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BASKERVILLE 
Designed by John Baskerkville, 1757 

BODONI 
Designed by Giambattista Bodoni, 1790s 

FILOSOFIA 
Designed by Zuzana Licko, 1996, 

a revival of the types of Bodoni 

FRUTIGER 
Designed by Adrian Frutiger, 1976 

»do»eCASLON 
Designed by Carol Twombly, 1990, based on pages 

printed by William Caslon, 1734-70 

FRANKLIN GOTHIC 
Designed by Morris Fuller Benton, 1904 

CENTAUR 
Designed by Bruce Rogers, 1912—14. 

The italic, by Frederic Warde, is based on the fifteenth-century 

hand of Ludovico degli Arrighi. 

CENTURY EXPANDED 
Designed by Morris Fuller Benton, 1900 

FUTURA 
Designed by Paul Renner, 1927, who sought an 

"honest expression of technical processes." 

GEORGIA 
Designed by Matthew Carter, 1996, 

for display on screen 

CLARENDON 
Named for the Clarendon Press, Oxford, 

who commissioned it in 1845 

htfDIDOT 
Designed by Jonathan Hoejler, 1992, inspired by 

the types of Frangois Ambroise Didot, 1784 

GILL SANS 
Designed by Eric Gill, 1928. 

It has been described as Britain’s Helvetica. 

.....GARAMOND 
Designed by Robert SLimbach, 1989, 

based on pages printed by Claude Garamond 

in the sixteenth century 

FEDRA SANS 
Designed by Peter Bilak, 2001, who was asked 

to create a "de-Prostestantized Univers” 

GOTHAM 
Designed by Tobias Frere-Jones, 2000, 

inspired by lettering found at 

Port Authority Bus Terminal, New York City 



Typography is what language looks like. 
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INTRODUCTION 

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 

Worried? See page 81 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. 

INTRODUCTION | 7 



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, grid, 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. 
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TYPE, SPACES, AND LEADS 3 

Upper Case. 

Lower Case. 
A Pair of Cases. 

California Job Case. 

Fig. 2.—Showing Lay of Cases. 

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. 
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LETTER 

JOHANNES 

GUTENBERG 

Printed text, 

1456. 

rninTmirin 

nraetiliQD 
tamutnmu 
nuHroB-rir 
ftanriannj 
noflramit. 
irbabitatee 
jfU&nftJBfii 
raarito.Jfti 
iraiemtai 
blijiatob-fi 
Ujje-mgrrfl 
intttftdifqji 
imjerapanti 

IK Domain 
rgtrfTtB-imi 
fatotattp 

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). 

JOHANNES 

GUTENBERG 

Printed text, 

1456. 

riuirnnrin 

nraetiliQD 
tamutnmu 
noHma-rir 
ftanriannj 
noflramit. 
ftbabitates 
jfUfcnftJBfii 
raarite.Jfti 
imtemtlne 
fUijtarob'fi 
Ujje-mgrrfl 
tmafatiftyi 
wtjmtjHnr: 
Dr Dome & 
rgtrfTtB-imi 
iacob-iDrp 
mum ftuprt: urn roij rr artnmta-i 
afmoB-runrtain uafranrro nut in D 
mtiBifagtiB rranrrjBruuloB tp mi 
it manse Dujmuttaimnae.iDmbui 

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, 

19 99). 53-6i- 
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BIOGRAPHY OF A HUMANIST TYPEFACE 

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. 

rlos appellator maria 
euir diatur frater mar 
rams appellan tur qu: 
mirim ftatrum & mat 
atrueles marram fratt 
dfobrini ex duabus ed 
ta funt in antiquis au 

the iiii wekis, and howl 
lord, yet thechirchemal 
that istowete# of thathe 
md of thathe cometh t< 
In thofiEyce of the chircl 
tynges that hen in this 
one partie, & that othc 
cause of thecomynge of 
ben of joye and gladnei 

Lorem ipsum dolor si Lorem ipsum dolor si 

consectetuer adipiscing ei consectetuer adipiscir 
centaur, designed from jnteger pharetra, nisi 1 Integer pharetra, nisi 

1912 to 1914 by Bruce o I or 

Rogers, is a revival of luctus ullamcorper, au luctus ullamcorper, ai 
Jenson's type that ^ L 

emphasizes its Hbboniike tortor egestas ante, vei tortor egestas ante, vel 
stroke. 1 a I 1 

pede urna ac neque. J\ pharetra pede urna ac 

ac mi eu purus tincidr neque. Mauris ac mi ( 

vanum laboraverunt 
si Dominus custodie 
istra vigilavit qui cos 
num est vobis ante li 
rgere postquam sede 
i manducatis panem 
tn dederit dilectis sui 
ALMI1VXTA LXX 

fifteenth-century roman 

typefaces as well as their gothic (rather than humanist) origins. As 

Noordzij explains, Jenson “adapted the German letters to Italian fashion 

(somewhat rounder, somewhat lighter), and thus created roman type.” 

ruit was designed in the 

tggos by the Dutch 

typographer, teacher, and 

theorist Gerrit Noordzij. 

This digitally constructed 

font captures the 

dynamic, three- 

dimensional quality of 

Lorem ipsum dolor 5 
consectetuer adipisci 
Integer pharetra, nis 
ullamcorper, augue t 
ante, vel pharetra pec 
neque. Mauris ac mi 
tincidunt faucibus. P 
dignissim lectus. Nun 

scala was introduced in 1992 by the 

Dutch typographer Martin Majoor. Although 

this thoroughly contemporary typeface has 

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 2890. 

He sought to 

recapture the dark 

and solemn 

density of Jenson’s 

pages. 

ADOBE JENSON 

was designed in 

2995 by Robert 

Slimbach, who 

reconceives 

historical type¬ 

faces for digital 

use. Adobe Jenson 

is less mannered 

and decorative 

than Centaur. 
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HUMANISM AND THE BODY 

$ ed ne forte tuo aired 
Hie timer efl ip fa 

U on ddeo Imiter noft 
vt mens oblitv puh 

I Uic phylacidet iuau 
Non potuit cads m 

$ ed Oipidus filfis dtti 
Theffdis dntiepuim 

X Uic quicquid ero fet 
Trdicit & fiti litto 

I Uic foxmefoe uenian 
Q teas dedit dr gnu. 

Q^udrnm null* tua fo 
Grdtior}& teUns h 

Cirtdmms te longa rej 
Card tamen lachry 

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 lmprimerie Royale, 

Paris, 1642, that are 

coordinated into a larger 

type family. 

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 le.tte.ra 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. 

comme i’ay des-ia remarque/S. Augu- 

ftin demand©aux Donatiftes en vne fem- 7- Qb& 
go? cum legi- 

blable occurrence : JQuoy done ? lors que Sr°qb“£ 

nous lifons, oublions nous comment nous auons 

accouflume deparler?IeferituredugrandDieu DeifSX 

On the complex origins 

of roman type, see Gerrit 

Noordzij, Letterletter 

(Vancouver: Hartley and 

Marks, 2000). 
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BANISHING THE BODY FROM TYPOGRAPHY 

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.” 

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 roij was then 

created by Philippe Grandjean, 

based on Simonneau’s 

engravings. 

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." 

By WILLIAM CASLON, Letter-Founder, in Chifwi 

ABCD 
ABCDE 
ABGDEFG 

Double Pica Roman. 

Quoufque tandem abutere, Cati- 
lina, patientia noftra ? quamdiu 
nos etiam furor ifte tuus eludet ? 
quem ad finem fefe eflrenata jac- 
ABCDEFGHJIKLMNOP 

Great Primer R6man. 

Quoulque tandem abut£re, Catiliiia, pa- 

Double Pica Italick. 

Quoufque tandem abutere, C 

nay patientia noftra ? qua 
nos etiam furor ifte tuus elu 
quem ad finem fefe ejfrenata 

ABCDEFGHJIKLM 

Great Primer Italicl. 
Oituoufque tandem abutere, Catiline 

SPECIMEN 
By JOHN BASKERVILLE of Birmingham. 

I-Am indebted to you for two if to mean well to the hterejl of my 

Letters dated from Corcyra. Country and to approve that meaning 

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. 

AUSTERLITI 
RELATAM A GALL 

DUCE 

GIAMBATTISTA BODONI 

created letters at the close of 

the eighteenth century that 

exhibit abrupt, unmodulated 

contrast between thick and 

thin elements, and razor-thin 

serifs unsupported by curved 

brackets. Similar typefaces were 

designed in the same period by 

Frangois-Ambroise Didot 

(1784) in France and Justus 

Erich Walbaum (1800) in 

Germany. 
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ENLIGHTENMENT AND ABSTRACTION 

Aabcdef 

AB CD 

US 
JTO&Ji 
GEORGE BICKHAM, 3743. 

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)- 

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 1720s and John Baskerville in the 1750s 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 
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BLINDING ALL THE READERS IN THE NATION 

P.VIRGILII MARONIS 

B U C O LI C A 
ECLOGA I. cui nomen TITTRUS. 

Meliboeus, Tityrus. 

Tityre, tu patulae recubans fub tegmine fagi 
Silveftrem tenui Mufam meditaris avena: 

Nos patriae fines, et dulcia linquimus arva; 
Nos patriam fugimus: tu, Tityre, lentus in umbra 

5 Formofam refonare doces Amarylfida filvas. 
T. O Meliboee, Deus nobis haec otia fecit: 

Namque erit ille mihi Temper Deus: ilfius aram 

Saepe tener noftris ab ovilibus imbuet agnus. 
Ille meas errare boves, ut cernis, et ipfum 

io Ludere, quae vellem, calamo permifit agrefti, 
M. Non equidem invideo ;miror magis: undique tods 

Ufque adeo turbatur agris. en ipfe capellas 
Protenus aeger ago: hanc edam vix, Tityre, duco: 

Hie inter denfas corylos modo namque gemellos, 
15 Spem gregis, ah! filice in nuda connixa reliquit. 

Saepe malum hoc nobis, fi mens non laeva fuifiet, 
De coelo ta&as memini praedicere quercus: 

Saepe finiftra cava praedixit ab ilice comix. 
Sed tamen, ifte Deus qui fit, da, Tityre, nobis. 

20 T. Urbem, quam dicunt Romam, Meliboee, putavi 

Stultus ego huic noftrae fimilem, quo faepe folemus 
Paftores ovium teneros depellere foetus. 

Sic canibus catulos fimiles, fic matribus hcedos 

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, 

1801. 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 

"modem. ” 

Both pages reproduced 

from William Dana Orcutt, 

In Quest of the Perfect Book 

(New York: Little, Brown and 

Company, 1926); margins are 

not accurate. 

LA THEBAIDE, 
ou 

LES FRERES ENNEMIS, 

TRAGfiDIE. 

ACTE PREMIER. 

SCENE L 

.1 OCASTE, OLYMPE. 

JOCASTE. 

Xls sont sortis, Olympe? Ah! mortelles douleurs! 

Qu’un moment de repos me va couter de pleursl 

Mes yeux depuis six mois etoient ouverts aux Iarmes, 

Et le sommeil ies ferme en de telles alarmes! 

Puisse plutdt la mort les fermer pour jamais, 

Et m’empecher de voir le plus noir des forfaits! 

Mais en sont-ils aux mains? 
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GIGANTIC, WRATHFUL TYPES 

440 Vlan for the Improvement of the ^rtofPapMm 

whilft a paffionate man, engaged in a warm e ^ 
would thunder vengeance in °nirove 

French Canoi 
It follows of courfe, that writers of great irafcibilitv f 

be charged higher for a work of the fame length than 
authors; on account of the extraordinary (pace their " 
mances muft neceflarily occupy; for thefe gigantic w~ 
ful types, like ranters on the ftage, mull have fuffir 

elbow-room. 
For example: Suppofe a newfpaper quarrel to happen 

tween * M and L. M begins the attack pretty fmartly m 

L replies in 

Long Primer. 

Pica Roman. 

M advances to 

Great Primer, 
L retorts in 

DoLible Pica. 
And fo the conteft fwells to 

* Left Lome ill-difpofed perfon fhotild mifapply 1 
tials, I think proper to declare, that M Signifies Merc 
and L Lawyer. Govva1 

r 
....— 
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five line Pica ; which, indeed, is as far as the art of print- 
U or a modem quarrel can well go. 
A philofophical reafon might be given to prove that large 
pes will more forcibly affect the optic.nerve than thofe of' a 
jailer fize, and are therefore naturally expreffive of energy 
id vigour. But I leave this difcuOion for the amufement of 
e gentlemen lately elected into our philofophical fociety. 
isfufficient for me, if my fyftem ftiould be found to be juf- 

fed by experience and fact, to which I appeal, 
frecolleit a cafe in point. Some few years before.the war, 
e people of a weflern county, known by the name of Paxton 
'Vs, aflembled, on account of fome difcontent, in great 
mbers, and came down with hoftile intentions again ft the 
ice of government, and with a particular view to fome lead- 
,’men in the city. Sir John St. Clair, who aflumed military 
nmmd for defence of the city, met one of the obnoxious 
[Ions in the ftreet, and told him that he had feeft the ma- 
clio-of the infurgents, and that his name. was.particularifed 
letters as long as his fingers. The gentleman immediately 
eked up his moil valuable effects, and fent them with his 
nilv into Jerfey for fecurity. Had fir John only faid that he 
feen his name in the manifefto, itis probable that he would 
thave been fo ferioully alarmed: but the unufual fize of 
: letters was-to him a plain indication, that the infurgents 
re determined to carry their revenge to a proportionable 
:remity. 
t could confirm my fyftem by innumerable inftances in 
land practice. The title-page of every book is a proof in 

‘nt> It announces the fubjecl treated of, in confpicuoiD 
offers; as if the author flood at the door of lus edifice, 

H filing 

PLAN FOR THE IMPROVEMENT OF 

the art of paper war Satirical 

essay by Francis Hopkinson, The 

American Museum, Volume i (1787). 

Courtesy of the Boston Public 

Library. This eighteenth-century essay 

is an early example of expressive 

typography. The author, pokingJun 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 f 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: 

V QUANTITY OF OL 

ORDAG 
Sailr At» 

ing the remi 
?k of the Sch 

fat face is the name given to 

the inflated, hyperhold type 

style introduced in the early 

nineteenth century. These faces 

exaggerated the polarization 

of letters into thick and thin 

[J. Soulb components seen in the 

typographic forms of Bodoni 

and Didot. 

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. 

ha 

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 

monstrosity. ” 

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 

advertising. 

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. 

IlftlT TTWTITTTTT TIW TTTT 
ANTIQUE CLARENDON LATIN/ANTIQUE TUSCAN 

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. 

Lead, the material for casting 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-igoo, 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 

~- 

Valuable x^r 
BOOKorl 

C0t5^i:n^%Gipesj 
MAILED FREE1 
on application to I 

29 & 31 Park PlACI 

jwfvSwitli flf 

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 comer. 

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 beniamin, 1925 
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FULL MOON. 
ST. MICHAEL’S 

Prof. V. Yeager, Leader, will give a 

# 

EXCURSION 
On the Steamer 

▼ 
To Osbrooh and Watch Hill, 

On Saturday Evening, July 17th, 
Leaving Wharf at 7h o’clock. Returning 4o Westerly 

. at lOi o’clock. Kenneth will be at Osbrook. 

TICKETS, - FORTY GENTS. 
G. B. <fc J. H. Utter, Steam Printers, Westerly, R. I. 
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RADICAL ABSTRACTIONS FOR A MECHANICAL AGE 

theo van doesburg, founder and chief promoter 

of the Dutch De Stijl movement, designed this alphabet 

with perpendicular elements in igig. Applied here to 

the letterhead of the Union of Revolutionary Socialists, 

the hand-drawn characters vary in width, allowing 

them to fill out the overall rectangle. The De Stijl 

movement called for the reduction of painting, 

architecture, objects, and letters to elemental units. 

snno i_iF=in 
PEUDLUTinnnHiF: 
5DEIRLI5TI5EHE 
iriTELLEETLJEELEn 

vilmos huszar designed 

this logo for the magazine 

De Stijl in 1917. Whereas 

van Doesburg’s characters are 

unbroken, Huszar’s letters 

consist of pixel-like modules. 

abcdefqhi 
jKlmnopqr 
stuvwxuz 
a dd 
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. 

FETTE FUTURA 

GOETH 
STOFF 
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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REFORM AND REVOLUTION 

ARB1TRA' 
Essential 

H aving' a 

and jxnypor 

Standard 

= Form erf-g 

distinctive 

turn it stmctxuz 

(*■) 

edward johnston based 

this igo6 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. 

Some designers viewed the distortion of the alphabet as gross and immoral, 

tied to a destructive and inhumane industrial system. Writing in 1906, 

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 

wim crouwel published his designs for a “new alphabet," 

consisting of no diagonals or curves, in ig6y. The Foundry (London) 

began releasing digital editions of Crouwel’s typefaces in 1997. 
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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. 

jbcdep^hLibLmopqrb 
huUUiLip Lj 

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 

2985. 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). 

In the mid-1980s, 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. 

:IHDG101 Oakland 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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ed fella produced a body 

of experimental typography 

that strongly influenced 

typeface design in the tggos. 

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. 
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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 1990s. 

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. 

CcDdEeFfGgHhliJjKk 
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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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. 

Mrs Eaves: working woman seeks reliable mate 

Licko produced historical revivals during the 1990s 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. 

Quadraat: 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. 

Gotham: 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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FUNCTIONAL FAMILY 

ABOUT 

CONTACT 

SANSA 

-) ARNHEM 

FRESCO 

CLASSICS / CUSTODIA 1 

MONITOR 

PACKAGES & PRICING 

SHOPPING BASKET 

oi£-c. Ltnuinu ; 

"Bl0nd 

TEXTFIELD ACTIONS DOWNLOAD SAMPLE PDF 

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 
x-height lining figures in four weights. As well as that it has two weights of 
'Fine' titling variants in roman and italic. Arnhem is available in TrueType 
and PostScript formats, for both PC and Mac platforms. OpenType is due 
in February 2004. 

VIEW PACKAGES & PRICING 

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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Zan we envision 

2. a font that has projective memory that reminds you to remil1 

3. a font with a limited lift.i; 

4. a font with an expir 

5. a font that’s gor a! 

6. a font without temporal inflection, without the imprint of its l 

7. an apolitical font, a font that doesnW 

8. a font unaffected by the force of gravity and the weight of human h if 

9. a font without family, without anew 

10. a Marshall McLuhan font that stubbornly persists in: idding farewell to n 

11. a font that takes advantage of all that promised 'ocessing p'li 

12. a font that does something other than sit on its ass in a digital mu| 

13. a font with the apacity to breed with other*! 

14. a recombinant font — every letterform the unruly child of a predictable but random pni« 

15. a font that sounds as good as itod 

16. a font that writes its own b 

17. a font that thickens thuf 

18. a font that responds and reacts to the meaning it carries and col 

19. a font that assumes the intelligence of its rij; 

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

21. a font prone to sudden outbursts and tan' 

22. a font that exceeds the typographic ge 

23. a font whose parents are Father Time and the Mother of Inve 

24. an ambient font, a font without qua 

1 
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A FONT SHOULD DO MORE THAN SIT ON ITS ASS 

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 

LIGATURE I ASCENDER 

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

j ASCENDER HEIGHT 

! Some elements may 

; extend slightly above 

] the cap height. 

I CAP HEIGHT 

! The distance from the 

j baseline to the top of the 

\ capital letter determines 

| the letter’s point size. 

DESCENDER HEIGHT J 

The length of a letter’s j 
descenders contributes \ 

to its overall style and [ 

attitude. 

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. 

j the baseline is where all the 

i 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. 

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. 

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 afield of 

text, the greatest density occurs 

between the baseline and the 

x-height. 

Hey, iQQKi 

They supersized 

Two blocks of text _ „ 

are often aligned along 

a shared baseline_____ 

mv x-heieht. 
Here, 14/18 Scala Pro 

(ld-nt tvve with 18 ots . ... 

of line spacing) is paired 

with 7/9 Scala Pro. 
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SIZE 

12 points 

equal 1 pica 

6 picas 

(y2 points) 

equal 1 inch 

6o-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. 

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 

WIDE LOAD 
INTERSTATE BLACK 

The set width is the body of the letter 

plus the space beside it. 

TIGHT WAD 
INTERSTATE BLACK COMPRESSED 

The letters in the compressed version of the typeface 

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. 

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. 
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BIG BOTTOMS ARE AN EFFICIENT USE OF RESOURCES 

32-PT SCALA PRO 32-PT INTERSTATE REGULAR 32-PT BODONI 32-PT MRS EAVES 

Do I look f01 in this paragraph? 
When two typefaces are set in the same point size, one often Mrs Eaves rejects the twentieth-century appetite 

looks bigger than the other. Differences in x-height, line weight, for supersized x-heights. This typeface, inspired 

and set width affect the letters’ apparent scale. 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. 

32-PT HELVETICA 

versus Mrs. & Mr. Little 
32-PT MRS EAVES 32-PT MR EAVES 

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/IO 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. 

Typefaces with small x-heights, such as 

Mrs Eaves, use space less efficiently than 

those with big lower bodies. However, their 

delicate proportions have lyrical charm. 

12/14 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/lO MRS AND MR EAVES 
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SIZE 

All the typefaces shown below were inspired by 

the sixteenth-century printing types of Claude 

Garamond, yet each one reflects its own era. 

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 dali, Duke 

i8-pt garamond 3, designed by Morris Fuller Benton and Thomas Maitland Clelandfor ATF, igj6 

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

1970s: Richard Nixon, Claes Oldenburg, Van Halen, 
i8-pt itc garamond, designed by Tony Stan, 1976 

The Godfather, bell bottoms, guacamole, sitcoms. 

1980s: Margaret Thatcher, Barbara kruger, Madonna, 
i8-pt adobe garamond, designed by Robert Slimbach, 1989 

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

2000s: Osama Bin Laden, Matthew barney, the White 
i8-pt adobe garamond premiere pro medium subhead, designed by Robert Slimbach, 2005 

Stripes, The Sopranos, mom jeans, heirloom tomatoes, Twitter. 

30-PT GARAMOND 3 30-PT ITC garamond 
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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 

selects a style based on context. Optical sizes 

designed for headlines or display tend to have 

delicate, lyrical forms, while styles created for text 

and captions are built with heavier strokes. 

OPTICAL SIZES 

HEADLINES are slim, high-strungprima donnas. 
27-PT ADOBE GARAMOND PREMIERE PRO DISPLAY 

SUBHEADS arefrisky 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. 
27-PT ADOBE GARAMOND PREMIERE PRO CAPTION 

IO PT 

In the era ol METAL TYPE, type designers created a different 

punch for each size of type, adjusting its weight, spacing, and 

other features. Each size required a unique typeface design. 

ADOBE GARAMOND PREMIERE PRO DISPLAY 

When the type design process became automated in 

the nineteenth century, many typefounders 

economized by simply enlarging or reducing a base 

design to generate different sizes. 

ADOBE GARAMOND PREMIERE PRO REGULAR 

This mechanized approach to type sizes 

became the norm for photo and digital type 

production. When a text-sized letterform is 

enlarged to poster-sized proportions, its thin 

features become too heavy (and vice versa). 

ADOBE GARAMOND PREMIERE PRO CAPTION 

8 PT 80 PT 

A display or headline style looks 

spindly and weak when set at small 

sizes. Display styles are intended for 

use at 24 pts. and larger. 

Basic text styles are designed 

for sizes ranging from 9 to 14 

pts. Their features are strong 

and meaty but not too assertive. 

caption styles are built with 

the heaviest stroke weight. 

They are designed for sizes 

ranging from 6 to 8 pts. 

No Job Too Small 

48-PT BODONI -PT BODONI 

TYPE CRIME 

Some typefaces that work well 

at large sizes look too fragile 

when reduced. 
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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 THE 

WORLD WORLD 
IS FLAT IS FLAT 

TYPE CRIME 

Minimal differences in 

SCALE CONTRAST 

The strong contrast between 

type size make this type sizes gives this design 

design look tentative dynamism, decisiveness, 

and arbitrary. and depth. 

m 

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. 
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MAKE IT BIGGER 

BLOW- 

CINEMA 
ANDTHE 
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. 
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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 

HUMANIST OR OLD STYLE 

The roman typefaces of the 

fifteenth and sixteenth centuries 

emulated classical calligraphy. 

Sahon was designed hy 

Jan Tschichold in 1966, based 

on the sixteenth-century 

typefaces of Claude Garamond. 

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 modem 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. 

o 

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. 

K 
tn 

TRANSITIONAL SANS SERIF 

Helvetica, designed by Max 

Miedinger in 3957, 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." 

a 

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. 

n 
h 
> 

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. 

GEOMETRIC SANS SERIF 

Some sans-serif types are built 

around geometric forms. 

In Futura, designed by Paul 

Renner in 1927, the Os are 

perfect circles, and the peaks 

of the A and M are sharp 

triangles. 
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TYPE IS TO PAPER AS BUTTER IS TO BREAD 

Sabon 
14 PT 

Baskerville 
14 PT 

Bodoni 
14 PT 

Clarendon 
14 PT 

Gill Sans 
14 PT 

Helvetica 
14 PT 

Futura 
14 PT 

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 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. 

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/l2 

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/l2 

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/l2 

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 
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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, designed 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 X-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. 

TRUE TYPE CRIME: 

ITALIC pseudo italics 

The wide, ungainly 

forms of these 

mechanically skewed 

letters look forced 

and unnatural. 

Some italics aren’t slanted at all. 

In the type family Quadraat, the 

italic form is upright. 
quadraat, designed by Fred Smeijers, 1992. 
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GO WRAP YOUR TINY, ATROPHYING ARMS AROUND SOME WILLING TYPEFACE 

MES WEENE Y’S 
-j FULL TO BURSTING! FULL TO BURSTING! J U L L ! BLOOD OF U S ALL! 

±y H PERPETUAL | 

THE* PRESUMPTION OFYGOOD WILL 

Doug D O R S T 
GW 1 U»t. I Th La.-Vv fUmj 

Jeep GREENWALD 
i mil. Thi it tl* pnfJrx. 

A. M.HOMES 

IO. __ 

9 
Gabe HUDSON 

he: •fl.HlIo. j II /«•<,' 

Denis JOHNSON 

Roy K E S E Y 
Ttr fauilfilio t/(*tnitnit. drum. | UaltuT- 

k. KVASHAY-BOYLE 

IRRATIONAL 

(OR MORE 

LIKELY, 

IRREDIJCIHLY 

RATIONAL) 

NO. 9 
WITH GUSTO 

Nathaniel MINTON 

Ellen MOORE 
Ultimas la aoilc uitb hjJj-h.xr, *M /» ih farivr yu, /«<. 

ValVINOKUROV 
m fjrh*s | Ka-.ujx, /hl/luj. | Hjhujvi Kanlnv,-. 

W.T. VOLLMANN 

Take: your aggression. Question: your aggression. 

Remove it: from the company of others. Walk with it: to 

a faraway place. Alone? Yes. alone. Leave IT: under a 

great wide sky. exposed, apart. Do NOT: bury it. Do NOT. 

live with it. Never: in your home. Not: in your life. It is: 

viral. It GROWS: like a shadow. We must: carry it away. 

know Them. 

Know thjim^ 
THEY CAN TALK! THEY CAN TALK! 

CARRY IT.carrTwt 

Breathe. 

/ KE 

LI 
KEEP it SWEET. 

DO NO HARM. 

And yet: 
I |$ HARM 1$ HARM 

CANNOT 
WILL NOT 
CANNOT. 

WILL NOT. 

CANnOT. 

WILL NOT. 

CANnOT. 

WILL NOT. 

cannot- 

REMEMBERING! 

GSSGIMS! 
R E M E M BERING! 

"*YOU MUST—: 
REMEMBERING!* 

YOUR HARM IS OUR HARM. 

l.lVP. THAT 

WAY AGAIN. 

MORE forYOUR 
sake THAN THEIRS 

EFFLORESCENCE 
BLOOMING OR RASHr E HIGHEST POINT. OR SOMETHING THAT ITCHES HE IS GONE 

GEG 

ENSjG 

IIEIN 

Our motto tbit iiw<: 'WE GIVE YOU SWEATY HUGS." 

f2 
II 

S 1 5.00 U.S. $22 CANADA 

ISBN 0-9719047-5-8 
90000 

9H780971 904750" 111 

Do you sense it? 

LATE SUMMER 

EARLY FALL 

2002 
WE WILL 
DO FOUR THIS YEAR 

mcsweeney’s Magazine cover, 2002. Design: Dave Eggers. 

This magazine cover uses the Garamond j 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 

ANATOMY OF A SUPERFAMILY 

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. 

nn 
Scala 
Scala Italic 

SCALA CAPS 

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 2003. 

PPP 
Scala Sans Light 

Scala Sans 

Scala Sans Condensed 

Scala Sans Cond Bold 

Scala Sans Bold 

Scala Sans Black 

SCALA JEWEL CRYSTAL 

SCALA JEWEL DIAMOND 

SCALA JEWEL PEARL 

SCALA JEWEL SAPHYR 

Alberta1 dnikket(jut Slnard • x unWt H B| 

Unnen medium (39 6-*8 p 1 
_... u Ilf 

ii 

_ . u | 
... u li| 

1 
... u 1 

i 

... u hi 
in 

ill 

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 

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. 

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. 
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TYPEFACES BREED LIKE RATS 

ANATOMY OF A SUPERFAMILY 

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 

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 

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



CAPITALS AND SMALL CAPITALS 

A word set in ALL CAPS within running text can 

look big and bulky, and A LONG PASSAGE SET 

ENTIRELY IN CAPITALS CAN LOOK UTTERLY 

INSANE, small capitals are designed to match 

the x-height of lowercase letters. Designers, 

enamored with the squarish proportions of true 

small caps, employ them not only within bodies 

of text but for subheads, bylines, invitations, and 

more. Rather than Mixing Small Caps with 

Capitals, many designers prefer to use all small 

caps, creating a clean line with no ascending 

elements. InDesign and other programs allow 

users to create false small caps at the press of a 

button; these scrawny letters look out of place. 

CAPITAL 

investment 

CAPITAL 

punishment 

CAPITAL 

crime 

TYPE CRIME 

In this stack of lowercase 

and capital letters, the 

spaces between lines appear 

uneven because caps are tall 

but have no descenders. 

CAPITAL 
investment 

CAPITAL 
punishment 

CAPITAL 
crime 

ADJUSTED LEADING 

The leading has been fine- 

tuned by selectively shifting 

the baselines of the small 

capitals to make the space 

between lines look even. 

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 

Design: Chris Dixon, 

2009. This page detail 

mixes serif types from the 

Miller family (including true 

Small Caps) with the sans- 

serif family Verlag. 

1 
Tasty Vagabonds 

The two camps of the burgeoning 
food-truck phenomenon: stable and nomadic. 

BY AILEEN GALLAGHER 

TRUCKS 
THAT ROVE 

CUPCAKE STOP 

The inevitable cupcakes- 

only truck rolled 

out in May. twitter, 
com/cupcakestop. 
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LINES OF TEXT SET IN ALL CAPS CAN BE TIGHTLY LINE-SPACED BECAUSE THEY HAVE NO ASCENDERS OR DESCENDERS 

AMUSEMENT x SIMS 3 

HHsimuler avec une grande finesse ses traits psychologies, personnaliser son avatar 
ivec tant de possibility qu'elles le rendent unique, proposer une experience interactive qui va au-l 
iela du simple jeu, et vous propulse dans les subtilites de nos modes de vie ? Voici un petit aperqu] 
■decequejnoposeLesSimsS^ernierepisodedelasagacultelanceeilyatoutjustedixansJHj 

^Hjeune actrice pleine d'energie et aux reactions imprevisibles, Sara Forestier montre BBWHI 
Ians chacun de ses roles une grande creativite qu’elle exprime egalement depuis plusieurs annees 
^■danslarealisation de courts-metrages. A 1‘affiche a la rentree dans Victor, une comedieHHj 

Thomas Gilou sur les relations familiales. Sara etait toute trouvee 
^^Bpour casser la baraque dans Les Sims 3 1 Et elle ne s est pas genee I 

Francois Rousseau| 

« JEFINIRAE*.,_ 
|PAR Mi : r I KK LE 

1BAZAR UNPEUi 
PARTOUT! 

1FORESTIEJ 
\CASSE LA 
1ARA0UE DANS 

ES SIMS 31 

AMUSEMENT MAGAZINE 

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 

for contrast rather than harmony, looking 

for emphatic differences rather than mushy 

transitions. Give each ingredient a role to play: 

sweet tomatoes, crunchy cucumbers, and the 

pungent shock of an occasional anchovy. When 

mixing typefaces on the same line, designers 

usually adjust the point size so that the x-heights 

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 

contrasting flavors and textures. 

SINGLE-FAMILY MIXES 

TYPE CRIME: who’s ACCOUNTABLE FOR THIS? 

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. 

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 75 BOLD 

TYPE CRIME 

These typefaces are from the 

same family, but they are too 

close in weight to mix well. 

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 

TYPE CRIME 

These two type styles are too 

similar to provide a counter¬ 

point to each other. 
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A TYPOGRAPHIC SMORGASBORD ASSEMBLED TO PLEASE THE EYE 

I 

EGYPTIAN BOLD CONDENSED, 

a Linotype font based on a 

typeface from 1820. This quirky, • 

chunky face has been used i 

intermittently at New York 

Magazine since the publication 

was first designed by Milton 

Glaser in the tgyos. Here, the 

ultra-black type set at a relatively I 

small size makes an incisive bite j 

in the page. < 

glypha thin, designed by 

Adrian Frutiger, tgyg. The 

large scale of the letters is 

counterbalanced by the fine line 

of the stroke. 

EDITED BY EMMA PEARSE 

EVENTS 

BENOIT DENIZET-LEWIS i CS 
The Powerhouse Arena, 37 Main St., nr. Water St., Dumbo 

(718-666-3049) 

The writer from The New York Times Magazine reads from American 

Voyeur: Dispatches From the Far Reaches of Modem Life, a collection 

of his analytical reportage on everything from pro-life summer camps 

to the clothing company Abercrombie & Fitch; 1/13 at 7. 

SOUTHERN WRITERS READING SERIES 

Happy Ending Lounge, 302 Broome St, nr. Forsyth St (212-334-9676) 

An open mike for writers from below the Mason-Dixon line, where 

they’ll read and discuss (and drink) all things southern; 1/13 at 8. 

-t miller small caps, designed 

[ by Matthew Carter with 

■ Jonathan Hoefler and Tobias 

Frere-Jones, 1997-2000. Known 

j as a Scotch Roman typeface, 

it has crisp serifs and strong 

contrast between thick and thin. 

SUZE ORMAN CI1@C2> 
Barnes & Nobis, }S £ 17th St, nr. Broadway Q12-2S3-08W) 

The high priestess of financial invincibility presents her latest. Women 

and Money: Owning the Power to Control Your Destiny, 1/14 at 7. 

MARYJO BANG 

McNally Jackson, 52 Prince St., nr. Mulberry St. (212-274-1160) 

Two poets in one room: Susan Wheeler hosts a discussion with the \ 

spectacularly named National Book Critics Circle Award winner, » 

whose latest collection is titled The Bride ofE; 1/14 at 7. 

i 

) 
i 

verlag, designed by Jonathan 

Hoefler, 1996. Originally 

commissioned by Abbott 

Miller for exclusive use by the 

Guggenheim Museum, Verlag 

has become a widely used j 

general-purpose typeface. Its s 

approachable geometric forms 

are based on Frank Lloyd j 

Wright’s lettering for the facade j 

of the Guggenheim. 

JOYCE CAROL OATES AND ELAINE SHOWALTER ' O- 

92ndSt X 139S Lexington Ave. (2I2-41S-SSOO) 

What two better authorities to discuss women and writing on the 

occasion of the publication of Showalters A Jury of Her Peers, a 

history of American women writers from 1650 to 2000; 1/17 at 

11a.m. 

PATTI SMITH Qffigfr 

Barnes & Noble. 33 E. 17th St., nr. Broadway (212-253-0810) 

The poet queen of punk reads from her book Just Kids: From 

Brooklyn to the Chelsea Hotel, a Life of Art and Friendship, about 

the fabulous, rocky friendship with Robert Mapplethorpe; 1/19 at 7. < • 

Smith will also appear with the playwright Sam Shepard on January 21 

at 8 p.m. at 92nd St. Y, 1395 Lexington Ave. (212-415-5500). 

COUNTESS LUANN DE LESSEPS 

Borders, 10 Columbus Circle, nr. Eighth Ave. (212-823-9775) 

The Real Housewife of New York, who says that "class Is a state 

of mind," appears in the glamorous flesh to share her intimate 

knowledge of sophisticated living,-1/21 at 7. 

IN THE FLESH 

Happy Ending Lounge, 302 Broome St., nr. Forsyth St. 

(212-334-9676) 

Former sex columnist, editor of Best Sex Writing 2010, and blogge ■ 
Rachel Kramer Bussel hosts her monthly series of erotic re. 

this time with the theme of sex and food (and rumo 

cupcakes all around); 1/21 at 8. 

NICK FLYNN f* 

BookCourt, 163 Court St., nr. Pacific 

The cult hit memoirist (an -,v 

Taylor) reads from his lates 

hitting work about child-" 

obsession with torture, • 

of the Iraqi men depiq 

1/22 at 7. 

OZZY OSBOU ' 

Borders, 10 

Thefllf ' 
cr 

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. 

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 1990s, valued for their idiosyncratic 

appearance and their traditional typographic 

attitude. Like letterforms, old style numerals are 

proportional; each one has its own set width. 

LINING NUMERALS NON-LINING NUMERALS 

123 123 

FUTURA BOLD HELEVETICA NEUE BOLD ADOBE GARAMOND PRO SCALA SANS PRO 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. 

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

99.8 32.3 DOM DomCasual ... 26 7451 57.0 • 
73.8 16.1 EGIZ Egiziano ... dd 2789 61.6 + 
32.7 18.5 EURO Eurostile ... 9 1449 99.5 - 
69.6 59.4 FKTR FetteFraktur ... dd 3944 87.0 + 
66.8 2.8 FRNK FrnklinGthc ... dd 11712 48.8 + 

17 7 FRUT Frutiger55 1814 34.5 - 
35.8 15 FUTU FuturaBook ... 18 11325 20.5 + 
52.3 10.1 GDY GoudyOldStyl ... dd 2685 46.5 - 
95.3 26.8 GILL GillSans ... dd 10748 72.3 ♦ 
96.2 35.4 GLRD Galliard ... 26 1566 1.1 - 
72.7 9.6 GMND Garamond ... 27 2376 62.3 • 

L02.3 20.7 GROT Grotesque9 ... 47 6147 8.0 - 
87.8 19.1 HLV Helvetica ... dd 3009 63.3 + 
79.3 35.6 HOBO Hobo ... dd 5981 25.2 * 
97.3 56.9 HTXT HoeflerText .5e 1.3 dd 4548 93.7 * 
85.1 11.4 INTR Interstate .32 2.1 dd 10127 19.3 ♦ 
72.7 59.1 JNSIM Janson ... 17 8065 63.2 ♦ 
84.8 68.7 KIS KisJanson ... dd 4641 80.9 ■ 

65 7.9 KSMK FFKosmik ... 20 510 26.3 + 
35.9 8.9 LTHS LithosBIack ... dd 1669 39.8 + 

L04.7 1.5 LtrG LetterGothic ... dd 8091 20.6 * 

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. 

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. 

-:- 

Bmm ##§* :mmw. wmmfMBMt MMW 
1st. Quarter 

6’" 

Full Moon 

13™ ' 

::l*l 
Last Quarter 

21s’ 

New Moor. 

29" 1 £ 

3 4 5 6 7 
m 
8 9 

10 11 13 14 15 16 
17 18 19 £0 *1 88 ■ im 
% ii £6 81 £8 m 30 

- HHHH —i--— 
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PUNCTUATION 

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. 

BODONIBOLD 

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

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. 

L'OCCITANE 
EN PROVENCE 

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. 

6“ —EEP D1S 
PIZZA 
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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. 

» N ■ P ^ P 

speakup, designed by Supisa Wattanasansanee/Cadson Demak, 

2008. Distributed by T26. 

typographic ornaments Fry and Steele, London, 1794. 

Collection of Jan Tholenaar, Reinoud Tholenaar, and 

Saskia Ottenhoff-Tholenaar. 

restraint Ornaments, 2007. Design: Marian Bantjes. 
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A FONT NEED NOT CONTAIN ANY LETTERS AT ALL 
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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. 

whirligigs, designed by Zuzana Licko, Emigre, 1994. 

LETTER I 61 



ORNAMENTS 

GES( HA I). KANTA1S1E KAPITA EEN 

LETTERGIETEIflJ VAN JOH. ENSCHEDE EN ZONEN TE HAARLEM 

N° 5170. Op 11 Augnsttjn. 

N° 5168. Op 11 Augustijn. 

N° 5081. Op 102 Pun ten. 

N° 5040. Op 10^ Augustljn. 

III. V. Bl. 128. 

fantaisie icapitalen Type specimen, 1897. Design: Joh. 

Enchede & Zohnen. Collection of Jan Tholenaar, Reinoud 

Tholenaar, and Saskia Ottenhoff-Tholenaar. 
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ORNAMENT IS AN ECHO OF STRUCTURE 

20 YEARS OF DANCIN< 
IN PRINT I 
APRIL 2 THROUGH MAY 15 f/teprofessional association fordes 

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. 
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DISSOLVING THE LINE BETWEEN WORKING WITH SOFTWARE AND WORKING BY HAND 

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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GOOD TYPE FEELS GOOD 
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LOGOTYPES AND BRANDING 

A logotype uses typography or lettering to depict 

the name or initials of an organization in a 

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. 

Ingenieurburo 
Informations- und 
Funktechnik 

Johannes Hubner 
Tel 0351-4272181 
Fax 0351-42721 91 
Funk 0172-351 3564 

BunaustraBe 21 
01109 Dresden 

Hubner www.johannes-huebner.de 
mail@johannes-huebner.de 

hubner Identity program, 1998. Design: Jochen 

Stankowski. This identity for an engineering firm is 

built around the H, whose proportions change in 

different contexts. 

68 ! THINKING WITH TYPE 



LOGOS LIVE ON THE PAGE, THE SCREEN, AND IN THE BUILT ENVIRONMENT 

ST°DSSCHOUV»BURG UTRECHT 

l 

UTRECHT CITY THEATER 

Identity, 2009. Design: 

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 

1. 
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el banco de uno Visual branding, 2007. Agency: Saffron. 

Identity design: Joshua Distler, Mike Abbink, Gabor Schreier, 

Virginia Sardon. 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 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

0123456789 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

0123456789 ORGANIC 
new french bakery Visual branding, 2009. Design: Duffy & 

Partners. A logotype is part of a larger graphic language. Duffy e[ 

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 

WEB FONTS 1.0 

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. 

Verdana 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. 

Georgia 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. 

Test of @font-face support in browsers. This is how this page should look like. 

Web Typography 
Main Headline 
A smaller, secondary headline that usually 

elaborates on the main headline above it. > 

■1 Lorcm ipsum dolor sit a met, Pcllcntcsquc bibcndum 

conscctetur adipiscing clit clcifcnd imperdict. Morbi clit 

Cr^s eu vclit mctus, imperdiet tcllus, volutpat sit amct 

condimentum orcL Scd ac malcsuada egcstas, vulputatc 

purus nulla. Vestibulum sed ct nisi Scd nibh ipsum, varius 

ligula ut nulla dignissim non placcrat a, tristiquc non 

scclcrisque. Nulla risus vclit, odio. Suspendissc porta ncquc 

feugiat quis sollicitudin non, cudui varius prctium 

ultricies id. Nunc vestibulum hcndrerit cget auguc. Nullam 

prctium. vestibulum nibh, quis CpnG'TGfp A rf-|p|p TDi 
molestic mi varius id. Donee LJVltT 11 

omare sem vitae crat conguc 
interdum. Etiam id nisi eu erat Mauris laorcet tincidunt cnim, Etiam rhoncus velit 

pharetra convallis cget cu ac convallis odio laorcet nec. vehicula condiment 

fusee scd vclit ipsum, sit amct ncquc. Maecenas ut nisi in crat S“P°ndisse ncc ketus arcu. cu volutpat dolor. PH 

malcsuada orcL Nam mi lac us, posucre iaculis. Aencan eget Doncc vestibulum prctium fclis tcllus, placcrat J 

pcllcntcsquc vitae nisi in massa dignissim ipsum, at blandit mi adipiscing non, pose 

condimentum non, sagittis rhoncus quis eu lorcm. In scclcrisque scd. In lobortis felis auguc. In posucre al 

interdum uma. Scd cu urna ut tempus, felis non bibcndum ct sem luetus ct lobortis nibh scd volutpat Quisqu 

ipsum aliquam semper. semper, diam cros gravida. varius. Vestibulum ante ipsum. arcu, a vestibulum a 

1 qrota Grande Medium 3 Fedra Sans Condensed Medium 5 Greata Display Bold Lean 

2 Fedra.Sans Display Heavy 4 Greta Text Regular 6 Fedra Sans Bold Italic impli 

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. 

Bobulate 
for INTENTIONAL ORGANIZATION 

WRITING WORK WORDS ABOUT CONTACT 

Everything About Liz 

Danzico is part designer, part educator, and part editor. As 

an independent information architecture and user 

experience consultant, she traces the roots of her craft back 

to her parents. According to Liz, “Growing up at least a little 

information architect in Northeastern Pennsylvania gave 

me an organizational advantage over my friends." 

Inquiries via; 
10 Jay Street 
Suite 612a 
Brooklyn uzoi 
USA 

Work 

Today, Liz spends her days in Brooklyn where she organizes information of 

all shapes and sizes. She is an independent consultant, and user experience 

Steven Heller) of the MFA in Interaction Design program, which welcomed 

its first class in Fall 2009 at the School of Visual Arts. She's a columnist for 

Interactions Maaazine. on the editorial board for Rosenfeld Medfeb a 

publisher of user experience books, and the advisory board for Design 

Ignites Change. 

For nearly seven years, Liz was involved with Boxes and Arrows, a 

magazine for information architects, most recently as editor-in-chief 

During that time, Liz was director of experience strategy for AIGA, 

responsible for the user experience of the national web presence and all 

online and New Riders publications. She's also bad the honor of serving as 

officer for the New York board of AIGA, and two terms as advisory board 

member for the Information Architecture Institute. 

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. 
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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. 

smooth 
anti-aliased type: smooth setting (simulated screen capture) 

none 
anti-aliasing disabled: none setting (simulated screen capture) 

' '%■ 
1 . 

u- • 

;. ' ; o ■ ■ O : a 
& 

letterscapes y 
X 

V 
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. 

LoResNine LoResNine 
LoResTwelve LoResTwelve 

LoResFifteen LoResFifteen 

oResTwentyEight 
Set at size of root resolution 

(g, 12,15, and 28 pts) 

All set at 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 g-pixel type to 18, 2736, and so on). 

BQEKHANDEL NIJHOF & LEE 
STAALSTRAAT 13-A 
1011 JK AMSTERDAM 

22/05/03 13512 01 
000000 #0094 BED.l 

VERZENDK0ST. 42=50 
TVPQ6RAFIE 6.00 

TVPOGRAFIE 16=50 
TVPQGRAFIE 19.50 

TVPDGRAFIE 33.95 

TVPQGRAFIE 55.35 

TVPOGRAFIE 32.00 
TVPOGRAFIE 59.00 

TVPQGRAFIE 40.00 
TVPQGRAFIE 50.40 
TVPOGRAFIE 47.25 
TVPOGRAFIE 80.00 
TVPOGRAFIE 37.70 
SUBTOTAL 520.15 
BTW LAAG 29.44 

STUKS 13Q 
CREDIT 52 :0 » 15 

DDK ANTIQUARIAAT 
TEL: 020-6203980 

FAX: 020-6393294 

Nijhof & lee Receipt, 2003. This 

cash register receipt, printed with a 

bitmap font, is from a design and 

typography bookstore in Amsterdam. 
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OUR FASCINATION WITH BITMAPS IS DRIVEN AS MUCH BY OUR LUST FOR TECHNOLOGY AS BY ITS LIMITS 
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elementar, designed by Gustavo 

Ferreira in 2009 and distributed by 

Typotheque. Elementar is a bitmap 

type family consisting of dozens of 

weights and styles made by 

manipulating common parameters 

such as height, width, and the degree of 

contrast between horizontal and 

vertical elements. Elementar is suitable 

for print, screen, and interfaces. It is 

inspired by Adrian Frutiger's Univers 

type family. 

letter | 75 



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 

Caifawmi* 

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. 

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. 
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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 modem 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. 

Mi MercuryNews-HTFl-BoldSC.lOjmr 11/26/03 JMR 1 
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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. 

Bruce Willen 

Examples of student work from 

Maryland Institute College of Art 

Wendy Neese 

Brendon McClean 

James Alvarez 

Joey Potts 
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BITMAP FORMS AMPLIFY THE SYSTEMATIC QUALITY OF TYPOGRAPHY 

Becky Slogeris 

Bryan Connor 

Julia Kim 
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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, CKyyie 

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. 
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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. 

postscript/type 1 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. 
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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, 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. 

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 tuork? Who controls the past? 

antykwa poltawski ego, designed by Adam Poltawski, 

ig2os-igjos; 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 
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EVERYONE HAS TO PAY, BUT EVERYONE SHOULDN’T HAVE TO PAY FOR EVERYTHING 

Minou Drouet 

was a French 

child poet 

and composer 

widely derided 

by intellectuals 

in the 1950s. 

EVERY OBJECT IN THE WORLD CAN PASS FROM A 
league gothic, designed by the League of Moveable Type, 2009; revival of Morris Fuller Benton’s 

CLOSED, SILENT EXISTENCE TO AN ORAL STATE, 
alternate gothic no,i,, released by American Type Founders Company (ATF) in 1903. 

OPEN TO 4PPRmT16N BY SOCIETY, FOR THERE 
downcome, designed by Eduardo Recife/ Misprinted Type, 2002 

IS NO LAW, WHETHER NATURAL OR NOT, WHICH 

FORBIDS TALKING ABOUT THINGS. A TREE IS A 
shortcut, designed by Eduardo Recife, 2005 

TREE. YES, OF COURSE. BUT A TREE AS EXPRESSED BY 

MINOU DROUET IS NO LONGER QUITE A TREE, IT IS A 
dirty ego, designed by Eduardo Recife, 2001 

TREE WHICH IS DECORATED, ADAPTED TO A CERTAIN 

TYPE OF CONSUMPTION, LADEN WITH LITERARY SELF- 
misproject, designed by Eduardo Recife, 2001 

INDULGENCE, REVOLT, IMAGES, IN SHORT WITH A TYPE 

OF SOCIAL USAGE WHICH IS ADDED TO PURE MAHER. 
text: Roland Barthes, “Myth Today," 1957; translated by Annette Lavers. 
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CYBERSPACE AND CIVIL 

society Poster, 1996. 

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. 



TEXT 
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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 

process a volume of content in order to extract elements for immediate use. 

Although many books define the purpose of typography as enhancing the 

readability of the written word, one of design’s most humane functions is, 

in actuality, to help readers avoid reading. 
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HAND-CRAFTED CORRECTIONS 

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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ERRORS AND OWNERSHIP 

Marshall McLuhan, 

The Gutenberg Galaxy 

(Toronto: University of 

Toronto Press, 1962). 

On the future of 

intellectual property, see 

Lawrence Lessig, Free 

Culture: How Big Media 

Uses Technology and the Law 

to Lock Down Culture and 

Control Creativity (New 

York: Penguin, 2004), 

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, 

replacing the hand-copied manuscript. As in other forms of mass 

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

and running a press) drops for each unit as the size of the print run 

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. Electronic redlining 

is replacing the hieroglyphics 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 

those who argue, on the one hand, for the fundamental liberty of data and 

ideas, and those who hope to protect—sometimes indefinitely—the 

investment made in publishing and authoring content. 

A classic typographic page emphasizes the completeness and closure of a 

work, its authority as a finished product. Alternative design strategies in the 

twentieth and twenty-first centuries reflect the contested nature of 

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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FLAWS, FAULTS, RIVERS 

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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“How indeed could I aim my argument at some singular destination, 

atone or another among you whose proper name I might for example 

know? And then, is knowing a proper name tantamount to knowing 

someone?” (MC, z). Derrida demonstrates for his part that the most 

general structure of the mark participates in a speech destined in ad¬ 

vance to addressees (1Ustinataires) who are not easily determinable or 

who, as far as any possible calculation is concerned, in any case com¬ 

mand a great reserve of indetermination. This involves a language op¬ 

erating as a system of marks: “Language, however, is only one among 

those systems of mark that claim this curious tendency as their prop¬ 

erty: they simultaneously incline towards increasing the reserves of 

random indetermination as well as the capacity for coding and over¬ 

coding or, in other words, for control and self-regulation” (MC, 2). 

We begin to discern how the simultaneity of determining, coding, 

and even supercoding forms a deep cooperation with the inclination 

in language toward anticoding, or what Derrida sees as the inflated re¬ 

serves of random indeterminateness. This double-edged coding, we 

must remember, regards, as it were, nonschizophrenic language, if 

such a thing there be. “Such competition between randomness and 

code disrupts the very systematicity of the system while it also, how¬ 

ever, regulates the restless, unstable interplay of the system. 

Whatever its singularity in this respect, the linguistic 

these traces or marks would merely be, it seems to me, 

ticular example of the law of destabilization” (MC, 2). 

useful to note that Derrida understands language in terms 

ily of traces and marks, where Lainguage concerns signs in the 

first place, and in particular the broken rapport of that which is 

signifying to what ostensibly lies hidden behind it, or the discon¬ 

nection between signs and signs or signs and referents. Laing is 

led to assume the latency of a single, unique, localizable but timid 

than trace or residual mark—from where it 

system of 

just a par- 

It may be 

primar- 

presence—rather 

could be securely determined who 

This all too brief excursion into “My 

tingly reproduce the effect and traum: 

means to engage a dialogue between 

raised by Laing and the ones raised in 

appears that Laing places his bets on 

of the system which Derrida shows 

law of destabilization.89 Moreover 

speaks, and to whom. 

Chances,” which may unwit- 

a of a chance encounter, 

the question of address 

turn by Derrida. For it now 

the sustained systematicity 

always already to fall under a 

Derrida does not suggest lan- 
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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 

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. 

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, 

1976). 

That a speech supposedly alive can lend itself to spacing in its 

own writing is what relates to its own death. —jacoues 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 

Internet as a decentralized web of connections. 

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

visual manifestation of language. The singular body of the traditional text 

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

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 

Roland Barthes, “From 

Work to Text,” in Image/ 

Music/Text, trans. Stephen 

Heath (New York: Hill 

and Wang, 1977), 155-64. 
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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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IMMENSE DICTIONARY OF IDEAS 

visual thesaurus 2.o. Interactive 

media, 2003. Designers: Plumb 

Design Inc. This digital thesaurus 

presents words within a dynamic web 

of relationships. The central term is 

linked to nodes representing that word's 

different senses. The more connections 

each of these satellite nodes contain, 

the bigger and closer it appears on the 

screen. Clicking on a satellite word 

brings it to the center. 
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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 fleam more') 

These are the 100 most frequently used words in this book. 

according action again always analysis another art author between body 

cannot case certain characters code comes connotation different 

discourse does elements even example fact first form functions given 

historical however idea image itself know language least 

level linguistic longer may meaning ITtGSSSQe moment music 

must name narrative nature new nothing now object once order 

own part perhaps person photograph place point possible precisely reader 

reading relation say see seen sense sentence sequence set signified 

signifier signs simply since social society speech still story structural 

structure subject system term text though thus time two units voice 

whole without word work writing 

Text Stats 

These statistics are computed from the text of this book, fleam morel 

Readability fleam more) Compared with other books 

Fog Index: 22.1 98% are easier | (| (| 11 > 111.1111 2% are harder 

Flesch Index: 24.3 93% are easier 7% are harder 

Flesch-Kincaid Index: 18.8 98% are easier 1,,J.i,,l M, t 2% are harder 

Complexity r earn morel 

Complex Words: 19% 70% have fewer 30% have more 

Syllables per Word: 1.7 67% have fewer | ((| 1 , . , , 1 , 1 33% have more 

Words per Sentence: 36.1 99% have fewer j ((( 1% have more 

Number of 

Characters: 396,905 48% have fewer J ((( , 1,1 [ 52% have more 

Words: 64,614 49% have fewer ,J 51% have more 

Sentences: 1,791 25% have fewer J 75% have more 

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 

KatheeinEm c c o y 
Michael 

mcCsy 

Art 

Nothing pulls you 

science quite so quickly as design. It is the 

sions exist between the quantifiable and 

and necessity. Designers thrive in those 

ter. A typical critique at^Cranbrook can 

a discussion of the object as a validation of 

for actuating the object. The discussion 

material of the week” or from Lyotard to 

beat. The free flow of ideas, and the leaps 

from the attempt to maintain a studio plat- 
D I t I R f 

find his or her own voice as a designer. The 

HIUand faculty to encounter their own 

process that is at times chaotic, 

Watching the process 
new 

fluences, and the incredible range of in- 
Mythoiooy 

an annual experience that is always amaz- 

discourse partment has had 

metamorphose into 

into software humanists. Yet it all seems 

sonal vision to an area that desperately 
P u r I s I 

ence is warming up the cold precision of 

Unlike the Bauhaus, 

teaching method or philosophy, other than 

find his or her own way, in the company of 

gaged in the same search. The energy at 

, Individual 
the mutual search, although not the mutual 

shouldn’t it have all the complexity, vari- 

Much of the work 

to changing the status quo. It is polemical, 

science 
into the territory between art and 

borderline where contradictions and ten- 

the poetic. It is the field between desire 

conditions, moving between land and wa- 

easily move in a matter of minutes between 
poetic 
being to the precise mechanical proposal 

moves from Heidegger to the “strange 

printing technologies without missing a 

from the technical to the mythical, stem 

form that supports each student’s search to 
necessity 
studio is a hothouse that enables students 

visions of the world and act on them — a 

conflicting, and occasionally inspiring, 

of students absorbing new ideas and in¬ 

terpretations of those ideas into design, is 
technology 
ing. In recent years, for example, the de- 

the experience of watching wood craftsmen 

high technologists, and graphic designers 

consistent. They are bringing a very per- 

needs it. The messiness of human experi- 
pluralist 

technology to make it livable, and lived in. 

Cranbrook never embraced a singular 

Saarinen’s exhortation to each student to 

other artists and designers who were en- 

Cranbrook seems to come from the fact of 

communal 
conclusion. If design is about life, why 

ety, contradiction, and sublimity of life? 

done at Cranbrook has been dedicated 

calculated to ruffle designers’ feathers. And 

rigorous 
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BIRTH OF THE USER 

CRANBROOK DESIGN: 

THE NEW DISCOURSE 

Book, 1990. 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 Cranhrook Academy 

of Art was a leading center 

for experimental design from 

the tc/yos through the early 

lggos. Katherine McCoy 

developed a model of 

“typography as discoursein 

which the designer and reader 

actively interpret a text. 

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 

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). 

Web users don’t like to read....They want to keep moving and clicking. 
—JAKOB NIELSEN, 2000 
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On transmedia design 

thinking, see Brenda Laurel, 

Utopian Entrepreneur 

(Cambridge: MIT Press, 

2001). 

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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HOWLING AT THE MOON 

DESIGNOBSERVER.COM Website, 2010. 

Design: Jessica Helfand, William Drenttel, 

Michael Bierut, and Betsy Vardell. Packing 

an enormous volume of content onto its home 

page, this design discourse supersite brings 

print-quality typography to the screen. 

oastnvtR 

OOStAVATORY 

SuOn'lsjo-ts 

observer 

RECENT COMMENTS 
MosheSafdle(l) 
Tooay, 01.30.10 (♦) 
abtMntoiil 
Howling at the Moon: The 
PoWcs of Amateur Product 
Reviews (S) 
Oams Across Amcnca (2) 

covers. [MO] 

The light Blue Olivetti Leitero 
32 typewriter on which Cormsc 
McCarthy wrote 5 million words 
in over 05 years, hat been 
aucooncd off for $254,500. 
Previously on 00, Rick Roynor 
eulogizes hs own manual 
typewriter. [MB) 

The oook (rover) that changed 
my ire. Rest in oeace, J. D. 
Salinger, [M8] 

phrase Tm just not the target 
demographic" seems to oe 
more relevant for me." «e > 
Ca-Oone on Deses Stupe 
campaign. [)L] 

dollars ore hard to come By 
when tne Super Bowl gets 
political. [)L] 

fugendhet House on talk radio; 
this week the Diane Renm 
show features a fascinating 
discussion of The Glass Room, 
tne new novel By Simon Mawr 
inspired By the complex history 
of Mies's giass-ano-steei villa in 
prewar Czechoslovakia. 
Participants include tne 
National Building Museum 
curator Susan Picdmont- 
pAliaomo. [NL] 

•What really knocks me out is a 
book, when you're all done 
reading it, you wished tne 
author that wrote it was a 
terrific friend of yours and you 
could call him up on the phone 
whenever you felt like It." - 
Holden Caulfield from tne oook 
r.v (Kdar h tfw Ryr By >■ 0. 
Salinger, Salinger cure 
yestc-M. at the age of 91. 
(JSCJ 

Oesign Observer'* Job Boom 
has new jobs In NYC, Chicago, 
Us Vegas, Pittsburgh, Toronto, 
Durham, LA, Cnonnatl and OC. 
Companies hlnng include 
Tmnkso, V Agency, Timbcriano, 
Burt's Bees, IA ColiaBoraovc, 
Adobe, Nestle, Saoicnt and 
Estcc Lauder. Post your )oo 
today. [JSCJ 

Luke Maymsn on five wayi the 
iPad win change magatine 
design. (MB) 

Mopping the Axis invasion of 

magatine. 1942 Amazing. (Via 
Mefi.) [MB) 

Anssa walker on the calamity of 
a product coiled iPad, why 

ought to oe trunking o' when 
you hear that word, (jl) 

"In every dream home, a 
heartache...' (lW) 

•Print, l thought you wero 
dead I • (Thanks to uura 
snore.) (mb) 

BOOKS * STOREt BOOKS RCCCIVtO 
Architectural Graphics 
franca D. Ching 

Thu Is Not a Book 
icon Smith 

Provisional' Emerging Mooes of Architectural Practice USA 
am Kedan 

lapses forum on Design and Critical Practice rhe Reader 
Martin Fmstrar a Magnus fncson 

Unsung Heroes of Anonymous Design 
George Tschcrny & Hattie Tscnomy 

Windfall Light: rn* visual Language <* KM 
Lars Muller, editor 

limited Language; Rewriting Design 
Colin Davies a Monika Pamnder 

Andrea Cochran l andscapes 
Mary Myers 

The Wan Street Journal God* to Information Gfaprscs 
Dona M. Wong 

Konstantin Groc Deceive Design 
/oe Kyan 
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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 wilt 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. 

Takes Two 
SCALA PRO, WITH KERNING SUPPRESSED 

Spacing appears uneven, with gaps around T/a, 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 T/y. 

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. 
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ADJUSTING THE SPACE BETWEEN TWO LETTERS 

kerning headlines The subtle differences 

between metric and optical kerning become more 

apparent at larger sizes. Most problems occur 

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 

InDesign has created tighter spacing for large text 

and looser spacing for small text. Look at both 

effects before choosing a kerning method. 

Ha 
Ha 

METRIC KERNING 

OPTICAL KERNING 

METRIC VERSUS OPTICAL KERNING 

Books And Harlots Haue Their Quarrels In Public. 

BooksAnd Harlots 

Can Be Taken To Bed 

Books and harlots— 

footnotes in one are 

as banknotes in the 

stockings of the other. 

—WALTER BENJAMIN, 1925 

QUADRAAT SANS, WITH METRIC KERNING 

Books And Harlots Haue Their Quarrels In Public. 

Books And Harlots 

Can Be Taken To Bed. 
—WALTER BENJAMIN, 1925 

Books and harlots— 

footnotes in one are 

as banknotes in the 

stockings of the other. 

QUADRAAT SANS, WITH OPTICAL KERNING 

nerd alert: In addition to using optical kerning, the text 

above has word spacing reduced to 80 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 

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 dose 

for comfort. 

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. 

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. 

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 hook, set in Adobe Caslon and Caslon 

540, uses tracked small capitals for caption headings. 

Books and harlots—both haue their 

type of man, tuho both lives off and 

harasses them. In the case o/books, 

critics. WALTER BENJAMIN, 1925 

REVERSED TYPE, NO TRACKING 

Books and harlots—both haue their 

type of man, tuho both Hues ojff and 

harasses them. In the case of books, 

critics. WALTER BENJAMIN, 1925 

REVERSED TYPE,TRACKED + 25 
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ADJUSTING SPACE ACROSS A RANGE OF LETTERS 

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. 

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) 

EROS 
eros Logotype, 1962. Design: 

Herb Lubalin. Ultra-tight 

letterspacing was a hallmark of 

progressive commercial graphics 

in the ig6os and 1970s. Here, 

the letters cradle each other with 

an intimacy appropriate to the 

subject matter. 

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. 

CREATED By 

THYMES 
MINNEAPOLIS 

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 

disruption, expansion, and migration 

through the spacing and arrangement of 

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 

sition 

Johnschen Kudos 

disruption c o 

Johnschen Kudos Johnschen Kudos 

transiti 

m p ression 
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USE SPACE TO EXPRESS MOVEMENT AND CHANGE 

t 

a 

e x expansion i i o n 

icf 

.m 
migra 

tion 

Marcos Kolthar Jason Hogg 

o 

o 

o 

O 

o 
O 

elimina ion 
t 

\ * 

\ 
* \ 
\ 

o 
o 

/ 

* 

repetition \ 
Heather Williams 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 

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. 

different 

folks 
different 

strokes 

different 

folks 
different 

strokes 

type crime Adjusting line spacing with 

Here, auto spacing yields the baseline shift tool helps create 

an uneven effect. an even appearance. 

A q 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. 

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 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- 
raphic color—while risking collisions 
etween ascenders and descenders. 

6/6 SCALA PRO 

(6 pt type with 6 pts line 

spacing, or “set solid”) 

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. 

6/7.2 SCALA PRO 

(Auto spacing; 6 pt type 

with 7.2 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 

distinctive layouts. Reducing the stan¬ 

dard distance creates a denser typo¬ 

graphic color—while risking collisions 

between ascenders and descenders. 

6/8 SCALA PRO 

(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) 
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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 

to be discovered, 

Trans- 
Here Be Dragons. James Baldwin 

for- 
O to be a dragon. 

mation Adrienne Kennedy. People Who Led to My Plays 

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. 

i: 

intermirieivel do embarque, decido respirar um pouco e procurar o 

sr. Creso com mais calma, outra hora. 

PISO OCIDENTAL - EMBARQUE 

A brea de embarque 4 chamada de "aquario": um longo corredor com 

paredes e portas de vidro que separam o prb-embarque das platafor- 

mas. 0 onibus estaciona nas baias, lb fora, e um funcionbrio abre as 

tais portas de vidro, charpando os passageiros. S6 entbo eles passam 

b regiao do embarque. Protegem-se, assim, os demais usuarios da fuma- 

ga emitida pelos vefculos, em parte absorvida por um enorme tubo 

exaustor pintado de amarelo. 

Em pe, na plataforma 1, enxerga-se o corredor inteiro, ate o fim. Em 

primeiro piano, um relogio de ponteiros e uma larga escada em caracol 

que leva ao piso superior. No vao embaixo da escada, algumas lanchone- 

tes e lojas de miudezas encaixam-se com perfeigao. De ambos os lados, 

indicados ao longo do corredor, sucedem-se os numeros das plataformas 

1 a 50, pintados de branco dentro de quadrados verdes, sobrepondo-se 

ligeiramente uns aos outros como em uma agenda telefdnica. 

Hb poucas criangas vagando pela brea. Em compenSagao, sao 

muitos os segurangas, funcionbrios de limpeza e vendedores de bebidas 

caminhando com seus carrinhos. A maioria dos passageiros § compos- 

1 

X 

ta de adultos que esperam em pb, pois nao hb lugar para sentar (ape- 

nas quatro cadeiras de plastico laranja diante de cada plataforma). 

Consegue-se escutar remotamente o som dos alto-falantes quetocam 

"Ovelha negra" em versbo acustica e diversas musicas instrumentals, 

para dar a impressao de que o terminal b calmo. "Mas sb pra dar a 

impressao, mesmo", brinca um dos fiscais da Socicam. 

Antes da primeira plataforma par, ergue-se uma sala VIP, como 

a dos aeroportos. t um espago envidragado voltado exclusivamente 

para o bem-estar dos passageiros das empresas Cometa, 1001 e Cata- 

rinense. em viagens a Santa Catarina, Paranb, Rio de Janeiro e Minas 

Gerais. A abeftura das portas b autombtica e o usubrio 4 recebido 

por duas mogas de saia azul, salto alto e lencinho amarelo, que con- 

ferem os bilhetes e aconselham os passageiros a se sentir em casa. 

Nas paredes, pbsteres de capitais: Curitiba, Florianbpolis, Sao Paulo e 

Belo Horizonte. No teto, a pintura de um cbu azul-escuro com estrelas 

e o cometa Halley, sfmbolo da ViagSo Cometa. Hb longas fileiras que 

somam ao todo 160 cadeiras estofadas em dois tons: marrom-terra e 

azul-marinho, sob o piso limplssimo e brilhante. Hb duas TVs sintoni- 

zadas no canal Globo News, duas mbquinas de cafb e chocolate, uma 

mbquina de refrigerante, quatro aparelhos de ar-condicionado e um 

galSo de bgua gelada ou natural, "vestido" com um pano branco onde 

027 

O 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. 
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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. 

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. 

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. 

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. 

THIS DREARY SHAPE 

HAS RANDOM LINE 

BREAKS THAT DON’T 

RESPOND TO THE 

RHYTHM OF THE 

WRITTEN TEXT. 

TYPE CRIME 

POORLY SHAPED 

text block In most 

uses, centered text 

should be broken into 

phrases with a variety 

of long and short lines. 

Ugly gaps appear when 

the designer has made 

the line length too 

short, or the author 

has selected words that 

are too long. 

TYPE CRIME 

FULL OF HOLES 

A column that is toe 

narrow is full of gaps. 
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STANDARD MODES OF ALIGNMENT 

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 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. 

A flush or ragged edge can suggest attraction 

(or repulsion) between chunks of information. 

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. 

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. 

A bad rag will fall 

into weird shapes 

along the right 

edge, instead 

of looking 

random. 

TYPE CRIME 

BAD RAG 

An ugly wedge shape spoils 

the ragged 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 

T H C 

WORKS 
VIRGIL: 

Containing His 

PASTORALS 
G E O R G I C S, 

AND 

JE N E I S. 
Tranflated into Englifh Verfe; By 

Mr. D RY D E N. 

Adorn’d with a Hundred Sculptures. 

Scquiturque Vatrem non p fifths Equis. Yirg. 5Ln. 2. 

The Second EDITION. 

LONDON, 

Printed for Tmfin, at che in Ftuljlrm, 

near the Imr-Timph-Giue. MDCXC VIII. 

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 hooks. 

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 mufi 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. <J In her last illness she was attended 

daily by those faithful subjects who had all along 

recognized her sovereignty—in Society she was 

Qpeen. 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 JS She died in Paris at the age of fifty-one. 
217 

THE COMPLETE WRITINGS OF ELBERT HUBBARD, VOLUME TWO 

Printed bythe Roycroft Shop, 1908. This neo-Renaissance hook 

page harkens back to the first century of printing. Not only is the 

block of text perfectly justified, hut paragraph symbols are used in 

place of indents and line breaks to preserve the solidity of the page. 
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STANDARD MODES OF ALIGNMENT IN USE 

FLUSH LEFT FLUSH RIGHT 

L’ENNEMI 

Ma jeunesse ne fat qu’un tenebreux orage, 

Traverse 9a et la par de brillants soleils; 

Le tonnerre et la pluie ont fait un tel ravage, 

Qu’il reste en mon jardin bien peu de fruits vermeils. 

Voila que j’ai touche l’automne des idees, 

Et qu’il faut employer la pelle et les rateaux 

Pour rassembler a neuf les terres inondees, 

Oil l’eau creuse des trous grands comme des tombeaux. 

Et qui sait si les fleurs nouvelles que je reve 

Trouveront dans ce sol lave comme une greve 

Le mystique aliment qui ferait leur vigueur? 

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

Et l’obscur Ennemi qui nous ronge le cceur 

Du sang que nous perdons croit et se fortifie! 

132 Technique 

things that could not have been done at all had he 

stuck to his original idea. 

No shields 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. 

Flexible 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. 

Typographic For the greater number of advertising uses a trade- 

flavor 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 

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. 

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 left-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. 

“Grandma! Grandma! Look at me! I did it!” 

Oval yelled from the water, her youth taut 

as a syllogism. 

“I saw you darling!” Mother waved. Then she sat 

back and smiled, nature on her side after all. 

“Well sure,” Square began— 

He heard the suck of Circle’s chest cavity, speech 

lobes echoing the startle of her brain’s emotive 

region to vibrate vocal chords so that the up-rush 

of breath through her body would come out as, 

“What?!” 

She pushed her sunglasses up onto her head 

to reveal that her eyes had widened to the size 

of an animal’s before it pounces. And in response, 

an electro-chemical jolt contracted his muscles 

to quickly voice "But it’s more complicated than 

that” (accelerando) as he tried to recover. 

Tried and failed, he saw, realizing that Mother 

would take his words as confirmation of Circle’s 

phobia of conceiving. Circle’s eyes remained 

trained on him.“Sometimes more kids just 

aren’t in the cards,” he tried. 

“What he means,” Circle said, emotion beginning to 

raise veins, “is that we’ve decided to limit our family." 

"Limit your?—” 

“It’s not like when you and dad were raising 

a family. Kids cost a lot. The public schools are 

worthless so you can't even think about sending 

them there. And anyway, who’s going to watolj a, 

baby while I’m at work? Square doesn’t have time. 

He can’t even figure out the ending to his dumb...^ 
JDumb? 

“...story, watching Oval after school like he does 

and I don't have time to be around them. 

Not like you were with usi.” 

i j p common story 

“Well, things have certainly changed,” Motherj 

sighed in that exhausted victim tone she adopted 

whenever she was about to play her “tired blood" 

card. "In my day, children just came or they 

didn’t. We were just the organ they did it through;.” j 

ot a common niap 

“Geez, that’s what you want me to go back t©?": 

Circle laughed, her smile an incipient "fear 

grin” primates often exhibited just before 

tension broke into fight or flight. "A orap 

shoot?" This last was meant for him. He decided 

to let pass the crack about his “dumb” story. ! 
Homobeing common to all men 

“I only meant—f 
and women (obviously/ 

“Mother, I can't not know what I know!” Her 

exasperated tone left a pregnant silenoe at the table. 

•‘Exouse me," she said, “I need a refill on my ice." 

She stood up and there was the shock of her body: 

a flat athletio torso, muscular shoulders and arms 

in a cheetah-print swimsuit (a legaoy of African, 

i.e, savage sexuality) that made him want her. 

"Anybody else want anything?’ 

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 

FLUSH LEFT AND FLUSH 

right: informal Book, 

2002. Designer: Januzzi 

Smith. Author: Cecil 

Balmond. Photograph: Dan 

Meyers. This book is a 

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. 

I looked into the form without really knowing it at first; I saw walls 

flying across space. The tilting planes climbed and cut into each other, 

violent, shattering any notion of building in the conventional sense. 

And the dialogue began between Daniel Libeskind and myself, how 

a form be built? 

to the Pyramids. We talked of 

stone and how to build a form like this from masonry - but the oblique 

planes and large spans would have needed huge 'strapping' with 

prestress or numerous tie devices. Attractive as the idea was in its 

primitive urges, I advocated concrete or steel to maintain the 

daring alignments. 

There were two ways to consider the question: 

implant a certain massiveness and celebrate a high redundancy in 

the configuration; 

or trap the tilting planes in a modem rationale of discrete framing-. 

The former would give concrete as a material of tradition, used in an 

extreme definition; the latter would reduce the great planes to a 

framing buttressed by internal stiffeners and cross bracing One 

method provides density, opacity, and throe-dimer,s.onal surface as 

structure, the other lightness and openness that is then clad and 

windowed. The first answer leads to a labyrinth, tho second to transparency. 

We exchanged metaphors. 

»,ht fo™ were doM« U could be deposit, o, if an open 

Mniperent steel framed bu.ldir,, it could be a lantern o, a oeacon If i, 

were becvy, could ,t be backed pot of ,ranite, or was it btiildable out of 

speoal masonryPTS, images helped loosen the thinkin, and inspired 
us to look for the radical; 

it designer; 
f? They oftj 

fit the facts of what they make. 

hol techiiiQues.we.usoally associalewlth contemporary art and design. 
Theseage-old methods nonetheless playa prominent part in the work 

ot several ciirfehlartlftts and designers, including Berond Strik, Wlm 
Oelvoye, and Hello Jongenus. 

defend Sink's work resembles an amalgam of modern vulgar cul¬ 
ture. old crafts, and new subject matter, for one of bis best-known 

pieces (<yr>frf/e<A:19St3), Sink pasted gaping lenialemoulhs lo a ro w, cut 
away ji siinilar number ot phallusesi iind accenluated the lip outlines 
WlthelegapUtnes ot cross-stitching and other ornamental embroidery, 
The modification tempts the spectator away from lha obviotis porno- 
graphic interiiretatfon.sct that,-suddenly/.the strains ot« heavenly choir 
soernto emerge from those.unoitstakably lubdciouS'lips. Tho.publica¬ 

tion ol french philosopher-Georges- Batallle's book Les formes d'Efos 
(ifWti) has made usnwcue of justhowfai religious ecstasy is-intertwined 

with sexuality,.dfialhoand yiolencer Stnk's subject is; the same,- His 
qualiitembroideryteehnlqueGhallenge3lhe.hypoetisywith;whlohpftst 

justified: hella jongerius Book, 2003. Designers: COMA. 

Photograph: Dan Meyers. Transparent paper emphasizes the 

justified 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. 

PRINT SITUATES WORDS IN SPACE 

MORE RELENTLESSLY THAN WRITING 

ever did. writing moves words from the sound 

BUT PRINT locks' WORDS INTO to a 

POSITION in this space, control 

of position is everything in 

print, printed texts look 

machine-made, as they are. 

in handwriting, control of space ten(|s to 

typographic control typically 

IMPRESSES MOST BY ITS TIDINESS ornate 

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. 

world 

world of visual space, 

be ornamental, 

as in calligraphy. 

Examples of student work from Randomly spaced words break free from a rigidly justified column. 

Maryland Institute College of Art Lu Zhang 

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 offlush left and flush right text hinge from a central axis. 

Johnschen Kudos 

Print situates words 

in space more 

relendessly 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. 

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

This is an insistent 

world of cold, 

non-human, facts. 

Il8 | THINKING WITH TYPE 



USING ALIGNMENT TO INTERPRET TEXT 

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 posi¬ 

tion is everything in print. Printed texts 

look machine-made, as they are. In hand¬ 

writing, control of space tends to be orna¬ 

mental, ornate, as in calligraphy. Typo¬ 

graphic control typically impresses most by 

its tidiness and invisibility: the lines per¬ 

fectly regular, all justified on the right side, 

everything coming out even visually, and 

without the aid of guidelines or ruled bor¬ 

ders that often occur in manuscripts. This 

is an insistent world of cold, non-human, 

facts. 

Print situates words in space more 

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, as in calligraphy. 

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. 

The beginning of the paragraph is moved to the end. 

Daniel Arbello 

A single line slides out of a justified block. 

Kapila Chase 

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, as in calligraphy. 

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. 

Elements break away from a justified column. 

Efrat Levush 

Print situates 

words in space 

more relentlessly 

than writing ever 

did. Writing moves 

words from the 

Control of 

position is 

everything in 

print. Printed 

texts look 

sound world to 

a world of visual 

space, but print 

locks words into 

position in this 

space. 

machine-made, 

as they are. In 

handwriting, 

control of space 

tends to be 

ornamental, 

ornate, as in 

calligraphy. 

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. 

Text is forced into a grid of ragged squares. 

Kim Bender 
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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. 

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. 
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TYPE CRIME 

STACKED LOWERCASE 

SMALL CAPS, STACKED 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.) 
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STACKED LETTERS IN URBAN SPACE 

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 doorframe. 
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PUBLIC!® 

VERTICAL TEXT 
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VERTICAL BASELINES 

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. 
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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. 
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A 

VIEW of the Monuments. 

>1 order to take tlu's folcilin Survey, it is necefliry we 
fhould enter in at tlte Door of the South-Croft, as being mail 
convenient for the better difpoiing the Plates; where 
the foil Tomb you come at is a rough one, of coarfc Mar¬ 
ble, aod looks, by the Moifturcand Injury of the Weather, 
and the Nature of the Stone, much older than it is. The, 
whole Korin is here exhibited, together with itslnfcription, 
was ertAed to the Memory of Mr. Kdmoni Spencer, a Man 

---. of great Learning, and fuch a hmiriant fancy, that his 
Works abound with as great Variety of Images (and curiout, tW fimll Paintings) 
as either our own or any Language can afford in any Author. He dv'd, as you 
fee by the Jnftriptioo, in the Year t {96. By wlut Mr. Cambdeu und others lay 
of this MonuiiK-nr, the Original was in Lain-, which take in GnoWrns Words, 
as follow; 

PiUmnim Spencer Ijmdinexfit An/Ueornm p,iei/rrnm, ncjlri fxenU facilePrincep,, quod 
tjus poemrf/<t fgvtntibui tnufis 12 iifluro genio eonjcripld lomprobnni. Obiit unma- 
turn none, anno falutls 1598. i? prow Galfredum Chauccmm eonditur, jfl fell- 
tiijime fbefn A>igticu Uteris primus illujlravit, in quem Arc (crips.i funt Epitapkiam : 

Hie props Cliaucerum four tji Spenferius illi 
Proximm iugmio, proximm 12 smnlo. 
Hie prope Chaucerum Spcnlcre poeu poetnm. 
Cm dens 12 verfu quxoi tmulo proprior, 
Anglieit it vivo, vixit plaxfique pxfi', 
Hunt moritttrn thntt le morieiue mori. 

In Englilh thus: 

“ Eduvno Spxncix, bom in louder., aod chief Poet ufour Age; which his 
“ Works Written with a happy Spirit, and irullcrly Genius, teftify. He died by 
“ -a too early Death m the Year 1 {98. and lies buried near Cbnueer, who wattlw 
“ firft tluit liiceelsfiilly wrote Poetry in the Englijl language, over whom are 
“ written tliefe Kpiwpb*: 

Here 

DREW till PIN FAUST 

The University’s Crisis of Purpose 
77l» if the fifth in a t 

which Will (Kanin 
I of Amtriam lifr. The nan May in lilt *eri«. 

HE world economic crisis and 
the election of Barack Obama will 
change the (ulore ol higher educa¬ 
tion. Even os umversltk-s, both pub¬ 
lic and private, lace unanticipated 
financial conslnums, the prexidem 
has called on 1 hem 10 tissut in solv¬ 
ing problems Irom heidlh care deliv¬ 
ery to climate change to economic 

American universities have long 
struggled to meet almost irreconcil¬ 
able demands: to be practical as well 
as transcendent; to assist Immedi¬ 
ate national needs and to pursue 
knowledge (or Us own soke; to both 
add value and question values. And 
In the past decade and a half, such 
conflicting and unbounded expecta¬ 
tions have yielded a wave of criti¬ 
cism on issues ranging Irom the cost 
of college to universities' Intellectual 
quality to their supposed decline into 

unthinking political correctness. A needy stream of books - among ihem -Declin¬ 
ing by Degrees: Higher Education at Risk" (also a PBS special), edited by Richard 
If. Hcrsh and John Merrow; Anthony T. Krotmuvn's "Education's End: Why Our 
Colleges and Universities Have Given Upon the Meaning of Life'; and 
Dtnesh D'Sotua's -Illiberal Education: The Politics of Race and Sex on 
Campus* - have delineated what various authors have seen as (he fall¬ 
ings of Mghcr education. 

At the same time. American colleges and universities have remained 
die envy of the world. A 2005 international ranking Included 17 Ameri¬ 
can educational Institutions in die (op 20, and a recent survey of American citizens 
revealed that 93 percent of respondents considered our universities one of the 
country's "most valuable resources." 

Such a widespread perception ol the value of universities derives In no small 
pan from very pragmatic realities: a college education yields significant rewards. 
The median earnings for individuals with a BA. are 74 percent higher than for 
workers who possess only a high school diploma 

In some respects, this is not new. Education has been central 10 the American 
Dream since the tune of die nation's founding. But In the years since World War 
II. It was higher educadoo, not just Insiruction at the dcmenuvy or high school 
levels, dial emerged ns necessary for a technologically skilled work force as well as 
fundamental 10 cherished values of opportunity. As late as the 1920s. enrollments In 
die United Stales stood below S percent of the colkge-sgc population. They rose to 
aboul 15 percent by 1SM9. in part as a result of the CU. Bill. They have now reached 
nearly (0 percent. The United Sutes las pioneered a new postwar era of mass col¬ 
lege attendance duu has become global ut reach 

But today, for all Its Importance to tndivtdual and social prosperity, higher educa¬ 
tion threatens to become less broadly xvallabtf By the end of the 20th century, as 
Claudia Goldin and Lawrence F. Kau document In ‘The Race Between Education 
and Technology." the rate of increase in educational attainment had significantly 
slowed, and the United Stales hod fallen behind a number of other nations in the 
percentage of Its youth attending college. Goldin and Koi* demonstrate how this 
slowdown Is creating 0 work force with inadequate technological abilities, as well 
as contributing to rising levels ol American inequality 

Escalating college costs have played a significant role in this slowdown, even as 
universities have substantially expanded (heir programs of financial aid- So, too, 
have declining levels of government support. 

After World War II. the country witnessed the establishment of a new partnership 

Drew Gilpin Fousl in president o/ Harvard, Slit Is (he author, moot recently, ol 
•This Republic ol Su//ering: Death and the American Civil War.' 

between Washington and the nation's institutions of higher learning, with the fed¬ 
eral government Investing in universities as the primary focus for the nation's sewn- 

combine wkh diminished university resources to Intensify wlut u 2007 report by the 
National Academies declared 10 be a "gathering storm." coe that threatened the fu¬ 
ture of scientific education and research in America The Obama administration has 
set a goal of devoting more then 3 percent of gross domestic product to research. 
One hopes this highly ambitious aspiration can become a reality. 

The ecooomic downturn has had what Is perhaps an even more worrisome Im¬ 
pact It has reinforced America's deep-seated notion chat a college degree serves 
largely Instrumental purposes. The federal government '* first effort to cuppotr 
higher education, the Merrill Act of ISO. which established land grant colleges, 
was intended to advance the -practical education of the Industrial classes." A De¬ 
partment of Education report from 2006. "A Test of Leadership: Charting I he Fu¬ 
ture of Higher Education.* concentrated 00 creating a competitive American work 
force and advancing "our collective prosperity." But even at we as a nation have 
embraced education as critical to economic growth and opportunity, we should 
remember that colleges and universities are about a great deal more than mea¬ 
surable utility. Unlike perhaps tiny o«her institutions m the world, they embrace 
the long view and nurture the kind of critical perspectives that look far beyond 
the present. 

Higher education is not about results In the next quarter but about discoveries 
that may take - nod last — decades or even centuries. Neither ihe abiding ques¬ 
tions of huovtntsik inquiry nor die winding path of scteollTic research that leads 
ultimately to Innovation and discovery can be neatly fitted within a predictable 
budget and timetable. 

In an assessment of the condition of higher education In the Anglo-American 
world. -Multiversities, Ideas, and Democracy." George Fallls. a former dean at 
York University In Toronto, deplores the growing dominance of economic (iistiflca- 
Hori.r for universities. They conflict, he argues, "with other parts of tlte mtiltivrr. 
shy's mission, with . narrativesof liberal learning.disinterested schotarslup and 
social citizenship." University leaders, he observes, have embraced a market model 
of university purpose 10 justify themselves to the society that supports (hem with 
philanthropy and tax dollars. Higher education, Folks Insists, has the responsibility 

to serve not Just os a source of economic growth, but os 
society's critic and conscience. 

Universities are meant 10 be producers oot Just ol 
knowledge but also of (often inconvenient! doubt They 
arc creative and unruly places, homes to a polyphony 
of voices. But at this moment In oar history, universi¬ 
ties mlgbi well ask If they hove in (act done enough to 
raise the deep aod unsettling questions necessary to 
any toddy. 

As ihe world Indulged In ci bubble of false prosper¬ 
ity mid excessive mnicriolLsm, should universities 
in I heir research, teaching and writing - have made 
greater efforts to expose the patterns of risk and 
denial? Should universities have presented a firmer 
counterweight to ecooomic Irresponsibility? Havo 

universities become too captive to the immediate and worldly purposvs they 
serve? Has ihe market model become the fundamental and defining identity of 
hlglier education? 

Since the 1979s there has been a steep decline in the percentage of students 
majoring In Ihe libera) arts ond sciences, and an accompanying increase In pre- 
profession ol undergraduate degrees. Business U now by far the most popular un¬ 
dergraduate major, with twice as many bachelor's degrees awarded In Hits area 
than in any other Held of study. In the era of economic constraint before us. the 
pressure toward vocational pursuits Is likely only to Intensify. 

As a nation, we need to ask more than this from our universities. Higher learning 
can oiler individuals and societies a depth and breadth of vision absent Irom the 
Inevliahly myopic present. Human beings need meaning, undcrsUUKting and per¬ 
spective as well as Jobs. The question should not be wild her we con afford lo believe 
in such purposes In these limes, but whether we can afford not 10. c 

Should unioersi- 
ties have pre¬ 
sented a firmer 
counterweight to 
economic 

irresponsibility? 

% 

k times anoafii view » 

a view of the monuments Book page, eighteenth 

century. This page was printed in two passes: letterpress 

type with engraved illustrations. 

new york times book review Newspaper page, 2009. Art director: 

Nicholas Blechman. Illustrator: Ellen Lupton. The dropped capital is a 

separate illustration placed in the layout. 
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STYLING ENLARGED INITIALS 

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 small capitals helps smooth the transition between 

the initial and the text. 

An 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. 

Wi 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. 

grabyour designers sometimes adapt the drop cap convention 
READER BY 

THE CAHUNAS for other purposes. An illustration or icon can appear in 

EVER LET GO 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. 



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 cm 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). 

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 l/2 LINE SPACE (PARAGRAPH SPACING) 
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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 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. ■ 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, ig6g 

SYMBOL, WTHOUT INDENT OR 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 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, ig6g 

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 

'Dominpu Salomom fecuncfb apparent, iubet 

fun Jernarepracepta, addita comtnina- 

ttore nifi firuala fuennitSalomcn 

plures adificat ctmiates, Ren¬ 

tes fibifaat tnbutariM, 

& clajje in Ophir 

Tmjfaplnrimnm 

mri reci- 

pit. 

CAP. IX. 

e.Re.-p.b.ta 

c.16. 

i.Pa.i2. b. 

10. 

A c T v m cftautem cumperfc- A 
ciflct Salomon sediflcium aomus 
Domini , & jedificium rcgis, & 
ornne quod optauerat & voluc- 
ratfacere, 1 apparuitei Dominus 
fecundo || ficur apparuciat ei in a.Par.y. c. 

Gabaon. ! Dixitquc Dominus ad cum, Exaudiui ;/• 
orationem tuam 8c deprecationem tuam, quam do Svp.j.a.;. 
prccatus es coram metfanftiAcaui domu hanc quam 
afdiftcafti, vtponerem nomcnmcurn ibi infempi- 
ternum , &eruntoculimci&cormcum ibi cunftis 
diebus, 4 Tu quoqueftambulaucriscoramme, A- 
cut ambulauit * pater tuus, in Amplicitate cordis & * Dauii i. 
in arquitatc:& fcccris omnia qua pnecepi tibi, & lc- 
gitima mca 8c iudicia mca feruaueris,' ponam thro- 
num regm tuifuperlfraelin fempiternum,||Acutlo- 
cutus fum Dauid patri tuo, dicens, Non auferetur 
virde genere tuode folio Ifrael. 6 Si autcm auer- 
Aone auerfi fueritis vos & fill) veftri,nan fcquentes 
me, neccuftodientesmandatamea, & ceremonias 
meas quaspropoAii vobis,fedabieritis & colueritis 
deos alienos, 5c adoraueritis cos: 7auferam Ifrael 
dc fupcrficie terrar quam dedi eis, 5c templum quod B 
famftiftcaui nomim mco pronciam a cbfpcftumeo, 
eritque Ifrael in prouerbium, 5c in fabulam cunCiis 
populis. 8 Etdomushacceritin excmplum: omnis 
qui tran Aent per earn, flupebit 5c Abilabit, Sc dicet, 
[IQuare fecit Dominus Ac terra; liuic 5c domui huic? ‘He.it, .d. 

9 Et refpondebunt, Quia dereliquerunt Dominum *4- 

Deumfuurn, quieduxitpatres eorum detcrra-^E- lere.aa.ks. 

gypti, 5c fecutifunt deos alienos, 5cadorauerunt 
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nis viginti poftquam aediAcauerat Salomon duas 
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Hiram 

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 1 ^4-inch casing, to 

be used as a casing or as a ground for the 

finished casing. 

Stock carried in pine (unfinished). 

All ironing boards carried in stock are 12 

inches wide—any width made to order. 

— »> —— 

“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. 

Hoosier Cabinets furnished in oak or flat 

white finish. Also with aluminum or porceliron 

table slides. 

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, and the 

triangular chapter summary. 

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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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 artists. They need what they see to ^ 

make 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 J 

art and its future depends on how they meet the needs 

of artists. 

Maurice Berger 

Dan, you wrote: “Because of this feeling of being excluded, 1 

I 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 di fficult but necessary j 

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, I 

have found (as a consultant to a number of museums) 

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. I 

Irving, you wrote: “A significant constituency consists of 

artists. They need what they see to make art. ... I would 

hope that museums could serve all of their diverse audi¬ 

ences, but the health of art and its future depends on ( 

how they meet the needs of artists.” 

A very important observation—the museum as a space of 

education, inspiration, and motivation for other artists. 

Maxwell L. Anderson 

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. I was lucky enough to have three 

artists on the board of Toronto’s Art Gallery of Ontario, f 

a much larger museum spanning from the Renaissance to 

the present with a budget comparable to the Whitney's. 

MUSEUMS OF tomorrow: 

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. 

DESIGN BEYOND DESIGN 

Book spread, 2004. Designed 

and edited by Jan van Toom. 

Lines and blocks of text slide 

into the margin to mark 

changes of voice in an ongoing 

conversation. 

hasn't been any talking about artistic practice and political practice. 
So how can artists and graphic designers intervene? At the same 
time. It is not for the others that one intervenes, it is with the others 
and for oneself.That is very important; we should not be paternalistic 
missionaries. I think that politics itself is an art, politics is the art of 
managing conflicts, the art ot relations of force, and therefore neces¬ 
sarily Involves the people who possess the power of expression. For 
let me remind you that expression and the orderly transfer of ideas 
play a very, very important role in conflicts. 

Member of the audience 
I would like to ask J6rg Petruschat how he sees the relation between 
social conflict and artistic practice, especially in relation to design. 

J6rg Petruschat 
I can hear..., but today it's the seventh of november and,., at school 
I had to learn russian. I'll try it. 
I came here for three reasons. I see that revolution In technology 
served to cement the social status quo. Many designers hope to , 
change the world when they go to technologies and I think that is 
a big illusion. And my duty is not to say to you what you have to do 
in future, but my duty is to think about what I see in the present. And 
I think it's an illusion to run behind 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 I showed, from the fifteenth down to the 
nineteenth century has many similarities with the situation today. 
That's the first. 
The second is that technology Is a political structure, It transmits 
a kind of power, of economic power, and this is a new form that we 
cannot touch in our everyday Ilfe.This technology functions behind 
a fagade. So the political is also structural in this case. 
When designers think there are possibilities to change the world 
in contact with these technological systems they think like Walt er 
Gropius, that the computer's only an instrument I think that Is false. 
The computer is not only an instrument but a big structure with many 
standards, and standards affect everyday life.That's the third reason. 

Member of the audienco 
I enjoyed Susan's talk very much. But I have some doubts. Are you 
really saying; I want to go back to the original meaning of the word 
aesthetics, to go back to perception, and I want to see how percep¬ 
tion Is displaced in our culture? 

Susan 8uck-Morss 
I do think that there is this opacity of representation, in other words, 
the way art is not just communication, the way that there's something 
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The concern expressed by the Whitney’s board was that 

having an artist could create conflicts of interest. I 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 museum’s mission. His term 

was up this June. 

My nominee to succeed him would have provided a return 

engagement to mine a museum, in this case the Whitney, 

but that was not to be. Chuck’s term has been extended, 

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 fuel 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 Whitney’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, I 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 

a subjective investment that presupposes air audience, 

or put another way, the desire of the other. I think artists 

are always speaking, consciously or unconsciously, to very 

specific people—friends, lovers, patrons, collectors, and 

sometimes to certain communities—professional', 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 

Irlday 7 november 

else going on there. Either It's the medium itself, or it's something 
else that Is extremely important. That'S'the most political we can do 
better to concentrate on that, than to think about exactly what mes¬ 
sage is getting across in the sense of a.representational message, 
a direct message. But when you speak about aesthetics and an aes¬ 
thetics problematic. I think it's what the avant-garde can only hope 
to do now. I think the avant-garde legitimated its leadership in the 
past by thinking It knew where history was going. I thlnkihis notion 
of history in progress Is very dangerous, You can't be elitist if you 
know where we're going and you know what's holding us. I really agree 
with Benjamin that one has to stay radical but give up absolutely the 
notion of progress or automatic progress. 
What does that leave for an avant-garde?That is my question and 
I was trying to argue as one part of political art, but not all of political 
art And in this avant-garde possibility I was thinking about interrup¬ 
tion In a temporal sense, or displacement. Maybe it is a very important 
political intervention to even use their own bodies as this kind of 
space where not very pleasant things happen. I do think that It'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, 

Lorraine 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 at all as 
the definition of what is actually avant-garde or necessary at the 
moment? I was thinking about that when you opened up with the 
Installation by Ramirez inTijuana's public plaza, that in fact is 
a building that demonstrates a code.You could actually not call that 
art at all, you could call that an informational exhibition, but that 
somehow this nomenclature that we attach to the activity immedi¬ 
ately sets it out into 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, I 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 society tor disinterested interest, for non-lnstru- 
mental practice. And so I 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 anything that obeys the conventional definitions 
of art. Somehow, we get stuck with this almost retrogressive notion 
of art, but then actually that very same definition has been used to 
prevent or tends to create a wall when it comes to this sort of activl- 
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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 Sarddn 

EL BANCO DE UNO 

Signage proposal 

Agency: Saffron 

Design: Joshua Distler, 

Mike Abbink, Gabor 

Schreier, Virginia Sardon 

EL BANCO DE UNO 

Signage proposal 

Agency: Saffron 

Design: Joshua Distler, 

Mike Abbink, Gabor 

Schreier, Virginia Sarddn 

© Zoom // Politica 2.0 

Jose Socrates 
contrata equipa 
de Obama para 
as legislativas 

A empresa Blue State trabalhou a area 
online da candidatura de Obama. A 
maioria absoluta PS e o novo desafio 

—IJMaullm O '7 

i Newspaper, 2069. Design: Nick Mrozowslci. 

© www.ionline.pt. Captions tell a story in this 

layout from the Portuguese newspaper i. 
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CAPTIONS CHANGE THE MEANING OF PICTURES 

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 

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, small 

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. 

I Division of angels 

A. Angel 

B. Archangel 

C. Cherubim 

D. Seraphim 

Division of angels 

Angel 

Archangel 

Cherubim 

Seraphim 

DIVISION OF ANGELS 

Angel 

Archangel 

Cherubim 

Seraphim 

DIVISION 

OF ANGELS 

angel 

archangel 

cherubim 

seraphim 

II Ruling body of clergy 

A. Pope 

B. Cardinal 

C. Archbishop 

D. Bishop 

Ruling body of clergy 

Pope 

Cardinal 

Archbishop 

Bishop 

RULING BODY OF CLERGY 

Pope 

Cardinal 

Archbishop 

Bishop 

RULING BODY 

OF CLERGY 

pope 

cardinal 

archbishop 

bishop 

III Parts of a text 

A. Work 

B. Chapter 

C. Section 

D. Subsection 

Parts of a text 

Work 

Chapter 

Section 

Subsection 

PARTS OF A'TEXT 

Work 

Chapter 

Section 

Subsection 

PARTS OF 

A TEXT 

work 

chapter 

section 

subsection 

SYMBOLS, INDENTS, 

AND LINE BREAKS 

INDENTS AND 

LINE BREAKS ONLY 

FONT CHANGE, INDENTS, 

AND LINE BREAKS 

ALIGNMENT, FONT CHANGE 

AND LINE BREAKS 
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HIERARCHY IS RELATIONAL 

MAIN HEAD - COMMON TYPOGRAPHIC DISEASES 

MAIN TEXT 

SUBSECTIONS 

Various forms of dysfunction appear among populations exposed 

to typography for long periods of time. Listed here are a number 

of frequently observed afflictions. 

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. 

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 

ways to express 

the hierarchy 

of a document. 

Various forms of dysfunction appear among populations 

exposed to typography for long periods of time. Listed 

here are a number of frequently observed afflictions. 

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. 

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. 
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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. 
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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. 
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STRUCTURE TRUMPS PRESENTATION 

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 i (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. 

Structural hierarchies help make websites 

understandable to search engines and accessible 

to diverse users. A document should have only 

one hi 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 (hi, 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). 
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Events Prayers 

Cheap, but worthwhile date ideas? 

Let's face it, money has gotten tighter these days. But that 
shouldn't get In the way of a husband taking his wife on dates, 
should It? 

Over the past tew months, I've been keeping my eyes open for 
(and finding some) really great date Ideas that don't cost much 
(11 any) money. 

I thought It would be cool to start a discussion to see how many 
of these ideas we can come up with and share with each other. 
So, let's have it, what are some of your best cheap date Ideas 
within an hour’s drive of Springfield? 

Respond 

S3 Publish to Facebook 

< months ago [ 1<14 vi 

Short link; http://bH.ly/IP7BF 

Comments 

Phil Brun 
Two words; Riverfront Park. 
(-remove) 

Karl Adam 
We've been looking for Ideas too. 
(-remove) 

Israel Jennings 
That sounds great' 

(By the way, are you related to Ishmael? You 

look JUST like him! Ifs really shocking.) 

(-remove) 

Robbie Leibson 
I love going on dates 
(-remove) 

Wally Jonnings 
I'd recommend going to the drlve-in with 0 
home-made picnic In the back seat of the car. 
(-remove) 

Ray Ski 
Date nights are the best 
Cheap makes them even better 

Israel Jennings 
City end Facebook User | Not you? 3a 

E5S9 

Grace Fellowship Church 

Grace Fellowship Is a community of people 
committed to sharing life In obedience to 
Jesus. We seek to love each other and forgive 
each other. We welcome anyone to Join os 
and discover the love and forgiveness of 
Jesus. You can check us out at our website 

2 Campuses; 
West Campus (join) 
East Campus (Join) 

Return to Grace FeUowship 
Church 
or. The City 

What is the Plaza? 

The Plaza Is an extension of The City, a social 
network used by churches all over the world 
to build and enable real-life community. The 
Plaza provides a connection point where the 
people of these organizations interact and 
share the life of their community with the 
world around them. 

We hope the Plaza will enable you to get 
Involved in the real-life community that Is 
happening all around you! 

Cheap, but worthwhile date ideas? 

You posted 4 months ago 
(145 views. 2 watchers) 
Destroy 11 Stop Watching 

Let's faco it. money has gotten bghter these days. But 
that shouldn't get in the way ot a husband taking his 
wife on dates, should M 

Over tho past few months, I've been keeping my eyos 
open for (and finding some) really great date ideas that 
don't cost much (if any) money, 

I thought it would be cool to start a discussion to see 
how many of these ideas we can come up with and 

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. 



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. 

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. 

CLAPHAMINSTITUTE.ORG Website, 2OO3. 

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. 
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THE WEB WAS INVENTED FOR UNIVERSAL ACCESS 

LIGHTHOUSE. 
INTERNATIONAL 

A A APOUT BSSBffl&im 

Search Llohihoute.org 

Dedicated to fighting vision loss through 
prevention, treatment and empowerment. 

“I Can Read The 

New York Times 

Again.” 

Got Help » 

Your vision Is loan#. More s how wo can 

• tMUfiiO&ILffiniBUIS: 
• UIoMyIq ft Haoolnon 
• GOLHslEterjLLOMOjOM 

For Vision Professionals » 

Lesang irwseog lor ucaQnKcs. 
rsMSiehors, ond doctors 

Get Involved > 

Fine out what you can do to support whit 
wido. 

• Villon Low Sltnulirtlona 
• OonaliNow 

• B*COPS_SJMMOWl«t 
• ftsttfSJIS 

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 

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. 

ft 
LIGHTHOUSE 

t *0M 1 ipCKHuuM mtanwUonM 

About the Light 

• MMgnJBUMNnl 
• Oiresllon* ft M«p» 
• Huodousrtoio ft Hill 
• twtf ft Esocutiv* s 

• Employment Oppon 

VialonMAX & 
Lighthouse Sto 

• Bronco Out Store 

Appolnimani 

• M*»t Ovu Doctor* 

• Directions ft Mop* 

Accessibility 

• Accvuibl* OoplQn 
• AccuMiblo Tothnok 

<body claaB”"home"> 

<div id”11 content-wrap"> 

<div id”"header"> 

<p class”"language"><a hre£-"#">En Espa&ntilde; ol?</ax/p> 

<p class-"move"><a href”"#content">Skip to main content</ax/p> 

<hl> 
<img sre-"/i/logo.gif" alt-"" class-"hide" /> 

<a href”"/" title*"hoine''>Lighthouse International</a> 

</hl> 

<div clasB”"home-intro"> 

<P class*"mission"><8trong>Dedicated to fighting vision loss through prevention, treatae: 

<div class”"home-feature"> 

<img srcaW/i/content/dorrie-smith.png" alt*"Dorrie Smith, blog author and Lighthi 

<h2xa href/services-assiatance/help-with-computers-technology/dorries-sight/i 

<p>Dorrie Smith has found a way to read the Times every morning despite signific. 

</div> 

<div id**"‘nom©-empty-repeat"x/div> 

</div> 

<form action*"/results/" mothod="post" id«"9earch"> 

<fioldsot> 

<legondxlabol for”"aoarchtoxt" class«"move-js">Search Lighthouse.org</labelx/l 

<p> 

</p> 

</fioldsot> 

<input type-"text" id*"searchtext" name-*"aoarchtoxt" class**‘’filled" valu 

<input type*"imago" srcM"/i/widgoto/aoarch.gif" alt-’'Search’' /> 

<div id“"secondary"> 

<ul> 

<li class'*" first "xa href *" /oervicos-agoistanco/ ">Servicos (amp; Assiatancc</ax 

<lix© href / low-vision-and-blindnces/">About Low Vision tamp; Blindnos8</ax/l 

<lixo href"" /vision-health/">Vision Health</ax/li> 

<li><o href«"/research/">Research</ax/li> 

<liXa href/nowg-cvonta/">Ncws tamp; Evonts</ax/li> 

<lixa href**"/donato-voluntcer/">Donate fcamp; Volunteor</ax/li> 

<li class*""form-wrap"> 

<form act ion*"/lie tings/" method-"post” id«"find-help*’> 

<p> 

<label for“"8earcharea">Find Help In Your Area</label> 

<input typo-"text" id“"searcharea" naoo*-" searcharea" val 

<input type* image” arc*"/i/widgets/find-help.gif" alt-” 

</p> 

</form> 
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HIERARCHY 

-o—*£, UM aaisers 

abgebildet: 

-3d) babe ts Mid)t gwooUt" 

X>a (lellt natt) 6et Sdilaclit K^S' 

11,11 6cu lia>>“< fin Uanfioot" r'^citl 

Hni> ll>o bit rtcllcbfc lvrl.r. 

ast* *$ 
2*«s taufcnf) Frcjftiflcn l 
®«Hs eh, 3J^Sh4g»»«<.l 

nad|i.em bee Kaifee, bn fiAlIM, h 

1114 6tn€ob auf6(1,1 s^UifSj9^^ 

pet ijcrrfdjct foil lOdmml idtl 

ltonnr»«Crtn,nM,V^253ir 

•£i* betete lDorlc Pcriifacntf.di i.. 

D±r fc,«» «" Wclioll Hit, Iwum:1"1’"®''16' 

" uidfttMi.om ~ 
Pu *,’fi01 c» - Du hi ft mil,, 

poll! Ijumbrof 
»!l( Wciiclimlfliiiig btJ (OrnriallonDiiiNkoi. £**w4**«« 7 

Karl Kraus zahlt Wilhelm II. 

zu „den Schwerverbrechern 

auf dem Thron“ mit der 

„Beteuerung, daK sie es nicht 

gewollt haben, woran sie, 

da sie es taten, doch schuldig 

sind“ [F 595,2]. 

-) gemeinsames Vorgehen 

■) etwas zum Vortrag bringen 

■) in die Falle gehen 

-) ich babe alles reiflich erwogen 

■> im Laut des Abends 

-> ein Laut auf den Lippen 

-> zum SchluB 

•) zu Mantua in Banden Der treue 

Hofer war 

-> Gesellschaft mit beschrankter 

Haftung / G. m. b. H. 

-> vorlleb nehmen 

seit der Thronbesteigung I) — _ 

-So erlebte ich, daB er einen docl 
Major, den Adjutanten des Kronprinzen, g 
Ohr zog, ihm einen tfichtigen Schl 
gab und sagte: — — 

-empfing er in Tempelhof im ft 
minister und den Chef des Militarkabinettes 
often Esel glaubt, daB ihr alles besser v 

U Deutsche Verlagsanstalt, Stuttgart, hi 

Und daB das »gemeinsame Vorgehen« fur < 

war, »sobald Kraus die Satire auf Kaiser Wilht 

werde«, beweist eine Vertrautheit der In 

Programm, die ich selbst am Nachmittag noc : 

ihnen in die Falle gegangen! Aber wenn ein: 

Innsbruck auf Demonstrationen ausgehen, F? 

Abends eine Ahnung von dem Vorhandenseji 

will ich dem Wilhelm glauben, daB er es nicht ti 

Josef, daB er alles reiflich erwogen hat. Die ;( 

einer vagen Kenntnis meiner Gesinnung, abet 

die ihre auszuleben, in den Saal gefiihrten f 

Abends ein Dutzend weit besserer Anlasse 

zwei Diebsgenerale — hatten vorubergehenjj 

der Laut auf den Lippen erstarb, und erst z|| 

iiber die eigene Unregsamkeit ihnen Bewu £ 

ihre Anwesenheit legitimierten, indem sr 
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COMPLEX CONTENT WITH A FINE-GRAINED HIERARCHY 

WORTERBUCH DER REDENSARTEN/KARL KRAUS, DIE FACKEL 

Book, 1999. Designer: Anne Burdick. Publisher: 

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 modem typography of the new 

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

type indicate different modes of editorial commentary. 

p; • • 'SfflEssS' 

l&ffi 

■ y. <»>•>' 
NV,„o,^ ;<4;. 

VA^v^'s''^ VftJSiW vJi|rtypSr'A 

-y - . 
fKa**1 : 

,***''*'• 

***>'^' y**«* 
yio'*5' cy«u,v,W-''vW' 

• ■V'-- 

,«*•'* **&*&*££&***”" 

iyj .ft® . i.rS..ts/-','t . 
i{5 ,(* 

—" „v«—~ 

„o* l***' 

.wat*'*****1'**'"* 

rssd#? 

tN5* 

ft*” !*■»«»«* 
ft'‘"L.IWi*'" 

. 

.^ir 

W**,****»■'" 
S*. ‘ ‘ .... fc»>:W. 

5''W" 
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HIERARCHY 

RADAR 

WHO KILLED 
THE MOVIE 
STAR? 

ROCK 
THE BOAT 
H,F*>#K*** 
Tn«<d on «(Vwir,* 
[»lvo in ib« middle tA 

Kjrmitf-I I jkUc* tnri 
i ihoioooO diwita) 
»iK'mkniu)i«i 
mother'll crane. 

by «**'»* V 
catted death | 

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. 

SaaMiUm Cwraingi 

AMERICA’S 
50 WORST 
COLLEGES 

Catherine KoigVs Ego 

Pop Culture 
for Smart 

NDSAY 
„OHAN’S 
SEXUAL 
REVOLUTION 

OUR DINNER 
WITH O. J. 
SIMPSON 

THESECRET 
LIVES OF 
HIPSTER 
HOOKERS 

What’s So Scary 
lout Michelle 
Obama? 

PLUS 

FREE 
POSTER 

(N£tD£ 
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MAGAZINE COVERS CAN MAKE YOU THINK 

PLUS: Woodcuts 
of freaked-out 
animals by 
Jing Wei 
(throughout) 

ALSO: Qreii Marcus, 
Jack Pcndarvis, and 
the complete budget 
of an exhibition at 
MASS MoCA 

In Pursuit of tlio Wild Coliiba. G. Strand & J. Wahjinstein 

Andkk Pkrry Jonathan Amen interviewed by 

SedaiTitivea 

i Editon 
PubU»l» Amocute I'ntiUnlior 

i Editor 

CONDOS OF 
THE FLOATING 

OCTOBER 2009 BELIEVER 

Letters to the Editor.Various 

Tlic* Undead Travel ..AVI Davis . 

A House Is a Muohine to Live In. .J. C. Hallman . 

Schema: Habitats of Regional Burger Chains.Lincoln MlCIIEL 

One-Page Book Reviews .. .. Various 

Guy Nordcuson.interviewed by .... Scott Gkigkk. ... 

Musm's and Thlnkin's: a monthly column.Jack Pbndarvjs . 

Real Life Rock Ttip Ten. Gum Marous. 

My Alaska..Aucust XMtUOpMl.BR 

Creative Accounting: Museum Exhibition.M Rebf.KAU Otto ,. 

Thoro Never Really Was a “Wo'' or "Ours'.Derek Walcott 

Agnto Varda.interviewed by..Subila Heti 

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 

uses borders and frames to draw attention to the content 

and create a memorable visual identity. 

A new monthly celumt 

A RIOKHORKBV* 
fAEBWCLL 

til HoUrmt 

PLUS: 
Twenty-four ideas 
about Nancy from 
Franklin Bruno (p. 64) 

REAL LIFE 

ROCK 
TOP TEN 
1>Y GREIL MARCUS 

THE ANTI SAY *./ *TIM AND ERIC* > 

7 * RICHARD DAWKINS* 
ABSURD CLEARLY 
(OR PHRENOTYPIC) 

ALPHABET 
AND YOU MAKE IT * RICHARD McCANN* 

BEAUTIFUL IN TOKMAI, COEXEeFONUF.SCR WITH 

* JULIA SLAVIN'* 

PAUL COLLINS ANDER MONSON r 

THE ENEMY 
OF DIGNIFIED 

BUNK 
L/>r ROLF POTTSJ 
• V. .. 

INSIDE: 
At leant five good 
ideas from TV’s 
Bob Odenkirk (p. 14) 
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HIERARCHY 

Michael Bierut, Kerne Powell, Sunnie Guglielmo 

YALE SCHOOL OF ARCHITECTURE Posters, 200}-20o6. 

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. 

Michael Bierut, Justin Weyers 

Michael Bierut 
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SIMILAR CONTENT; DIFFERENT SOLUTIONS 

Michael Bierut, Andrew Mapes Michael Bierut, Michelle Leong, Sasha Fernando 
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EXERCISE: HIERARCHY 

Choose a text that has a recurring structure, 

such as a table of contents, a news aggregator, 

or a calendar of events. Analyze the structure of 

the content (main title, subtitles, time, location, 

body text, and so on) and create a visual hierarchy 

that expresses this structure. Make it easy for 

readers to find the information they want. For 

example, in a crime report some readers might 

scan for location, looking for data about their 

neighborhood, while others might be more 

drawn to the lurid details of particular crimes. 

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

column structure to distinguish the levels of the 

hierarchy. Make a style sheet (in a page layout 

program for print or in CSS for the web) in order 

to create several variations quickly. 

Callie Neylan, Betsy Martin 

Crime Blotter 

06 
00 
AM 

EAST VILLAGE 

Noun Found Smothered 

by Adjectives Message 

lost in dense cloud of 

confused signals. 

11 
30 
AM 

UPPER EAST SIDE 

Verb Defrauded 

by Misplaced Modifier 

Missing the point 

revenge is sought by victim. 

07 
00 
PM 

WILLIAMSBURG 

Flood of Cliches Wreaks 

Havoc Hipster kicks 

bucket after biting 

bullet and butterfly. 

Callie Neylan, Betsy Martin 

Crime Blotter 

6:00AM (EASTVILLAGE 

\ 

11:30AM 1 UPPER EAST SIDE 7:00PM | WILUAMSBURG 

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

Katie Burk, Paulo Lopez 
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APPLYING STYLES STRUCTURALLY 

<hl> - 
<h2> 

<h3> 

\\ eooam East Village 

Noun Found Smothered by Adjectives 
n. Message tost in dense cloud of confused signals. 

<class="time”> - 11:30am Upper East Side 

Verb Defrauded by Misplaced Modifier 
Missing the point, revenge is sought by victim:. 

<P> 

700pm Williamsburg 

Flood of Cliches Wreaks Havoc 
Hipster kicks bucket after biting bullet. 

These typographic variations 

were generated in CSS using the 

structural hierarchy presented 

above. 

Examples of work by staff 

designers in a workshop at 

National Public Radio, 2010. 

East Village 

Noun Found Smothered by Adjectives 

Message tost in dense cioud of confused signals. 

Upper East Side 

Verb Defrauded by Misplaced Modifier 

Missing the point, revenge is sought by victim. 

7:00pm Williamsburg 

Flood of Cliches Wreaks Havoc 

Crime Blotter 

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. 

Becky Slogeris 

Andy Mangold 
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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. 

Plauti fabube furitindido. Sagumccanino contra toxica nihil pneftantius putzcuK 

Vonudones quoqj hoc animal moftrafle uildetur. Ec alios ufus exco mirelaudatos 

rcfcrcmus fuis locis. Nunc ad ftatutu ordinem pergemus. Aduerfus ferpentiu ibtus 

eflicada habentur fimum pecudis recens in uino deco (flu m iliitumq?. Mures difTedlj 

er impofid quof^natura non eft fpernenda pnEa'pue in afcenfu fyderum utdiximus: 

cum lumine lunz fibrarum numero crefcente ataj decrefcente.Tradut magi iocinero 

murisdato porcis in fico fequi dantem id animal. In hominequocj ftmiliterualere. 

fed refolui cyatho olei poto. Muftelaru duo genera. Alteru ftlueftre. Diftat magnt" 

trudine.'Grxd uocant iftides. Haru fcl cocra afpidas dicitur efEcax:ca:tero uenenu. 

Hxc aute qua; jn domibus noftris oberrar.ee catulos fuos(utau<flor eft Cicero)quoo> 

die traffernmutatqj fedem ferpetes profcquitur.Ex ea inueterata fale denarii podus 

in cyathis mb us dacur percuftis.-aut uenmculus coriandro fartus mueteratufqj ct in 

uino potus.Ec catulus muftelxetiaefficadus. Quardam pudendadieftu tata audios 

rumafteueradonc commendanrurcut prxeenre fas non fit. Siquidemilla concordia 

rerum aut repugnanna medians gignuntur. Veluci cimicum animalis fetidilftmuet 

diclu quoq; fafhdiedi natura contra ferpentium morfus et prxdpue afpidum ualerc 

didtur. Item contra uenena omnia. Argumento q> dicut gallinas quo die id edeneno 

xterfid ab afpide.Cames quoqj earn percufTis piurimu prodefile. Ex its qua; tradunt 

humaniltimum illmire morfibus cum fanguine teftuduus.Item fuffitu eoru abigere 

fanguifugas adhasrentesrhauftafq* abanimalibus reftinguereinpotudatos, Quaq 

et oculos quidam iis inungunt trials cum fale et lade miuierum. Aurefqj cum melle 

etrofaceoammixtis. Eos qui agreftes fincietinmalua nafeantur crematos cm ere p' 

mixto rofaceo infundunt auribus.Gcrera qua; deiis tradunt:uomicx et quartanaru 

remediaialioruqj morboru quaaouo aut cxra aut faba inclufos cenfeant deuorados 

falfa nec referenda arbicror. Letnargi tamen medicinac cum argumento adhibentt 

quoniam uincatur afpidum fomnifica uis feptenos x cyatho aquaedantes puenlibus 
annis quaternos. Et ftranguriac fiftulsqj impofuere:adeo mhu ilia rerum omnium 

. parens fineingentibus caufis genuit. Quinet adalligatos leuo brachto binos lana 

fubrepta paftoribus refxftere nodurrus febnbus prodiderunt:diumis in rofeo panno. 

Rurfus us aduerfatur fcolopendra fuffituqj necat. Afpides percuftos torpore&fom/ 

no necant:omnium ferpentium minime fanabiles.Sed et uenenum earum fi faguis 

attingirautrecens uulnusftatimiterimit.Inueteratu ulcus catdius. Decaeteropocu 

quanralibetcopia:nonnocet. Non enim eft tabifica uisutaq? ocafa morfu earum 

animal 1a abis innoxia funt. Contarer in proferendo ex its remedxainifi.M. Varrone 

fdrem.lxxxm.uitxanno prodidifteafpidu ildus efEcaciffime curan haufta apeufli's 

ipforum unna. Bafvlifd.quem etiam ferpentes lpfi fugiunt alios olfadu necantem.: 

qui hominem ucl fi afpidat tan turn didtur in terimcre:fanguinem magi miris laudi^ 

bus celebrant coeuntem pids modo et colorc dilutum dnnaban daiiorem fieri. Tn/ 

buunt eiet fucceftus petitionuma poteftadbus:& adiis etiam precum:morborum 

remedia benefidorum munere. Quida id Satumi fanguinem appellant. Draco no 

habet uenena. Caput eius limini ianuarum fubditum propitiads oratione diis form' 

natam do mum facere promittitur. Oculis eius xueteratis et cum melle trials funclos 

non pauefeere ad nodurnas imagines etiam pauidos cordis. Pinguein pelledorcadu 

netuis ceruinis adalligatum in lacerto conferreiudidcrum uidonam. Primu fpody' 

Iumadituspoteftatummulccre. Dentes eius illigatos pellibus caprearum ceruinis 

neruisrmites prxftare dominos tpotcftatefq; exorabilcs.Sed fuper omnia eft cdpofi' 

tiotqua inuidos fadunt magorum mendacia. Cauda draconis etcapiteuillis leonis 

e fronte et medulla eiufdem equi uidoris fpuma cam's unguibus adalligads ceruino 

coriomeruifq* ccrui alternates et dorcadis. Qua; arguiffe non minus referc:q contra 
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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 gui (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. 
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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. —iacoues derrida, 1987 
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DENSE RECTANGLE CUT INTO PARTS 
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it Demquodbonuf rjf.ib!iicfiyeffiere,(yfablu 

lane, dies quantise Et dix it Dens, Producant a- 

rcpldiaanimariiviucntlii, f) VulanhaVolatia , i 

r tcrrsijccundufirmamentii call: & fab!si efilta. 

1' E N E 212. yiOifumuffu; t cZv o' 3 

lzo!imnb^o(vnspami.Twym. 
*“■ *» o doqtf^y K)dy.a'istoy.aiai&'-& 

cwo^f iiroim fciS.ucsns.fi. wtSixa.kZimf>i 
p&Srf).vu£v$xfiig.>£ei7rivb(ltai;,'$lfjrifl-TCt> 

cpdiffi. iy»& (pugffceikvokogftpa;,on 
xa7-.ii>. ycy o it^coojurev b feog dvctfXiGv $ (pcorg,& dva/xtGv & 

i nd^u;.'y.Lxd7x<riv okog) <pZg hfx{qcf.v,xgaToy.cfisggMd- 
e Mot wfia.f.‘.yi-jilsianipcifL'iyiiibsgr$)ij\jxipu.pux.'(z(J- 

7Tivb6ioe,fevn^Tto';epicoluulsvpLi!mfvb.%t^hteilct.l(fip!fpv 

7 dvapxsGv isSctZigilSaf&i;. 'f hto'mvibfleo? f &picoput.x,die 
ypZzitrwb Deo; dsapt-iGr SvScL&g pwCmiidTuzgepid/xct^g, 

* yl dua.pt.iGt'ZSijS'a.dsig fSiittim Vgtpw’xafisg. ’ lignuiMnvo 

kog r geptapM xpx.rbi'.fc dhvi kog,o n xaAoV. iLiytveZi saxrt 

o qcf.fi iyitfis ortcdififxipa. ^SIlpa.,>fi.ii7rei/bkbg,Giw(t.yGiTid 

fijfiiiqrwtoudTto £isqparZdgowafiityiiii,utMi, k,bcpSoreon 

fy.pd-.iLiyitfls'ijosg-fij mriyfnrvhip r\imna.T0if'aqpev2 

o ctgrdgm'lttfufdg ajurd.,Y3u'fAr\ri H-tipd. '^.imdMtreebkogliiv 

Zr,pdr,yrrd,ldmgri,ucy&1wv$ftoelKdhefc()ctAouirdg.die? 

< ihooUiog,bv xaAov /ChTttvbdisc, &Aa.gn<rdTto ri yhColdslw 

p/oqi anciqov ccuipu-OL df yevffid k xa$'o,uoibn^e, ugl fy’hso 

y.dstnuotTtcuZv ntupitbri\b attspua.cwtfi ot> twnS yw&’. 

* Son \yvifis> -ATOig. 'y. fiffii eF/xe{iyriSoJd'luj^op%,j 

cnjtiqcvazrip;xa.dfyit/(!ey(L y.a.D'bixoionfgc,ii ^Jasi' xdpnt- 
(s. or Ttoiiv mpTtov £ r autp(u.a cusrd btdxnfdf yi'/fy bidet 

ij '?yng'&(-iiinokogoTtxa.7ioi/.f yga\yividskoTfiqcf yajiyL'fn 

*4 7t$tfiflxiqy.'iqm'ititimvbkog,jhsr&l\T6)(r'.: tpoigri peg cantS 

■ j nfj iig yxupdg,K. tig iixiqD’.g,Hcit (igca’ixu'S'jg ' yga igcoTooag 

j ^aSoni ao id gepeco/x an blgle fame fim £ ytig'di 

i ‘ elsvs'S img. ’(£ iitomev o' SeogVgStioiptegiipaclag[xebd’Koig, 

I w cptogrpa tv fxifanig'llqydgf h<x<qy.yxcfi rvfixgriqy.Tv 

j 7 ihdceroHig "b'-q^dg f w/jjloV'i fiwgageqcfg' ‘ i@) s ati&vg o' 

■! Seog ci ttf geptutxccL, fid) ipavoJ'&ls cpai'veiv c’Tm %g yhg, *(£ 

j ipyfv f njxiqpg f ■? nmenffi ^otypoip!fivd'ia/xsGvr<s^<pii 

is TogufijduafX‘GvtoSmofsiffitiSevo 'Seog onxaAov. ‘x,eye- 

’ >o vs&iazripa Xj WeveS nfiitfjxepalelzpnifd amv o' kog,S^a 

[a yiTuld \>lcffg. ip-nerd ’^Aifijov tfr>Tti>vfL mreivd srelopS/ja 

i; aim Twyiig,x]f TogepeoipxavAdqpi.vofl' iliyeve'&ouTsog. 

CHALC A1CAE 
\mU A I Vi I' n I M V Mi 

\* prinetpio creauit Dcos c.tlnih 5: terramu , V * Terra autem crat diferra 8c vacua; 8c tcncl>rff fuper faciei 
mlii'.iiahat luper fatiemuquarufta.. 1 EtSixitl5eu^, SirluXt'& futc lux. * Et vijjt Dcuj lueem quodedet bona. Ei 

PARAPHRASIS .TRANSLATJO, 

Capvi p r I m v m. 
facicmabydi: &«4pititus Det 

Etilitufic Dcus inter luceni 
SC inter u nebras- 1 Appcllauitquc Deus lueem diem, & tenebra? vocauit no^cm. Et fuit vcfperc &: fuit mane dies vnus. * Etdixit Dcus, 
Sit hrnumentum in medio aquaruin : ^ diuidat inter aquas & aquas. 1 Et fecit Dcusfirmaincntum :•& dmilit inter aquas’quxerant fub- 
irmatnehtum: & inter aquu’qu.v crant fuper firmjmenium: & fuit ita. ^ ' Et vocauit Dcus firmamentum carlum . Et fun vcfperc & fuit 
ic.dicstccundus. 'EtdixitDcus, Cougrcgrntur aviuiqu.Tfubcalofdnt.inlocumvnum: &rappaicatarnia. Et full ita. ' Et vocauit 
is and am tcrratii: fivlocunuongregationisaquarumappcllauit maria. Ecvidit Dcus quod cITerbonum. " Et«liMtDcus,Gcrmfhcttcrragcr- 
aimnemhcrb.T. cuius films femeniis feminatur: arboremque fruefifcram fvicntem fruftus fecundum genus fuumj cuius films fcmentis in 
lit fuper terrain . Et fuititx “ Etproduxit terra germenherbx, cuius films (emendsfeminatur (ccun'dumgtmis fuuin jiEarborcmfacicnttm 
ilus. emus films (emendsin ipfo fccundum genus fuum. Et vidft Deus qubdedet bonum. ” Et fuit vefpere fuit mane, dies tetdus. •M Et 
t Dcus, Sint luminana in firmamento cxli, vtdiuidant inter diem 8c nottem s &fint in figna 8c in tempura.; & vt nmnctcnuirperca 

anhi. 41 Etlinun luminana in firmamento cxli ad illuminahdumlupcrtcrram: fiefuit ita. “ Et fecit Dcus duo luminana nugna: lu- 
lair uuius.vt dominaretur in dfet5;.luminare minus.vt dommareturin rodlc:&: dcllas. '7 Et pofuit cas Deus in firmamento rali ad illumman- 
li fuper tetram, " Et vt dominarentur in die 6c innottetSc vt diuidcrcnt inter Iuc6 8c tenebras: tic vidu-Deus quod r'let bo»u.„ '* Et fuit vcfperc 

.af'tus. k*£tdixitpcus,Scrpancaquxrcpti|eanim*Yiu{ds:&aucmqu*volatfupericrfa(upaficica'crisficraamcnticxlotunu 

A L 
UHuuncjdicsqt^tus. 

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). 
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TWO COLUMNS, TWO LANGUAGES 

.348 SUPPLEMENT DE L’ANT. EXPLIQ. Liv. VI. 

CHAPITRE SECOND. 

I. La colome de Pompee. 11. On ne conment pas fw fes mefures. III. Colonne 

dAlexandre Severe. 

■ I. T A fameufe * colonne de Pompee eft aupres d'AIexandrie : on ne laic 

B „,pour quelle raifon elle porte le nom de Pompee ; je croirois volonciers 

que e'eft par quelque erreur populaire. Plufieurs voiageurs en oat parle, cous 

conviennenc quelle eft d’une grandeur enorme. Deux des plus modernes 

en one donne le deffein & les melures ; mais ils different confiderablemenr 

entre eux fur la hauteur du piedeftal, de la colonne & du chapiteau: cepen- 

dant tous deux difenc qu’ils Pont mefuree. 

Pour ce qui eft de la colonne, dit l’un, ( e’eft Corneille Brun p. 2.41.) 

,, elle eft fur un piedeftal quarre, hauc de fept ouhuit pieds & large de qua- 

„ torze a chacune de les races. Ce piedeftal eft pofe fur une bale quarree , 

„ haute d’environ un demi pied, & fatge de vingt, faite de plufieurs pierres 

„ maconnees enfemble. Le corps de la colonne meme n’eft que d’une feule 

,, pierre, que quelques-uns croient etre de granit ; d’autres dilent que e'eft 

une elpece de pate ou de ciment, qui avec le terns a pris la forme de pierre. 

„ Pour moi je croi que e'eft une vraie pierre de taille, du moins autant que 

„ j’ai pu le reconnoitre par i'dpreuve que j’en ai faite. Et Ci cela eft vrai, com- 

„me perfonne prefque n’en doute, il y a lujet de s’&onner comment on a 

„ pu dreffer une pierre de cette grandeur: car apres 1’avoir mefuree, j’ai trou- 

„ ve qu’elle a quatre-vingt-dix pieds de haut, 6c que la groffeur eft telle, que 

,, fix horames peuvent a peine l'embraffer; ce qui revient, felon la mefure 

„ que j'en ai prife, a trente-huit pieds. Au haut il y a un beau chapiceau pro- 

„ portionne a la groffeur de la colonne, mais fait d’une piece feparee. 

L'autre, qui eft M. Paul Lucas, en parle en certe maniere :,, Un de mes 

„ premiers loins fuc (Pallet examiner la colonne de Pompee, qui eft pres d'A- 

,, lexandrie du cote du couchant, 6c je croi qu’il feroit difficile de rien ajou- 

CAPUT SECUNDUM. 

I. Column* Pompeii. II. De ejus menfuris non convt- 

m inter cos qui ifitu loot adicrunt. III. Column* 

Alexitndri Severt. 

I. Elcbcrrima » ilia Pompeii columns prope 

Alexandriam crigitur. Cut Pompeii columnd 

vocetur > ignoratur. Libencet crederem hujufmodi 
denominacionem ex populari errore mauavifle. Ex 

peregrinantibus omnes enormis magnitudinis elTe 
warrant. Duo recentiorcs & figuram & menfuras 

dederunt > at inter iltos non eonvenit dc ftylobara:, 
columns & capitelli magnitudiue. Attamen ambo 

diaint fc menjuras excepifle, 

»Quantum ad columuam , inquit Cornelius 

« Brunius p, 241. do. impofita eft quadrato ftyloba- 

» ca: cujus alcitudo eft (eptem odove pedum , la- 

» tera vero fingulis in faciebus funt quacuordccim 

» pedum. Stylobates autem illc quadrat* bafi im- 

» ponirav > alcitudine dimidii pedis 3 ex lapidibus 
»plurimis ftruda balls eft , longitudinis circum- 

» quaque viginti pedes habens. Columna ex uno 

>» lapiae eft , plurimi putant ex marmore granico 
>» efle , alii vero quafi carmeiuum & compadam 

» niareriam efle ? qua: procedcnte tempore , formam 

» lapidis fumlerit. Puto ego efle lapidem quantum 

» fnltem expenri licuit. Quod fi ita lit, id autem 

»nemo hodie in dubium vocat; plane mi rum 

*> quo pado tantum lapidem erigere potuerinr. 
» Nam cum menfuram duxiflem , nonaginta pedes 

» altitudinis habere comperi, cantaque ejus eft fpif 

» fitudo, ut (ex viri fimul vix illam amplcdi pof- 

» (int, id quod ad raenfuram a me lumtam redu- 

» citur, circuitus enim ejus eft triginta Si odo 
» pedum. Li cuLmine capitellum eft ex uno lapide 

» iccundum column* proportionem. 

Alius, nempe Paulus Lucas, columnam fic def- 
cribit. » Ubi primura potui columnam Pompeii 

»adii > qua; prope Alexandriam eft verfos oc- 

>* cidentcni. Difficile autem diet ejus menfuras 

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 fom outside 

to inside. 
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THIS PAGE IS FOR SALE 

Dec, is, iso.] THE ILLUSTRATED LONDON NEWS 

TTOSPITAL for CONSUMPTION and 
I 1 DISEASES of tlx CHEST, Oreephio. Locke, Iff.-Kculj 

TvreBnodnd In-gatbota wai MhTuM of Oot-qUonU are 
coreabiotly under tndaoal at this Hospital Additional »VXD1 are 
aomort)f SOUOTRD la order to ml ike ojo*. »hlnh in 
aonnaurtly brary.-PwU-ir Bruta. goo. See. . Babur Doabix, Sun 

London homieopathio hospital. 
Gnat Ormond-treed, W/' 

"ho Lord kUURY-Clialm 
ADDITIOSAL PUNDS to am orgeaUr BKQOnUED lor thi* 

only HomreojotMo Honj.tt.llu the nwlropolb. 
Bank™* —ThaDown Cali, Argyll-plate, TloceLt-»tra»t. 

By order, Salto hoc it* ir, Boo. S> 

Pi WWTS OWE In PROSPERITY 
Patron—lief UAJBSTY and tho Royal Karotly. 

PrtaMeat—Tbo Arehblihop of Canterbury. 
—*“■* '*•**-wiring 0» bnredte of tv‘ Three ftnodrod Children ... __ 

*1*1 burly TOrm Thousand hove bow aacextrad 
o’WWe under the rubs may lx inrehawd In 
Coral torn and aobawtpUooe gmle/oitY r“—*- 

Sj&jjf rllSSol*^ifa 

nnHN PALACE HOTEL, Buckingham-gut®, 
JL London, S.W. It now open to recolvo company. Thro art 

vorioue Bnitn of Apartment**, a eommodterea and alwint Oodeo- sg^!rsasr^sissstss wsiss Itrakfuda or turtle* >f a ala.Ua.- oeaorlMtoo. and only about «M 
Ko^loS? "** V Kort* RnUwuy Tacmlatu.—J.0.llftKACn, 

TVTATAL, South Africa.—The LONDON 
_L\ JOIET-STOCK BAXK, 0 -- -- 
MOK KYS (or acconnt otand m 
MMi;not tx *j*l AO ItlCtJL* 
it Pktermarluhun, or Durban free of chary 

The itocoi mtea allowed on a«J depedt* , 
ford nioutha .. .. 9 per eonl par awrem. 

1 unreal payable balf-yvorty In Ewsiaia. ^atxfewo.« ^ata). 
• - „ CMamareUland AgrleuRunU BukofXatol. 

Durban, Poet Sotal, Safe. M. IMt.  

TpDUCATION.— RICHMOND-HILL. — la a 
JLli .Trepth and Premia Protut .ut JUab)WtcuMU ^ynuuitnllj 

and iChmau 0«anK«a Tbo Trin 

jl M I t.— 

sT-i” Richmond, ! 

but par* of Richmond, boar tha 

Aiajwsraaisg sethrocmi.-TBJTTA, plat aOlea, 

IDING LBSS0N8 During th® Holiday*. 

■ TsassssfisspB^* 
rTHB IRON BRIDGE ASSOCIATION, fl8, 

m-SSSSSSiSiS stasia 
M0MUMBNT8, 

T OOK-STITCH SEWING-MACHINES, 

praotr, now njW Bmuuxt, Uh5art tiMor, so Ofllbtt and ftit 

-. 

S5*J 

WM F. TH0MA8 and 00,’8 PATENT 
_SKirDfO-MAOmnSS—In Owe KarbtM. are remote 

ggiSisi 
Q E WIN Q and E MB R0I.D S BIN G 

siy$iSEu3[g& 

TTAIR .]EWELLERY,—GEORGS HOOPER, 

•VfOURNING JEWELLERY,—A largo and --- . - 

TO LADIES. 
WALLER'S PRICE-LIST of HAIR PLAITS, 

T T <* awllretlrm.-rLIOATORA WlIWOftTM, 

ajarM 
HalntrUMto, C(^rel'rrnhd/‘ r' ****?&*> 
__ »k On 

(WORE YOU HAVE TOUR LIKENESS 
Lf , TAKSJJrenih. TOWHNBTS PATTKaKS ol BhOtlOU 158, 

IcrAre -^ wrerer, frrea Oa. «u* -TWnay, Mann*«tuilm, O.M- 
ultt a»J JtwtUor, in, Kt«Au.cl1-.U«*, Cltr, Leodwt. 

T A D18 S ’ OEM RING 8.-A beautiful 

H.diswiasj.'ifci&.wc.tia.». 

ManataorurtnjBUrentmMha, II and U, OantbO, Loudru.op- 
Ihe Bank. Tba bat wraotbt KTLVBR fiTOOKS aud PORKS, 

tS^^JSSViSSliSWtSSSr PaUarn-Oa. t a. 4 Qoare'aPaUaro. Oa t A --- ., A « '•"«-e'.gp00nJ to _ It 0 
rt ditto to .. * J 

JSS. S r 
isSiST!!::!! 

.... itsSHo: 11 
1!! i : !'! 

- —,, _  -,'d, wlUim EofravIntAaa agillda to t... 
Stock In Lba kbouroouu. Iicontalin Ibawaliibt andprlcauaf «Urer 
aveonr, forka.twi and reft* aanlna, and ublaplau, with purtloulan 
of ornament a] ylata for prlrato 0M or pnwnutlon i alw Of too but 
«ll«r-rlat»l manufaotuMa, gold and allicr 'rawlioa, oleoka. rod 
Itnrelicrr. Qretta, on apWlcatlnn, and po.tr/reo to any port of tha 
brlttab duatmona. Pot lba tno of coraiultun* a law »“*• *- 
gbttcd, tilth Utbcgruphlo diuwlugaof plat* kopt ready for pre 

II Doarert Ditto N » I . . . 
• Omy Spoon lb ..tut 
1 Soap Lodlo It . I II < 
<fttuaoditto 10 _ lit t 

IITwffooma 10 .. 

•JwSrSsdi 

’ £2 2a. DINNER 8ERVI0KS. 

1ARDNBR8’ LAMPS are the BEST,—The 
A largut, nmt reeba-ebd, and chreport aaaortm«nt in Loo 
xtrretor Tablo Loren, trom ta. »«l otob. KuDr.rir jt free bj . __ 

gaja^asaate*^ 

T IMOGES CHINA (first Imported).- 
JJ Bootitlful ItrrakfaaL Tre, Wnnu. aad Dauert Sarrlon, plain 

Dlooo 8mloo, freon in , Dtaaart Sarrtor, freon Ida. KrrllUi and 
yorelgn Tabla Glare, Platoaux for Ux Diner t la RunsCfoefoaIn. 
Tbo largut Stock la London ol NealUre aultobla for PrmnU 

WILLIAM 8. BUT 
. V T POBVlBimfO UlONilOXL-.. —---- „ 

BG^LiSSjS^aS Dlabaa, Store*, randret. tfarblo Qhbnoapknw, Kltcbaa lluna 

aad M&mlaDntt Irega ^wi^w.'ot VkOxford-«!»*W* 
^ ■ "*1 

MAPLE and 00.’8 FIRST-OLASS 

A LBUM8 FOR PHOTOGRAPH8, XX A anpert-w reltiflMi uf Uwre etrnn* foa'dautWo *itbk 

^fgagsaateKaa’’- 
■\TOVBLTIKS anil RL8GAN0IES fit 

TWINING and DRAWING BOOM 

Turkey ’ o'a r p e i s, 
A Kreab ImporUtloa. 

‘«fl£fer 

T MAPLE and 0a fox 0ARPET8 and 
y , CUSTAtKS, 

pAUTION,—SMKE’8 SPRING MATTRESS, 

so 

"skSSSSs’ 

5SaBSiffijSHBt'»s« 
jy AU-DE-YIE,—This Pure PALE BRANDY, 

sh isss A,*<s.ma?^yfeiias 
___ rr 

Ssta. Jggit* ■»"»*■- TO n» oreox* 

pOURT MOURNING FURS,-Astrakhan or 
V-< Haul in Loinbakfa, Bbtek and Oit», wry ioahlonable, jat lu- 
eptnalrm Aleo. tb« rbol-ut Kpobire Mhwvar, Cblorlillla, WMtc 
PM^fto^Swantdown ortl.lta.-LNCB^ Pot IVaithoutr, ?J, Oifoid- 

l< fu ihanrloolpal lonoa bt England i 

"D OBINSON'8 PATBNT BARLEY 

S5n.ssSiry,”""“JS“" «- 
•“OTLi^^iS^s^rssas.sr' 

riSWBOO P8HPABBD COBH, 

- -w ■J 
IQlxlaaifo Iondon Ajrmta. liOBlSSOH. PPU-YILLB. and 00. ELOUR, to any part of London (not lets than 

o^5kS»4@^waat.,(ta! 
'OATCUP^L? t^fo!/m| 

lord, tC Direction* 

TAYLOB BROTBlUtr HOMEOPATHIC 
lor prlto and quality torebb.nl, «on.b o»f 
 Sold by all grocer* at la td per IN 

E COCOA 

tayloh nnoisuns' 
ELAND M088 C000A 

an lurahublo article of diet for in..):d, and ,unou of weak 
re. SoMby all Oraocnat Ir. id. pm IN 

SWEET GIFT*. 
WOTHBESPOONB riOTORIA 

nttiHis pjes' iirT 
•' * “* "■ “ 

—--and On, Oiawow and lotdoo. 
AjM.la warn**. 

TllO groat and arw-lncrrejlug dwn.nd for this world-rebowutd 
atireb U the but proof at lu aupariortly over every otbor kind. 

. , "tob oi.s.nyirld patent sTARcn, 
wMeh y d rer aM .1...c a-, M.lwty downnarda- 

^^AT’STRlwTure«bixL^wth“n1^ilT>K^WT7. 
^ PU1UTT OP OOLOUIt andPEABLY THANaPARlBWY. 
M tee* not Import tlx yellow lingo to fobriu vblob other SiAruboa 
do. but ha*, oa I So wnD.ry, tho afloat of t toping them ciaor la 
colour aad atrereg la tartara. 
OtoOolVYateulSumWto” “ b“"*llt“ 18 »®«Aes that tbo 

TUB MOST PEltmrr. 
. . Trfs'“iRWT'.MWoIiwAlt 

fx.any who bora oot dcrec ao. uxy are eareaatly 

..a ' .«!»•»«■ PJJB TOliu 

a^Mk*siaSjfc^isiLr.ssis 
jaAssttattA.* 
TADIHS’ DBB6SB8, 0L0TH8, red 

P0ND’8 PERMANENT MARK^’G INK 

fh bT 

teiTSTiSSr*3*"*' **•• 

A STHMA 8PB0IFI0.—DATURA TATULA. 

TtHWItrOBD'8 FLUID MAGNESIA 1. re 

FLUID 

P 
nimtrat,.l OaUKgnu 

XnURNISHING WAREHOUSES, CO, 70, 71. 

^^ffiSSSSpErsss; 
‘ 23ga?a®^! 

TRENT'S 0IIR0N0MRTBR8, WATCHES, 
td »M CWft'KS.-l', M. Dent. M Ovk«nMi»ln*f, Ch.rla*- -kapui.itiAOl, Onrlac 

a by ai-poin- 
di, cwkA(««-*tNrt twmr nf gprinjrwdteaV Lutdou, 

itwoiuotec*, l>n^**iiiS^fxtS'^Irh5«rof 

sstei 
|RNT, CJironomoUsr, Watch, and , Clock 

fBALand 80N'S EIDERDOWN QUILT8, 

T ON 
Li-Wd 

j^tfw.haa 
ON DON OAR PET WAREHOUSE. 

WAU0I1 abdSQHM «* «. OutaoW.. , and Maudoo. 
tSK3aajsJ^»jS?“'~- “•J 

_ nit dr JONon-s 
(KnlcMot tbaOrdar of Laopold ol Btlgfoat) 

T IGHT-BROWN OOD-LIVEB OIL, 

OOKOUMM-WK, CltMOATO ALDMlUr,., AITI1WA, OObHU*, 
Kuat'UATtau, oout, oa*n»AL naaiutr, rmanua 

ox not awn, mowrra, iireunnui waarexo, 
AKt> all aoaoryiooa oxncreoxt. 

It iBOOuponbly cipcrlor to troy other variety. 

0B9& 

rssf.«33s:, 
nffiissSfSHfiS? 
Ds. oa Joxoo’t Ltoirejuowx Ood-uvck Oil k void oily ta 

iss«iiwSSsiiljcwj.T.sa 
-or aa vumuk, by luwtablv CtxaUrta aad Drjnl.ua 

nn^-iyW»,U..n,V.O. 

CAPTTW -Brtrew of Progored SabAtlt-ttkaa. 

TOOl’ING of tho 8H0ULDERS has been 

' ■ sMAvaaira 
--- Alfred Mayoe, t, Otrel WArlb*uw«h. 

SHUBIV8 LOCKS and FIREPROOF SAFE8, 

1 ORNS.—YOUNG'S 

Q 
WASH TOU AMI son 

LENPIBLD PATENT STAROH 

.nss.as^r'sa** 

wld ^br >“b=h, diaper Of temaak. l?rtc 
Wr J-4, M, aad TO-I vrld*, aheetSai lo wldtb /real I to 11 

yard* I Mjfoo dmtlag from 1 togyardavrt£, huctaUck.,.Mdleol 

a bore U, t amll lea vr* 

QILKS, Rich, Plain, Striped, and Oheokod 
M•yitS®' r*1 ?!-• '* SWte WaU worth llw aIiw.Um 

S1TTA 

(GENERAL MOURNING. 
VA on ANT ud (M£K ranartfuUy anaonuoa that thay ara now 
?W™8.*«‘S»But-otateVUtROa OLACE8 ‘ Id01 Jills AJvTIQOES at folly oao-foorth Ir- •'-— 
having bought lErtn at a great advantage | 
«e«lly for doneml Mourning, 

OnuM nod Oank’r department for Mai,-up Skirl* contain* a 
varlefy of new (vulerc* la twry dt*a*lj>Uoa of roaUrial, 
Dregovt*. Cobum, Cram Pnnuualta-, Showl- •“ 
ovary other rrejnUlU /<» VOUlLh’lh'O, 

All good* marked to plain ten™ a! 
money. PM'cnafwwar 

M, 40, <0, dl. «9, 0: 

MantSu, 
whcluol* prleu, for ready 

MdS, LSWelUrttrevC. 

LIN 8 E I W00L8EYI 
JAKES LOOKS u.0 Oft. 

TBS 6*. . ' 
Ilf, IIP,and Iff. fiogost-rereoL 

•pLAOK MOIRE 

SlrtMg l 

ANTIQUES. —Messrs. 
O. bre to aeevatnoa that ‘bay have 
onufawnnxlu Lyoaa a vary larva 
Mirtra A t tinner, which they are 

icdooifoo In price 

T ABIES' BLACK PETTICOATS.— 

M ALPAoi,0® uc|nnd*SKi vpBTTf OTAtcJ 
aad It now reJUat thovi at rreotly r.ituced inloca. JJro,every 
->•- m‘*k, uivy, and While HOMSSUAlll CB1S0L188 

Plaek Quilted Alpaca PaUloealv, ol 
Black Quilted Llama Wool ditto. .. 

:: 

“‘’“‘-‘■-jSar'i 
“• -l.Ludcat 

4. Black Qaih.. -___ 
A Klder-dowo PottloeaU Ju ~ 

Yirony Lad lev’ Sura, IJoJIew.P, 
WILLIAM OAttTSlVS, -.ut-1| 1 

HLASJ30 STAYS, BO DICK Ao,, f... 
Family and Honing Stay.711 vUa, An. IkCd. lo 51*. 

X.B, Bogtnvlnya anil Prleo-dute po-t-free. 
WILLIAM OAltTSft, 01, LudgMe-ettral, Sc. ftml'n, 8,0. 

«'• Undar Clothing, Steel bktre*, Ibby Linen, Collar*, 
a, Jackela, ))to*a.e, XlgliLop*. An, lo J40, RwOMlrau, 

A UTUMN PARI8 B0NNBT8.—Mdme. 

tha aaw with any other kMito whaWror.’ 

T ADIES’ WATERPROOF TAraBD CLOAKS 
AJ and WDWO JACKETS, aenllwea'i OrrreoiU «od Iartrarea 

^7-raSW&WKK.TnS..„ 
" Builoou with llacnolloD 

OIvu Ufa, Joy, and ywasretUca," 
TAMES SPENCE and 00., iiifluoirCid by 

J^uNd toa.W arEjtW redncloo of ibehwreof LotUvu i tlxy 

gATUltUAYll from HQfS to VOUlt otSvek rtummi montS 

-*--Wwl_ 
they’^Srafore^rmutA'lIy' 
general poMla -iifL— ul. 
toll thla, and I .Itofelta metregeiwral ad ,.t&o. ‘ 

Jamea^enceundCN. 
4 it ^^Juxborchyard, 

ID0W8' CAPS, fto—Tho Ladiea of Iho 

rSlfSS 
' I*. OrfwdeiUo^ imVdoS 

jg A B I E S’ DBROEAU NE TT B 8, 

/CHRISTENING ROBES for PRESENTS, 
>t g»W, Gbrletnnlng Omk 1 jmlnaa, Boblu' C’-eAre, 

KraawSsia?1" “ 
TVfARRIAOE OUTFITS. 

m .jWSWMHLia'e 

Fsisiw&tsSss1"' 
euptbed wl 

T ADIES* RIDING TROUSER8, 

J^ADIBS* RIDING HABITS, 

EIDERDOWN PETTICOATS.—Iheao 
J PvtUcovut, for many yvare bvwrervl by Royal 

JM2B» -— diM-Ua-qirew. /Uyvut-.liyeL 

rpHE HALF-GUINEA WREATH.-Bridal 

C»nu> try orden yrceoctl]- aUauM to, 

npHE GREATEST NOVELTY of Uio AGE. 

A Uoeu Cellar 
'very Morning, vlthoot« a-hlng w Irmlyg, 

BassSEKSswaiHR 
SUTF1TS FOR CANADA.—CXilourod Flfumol 

,W,^^AYi'iS»'Sl‘£SS 

IMPROVED pANADA OUTFITS. — Colonrod Flfumol 

. hi, ^a^sssv-4 ua4mMi*tnc'.ia 
ClirtWTl.ih' raid IUXUR0RR, II, W.-ntWi-rtfott, W. 
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God's judgment upon Jerusalem, ISAIAH, XXIX. Hypocrisy of the Jrice: I 

mount Perazim,' he shall be wroth 
as in 'the valley of Gibeon, that he 

may do his work, ''his strange work; 
and bring to pass his act, his strange 

act, 
22 Xoiv therefore 'be ye not mock¬ 

ers, ‘lest your bands be made strong: 
for I have heard from the Lord God 

of hosts, "a consumption, even deter¬ 

mined upon the whole earth. 
23 Give rye ear, and hear my 

voice; hearken, and hear iny speech. 
24 Doth the ploughman plough all 

day to sow? doth he open and "break 
the clods of his ground? 

25 When he hath made plain the 

face thereof, doth he not cast abroad 
the fitches,2 and scatter the cummin, 
and cast in3 the principal wheat, and 
the appointed barley, and the rye,4 in 

their place?4 
2(5 For3 'his God doth instruct him 

to discretion, and doth teach him. 

27 For the fitches arc not -"thrashed7 
with a thrashing-instrument, neither 
is a cart-wheel turned about upon 

the cummin; but 'the fitches are 
beaten out with a staff, and the cum¬ 
min with a rod. 

28 “Bread-corn is bruised;8 because 
he will not ever be thrashing it, nor 
break it with ‘the wheel of his cart, 
nor bruise it tcitli his horsemen. 

29 This also "cometh forth from 
the Lord of hosts, which is wonder¬ 

ful in counsel, and excellent in work- 

CHAPTEB XXIX. 
God's heavy judgments upon Jerusalem, 1—G. The unsatiabk- 

ness of her enemies, 7, 8. The senselessness, 9—12, and deep hyj>o. 

crisy of the Jews, IS—17. A promise of sanctification to the godly, 
18—24. 

\\/"OE!> to Ariel, to Ariel, the10 city 
” where David dwelt! “add ye year 

to year; let them kill11 sacrifices. 

2 Yet ‘I will distress Ariel, and 
there shall be heaviness and sorrow: 
and' it shall be unto me as Ariel.12 

3 And I will ‘'camp against thee 
round about, and will lay sieo-e 

against thee with a mount, and I 
will raise forts against thee. 

4 And'thou shalt be brought down, 
and shalt speak out of the ground, 

and thy speech shall be low out of 

the dust, and thy voice shall be, as 
1748) 

J A.M.3J92, B. C.712. | A. M.3292. 8. C.7U. 

| 1 See the marginal re- 11 Ileb. peep, or fhirp. 
• ch.H.19. 

r«»e In deliver, but 2 Their loud and lofty 
now lie will wist- to 

; destroy. | god. They would use 
q Jos- 10.10,1 Jl Geba, 1 tlie suppressed titltM 

Eb.M.lS. , of fear and alarm. 
r ne.a>.?t-24;I.a.a.lS: ■ as If speaking out of 1 

j I.U.19.41-41. i the dust, or lu the ; 
r SCh-JG.IG; Je.1.5.17; chirping, muttering 
Ac. 13.40, lit 17.32. sounds vised lu the 

; < 2 Ch. 33.11; La. 1.14; iin-niualions ef mo- 
Re.12. 18,19. 

urh.lli.m&Jr.M.II. j j ch.33..»; 31.3,3;37.36. 
' edi. 1.3; De.33.1; lie. ech. 17. 1J; Job 21.18; 
i 2.7.11.17.29. 
; it Jr. 4.3. h ch.J0.13i ITh.S.3. 

2 Vetches; a kind of ich.28.2; 30.30; ISa.3. 
j tare; but it In hvre 10; Mat. 34.-7; I-u.-'l. 
' generally understood 11; Ki-.U. 13,19. 

of the lilgclla, i.e. the k ch.37.3n; Je.23.31 -33; 
nutmeg-llniver. or Zee. 14.1-3.13-15. 
Muck cummin- 13>c 1 ver.2. 
Romans used it u a in JobWAiPs 73.30. 
seasoning for bread. 3 A striking ftgurr, 

:t Or. the a-hent in the repre*.‘nl ing the ear- 
principal [dace, and licst desire which the 
the Intrley in the up- Assyrian bad to pus- 
painted place. «->s Jerusalem, and 

t Or. ■,»//. Kx.9.31.32. his utter diMippouit- 
S Ileb. border. 
6 Or, ednd he bindrth uch.10.7-16. 
it in inch tort a, hr. o ch.44.13. 
Chet doth timeh him. pch.1.3; Je.3.12;Ha.l. 

i Ex. 3d. 2: Job 33.11; 5; Ac. 13.40.41. 
P*.l44.1;J«-t.t7. 4 Or. take vo«r plea- 

y dt.4I.I3|lKI.I9.7. lire and riot, cb. 32. 
7 Four method* of 13.13. 
threshing, bv rttfler- 1 srt-r. 10; ch.19.14; 49. 
cut Initrumonla, are 2>!;Jn. 33.9; l-a. 1.21. 
her*- mentioned; the 
Bull, the drag. 111.- to Hie itnhe)loving 
wain, and the lr>-ad- , 
lug of the cattle. The much In doctrine and 
stall nr Ball, war practice. 'Asa drunk 
used fer the grain mau t hul -ci-i not hlng 
that was too tender clearly or coricrtlv, 
to be treated In the mid caniint walk 
other method*. Hie steadily, so it is with 
drug consisted of a I hem.’— Harriet. 

r ch. 6.9,10; lSa.3C.12; 
strung planks, made no. n.8. 
rough at the bottom rcb.44.18-, F.re. 14,9; 3 
with hard stones or Co.4.4. 
Iron; It sms drawn S Ileb. hradt, >|ic.3.I. 
by bones nr oxen fch,30.IO-,)So.9.M;.\m. 

7,13.13. 
spread on the ll.K.r, 7 1 Tlie vision of the 
the driver sitting whole.' i.e. all tlial 
upon It. Tin- wain tied has revealed. 
ous much like the • flvese senses teach 
former, but had 

hillfy of those vin- 
teeth, or edge* like a ilerstnuillng divine 
raw. 'Hu- last method 

the law of Moses, 
which forhlds tlie ox Tln-ru was nothing 
to be mnntod wbwt mituratJy Impossible 
ho treadeth ont the in the vases referred 
com. to: the person who 

was skilled in letters 
.1 All). 9.9; Mat. 3.11; bail only tu break 

Lit.23.31.33. 
8 The lesson here who was ignorant 
taught is. that a* the 
hurluiuduian n-gular- learn; hut by the 
\y carries on the ap- application of tho*e 

menus, a know ledge 
of agriculture, so the 
Almighty proceeds would have been tie- 
in dealing with his guired.'- Ucridrmn. 
people. As the hits- S Or, letter. 
ha.-idmsn. when lie ii eh.8.IS. 
uses rougher mi-nns. r Do. l‘r.4.9;Mat. 1,1.11; 
w ill not do so heyoud 10.17. 
a certain point, wi 9 They are Just as 
neither will Cod. in 
punching Ms pisiplo, lug of tin- revelations 
contend with them of C.od. as i. a man 

i for ever, or to their of the Clint mu. „r • 
! "Iter destruction. book who Is utterly 

unable to read. 
; c Joh 3.9; 37.33; Ps.40. vr Je.J.4; Ho.4.$. 

3; Da.4.3,3. 10 Instead of .Id,ami. 

| CHAP. XXIX. J eh oath. 
A.M.3S93. It.C.713. 

I 9 Or. 0 .dril l, that Is. 
the Urn of f.'.s/.ch.Ji. Mat. IV 7-9. 

I 9; F-M.43.lJ.oMrg. jt Pr. 30. ti; Mat, 15. 2- 
10 Or. o/the city, 2S». Mar. 7.3-13, Co. 2. 

ocb.l.ll.|»;Ho.«.|3; 11 Cbrht applied this 
AU14.4.S. 

• light alteration not | 
mli-ctiug the tense.) 

b ch.J.2J-30; 10.5,6.32; 
21.1-12; 37. 3; Jr. 39. hi* day. Mat. 15. 8.6. | 
4.3. 

; c eh 34. 0; Tie. 39. 17; 
The people approach- . 
ed thptomplc.nndoh- 1 

Zvp. 1.7.3; He. p.i.17. served the forms of 
12 Jem-all-in is call- religion. While they 1 

od ‘Ariel. probs- Wl-rd wholly al^nr, j 
Wf because it run- 
tamed the groat sltnr. 
and was the place of 
wcrlfice. The word 
Ariel hen- means 
’ the hearth' of the (fed; and listened to ' 

; great all»r. -It-dinll 
| indeed bs; an Ariel their false prophets 

i sume mine enemies. and reverence tlura 
, rfl Kl. 1*. IT; 33. 1 -4; 
| Em. 21.22; Lq.iy.t3. 
I «" 

cch.2.U-2l;3 8,Pi.44. 
12 Ileb. add. | 

of one that hath a familiar spirit, cih 
of the ground, and thy speech sin f! 
whisper1 out of the dust." 

5 Moreover, Abe multitude of tto 
strangers shall be like small dust, a: ft 

the multitude of the terrible ones A vs 

be -"as chaff that passeth away; yii 

it shall be *at an instant suddenly.)! 

6 Thou shalt be ’visited of t h 
Loud of hosts with thunder, and wi k 
earthquake, and great noise, will 
storm and tempest, and the flame oh 

devouring fire. 
7 And ‘the multitude of all til! 

nations that fight against Ariel, eve , 

all that fight against her and bib 
munition, and 'that distress her, ska , 
be “as a dream of a night-vision, it 

8 It shall even be5 "as when an huiii 

gry man dreameth, and, behold, lilj 

eateth; but he awaketh, and his sou 
is empty: or as when a thirsty via- 

dreameth, and, behold, he_ drinketbij 
but he awaketh, and, "behold, he tw 

faint, and bis soul hath appetite: s 

shall the multitude of all the nation*! 
be that fight ag-ainst mount Zion, x 

9 11 Stay yourselves, ''and wonder: 

cry' out, and cry: ?they 

drunken,5 but not with wine; the ! 
stagger, but not with strong drink, is 

10 For "the Loud bath poured ou 
upon you the spirit of deep sleep, am 
'hath closed your eyes: the prophet ! 

and your rulers,8 ‘the seers, bath Ik 
covered. 

11 And the vision of all7 is becoim 

unto you as the words of a 8boob 
“that is sealed, which men deliver to 

one that is learned, saying-, Bead this' 

I pray thee: and he saith, 'I cannot 

for it is sealed. 

12 And the book8 is delivered tc 
him that is not learned, saving, Beat! 

not learned. 

13' Wherefore theLoRD]<>said,'For¬ 
asmuch as this people draw near nu 

with their mouth, and with tlieir lips 

do honour me, but have removed tlieii 

heart far from me, and "tlieir fear” to¬ 
ward me is taught by the precept of 
men: 

14 Therefore, behold, !I will pro 
eeed° to do a marvellous work amon< 



The people threatened for 

this people, even a marvellous work and j 

a wonder; “for the wisdom of their wise, ■ 
men shall perish, and the understand- 
in”- of their prudent men shall he hid. 

15 Woe unto them that ‘seek deep ' 

to hide their counsel from the Loan, 1 
and' their works are in the dark, and 

they say, '‘Who seeth us? and who 

knoweth us? 
16 Surely1 'your turning- of things 

upside down shall be esteemed •‘as 

the potter’s clay: for shall the work 

say of him that made it, lie made me 
not? -’or shall the thing framed say j 
of him that framed it, lie had no 
understanding? 

17 * Is it not *yet a very- little 
while and ’Lebanon2 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 
obscurity, and out of darkness. 

19 The "meek also shall increase3 

their joy in the Lord, and "the poor 
among men shall “rejoice in the Holy 

One of Israel. 
20 For '’the tenable one is brought 

to nought, and ’the scorner is con¬ 

sumed, 'and all that watch4 for ini¬ 
quity’ are cut off: 

21 That 'make a man5 an offender 

for a word, 'and lay a snare for him 
that reproveth in the gate, "and turn ’ 

j aside the just for a thing of nought. 
22 Therefore thus saith the Lord, i 

who' redeemed Abraham, concerning j 

the house of Jacob,0 "Jacob shall not j 

now be ashamed, neither shall his face 

now wax pale. 
23 But when he seeth his children, 

jtlie' work of mine hands, in the midst 
; of him, they shall "sanctify my name, 

and sanctify the Holy One of Jacob, 
and shall 'fear the God of Israel. 

24 They “also that erred in spirit 
- shall come7to understanding,and they 

that murmured shall learn doctrine. 

CHAPTER XXX. 
The prophet threateneth the people /or their confidence in Eyypt, 

1—7, and contempt of God's noff, 8—17. God's mercies toward 

his church, 18—26. God's wrath, and the people's joy in the des¬ 

truction of Assyria, 27—33. WOE to “the rebellious children, 

saith the Lord, ‘that take coun- 

THE MARGIN MOVES TO THE CENTER 

ISAIAH, XXX. 

A.M.32S), B.C.7I3. 

rh.19.ll 1-1 Job 9. e rh. 4. 5.mnrg,: W. IA 
I3;.lc * 7-!*-,J>iliu!i.?9- , 1 The Idea v> hl.Ti bc.l 

I.2J.2S; 1 auib Um> c.ruKrtloti 
Co.l.19-24. 
eb.90.li JobM.IS.14i 
H*. 10.11.13; 139.1-K; 
Jr.S3.2»;Rl#.ll.l2. 
Job21.19-17; 31. 21; 
J..)i«J.I". 

I ch.47.)0;F*-73.tl. 
Haltn-r. Oh your 

pcrvrr*onr*» ! Mwll 
the (miter be regard¬ 
ed ft* the flayr r. 
.. if he liaj 

here Ulhat »uggnl,-d 
by I.i.M(h. In accor¬ 
dance with |W Sep. 

Syrkiif, and adopt •*< 
by KiofomUllrr, Gc- 
•eniu*. hr,, 'to make 
a libation ;- that i», t» 
make ft rmenaot or 
compact. 

deb Ho*.13. 
2,211.3 13. 

their confidence in Egypt. 

sol, but not of me; and that "'cover 

with a covering, hut not of my Spirit, 
that they’ may “'add sin to sin: 

2 That 'walk to go down into 

Egypt, •'and have not asked at my 

mouth; to strengthen themselves in 
the strength of Pharaoh, and to trust 

undcr-dandmg and 11 rh.20.5.6,31.1-3;1KI. in ,<7tlie shadow of Ivvypt! 
hi. work . : K.4i Sc.VM Etc .22. > OJ f 

3 Therefore shall ‘the strength of 
Pharaoh be your shame, and the 
trust in the shadow of Egypt 'your 
confusion. 

4 For 'his princes were at 'Zoan, 
and his ambassadors came to “Hanes. 

5 They were all "ashamed of a 

people that could not profit them, nor 

profit, but a shame, 
and also a reproach. 

6 The “burden of the ''beasts of 

Paul crapl.iy* 
•iOftf aDu»u>o but !/Sa 27.21; Jo*, fi.l 4; 
fur a differ,-lit pnr- j Je.42.J.2tl. 
poo*. Ho. ».2U. Tlift [g ch Is.I.J,1.2.1,-,. 
point* of comparison | A Tfr.V7iJf.37.510, 
urf the unlhingoma | i vli. 4V 18, 17; Je. 17. 
of mao. the uih 
of God. 

2*. I, Ac.17.8. I 
/rh. 45-9,10; Uo.9 ,Nu.]3.22. 

w Je. 117. Tahjemh-M; 
4 Etf. 9*. 18, 7VA*ipA- ft r«.9*.A.S. 

i flu 83. I ft; Hag. 2.0; 5 „,Acr. 
lie. 10.37. n ch. 205.6. 

i fh-32.1A;35. 1.2;H«. 1. j p cb.4S.l4. 
S.IOiRu.li.ll-lT. j> 1K1.I0.3. 

I There *bftU be , J The pr.ipkvt 
change* as great *»'; ;he caravuo, «i 
If 1 .ebanoii ibuilcl ■ | beaafa of Ibe am has. 
beeome a rnltirated 
region, in a* it n iveil- 
tilled field rlhrald 
gr.iir U)i Into a toward- Egypt, 
f 'resl. I j rrlea oul. ' (J llie 

1- Ho*. 3. 4; Mir. 3. 12; ] heavy burden. Ihe 
KM.il. 1,2; Ro.I1.*" • • 

, be an help nor 
travelling nxiihu nrd j 

'i""'"'''the south:’ ’into the land of trouble 
Mar. 7.37; John G.43; 
Ac.JO. 18; Kp. 1.17.19; |jT Nu.JJ,6,7;IJe.8.14. 
) Pe.2.t*-.lte.3.18. I!, i 

Mifb-61.1;Pr.23.9;Mat. (I, rh.31,1-3. 
5.5; 11.29; U»5. 22,23; 
Ja.S-13-lh; lPcJ.I-3. 

3 Ueb. add. 
n fh. 41.17.18; Zfp.3. 

12-18; Mat-5.3.11.4; 1 
Co. 1.36-29. 

«. fh. 61.10; tbib. 3.15; 
I'h.3.1,4.4. 

p ch-49.23.1IaM.G,T. 
ydi.W. 14-22. 
r Mic. 2.1; Mar. 2.6.7; 

l.u.6.7. 
4 That K who anxi¬ 
ously vek fur opiu.r- 

lul<;ulty. 
i Mat.22. IS. 
5 The Connertlon rr- 

i tumid be understood 
of tbo*e who admin- 
l.ter jiulicr; and the 
u‘u*e i, probably cor¬ 
rectly fapr,-*««l by 

domi'cd (lie lean-mail 

J Or, f« Aer. 
urer. IS; rh-7.1: Ex. 

14.13; l.a.3.26; Ho.5. 
13. 

4 The nord rendered 
‘ Tirvngth,' Rahnh, Is 
* proper name of 
Eg >pf juid the pbrftse 
rendered 1 to fit rilM." 
is a part of the name 
which Ihe iirophet 
gave to her, • 1 have 
railed her Kaha\ the 

commit i. r rh.».l; Je.3C 2.2xJJ; 
51 Hah.2.2. 

5 Hat her. on a tablet. 
G 1 leb. the lot ter da a. 

fll.2.2;Nu.24.H; He. 
4.30; Job 10.25; Ere. 
35. If.; Ho. 3.5; 111. 
4.1. 

; ch.59.3Je.9.3-5; Ho. 

w SCh. 36.15.16; ,Ce.9. 
Geteuiu*, lit I lender- , ’ Je.7.13; Zee. 7. 
,,,n' 1 11,12. 

I Je. 18.18; Am.ft.10-,7. | e)KI.21.20-.2Cb.16. 

u 1Y.28.21; Ere. 13-19; 
Mat. 215.16; Ac-3.14; 
Ja-3.6. 

r rh.41.*.9.14: Ge. 45. 
lb;l,il.1.68; IP,'.1.18, j 
19; He.5.9. J 

6 Tlii* l» a poetical j 

20-23; 
2i?.27; 38.4; Am.?.l2l 
7.l3;Mlc.J.S; AC.4.1J. 
ls.lTK.2. IS.IC. 

r I Ki.22.8-13,27; Je.6. 
13.14; Ele.13.7-10.19- 
22vJubil7.7. 

No man professedly j 
Intnoluclion <d Jaodi jj ,Jec, 
». the '""-be of cd; Mil many a man 

Is i* tiling !„ pul him¬ 
self under that kind 
of teaching w hich » j 

deceit and laiselwosl 
ii he would examine 

, flie iuu'wIm of 
the Jew iih people,— 
at if Ibe venerable 
patriftrrb nerv look¬ 
ing >i|am Ills children. 
Their deportment 

w ar,l II, Ihe reforms- 1 

l rur he should II*,t be! 
: a-hamed,.f them, but , 
I llHUlld look ,M| lll.MII !; 
I ii Ith approbation.'— j 

I ir ch. 44. 21-26 | IS. 7. 
I Ae.; 61.7-11; JeJO.V 

7. 1'); lire. 39. 25 39; 
J.o-12.27; Ho. II. 11. 

■ r ,-h.l» 2S;6d.2l ;Kp-2. 

I ii ch fi-16; Jlat.6.9; He. 

f r ll,u3.3;Re |S.4. 
I a fh. 29. 7; Z-v. 12.10: 

Mat.2l.2V32: I.u.15. 
17-19; Ac.2.37 ;6.7. 

7 I leb. I muc under¬ 

let Thftt is. where one 
part of Ike w all sink* 
and inclines toaddp. 

• 2.3; 12. 2.3; f g,* . p,.; J.15,20; 
.SI- 1 iTh.3.1-3. 
■ll.S-lAlCh. 10.13,14. 4 lV2T,Je. 19.10.11, 

chap, xxx 
A.M.3291. H.C.7I3. 

a ver.5; ch 64.2; 1>» 9. 
7.24; 

' and anguish, from whence come the 
young and old lion, 'the viper and 
fiery flying serpent, they will curry 

their 'riches upon the shoulders of 
young- asses, and their treasures upon 

the bunches of camels, to a people 
that shall not profit them. 

7 For 'the Egyptians shall help in 

vain, and to no purpose: therefore 
have I cried concerning3 this, "Their 
strength4 is to sit still. 

8 17 Now go, 'write it before them 

in a table,5 and note it in a book, 
that it may be for the® time to come 
for ever and ever; 

9 That "this is a rebellious people, 
'lying- children, children that -"will 

not bear the law of the Lord: 
10 Which 'say to the seers. See 

not; and to the prophets, Prophesy 

not unto us right things, “speak unto 

.us smooth things, prophesy "deceits: 

I 11 Get ‘you out of the way, turn 
; aside out of the path, 'cause the Holy 

'rastrjt! One of Israel to cease from before us. 
-j 12 Wherefore thus saith the Holy 
“i One of Israel,8 ‘‘Because ye despise 

. .■nt|4, itli Ni„ this word, 'and trust in "oppression 

and perverseness, and stay thereon: 

13 Therefore this iniquity shall be 

to you -his a breach ready to fall, 

m!?“• “J8*9! swelling out10 in a high wall, whose 
breaking -’coineth suddenly at an 

instant. 

14 And ‘lie shall break it as the 
'748) 

• J.dm 15.23,24; Eji. 

of I Ur gerpeln-Jil 
i Itri-mUui of hi* » 

nauid*. I-aiati, £ 
, 1.1 •hmr Owm l 
! liulchf u a* di*)»*, 

;if*;u4lm, make* an 
imniodlnte npjuuil to 
that name ftgftia, 

d fb. 5. 21; 31 1-3; Am. 
! 2. I; I.u 10. 16; ITU. 
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EXPOSING THE LETTERPRESS GRID 

+ Je t’aime + — X 29 caresses + la lune et les lisseaux 

chantent sous les arbres.... paradis de mes bras Viens 

chance + — X + — 3000 par mois 4- 

vanityeeeeeeeeeeeeeee | | bagui rubis 8000 + 

6000 Its. chaussures 

Deraain chez moi 

Suis slrieuse Trois 

baisers futuristes Rpppppp 

3.... para 

E 

MERZ 
v 

REVO: 
ANNA BLUNE 
DENATURIERTE POESIE MIT GESANG jo 

^^ZTYPSI-STE 
b I m WANG-WANG-BLi 

^0 RAYNBOWS 

IS IS 
uLLaLaLa ^LLaLaLas 

^LLaLaLa wLLaLaLac 

tui tui tui tui tui tui tui tui 

DIE GESETZE DER LAUTE 
AlS SEELENMARGARfNE Zm 

■■ DADAISTISCHE SEEFAHRT 

MANIFEST vom fliegenden MAIKAFER 
^ MANIFEST vom BRUMKREISEL 

DIE GESCHICHTE DES JOSEF GNOI 
Phonetlsche Olchtungon 

DADA 1ST DER SITTLICHE ERNST UNSERER ZEIT. 
Nltmand soil ohna dadalstlschen Trost das alte Jahi 
Unarwartota Einlagen. 

SCH 

ORTOLIE 

MATERIAAL VOOR 

VLOEREN - PUIEN 

OORSTEENMANTELS 

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 hy 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. 
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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 

1910s, 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 

■fe 

der direktor 

das bauhaus in dessau 
1 dessau mauerstraBe 36 ® fernruf 2696 stSdt kreisspark. dessau 2634 • postsoheok magdeburg 13701 

ihre zeichen ihre nachricht vom unsere zeichpn tag 

betreff 

versuch elner vereinfachten schrelbweise: 1. dlese schreibweise wird von alien neuerern der schrift als unsere zukunftschrlft empfohlon. 
din a 4 vergl.das buch ..sprache und schrift'' von dr. porstmann, verlag des vereins dsutscher ingenleure, borlin 1920. 2. durch kleinschreibung 

verliert unsere schrift nichts, wird aber leichter lesbar, leichter lernbar. wesentlich wirtschaftllcher. 3. v/arum fOr einen laut, b. a zwei 
zeichen A und a ? eln laut ein zeichen. worum zwel alfabele fur ein wort, v/arum die doppelte menge zeichen, wenrfNjie hSIfte dasselbe erreicht? 

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. 

The new typography not only contests the classical “framework” 

but also the whole principle of symmetry. —paul renner, 1931 
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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 

Diagram, 1928 

(redrawn). Designer and 

author: Jan Tschichold 

Tschichold’s diagram of good and bad magazine design 

advocates staggering images in relation to content instead of 

forcing text to wrap around blocks moored at the center of 

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 infixed 

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 FOR CONSTRUCTION 

Zum baldmbgiichst&n Etntritt 
suchen wir 

Verkaufer als 
Samstags-Aushilfen 

auch verkaufsbegabte 

Handwerker 
fOr unaere Abteilungen 

Heimwerker 

Gartenbedarf 

Werkzeuge 

Baubeschlage 

Al» fortschriHllchN Untemebrien sirrd wlr beslrobt, urt»»ro« 
M«arb*>tem antjonohmo Arbaitabedingungen zu bieten. Dacu 
gebdrt auih dia FOnt-Taga-Wocha, varbilligter Einkaut und 
endero VergOnatiBonoon. Erkundigon Sio sidi bltta bei unseror 
Parsonalubtelfung, «uf Wunach ao<* samslags. 

ZAHN-NOPPER 
Stuttgart M, TGbinger StraBo It 
Tetefon 29 90 81, Hausapparat 14 

»eZN 

W>r Indian turn boldmbglicbs’en 

KRAFTFAHRER 
mil FuhrareHain Klotse 2 

Wir bie'en auto Bazohlung, on- 
geneKrrc Arbailrbadingungen, 
'oriole Einridilongeo. 

ZAHN-NOPPER 
7 Slwttooit-ZvHwibaoMn 
Zoho-Nopp«r-$trofte 12 

250JAHRE 
SEIT1721 zi\ 

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. 
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GRID AS PROGRAM 

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). 

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 Muller-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 cliches 

of self expression and raw intuition, they aspired to what Ruder called “a 

cool and fascinating beauty.” 

Gerstner’s book Designing Programmes (1964) 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 

s***@S*® 

TrT 

!' || 

! 

2 Mehrfamilienhauser im Doldertal ZUrich 

(freies, schallsicheres Wohnen, Einbezlehung der Landschaft, grosse 

Wohnterrassen, weltgehende innere Ausstattung). Im Untergeschoss: 

Gedeckter Vorplatz mlt zwei Garagen, Elngangshalle mit Treppen- 

aufgang, Abstellraume, Vorratskeller, WaschkOche und Trockenraum, 

die belden letztern nur Im untern Haus, Unter der Eingangshalle mlt 

besonderm Eingang [9] (7) llegen Helzung und Kohlenraum. Im Par¬ 

terre: elne Vlerzlmmerwohnung mit M8dchenzlmmer und eln Eln- 

zlmmer-Appartment mlt dlrektem Eingang vom Garten. Im Ober- 

geschoss: elne 5/6-Zlmmerwohnung mlt Mfidchenzlmmer. Zu dleser 

elner Bussern Eternltverkleldung. Zur Fertlgstellung des Aussern slnd 

ausschlleQllch Materlalien mlt unterhaltsloser Oberflache verwendet 

worden: Edelputz (welsser Zement, Naturstelnpartlkeln, ohne Farb- 

belgabe); Eternlt fOr Rolladenkasten, BrOstungen, Sonnen-Storen- 

Vordach und DachgeschoBaulbau; lacklertes Holz fOr Rolladen und 

Garagentore; Kupfer fOr samtllche Spenglerarbelten; feuerverzlnktes 

Eisen fOr Fensterbleche, GelBnder. Gestrlchen slnd ledigllch die 

Fenster und gewisse Metallteile aus archltektonischen Grunden. 

Fensterfiachen: Horlzontal-Schlebefenster In Fdhrenholz In den Woh- 

Wohnungsausstattung: Die belden H»user slnd fOr anspruchsvolle 

Mleter, Jedoch ohne Luxus ausgestattet. Die Zimmer slnd dem- 

entsprechend gerBumlg dlmenslonlert (Wohnraum 35,00 m2, Terrasse 

20,00 m2). Die Skelettkonstruktlon erlaubt Jederzelt elne den WOn- 

schen der Mleter entsprechende Varlablllt&t des Grundrisses. Im 

Wohnraum beflndet slch eln offener Kamln und eln breltes Fenster- 

brett tOr Blumen. Eingebaute SchrSnke Im -korrldor, In den Zlmmern 

klelner Abstellraum. Fussbbden: In den Wohnungen Holzmosall 

(Esche im Wohnraum, Elche In den Obrlgen Ra.umen und Ini Korridor) 

2 MehrfamilienhSuser im Doldertal Zttrich 52 

l66 I THINKING WITH TYPE 



16. Teilanslcht von Sudwest mlt Elngang und Garagen 

n den Kuchen sind Stelnzeugplatten, versuchsweise Linoleum; In 

Jen BSdern Terrazzo, schwarz, mit weissen MarmorkSrnern. Die 

rreppentrltte und Podeste bestehen ebenfalls aus Terrazzo (Trltte 

ertlge Platten, Podeste im Bau gegossen und geschliffen). Die Stirn- 

seiten der Tritte und d‘e SocKel slnd mit weissen, hartglaslerten Platten 

selegt [14]. Die Boden der Ateliers slnd mit hellgrauem Linoleum 

jelegt. Wandbehandlung: Glpsverputz In s&mtllchen RSumen, Kalk- 

ibrleb in KQchen, Badern und Aborten. Die WSnde der Zimmer slnd 

nit Lelmfarbe gestrlchen, mit Ausnahme derjenigen In den Wohn- 

Sumen und GSngen (tapeziert mlt Grundpapler und Lelmfarbanstrich, 

ader ©Ifarbanstrlch auf Stoffbespannung). In den Ateliers Verklel- 

iung der WSnde In Holzkonstruktlon mlt Sperrplatten (gewachste 

flnnlsche Blrke). 
Im Treppenhaus: Aussenwand stoffbespannt, mitOlfarbe gestrlchen, 

mlttlere BrOstungswand gespachtelt und Hochglanz mlt Rlpolln ge- 

strichen; der Handlauf in Elsen, im Feuer weiss emallllert. Fenster- 

slmsen: Dlese bestehen In alien RSumen der Wohnungen aus per- 

forlerten, 3 cm starken Schleferplatten. Ausstattung der Bader und 

KQchen: Grosse des Bades In den Wohnungen 6 m* mlt Badwanne, 

Bidet und zwel Lavabos.W.C. Der Spiegel Qber den Lavabos 1st gegen 

die festverglaste FensterflSche gehSngt (Llcht auf das Geslcht). Die 

KQchen slnd vollstSndig ausgestattet, je elne Durchrelche Ins Treppen¬ 

haus und in den Wohn-Essraum, zweltelllger Aufwaschtlsch in Chrom- 

nickel-Stahlblech, KQhlschrank, ArbeilsflSchen in Ahornholz. Elek- 

trlsche Beleuchtung: Dlese 1st In alien Wohn- und SchlafrSumen, 

GSngen, KQchen, Ateliers elne Indirekte. 

Okonomische Angaben 
Die belden HSuser sind Prlvatbesltz von Herrn Dr. S Gledion, Zentral- 

sekretSr der Internatlonalen Kongresse fOr Neues Bauen. Die Bau- 

kosten Inkl. Architektenhonorar betragen: 43,5 Maurerstunden pro 

m3 umbauten Raumes bei total 1985 m3 pro Haus, offene Halle im 

Parterre zur Haifte gerechnet. Die durchschnlttllchen Baukosten fQr 

normale Wohnbauten in ZGrlch, ohne besonderen Ausbau, betragen 

38 bis 40Maurerstunden pro m3 umbauten Raumes. (1 Mstd.=* Fr.1.72 

1935/36) 

Asthetlscher Aufbau 
Die SchrSgstellung der Blocke ergibt elnerselts eine lockere Gesamt- 

anlage und erhdht anderseits deren plastische SelbstSndlgkelt. Der 

zweigeschosslge Charakter der HSuser (Baubestimmung der betref- 

fenden Zone) wlrd durch das Losldsen des Baukorpers vom Terrain 

und durch das ZurOcksetzen des Dachgeschosses gewahrt. Dieser 

Elndruck wlrd verstSrkt durch die vom Hauptbau abwelchende Kon- 

struktlon des Dachgeschosses (Holz und Eternlt). In der SOdlassade 

1st durch Weglassen der gemauerten BrOstungen eln Susseres Zusam- 

menfassen von Wohnraum und Wohnterrasse erreicht. In der raum- 

llchen Gliederung treten vlelfach schrSg verlaulende WSnde auf, 

wodurch eine gewlsse Auflockerung der Rechtwlnkligkeit erreicht 

wlrd. Die Elngangshalle ganz In Glas hat elne frele Form und ISsst den 

Durchbllck In den ruckwirtsliegenden Park frel. 
Der Garten relcht Qber die weitergefQhrten Gartenplatten (Granlt) bis 

zum Treppenaufgang. In den WohnrSumen und Ateliers retchen die 

Fenster bis zur Decke, In den SchlafrSumen 1st eln Sturz von 40 cm. 

In der Dlmenslonierung von Bautellen und Ausstattungsdetalls 1st 

elne dem betreffenden Material entsprechende Sparsamkelt sowie 

elne organlsche und gepflegte Formgebung beobachtet worden. 

Materialbehandlung und Farbgebung: Aussen wlrken die Baustoffe In 

ihrer natQrtichen Struktur und Farbe: Edelputz (weisser Zement mlt 

roten, schwarzen und gllmmernden Stelnspllttern), Eternlt, lackiertes 

Holz, Elsentelle feuerverzlnkt, mlt Aluminiumfarbe gestrlchen. Farbe 

an folgenden Stellen: Fensterrahmen dunkelgrau, GelSnderrohre, Ab- 

deckbleche welssgrau, die slchtbaren Kellermauern und SSulen slnd 

normal verputzt und hellgrau gestrlchen. Im Innern: Die WSnde Im Trep- 

penhaus, In den GSngen und NebenrSumen slnd welssgrau, ebenso das 

gesamte Holzwerk, Radlatoren, Leltungen. Die WSnde der Wohn- und 

Schlafrftume slnd hell getflnt (beige, rosa, hellblau, grau), Besondere 

farbige Akzente kommen weder aussen nochInnen vor; eslstdamltder 

wechselnden Bewohnung des Miethauses Rechnung getragen worden. 

53 2 MehrfamllienhSuser Im Doldertal Zurich 

DIE NEUE ARCHITEKTUR/ 

THE NEW ARCHITECTURE 

Book, 1940. Designer: Max Bill. 

Author: Max Roth. Photograph: 

Dan Meyers. 

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—filling 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 

Der New-York-Times-Prospekt zeigt die Losung 

einer komplexen Aufgabe; zeigt, wie sine Idee, ein 
Text und die typographische Darstellung fiber men- 
rere Phasen hinweg integriert werden, Daruber hin- 
aus kann sich die Autgabe stellen, PrQspekte wie 
diesen wiederum mitandern Werbemitteln und Druck- 
sachen zu integrieren. Denn heute brauchen Firmen 
mehr undmehr nioht bloss hier einen Prospekt, da 
ein Plakat, dort Inserate usw. Heute braucht eine 
Firma etwas anderes: Eine Physiognomie, ein opti- 

sches Gesicht. 

Die Beispiele dieser Seiten geben die Physiognomie 
der boite a musique, eines Grammophongeschafts 
in Basel, wieder. Die boite a musique hat ein Signet 
und einen firmeneigenen Stil-und doch wieder nicht, 
wenn man unter dem einen ein starres, nachtraglich 
uberall dazugesetztes Zeichen und unter dem anderr 
ein bloss asthetisches Prinzip versteht. Vielmehr: 
Die einmal deflnitiv festgelegten, aber jeweils den 
verschiedenen Funktionen und Proportionen ange- 
passten Elements selber bilden das Signum und den 

Stil in einem. 

Abbildung 13 zeigt die Struktur. Fixiert sind die Ele- 
mente Schrift und Rahmen; ferner die Verbindung 
von beiden und das Prinzip der Varlabilitat: der Rah¬ 
men kann, ausgehend von der Ecke unten rechts, 
nach oben sowie nach links belleblg um ganze Ein- 
heiten vergrossert werden. Einen in sich proportions 
hervorragenden Fall gibtes nicht. Es gibt nur wert- 
gleiche Varianten; und hervorragend 1st die Variants 
dann, wenn sie der jeweiligen Aufgabe am besten ar 

gemessen ist. 

Abbildung 14 zeigt die Neujahrskarte mit gleichzeitig 
verschieden proportionierten Varianten; 15 den Brief 
bogen, wo das Signum dem (gegebenen) Din A4 
Format angepasst ist; 16 und 17 Inserate, wieder ent- 
sprechend dem zur Verfugung stehenden Insertions 
raum bemessen; 18 ein Geschenkbon. 

I 

w --- 

1 boite al 
musique 

;S 
■ 
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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 a 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 html 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. 

October 26. 2007 

Climbing Kilimanjaro 
Tom Bissell’s account of his painful and exhausting climb to the summit of Mount Kilimanjaro. 

E3 E-MMC FEEDBACK 

0 SIGN IN TO RECOMMEND 

Lava 
Tcwar 

/ 
/ 

Shire 1 
Camp 

Shire 2 
Csnp 

r 
Sftira 
Cathedral 

Sara/ico 
Huts 

Katanga 
Camp . 

ntaa 5 to 20 

TOMS HEART RATE HIS OXYGENATION LEVEL 

Photographs by Simon Norfolk and Nat S Tujper; Video by Nat S. Turner 

Even at this relatively low altitude, there is 

only 75 percent as much oxygen available 

as there is at sea level Although It is normal 

for this altitude, Tom’s oxygenation level is 

already very low. A person with that 

oxygenation level at sea level, would get x- 

rays and lung function tests to look for 

serious lung disease 

Dr Kenneth Bailie, altitude org 

Erin Argner, Vu Nguyen and Joe WarU/The New York Times 

CLMBING KILIMANJARO 

(below) Interactive 

information graphic, 2007. 

Graphics director: Steve 

Duenes/N YTimes .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. 
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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. 

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. 

mica.edu 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. 

MARYLAND INSTITUTE COLLEGE OF ART : NEWS 

1 Main Menu 2. Calendar 3. Contact Us 4. Site Map Apply Online 

mica 
04,16.04 MICA Sculpture Faculty 

Member Michael 

Rakowitz Launches Book 

04.12.04 Designers Flaunt Their 

Fashions at MICA's 

Annual Fashion Show on 
April 24 >> > 

04.12.04 Third in MICA's Annual 

Series of Graduate 

Thesis Exhibitions 

Showcases Twelve Artists 
and a Group Show from 

Four of MICA's Graduate 

Programs >>>:- 

one of five paintings from senior 

thesis 
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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 1990s, 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 DES!GNN°t3!PONCENTRATE 

FEED THE LITTLE CHOPPER 

transparent git 

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. 
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UNIFORM BOXES OF CONTENT 

i 

Joshua Davis Studios Biography Manifesto 

calendar of events Joshua Davis is a New York A key advantage to working 
with Joshua Davis Studios is 
oar small boutique team. We 
arc devoted to working with our 
clients and their needs, and 
translating those needs into a 
dynamic experience. 

Research and development is at 
the heart of our process. At the 
studio, our friends, partners and 
adventurers work with us to 
advance this medium, not 

technologist producing both 
public and private work for 
companies, collectors, and 

interactive 

print 
exhibitions 

products 

artwork 

After several requests, we finally 
got a shop set up with the great 
guys over at Big Cartel 

While we roll offer limited 
editions through our gallery 
partnerships... lids shop allows 
ui to offer affordable, 
nen-csbtioncd work for 

twitter 
facebook 

fiiekr BMW. Kanyc West, Motorola. 
Amp’d Mobile, Nike, 
Volkswagen, Umbra. 
Miquelrius, Sony. Motown 
Records. Barneys. Puff Daddy, 
Bad Boy Entertainment, TOOL, 
Universal Records, Atlantic 
Records, HBO. Canon, Nokia, 
Charles Schwab, New Riders 
Publishers and others. 

Since 1995, Joshua Davis has 
been using technology and 
computers as a medium to 
create projects that a recent 
Apple Pro Profile touted as 
infinitely Interesting. server hosted by (mt) 

REFLECT is an Apple iPhone 
Art App we've been working on 
that uses multi-touch gestures 
to randomly generate a 
composition which gets 
reflected into a kaleidoscopic 
pattern. 

Visit sidewaysmobile.com for 
more info and availability. 

Outside the Line Testa 
c*»- 2009 development ©£ 

Hindu 
03.9009 color 

Holiday Reflect loo System 
re.sooS print 

Deck of Kings Exhibition 
ii. 2008 exhibition 

House of Yamake 

Mlqueirius 

Joshua Davis bags and 
notebooks can bo purchased in 
the US here: 

view product fine 

To learn more please visit our 
partner at. miquelrius.com. For 
retail inquiries, please contact 
Erik 

Miqudrlus Bags 

09.2008 products O ?;/ 

■■■■■■■■■■■ 

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" qf 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 1990s (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. 

On the invention of the 

web, see Tim Bemers-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). 

To produce designs that are objectively informative is primarily 
a socio-cultural task. —josef muller-brockmann, 1961 
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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. 

Programme 

|The Design Programme comprises various 
modules ol varying character and difficulty. 
The programme can lie combined with a 
designer's own practice (source of Income) 

DESIGN by carrying out practical assignments in 
DEPARTMENT [line with the programme'! criteria regarding 

Throughout the entire progrnnune, 
progre?f-tvdlscussed in Individual work 
evaluaUons in>e+mon to the learning goals 
agreed. In addition, alT'otageeu rnuil attend 
compulsory monthly colfecllve>Mtk 
evaluations. 

The tuition It provided hy the cote tutors who are available 
lor at toast one day per week. On these days, individual am 
collective work evaluetions will be held. 
The extensive network ol contacts means that the program? 
regularly brings stcdtnls Into contact with clients for paid 
projects that mesh Wnll with the course. Now commissions 
anil protects are presented during the collective work 
evaluations. 
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GOLDEN SECTION 

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 he infinitely 

repeated to create a spiral. 

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 section is a : b = b : (a+b). 

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 

is i : 1.618. 

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. 
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a : b = b : (a+b) 

A grid can be simple or complex, specific or generic, tightly defined 0 

loosely interpreted. Typographic grids are all about control. The 

establish a system for arranging content within the space of page 

screen, or built environment. Designed in response to the interna 

pressures of content (text, image, data) and the outer edge or fram 

(page, screen, window), an effective grid is not a rigid formula but 

flexible and resilient structure, a skeleton that moves in concert with th 

muscular mass of content. Grids belong to the technological ffamewor 

of typography, from the concrete modularity of letterpress to th 

ubiquitous rulers, guides, and coordinate systems of graphic 

applications. Although software generates illusions of smooth curve 

and continuous tones, every digital image or mark is constructed— 

ultimately—from a grid of neatly bounded blocks. The ubiquitou 

language of the gui (graphical user interface) creates a gridded space ir 

which windows overlay windows. In addition to their place in the 

background of design production, grids have become explicit theoretica, 

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 tota 

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 01 

complex, specific or generic, tightly defined or loosely interpreted 

Typographic grids are all about control. They establish a system fo 

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, ; 

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 ; 

gridded space in which windows overlay windows. In addition to then 

A grid can be simple or complex, specific or generic, tightly defined 0 

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 0 

content (text, image, data) and the outer edge or frame (page, screen 

window), an effective grid is not a rigid formula but a flexible ant 

resilient structure, a skeleton that moves in concert with the muscula 

mass of content. Grids belong to the technological framework 0 

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 

grid of neatly bounded blocks. The ubiquitous language of the gu 

(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 19x0s and 1920s exposed the mechanical grid 0: 

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 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 

Golden rectangle of text on 

8.5 x u-inch page (U.S. standard) 

Golden rectangle of text on 

A4 page (European standard, 210 x 297 mm) 

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). 

It may well be absurd to base a website on the golden section, 

but here, nonetheless, is a design for one. This wireframe 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 

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 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 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 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 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 

GRID SYSTEMS PAGE ONE 

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 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 

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 1910s and 1920s exposed the mechanical grid of letterpress, bringing it to 

This standard, 8.3 x u-inch page has even margins 

all the way around. It is a highly economical, but 

not very interesting, design. 

This page is an inch shorter than a standard 

U.S. letter. The text block is a square, leaving 

margins of varying dimension. 

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.) 

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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SINGLE TEXT BLOCK FRAMED BY MARGINS 

GRID SYSTE1 
grid systems page one 

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 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 

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 1910s and 1920s exposed the mechanical grid of letterpress, bringing it to 

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 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 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 iqios and 1920s exposed the mechanical grid of letterpress, bringing it to 

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. 

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 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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MULTICOLUMN GRID 
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(page, screen, window), an 
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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 

The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc It is a formal programme 

The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc It is a forma) programme 
to accommodate x unknown items. 

1 c 10 ° IKr 0 f I ** I j 

I Jk 01> Mm || x 0 <* 11 

tt|«fs0T 0 V0wj | 

[.A 

Vi 

i» 

01{0C!0L)|k 

2 1 ,JK 0L 0M 

FPlsfT 

F |< i 

N |0 

V |\\ 

There are numerous ways to use a basic column In this variation, images and text share 

grid. Here, one column has been reserved for column space, 

images and captions, and the others for text. 

While single-column grids work well for 

simple documents, multicolumn grids provide 

flexible formats for publications that have a 

complex hierarchy or that integrate text and 

illustrations. The more columns you create, 

the more flexible your grid becomes. 

You can use the grid to articulate the hierarchy 

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. 

Elements 

of varying 

width are 

staggered 

within the 

structure of 

the grid. 
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A HORIZON STRETCHES ACROSS THE PAGE 

Grid systems 

• :mt£]' 

[» 1 !• 11> 'I e |<i 

'1 I K 0 L fM f N 1 ° j 

A J» j(7 jiV| K |F |<> 

Ilf I ‘§K§ L fM |\ fO m The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
to accommodate x unknown items. 

(< '§ k f s || r f v If vj > to ll Is f T fvfw 

rhc typographic grid is a proportional 
egulator for composition, tables, 

pictures, etc. It is a formal programme 
lo accommodate x unknown items. 
Die typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
lo accommodate x unknown items. 

A grid can be simple or complex. 

loosely interpreted. Typographic g 

establish a system for arranging c i 

screen, or built environment. Des 

pressures of content (text, image, 

(page, screen, window), an effecti\e 

flexible and resilient structure, a s 

the muscular mass of content. Gr i 

framework of typography, from th 

the ubiquitous rulers, guides, and 

applications. Although software g< 

and continuous tones, every digit. 1 

ultimately—from a grid of neatly 1 
language of the gui (graphical use 

which windows overlay windows, 

background of design production, ] 

tools. Avant-garde designers in th< 

mechanical grid of letterpress, bri 

the page. In Switzerland after Wotl 

total design methodology around 

from it a new and rational social or 

centuries of typographic evolution 

carefully honed intellectual device; 
ambition, and they are the mescaj 

of resolution, nearly every system 

can be simple or complex, specific 

nterpreted. Typographic grids are 

system for arranging content with 

environment. Designed in respon 

text, image, data) and the outer ei 

an pfferlive grid is not a rigid form 

oedific or generic, tightly defined or 

da are all about control. They 

itdnt within the space of page, 

ntjd in response to the internal 

ta) and the outer edge or frame 

g id is not a rigid formula but a 

elc ton that moves in concert with 

lielong to the technological 

cc ncrete modularity of letterpress to 

oc rdinate systems of graphics 

eiates illusions of smooth curves 

in age or mark is constructed— 

u ided blocks. The ubiquitous 

n erface) creates a gridded space in 

3 ddition to their place in the 

n Is have become explicit theoretical 

9 os and 1920s exposed the 

;ii g it to the polemical surface of 

' /ar 11, graphic designers built a 

e ypographic grid, hoping to build 

le . The grid has evolved across 

For graphic designers, grids are 

ir fused with ideology and 

bl • mesh that filters, at some level 

f v'riling and reproduction. A grid 

r jeneric, tightly defined or loosely 

11 ibout control. They establish a 

t le space of page, screen, or built 

to the internal pressures of content 

e nr frame (page, screen, window), 

The typographic grid is » proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
lo accommodate x unknown items. 
The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
to accommodate x unknown items. 

The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
to accommodate x unknown items. 
The typographic grid is a proportional 
regulator for composition, tables, 
pictures, etc. It is a formal programme 
to accommodate x unknown items. 

A grid can be simple or complex, 

loosely interpreted. Typographic 

establish a system for arranging 

screen, or built environment. Des 

pressures of content (text, image, 

(page, screen, window), an effecti 

flexible and resilient structure, a s 

the muscular mass of content. Gr 

framework of typography, from th 

the ubiquitous rulers, guides, and 

applications. Although software g< 

and continuous tones, every digit; 

ultimately—from a grid of neatly 

anguage of the gui (graphical use 

which windows overlay windows, 

background of design production, 

ools. Avant-garde designers in thi 

mechanical grid of letterpress, bri 

he page. In Switzerland after Woi 

otal design methodology around 

rom it a new and rational social t 

centuries of typographic evolution 

carefully honed intellectual device 

ambition, and they are the inescaj 

of resolution, nearly every system 

can be simple or complex, specific 

nterpreted. typographic grids are 

system for arranging content with 

environment. Designed in respon 

text, image, data) and the outer e 

an effective grid is not a rigid fom 

pe 
ids 

g" 
J.-it 

eg 
kelc 

ds 

cc 

co< 

ne 

nr 

OU 

n 3 

gn 

8" 
d' 

le 

de 

Fc 

■bl 

of \ 
or 

all 

n 1 

ge 
til; 

the or generic, tightly defined or 

are all about control. They 

nt within the space of page, 

d in response to the internal 

) and the outer edge or frame 

id is not a rigid formula but a 

ton that moves in concert with 

>elong to the technological 

ncrete modularity of letterpress to 

rdinate systems of graphics 

ates illusions of smooth curves 

age or mark is constructed— 

ided blocks. The ubiquitous 

erface) creates a gridded space in 

ddition to their place in the 

s have become explicit theoretical 

os and 1920s exposed the 

g it to the polemical surface of 

Var II, graphic designers built a 

ypographic grid, hoping to build 

The grid has evolved across 

graphic designers, grids are 

iused with ideology and 

mesh that filters, at some level 

riting and reproduction. A grid 

generic, tightly defined or loosely 

bout control. They establish a 

e space of page, screen, or built 

the internal pressures of content 

or frame (page, screen, window). 

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 

also divide the page horizontally. For example, 

an area across the top can be reserved for 

images and captions, and body text can “hang’ 

from a common line. In architecture, a 

horizontal reference point like this is known 

as a datum. 

Grid systems 
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Ifang Leisalpa 
(Schloss}, 
2090 Meter 

ValserQuarzit 

Druckfestigkeit: 
etwa 217 N/mm' 

Rohdichte: 
2.698 kg/m3 
Wasseraufnahme- 
koeff izient: 
Masse -% 0,25 
Gefraste Stein- 
platten:Starken 
6,3,4,7 und 3,1cm 
Toleranz:i mm 
Breiten: 12-30 cm 
Langen: bis 3,20 m 
Qber 60.000 Ifm 
Fugenbreite: 
etwa 2 mm 

und verdichtet, wie dies im Betonbau ublich ist. Da der Beton 
bei diesem Vorgang die Vor- und Rucksprunge der Ruckseite 
der Steinplattenwand umfliesst, entstand eine vorziigliche 
Verzahnung und Verbindung der beiden Materialien Kunststei 
[Beton) und Naturstein. 

Allerdings konnten die Wande nichtin ihrerganzen Hohe 
auf einmal hintergossen werden. Das musste in Hohenetapper 
von 50 cm erfolgen. Erst wenn der Beton einer Lage eine bestim 
te Festigkeit erreicht und sich mit dem Mauerwerk verbunden 
hatte, konnte die nachste Lage von 50 cm daruber betoniert 
werden. Eine hohere Schiittmasse von flussigem Beton hatte 
die freistehenden Steinplattenwande seitlich weggedruckt. 

Insgesamt wurden fur die Wande derTherme 450 m3 Oder 
1300 Tonnen Valser Quarzitplatten zu 3100 m* Wandflache in 
20 Schichten pro m! verarbeitet. Die Lange alter verwendeten 
Plattenstreifen zusammen ergibtein Total von 62.000 Lauf- 
metern, was der Strecke von Vais nach Haldenstein entspricht. 

Peter Zumthor 

Boden 

Breiten der 
Bahnen: 8-110 cm 
Langen: bis3,20 m, 
je Platte zumTeil 
Qber 3 m1 in einer 
Starke von 2 cm 
Oberfldchen: 
poliert, gefrast, 
gestockt, ge- 
schliffen in alien 
MQglichkeiten 
und einer Fugen¬ 
breite von 1 mm 

Fugen und 

Mortelmasse 
EMACO R304 

barra 80 Firma 
MBT|Eckverbin- 
dungen.Schwel- 
len.Sturzplatten, 
Treppenunter- 
sichteundTritte, 
Sitze als einzel- 
ne Werkstucke 
gefertigt | minimale 
Toleranzen (weit 
untersiA-Norm) 
beim Schneiden 
und Vermauern 
derSteine, wiezum 
Beispielauf 6 m 
Hohe weniger als 
5 mmToleranz 

Grotten 

Trinkstein: 
polierte Quader 
aufeinander- 
geschichte Grdsse 
etwa 0,5-1 ms 
Quellgrotte: 
gebrochener 
Stein im Innern 
Schwitzstein: 
eingefarbterund 
polierter Beton 
Steininsel: 
grossformatige 
gespaltene Platten 
biszu3m’je 
Platte 



COLUMNS OF CONTRASTING WIDTH 

STEIN UND WASSER, 

winter 2003I04 Booklet, 

2003. Designer: Clemens 

Schedler/Biiro fur 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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MULTI COLUMN GRID 
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240 pp 
c.80 b&w illus. 

Paperback 
0 7148 3164 6 

£14.95 UK 

$ 24.95 US 

€ 24.95 EUR 
$ 39.95 CAN 

$49.95 AUS 

Bela Bartok 
Kenneth Chalmers 

■ Sets B4la Bartdk (1881-1945) and his work in the context of his homeland Hungary and his 
native city Budapest, where he lived for most of his adult life 

Covers the full range of his work from his early explorations of the folklore of Hungary to his 
Third Piano Concerto composed on his deathbed in the United States 

Brings out the singular nature of his genius and the originality of his contribution to music 

Kenneth Chalmers is an author, translator and composer who has written on 8artok, Berg, 
Stravinsky, Verdi and Weill, and collaborated on Decca's 20-volume Mozart Almanac 

■ t-. V , 
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MARGIN AS INTERFACE 

The Beatles 
Allan Kozinn 

Follows the extraordinary development of the four self-taught musicians from Liverpool 

from their beginnings until the break-up in 1970 

Examines why the innovative music of the Beatles - created, at least initially, as ephemera - 

has remained so durable 

Considers not only the commercially released disks but also studio outtakes, demos, 

unreleased recordings and broadcast performances 

Sets the group's evolution against the backdrop of the popular culture explosion of the 1960s 

Allan Kozinn has written musical criticism for the New York Times since 1977 and won ASCAP 

awards for his work, including the book Mischa Elman and the Romantic Style 

'A well-rounded, readable account. Makes a convincing case for putting the Beatles on the 

shelf between Bartbk and Boulez.' (The Sunday Times) 

563 

phaidon: fall 2003 

Catalogue, 2003. Designer: 

Hans Dieter Reichert. 

Publisher: Phaidon. 

Photograph: Dan Meyers. This 

catalogue for a hook 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 inte face for the 

catalogue. Divisions occur both 

horizontally and vertically. 
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If/Then Discovery in Digital Craft 

keyboards, digital and musical 

Malcolm McCullough 134 

3/8 

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 

military-industrial world of computing, one 
important way to do so is to play. 
Play takes many forms. For example, it can be 
individual or social. According to one classic 

taxonomy, individual play includes pursuit of sensa- 

much as build. 

builds is common sense. Play's endlessly variable 
series of awkward, exaggerated motions seeks out 
the approximate arena for later development of true 
competence. 

There is much to be said for play in a medium. 
If a medium is defined by its affordances and con¬ 
straints, then learning consists of exploring these 
properties. Experimentation is especially useful for 
becoming familiar with constraints: we learn from our 
mistakes. We must accept that beginning work in a 
new medium will be full of setbacks. There will also 
be fortuitous discoveries, however particularly of 

tions, exercise of motor apparatus and experimenta¬ 
tion with higher mental powers. This mental play 
includes exercise of attention, emotion and will. 
Attention play includes tests of memory, imagination, 
focus and reason. On the other hand, social play 
includes fighting and rivalry, loving and courtship, 
imitation and status seeking. Imitative play includes 
movements, drama, behavioural constructions and 
emulation of inner states.! 

Crafts and craft learning embrace quite a range 
of these playful forms. Arguably, no productive 
process combines so many so well. Sensation, skilled 
motion, attention, involvement, will — all must be 
balanced, and this is the basis for craft as recreation. 
Craft learning is a form of imitative social learning. 
Movements are physical skills taught directly, 
whether by demonstration or coaching. Drama is a 
lesser component here, although it may be under¬ 
stood in the willful suspension of disbelief that allows 
participation in an abstract medium. Constructions 
are the artifacts. They are the plastic play, the visual 
examples, the operational learning. Finally the inner 
state is the patience, reflectivity and intent that dis¬ 
tinguish the master. 

Play serves learning though experimentation 
without risk. Play often lacks any immediately obvi¬ 
ous aim other than the pursuit of stimulation, but 
functions almost instinctively to serve the process of 
development. Learning occurs through quick, impre¬ 
cise actions, conducted within understood rules of a 
game, and free from threat or consummation. Play 
does not use up so much as build. One thing it 

2 Karl Groos, The Play of Man. New York: Appleton and Co., 1901 

affordances. Design is not only invention, but also 
sensitivity to a medium. Craft cannot be merely in 3 
service of technique, or of inappropriately conceived E 
ends. The craftsman must begin to feel something . 
about the artifacts, and only certain moves will feel = 
right. Lf 

Of course when it comes to computation, we 
all must learn. In a sense, we're all children— the 
medium is that new. And of course, the most fluent r 

experts here are often quite young. As all of us learn f 

about this promising new domain, a chain of develop- r 
ments should be clear: play shapes learning; learning -j 
shapes the mind; mental structures shape software; > 
and software data structures afford work and play. 

Structure and Improvisation 
The master at play improvises. Consider the jazz ; 
pianist. In Ways of the Hand — The Organization of . > 
Improvised Conduct (1978), the musician David 
Sudnow gives us a rare description of otherwise tacit : 
knowledge in action. Improvising on a piece takes 
much more talent than simply playing from a nota¬ 
tion or learning by rote, Sudnow explains. Moreover, 
improvising begins with a sense of structure, from , 
which it builds a cognitive map. For example, the 
'way in' to an arpeggio is mentally mapped. The 
structure of the keyboard presents a physical map of . 
a chord, which may be modified in countless ways by 
physical moves. One could play the adjacent keys, for i 
example, or one could translate by any arbitrary inter¬ 
val. One could transpose or invert. One could change 
the order in which the notes were played, or the 
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the same pitches as the first, the doubled back 

and went fast again, but over different pitches., 

There were innumerable variations possible; 

looking at 'structure' in this way and corre¬ 

sponding to various continuity practices, ways 

of the hand were cultivated that were suited to 

the performance of such manoeuvres... 

Transposition of such a figure to a new seg¬ 

ment and correct repetition with respect to 

pitch, without slowing it down or slowing down 

parts of it, involved coping with the topography 

of the terrain by the hand as a negotiative 

organ with various potentials and limitations.3 

mpo, or the attack and decay. Of course one could 

jbstitute dominant, major and minor chords. 

Sudnow argues that because these variations 

e sequences of physical positions, they are learned 

i active skills no longer necessary to be understood 

a mental level. Each becomes a handful. That the 

ind gets a hold of a variation on a chord is indicat- 

I by observed tendencies to start into particular 

iquences with certain fingers on certain keys. The 

anoeuvre is known by the hand, and the mind only 

aps the way in. The ability to modify the run note by 

)te — which would require conscious attention — 

ily comes later, Even without attentive intellectual 

lidance, however, the natural tendency of the hand 

not to repeat itself, even in a series of figural repeti- 

>ns. Thus once a sufficient repertoire of runs is 

arned, this tendency inherently ensures a richness 

the sound. The hand searches its territory for 

quences, which process replaces a faithfulness to 

a score, and that makes jazz. For example: 

The new run could be in various other ways 

only 'essentially related1 to the preceding run. 

Say the first started slow and went up fast, then 

doubled back and went fast again, while the sec¬ 

ond started slowly and came back down through 

Although jazz is the obvious case, it is hardly alone. 

Improvisation plays a role in many contemporary 

practices, and in many traditional crafts. Few of these 

worlds employ such a singular instrument as the 

piano; few are able to turn so much over to the 

hands, but all involve playful response to a structure. 

For example, of industrial design, Herbert Read insist¬ 

ed that "Art implies values more various than those 

determined by practical necessity."3 As a modernist 

and industrialist, he felt admiration for fundamental 

structural laws, such as the golden section also 

admired by his contemporary Le Corbusier. He was 

convinced, however, that metrical irregularities based 

on a governing structure, rather than slavish adher¬ 

ence to the laws in their precision, was the basis for 

pleasurable expression. He cited Ruskin's line that 

"All beautiful lines are drawn under mathematical 

laws organically transgressed."5 He held that this 

was the case even in the useful (industrial) arts. 

Consider the case of processing a digital pho¬ 

tograph. The makeup of the raster image file, the varf 

ous tone scale and filtration operators, provides a 

very clear structure in which to work but demands no 

particular order of operation. The complex 

microstructure of the sampled pixels provides a sub- 

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. 

3 David Sudnow, Ways of the Hand—The Organization of Improvised 
Conduct, Cambridge, MA: Harvard University Press, 1978, p 7 

4 Herbert Read, Art and industry—The Principles of Industrial Design 
New York: Horizon Press, 1954 [1934] 
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In this hook about new media, 
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wild wlrkende, dem Lenndschen Ideal folgende, baumrelche 

Naturgarten welcht engllschen Rasenfiachen, die slch mlt 

nur noch wenlgen Baum- und Strauchgruppen und ge- 

pflegten Blumenbeeten abwechseln. Mlt dleser Verande- 

rung, so der dritte Dlrektor des Zoos, Heinrich Bodinus, soli 

es mdgllch werden, den belebenden und erwSrmenden 

Strahlen der Sonne Zutrltt zu verschaffen. Anders als zu- 

vor flnden slch In den Berliner Zeltungen nun Immer hSufl- 

ger positlv gefarbte Erlebnisberichte. Voriaufiger Hdhe- 

punkt und nlcht zu unterschatzender rite de passage fUr 

die brelte Anerkennung des Gartens war das drei-kaiser- 

treffen lm Herbst 1872: Kaiser Wilhelm, Kaiser Alexander it. 

von RuBland und Kaiser Franz-Joseph von Osterrelch-Un- 

garn werden In einem zwanzlg Wagen umfassenden Zug 

Uber das Zoogelande kutschlert. Obwohl der Zoo zu dleser 

Zeit noch auBerhalb der Stadt gelegen 1st, 1st dessen neuar- 

tige Gestaltungschon eln Zelchen dafUr, daB die preuBIsche 

Hauptstadt urn die Anbindung an die Kultur der groBen eu- 

ropSischen Metropolen bemUht 1st. Die Bevblkerungszahl 

Berlins steigt mit der industriellen Entwicklungjener Jahre 

erheblich, und dem Zoo kommt neben den Stadtparks. zu- 

nehmend eln Erholungswert zu, der durch elne Reihe von 

technischen Neuerungen gesteigert werden kann: eine 

Dampfmaschine sorgt fUr Wasserzirkulation und verwan- 

delt die frUher im Sommer Ubelrlechenden Gewasser des 

Gartens in belebte Weiher. Hinzu kommt die Erleichterung 

von An- und Abrelse. Ab 1875 verbindet elne Pferdebahnllnle 

Berlin mit dem Zoo. Im Jahre 1884 folgt die Installation elek- 

trlscher Beleuchtung, die elne Ausdehnung der Offnungs- 

zeiten bis in die Abendstunden zulaBt. Klnderspielhallen 

und -piatze werden elngerlchtet. Wo sonst kdnnten sle sl- 

cher vor dem GetUmmel der Weltstadt in frlscher Luft Ihre 

Glieder Uben und Ihre Lungen weiten? heiBt es im Pro- 

grammheft des Jahres 1899. || Der Zoo entwickelt sich deut- 

llch zu einem Integralen Bestandteil der stadtlschen Kultur. 

Anders als in den Stadtparks — etwa dem Humboldthaln — 

stellt hler der Elntrlttspreis slcher, daB die das Vergntlgen 

schmaiernden Obdachlosen und Bettler vor den Toren blei- 

ben. Zoofreunde werben urn die Gunst von Kolonialofflzle- 

ren, die helfen sollen, die Tierbestande zu erhOhen und die 

in der Folge tatsachlich zunehmend als Donatoren fungle- 

ren. Forschungsreisen und Expedltlonen In vlele Reglonen 

der Erde — hauf ig unter maBgebllcher Regie der Zoodlrek- 

toren — fUhren zur Entdeckung blslang unbekannter Tier- 

arten. Die intensive Kooperatlon von Zoo und Naturkunde- 

museum setzt sich fort, so daB der Bestand des Museums 

1894 auf etwa 2 Mio. Tiere, darunter etwa 150 000 Wirbeltiere, 

angewachsen 1st. Der Berliner Zoo wlrd In den letzten 

Jahrzehnten des 19. Jahrhunderts zu einem reprasentati- 

* ven Treffpunkt und zu einem Raum, in dem slch preuBi- 

I sche Mentalitat wenn auch nlcht aufhebt, so doch rela- 

| tiviert Fremdartige Tierwelt und elne Architektur des 

| Orient, des Fernen Osten und der Savannen, verbindet 

| slch, in einlger Entfernung vom hektischen und geschaf- 

| tlg8n Leben der Stadt, zu einem den Stadtbewohnern bis 

| dahin unbekannten Amblente. Hler entwickelt sich Na- 

I tur zuni Unterhaltungsgegenstand. Die von Zlrkussen, 

| Menagerlen und Markten bekannten sensatlonellen und 

g theatrallschen Aspekte gehen mlt dem zoologischen Er- 

g kenntnlslnteresse elne eigenartlge Symbiose eln. Ge- 

| tragen wlrd diese Entwlcklung nlcht zuletzt 

90 von bkonomischen Zwangen: Immer wleder 

kampft die Zoogesellschaft urn Ihre 

Exlstenz. Der Zoo wird zu einem 

der Piatze der Stadt, wo slch Vor- 

ahnungen elner noch in Entwlcklung 

begrlffenen Weltstadt am ehesten 

materlallsleren; kein Wunder, daB 

immer deutlicher auch Ktlnstler 

und Gelehrte sich von dlesem Raum 

angezogen ftlhlen. Neben einer Mu- 

siktrlbUne hllft eln erweiterter Re- 

stauratlonsbetrieb den Aufenthalt 

In den melst nur unzureichend 

belUfteten Gebauden aufzulockern. 

Eln Zeitgenosse beschrelbt diese 

Berelcherung: Durch das neue Re- 

stauratlonslokal ist die Zahl der 

groBen Festsaie urn ein Meister- 

werk der Baukunst vermehrt wor- 

den. Wenn hler elne vortreffllche 

Mllltarkapelle ein Concert aus- 

fUhrt, dann blldet, In Folge des er- 

hdhten Elntrlttspreises, die ele¬ 

gante Welt die Mehrzahl der Besu- 

cher. DrauBen dehnt sich elne lange & ^ 

Reihe Equlpagen bis In die Wlnkel des Thler- 

gartens; drinnen slnd alle Piatze im weiten 

Umkrelse des muschelfdrmlg gebauteh 

Orchesters besetzt; beim Klange der In¬ 

struments, belm Gepiatscher der Fonta- 

nen sltzt man, sich erfrischend, rauchend, 

plaudernd und scherzend unter den 

schattlgen Baumen und bllckt in das ab- 

wechselnde, stets rege Thlerleben hinausj 

wle es sich in den benachbarten Grotten, 

auf Acsten und Telchen kund glebt.' Die 

Auswahl der Tiere und der Sltuatlonen, Ini 

denen sich ihre Prasentatlon bewegte. er- 

folgt sorgfaitig und bedacht, die Kuratorenl 

entschelden slch fUr besonders exotlschl 

wirkende, kurlose, lacherllche, nledllche 

Tiere.* Dabel gilt es stets, die Konfrontationl 

mlt potentlell Abscheu Oder starkes Be-I 

fremden erregendem tlerischem Verhal-I 

ten zu verhindern. Die zunehmende Po-I 

pularitat der Zoos korreliert mlt dem Ver-I 

schwlnden von Tleren aus dem Alltagsle- 

ben des stadtischen Menschen. Das Tier Istl 

entweder Haustier, also Mltbewohner derl 

Wohnung, Oder drastisch auf seine Roh-I 

stoffunktlon reduzlert und fristet in fabrlk-| 

artigen Hallen abseits der Stadte sein oko-1 

nomisch optimiertes Daseln. Mlt den zoo-1 

logischen Garten beginnt ein Verdran-| 

gungsmechanismus, der slch spater auchl 

auf Naturparks und Reservate erstreckt:! 

die Gefangenschaft erscheint angeslchtsl 

der systematlschen Zerstdrung der Le-| 

bensraume als eln Schutz der Natur undl 

dient dazu, das unterschwellig vorhan-| 

dene schlechte Gewissen zu beruhigen.l 
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architektur I Franz Hessel 

erinnert slch 

in seinen Beobachtungen berllnlschen Le- 

bens an die merkwllrdigen Behausungen 

der Here: Liebt das Zebra seln afrikanl- 

sches Gehdft, der BUffel sein Borkenpa- 

lals?' Die Stelne von Barenzwlnger, Vogel- 

haus und Ldwenhelm deutet Hessel als 

Baukastensteine, der Zoo wlrd in seiner In¬ 

terpretation zur natUrlichen Fortsetzung 

einer Kinderstube und einem Ort, wo die 

vorzeitlichen Tlerkulte Gelegenheit haben, 

wiederaufzuleben. F. Llchterfeld bezleht 

slch In einem Artikel der illustrirten zei- 

tung von 1873 auf die anfUnglich vorhandene 

Verwunderung der Stadtbewohner ob der 

neuen, ungewohnten Bauwerke: Was sollen 

dlese ThUrme mlt der flammenden Sonne 

und den phantastischen Drachen-und Ele- 

fantenblldern In einer christllchen Stadt 

wie Berlin?- Diese Frage wurde frllher hau- 

flg aufgeworfen. zumal von Landleuten, 

welche ihr Weg nach der Stadt an dem 

fremden Heldentempel vorUber- 

fUhrte. Jetzt welBJedermann in und um Berlin, dafider ... 

fremde Heldentempel das neue Elefantenhaus 1st. (...] ' 

Nlcht dlesen, sondern dem Publlkum zulleb wurde der 

Neubau so relch ausgestattet, denn selbst dem Ele- 

fanten 1st elne Portion MoorrUben Oder eln Bund Heu 

lleber als der ganze archltektonlsche und muslvlsche 

Schmuck seines neuen Hauses, und nun gar erst dem 

Rhinoceros! |J Die stlllstlsche Gestaltung der Bauten 

steht offensichtllch auch In Zusammenhang mlt der.; 

Einbindung der zoologischen Garten in koloniallstlsche 

Zusammenh&nge. Die Representation fremdkulturel- 

ler Elemente erlaubt RUckschlUsse auf die Konturen 

eines rudimentSr entwlckelten Kosmopolltlsmus. Das . 

| Einbrlngen von Elementen aus anderen Kulturzusam-$> 

menhBngen marklert den Wandel vom systematlschen 

zum geographlsch orientlerten Zoo. Wlchtlgen EinfluB 

auf die Idee, Here In einem baullch-stillstlschen Rah- 

men zu zelgen, der gewlsse Zusammenhange zur Eth- 

nographle der Helmatlandschaften aufwelst, hatte 

der Zoologe Philipp Leopold Martin. In seinem 1878 In 

Leipzig erschienenen Kompendlum die praxis der na- 

ruRGEScmcHTE — er maBte slch an, es als vollstandlges 

Lehrbuch Uber das Sammeln lebender und todter Na- , 

turkdrper zu bezelchnen — rationalislert Martin die- ■ 
ses Vorgehen als ethnographisch-archltektonlsche 

Belehrung: Was 1st aber nun wohl natUrllcher und zu- 

glelch lehrrelcher, als die Natur In unseren Garten 

nach Weltthellen, Zonen und lokalen Verhaitnlssen | 

aufzustellen? [...] Der Wisent verlangt Wald und der 

Buffalo die Prairie; und wenn wir dieses thun und in die 

Prairie noch einen Wigwam als Stall hlnsetzen, so be-;:?: 

lehren wlr damlt zuglelch das Publlkum, denn es erhait 

Bllder, die es nlemals verglBt.* Die fremdkulturelle Ar¬ 

chitektur der Stllbauten—auch wlchtiger Bestandtell 

der groBen Weltausstellungen In dleser Phase — wlrd; 

jeglicher zeltllcher Entwicklung enthoben. Zoodlrektor 

Ludwig Heck schrelbt rUckblickend Im 

Jahre 1929: Man denke nur, wenn wir 

imi 

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 

justified blocks, turned 90 

degrees against the grain of the 

page. 
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Subtraction Version 7.1 

Khol Vinh’s Web Site 
Search viatSoogto 

Fri 31 Dec 
2004 

Bo’ow £v«rybody 
t#C in lino. The new 
grid sugg<»ta 
graphic* of «'^gicei 
w>dth,.for o change. 

95 px Wide 

200 px Wide 

To always stay on the grid, l used a background-image property on the 

«body> to reveal the grid throughout development for the new layout—If 

you're looking at this through a Web browser (versus a screen reader or a 

news client) you'll see the columns running under the content m this very 

article. While no stroke of genius, coming up with this little trick left me 

very pleased with myself, as It allowed me to produce easily the most 

precise layouts of my career. It's those little moments that are some of the 

reward for all of this otherwise pointless free work that I do. 

CeD 

Grid Computing... and Design 

Posted 07:51 pm 

Author Khol Vlnh 

Categories Design, Subtraction, Web Design 

Body The layout gnd i used for Subtraction Six.5 was improvised and 

inconsistent — I hobbled it together without much consideration or 

foresight, more Interested In getting something finished than building 

something that would continue to make sense as i got more and more 

serious about the wnting I post here. Over time, by vtrtue of repeated use, 

I became Increasingly and lamentably invested w its tremendous 

shortcomings. When you make fairly liberal use of illustrations in your 

posts, you essentially wed yourself to the particulars of the CSS you've 

established, creating graphics of a certain width or ordering content in a 

particular method It works in the short term, but it presents problems 

when you sit down to redesign. 

BOXED IN 

By late this year, it pained me to know that l had written over three 

hundred posts that relied. In varying degrees, on that dodgy framework. 

So when I finally sat down down to think seriously about designing version 

7.0 of this Web site, i paid serious attention to estabftshmg a rational and 

sustainable layout grtd that would see me through at least a few more 

years of doing this Yes I hope to keep at ft that long 

The new layout uses eight columns and four super oolumns.' and it 

shoehorns everything into that structure, which Is a kind of for better or 

worse' decision, though I think It’s definitely better. Each column is 95 

pixels wide and separated by a 10 pixel gutter, which means I can create 

graphics of logical widths in Increments of roughly 95 pixels each (things 

get a little more complicated when accounting for tn-cofumn paddlng&WI 

—for me, this is a big methodological improvement over the arbitrary 

widths imposed by the old layout. 

THE OLD WAYS ARE DEAD 

I spent a tremendous amount of time fine-tuning the CSS so that it would 

match up very carefully with the grid, and so it would work across all 

modem browsers — and Internet Explorer too. though with decidedly less 

faithfulness. That was difficult but It least It was an intellectual challenge. 

The hard part came when l had to sit down to retrofit all the posts I d made 

over the past twenty-plus months which used graphics that break the grid 

— like this one. Rewriting the styles wasn't that difficult; it was making 

sure that the special hacks I had used in the last layout to achieve venous 

layout effects didn't produce absolute gibberish in the redesign. Many of 

them did. and I had to painstaking search them out and change the Cow of 

captions and Images within the body to ensure that they'd look right That 

took a long time. 

Quick Access 

4,791 post* since July 2000 

Oates r5ciccV'~~ T) 

Categories fseiect" T* ---- -- 

EmaU Updates 

Got Subtraction.com posts sent right to 

you/ inbox 

Your Ema>i f Subscribe ^ 

Powered by Mallchlmp 

Recent Posts 

26 Doc 2009 

Basic Maths on Sale Thta Weok 

Now through the last day of the year, 

our Word Press thomo >s one-third off 

the regular price. 

10 Dec 2009 

Backing Up Ovor Broadband 

In theory, onlino backup systems 

should work Except for that 

broadband thing. 

09 Dec 2009 

Get Fresh with Mo 

Come sec me Wed 16 Dec at AIGA 

New York’s twenty-fifth Fresh Dialogue 
event 

30 Nov 2009 

Roally Basic Maths 

A look at tho design evolution of my 

WordPross theme. 

24 Nov 2009 

Now Sholl for AOL 

With its now brand identity. AOL tries 

to do two very difficult things at once. 
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Subtraction PH; Version 7.1 

MS Khol Vlnh s Web Site 
Search via Google 

& 
Home [ Archives About 

Tue 12 Jan 
2010 

Having Fun with Pains 

11:53 am Last week. The Hype Machine, a sort of combination music meta-blog 

remarks (S) and playlist, published its round-up from the year just ended, including Its 

listing of the top fifty bands of 2009, with each of the fifty slots illustrated 

by an Invited visual artist. If you skip ahead, you'll see that the indie pop 

contenders The Pains at Being Pure at Heart came in at number 

thirteen, and that the illustration was done by none other than yours truly. 

CONTINUE READING » ADD REMARKS (6 SO FAR) 

Get Your XML On 

Q Subscribe to All Posts 

^ Subscribe to Long Posts Only 

Colophon 

Made with a Macintosh 

Mon 11 Jan 
2010 

Alex Cornell Interviews Experimental Jetset 

An engaging and thoughtful question-and-answer session with the 

renowned Dutch design studio. Cornell asks for their opinion on a blog 

post I wrote last April called 'Dear Designers. You Suck" In which I 

addressed the state of criticism in design today — and Experimental 

Jetsets response is so different from my perspective and so interesting: 

“We're much more interested graphic design as 

criticism: the idea that a piece of graphic design is a 

manifestation of a certain way of thinking, a certain 

way of ordering the world, and that, by functioning in 

that way. that piece of graphic design is effectively 

critiquing the dominant way of thinking, the existing 

way of ordering the world .* 

Read the entire Interview here. While you're at it marvel at the rest of 

Cornell's site to get a sense of why I'm so intensely envious of him: a 

young, talented, prolific designer with the authorial skills and time to 

publish regularly on his terrific blog. If only. 

QQ Publishod with 

ExpressionEnglno 

S3 Hosted at EnglneHostlng 

Creative Commons License 

Recent Remarks 

12 Jan 2010 
Able Parris on Having Fun with 

Pains 

12 Jan 2010 

Randy Mathers on Alox Cornell 

Interviews Experimental Jotsot 

12 Jan 2010 
Mike D. on The Secrot History of 

Kubrick 

06 Jan 2010 
Karl Patsla on Indie Game Dosign 

Dos and Don'ts 

Update: Embarrassingly, I've gotten Alex mixed up with his employer. 

Scott Hansen. Sloppy mistake, Sony. 

JUMP TO THIS LINK J*_ ADO REMARKS (2 SO FAR) 

A Makeover for the BART Map 

★ ★★ An appraisal of the new transit system map for the Bay Area, “Unlike the 

notorious 1972 Massimo Vignelli redesign of the New York City subway 

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. 

I I91 GRID 



MULTICOLUMN GRID 

1 npr 
1*52212?'; 
[ Jgjjjl j 

ItwmtowuwiW 1 

Home News Topics t Arts & Life* 

00c 

Everywhere f B fl 

“C*.THOaf»»*U 

Small Inset Image 

wy WTIwtwih w«l 

(3x2) rgrr tar- 1'. 1' ~v»o 1-7* •> li, r 

OMV MSt*t r» '»r >Al Hr*ni«»;ut 

»SO» 

Small Inset Image 
(3x2) M 0srtcHipM iup* 

January 28, 2010 ? NPR Shop | NPR Community | Login ! 

npr FIND A STATION 

home news arts & life music programs - listen - 

Art* & Llfo • Books ' Author Interviews 

3 E-mail Q Share Q Comments (5) Q) Rocommond (36) @ Print 

Alison Weir, Arguing The Case For Anne Boleyn 

WHAT WE'RE READING 
Staff Picks of Standout Books 

Joshua Ferris' newest, growing up Soviet, a Nobel 

economist lays blame for the crash, ana more. 
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AH Things Considered (5 min 47 socj 
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The 'Thousand-Day Queon': Anno Boloyn was Henry VIH's 

lovor for moro than half o decade, but orico married and 

crowned, sho was his queon and consort for only three yoors, 

January 24. 2010 

Right up until the very end, Anne Boleyn 

professed her Innocence. A few days before she 

was beheaded for plotting to kill her husband, 

King Henry VIII of England, the fallen queen stood 

before her accusers and essentially accused them 

of railroading her. She was executed nonetheless, 

on May 19, 1536 — and 11 days later the king 

married Jane Seymour, the third of his six wives. 

It was In part the Inexorability of that judgment that 

made historian Alison Weir want to take a closer 

look at Anne 8oleyn's story, A history book written 

with all the Intrigue and tension of a novel, Weir's 

just-published The Lady In the Tower is what the 

author calls "a forensic investigation" of the 

The Lady In the Tower. 
The Fall of Anne Boloyn 
By Alison Weir 
Hardcover, 464 pages 
Bailantino 
List price S26 

queen's last four months 

And what the investigation turned up surprised Weir. 

"I was quite astonished," she tells NPR's Guy Raz. "All these revelations 

came toward the end of my research, and it was one excitement after 

Become on NPR Sponsor » 

In-depth reporting, smart humor, j 
music and more. 

NPR can’t do it without you. 

Give now O 

npr book notes 
• Catcher In The Rye' Author J.O. Salinger Dies At 91 

• Publishers Embrace iPad As Rival To Kindle 

• What We're Reading. Jan. 27 - Feb. 2, 2010 

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 wireframes 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. 
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DIRECT ACCESS TO CONTENT 

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. 
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MODULAR GRID 

'V. 
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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 systems 
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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 Muller-Brockmann 

devised modular grid systems like the one 

shown here. 
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MODULAR GRID 

Durchgestaltung 
Integral design 

Creation int6grale 

mm 

’. , 
Vm-i 

Seiten 226/227/228 

Eln Bild- und Textbuch, auf der Grundlage einas Raster 

9Quadratenaufgebaut. Der Raster isthier das Mlttel,d 

unterschiedllchen Textmengen, unterschiedllchen Bltd 

und Blldformate zu einer formalen Einheit zusammenfe 

Endergebnls soil der Raster nicht auffallen, er soil von d 

schiedenheit der Werte und Blldthemen ubertdnt ward' 

Pages 226/227/228: A book containing pictures and tc 

on a grid pattern of nine squares. This pattern is the mei 

establishing a formal unity between the different emou 

text and different sizes and shapes of picture. The pnttei 

should not be conspicuous In the final result but rather 

concealed by the diversity of pictorial subjects and type 

graphical values. 

Pagees226/227/228 
Un livre illustrd constrult sur la base d'une trame de 9 c< 

La trame est lei I'6l6ment d'unit6 reliant ontre eux les dlv 

textesetformats d'lmages. Dans le rfoultat ddflnltlf, 

doit pas litre trop frappante, mais seulement perception 

travers la diversity des valours et des sujets d'lllustratloi 
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OPEN SPACES EXPRESS THE GRID AS MUCH AS SPACES FILLED WITH CONTENT 

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 io-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 (line 

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. 

1 II , , 

If 

im^ly ,ll| . 1^ rV,r.rnA l.y 

coding (10/12). VO d auto leading so 

„,r in 

, | . 1.1/nlinn 
Count howmany 

'livi/tnc /.icily inl/j 
ImriTAnHl • lid inn- A 

mpri/inc in/I 

1/nrLc Ivrl/c 

m jits; turniLoll 

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. 
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MAIN HEADLINE SUBHEAD 

32/48 pt Scala Sans Pro Bold 18/24 Scala Sans Pro Italic 

baseli r le gric 
create a cc 

J. 

m 

5 
i mon rhytl If n^ 

Captions and other 

details are styled 

to coordinate with 

the dominant base- 

line prid. 

Modular grids ar 

positioning horiz 

relation to a basei 

the whole docum 

serve to anchor a 

I Cl 

on 

int 

en 

1 ( 

eated by 

al guidelines in 

grid that governs 

. Baseline grids 

>r nearlv all) 

bottom page mar 

leftover lines. 

To style headlir 

other elements, c 
that works with tl 

pn 

es 

10c 

ie 

s to absorb 

captions, and 

ise line spacing 

elements to a cor irr on rhvthm such as t8/?./| for he adlines, ta/t8 for 

Create a baseline 

the typesize and 

such as 10-pt Sea 

leading (10/12). 1 
that you can worl 

gr 
ea 

a 

vo 

d by choosing 

ling of your text, 

’ro with 12 pts 

d auto leading so 

ith whole 

subheads, and 8/ 

(Web designers c; 

increments (line 

style sheets with i 

baselines.) 

2 

m 

lei 

:oo 

or captions. 

:hoose similar 

ght) to create 

rdinated 

numbers that mi lti >lv and divide Where possible n nsition all page 

cleanly. Use this 

to set the baselin 

document preferi 

or bottom page n 

space left over by 

in< 

g 
?nc 

lar 

th 

: space increment 

'id in your 

es. Adjust the top 

gin to absorb any 

g baseline grid. 

elements in relati 

grid. Don’t force : 

Sometimes a layo 

when you overrid 

baseline grid whe 

on 

t, 1 

ut 

eti 

n) 

to the baseline 

aough. 

works better 

ie grid. View the 

on want to rherk 

Determine the ni mber of the position of elf m mts- turn it off 

horizontal page \ 
the numer of line 

grid. Count how 

full column of te: 
number that divii 

nil 

s i 

ma 

ct a 

lec 

s in relation to 

n the baseline 

ny lines fit in a 

nd then choose a 
easily into the 

when it’s distract 

InDesign, set tl 

the Preferences>< 

window. Create h 

ng 
ie 

jri 

Dri: 

CtI 

aaseline grid in 

is and Guides 

tontal divisions 

line count to crea te Horizontal paap 

divisions. A colui 

.ines of text divid 

Horizontal modul 

each. If your line 

divisible, adjust t 

nn 

5S 

es 

CO 

le 

with forty-two 

neatly into seven 

with six lines 

unt is not neatly 

ton and/or 

baseline 

by choos 

divides e 

lines in; 
Wo rhino 

of the p 

ing a nu: 

venly int 

. full colt 

in InPp- 

age 

nb 

atl 

m 

ini 

’s primary text 

er of rows that 

ie number of 

i of text. 

1. von ran make 

CAPTION 

9/12 Scala Sans Pro Italic 
PRIMARY TEXT: 

10/12 Scala Pro. 

This measure determines 

the baseline grid. 

GRID 199 



MODULAR GRID 

DESIGN LIKE YOU GIVE A DAMN Book, 20o6. 

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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ONE grid; endless possibilities 

llOmilliffli 
children notpp school are 9>kK 
fr.nr. » »'r it h.. jji . 

Women consihulc W 1| 
estimated 

people livirig in atisoluti 
v/.ly.r ... Miju «tW*uafti»a 

I of the world s 
f working hours, 

PRODUCE i* . 

of the world's food, 
m and yet 

EARN 

, of the world's 
o income and 

OWN LESS THAN 

r of the world's 
0 property 

40-60% 

Lightweight 
Emergency Tent 

In war-torn countries 
and areas devastated by 
disaster, the presence 
of UNHCR tents is one of 
the first signs of aid. 
Designers hove tried lo rethink this 
basic tent lor decodes. Everything Irom 
prclabncoled structures lo shipping 
containers to polyurethane yurts has been 
suggested or attempted Gut ns the agency 
politely points out In its guide to emergency 
materials, to date none ol these systems 
has proven ellectiv* In refugee situations. 
Most tail simply because other emergency 
sheltor arrangements will have bean made 
before these systems even arrive Some 
tent alternatives are perceived as "too 

host communities and crcollng less incentive 
lor a refugee lo return home. Othors are 
difficult or costly to repllcole. 

But in recent yeais there has been a 
growing sense within the agency thel Ihe 
design of the slandord family lent could 
ond should be radically overhautod In most 
emergencies the agency sends out plastic 
sheeting first Oependingon Ihe sice and 
complexity ol the crisis, this shocting may 
be the response ol first ond lost resort. 
However, in cases where local materials 
are not availobte to build more permanent 
structures, where lomitles cannot lind 
shelter within the community or are 
displaced for longer periods ol lime, the 
UNHCR provides more durable altcrnatives- 
typically a ridge style or center-pole-double* 
fly lent made Irom canvas. Yet these canvas 
tents arc not only hoavy, cumbersome to 
carry, and costly lo ship, but because canvas 
rots they deteriorate quickly and cannot 
be stockpiled lor tong periods. Wear and 
(ear on (he weakened material In the hold 
significantly shortens the usel ul lifespan ol 

In 2002 the UNHCR began testing a new 
dosign lor the basic lamity tent it regularly 
dispatched to areas ol crisis. The agency's 

GripClips 

Date, I V75-presonl 
Designer .Robert Olills 
Manufacturer.Shelter Systems 
Co»t_58-I0lsel Ol 41 

It would be safe to say 
that few people know the 
insand outs of tents 
better than Robert Gillis. 
Nol only did he design Ihe lirsl geodesic 
backpacking tent, based on Buckminster 
Fuller's ideas, lor The North Face In Ihe 
1970s. but he also lived In a collection ol 
tents Iwilh his wile and three children) lor 
more lhan 20 years—all ol which he designed 
himself. Including Ihe cent that housed the 
family washing machine. 

Although many ot GIIUs's lenl Innovations 
hove slammed Irom ellortsto Improve his 
own living conditions. Irom the beginning he 
saw Ihe potential lor translating his ideas lo 
emergency sheller-m particular using Ihe 
plastic sheeting that has become o standard 

component ot rellel propels. However, 
working wllh plastic sheeling meant lindlng 
a way to 'hold on to if OilIB explains 'll was 
difficult lo |oln the material without puncturing 
it. 8ut puncturing it is a bad idea because it 
weakens il. The material deteriorates loss If 
you don’t injure II.' The designer wenl through 
more lhan lOdlllerenl nerallons before 
arriving al tho GnpCIip, a small plastic lastenar 
that clips onlo any typo ol sheeting and tics it 
toolrome 

Reducing the shelter to us most 
fundamental element. Ihe connection between 
the sheeting and the support, enabled Gulls to 
design a number ol lents. Irom a basic shelter 
frame kit lo more elaborate dome structures 

The dips also ollered another advantage: 
They allowed lor a range ol shapes Whereas 
mosi rebel agencies distribute tunnel.shaped 
tents because Ihe structure can be covered 
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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 
ACCOUNT NAME TOTAL FOR ACCC 

101001 Instructional Supplies $3.65 

101002 Office Supplies $46 

102004 Equipment- Non-Capital $1,28 

105009 Travel-Conference Fees $56 

110004 Miscellaneous Entertainment $8 

114006 Postage/Shipping-Local Courier $21 

151108 Temp Staff-Contractual $7 

151181 Honoraria-CriticsA/E Artist $1,00 

DEPARTMENTAL EXPENDITURES $7,35 

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. 
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New York, N Y. 
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3.52 
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7.30 

AM. 
7 33 

A M 
7 45 

AM 
7.50 
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AM 
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Newark, N.J. P 
North Elizabeth 

12 24 12.55 1.44 4 07 5 04 6 24 6 38 6 49 7 04 7.24 
7 30 

7 45 7.47 7.59 8.04 
8 10 

8 19 8.39 8 54 9.04 9 24 9 54 10 24 10 39 10 54 11.24 11.54 12.04 12.24 12.54 1.24 

Elizabeth 12 31 1 03 1 51 5.11 6 31 6 56 7 11 7.32 7.54 8.13 8 26 8 46 9.01 9 11 9.31 10.01 10 31 10 46 11.01 11.31 12.01 12,11 12.31 1.01 1.31 
Linden 
North Rahway 

12.36 1 56 5 16 6 36 701 
7 03 

7 15 7 37 
7 39 

7 59 8.18 
8 20 

8 31 
8 33 

8.51 9.06 9 36 10.06 10.36 11.06 11.36 12.06 12.36 1.06 1.36 

Rahway 12 40 1 11 2 00 5.20 6 40 7 06 7 20 7 42 8 03 8 24 8 36 8.57 9 10 9 18 9 40 10.10 10 40 10.53 11 10 11 40 12.10 12 18 12.40 1.10 1.40 
Metro Park (tselin) 
Metuchen 

12.44 
12.48 
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4 26 5 24 
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am 9 
New York, ny. .12.10 12.40 1.30 3.52 4.50 6.10 6.25 6.35 6.50 7.10 7.30 7.33 7.45 7.50 8.05 8.25 8.40 8.50 9.10 9.40 10.10 10.25 
Newark. NJP.. .12.24 12.55 1.44 4.07 5.04 6.24 6.38 6.49 7.04 7.24 7.45 7.47 7.59 8.04 8 19 8.39 8.54 9.04 9.24 9.54 10.24 10.39 
North Elizabeth. 7.30 8.10 
Elizabeth. .12.31 1.03 1.51 5.11 6.31 6.56 7.11 7.32 7.54 8,13 8.26 8.46 9.01 9.11 9.31 10.01 10.31 10.46 
Linden. .12.36 1.56 5.16 6.36 7.01 7.15 7.37 7.59 8.18 8.31 8.51 9.06 9.36 10.06 10.36 
North Rahway. 7.39 8.20 8.33 8.54 
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New Brunswick. .12.55 2.15 5.35 7.05 7.21 7.35 8.18 8.25 8.50 9.25 9.54 10.25 10.54 
Jersey Avenue. ....1.02 2.18 7.28 8.21 9.28 10.28 
Princeton Junctions. 2.31 5.50 7.19 7.50 8.34 8.41 9.05 9.41 10.09 10.41 11.09 
Trenton, nj. .2.42 4.58 6.03 7.28 8.01 8.31 8.44 8.52 9.16 9.52 10.19 10.52 11.19 

NOTES XM *— 3 3 *— 3 3 
3807 

3 
3203 

3 
61 

»-3 
3809 47 3901 3811 3903 3813 3205 3815 3817 3819 3207 

10.40 
10.54 

11.10 
11.24 

11.40 
11.54 

11.01 
11.06 

11.31 
11.36 

12.01 
12.06 

11.10 11.40 12.10 

11.14 
11.18 
11.21 

11.44 
11.48 

12.14 
12.18 
12.21 

11.25 
11.28 

11.54 12.25 
12.28 

11.41 
11.52 

1209 
12.19 

12.41 
12.52 

3821 3823 3825 

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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periodic breakfast table Magazine page (detail), 

1998. Designer: Catherine Weese. Photography: John 

Halpern. Publisher: Patsy Tarr, 2wice Magazine. This 

chart organizes breakfast cereals by shape and annotates 

them according to a dozen characteristics, from fiber content 

to price per pound. Visual displays of data allow readers to 

quickly compare items. One might observe, for example, that 

in breakfast cereals, intensity of sugar is usually accompanied 

by intensity of color. 
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EXERCISE: DATA TABLES 

Find a chart from an old science book or other 

source and redesign it. Shown at right is a 

nineteenth-century table documenting an 

experiment about ants. The old design 

emphasizes vertical divisions at the expense of 

horizontal ones, and it jumbles together text and 

numbers within the table cells. 

The redesign below eliminates many of the 

ruled lines, replacing them, where needed, with a 

pale tone that unifies the long horizontal rows of 

data. The redesigned chart also replaces most of 

the numerals with dots, a technique that lets the 

eye visually compare the results without having to 

read each numeral separately. 
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don’t rely on the kindness of strangers 

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. 

1 ] 8 BEHAVIOUR TO INTOXICATED FRIENDS. 

Tabular View.—Experiments on Ants under 

Chloroform and Intoxicated. 

Chloroformed Ants. 

Friends Strangers 

To Unre- To Unre- 
To Nest Water moved To Nest Water moved 

Sept. 10 ... 4 ... 4 ... 
14 4 . . . 2 2 ... 

and brought 
out again 

15 1 1 , , . ... 2 2 
and brought 

out again 
29 ... 5 • * . . . • 4 

Oct. 2 ... 6 1 4 ... 

and brought 
out again 

6 ... 5 ... ... 4 ... 

1 20 4 3 20 2 

Intoxicated Ants. 

Nov. 20 3 2 ... 5 1 
22 2 ... 2 ... 8 ... 

In these cases some of the Ants had partly recovered; in the 
following they were quite insensible. 

Dec. 1 7 2 ... 3 6 ... 

none brought all these 
out again brought out 

again 
8 16 5 3 15 ... 

none brought all these 
out again brought out 

again 

Jan. 15 • • • 4 3 1 

17 4 ... 3 6 ... 

none brought one brought 
out again out again 

27 7 4 2 30 1 
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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. 

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. 

html 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 (i-xo). 

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 

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. 

Most typefaces include an ellipsis character, which 

presents closely spaced points. 

mac os 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. 

DASHES KEYSTROKES 

— em dash shift-option-hyphen 

- en dash option-hyphen 

- standard hyphen (hyphen key) 

- discretionary hyphen command-hyphen 

PUNCTUATION 

‘ single open quote 

’ single close quote 

“ double open quote 

” double close quote 

... ellipsis 

OTHER MARKS 

() en space option-space bar 

t dagger option-t 

t double dagger shift-option-7 

© copyright symbol option-g 

® resister symbol option-r 

€ Euro symbol shift-option-2 

ft fi ligature shift-option-5 

ft ft ligature shiff-option-6 

e accent aigu option-e + e 

e accent grave option-' + e 

a accent grave option-' + a 

u accent grave option-' + u 

9 cedille option-c 

u umlaut option-u + u 

6 umlaut option-u + o 

option-] 

shift-option-] 

option-] 

shift-option-] 

option-; 
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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 5'2U 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 dose 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, ijth 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 or 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.” 

APPENDIX J 213 



EDITING HARD COPY 

delete 

Iposeftrans 

transpose 

lot it stand*"" 

stet (“let it stand”) 

*J 
adckpace 

separate; add space 

seconftrate 

add hyphen 

9 left-over 

remove hyphen 

»A 

Dashing-no? 

em dash (—) 

N 

i9M-39lS 
en dash (-) 

italic 

italic 

boldface 

remove underline 

WVs 

lowercase 

(law 

uppercase 

caw 

small caps 

Writers, editors, and designers use special symbols to mark changes such 
SHkshh*Hr\y 

as-doleting, ftosim/trans.Ior oorreetewg words or phrases. If you change 

your mind about a-dolotioi^place dots beneath it. Remove a commgQby 

. 0 tk\ 
circling it. Add a period with a circled dot^If two words runlogether, insert a 

straight line and a space mark. 

z> 

r,i»r)^To combine 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 secondrate. When 

removing a hyphen, close up the left-over space. To replace a hyphen with an 

w wi 
em dash-a symbol that expresses a grammatical break-write 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. 
hi 

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 

typography, is ^removed hke^this. X raw \\ ne \hrough ^)s^pital\f 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. 
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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 

deleted and added material. Words to be removed 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, or phrase;—or phrase—and types 

in the freshly punctuated passage as an addition. To hyphenate a word such 

as sccondratc 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 

an 

4 
3 
ch 

(Tom) 

II 

proofreading takes place after an edited manuscript has been 

designed and typeset. New errrors can appear at any time during the 

handling of a document, and old errors/previously unrecognized— 

can leap to the eye once the text has been set in type. The proofreader 

corrects gross errors in spelling, grammar, and fact, but avoid^ 

changes in style and content. Changes at this stage are not only 

expensiv^but they can affect the page design and introduce new 

problems. 

Proofreading ia different task from editing, although the editor 

may play a role in it, along witl^or in addition tothe author or client. 

Although the designer or typesetter^. should not be given the role of 

proofreader, designers must nonetheless inspect their work carefully 

for errors before sending it back to the editor, author, or client. 

Mark all corrections in the margin of the proof, and indicate the position 

->"of changes within the text. Don't write between the lines. Many of the same 

interline symbols are used in proofreading and in copy editing, but proofreaders 

use an additional set of flags for marginal notes. 

Don’t obliterate what is being crossed out attd.deleteriKo 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. 

II Revised proofs include changes that have been recommended , , . 
II . __ by the proofreader 11 and input by the designer or typesetter. 

Printer’s proofs are generated by the printer. At this phase, changes become 

increasingly costly, complex, and ill-advised. In theory, one is/onl)flooking|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. 

i. 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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LEARN THE LANGUAGE OF EDITORS 

EDITORIAL CHANGE MARK IN TEXT 

delete 

delete and close up delete and djose up 

let it stand (stet) 

insert text or character insert a 

run in paragraph 
run in «. 

(_ paragraph ~~ ' 

start new paragraph | start new paragraph 

insert punctuation insei^aunctuation 

change punctuation changj^ punctuation 

insert hyphen inser^iyphen 

insert parentheses inserjyparentheses^ 

insert en or em dash inserj^en dash 

insert quotes inser^juote^ 

capitalize capitalize 

change to lowercase 

change to small caps small caps 

change to bold bold 
AAA 

change to roman 

wrong font wron^ont^ 

MARK IN MARGIN EDITORIAL CHANGE MARK IN TEXT 

Z 

letterspace 

close up clo se up 

insert space msertftpace 

reduce space reduce jspace 

transpose 1 pos^trans | 

flush right ~~j flush right 

flush left E^flush left 

indent 1 em 1 1 indent 1 em 

move to next line move to next!line 

superscript superscript^/ 

align vertically |J align vertically 

align horizontally 
,. horizontally 

align 

spell out abbreviation spell out^bbrev^ 

use ligature use ligature (flour) 

query that cannot be •JED 
r resolved by proofreade 

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. 

MARK IN MARGIN 

© 
A 
\y 

# 
/ess# 

(© 

© 

a0 
□ 

© 

11 

dE) 
ft 
% * 

© 
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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.ypt 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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HELVETICA NEWS GOTHIC 
Designed by Max Miedinger, 1957 Designed by Morris Fuller Benton, 1908 

HOEFLER TEXT 
Designed by Jonathan Hoefler, c. 1995 

QUADRAAT 
Designed by Fred Smeijers, 1992 

INTERSTATE 
Designed by Tobias Frere-Jones, 1993, 

inspired by U.S. highway signs 

SABON 
Designed by Jan Tscbichold, 1966, 

inspired by the sixteenth-century types of 

Claude Garamond 

adobeJENSON 
Designed by Robert Slimbacb, 1995 SCALA 

Designed by Martin Majoor, 1991 

META 
Designed by Erik Spiekermann, 1991 THESIS SERIF 

Designed by Lucas de Groot, 1994 

MRS EAVES 
Designed by &zana Licko, 1996. 

inspired by the types of John Baskerville 

TRADE GOTHIC 
Designed by Jackson Burke, 1948-60, 

inspired by nineteenth-century grotesques 

NEUTRAFACE 
Designed by Christian Schwartz, House Industries, 

2002, based on lettering created by the architect 

Richard Neutra in the 1940s and 1950s 

UNIVERS 
Designed by Adrian Frutiger, 1957 

NOBEL 
VERDANA 

Designed by Matthew Carter, 1996, 

for display on screen 
Designed by Tobias Frere-Jones, 1993, 

based on 1929 types by the Dutch typographer 

Sjoerd Henrik de Roos. 

Frere-Jones describes Nobel as 

"Futura cooked in a dirty pan." 

WALBAUM 
Designed by Justus Erich Walbaum, 1800 Designed by Justus Erich Walbaum, 1800 
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