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Introduction 

For decades, critics have predicted the end of the 

written word: “No one reads anymore! No one 

writes anymore!” Yet from birth certificates to 

gravestones, from T-shirts to text messaging, the 

written word—and thus reading—is woven into 

the fabric of our everyday lives. 

Throughout history, we have used the written 

word to record and preserve who we are and what 

we Care about: possessions, laws, commitments, 

ideas, and memories. Words and characters, once 

impressed in clay, written on papyrus, and printed 

with ink, are now manifest in pixels of light 

(Figure 1). 

The use of text messaging for casual conversation 

has exploded, surpassing phone conversation as 

the communication method of choice—suggesting 

our personal connection to reading and writing 

continues to thrive. 

As Jessica Helfand wrote in 2000, “... words are 

ideas just waiting to be read. And reading will 

never die. Reading is your ticket to the world.” + 

People read. They seek a connection to their 

community, answers to their questions, lessons to 

augment their skills, and new ideas to influence 

their lives. 

People may not participate in sustained reading 

the way they used to (or the way we think they 

used to), but people read. They text, tweet, and 

post on Facebook. They search for things they 

need or want to know. They get lost in stories. 

People read what is important to them. 

Redefining Reading 

If we define reading only as a sustained and 

literary activity, if we acknowledge only one kind 

of reading, then we measure ourselves against a 

fabricated truth. We ignore the actual activity and 

exclude people’s needs and desires. 

The truth is there are different ways to read, and 

they are all valid and important. As typographers, 

we can support them all. 
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THIS IS A WEB PAGE 

Crossroads of civilization. 

Refuge of all the arts against the ravages of time. 

Armory of fearless truth against whispering rumor. 

Incessant trumpet of trade. 

From this page, words may fly abroad, 

not to be silenced or censored by limitations of space or access. 

Not to withhold ideas and information from those who seek them, 

but to serve as a connection 

from the writer’s hand to the readers’ minds. 

Friend, you share a sacred space. 

This is a web page. 

FIGURE 1 Information and ideas fly abroad, carried by words and characters now manifest in pixels of light. With 

respect to Beatrice Warde (en.wikipedia.org/wiki/Beatrice_Warde) who wrote and designed the original “This is a 

Printing Office” broadside in 1932. 

is scanning down or 

across a text, jumping from section to section, 

looking for a specific piece of information. The 

reader may glance only at the first letter or word 

of each section, dismissing incorrect matches 

and moving on. 

J is skimming over a text, reading 

_ sentences here and there (the first sentence of 

each paragraph, the caption, the pull quote) to get 

a general idea and flavor of the text. 

engaged reading. It includes 

pleasure reading (pursued for its own sake) 

and reading for understanding. Readers slow 

down, read the entire text, and may go into a 

trancelike state. 

As typographers:¢ our first fied nl is to our 
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Our second responsibility, then, is 

e must help to clarify and share the 

meaning of the texts people read. 

Design from the Text, Not the 
Top-Left Corner 

Designing a web page need not start with a blank 

screen and a prayer for inspiration. Knowing what 

the text says and how (and why) people will read 

it can and should influence the design. 

Designing from the Text 

an. | fey need words set ina 

font fee can read asily and quickly. 

ISL arate ed Berney con skip 

ahead if what they ae isn’t in the current 

section. They need these chunks laid out in a 

consistent manner, so if they skip to the next 

section, they know what to expect. 

. They shouldn't 

-to-read fonts 

Casual and sustained reading benefit from 

chunking, too. Knowing when and where sections 

start and end gives readers a sense of the overall 

structure of a text. Chunking makes the text more 

manageable, providing readers with entry and 

exit points. 

These are but a few of the things readers need. 

Understanding how sapeople read leads to readable 

text blocks. Ree : tt 

oS eae eer Levels of hierarchy 

create emphasis. Captions and pull quotes 

become counterpoints to the text and create 

visual rhythm. Horizontal and vertical spacing 

create visual tension. Before you know it, a design 

develops, built upon your knowledge of how 

people read. 

Designing for Pleasure 

We are pleasure-seeking creatures and appreciate 

fine things: beautiful colors, textures, and shapes; 

contrasts in rhythm; layers of complexity. But fine 

things cannot compensate for an unpleasant 

reading experience. 

Instead of asking, “What can | do with this space?” 

ask, “What does a reader need from the text?” 

Instead of asking, “What new font am | dying to 

use?” ask, “What does the text need from me?” 

Instead of starting with visual inspiration, read the 

text you'll be working with. Design a pleasurable 

reading experience, and the other fine things 

will follow. 

What to Expect from This Book 

This book will teach you how to think like a typog- 

rapher in HTML and CSS. 

This is a book about typography. It is a book about 

how to visually organize and design web pages 

based on how people read. It is a book about 

respecting, clarifying, and sharing the words, 

ideas, and information presented on a website. 

This book shows how to choose fonts, create 

rhythm and tension, and create systems of vertical 

spacing and hierarchy. It shows how to sketch 

ideas, develop a grid, design a data chart, and 



integrate navigation. It also shows how historic 

approaches to typography can be used in 

web design. 

This is a book about typography for the web. The 

content comes from hands-on exploration, from 

decades of using type on the printed page, from 

classic and contemporary typography books 

written by experienced book typographers, from 

over a decade of using type on the web, and from 

current blogs dedicated to web typography. This 

book combines typography tips established 

precomputer with instructions on using the rela- 

tively new @font-face property to incorporate 

web fonts. 

This book lets you practice what you're learning. 

It gives you typography “rules” to follow, explains 

why they work, when to break them, and offers 

you the opportunity to test the rules with hands- 

on exercises in HTML and CSS. 

Do the lessons. Designers are visual thinkers and 

makers. Many of us are kinesthetic learners. Doing 

the lessons will help you apply the concepts 

immediately. If you do not know HTML and CSS (or 

are feeling a bit rusty), use the step-by-step walk- 

throughs given with each lesson. | recommend 

using TextWrangler (a free text editor for the 

Mac available at barebones.com/products/ 

textwrangler/) or Notepad++ (a free text editor 

for PCs available at notepad-plus-plus.org). 

Read the walk-throughs, even if you're HTML/CSS 

savvy. | often draw attention to details, offering 

typographic tips that are best shown in the 

context of creating a layout. 

This is not a book about writing clean HTML and 

CSS syntax. It is not a book about web compliance, 

testing across browsers, interactivity, or how to 
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structure a website. Excellent books and websites 

are available to learn about those issues. Every 

single one of the issues is integral to designing 

the best (accessible, usable) website possible, but 

they are not about how people read. 

This is a book about typography. 

How This Book Is Organized 

The book is organized into four parts. 

Part 1—Getting Started: How to Choose a Font. 

The first section discusses the factors you should 

consider when selecting fonts for your web pages. 

It introduces choosing fonts based on legibility, 

aesthetic concerns, styles and weights, and even 

how to choose two fonts to work together. This 

section is followed by an Interlude chapter that 

raises a new topic: how to incorporate rhythm and 

tension in your layout. 

Each chapter includes a lesson so you can practice 

the new typographic skills presented. In this 

section, you'll create a page exploring how to 

create multiple meanings for the same word, two 

bibliographies, and a page exploring rhythm and 

tension. 

Part 2—Making Type Work: Scanning with 

Purpose. The second section discusses what to 

think about when designing a web page that 

people will scan quickly. It describes how to set 

text in a readable manner, and how to “chunk” text 

with space and hierarchy. It also covers some of 

the finer details of typography: working with 

punctuation, abbreviations, and rule lines. This 

section is followed by an Interlude chapter that 

raises another topic related to scanning with 

purpose: what to consider when setting tabular 

information. In this section, you'll create a web 



INTRODUCTION 

page for a campus film series and a ferry schedule 

for Martha’s Vineyard. 

Part 3—Making Type Work: Casual and Sustained 

Reading. The third section discusses what to think 

about when designing a web page that people will 

read in a more sustained manner. It offers more 

tips on setting text in a readable manner, and 

introduces typographic concepts for multipage 

websites: developing a grid, creating a navigation 

system, and applying systems across multiple 

pages. This section is followed by the final 

Interlude chapter that raises a new topic: what to 

consider when building a web font library. In this 

section, you'll create a multipage website high- 

lighting the favorite recipes of a popular chef. 

Part 4—Designing with Type: Historical Styles. The 

final section briefly introduces three general 

approaches to designing with type: the 

Traditionalist typographic page, the Modernist 

typographic page, and the Post-Modernist typo- 

graphic page. It introduces formal characteristics of 

each approach, as well as the relationship between 

the typographer, the text, and the printed artifact. 

The chapters discuss examples of contemporary 

websites incorporating Traditionalist, Modernist, 

and Post-Modernist elements. In this section, you'll 

create three layouts (Traditionalist, Modernist, and 

Post-Modernist) for the same text and create a mini 

portfolio by linking together all of the lessons 

outlined in this book. 

About the Syntax in the Book 

Unlike syntax typed into a text editor, syntax 

printed in a book is subject to space limitations. 

The following notes will help you navigate the 

code syntax as it appears in the book. 

How to Read the HTML Syntax 

The two-column layout of the book limits the 

length of code lines, so sometimes the HTML 

syntax runs onto multiple lines of code, like so: 

<!DOCTYPE html PUBLIC 

"-//W3C//DTD XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtml1/DTD 

/xhtmll-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title>Lesson 16: Traditional 

Page</title> 

<meta http-equiv="content-type" 

content="text/html;charset=utf£-8" /> 

<link href="traditional_page.css" 

rel="stylesheet" 

</head> 

type="text/css" /> 

<body> 

</body> 

</html> 

Whenever a single line of HTML syntax is split into 

multiple lines, the syntax is indented. For 

example, these four lines of syntax should be ona 

single line: 

<!DOCTYPE html PUBLIC 

"_//W3C//DTD XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtml1/DTD 

/xhemMli—sStructe dtd"> 

All line breaks occur at one of two places in the 

syntax. Most line breaks occur immediately before 

a space (one stroke of the spacebar). For example, 



these two lines of the syntax need to have a space 

between them when you type them in: 

<!DOCTYPE html PUBLIC 

A/S C7 DED CHUMiiedies ON Sita Cte aNe 

Some line breaks occur immediately in front of a 

forward slash (/). When a line starts with a forward 

slash, do not add a space in front of the forward 

slash. For example, these two lines of syntax 

should not have a space between them when you 

type them in: 

"http: //www.w3.org/TR/xhtm1l1/DTD 

(DemMilel Stele acta > 

So the rule is: Indented lines of HTML syntax 

belong on one long line. Add a space at the line 

break, unless there is a forward slash at the start 

of the line. Do not add spaces before the forward 

slashes. 

How to Read the CSS Syntax 

Unlike HTML, the CSS code is purposely set on 

multiple lines to help you read the syntax. Most 

lines of CSS will end with a curly bracket ({) indi- 

cating the start of the description, or a semicolon 

(;) indicating the end of a property value. 

Very rarely you will see an example of CSS syntax 

that needs more than one line, like so: 

body { 

background-image:url (images 

/background. jpg) ; 

Notice how the second line of syntax does not end 

in a semicolon, and the line below it is indented. 

This indicates that the two lines of syntax are 
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actually a single line. When these line breaks occur, 

follow the same rules: if there is a forward slash, 

do not add a space! 

Finally, very occasionally (only in the @font-face 

syntax shown in the book), line breaks occur 

before a dot (.). When a line starts with a dot, do 

not add a space in front of the dot. For example, 

these three lines of syntax should be typed in as a 

single line. 

url ('fonts/GrutchShaded-webfont 

.svg#twebfontsyal6SUC' ) 

format ('svg'); 

Do not add a space before the .svg. Do adda 

space before the word format (because there is 

not a dot or a slash in front of it). 

When in doubt, copy and paste my syntax from 

one of the websites noted in the following 

section. 

Some of the Syntax Is in Bold 

Bold syntax indicates where to add or change 

syntax in already-existing HTML or CSS. 

In many lessons you'll write syntax over multiple 

steps. For example, when building your first web 

page in Chapter 2, you start by typing in some 

content: 

<body> 

yes 

yes 

yes 

yes 

</body> 
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Then you add heading tags around the content. 

The additional syntax is shown in bold: 

<body> 

<hi>yes</h1> 

<h2>yes</h2> 
<h3>yes</h3> 

<h4>yes</h4> 

</body> 

About the Lesson Files 

You can download all the files needed to do the 

lessons in this book from the companion website 

at www.wiley.com/go/typographicwebde- 

sign. You can also download the examples | 

created and used for this book. Note that due to 

licensing issues, the examples available for down- 

load do not include any font files. 

The project files are also available on my website, 

i gn.com, along with the 

used in this book. The 

examples are not downloadable, so all font files 

are included. Instructions are provided on how to 

view, copy, and paste the HTML and CSS syntax. 

There are also examples of how others have 

completed the projects. See original student 

designs like the one shown in Figure 2, read my 

suggestions for improvement, and see the final 

revisions. 

Free Films on Campus 
2008-2009 

ocTOBER King Corn 
TUESDAY, OCTOBER 14, 2008 
6:20 - 9:00 PM 
‘Claire T. Carney Ubrery Browsing Area 

Engrossing and eye-opening King Corn is & fun and crusading 
Journey Into the digestive tract of aur fast focd nation where one 
Ultre-industriat pesticide-laden heavity-suDsidixed commodity 
eminates the food ayromid from top to Dettom:-corn. Fueled by 
curiesity and a dosh of naiveré college buddies, lan Cheney and Curt 
Eins return to their ancestral nome of Greene, Lowa to figure out how 
8 modest keel conquered America. With the help of some reat 
formers, codles of fertilizer and government al6, and some 
Genetically modified seeds the frends manage to grow one acre of 
com. Along the way they unlock the nisnious absurdities end scary 
ut hidden truths about America’s modem food sytem, 

“A graceful and frequently humorous flim that ceptures the 
idiosyncrasies of its cnoracters pnd never hectors® (Salon), King Coco 
‘Shows how and why whenever you eat hamburger or drink 9 soda 
you're really consuming corn. 

‘Sponsored by MosePiRG, Social Change, & Sustainability 

‘A panel discussion is planned following the film, featuring UMD. 
Faculty, Stott ond Stucents who ore interested in the issues of 
sustalnaditty, 

The 

SESSLER eR PS ITSO Te RETIN ETI NE TSE ESET TOW AS TES TESTE STEP 

FIGURE 2 A film series by Josh Terciera, Spring 2010. 

1Sticks and Stones Can Break My Bones but Print Can Never Hurt Me: A Letter to Fiona on First Reading “The End of Print.” 

Jessica Helfand, 2000. PDF available at typeculture.com. 
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PART 1 : 

How-to Choose a Font | 

First | had to learn the 

hard things, like... making 
letters—thousands and 

_ thousands of letters until | 

should know to perfection 

every curve, every serif, 

every thick element of a 

_ letter and every thin one, 
where it belonged and how- 

it related to the form of the 

letter to which it belonged. 

BEN SHAHN, LOVE AND JOY 

_ ABOUT LETTERS (1963) 





CHAPTER i 

Anatomy and Legibility: Is the Font Easy to Read? 

Text is meant to be read. If it feels difficult to read, 

people won't want to read it. How easily text can 

be read on the web depends on how type is used 

on the screen. One factor that affects readability, 

and a great place to start, is choosing a legible font. 

What Makes a Font Legible? 

When we read, we don’t see individual letters; we 

see (and read) the shapes of the words. These 

shapes are created primarily by two elements: the 

strokes of the letters and the spaces in and around 

the letters. If we lose either of these elements, 

legibility is compromised. 

Did you ever try to read a poor photocopy of a 

photocopy of a photocopy? Experience tells you 

that type becomes harder to read with each gener- 

ation of copying. Why does this happen? 

Sometimes, multiple-generation photocopies 

make the text lighter. Thinner strokes start to 

disappear, leaving only parts of letters and 

compromising the word shapes. At other times, 

multiple-generation photocopies make the strokes 

in the text thicker. The spaces in and around the 

letters start to disappear. Either way, when strokes 

or spaces get lost, the legibility of the font 

changes, and reading becomes more difficult. 

Web typographers need to pay particular attention 

to the strokes and spaces in a font because of 

screen resolution. Macintosh screens are 72 pixels 

per inch, or ppi, and Windows screens are 96 ppi. 

A font set at 12px (pixels) will appear approxi- 

mately % inch tall on a Mac screen and less than % 

inch tall on a Windows screen. In either case, the 

screen will have (at most) 12px by 12px to render 

a letter. Thin strokes and small spaces in letter- 

forms start to disappear, and as in the photocopy 

example, the text will be harder to read. 

You'll often hear that “simple” fonts are better for 

the screen because of the resolution issues. That's 

a good rule of thumb, but it’s not quite enough. 

Comparing Georgia and Helvetica 

Helvetica is simpler and cleaner than Georgia, but 

Georgia is easier to read (Figure 1.1). Text set in 

Helvetica 12/18 (12px text with an 18px line 

height) is readable onscreen. Text set in Georgia 

12/18, however, is more readable, even though it 
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looks slightly smaller than Helvetica and is a more 

complex font. So why is it more readable? 

Georgia, designed by type designer Matthew 

Carter, was designed for the screen. In typograph- 

ical terms, it has a healthy x-height without sacri- 

ficing the ascenders and descenders. It also has 

open apertures, discernible terminals, and slightly 

looser letter spacing than Helvetica. | define all 

these terms in the following paragraphs. 

Figure 1.2 shows that descenders [1] are the 

strokes of the letters that extend below the base- 

line. The baseline [2] is an invisible line that the 

letters appear to sit on. The descenders in Georgia 

and Helvetica are almost the same length [3], but 

Georgia's serifs give the descenders more 

presence. 

Serifs [4] are little horizontal strokes, usually 

coming off the top and/or bottom of a stem[5], 

which is a vertical stroke in a letter. Georgia 

(Figure 1.2, top) is a serif font (it has serifs), 

whereas Helvetica (Figure 1.2, bottom) is a sans 

serif font (without serifs). 

Web typographers need to pay attention to 

the strokes and spaces in a font due to screen 

resolution. Thin strokes and small spaces in 

letterforms will start to disappear. 

Web typographers need to pay attention to 

the strokes and spaces in a font due to screen 

resolution. Thin strokes and small spaces in 

letterforms will start to disappear. 

FIGURE 1.1 Text on the screen is not as clear as text 

printed on paper. Text may appear blurry or “jagged” 

depending on the reader’s monitor. Top: Helvetica 

12/18 on a 1440x900 Macintosh screen. Bottom: 

Georgia 12/18 on a 1440x900 Macintosh screen is 

more readable. 
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Figure 1.3 shows that ascenders [6] are the strokes 

of the letters that extend above the meanline [7]— 

an invisible line that would run along the top of a 

lowercase x. The meanline marks the font’s 

x-height [8], which is the height of the lowercase 

letters between the baseline and the meanline. 

alike.) To compensate for the larger ascenders, 

Georgia’s x-height is smaller. Unfortunately, this 

smaller x-height makes the text look smaller (even 

when it’s set at the same size as Helvetica), but the 

larger ascenders are worth the sacrifice. 

Figure 1.4 shows the aperture [10], whichis the 
opening in letters such as aand e. Terminals [11] 

are the ends of strokes not terminated with a serif. 

Georgia's larger aperture and discernible termi- 

nals help with legibility. Helvetica’s e and a look 

similar. They have a smaller aperture and lack 

distinctive terminals. 

Overall, the letters in Georgia have more visual 

s Q 

ability because it keeps letters in the text from 

blending together. 

FIGURE 1.2 Top: Georgia. Bottom: Helvetica. 

1 descender; 2 baseline; 3 length of baseline; 

4 serifs; 5 stem. 
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CHAPTER 1 Anatomy and Legibility: Is the Font Easy to Read? 

It may seem odd that I’ve chosen to compare the 

web-safe font Georgia with Helvetica, which isn’t 

web safe. Helvetica is famous for its simplicity and 

clarity, which makes it the perfect font to show 

that clean and simple aren't enough to guarantee 

legibility onscreen. 

FIGURE 1.3 Left: Georgia. Right: Helvetica. 6 ascender; 

7 meanline; 8 x-height; 9 height of the ascenders. 

eara 
eara 

FIGURE 1.4 Top: Georgia. Bottom: Helvetica. 

10 aperture; 11 terminal. 

Elements of Legibility 

To summarize, reading text type (12 to 

16px) is easier if the font has the following 

characteristics: 

* A generous x-height 

* Open apertures 

* Prominent ascenders and descenders 

* Slightly loose letter spacing 

¢ Discernible terminals 

Comparing More Fonts 

What makes Georgia, Times New Roman, Verdana, 

and Arial good choices for comparison? All four 

are web-safe fonts that are extremely likely to be 

on most computers, regardless of platform. 

Georgia and Verdana are superior fonts for legi- 

bility of text on the web. They were designed for 

the screen and are easy to read. | use Georgia and 

Verdana in examples and lessons throughout this 

book—but they aren't the only acceptable fonts. 

The number of fonts available to web typogra- 

phers is increasing. Thus, an objective of this 

chapter is to show you how to look at and think 

about the parts of letters so that you can identify 

other legible fonts for text on the web. 

Times New Roman is a visually smaller font than 

Georgia. In Figure 1.5, I've set Georgia at 63px and 

Times New Roman at 68px. The fonts’ x-heights 

appear to be equal at these sizes, allowing you to 

see the differences clearly. 

Times New Roman has narrower bowls (round 

shapes in the Lowercase letters) [12] than Georgia 

does. A narrower bowl often results in smaller 

counterforms (spaces within a letterform) [13]. 

Smaller counterforms in text onscreen tend to 

get lost. 

O 
O 

FIGURE 1.5 Top: Georgia. Bottom: Times New Roman. 

12 bowl; 13 counterform. 

13 



Times New Roman also has thicker thick strokes 

and thinner thin strokes than Georgia does. The 

thin strokes have a tendency to get lost onscreen 

when the font is used for text. This tendency, 

combined with the narrower bowl, makes the text 

look more like a series of vertical strokes (Figure 

1.6). The reader needs to work harder to read the 

word shapes in Times New Roman. 

Web typographers need to pay attention to 

the strokes and spaces in a font due to screen 

resolution. Thin strokes and small spaces in 

letterforms will start to disappear. 

Web typographers need to pay attention to the 

strokes and spaces in a font due to screen resolution. 

Thin strokes and small spaces in letterforms will 

start to disappear. 

FIGURE 1.6 Top: Georgia 12/18 on a 1440x900 

Macintosh screen is highly readable. Bottom: Times 

New Roman 12/18 ona 1440x900 Macintosh screen 

looks more like a series of vertical strokes and is hard 

to read. 

Arial is a visually smaller font than Verdana. In 

Figure 1.7, I've set Verdana at 59px and Arial at 

62px. The two fonts’ x-heights appear to be equal 

at these sizes, allowing you to see the differences 

clearly. 

hope 
hope 

FIGURE 1.7 Verdana (top) has more visual space than 

Arial (bottom) does. 
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Arial and Verdana both have generous bowls— 

neither is particularly narrow—but Verdana’s bowl 

has a bit more visual space. Verdana’s shoulder (the 

part of the bowl that connects to the stem) [14] 

connects to the stem differently. Notice that the 

counterforms in Arial’s h and p are rounded, 

whereas Verdana’s counterforms [15] have a corner, 

so Verdana’s counterforms are more spacious. 

Verdana also has more space between letters. 

Verdana’s a, c, and eall have a larger aperture, 

giving the letters even more visual space (Figure 

1.8). All these design decisions keep Verdana 

more legible at typical text sizes (Figure 1.9). 

ace 
ace. 

FIGURE 1.8 The larger apertures in Verdana (top) 

create more visual space than those in Arial (bottom), 

thus improving legibility. 

Web typographers need to pay attention 

to the strokes and spaces in a font due to 

screen resolution. Thin strokes and small 

spaces in letterforms will start to 

disappear. 

Web typographers need to pay attention to 

the strokes and spaces in a font due to screen 

resolution. Thin strokes and small spaces in 

letterforms will start to disappear. 

FIGURE 1.9 Top: Verdana 12/18 on a 1440x900 

Macintosh screen is very readable. Bottom: Arial 
12/18 on a 1440x900 Macintosh screen has less 

visual space than Verdana and is a bit harder to read. 
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CHAPTER 1 Anatomy and Legibility: Is the Font Easy to Read? 

Recommended Reading 

To learn more about legibility, try the following 

resources: 

* “It's About Legibility” by Allan Haley: 

www. fonts.com/aboutfonts/articles/ 

typography/legibility.htm 

* “Georgia & Verdana: Typefaces designed for the 

screen (finally)” by Daniel Will-Harris: 

www.will-harris.com/verdana-georgia. 

htm 

¢ “Matthew Carter” 

en.wikipedia.org/wiki/Matthew_Carter 
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Lesson 1: Compare and 

Contrast Fonts Online 

This lesson helps you achieve the following 

objectives: 

* Practice seeing and articulating the differences 

among fonts—what makes one font more legible 

than another. 

* Build your vocabulary for describing fonts and 

defending font choices. 

* Build your confidence in recognizing what makes 

a font more legible. As you discover new font 

options, you can analyze their legibility. 

Comparing Fonts on Typetester 

The number of fonts available to web typogra- 

phers has increased. Thus, an objective of this 

lesson is to practice analyzing parts of letters, 

articulating how the parts promote legibility on 

the web. 

1 Open your browser, and go to the Typetester 

website at www. typetester.org (Figure 

1.10). 

TYPETESTER 

a Co oe 

pun 

Ce ee 

* Lesson 1: Compare and Lesson 1; Compare and 
— Contrast Fonts Online i Contrast Fonts Online 

¢ Lesson 1: Compare and 
Contrast Fonts Online 

(eae 7 Ae 

Lesson 1: Compare and 
Contrast Fonts Online 

SS Se SO DSTO PNET 

FIGURE 1.10 Typetester, created by Marko Dugonji€¢. 
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2 Aparagraph of sample text loads automatically. 

Type your own text, if you prefer. 

3 At the top of the left column, choose Georgia 

from the Choose Typeface from the List drop- 

down menu; at the top of the middle and right 

columns, choose Courier New and Times New 

Roman from the Choose Typeface from the List 

drop-down menus. 

4. Compare these fonts with and contrast them to 

Georgia, writing about what you see (as | 

describe in the following section). 

5 Repeat Steps 3 and 4, this time comparing and 

contrasting Impact, Arial, and Verdana, and 

writing about what you see. 

6 Finally, compare and contrast two other fonts 

with Georgia or Verdana, writing about what 

you see. 

You can choose Windows Default, Mac Default, 

or Windows Vista fonts, or any other fonts you 

have installed on your computer. Choose fonts 

that interest you—fonts you'd like to spend 

time analyzing. 

A few popular fonts to try (not web safe, but good 

for this exercise) are Bodoni, Adobe Garamond, 

and Futura. Typetester may not list these fonts if 

you don't have them on your computer, however. 

Writing about What You See 

When it comes to the anatomy and legibility of 

fonts, a great way to build your analytical skills is 

to notice carefully what you see and write down 

your observations. Writing forces you to slow 

down, notice details, and practice your vocabulary. 
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LESSON 1 Compare and Contrast Fonts Online 

For each font pair you compare, ask yourself, 
“Which font is less legible? Why?” Use the 

following terms to explain your answers: 

* Ascenders and descenders 

* x-heights 

* Bowls 

* Apertures 

* Terminals 

* Counterforms 

* Spaces between letters 

* Thick and thin strokes 

Other terms you may need to use are 

* Baselines 

* Meanlines 

* Serifs 

° Stems 

¢ Shoulders 

Setting Font Sizes on Typetester 

Typetester uses a base font size method of setting 

font size and line height. This method is different 

from the one | recommend in this book. 

On Typetester you will use ems to set the size and 

“leading” (or line height). In web design, ems are 

multipliers of the document's base font size. 

Typetester automatically uses a default base font 

size of 10px, so setting text on Typetester to 1.2 

em means your font size = 12px. Line height is a 

multiple of font size. So in this example, 1.5 em 

line height = 18px (150 percent of the font size). 

If this makes your head swim, don’t worry. My 

method (pixels) is fine. In fact, | recommend using 

pixels when you start with web typography. 

You can read a simple breakdown of the pros 

and cons of each font size method at 

http: //webdesign.about.com/cs/ 

typemeasurements/a/aa042803a.htm. For 

a more in-depth look at em spaces, read “How 

to Size Text in CSS,” by Richard Rutter, at 

www.alistapart.com/articles/ 

howtosizetextincss. 

Understanding How HTML, CSS, Web 

Servers, Browsers, and Personal 

Computers Work Together 

HTML, CSS, web servers, browsers, and personal 

computers work together as a system. When 

building a website, you'll spend most of your time 

focusing on the HTML-and-Css relationship, but 

fonts are controlled by servers and personal 

computers—and readers can’t see your layouts 

without a browser—so you need to see how the 

system works as a whole. 

HTML 

HTML stands for Hypertext Markup Language. You 

can use this markup language to structure content 

for a web page because it tells the browser what 

content is on the page and how each element has 

been defined. You could use HTML to tell a browser, 

“This is my main headline.” In HTML, you'd write 

that information like this: 

<hi>This is my main headline.</hl1> 

CSS 

CSS stands for Cascading Style Sheets. This style- 

sheet language describes how elements defined 

in HTML should look. You could use CSS, for 

example, to tell a browser, “All text between <h1> 

ay, 



PART 1 HOW TO CHOOSE A FONT 

and </h1> tags should be 24/32 Georgia,” and 

you'd write it like this: 

hi{ 

font-family:Georgia; 

font-weight :normal; 

font-size:24px; 

line-height: 32px; 

} 

You start writing HTML and CSS in the next lesson. 

Browsers 

Browsers are translators. They translate written 

HTML and CSS into something you can see (and 

understand) on your screen. Browsers follow a set 

of standards, but even standards contain gray 

areas, so Mozilla Firefox, Internet Explorer, Safari, 

and other browsers (even different versions of the 

same browser) don’t necessarily display content 

the same way. It’s best to test your pages in 

different browsers and operating systems to see 

web 
Typag ra phec 

how each one translates your HTML and CSS 

instructions. 

Personal Computers and Fonts 

The individual web visitor has a lot of control of 

how he or she views web pages. A reader can have 

her screen resolution set higher or lower than 

yours, her browser window can be bigger or 

smaller than yours, and she can increase or 

decrease the font size you set in CSS. 

Web typographers have to understand that fonts 

live in the operating system, not in the CSS or the 

web browser. Therefore, a font that you specify in 

CSS can be viewed only if the visitor has it on his 

computer (see Figure 1.11). If you have an unusual 

font installed on your system, it’s easy to design a 

web page that includes the font; you can see it 

because the font is installed on your computer. 

But if your visitors don’t have it installed too, their 

browsers will display a default font instead (see 

Figure 1.12). 

reader 

FIGURE 1.11 The web typographer writes code files in HTML and CSS. These files are 

put on a web server. Browsers download and translate the HTML and CSS so that 

readers see the designed content (instead of the markup and style-sheet languages). 
Fonts must be on the reader’s computer—or linked from another source—to display 
correctly in the browser. 
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LESSON 1 - Compare and Contrast Fonts Online 

Most browsers now recognize the @font-face 

property in CSS. This property links to fonts, 

retrieves them from a web server, and displays them 

on a website. | cover this property in Chapter 4. 
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FIGURE 1.12 Top: If you use an unusual font that’s 

installed on your computer, the font will appear to 

work fine. Bottom: Readers who don’t have the font 

installed on their computers will see a default font— 

usually, Times New Roman. 
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CHAPTER 2 

Aesthetics and Emotions: Does the Font 

Convey the Right Message? 

Wor 

and Fonts 

can help communicate both types of meaning. 

F . We take them in and process 

their underlying meaning constantly—often not 

noticing them unless they are either really amazing 

or really “wrong.” Sometimes the “wrongness” is 

related to legibility (letters are hard to recognize). 

Other times it’s related to noticing a font is aesthet- 

ically or emotionally mismatched to the meaning of 

the word or text. 

Choosing a Font with Appropriate 

Aesthetic or Emotional Associations 

rea 

Readers expect wedding invitations to use script 

fonts, just as they know how to dress for such 

occasions. On an intuitive level, they also know 

they shouldn't see the Declaration of 

Independence or the U.S. Constitution in Comic 

Sans (unless it’s a political statement), and they 

probably won't ever see the Supreme Court 

justices wearing vintage Hawaiian shirts on 

the bench. 

The trick is to remember that no font can 

completely and clearly communicate the emotional 

associations of a text. No perfect font exists to 

communicate the complexity of marriage or civil 

rights, for example, so don’t go looking for a font 

with hearts or gavels in it. You'll only undermine 

the text by drawing readers’ attention to odd 

elements in the letters. Instead, choose a font that 

feels like it could work—a font that doesn’t jar 

readers because it’s inappropriate or unexpected. 

The words themselves communicate the message; 

the font plays a supportive role. It doesn’t have to 

(and shouldn't try to) say, “Look at me! I'm ripe 

with meaning!” 

In Figure 2.1, Comic Sans looks like what it is: an 

informal font designed to imitate comic-book 

lettering. It's not appropriate for the Declaration 

of Independence; that would just feel wrong. 

Caslon 540, on the other hand, is an interpretation 

of the font (by William Caslon) used to print offi- 

cial copies of the Declaration of Independence on 

the evening of July 4, 1776. Caslon 540 feels more 

appropriate, even though most people can’t iden- 

tify it and don’t know its history. Historic and other 
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literal connections aren’‘t necessary for readers to 

form associations between the font and the text. 

In the end, however, Caslon 540 isn’t an appro- 

priate font either, regardless of its historical 

connection to the text. Legibility aside (smallish 

x-height, too-small closed counter in e), Caslon 

540 isn’t a web-safe font. 

We hold these truths to be self-evident, 

that all men are created equal... 

We hold these truths to be self-evident, that 

all men are created equal... 

FIGURE 2.1 Top: Comic Sans is an informal font 

designed to imitate comic-book lettering. Bottom: 

Caslon 540 feels more appropriate for the 

Declaration of Independence. 

Choosing Serif Fonts for a Traditional 

Feeling and Sans Serif Fonts for a 

Modern Feeling 

We've built emotional associations with serif and 

sans serif fonts, influenced by how letters and 

fonts have been used for hundreds of years. 

Serif lettering has been part of the cultural land- 

scape since at least the first century CE via inscrip- 

tions, handwritten documents, and fonts. The serif 

letters on Trajan’s Column in Rome (see Figure 2.2) 

were originally brushed onto the stone before 

being chiseled out and repainted. Informal hand- 

written documents at the time were done in 

cursive, but formal documents and manuscripts 

were written in Latin Book Hand (which was based 

on the Roman Square Capitals used in inscriptions 

like Trajan’s Column). The first successful serif 

typeface was cut in 1470 by Nicholas Jenson. 

PART 1 HOW TO CHOOSE A FONT 

Thus, for centuries books and printed formal docu- 

ments were set in serif fonts. Seriflettérs*such,as 

those used for inscriptions, formal documents, and 

books live in our collective subconscious. We 

think of the 

FIGURE 2.2 An inscription on Trajan’s Column, built in 

113 BCE. 

Sans serif lettering was also used in early inscrip- 

tions (as early as the fifth century BCE) but didn’t 

have a presence in handwritten documents. 

Experimental sans serif fonts were used in the 

1700s, but the first commercial Latin printing type 

to include lowercase sans serif letters wasn’t in 

use until 1832. 

Thus, sans serif letters took a cultural backseat to 

serif letters until the end of World War I. In the 

1920s, after years of living in a country devastated 

by war, one group of German designers—the 

Modernists—wanted to look forward, not back- 

ward, to help society move toward a prosperous 

future. Influenced by industrialization, the 

Modernists lauded clarity over decoration and 

function over beauty. They saw all decoration as 

superfluous, including the serifs on letterforms, 

and they accused Traditionalists of living in the 

past, aping what went before. 

For both artistic and economic reasons, 

Traditionalists and Modernists defended their 

typographic theories while verbally attacking the 
other camp. In the end, both groups continued to 
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CHAPTER 2 Aesthetics and Emotions: Does the Font Convey the Right Message? 

find work in the field. Traditionalism predomi- 

nated in book design, whereas Modernism 

predominated in advertising and corporate design. 

We've been exposed to 

both Traditionalist and Modernist typography and 

have built our own associations with serif and sans 

serif fonts along party lines (see Figure 2.3). 

We hold these truths to be self-evident, 

that all men are created equal, that they 

are endowed by their Creator with certain 

unalienable Rights, that among these are 

Life, Liberty and the pursuit of Happiness. 

That to secure these rights, Governments 

are instituted among Men, deriving their 

just powers from the consent of the 

governed. 

We hold these truths to be self-evident, 

that all men are created equal, that they 

are endowed by their Creator with certain 

unalienable Rights, that among these are 

Life, Liberty and the pursuit of Happiness. 

That to secure these rights, Governments 

are instituted among Men, deriving their 

just powers from the consent of the 

governed. 

FIGURE 2.3 Top: Georgia 13/20. Bottom: Verdana 

12/20. Serif fonts feel “old” and “important.” Sans 

serif fonts feel “functional” and “clear.” 

Working with Formatting 

Connotation isn’t just about fonts. When you're 

using small bits of text (a word, a quote, or a 

heading, for example), it helps to consider how 

people read meaning into capital and lowercase 

letters, roman and italic type: 

* All caps: Words set inal feeL.important, 

powerful, reliable, and enduring (see Figure 2.4). 

The letters are big and demanding. The letters 

tend to be square, with little variation in shapes 

and few round (soft) forms. Early Roman and 

Greek alphabets didn’t have lowercase letters, so 

inscriptions were done in all caps. Because only 

the most important words and ideas were 

worthy of being carved into stone, people began 

to associate words set in all capital letters with 

power and importance. 

¢ All lowercase: Words set in all lowercase letters 

Variations 

in form, rounded shapes, and no initial capital 

letter give lowercase words a common, conver- 

sational feeling. 

Italic: Words Wc ecexcr cera me 

they reference letters written by hand (see 

Figure 2.5). The letters often have curved 

endings and thick and thin strokes reminiscent 

of old pen-and-ink cursive handwriting. 

Terminals reference where ink may have pooled 

on the paper. Sans serif italics (often called 

oblique because they're slanted rather than italic 

in form) lack the organic, humanist quality of 

serif italics. 

JUSTICE JUSTICE 

Justice justice 
FIGURE 2.4 Top: Words set in all caps feel important, 

powerful, reliable, and demanding. Bottom: Words set 

in all lowercase letters feel less formal. 
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justice justice 
FIGURE 2.5 Italic letters reference letters written by 

the human hand. Serif italics (left) look more like 

cursive than sans serif italics (right) do. 

Quirky fonts: Quirky fonts give additional 

meaning to a word and remind us that we cannot 

classify type by serif and sans serif alone. 

Impact, a sans serif font, feels very different 

from Verdana, as shown in Figure 2.6. Impacts 

bold strokes and condensed forms make it feel 

both powerful and constricting. 

Unlike Georgia, Courier (a serif font) does not 

feel traditional at all, as shown in Figure 2.6. It 

announces, “Hello. | was written on a type- 

writer.” The presence of the imaginary type- 

writer becomes dominant, and the reader 

wonders whether this is some sort of potboiler 

justice doled out by Raymond Chandler's Philip 

Marlowe. 

Justice Justice 
FIGURE 2.6 You cannot classify all serif fonts as tradi- 

tional and all sans serif fonts as modern. Left: Courier 

is dominated by the presence of an imaginary type- 

writer. Right: Impact is powerful and constricting. 

PART 1 HOW TO CHOOSE A FONT 

Conveying a Message 

To summarize, when choosing a font to convey 

a message: 

* Aesthetic and emotional associations are social 

constructs. 

* No font can completely and clearly communicate 

the emotional associations of a text. Choose a 

font that seems to work. 

¢ Serif fonts tend to feel traditional; sans serif 

fonts tend to feel modern. 

* Caps are powerful, reliable, and enduring. 

Lowercase letters are informal and friendly. 

° Serif italics feel humanist and more like cursive 

handwriting than sans serif italics do. 

* Fonts play a supporting role to the author's 

words. Fonts should never shout, “Look at me! | 

am ripe with meaning!” 

Recommended Reading 

To learn more about Modernism, try the 

Modernism page at 

typophile.com/node/12610 
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Lesson 2: Word 

Connotations 

This lesson helps you achieve the following 

objectives: 

* Practice using font, size, case, and style to 

communicate the emotional associations of 

words (see Figure 2.7). 

painful 

PAINFUL 

painful 

painful 

FIGURE 2.7 Josh Terci 

painful. Visit w 

similar explorations. 

* Build your vocabulary for describing fonts and 

defending font choices. 

* Build your confidence to communicate 

emotional associations in a subtle way (no 

hearts, daggers, or blood!) by using available 

resources (web-safe fonts). 

* Take the time to find out how readers “read” the 

solutions you create for this lesson. 

* Write your first HTML and CSS documents with a 

focus on type. 

Communicating Different Meanings 

of a Word 

In this lesson, you will create four typographic 

versions of a single word. 

1 Choose a word that you have an emotional 

association with. 

2 Using typetester.org, test your word in various 

fonts and sizes. 

Try to communicate different, or even opposite, 

connotations for the word. Experiment with 

case (capital and lowercase), style (roman and 

italic), and size. Take screen shots of your word 

as you experiment, jotting down fonts and sizes 

to document your process. 

3 Choose four versions of the word to set in HTML 

and CSS. 

All four versions must use web-safe fonts. If 

you want to work with other fonts, do more 

than four versions of the word. 

4 Create an HTML document defining four 

versions of the word and a CSS document 

describing each of the four versions of 

the word. 

If you are an HTML/CSS beginner (or feeling a bit 

rusty), follow my step-by-step instructions to 

build my version of this lesson. 

5 Ask at least two people to look at your finished 

assignment and describe the emotional asso- 

ciations that they have with each version of 

the word. 

The words themselves communicate the message; 

the font plays a supportive role. The fonts you 

choose don't have to (and shouldn't try to) shout, 

“Look at me! | am ripe with meaning!” 
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PART 1 HOW TO CHOOSE A FONT 

Writing about What You See 

When it comes to how fonts communicate, a great 

way to build your analytical skills is to carefully 

notice what you see and write down your observa- 

tions. Writing forces you to slow down, notice 

details, and practice your vocabulary. 

For each of the four versions of the word, ask 

yourself these questions: 

* How do size, case, style, and font affect the 

meaning of this word? 

¢ Did you choose a font that overshadows the 

word itself? 

* Did other people have the same emotional 

associations with the word that you did? 

Writing Your First HTML and CSS Files 

This lesson addresses the naming conventions and 

a recommended organizational structure for HTML 

files and folders. It also introduces five common 

IDs and elements: <div>, <h1>, <h2>, <h3>, 

and <h4>. 

Before starting the lesson, you need a text editor 

to write your files, such as the following: 

* For the lessons in this book, | used TextWrangler, 

from Bare Bones Software (available at bare 

bones.com/products/textwrangler/ 

download. htm1). The software is free, and 

works on Macs. It provides more text-editing 

control than BBEdit (another Bare Bones product) 

does and isn’t weighed down by a lot of bells 

and whistles. 

If you're working on a PC, | recommend 

Notepad++, another free text editor (available at 

notepad-plus-plus.org/download). 

If you're working in a program such as Adobe 

Dreamweaver, you can still do all the lessons 

and follow along with my notes; simply work in 

code view. 

Naming Conventions 

The following list explains some basics about 

naming your files: 

Filenames need to be consistent, and HTML is 

case sensitive. | always use lowercase letters (no 

caps), so | know exactly what case | used for each 

filename. 

HTML balks at spaces. If you create a file, folder, 

or image name with a space in it, any links to 

that file, folder, or image may break. | always use 

an underscore character (_) instead of a space. 

Thus, | would name a folder word_connotations 

instead of Word Connotations. 

To keep filenames simple and links working, | 

recommend using only letters, numbers, and 

underscore characters. 

Periods (dots) should only be used with file 

extensions (.html, .css, and so on) 

Your home page should always be called 

index.html. A browser will look for and open 

the index.html file in any folder you send it to. 

Finally, name your files and folders something 

meaningful. You won't remember what the heck 

new_page2.html is tomorrow morning. 

Organizing Files 

HTML files reference other files. They link to 

images, other HTML documents, PDFs, CSS files, and 

so on. These links work only if the HTML file knows 

where to find the other files. 

For now, you'll be working in a kind of closed 

system. Your HTML files will reference only other 

files on your desktop. 
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LESSON 2 Word Connotations 

It’s still important to keep everything organized so 

that links don’t get broken. 

Follow these steps: 

1 Start by creating a main folder for all the 

lessons you'll do for this book, calling it 

web_typography. 

2 In that folder, create a folder for this lesson, and 

call it 2_word_connotations. 

You should include the lesson number that so 

folders stay in numerical order (for refer- 

encing). This structure may come in handy later 

if you want to review HTML or CSS you wrote in 

earlier lessons. 

If you were creating a web page with images, 

you'd also need to make an images folder, but 

because this exercise doesn’t call for you to incor- 

porate any images, you can skip that step. 

Writing the HTML File 

In your text editor, create a new document, and 

save it as index.html in your 2_word_connotations 

foider. 

Before you put content into the file, you need to 

type a few things. 

Type the initial code 

Type the following code, making sure not to skip 

any characters or spaces. The “About the Syntax in 

the Book” section in the Introduction gives tips on 

how to type in syntax so you don’t skip necessary 

spaces or add unnecessary spaces. 

<!DOCTYPE html PUBLIC "-//W3C//DTD 

XHTML 1:0 Strict//EN" 

"http: //www.w3.org/TR/xhtml1/DTD 

/xntmial— strict ided"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title>Title of the document</title> 

<meta http-equiv="content-type" 

content="text/html;charset=utf£-8" /> 

</head> 

<body> 

</body> 

</html> 

OK, so what the heck does all that mean? 

The DOCTYPE and DTD 

Take a closer look at the first lines: 

<!DOCTYPE html PUBLIC "-//W3C//DTD 

XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtml1/DTD 

/xbemll-strret. dred > 

The DOCTYPE allows your HTML to be validated 

against a Document Type Definition (DTD), which 

tells the browser how to render your CSS. If you 

use an incorrect DOCTYPE, browsers will assume 

you've written invalid mark-up. The DTD you've 

typed is DTD XHTML 1.0 Strict. Your HTML will be 

valid only if you've used accepted elements and 

attributes. Because I'm not going to show you any 

deprecated (no longer acceptable) elements or 

attributes, this DTD is the correct one to use. 

Notice that you're actually using XHTML for your 

syntax. XHTML uses a stricter syntax and promotes 

clean code. | refer to the syntax as HTML throughout 

this book, however, because of this line: 

<meta http-equiv="content-type" 

content="text/html; charset=utf£f-8" /> 

You'll be serving (presenting for use) the XHTML as 

text/html. Browsers recognize the syntax as 

HTML, and you won't use any tags that aren’t HTML 

compliant. 
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PART 1 HOW TO CHOOSE A FONT 

Tags 

HTML uses tags to define elements. Tags come in 

pairs: they open and close. 

Look at the preceding HTML example closely. Find 

the <htm1> tag and the </htm1> tag. The first tag 

opens the definition; the second tag (with the /) 

closes the definition. 

It may be hard to find the opening HTML tag 

because it actually looks like this: 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

XHTML adds an xmlns declaration for the XHTML 

namespace in the <htm1> tag. The declaration is 

used to qualify attribute names. You don’t need to 

know how the xmlns works; just know that you 

need to include xmlns in the <html> tag when 

using XHTML. 

Whether or not an opening tag includes extra 

syntax, it still starts the definition. Thus, the 

<html></htm1> pair means that everything 

between these two tags is HTML. 

Head, Title, and Body Elements 

You'll also see three other tag pairs, called 

elements: 

<head></head> 

<cilhe></italbtikes 

<body></body> 

The closing tag in each pair includes a slash (/). 

An HTML document begins with a head element, 

which defines information about the document 

(what the title is, the link to the CSS file, metadata, 

scripts, and so on). Next is the <title> element, 

which lives in the head element. The tag pair 

<title></title> should be nested inside the 

<head></head> tags. In other words, the 

<title></title> tags always go after the 

starting <head> tag but before the closing 

</head> tag, as follows: 

<head> 

<title>Title of the document</title> 

</head> 

There is also some metadata in the head element 

(right after the title element): 

<meta http-equiv="content-type" 

content="text/html;charset=utf£-8" /> 

This metadata defines the character encoding, 

which tells the web browser what set of characters 

(letters, numbers, and so on) to use when 

converting the bits to characters. You don’t need 

to understand exactly how it works; just know that 

this line is required and should live in the head 

element. Notice that the metadata closes with />. 

Because the <meta> tag isn’t used for holding 

content, it doesn’t come as a pair of tags. Because 

there's no closing tag, you close the single tag 

with />. 

The last pair of tags is the <body> element, which 

contains the content of the HTML document. You'll 

add content here as you progress through the 

lesson. 

View your web page 

Take a moment to save your document. 

Open the document in your browser. Do you see a 
blank screen, with the document's title at the top 

of the browser window? Perfect! 

Now you can start putting in some content. 

Give the page a title 

Between the <title> tags, change Title of the 
document to Lesson 2: Word Connotations. 
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LESSON 2 Word Connotations 

Add the content 

Between the <body> tags, add your word four 

times. It will look something like this: 

<body> 

yes 
yes 

yes 

yes 

</body> 

View your web page 

Save your HTML document, and view your docu- 

ment in your browser (if your browser is still open 

you Can just click the Refresh button). You'll see 

the changes. 

Now your web page has a meaningful title at the 

top of the browser window, and it has your word 

written four times. Unfortunately, the word runs 

across a single line, like this: yes yes yes yes (see 

Figure 2.8). 

Why does it look like this? Browsers translate the 

HTML. Your browser will show only what you've 

given it. You haven't told the browser where to put 

line breaks, so it didn’t add any. 

typography book/2 1 ¥ CH coos) 

lyes yes yes yes 

FIGURE 2.8 The word runs across a single line because 

you haven't told the browser where to put line breaks. 

Define your headings 

Usually, you'd use the paragraph element <p></p> 

to define paragraphs and break the lines. But since 

you aren't using whole paragraphs of text here, 

and | want you to set each of the four words differ- 

ently, instead you'll use a variety of heading 

elements to define each word. 

Put the following tag pairs in your HTML, using 

one pair around each word (note the bold code for 

the tags): 

<body> 

<hi>yes</h1> 

<h2>yes</h2> 

<h3>yes</h3> 

<h4>yes</h4> 

</body> 

View your web page 

Save your HTML document, and view the changes. 

You should see your words in a column along the 

left edge. The words are bold and get smaller as 

they go down (see Figure 2.9). 

a 7% 

FIGURE 2.9 Headline elements (<h1> to <h6>) have 

default stylistic values. All <h> tags, for example, 

default to bold. You need to describe elements differ- 

ently in CSS if you don’t want items to be displayed 

with default settings. 
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Why does each word look a little different from 

the others? The heading elements (<h1> to <h6>) 

have default stylistic values that browsers use to 

display the headings—unless you describe the 

elements differently. That's exactly what you are 

going to do next. 

Writing the CSS File 

The CSS document is where you can, among other 

things, describe how elements defined in HTML 

should look. For this assignment, you tell the 

browsers what the <h1>, <h2>, <h3>, and <h4> 

elements should look like. 

In TextWrangler (or another text editor), create a 

new document, and save it as word_connotations. 

css in your 2_word_connotations folder. 

Describing an Element 

CSS descriptions have three parts: 

* Selector: The element/ID/class you want to 

describe 

* Property: The attribute you want to affect 

¢ Value: The value you want to assign to the 

property 

Written together, they look like this: 

selector {property:value; } 

If you want to set your <h1> in Georgia, for 

example, you would write it like this: 

hi{font-family: georgia; } 

To set your <h1> in 24px Georgia, you would write 

it like this: 

hi{font-family: georgia; font- 

size:24px; } 

Notice that the two properties—f ont -family 

and font-size—are separated by a semicolon. 

PART 1 HOWTO CHOOSE A FONT 

Also notice that there are no spaces anywhere in 

the syntax. If you ever need to type a value with 

two or more words (such as Comic Sans MS), put 

that value in quotation marks (as in font - 

family:"Comic Sans MS"). 

If you want to set your <h1> in 24/32 Georgia and 

remove the bold (default) setting associated with 

the <hi> element, your syntax is going to get 

longer. To make the CSS easier to read, it’s 

customary to put one property: value pair on 

each line, separated with a semicolon, like this: 

hi{ 

font~-~family:georgia; 

font-weight :normal ; 

font-size: 24px; 

line-height :32px; 

} 

It is also customary to indent the 

property: value pairs. This helps make the 

syntax easier to read. 

Describe the first element: <h1i> 

In this lesson, you will create four typographic 

versions of a single word you choose. But to learn 

the HTML/CSS, an example is provided using four 

versions of the word yes (see Figure 2.10). 

Make the top version of yes to be 48/48 Georgia 

italic, regular weight, and centered. Type the 

following CSS syntax and then save the CSS file: 

hi{ 

font-family:georgia; 

font-style:italic; 

font-weight :normal; 

font-size:48px; 

line-height: 48px; 

text-align:center; 

} 
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LESSON 2 Word Connotations 

FIGURE 2.10 Four versions of the word yes. Top: 

Impact. Middle left: Georgia italic. Middle right: 

Georgia. Bottom: Verdana. 

Now look at the web page in the browser again. 

Wait! Nothing changed! What went wrong? 

Tell the HTML file to reference the CSS file 

The browser doesn’t know to use the CSS file. You 

need to tell it to do so. Add the following line in 

the head element (that is, between the <head> 

</head> tags) of the HTML file: 

<link href="word_connotations.css" 

rel="stylesheet" type="text/css" /> 

You'll put this syntax in the head element of any 

HTML file that references a CSS file. Notice that 

you're telling the HTML file to reference word_ 

connotations.css, which is the CSS file you just 

created. This filename is a variable. Use the correct 

name of the CSS file for each project. 

Save the HTML file, and reload the file in the 

browser window. It works! 

Describe the second element: <h2> 

You want the second version of yes to be 60/60 

Georgia, regular weight, all caps, with 5 pixels of 

letterspacing, and centered. Type the following 

CSS syntax: 

h2{ 

font-family:georgia; 

font-weight :normal; 

font-size: 60px; 

line-height :60px; 

text-transform: uppercase; 

letter-spacing: 5px; 

text-align:center; 

} 

Save the CSS file, and view the web page in the 

browser again. 

Describe the third element: <h3> 

Make the third version of yes 120/120 Impact, 

regular weight, all caps, and centered. Type this 

CSS syntax: 

h3 { 

font-family:impact; 

font-weight :normal; 

font-size:120px; 

line-height :120px; 

text-transform: uppercase; 

text-align:center; 

} 

Save the CSS file, and view the web page in the 

browser again. 
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Describe the fourth element: <h4> 

Make the fourth version of yes 24/24 Verdana, 

regular weight, and centered onscreen. Type this 

CSS syntax: 

h4{ 

font-family: verdana; 

font-weight :normal; 

font-size: 24px; 

line-height: 24px; 

text-align:center; 

} 

Save the CSS file, and view the web page in the 

browser again. 

You've described all four elements. Everything 

looks good, but the words have unexpected white 

spaces between them (see Figure 2.11). These 

spaces are caused by default margins in the <h1> 

to <h6é> elements. Leave these margins alone for 

now (I cover them in the next lesson) and move on 

to creating a “div.” 

FIGURE 2.11 Headings (<h1> to <h4>) described in 

CSS. Notice the white spaces between words, which 

are caused by default margins in the elements. 

PART 1 HOW TO CHOOSE A FONT 

Creating a div 

Divis short for division. Think of a <div></div> 

pair as a container (or layout box) you can use to 

create structure in your web page (see Figure 2.12). 

| border of div dla | 
padding 

content 

ee a ee ee, eee See ae Sete 

t—— Your div will take up the entire space, Ses 

even if the content or bordered area looks smaller. 

FIGURE 2.12 A div has margins and padding, even if 

readers see only the border and content. 

You often see a div referred to as a wrapper. You 

can use either term when referring to a div. 

A div is a box to hold content. It has a border. It 

also has padding inside the border and a margin 

between the border and other elements in the 

layout. You'll become more acquainted with 

margins, padding and borders later, but for right 

now, add and describe a simple div. 

Add a div in your HTML 

You want the four words to live inside the div, so 

add the <div> tags around your content. Type the 

following syntax inside your body element and 

before your <h1> element: 

<div id="main_container"> 
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Notice that you didn’t type just <div>. Why? Most 

web pages contain more than one div to structure 

the content (just as most magazines have more 

than one column of text). Unlike headlines, in 

which you have six (<h1> to <h6>) tags to work 

with, you have only one <div> tag to use, so you 

need to identify (ID) which div you want to use 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 0px; 

margin-left:auto; 

background-color: #ffffff; 

} 

The div id selector looks different from the <h1> 

selectors because you're dealing with an ID. You're 

when you add a div to your HTML. 

I’ve named the div main_container because it’s describing a specific ID applied to a div, so you 

the main div that contains all the other elements create and describe the ID #main container, 

in the layout. In HTML and CSS, youcan name divs not div, To create and describe an ID in CSS, you 
whatever you want to. | find that main_ 

container is most meaningful for me, but use 

wrapper if you prefer. Just make sure that the 

div name in your HTML matches the div name in 

your CSS. 

As your web page compositions become more 

complex, you'll need to identify multiple divs to 

build your pages (div IDs are unique and can only 

be used once on a page). You should always name 

your divs in a meaningful way: header, footer, 

page, main_navigation, and so on. 

You still have to close the div. After your <h4> 

element, still inside your body element, type 

</div>. 

Describe the div ID 

If you were to save and view your index.html file in 

the browser, you wouldn't see any changes, 

because you haven't described the div idin Css. 

To make your main_container div a white rect- 

angle (400px wide) with a black border (1px), 

centered in the browser, write the syntax like this: 

#main_container{ 

width: 400px; 

border-width: 1px; 

border-style:solid; 

must precede the name with a hash mark (#). 

There are also some new properties in this syntax: 

You set the size of the container to 400px wide 

and put a solid, 1px border around it. 

You set the margins of the main_container. 

The margins are the spaces between the 

container and elements next to it. The only 

element next to your main_container is the 

browser window. You put 20px between the top 

edge of the main_container and the browser 

window. You put Opx between the bottom edge 

of the main_container and the browser 

window. Most important, you told the browser to 

automatically calculate the amount of margin to 

put between the sides of the main_container 

and the browser window. This keeps the main_ 

container centered left to right, regardless of 

the width of the browser window (see Figure 2.13). 

Finally, you made the main_container back- 

ground color white. CSS uses hexadecimal color 

codes to represent RBG (red, green, blue) colors, 

and #££££££ means white. (Plenty of color 

charts are available online. My favorite is Hues 

Hub, at www. december .com/html/spec/ 

colorhues.html.) 
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FIGURE 2.13 Setting the left and right margins to auto 

keeps the main_container centered in the browser. 

You're almost done. Next, you add the background 

color. 

Add a background color to the page 

After you learn the syntax for a property, you can 

use it across selectors. In the preceding section, 

for example, you gave main_container a white 

background by adding a line to the syntax 

describing the #main_container: 

background-color: #fffff£; 

To add a background color to the page, use the 

same property syntax but apply it to the body 

element. In the CSS file, type the following: 

body { 

background-color: #999999; 

} 

Save the CSS file, and view the web page in the 

browser again. It should look like Figure 2.14. 

FIGURE 2.14 The background-color syntax changed 

the background color of the body (the whole page) 

to gray. 

You have created and described four heading 

elements, described the body element, and 

created and described an ID for a div. 

Congratulations! 

For more practice, go back and redo the lesson, 

using your own word connotations. 

If you need to use syntax for a property | haven't 

covered, HTML Dog (htmldog. com/reference/ 

cssproperties) has typographer-friendly 

resources for finding and setting properties 

and values. 
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Moving Forward Recommended Resources 
For this lesson, | recommend the following This chapter showed you to how to choose a font 
online resources: based on aesthetics and emotion. It also showed 

you how to write some basic HTML and CSS. To download TextWrangler, go to 

barebones .com/products/textwrangler/ In the next chapter, you read about choosing a font 
download.html - based on whether it can do the job. You also work 

To download Notepad++, visit with more text and see how to create and apply a 

notepad-plus-plus.org/download class in HTML and Css. 

To copy and paste the doctype declaration, go to 

www .w3 .org/QA/2002/04/ 

valid-dtd-list.html 

To see examples of this lesson, visit 

typographicwebdesign.com 

For a full range of colors, visit Hues Hub: 

december. com/html/spec/colorhues. 

html 

For articles about using color, visit Design 

Festival at 

designfestival.com/category/color/ 

To build your own color schemes, go to Color 

Scheme Designer at 

colorschemedesigner.com/ 

* For more CSS syntax, go to 

htmldog.com/reference/cssproperties/ 
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CHAPTER 3 

Contrast, Styles, and Characters: 

Can the Font Do the Job? 

Deciding whether the font can do the job starts 

with reading the text. Is the text complex? Does it 

have multiple sections and subsections in need of 

headings and subheadings? Does the author want 

to emphasize certain ideas? Do you need or want 

to italicize titles, quotes, or other items? 

If you answer “yes” to any of these questions, you 

need to choose a font that can do the job; you 

need to find a font family with all the styles and 

weights you need. A font family is made up of all 

the styles in the font. Most families include 

regular, bold, italic, and bold italic (see Figure 3.1). 

More complex families include more styles. 

Regular Regular 

Bold Bold 

Italic Italic 

Bold Italic Bold Italic 

FIGURE 3.1 Two font families. Left: Georgia. Right: 

Verdana. Most basic font families include regular, 

bold, italic, and bold italic. 

What Should | Look for in a 

Bold Style? 

You should consider two factors when looking for 

a bold style: 

there enough difference between 

the bold and regular styles to create visual 

contrast (see Figure 3.2)? 

‘ Will bold 

words create emphasis without overwhelming 

the regular text or screaming at the reader? 

— 

Is there enough contrast to create 

emphasis where you need it? 

Is there enough contrast to create 

emphasis where you need it? 

FIGURE 3.2 Top: Sans serif fonts tend to have visually 

heavier bolds than serif fonts, with greater contrast 

between bold and regular. Bottom: Serif fonts tradi- 

tionally have less contrast between bold and regular. 
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Not every bold is alike. Sans serif fonts tend to * Shapes of letters: Not all “italic” styles are italic 

have visually heavier bolds. Why? Sans serif (see Figure 3.4). Some are actually oblique 

fonts tend to be monoline (all the strokes have (slanted). True serif italic letters feel like hand- 

similar thickness). When a bold version is writing; they have curved endings, and thick and 

designed, every stroke gets significantly thicker, thin strokes. Sans serif italics feel like regular 

resulting in a visually heavier bold than one letters that have been slanted. 

designed for a serif font. 

A visually heavier bold could be exactly what j Serif italics feel like handwriting. 

you're looking for if words or ideas must really Sans serif italics (oblique) feeNike 

j : th d, 
LT SS ISS Ae a aaa regular letters that have been slanted. 
text may call for a more subtle contrast. 

“ Legibility: Sometimes, the strokes in bold styles FIGURE 3.4 Not all italic styles are really italic. Most 

get so thick that the counterforms get lost (see sans serif italics are oblique. Notice the different 

Figure 3.3). This situation can happen if a font forms of the iand fin the serif italic and the sans serif 

oblique. 
was designed for print (the designer didn’t build 

in enough counterspace) or a font family wasn’t 
designed as a system (the designer paid more Legibility: Sometimes italics lose legibility (see 

attention to the regular weight, simply thick- NIIOS Sib MES SPSS ure SSS uci. [acu 

ening strokes when a bold style was needed). eociecan get seer ae eee 
narrower. Oblique letters become more illegible 

r as the forms of the letters are squished over on 

Do counterforms (spaces) fill in? an angle. 

Do counterforms (spaces) fill in? 7 

Some obliques are harder to read. 

Do counterforms (spaces) fill in? Some obliques are harder to read. 

Do counterforms (spaces) fill in? 
Some italics are harder to read. 

Some italics are harder to read. 
FIGURE 3.3 Top to bottom: Verdana Bold, Arial Bold, 

Georgia Bold, and Times New Roman Bold. Choose a ; 

bold style with open counterforms. If spaces in and FIGURE 3.5 Top to bottom: Compare Verdana Italic, 

around the letters are too small, the text is harder to Arial Italic, Georgia Italic, and Times New Roman 
read onscreen. Italic. Choose an italic (oblique) style with open coun- 

terforms. If spaces in and around the letters are too 

small, text is hard to read. 

What Should | Look for in an 
Italic Style? * Contrast: The contrast between regular and italic 

text is subtle. Italic is often used for titles and 

quotes that are meant to be read as part of the 

italic style: l ast. 
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overall text, rather than for catching a reader's 

eye as he scans. 

What Else Should | Consider in 

a Font? 

Here are a few other factors to consider when 

choosing a font: 

. ometimes, text 

includes captions, footnotes, or other elements 

that you want to deemphasize. Choose a font 

that continues to be legible even at small sizes 

(see Figure 3.6). 

Fonts with larger x-heights, such as Verdana, 

hold up better even at smaller sizes. This text 

is set at 10/15 pixels. It’s still easy to read. 

Fonts with smaller x-heights, such as Georgia, 

are hard to read at smaller sizes. This text is set 

at 10/15 pixels. It’s more difficult to read. 

FIGURE 3.6 Fonts with large x-heights remain legible 

at small sizes. 

, Capital letters: If the text includes a lot of 

capital letters, or if you want to use all caps for a 

heading, consider what the capital letters in the 

font look like (see Figure 3.7). Are the forms 

pleasing and easy to read, or do they take up too 

much space? 

M.F.K. Fisher M.F.K. Fisher 

HD DVD movies HD DVD movies 

New York, NY New York, NY 

FIGURE 3.7 Capital letters in a font should be easy to 

read and shouldn't stand out too much. 

~ NonBenae There are two kinds of numbers: lining 

and old style (see Figure 3.8). Lining figures are 

based on the proportions of capital letters. 

Old-style figures (also called text figures or non- 

lining figures) have ascenders and descenders. 

They blend into text better than lining figures do 

because they resemble lowercase letters. 

LINING FIGURES Old style figures 

1234567890 LOOK 1234567890 look 

LIKE CAPITALS. like lowercase. 

FIGURE 3.8 Lining figures blend in with capital 

letters, whereas old-style figures blend in with 

lowercase text. 

Poet Robert Bringhurst wrote in The Elements of 

Typographic Style, “[Old-style figures] are basic 

parts of typographic speech, and they are a sign 

that dollars are not really twice as important as 

ideas, and numbers are not afraid to consort on 

an equal footing with words.” 

+ Width of the font: Fonts take up different 

amounts of horizontal space. They have 

narrower or wider bowls, and more or less space 

around the letterforms. A wide font will fit 

comfortably in a wide column, whereas a narrow 

font will fit comfortably in a narrow column. | 

cover column width (line length) in detail in 

Chapter 6. 
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summarize, to decide whether a font can do 

the job, read the text, and figure out what you 

need the font to do. Here are a few tips: 

* Look for a bold that provides enough contrast 

but is still legible. 

* Look for an italic that has the shapes/quality 

you want and retains legibility. 

* See whether the font remains legible at 

small sizes. 

* Look at the capital letters. Ask yourself whether 

they're pleasing and easy to read or too big. 

* Look at the numbers. Ask yourself whether they 

blend in with the text or are lining figures and 

look more like caps. 

¢ Look at the width of the font. The wider the 

font is, the longer the line length (column width) 

will be. 

PART 1 HOW TO CHOOSE A FONT 

What If | Can't Get Everything | Want 

from a Font? 

You have many things to consider when choosing 

a font: bold, italic, caps, numbers, font width, legi- 

bility at small sizes, and so on. What if you can't 

get everything you want? 

The truth is, you probably won't. As a typographer, 

you need to balance everything the text needs 

with everything you want and decide what charac- 

teristics are most important. The font | use in this 

book, for example, is Aller, but Aller wasn't my 

first choice. 
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Deciding to Use Aller 

| originally wanted to use a sans serif font for 

text and a serif font for headings because this 

is a book about a contemporary, technology- 

driven approach to creating typography that is 

based on traditional typographic theory. | felt 

that combining the two forms of fonts (modern 

and traditional) would represent the essence of 

typographic web design. 

But | ran into some problems. The two-column 

layout in this book (which is the best layout 

for incorporating the images) results in narrow 

columns. The first sans serif fonts | tried had 

bowls that were too wide for the column width. 

| couldn't fit enough words on each line, and 

the text got choppy. When | tried condensed 

sans serif fonts, they didn’t look right with any 

of the serif fonts. There was too much contrast 

between the fonts. The serif fonts looked wide, 

open, and traditional. The sans serif fonts 

looked narrow, tight, and modern. 

After testing dozens of fonts, | settled on using 

a single font: Aller. It’s a sans serif font, but it 

has a lovely, traditional-looking italic and old- 

style figures. As a contemporary font, it was 

designed with qualities from both modern and 

traditional fonts; the final page doesn’t feel too 

modern or too traditional. 

In addition, Aller’s bowl is narrower than most 

noncondensed sans serif fonts; more words fit 

on each line. This improves the flow of the text 

for reading. Aller has a large x-height, so it can 

be set fairly small in the captions and retain 

readability. It has a strong bold for contrast and 

a pleasing italic; both are important because 

italic and bold are needed throughout the text 

for emphasis. Finally, Aller has pleasing capital 

letters. This is important because the text is 

peppered with the acronyms HTML and CSS. 

While | gave up the original concept of using 

both a serif and a sans serif font, in the end 

| found a font that met the needs of the text 

while retaining a bit of a traditional feeling 

and a bit of a modern feeling. Every project is 

different, as you see in Figure 3.9. 

BREAD & BLESSINGS SANDWICH PROGRAM 

The Bread & Blessings Sandwich Program is a mi 

poor and homeless in Providence. Three times a 

volunteers of all ages serve coffee, hot chocolate, 

more than two hundred (200) men, women and 

Congregational Church at 300 Weybosset Street i 

Those lunches are made three times a week by an 

I think I need mediation. 

What do I do? 

What is Mediation? 

Mediation Matters: 

A Success Story 

Mediation and 

Small Claims Court 

FIGURE 3.9 Top: Ina recent website redesign, we 

wanted a traditional feeling, including old-style 

figures to blend in with the text. We used Georgia. 

Bottom: For another project, we didn’t want the site 

to feel too traditional. We ended up mixing Georgia 

and Verdana. 

Snr nn nnn nn ee aU EdytEt IESE SSSISSSgnnSSS SSS 

41 



PART 1 HOW TO CHOOSE A FONT 

Lesson 3: A Short 

Bibliography, Part 1 

This lesson helps you achieve the following 

objectives: 

1 Practice choosing a font based on what it has to 

offer: roman, italic, bold, caps, and numbers. 

2 Practice creating a simple hierarchy for head- 

ings, subheadings, titles, and text. 

3 Build your vocabulary for describing the 

differences between two fonts and how they 

doa job. 

4 Write slightly more complex HTML and CSS 

documents than in the preceding chapters, 

incorporating a<span class>. Even if you're 

already HTML/CSS savvy, follow the walk- 

through provided in this section because | 

share typographic tips as | show the HTML/CSS. 

You'll find instructions for Part 2 of the bibliog- 

raphy in Chapter 4. 

Create a Bibliography Using One 

Font Family 

In this lesson, you will create a bibliography with 

section headings and italicized titles. 

1 Use the text file 3_bibliography.doc 

provided at www.wiley.com/go/ 

typographicwebdesign. 

2 Typeset the bibliography, using either the 

Verdana or Georgia font family (see Figure 

3.10). Use only one font family. 

Bibliography 

Typography 

Allen, Dean, *Reading Design.” A List Apart: For People Who Make 

Websites. A List Apart Mag., 23 November 2001. Web. 28 

December 2009. 
Bringhurst, Robert. The Elements of Typographic Style. 2nd Ed. 

Vancouver: Hartley & Marks Publishers, 2002. Print, 
Warde, Beatrice. “The Crystal Goblet or Printing Should Be 

Invisible” Looking Claser 3; Classic Writings on Graphic 
Design. Eds, Michae! Bierut, Steven Heller. New York: Allworth 

Press, 1999. 56-S9. Print. 

css 

Clarke, Andy, and Molly Holzschiag. Transcending CSS: The Fine 

Art of Web Design. Berkeley: New Riders Press, 2006. Print. 

Daggett, John. "Beautiful fonts with @font-face.” Mozilla. Jonn 

Daggett, 11 June 2009. Web. 28 December 2009. 

Zeidman, Jeffrey and Ethan Marcotte. Designing with Wed 
inderds. 3rd Ed. Berkeley: New Riders Press, 2009. Print. 

Grids 

Carusone, Antonio. The Grid System : The uitimate resource in 
% . M.p., n.d, web. 28 December 2009. grid 

Kane, John. A Type Primer. Londen: Laurence King Publishing, 

2002. Print. 

Tondreau, Beth. Layout Essentiais: 100 Design Principies for 

Using Grids. Beverly: Rockport Publishers, 2009. Print 

FIGURE 3.10 Working with the text provided, Chris 

Nelson designed the bibliography shown here. Visit 

the Typographic Web Design site to see other 

explorations. 

3 The bibliography has the main heading 

Bibliography. This heading should stand out the 

most. Make the main heading big, bold, or all 

caps. Use only one characteristic—size, weight, 

or case—to emphasize the heading. Changing 

only one characteristic to create emphasis is 

more subtle and more difficult, and forces you 

to balance the elements in the bibliography 

more carefully. 

The bibliography is separated into three 

sections: Typography, CSS, and Grids. These 

subheads should stand out more than the text 

but not as much as the main heading. Again, 

pick one way to emphasize the subheads: size, 

weight, or case. 

Within each section are three resources. Each 

resource includes capital letters, italics, and 

numbers, so you'll get a chance to use all three 

elements in the text. 
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6 When you finish designing the bibliography, 

take a screen shot and then change the font 

family. Take a screen shot of the bibliography 

showing the new font family. 

Writing about What You See 

Compare and centrast the two screen shots. How 

are they different? Analyze the caps, numbers, 

bold, and italic of each font. Use terms such as 

emphasis, contrast, and counterforms in your 

descriptions. You can also use more colloquial 

terms, like gets lost or stands out. 

Using HTML and CSS to Design the 

Bibliography 

This lesson introduces the <p> tag for setting your 

text, the <span> tag and classes for italicizing 

titles, and padding, margins, and text-indent for 

controlling space around the text. 

In the web_typography folder, create a folder for 

the lesson. Call it 3_bibliography. 

Start the HTML File 

In your text editor, create a new document, and 

save it as index.html in your 3_bibliography folder. 

Type the basic HTML syntax and title 

Add the following code to your index.html file (a 

template for the Doctype Declaration is available 

for copying and pasting at w3 .org/QA/2002/04/ 

valid-dtd-list.html): 

<!DOCTYPE html PUBLIC "-//W3C//DTD 

XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtm11/DTD 

/xhtmli-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title>Lesson 3: Bibliography</title> 

<meta http-equiv="content-type" 

content="text/html;charset=utf£-8" /> 

</head> 

<body> 

</body> 

</html> 

Add the content 

Between the body tags, paste the text from 3_ 

bibliography.doc. 

View your web page 

Save your HTML document, and drag the icon into 

your browser. Without <h1>, <p>, and <br /> 

tags, the text runs together (see Figure 3.11). 

Quotation marks from the Word document flow in 

as weird syntax (see Figure 3.12), which you will 

fix later. 

Bibliography Typography Alien, 
| Web. Zi Decenb a), Bright, Rober. Te Elen o Ty pegale St 

Laan ban ae ntact etal o Make Websites. A List Apart Mag... 23 November 2001, | 
‘Vancouver: Change 

FIGURE 3.11 Without <h1>, <h2>, and <p> tags, the 

text runs together. 
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FIGURE 3.12 Quotation marks from the Word docu- 

ment flow in as weird syntax. 

Add line breaks 

You'll use a variety of tags to organize the text. 

First, define the main heading (Bibliography) with 

<h1> tags, as follows: 

<hi>Bibliography</h1> 

Define each subheading (Typography, CSS, and 

Grids) with <h2> tags: 

<h2>Typography</h2> 

<h2>CSS</h2> 

<h2>Grids</h2> 

Define each item (book, article, or blog) with <p> 

tags: 

<p>Allen, Dean. "Reading Design." 

A List Apart: For People Who Make 

Websites. A List Apart Mag., 23 

November 2001. Web. 28 December 

2009.</p> 

View your web page 

Save your HTML document, and view the changes. 

The bibliography is broken up into the main 

heading, subheadings, and individual items. 

You still need to fix some things, though: 

1 Put the text in a div so you can control the line 

length of the text and center it in the browser. 

2 Start writing the CSS file. 

3 Improve the typography. 

4 Italicize the titles by using a class. 

5 Fix the quotation marks. 

6 Describe your headings. 

The following sections walk you through the 

preceding tasks. 

Put the div in your HTML 

You want the bibliography to live inside a div, so 

add the <div> tags around your content. Type the 

following syntax inside your body element and 

before your <h1> element: 

<div id="main_container"> 

After the final item, still inside your body element, 

type the closing tag: 

</div> 

Start Writing the CSS File 

The CSS document is where you describe how 

elements defined in HTML should look. Start by 

describing what the div should look like. 

In your text editor, create a new document, and 

save it as bibliography.css in your 3_bibliography 

folder. 

Describe the div ID 

To make your main_container div a white rect- 

angle (400px wide) with a black border (1px), 

centered in the browser, write the syntax like this: 
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#main_container{ 

width: 400px; 

border-width: 1px; 

border-style:solid; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 0px; 

margin-left:auto; 

background-color: #fffffE£; 

} 

About the HTML and CSS in This Book 

The lessons in this book focus on web 

typography, not on writing clean, expert syntax. 

This is not a book about web compliance, 

testing across browsers, interactivity, or how 

to structure a website. All of these issues are 

integral to designing the best (most accessible, 

most usable) website possible, but they are not 

the focus of these lessons. 

If you are new to writing HTML and CSS, these 

lessons were written for you. Every step in the 

process is explained, and new techniques are 

introduced in each chapter so you can build 

your HTML and CSS skills with confidence. | avoid 

HTML and CSS that assumes prior knowledge. 

| want to help you get up and running quickly 

so you Can revel in your successes. You can 

learn more advanced techniques once you have 

mastered the basics. 

Tell the HTML file to reference the CSS file 

In the HTML file, add the following line in the head 

element (between the <head></head> tags): 

<link href="bibliography.css" 

rel="stylesheet" type="text/css" /> 

Remember to put this syntax in the head element 

of any HTML file that references a CSS file. Notice 

that you’re telling the HTML file to reference bibli- 

ography.css, which is the CSS file you just created. 

In Chapter 2, you linked to a different CSS file. 

If you are experienced writing HTML and CSS, 

some of the syntax and semantics used in the 

lessons might not match your expectations 

of how HTML and CSS should be written. For 

instance, | don’t use shorthand or introduce 

reset stylesheets. | don’t show how to use more 

than a couple of techniques in each chapter, so 

semantically, HTML markup might feel a “step 

behind” in some places. | use naming conventions 

meant to help new HTML and CSS writers recognize 

what they are doing in their syntax. 

If you already know how to complete a lesson 

using more advanced techniques or using 

different semantics, please do so! This is the 

perfect time to weave together your new 

typographic skills and your existing HTML and 

CSS knowledge. But | still recommend you take 

the time to read through the walk-throughs; you 

have the opportunity to see what a typographer 

looks for on the screen. 

45 



PART 1 HOW TO CHOOSE A FONT 

Save your HTML document and view the changes 

The text is in a reasonable column, but it’s too 

close to the border of the div (see Figure 3.13). 

Next, you add some padding (space inside the div) 

to give the text a little breathing room. 

[Bibliography 

{Typography 

en, Dean. “Reading Design.” A List Apart: For People 
Make Websites. Ariel ts 23 November 2001, 
- 28 December 2009. 

nae Beatrice, ia corealcoiiereaa 1g Should Bo 
ble” Looking Closer 3: Classic Writings on Graphic 

aa Eds. Mihsel Bien, Stoves tale ‘New York: 

jringhurst, Robert. The Elements of Typographic Style, 2nd 
|. Vancouver, Tarey & Macks Publishes, 2002. Print, 

Iworth Press, 1999. $6-59. Print. 

. Andy, and Molly Holzschlag. Transccoding CSS: Tho 
ist of WES Desig, Bexisy. New Rides Frees 2005, 

Pesect, Jot SS pela 
john Daggett, 11 June 2009. Web. 28 Decem 

Panes and Ethan Marcotte. Designing with Web 
ind Ed, Berkeley: New Riders Press, 2009. Print, 

rids 
i] 

Antonio. The Grid System : The ultimate resource L 
0.9.0.4. wed. 28 2009, & 

\ 
| 
| 
| 
! 
i 
i 
\ 
| 
1 
i 
\ 
| 
1 
\ 
| 
| 
if 
\ 
\ 
| 
| 
i} 
' 
\ 
\ 
| 
i 
| 
\ 

| 
i 
\ 
\ 
| 
i 
\ 
| 
i 

— 

Bibliography 

“Typography 
‘$Aulen, Dean, “ 
Who Make Websites. A List Apart 
‘Web, 28 December 2009. 

Bringhurst, Robert, ‘Elements of Typographic Style, 20d 
Bd. Vancouver, Harte ley & Marks Publishers, 2002. Print. 

‘Reading Design,” A List Apart: For People 
Mag.,23 November 2001.2 

cipal bia ost Sto Be 
Writ 

Allworth Press, 1999. 56-59. Print. 

css 

Clarke, Andy, and Molly Holzschiag. Transcending CSS: The 
sa eens Dee 

‘Daggett, John, “Beautiful fonts with @font-face.” Mozilla. 
soba Daseett, 11 June 2009. Web. 28 December 2009. 

Zoldman, Jetfrey and Ethas Marcowe. Desigaing with Web { 
rd Ba. Berkeley: New Riders Press, 2009, Print. j 

FIGURE 3.13 Top: Without padding, the text is right up 

against the border of the div. Bottom: With 20px 

padding all around, you have space between the text 

and the border of the div. Notice that the padding 

increased the amount of space occupied by the div. 

The 400px div now takes up 440px. 

Add padding 

To add the same amount of padding all the way 

around (20px, for example), add the following 

syntax to the list of property:values; for the 

#main_container in CSS: 

padding: 20px; 

Now your #main_container syntax looks 

like this: 

#main_container{ 

width: 400px; 

border-width: 1px; 

border-style:solid; 

margin-top: 20px; 

margin-right: auto; 

margin-bottom: 0px; 

margin-left:auto; 

background-color: #fffffFf; 

padding: 20px; 

} 

To add different amounts of padding on each side, 

set individual properties, moving clockwise from 

the top: 

padding-top:10px; 

padding-right :20px; 

padding-bottom: 30px; 

padding-left: 40px; 

Note: If you already know how to write CSS short- 

hand, feel free to use it instead. | don’t use short- 

hand in this book. 

Improve the Typography 

Now that the div is set properly, it’s time to attend 

to the typography. Continue working in your 

CSS file. 

Style the <p> tag 

For this example, | used Georgia. You may choose 

to use Verdana, so write your syntax accordingly. 
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Style the <p> just like you styled the heading 

elements in Chapter 2. If you want the text to be 

Georgia 13/20px, left aligned, with no spaces 

between the paragraphs, write the syntax like this: 

pt 

font-family:georgia; 

font-size:13px; 

line-height :20px; 

text-align:left; 

margin: 0px; 

padding: 0px; 

} 

By specifically setting margins and paddings to 

Opx, you override any default spaces that browsers 

add to <p> tags. Again, you can alter this syntax to 

include the values you prefer. 

Change the left margin to outdent 

Bibliographies are set so that all lines except the 

first are indented; the first line of each item is 

outdented. 

To outdent the first line, you add a left margin to 

the text and then remove the extra left margin on 

the first line only. 

The syntax styling the <p> tag simply describes 

the margin as margin: Opx;. You need to change 

the margin so that the left margin is 20px but all 

the others remain Opx. Use the following code to 

. do so: 

margin-top: 0px; 

margin-right: 0px; 

margin-bottom: 0px; 

margin-left: 20px; 

Next, to remove the extra left margin on the first 

line only, add the following line: 

text-indent:-20px; 

Your CSS syntax for the <p> tag now looks like this: 

pt 

font-family:georgia; 

font-size:13px; 

line-height: 20px; 

text-align:left; 

text-indent : -20px; 

margin-top: 0px; 

margin-right: 0px; 

margin-bottom: 0px; 

margin-left:20px; 

padding: 0px; 

} 

Save your HTML document and view the changes 

Now when you view your code in the browser, 

each item in the list outdents (see Figure 3.14). 
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FIGURE 3.14 Each item in the list outdents on the first 

line. You added a left margin and removed it for the 

first lines only using the text-index property. A 

common rule in typography is to set your indent 

equal to your line height. The line height in this 

example is 20px, so the left margin is also 20px. 

Next, you will italicize the title of each item by 

creating a class in CSS and applying it in the HTML 

document. 
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italicize the Titles by Creating a Class 

Sometimes, you want to change the look of some 

words ina single line of text. Thus far, you've used 

heading tags and the <p> tag, all of which auto- 

matically add a line break to the text. How do you 

make some words italic without inserting a line 

break? You create a class. 

Create a class in the CSS 

In the CSS file, add the following syntax: 

.titles{ 

font-style:italic; 

} 

The class you created looks different from the 

heading and <p> selectors because in a sense, 

you're creating your own selector. There’s no 

<titles> tag, but you want to control how the 

titles in the bibliography look. By creating this 

class, you’re telling the CSS, “| want a new selector. 

I'm calling it titles.” 

To create and describe a class in CSS, you must 

precede the name with a dot (.). 

Note that you can also create a class specifically 

attached to an existing selector. p. intro might 

be an introductory paragraph with a different look 

from the rest of the paragraphs on a page. You'll 

see classes used this way a lot. Don’t worry about 

it yet; you'll do this in Chapter 13. 

Apply the class in the HTML 

To apply the class in the HTML, use the 

<span> tag. 

You want to apply the class to each book or 

website title, so add the <span> tags around each 

title. (Note: Don't italicize titles of articles, which 

already use quotation marks.) Type the following 

syntax (don’t include the dot) before each book or 

website title: 

<span class="titles"> 

After each title, type the closing tag: 

</span> 

Save your HTML document and view the changes 

After you save the document and open it in your 

browser, you'll see that all the book and website 

titles are italicized (see Figure 3.15). If it didn’t 

work, go back and check your syntax character by 

character. 
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FIGURE 3.15 Book and website titles are italicized by 

means of the <span class="title”></span> syntax. 

Don't italicize the titles of articles, which are already 

in quotation marks. 

From here, finish the page on your own, fixing 

quotation marks and describing your headings. 

Fix the quotation marks 

When you specified Georgia or Verdana, the 

quotation marks may have appeared to fix them- 

selves because both fonts recognize the smart 

(curly) quotes imported from the Microsoft Word 

document. 
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But the quotation marks will still show up as weird 

syntax in some browsers. If the quotation marks 

are still coming in all wonky, go into your HTML 

and replace all left quotation marks with the 

following code: 

&ldquo; 

Then replace all right quotation marks with this 

code: 

&rdquo; 

Save your file, and view your document in the 

browser to see the changes. | talk about quotation 

marks in detail in Chapter 9. 

Describe your headings 

| leave you to do this last part—describing your 

headings—on your own. The steps are described 

in detail (if in a different context) in Chapter 2. 

You'll internalize the process better if | don’t walk 

you through it step by step. 

You've already defined your main heading and 

subheadings by using the <h1> and <h2> tags. 

Now you need to go into your CSS document and 

describe what <h1> and <h2> should look like. 

You can describe font, size, weight, case, line 

height, margin, and padding. 

Remember that the <h1> (main heading) should 

stand out most. The <h2> should stand out more 

than the text but not as much as the <h1>. 

In addition, continue using only one font. Try to 

emphasize the headings by using only size, 

weight, or case. 

Good luck! 

Recommended Resources 

For this lesson, | recommend the following 

online resources: 

* To download the text for this lesson, go to 

www.wiley.com/go/ 

typographicwebdesign 

* To see examples of this lesson, visit 

typographicwebdesign.com 

* To see more CSS syntax, visit 

htmldog.com/reference/cssproperties 

* To copy and paste the Doctype, go to 

w3 .org/QA/2002/04/valid-dtd-list. 

html 

Moving Forward 

This chapter introduced you to choosing a font 

based on the needs of the text. It also showed you 

how to apply and style a <p> tag and a class. 

In the next chapter, you read about choosing 

two fonts to work together, as well as adding a 

web font to your bibliography by using the 

@font-face syntax. 
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CHAPTER 4 

Choosing Two Fonts to Work Together 

A common misconception is that text should be A second font adds more than just contrast; it also” 

set in a serif font and headlines should be set ina adds a voice to the text. A second font communi- 

sans serif font. This isn’t always necessary. You cates an aesthetic or emotion that the original 

didn't need two fonts (one serif, one sans serif) to font doesn't. 

make the bibliography work in the preceding : 
5 ‘ To pick the style of second font you need, answer 

chapter's lesson. When you use size, case, and : 
. a couple of questions: 

style wisely, you can create elegant, well-orga- / 

nized solutions for almost any project with only What extra layer of meaning (connotation) do 

one font. you want to communicate? 

At times, though, you need (or want) to use two * What do you need the second typeface to do 

fonts. In this chapter, | show you how to choose for you? 

One To wmerkitog ether After you answer these questions, you're ready 

to look for a second font that will go with your 

Display Type: Using a Second Font text face. 

Considering Concord and Contrast 

When two fonts are used together, they need to 

bring in a second font. have the right balance of concord and contrast. 

Too much similarity or contrast between the fonts 
Identifying What You Need from a Second Font 

The first step in choosing a second font for display 

type is asking yourself why you want to use oneélIf If two fonts are too similar, they're like two shades 

recom- of a color that don’t quite match, even though you 

mend that you reconsider. You can create contrast _ feel that they should (see Figure 4.1). If they have 

with a single font by using size, color, case, weight, nothing in common, they feel like they don't 

and placement. belong together (see Figure 4.2 and Figure 4.3). 

creates discord. 
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Display Type 
Too much similarity or contrast between 

fonts creates discord. If too similar, they 

are like two shades of a color that don’t 

quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

Display Type 
Too much similarity or contrast between 

fonts creates discord. If too similar, they 

are like two shades of a color that don’t 

quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

= 

FIGURE 4.1 Top: Nadia Serif (in the heading) combined 

with Georgia. The fonts are too similar to work well 

together. There’s not enough contrast. Bottom: Nadia 

Serif with Verdana is a better match. The fonts 

contrast in strokes and serifs but have similar letter 

structures and x-heights. 

A good rule of thumb for choosing a second font is 

“Don't settle.” If a display font doesn’t match the 

mood of the text or work with the text type, keep 

looking. Always be willing to go back and develop 

new solutions rather than settle for a font that’s 

not right. 

In Chapter 3, you achieved concordance by using 

the same font throughout. You achieved contrast 

with size, weight, or case. 

DISPLAY TYPE 
Too much similarity or contrast between 

fonts creates discord. If too similar, they 

are like two shades of a color that don’t 

quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

DISPLAY TYPE 
Too much similarity or contrast between 

fonts creates discord. If too similar, they 

are like two shades of a color that don’t 

quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

ras 

FIGURE 4.2 Top: NeoRetroDraw combined with 

Georgia. The fonts are too different to work together. 

NeoRetroDraw is hand-drawn, sans serif, all caps, 

geometric. Georgia is none of these things. Bottom: 

NeoRetroDraw with Verdana is a better match if the 

typographer is looking for a hand-drawn second font; 

both fonts are sans serif. 

When working with two fonts, consider their struc- 

tures (x-height, bowl shape), strokes (monoline, 

thicks/thins), styles (script, retro, distressed, hand- 

drawn), and serifs. If too many characteristics are 

the same, the fonts are probably too similar. If too 

many characteristics are different, there's prob- 

ably too much contrast. 
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Too much similarity or contrast between 

fonts creates discord. If too similar, they 

| are like two shades of a color that don’t 

| quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

Display Type 
Too much similarity or contrast between 

fonts creates discord. If too similar, they 

are like two shades of a color that don’t 

| quite match... but feel like they should. If 

they have nothing in common, they feel 

like they don’t belong together. 

FIGURE 4.3 Top: Beautiful ES combined with Verdana. 

The fonts are too different to work together. In addi- 

tion to the contrast between script and roman forms, 

Beautiful ES has thick and thin strokes that are 

usually associated with more traditional fonts. 

Verdana’s strokes are more uniform, so the font feels 

less traditional. Bottom: BlackJack with Verdana is a 

better match if the typographer is looking for a script 

second font. BlackJack has less contrast between 

thick and thin, less slant, and a less-traditional feel 

than Beautiful ES. 

Text Type: Using a Second Font 

Text type (12—16px, usually used for tent) is 
another way to bring in a second font. It’s 

becoming more common to use a second font for 

text—as more legible, well-designed fonts that are 

legal to use in web pages, contain a full family, and 

work well together become available. And | expect 

that more fonts will become available in the future. 

Identifying What You Need froma 

t 

The first step in choosing a second font for text is 

asking yourself why you want to use one. If your 

only reason is to add flavor because Georgia and 

Verdana are so ubiquitous, | recommend that you 

reconsider. Ubiquitous type is like ubiquitous air. 

Choosing to add a second font to add flavor is like 

spraying air freshener because you want to draw 

attention to the smell of a room. Sometimes, you 

want people to notice what a room smells like 

(especially if you're a fantastic cook), but usually 

not. Smell can be intrusive, distracting people 

from the intended experience. Trying to read 

information and ideas through a typeface with 

flavor is like trying to enjoy a movie when the guy 

behind you is wearing too much cologne. 

To pick the second font you need, ask yourself. a 
couple of questions: 

+ How will the second typeface help you respect, 
clarify, and share the information and ideas in 

the text? 

rate 0 a REET cas 
for you? 

Considering Balance and Continuity 

Concord and contrast are even more important 

when you're choosing a second text type font. 

t 

to be read separately from the text. Text type, 
h : 

upusmamE 
A second font brings another voice to the text. It 

can emphasize or deemphasize; it can provide the 

voice of reason or create a dreamlike state. It 

shouldn't make readers stop in their tracks (unless, 

of course, the writer intended to have that effect). 



As with display ty 

. One of the fonts will look like a 

mistake (see Figure 4.4) or have too much contrast 

(see Figure 4.5). 

PART 1 HOW TO CHOOSE A FONT 

A second font brings another voice to the 

text. It can emphasize or deemphasize; it 

can provide a voice of reason or create a 

dreamlike state. 

It shouldn't make readers stop in their 

tracks (unless, of course, the writer 

intended to have that effect). 

As with display type, two text type fonts 

should not be too similar (one will look like 

a mistake) or have too much contrast. 

A second font brings another voice to 

the text. It can emphasize or deemphasize; 

it can provide a voice of reason or create a 

dreamlike state. 

It shouldn't make readers stop in their 

tracks (unless, of course, the writer 

intended to have that effect). 

As with display type, two text type fonts 

should not be too similar (one will look like 

a mistake) or have too much contrast. 

FIGURE 4.4 Top: DejaVu Serif combined with Georgia. 

The fonts are too similar to work well together. 

Bottom: DejaVu Serif combined with Verdana isa 

better match. The fonts contrast in strokes and serifs 

but have similar letter structures. 

A second font brings another voice to the 

text. It can emphasize or deemphasize; it 

can provide a voice of reason or create a 

dreamlike state. 

It shouldn't make readers stop in their 

tracks (unless, of course, the writer intended 

to have that effect). 

As with display type, two text type fonts 

should not be too similar (one will look like 

a mistake) or have too much contrast. 

A second font brings another voice to the 

text. It can emphasize or deemphasize; it 

can provide a voice of reason or create a 

dreamlike state. 

It shouldn't make readers stop in their 

tracks (unless, of course, the writer intended 

to have that effect). 

As with display type, two text type fonts 

should not be too similar (one will look like 

a mistake) or have too much contrast. 

| 2 

FIGURE 4.5 Top: Walkway Bold combined with 

Georgia. The fonts are too different to work together. 

In addition to the contrast between serif and sans 

serif, Walkway Bold has geometric forms (the bowl is 

a perfect circle) and a thinner stroke. Even the bold 

version feels light compared with Georgia. Bottom: 

PT Sans with Georgia is a better match. The fonts 

contrast in serifs, but their bowl shapes are less 

extreme in contrast, and their stroke weights comple- 

ment one another. 
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When mixing text fonts, try 

void significant variance in 

bowls (narrow/circular/wide), extensions of 

ascenders and descenders (long/short), x-heights 

ie and apertures (open/closed). If 

i n 

m igure 4.6). 

fonts fonts fonts 
FIGURE 4.6 Balance fonts optically. Size fonts so that 

their x-heights match. Unfortunately, this guideline 

isn't always achievable when you're using pixels 

because you can’t work in increments smaller than a 

pixel, but get as close as you can. Verdana 36px (left) 

needs to be reduced to 32px (center) to match 

Georgia 36px (right). 

Selecting a Second Font 

To summarize, when you choose a second 

display font, you should 

Identify what you expect the font to 

communicate. 

Balance concord and contrast (not too similar; 

not too different). 

Consider structures (x-heights, bowl shapes), 

strokes (monoline, thicks/thins), styles (script, 

retro, distressed, hand-drawn), and serifs. 

Avoid settling for a font that doesn’t work. 

When you choose a second font for text, 

you should 

Identify how a second font will help respect, 

clarify, and share the information and ideas in 

the text. 

Create continuity by balancing concord 

and contrast. 

Avoid significant variances in bowls, extensions 

of ascenders and descenders, x-heights, and 

apertures. 

Balance fonts optically rather than 

mathematically. 

About the Fonts Used in This Chapter 

The seven new fonts used in this chapter are avail- 

able free from fontsquirrel.com. 

All seven fonts are legal to use with @font-face 

in CSS. | cover @£ont- face later in this chapter 

and show you what to look for in fonts (which 

aren't always good for online use) in Chapter 15, 

“Building a Font Library.” 
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Lesson 4: A Short 

Bibliography, Part 2 

This lesson helps you achieve the following 

objectives: 

1 Practice choosing a second font to use for 

display type. 

Practice creating hierarchy with headings and 

subheadings, making changes as needed. 

Build your vocabulary for describing why two 

fonts work together. 

Use @font-face in your CSS. Even if you are 

HTML/CSS savvy, follow the walk-through 

provided in this section because | share typo- 

graphic tips as | show the HTML/CSS. 

Use a Script Font for the Title 

In the first part of the lesson, you will choose and 

apply a script font to the main heading in your 

bibliography from Chapter 3. 

a Go to www. fontsquirrel.comand choose a 

script font. Many kinds of script fonts are avail- 

able; choose one that works with your text type 

(Georgia or Verdana). 

Make a copy of the folder from the last lesson. 

Rename it 4_bibliography_script. Rename your 

CSS file bibliography_script.css, and link to it. 

Download the @font-face syntax, and insert 

it into your new CSS document for the <h1> tag. 

(| explain how to do this in the HTML and CSS 

walk-through.) 

PART 1 HOW TO CHOOSE A FONT 

4 Adjust the size, weight, and case of <h1> as 

needed. 

Use a Font of Your Choice for the Title 

To practice using @font-face, you will repeat the 

steps with a font of your choice. 

a Go to www. fontsquirrel.comand choose 

another font. Make sure that it works with your 

text type. If it doesn’t, change your text type to 

the other standard (Georgia or Verdana). 

Make a copy of the folder from the last lesson. 

Rename it 4_bibliography_choice. Rename your 

CSS bibliography_choice.css, and link to it. 

Download the @font-face syntax, and insert 

it into your new CSS document for the <h1> tag. 

(I go over how to do this in the HTML and CSS 

walk-through.) 

Adjust the size, weight, and case of <h1> as 

needed (see Figure 4.7). 
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FIGURE 4.7 Chris Nelson added a font of his choice. He 

added Ubuntu Titling Bold (from Betatype) for the 

main heading. Visit the Typographic Web Design site 

to see other explorations. 
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Write about What You See 

* Choose one of the preceding exercises. 

* Which font did you choose? Why? 

_* What text type does the font work best with? Why? 

¢ Use words such as concord, contrast, structure 

(x-height, bowl shape), stroke (monoline, thick/ 

thin), style (script, retro, distressed, hand-drawn), 

and serif. 

Use @font-face and Font Stacks 

In this exercise, you modify the bibliography from 

the lesson in Chapter 3, so just make a copy of that 

lesson’s folder, and name the new folder 4_bibli- 

ography_script. Keep the new folder inside the 

web_typography folder. 

Rename the CSS file bibliography_script.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the following: 

<link href="bibliography_script.css" 

rel="stylesheet" type="text/css" /> 

Change the title to 

<title>Lesson 4: Bibliography with 

Script Font</title> 

Create a new folder in the 4_bibliography_script 

folder called fonts. Font files for this lesson will 

go here. 

Understanding @font-face 

property in CSS. Thi 

displays them on a website. 

Legal Issue: Linking Is Not Embedding 

The capability to link fonts with the @font-face 

property has been around for a while, but not 

every browser has supported it. Now that most 

browsers support it, one of the main problems is 

that not every font’s EULA (End User License 

Agreement) allows it. 

When you're purchasing or downloading a font to 

use on your website, read the EULA or other license 

that accompanies the font. If the license doesn't 

explicitly allow web linking (or if a license isn’t 

provided), don't do it. Contact the foundry or 

designer to negotiate or clarify permission. 

Web link ng is 

Web embedding means that the font has been 

embedded ina file (text in an image, a font used in 

Web linking means that the font is 

downloaded to the browser and used to render 

the text on the web page. Fonts that allow web 

embedding don't allow web linking unless explic- 

itly stated in the license. 

For this lesson, you obtain your fonts from 

fontsquirrel.com. At this writing, the site provides 

only free fonts and states whether the fonts give 

permission to web-link (most of them do). Thus, 

you may legally use almost all the fonts on the 

site. Each font has a EULA; it’s your responsibility 

to read the license and respect its provisions. 

Technical Issue: Different Browsers Use 

Different File Types 

If you want the @font-face property to work 

across all browsers, you need to have access to 

multiple font files: Embedded OpenType (E0T) files 

for Internet Explorer 4+; TrueType (TTF/OTF) for 

Mozilla Firefox 3.5+, Opera 10+, Safari 3.1+, and 

Chrome 4.0.249.4+; Scalable Vector Graphics (SVG) 

for iPad and iPhone; and Web Open Font Format 
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(WOFF), the emerging standard of web fonts for 

Firefox 3.6+, Internet Explorer 9+, and Chrome 5+. 

| don't cover how to save the different file types. 

That's not the objective of this lesson. Instead, | 

show you how to use @font-face kits provided 

by fontsquirrel.com. These kits provide all the 

preceding files plus demo.html and stylesheet.css 

files so you can get going fast. 

Choosing Your Font 

The first part of the lesson asks for a script font. 

Find one at www. fontsquirrel.com that you 

think will work. View and test-drive the font by 

typing the word Bibliography (see Figure 4.8). 

Some fonts look great until you string letters 

together to form words. If a font doesn’t look right 

to you, don't settle. Keep looking. 

Home Most Downloaded Newly Added @font-faceKits  @font-face Generato 

CHOPIN SCRI © Download TTF 
4 Style | TrueType | More Dieter Steffmann Fonts | Visit Site 
2 @font-face Compatible! 

Specimens Test Drive Character Map License @tont-face Kit 

Ecorse epNaE [Bibliography —__ |feon 

Bibliography 
FIGURE 4.8 Test-drive a font before you download it. 

Some fonts look great until you string letters 

together. After you've picked your font, click the @ 

font-face Kit link (circled) to start building and down- 

loading the kit 

Download the @font-face kit 

Every approved and available web font has a link 

to the font’s @font-face kit, as noted in Figure 

4.8. Click the link and then follow these steps: 

1 When you're asked to choose font formats, 

choose all of them (TTF, EOT, WOFF, and SVG). 

2 Click the Download @font-face Kit button. 

PART 1 HOW TO CHOOSE A FONT 

3 Find the kit on your desktop or in your 

Downloads folder. 

4 Open the demo.html file (or in some cases, the 

file with the word “demo” in the name) in your 

browser to make sure that all files downloaded 

correctly. 

Put the EOT, TTF, SVG, WOFF,.and license files in 

your fonts folder 

Put the font files in the fonts folder you created in 

4_bibliography_script. Put the license file in the 

folder as well. It's good to keep the license agree- 

ment with the fonts. (Read it, too!) Leave the other 

files; you won't need them in the fonts folder. The 

stylesheet.css file is a valuable reference file, so 

keep track of where you store it. 

Describe @font-face in your CSS document 

Find the stylesheet.css file provided by Font 

Squirrel in the @font-face kit. Open the file in 

your text editor. Find and copy the following 

syntax: 

@font-face{ 

font-family: 'ChopinScriptRegular'; 

src:url('ChopinScript-webfont 

CO!) 5 

src:url('ChopinScript-webfont 

-eot?iefix') format('eot'), 

url ('ChopinScript-webfont.woff') 

ROTMate (WOE, 

url ('ChopinScript-webfont.ttf') 

format ('truetype'), 

url ('ChopinScript-webfont 

.Ssvg#webfontBrisyAdb' ) 

format ('svg') ; 

font-weight:normal; 

font-style:normal; 

} 
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LESSON 4 A Short Bibliography, Part 2 

Open your CSS file for this lesson (dibliography_ 

script.css), and paste the syntax at the top of 

the file. 

This syntax isn’t going to work... yet. You need to 

‘tell the various browsers to find the files they 

need in the fonts folder. Thus, you need to add 

fonts/ to all the URLs, like so: 

@font-face{ 

font-family: 'ChopinScriptRegular'; 

src:url ('fonts/ChopinScript-webfont 

SCOu- iF 

src:url('fonts/ChopinScript-webfont 

HCOelLeEis jh ormat(veot.)), 

url ('fonts/ChopinScript-webfont 

.woff') 

url ('fonts/ChopinScript-webfont 

aint) 

format ('woff'), 

format ('truetype'), 

url ('fonts/ChopinScript-webfont 

. svg#webfontBrisyAdb' ) 

fonmat( 4SvGg! ) + 

font-weight:normal; 

font-style:normal; 

} 

Whoa! What does that all mean? 

Line 1: This syntax defines @font- face. 

Line 2: I'm naming this font ChopinScriptRegular 

so that | can use it to describe an element (such as 

an <h1>). 

Lines 3 and 4: IE9-compatible browsers can find 

the .eot file in the fonts folder. 

Lines 5 and 6: IE6 to IE8 can find the .eot file in the 

fonts folder. 

Lines 7 and 8: Firefox 3.6+ and Chrome 5+ can find 

the .woff file in the fonts folder. 

Lines 9 and 10: Firefox 3.5+, Opera 10+, Safari 

3.1+, and Chrome 4.0.249.4+ can find the .ttf file 

in the fonts folder. 

Lines 11, 12, and 13: iPads, iPhones, Firefox 3.5+, 

Chrome 0.3+, and Opera 9+ can find the .svg file in 

the fonts folder. 

Line 14: This font has a normal font-weight. 

(Note: Font Squirrel will set font-weight to 

“normal” even if the font itself is bold. 

FontSquirrel does this to increase support in 

browsers that ignore font-weight. This method 

works, because if you use a bold font, its “normal” 

weight is bold. The font weight won't lighten.) 

Line 15: This font has anormal font-style. 

(Note: Font Squirrel will set font-style to 

“normal” even if the font itself is italic. Font 

Squirrel does this to increase support in browsers 

that ignore font-style. This method works, 

because if you use an italic font, its “normal” style 

is italic. The font style won't straighten out.) 

Line 16: This line closes the @font-face 

definition. 

To learn more about the @font-face syntax 

and why it it must be written in the order 

shown, | highly recommend the article 

“The New Bulletproof @font-face Syntax” by 

Ethan Dunham at fontspring.com/blog/ 

the-new-bulletproof-font-face-syntax. 
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Notes about the Syntax 

In the syntax, | used the font Chopin Script. 

Use your own font information wherever | use 

Chopin-specific information. 

You can type this syntax if you prefer, but because 

it's available in the stylesheet.css provided by 

www.fontsquirrel.com, | recommend copying 

and pasting it. The code contains a lot of 

details, and one missing piece of punctuation 

will prevent @font-face from working. 

If you choose to type in the syntax, remember, 

indented lines belong together on a single line, 

and do not add spaces before periods (.) or 

forward slashes (/). Thus the following syntax 

would be typed in as a single line, with no space 

between “webfont" and “.ttf”: 

src:url('fonts/ChopinScript-webfont 

-tt£') format('truetype'), 

Use the font-family name in your hi element 

You've named the font-family and told 

browsers where to find the font. You’re ready to 

use it. 

Change your h1 font-family syntax to include 

the new font. My h1 font-family was Georgia 

for the last bibliography (in Chapter 3), as follows: 

h1{ 

font-family:georgia; 

} 

| add Chopin Script to my font-family options: 

hi { 

font-family: 'ChopinScriptRegular', 

georgia; 

} 

PART 1 HOW TO CHOOSE A FONT 

Building a Font Stack 

In the preceding section, | added Chopin Script, 

but kept Georgia as an alternative, separating the 

fonts with a comma. This arrangement is called a 

font stack. A font stack tells the browser, “If for 

any reason you can't use the first font, use the 

second one.” 

It's a good idea to build font stacks. This practice 

keeps your websites from defaulting to Times or 

Arial. | also recommend deliberately removing 

your first choice from the stack during the design 

process just to see what the page would look like 

with the second font (see Figure 4.9). Try to avoid 

unpleasant surprises. 

Provide copyright information 

CSS allows you to write comments in the syntax. 

Comments show up in the CSS file but don’t affect 

the HTML file. 

Comments start with these characters: 

jt * 

Comments end with these characters: 

ef 

Use a comment to identify any fonts linked in your 

file. Most EULAs require you to provide the copy- 

right information. It's especially important to give 

recognition to designers who provide their fonts 

free for web linking. 

Providing copyright information also helps web 

typographers identify and find good fonts! You'll 

appreciate it when others do this in their CSS. 
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LESSON 4 A Short Bibliography, Part 2 
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FIGURE 4.9 Top: The original h1, Georgia 30/40px. The 

main heading stands out but isn't overwhelming. 

Middle: The h1 in Chopin Script 48/40px. Bottom: 

Georgia 48/40px. If a browser can’t use Chopin 

Script, it will use Georgia. The font will change, but 

not the size. The main heading is huge—not great, 

but acceptable. Keep an eye on font stacks when 

you're setting text type! 

The following syntax is modified only slightly from 

Font Squirrel’s copyright comment. Again, read the 

EULA to see what you're expected to include for 

each font. 

/* 

* Chopin Script is copyrighted by 

the vendor listed below. 

* 

* @vendor: Dieter Steffmann 

* @vendorurl: http://www.steffmann.de 

* @licenseurl: 

http://www. fontsquirrel.com 

/license/Chopin-Script 

Sle 

Note: The asterisks that start every line aren't 

required for the comments to work. They act as 

visual elements to draw attention to the copyright 

information. 

Repeat the lesson with a font of your choice 

Make a copy of the folder you just finished. Name 

it 4_bibliography_choice. Keep it in the web_typog- 

raphy folder. 

Rename the CSS file bibliography_choice.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the following: 

<link href="bibliography choice.css" 

rel="stylesheet" type="text/css" /> 

Change the title to the following: 

<title>Lesson 4: Bibliography with 

A Font of My Choice</title> 

Repeat the lesson you just completed for the 

script font, this time using a font of your choice. 

Try to do the lesson without referring to the 

instructions, using them as needed. 

As always, you can view other results and solu- 

tions at the Typographic Web Design site. 

Good luck! 
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Recommended Resources 

For this lesson, | recommend the following 

online resources: 

¢ To choose and download fonts, visit 

fontsquirrel.com 

* To see examples of this lesson, visit 

typographicwebdesign.com 

Moving Forward 

This chapter explained how to choose two fonts to 

use together. It also showed how to link to a web 

font using the @font-face syntax. 

In the next chapter, you read about creating 

rhythm and tension on the typographic page. You 

also see how to use more than one div in your 

layout. 

PART 1 HOW TO CHOOSE A FONT 
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INTERLUDE + 

on and Tension i 

_ What determines the 
result is the way in which 

- the diverse elements are 

organized in relation to 

each other, the contributions 

each makes to form, texture, 

and weight, and the effect 

_ of their relation with the 

space in which they exist. 

CARL DAIR, — 

DESIGN WITH 

TYPE (1967) 





CHAPTER 5 

Rhythm and Tension in the Typographic Layout 

Imagine a song with a rhythm that never changes 

(tap, tap, tap, tap, tap, tap, tap). 

Pretty boring. 

Imagine a song with a dynamic rhythm that shifts, 

contrasting changes in volume and pace. Some 

beats are soft; others are loud. Some come slowly; 

others, quickly. Sometimes, the beats stop alto- 

gether, and the rhythm falls silent, creating 

tension as we wait for the beats to start again (tap, 

tap, tappity-tap. BAH BAH BAH BAH......BAH!). 

Like good music, successful a i 

lay 

basi : 

s chapter 

explores the methods you can use to add those 

features to your layouts. 

Repetition and Counterpoints 

Text has an inherent rhythm created by the repeti- 

tion of horizontal lines. This rhythm is composed 

with a consistent use of font, size, line length, and 

line height. 

To compose a dynamic rhythm, you need to break 

the basic horizontal repetition with counterpoints. 

Two fundamental counterpoints are the focal 

point and strong vertical lines (see Figure 5.1). 

te peas 
SS 

—— FRISBY wxrac 
wa fo ; 

wee —— 
\ + 

| = 
[ee 

FIGURE 5.1 Left: Equal margins and competing focal 

points undermine rhythm and tension. Right: A single 

focal point and strong vertical line improve rhythm 

and tension. 
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Web Designers Need to Sketch! 

Now is the perfect time to start sketching. 

Get the ideas out of your head, and visualize 

possible solutions quickly and easily before 

building a layout. Writing syntax is easier when 

you know what your layout looks like. 

If you listen to music, watch films, or enjoy art, 

you already have experience with rhythm and 

tension. Try to create rhythm and tension on 

paper rather than hope that the CSS/HTML will 

provide them when you place elements in 

the layout. 

All images in this chapter are sketches for 

Lesson 5: A is for Alignment. 

The Focal Point 

We understand our world in terms of contrasts: 

and shadow, hot and cold, bitter and sweet. 

You can create contrast in many ways. | introduce 

five possibilities in this chapter: size, color, space, 

weight, and shape. You'll find that these methods 

for creating contrast are hard to separate from one 

another; for example, you might create a focal 

point by making an element big (size) and placing 

it apart from the rest of the elements on the page 

(space). You'll often use two or more methods for 

creating contrast at the same time. The trick is to 

not use them all at once. 

INTERLUDE 1 RHYTHM AND TENSION 

Contrast of size: An element (letter, word, title, 

sentence, or paragraph) is bigger or smaller than 

the others (see Figure 5.2). 

Contrast of color: An element is brighter, darker, 

or a different hue from the others (see Figure 5.3). 

Contrast of space: An element is on its own, away 

from the others. Two or more elements are 

bundled, creating a physical relationship apart 

from the others (see Figure 5.4). 

Contrast of weight: An element is heavier/bolder 

(or thinner/lighter) than the others (see Figure 5.5). 

Contrast of shape or form: An element has a 

different shape or form from the others (see 

Figure 5.6). Shape/form can refer to the form of a 

font or the shape of a text block. 

is empha- 

. For a counterpoint to 

work, you must have the repetition of the other 

elements. A song with nothing but contrasts in 

tone, volume, and rhythms becomes chaotic. The 

same is true of typographic layouts. 

Caution: Avoid making shapes with text blocks. 

Text blocks that say, “Hey, look at me—I'm a 

triangle!” are similar to fonts that say, “Hey, look 

at me—my jis dotted with a heart!” Remember 

that the words themselves communicate the 

message. You only undermine the text by drawing 

the reader's attention to oddly shaped text blocks. 
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CHAPTER 5 Rhythm and Tension in the Typographic Layout 
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FIGURE 5.2 Left: A peaceful layout. Right: Contrast of FIGURE 5.5 Left: A peaceful layout. Right: Contrast 

size creates a counterpoint to the rhythm of the text. of weight creates a counterpoint to the rhythm of 

the text. 
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FIGURE 5.3 Left: A peaceful layout. Right: Contrast L = 

of color creates a counterpoint to the rhythm of FIGURE 5.6 Left: A peaceful layout. Right: Contrast 

the text. of shape creates a counterpoint to the rhythm of 

the text. 
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FIGURE 5.4 Left: A peaceful layout. Right: Contrast 

strong vertical line acts as a i 

horizontal rhythm of text, out 

of space creates a counterpoint to the rhythm of 
Ane text You can create a strong vertical line in many ways. 

| introduce four methods in this chapter: align- 

ment, creating a gutter, continuation, and shape. 

Again, you'll find that the methods for creating 

strong vertical lines are hard to separate from 

one another; often, you'll use two or three at the 

same time. 
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Alignment: A visible vertical line is created 

between the even edge of the text and the white 

space surrounding it (see Figure 5.7). 

Gutter: A visible vertical line is created when two 

text blocks with even edges are bundled. A gutter 

is the white space between the text blocks. The 

narrower the space, the stronger the vertical line 

(see Figure 5.8 and Figure 5.9). When working with 

two columns of text, always keep your gutter a bit 

wider than your line height; this keeps the two 

columns from blending into a single column. 

Continuation: An invisible vertical line is created 

when two or more elements are lined up along the 

same line. Continuation is a principle of how we 

read objects: Any line tends to be seen as 

continuing in its original direction. Use continua- 

tion to extend the visible vertical lines created by 

alignment and gutters (refer to Figure 5.8, and see 

Figure 5.10 and Figure 5.11). 

Shapes of text blocks: A vertical shape is created 

when text blocks are long and narrow. Vertical text 

blocks are the weakest method for creating a 

vertical line. You'll find that you need to pair this 

method with alignment and gutters to achieve a 

good counterpoint to the horizontal rhythm of the 

text (see Figure 5.12). 
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FIGURE 5.7 Left: A layout with avertical line. Right: 

Aligning all the elements (and slightly shifting the 

text block) emphasizes the vertical line. 

0) eee 
Ants { 
Pot meni 
Pride = 

yaaa 
| irene 

| PSS RS 

pe saaeats 
SERRE 

== 

emphasize the vertical line. 

- 

ots p—————~ 

—_—_—=>_—_— 

FIGURE 5.8 Left: A layout with a vertical line. Right: A 

narrow gutter and continuation work together to 

FIGURE 5.9 Left: A layout with a vertical line. Right: 

Tightening the gutter (and moving elements out of 

the corner) emphasizes the vertical line. 
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CHAPTER 5 Rhythm and Tension in the Typographic Layout 

FIGURE 5.10 Left: A layout with a vertical line. Right: 

Moving one element creates continuation. It turns a 

side-by-side layout into one with a strong vertical 

line coupled with a strong focal point. 

FIGURE 5.11 Left: A layout with a vertical line created 

using continuation. Right: Moving one element 

further emphasizes the invisible vertical line. 

eee 
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FIGURE 5.12 Left: A layout with a vertical line. 

Right: Moving the vertical text block away from the 

edge emphasizes the vertical line created by the 

even edge of the text. 

Spatial Tension 

Compositions with a focal point and a strong 

vertical line can still feel static if you don’t pay 

attention to the space around the elements. 

You can create spatial tension in many ways. | 

introduce six in this chapter: avoid the center, 

create a sense of direction, avoid repetition of 

form, contrast the sizes of white shapes, consider 

the z-axis, and consider the edges. Once again, 

you'll find that the methods for creating spatial 

tension are hard to separate from one another; 

often, you'll use two or more at the same time. 

Avoid the center. Place your focal point and/or 

your strong vertical line off-center. Centering a 

strong element creates balance and stability, 

which you may not always want (see Figure 5.13). 

Create a sense of direction. Directional movement 

tends to start at the edge of a page. Vertical move- 

ment starts at the top edge; horizontal movement 

starts on one side or the other (see Figure 5.14). 

Avoid repetition of form: Create unequal white 

spaces. Use your white space as a counterpoint to 

the rhythm of the text. When appropriate, keep 

space at the top, right, bottom, and left of the 

composition unequal. Avoid creating white spaces 

equal to the sizes and shapes of other elements, 

such as text blocks or titles (refer to Figure 5.13). 

Contrast the sizes of white shapes. Contrasting 

large and small white spaces creates a more 

dynamic composition than repeating a midsize 

white space does (see Figure 5.15). 
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Consider the z-axis. When working in two dimen- 

sions, you can suggest a third dimension by 

changing size (smaller, more tightly spaced 

elements look farther away), opacity (lighter 

elements recede), and intensity (dull elements 

recede, while brightly colored elements come 

forward). (See Figure 5.16 and Figure 5.17.) 

Consider the edges. The edges help define space 

(2D and 3D), define margins, and suggest direc- 

tion/motion. Don't let the edges go to waste or 

disappear; they're valuable elements (refer to 

Figure 5.14 and Figure 5.16)! 
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FIGURE 5.13 Left: A good start, but the vertical line is 

centered, and the text block is the same size as the 

right margin. Right: Shifting the entire composition to 

the right improves spatial tension. 
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sa 

FIGURE 5.15 Left: The white spaces (top, right, bottom, 

and left margins; the gutter) are almost equal. Right: 

Shifting elements to create contrast between large 

and small white spaces improves spatial tension. 
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L 

FIGURE 5.16 Left: The letter A recedes because it's 

small, light, and cropped by the text box. Right: The 

letter A comes forward because it’s big, dark, and 

cropped by the outside edge. In both versions, the 

use of the z-axis helps create spatial tension. 
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FIGURE 5.14 Left: A good start, but the composition 

feels clustered in the center of the page. Right: Using 

a tighter top and bottom margin helps create vertical 

movement on the page. The text feels like it’s 

hanging from the top edge, creating spatial tension. 
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FIGURE 5.17 Left: The use of space and the gutter help 

create a strong vertical line. Right: Using a bright 

color brings the small text forward and helps create 

spatial tension. 
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Note: Keep your balance. Dynamic compositions 

still need balance. Balance is a product of visual 

weight (size, weight, color, and shape) and place- 

ment. If the layout feels like it wants to fall off the 

page, keep rearranging the elements, increasing or 

decreasing their visual weight as needed to create 

balance. 

Creating Counterpoints 

To summarize, to break the horizontal 

repetition with counterpoints: 

* Create a focal point with contrast (size, color, 

space, weight, and shape). 

* Create strong vertical lines with alignment, 

gutters, continuation, and the shape of text 

blocks. 

Creating Spatial Tension 

To summarize, to create spatial tension in 

the layout: 

¢ Avoid the center. 

* Create a sense of direction. 

* Use unequal margins. 

¢ Contrast the sizes of white spaces. 

* Consider the edges. 

° Consider the z-axis. 
ee eS SS 
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INTERLUDE 1 RHYTHM AND TENSION 

Lesson 5: Ais for 

Alignment 

This lesson helps you achieve the following 

objectives: 

1 Create rhythm and tension with various 

elements. Consider size, shape, the visual 

texture created by the strokes and spaces in 

and around the letterforms in the text, white 

spaces, invisible lines, and relationship to the 

edge of the box. 

2 Create counterpoints by using a focal point 

(with contrast) and a strong vertical line. 

3 Sketch out a variety of solutions. Make a list of 

things to try (refer to how to create a focal 

point, strong vertical lines, and spatial tension 

earlier in the chapter). Then sketch a solution 

for each. 

4 Work with multiple divs to create a composi- 

tion. Even if you're already HTML/CSS savvy, 

follow the walk-through provided in this lesson 

because | share typographic tips as | show you 

the HTML/CSS. 

5 Add depth and visual tension to the composi- 

tion by adding a background image in Part 2 of 

the lesson. 

6 Adda layer of rhythm (adding minor counter- 

points) by emphasizing words in the text in Part 

2 of the lesson. 

7 Practice making changes (even subtle ones) to 

improve the overall composition as extra 

elements are added. 

Overview of the Lesson 

This lesson is divided into two parts. In Part 1, you 

design a dynamic typographic composition using 

the following elements: the letter A, a heading 

that reads A is for Alignment, a paragraph of text, 

and a white square (650px x 650px) on a gray 

background. Other elements will emerge as you 

lay out your composition: an invisible line created 

by how you align elements and the edges of the 

box holding your composition. 

Think of type as creating shapes and visual 

textures. The capital A is a shape (a triangle) and 

also has shapes within it (the counterforms). The 

short line of text (A is for Alignment) has a shape (a 

kind of line), but it also has a texture. The text 

block has a shape (tall or wide, even on one side, 

ragged on the other), but it’s filled with visual 

texture created by the strokes and spaces in and 

around the letterforms. Even the white spaces 

around the elements are shapes! 

Use the shapes and textures to create a focal point 

(with contrast) and a strong vertical line. Strive for 

spatial tension. 

Here are a few points to keep in mind as you begin 

formatting your text: 

* Use a left or right alignment for your text. There 

are five ways to align type; each way has pros 

and cons (which | cover in Chapter 6), and all can 

be appropriate and beautiful. In this lesson, 

however, | want you to create a strong vertical 

line, and using left or right alignment helps you 

do that. 

* Start at 12/18px for your text. Your size and line 

height may need to change to create the texture 

and text block you want. If you make your font 

size bigger, increase the line height too. The 
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lines of text should feel like lines, not like tightly 

woven fabric. 

* Keep an eye on your line length (width of the 

text_container). If your line length gets too 

short, you end up with a really ragged edge (rag) 

on one side of your text. Also, avoid creating 

shapes with your rag. No triangles or silhouettes! 

In Part 2, you add an image to your composition to 

increase visual tension (see Figure 5.18). You also 

add minor counterpoints to the rhythm by empha- 

sizing the kinds of alignment described in the text: 

* Justified 

* Flush left 

° Flush right 

* Centered 

* Asymmetrical 

if fle:///Users/Ifranz/Desktop /Web_Type_Student_Work/Josh/te 

a is for 

ALIGNMENT 

There are five basic ways of aligning text. The 

different lengths end align on the left and are 

ragged on the right. The third, flush right, Is 6 

similar orrangement, except now the lines align 
on the right and are regged on the left. The 

fourth possibility is centered: the Snes are of 

unequal lengths with both sides ragged. The fifth 
possibility is en asymmetrical arrengement with 

no predictable pattern in the placement of the 
lines. From Designing with Type by James Craig. 

FIGURE 5.18 Working with the text provided, Josh 

Terciera designed the typographic layout shown in 

this figure. Visit the Typographic Web Design site to 

see additional explorations. 

Consider bolding, capitalizing, or changing the 

size of the words. What happens? Your type may 

reflow because some words in the text are now 

taking up more horizontal space. The shape of the 

text may change (getting longer or wider, or 

starting to form an odd shape). Does the shape of 

the text still work? Change the text_container 

width as needed. 

The relationships among elements may change as 

well. Does the rhythm still work? Is the tension as 

strong? If not, move elements as needed to 

increase rhythm and tension again. 

Creating a Dynamic Composition, 

Part 1 

In this part of the lesson, you will create a dynamic 

composition using multiple divs, applying the 

float property, and working with the universal 

selector. 

To begin, in the web_typography folder, create a 

folder for this lesson. Call it 5_alignment. 

Start the HTML File 

In your text editor, create a new document, and 

save it as index.html in your 5_alignment folder. 

Copy and paste in the basic HTML syntax, add the 

title, and link to the CSS file: 

<!DOCTYPE html PUBLIC "-//W3C// 

DTD XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtml1/DTD 

/xhtmli-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title>Lesson 5: A is for Alignment 

</title> 
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<meta http-equiv="content-type" 

content="text/html1; 

Gharset=uti—8" /> 

<link href="alignment.css" 

rel="stylesheet" 

type="text/css" /> 

</head> 

<body> 

</body> 

</html> 

Add your "main_container" div between the 

<body></body> tags: 

<div id="main_container"></div> 

Start the CSS File 

In your text editor, create a new document, and 

save it as alignment.css in your 5_alignment folder. 

Describe the div ID for main_container 

The main_container div is a white square 

(650px wide) centered in the browser. Write the 

syntax like this: 

#main_container { 

width: 650px; 

height: 650px; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 0px; 

margin-left:auto; 

background-color: #fffffE£; 

} 

Give the web page a gray background 

To add a background color to the entire page, 

apply it to the body element, as shown: 

body { 

background-color: #999999; 

} 

View your web page 

Save your HTML document, and drag the icon into 

your browser. You should see a white square ona 

gray background (see Figure 5.19). 

FIGURE 5.19 This 650px white square is where you'll 

build your dynamic typographic composition. 

Make and Describe the Divs (Containers) 

You already know how to make a main_ 

container div and how to describe what it looks 

like. In this lesson, you make and describe multiple 

divs so that they work together to build your 

composition. 

To make and describe the divs, you need to know 

what they should look like. Use the sketches you 

made for this lesson to identify a general size and 

placement for each div (Figure 5.20). 

Note: If this is your first time working with multiple 

divs, | recommend that you follow along with my 

example. After you've worked out the lesson using 

my example, go back and redo it, using your own 

composition. 
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0 100 200 300 400 500 600 

FIGURE 5.20 A grid overlay divides the composition 

into 13 equal 50px units (13 x 50px = 650px). Usea 

grid like this one (drawing it over your sketch with a 

pencil is fine) to estimate the size and placement of 

elements in a hand-drawn sketch. 

Make three more divs for the layout 

#a_container (which will contain the letter A) 

looks like it’s about 50px x 50px. Start there. Add 

a border so that you can see the div when you put 

it in the HTML. 

#a_container { 

width: 50px; 

height: 50px; 

border:1px solid #000000; 

} 

#text_container (which will contain the text) 

looks like it’s about 275px wide and 450 pixels 

tall. Again, add a border so that you can see the 

div when you put it in the HTML. 

#text_container { 

width: 275px; 

height: 450px; 

border:1px solid #000000; 

} 

#alignment_container (which will contain the 

words A is for Alignment) looks like it's about 

125px x 100px. Again, add a border: 

#alignment_container { 

Width 25 ps7 

height :100px; 

border:1px solid #000000; 

} 

Put the three divs in the HTML 

Browsers place divs in the order in which they 

appear in the HTML. Browsers place the divs in 

rows, Starting in the top-left corner (see 

Figure 5.21). 

FIGURE 5.21 Browsers place the divs in rows, starting 

in the top-left corner. 

Add the divs inside the main_container: 

<div id="main_container"> 

<div id="alignment_container'"> 

</div> 

<div id="text_container"> 

</div> 

<div id="a_container"> 

</div> 

</div> 
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View your web page 

Save your HTML document, and view the changes. 

Yikes! This is not what you want at all. The divs 

fall in a single column along the left edge (see 

Figure 5.22). 

FIGURE 5.22 The divs fall in a single column along the 

left edge. 

You need to tell browsers to place the divs in rows. 

You do this next, using the float property. 

Place divs with the float property 

To fix the placement of the divs, use the float 

property. You can tell a div to float left or right. For 

now, you use only a float:left. 

In the CSS document, add the line float:left; 

to each of your divs, as in this example: 

#alignment_container { 

float: left; 

width:125px; 

height :100px; 

border:1px solid #000000; 

} 

INTERLUDE 1 RHYTHM AND TENSION 

View your web page 

Save your HTML document, and view the changes. 

Now the divs run ina single row across the top 

(see Figure 5.23). 

FIGURE 5.23 With float:left added to the CSS, each div 

attaches itself to the item on its left. 

Why? By adding the float: left, you told each 

div to attach itself to the item on its left. 

Alignment_container is attached to the edge 

of the main_container, text_container is 

attached to the alignment_container, and a_ 

container is attached to the text_container. 

Use the universal selector to clear margins 

and padding 

You've broken the single column. Now you need to 

get the divs where you want them by adding 

margins and padding where you need them. But 

first, you should clear all margins and padding to 0 

so that you can add space back only where you 

want it. 

The CSS universal selector applies a value to all 

properties in all elements in the HTML document. 

It's represented by an asterisk (*). 
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To set all margins and padding to 0 using the 

universal selector, add it at the top of your CSS 

document, as follows: 

at 

margin:0; 

padding:0; 

} 

All margins and padding—for all classes, divs, and 

tags (h1, h2, p, and so on)—are now set to O. This 

gives you complete control of the spaces between 

elements. You can add back exactly the amount of 

space you want back—only where you want it. 

Put space back in with margins and padding 

Starting at the top of the composition, you need 

approximately 40px between the top edge of the 

main_container and the top elements. You 

could add a top margin to each of the two top 

elements, but it would be easier to add top 

padding inside the main_container, as shown 

in the following code: 

#main_container{ 

width: 650px; 

height: 650px; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 0px; 

margin-left:auto; 

padding-top: 40px; 

background-color: #f£f££fff£; 

} 

Next, you need approximately 100px of space 

between the left edge of the main_container 

and the alignment_container. Add that by 

using margin-left: as follows: 

#alignment_container { 

width:125px; 

height :100px; 

margin-left :100px; 

border:1px solid #000000; 

} 

Next, you need approximately 15px of space 

between the right edge of the alignment_ 

container and the left edge of the text_ 

container. Notice that you're adding a space 

between two divs. Add the space using by 

margin-left: as follows: 

#text_container { 

width: 275px; 

height: 450px; 

margin-left:15px; 

border:1px solid #000000; 

h 

View your web page 

Save your HTML document and view the changes. 

You have a couple of problems to fix. First, the 

main_container is no longer a square (see 

Figure 5.24). Why? When you added padding- 

top, the amount of padding was added to the 

overall height of the div. To keep the original 

height of the main_container (or any div), you 

need to remove an equal amount of space from 

the height. 

Change the height of the main_container as 

follows: 

height: 610px; 

You still need to get the a_container down to 

the next row. You have a couple of ways to do this. 

In this exercise, you do it by force. 
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FIGURE 5.24 Top: The padding-top added to the main_ 

container made it taller. To fix this, remove an equal 

amount of space from the height of the container. 

Bottom: The corrected square main_container. 

Force a div to the next row 

If a browser doesn’t have enough room to fit a div, 

the div will be forced down to the next row. This 

situation can wreak havoc if you don’t expect it, 

but you're going to use it to your advantage. 

You want the a_container on the next row. Force 

it out of the top row by adding margin-right to 

the text_container. You don't have to fill the 

entire space; in fact, | highly recommend that 

you don't! 

#text_container { 

width: 275px; 

height: 450px; 

margin-left:15px; 

margin-right :100px; 

border:1px solid #000000; 

} 

Place the last div with margins 

With a_container in the next row, you need to 

place it where you want it. 

You need approximately 250px of space between 

the left edge of main_container and the left 

edge of a_container. You also need approxi- 

mately 100px between the bottom of text_ 

container and the top of a_container, as 

follows: 

#a_container{ 

width: 50px; 

height :50px; 

margin-top:100px; 

margin-left:250px; 

border:lpx solid #000000; 

} 

View your web page 

Save your HTML document and view the changes. 

The divs aren't placed exactly where you want 

them, but they're pretty close (see Figure 5.25). 

You'll adjust margins as needed after the text is in. 
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FIGURE 5.25 Top: The divs aren't exactly placed but 

are pretty close. Bottom: The original sketch. 

Add the Content and Define the Elements 

Now that you have the divs set, it’s time to add the 

content. 

In the HTML document, type the A and A is for 

Alignment in their proper divs: 

<div id="a_container"> 

A</div> 

<div id="alignment_container"> 

A is for Alignment</div> 

Paste the text from 5_alignment.doc into the 

text_container: 

<div id="text_container"> 

paste text here</div> 

Define the Aas a hi element: 

<div id="a_container"> 

<hi>A</h1></div> 

Define A is for Alignment as a h2 element: 

<div id="alignment_container"> 

<h2>A is for Alignment</h2></div> 

Define the text as ap element: 

<div id="text_container"> 

<p>text is here</p></div> 

Describe the elements in CSS 

In the CSS document, type the syntax that defines 

how each element should look. 

Make the text Georgia, 12/18px: 

pt 

font-family: georgia; 

font-size:12px; 

line-height :18px; 

} 

Make the A Georgia 48/48px: 

Inde 

font-family: georgia; 

font-weight :normal; 

font-size:48px; 

line-height: 48px; 

} 

Make A is for Alignment Georgia, bold, 24/36px, 

and right-aligned: 

h2{ 

font-family:georgia; 

font-weight:bold; 

font-size: 24px; 

line-height: 36px; 

text-align:right; 

5 

After all the elements are defined, remove all the 

borders from the CSS syntax, and see how it looks. 
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View your web page 

Save your HTML document, and view the changes. 

It's not exactly how you envisioned it in your 

sketch (see Figure 5.26); you still have some work 

to do. You need change font size, line height, and 

margins. After everything you've already done, 

this extra work may be discouraging, but you can 

tackle each element one at a time. 

‘There are five basic ways of aligning text. 

Ais FOr Fics: athe ines tre te mine length nd 

metrical arrangement 
ictable pattern in the placement of the 

Lines. Prom Designing with Type by James Craig 

‘There are five basic ways of aligning text. 

‘The first Is justified: all the lines are tho 

same length and align both on the left 
and on the right. The second is flush left: 
the lines are of different lengths and 

align on the left and are ragged on the 
right. The third, flush right, is a similar 

arrangement, except now the lines align 
con the right and are ragged on the left. 

The fourth possibility is centered: the 

lines are of unequal lengths with both 
sides ragged. The fifth possibility is an 
‘asymmetrical arrangement with no 

predictable pattern in the placement of 
the lines, From Designing with Type by 
James Craig. 

FIGURE 5.26 Top: Everything is placed, but the text is 

too small; the Ais too small; and A is for Alignmentis 

too big. Bottom: This is how the document should 

look. You want a little more room between A is for 

Alignment and the text block; you want A is for 

Alignment on three lines (to create a longer gutter); 

and you want A is for Alignment to line up horizontally 

with the lines of text in the text block (to keep the 

horizontal underlying rhythm of the text). 

Improve the Typography 

The text is too small (it should take up more room), 

and the left margin should have a little more 

space. Georgia 14/26px will work best. Make the 

div a little narrower, increase margin-left, and 

add a slight margin-top (1px) to line up the text 

with A is for Alignment. 

Use the following CSS syntax to make the changes 

described: 

#text_container { 

float lett, 

width: 255px; 

height: 450px; 

margin-top:1px; 

margin-left:25px; 

margin-right:100px; 

} 

pf 

font-family:georgia; 

font-size:14px; 

line-height :26px; 

} 

The A is too small (it should be the focal point) and 

a little too close to the bottom edge. It also needs 

to visually line up better with the text block. 

Because the A has a triangular shape, it can’t line 

up exactly on the edge of the letter. It should be 

pushed a little to the left. 

Make those changes by using this CSS syntax: 

#a_container { 

float:left; 

width: 75px; 

height: 75px; 

margin-top: 60px; 

margin-left:240px; 

} 
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hi{ 

font-family: georgia; 

font-weight :normal; 

font-size: 75px; 

line-height: 75px; 

} 

A is for Alignment is too big (it shouldn't over- 

power the A), and you want A is for Alignment on 

three lines (to create a longer gutter). Finally, 

make A is for Alignment line up horizontally with 

the lines of text in the text block. 

Georgia, bold, 16/26px works best. Add a couple 

of <br /> tags to break it into three lines. 

<br /> tags are line-break tags; they break lines 

of text.<br /> tags should be used sparingly 

because they create problems if a viewer 

increases or decreases the text size in his browser. 

It's okay in this instance because the headline 

is short. 

Notice that the line-break tag doesn’t come ina 

pair. The single tag closes itself and ends in />. 

There’s a space between <br and />. Now the 

HTML syntax looks like this: 

<div id="alignment_container"> 

<h2>A is<br /> 

for<br /> 

Alignment</h2></div> 

Even though you used the same line height for the 

h2 and p (to help them line up), the h2 is a little 

bigger than the p, so the h2 keeps looking lower. 

Add a slight margin-top (1px) to the text_ 

container to push the text down a pixel to line 

up with A is for Alignment (see Figure 5.27). 

es A is........ There are five b 

Ae One en 

Alignment.......same length and 

and on the right 

left: the lines ar 

align on the left 

FIGURE 5.27 The baselines of A is for Alignment and 

the body text line up. This helps keep the horizontal 

underlying rhythm of the text. You used the same line 

height for h2 and p but still had to add a slight top 

margin to the text_container to get them to work. 

Here's the new CSS syntax related to A is for 

Alignment. 

#alignment_container { 

fal Oca: hevater 

Waitin: 12 Sjose 

height:100px; 

margin-left:100px; 

} 

h2 { 

font-family: georgia; 

font-weight:bold; 

font-size:16px; 

line-height: 26px; 

text-align:right; 

} 

Italicize the title of the book with a class 

To make some words italic without inserting a line 

break, create a class. (You did this in Lesson 3: 

Bibliography.) In the CSS, add the following syntax: 

.titles{ 

font-style:italic; 

} 
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To apply the class to the book title, add the 

<span> tags around the title. Before the book 

title, type this syntax: 

<span class="titles"> 

After the title, type this syntax: 

</span> 

Now you're ready to go back and redo the lesson, 

using your sketch, multiple divs, and elements as 

shown. When you're done, move on to Part 2 of 

the lesson. 

Creating a Dynamic Composition, 

Part 2 

In this part of the lesson, you will add a back- 

ground image and emphasize words in the text. 

You modify the composition that you created in 

Part 1 of this lesson, so make a copy of the 5_ 

alignment folder, and name the copy 5_alignment_ 

counterpoints. Keep it in the web_typography 

folder. 

Create a new folder in the 5_alignment_counter- 

points folder called images. Image files for the 

lesson will go in this folder. 

Rename the CSS file alignment_counterpoints.css. 

Link it to the index.html file by going into the new 

HTML file and changing the syntax in the head 

element to the following: 

<link href="alignment_counterpoints 

-css" rel="stylesheet" 

type="text/css" /> 

Change the title as shown: 

<title>Lesson 5: A is for Alignment, 

with Counterpoints</title> 

Layer an A in the Background with an Image 

You have many ways to suggest depth (the z-axis) 

in a composition, including size, color, placement, 

and opacity. You can do all these things by using 

the skills I've already shown you. But if you want 

to suggest layering by placing an A behind other 

elements, you need to make an image with the A and 

put it in the background of the main_container. 

Make the image 

In the photo-editing software of your choice (I use 

Adobe Photoshop), create a 72 ppi image of the A 

at the size you think you'll use it, and save it as a 

. gif file. As with the text, you may need to go 

back and edit it later. 

If you're not familiar with photo-editing software, 

you have a couple of options: 

* Free tutorials are available online, but you have 

to search for them. Most of these tutorials cover 

how to save an image for the web but don’t get 

you started on the software itself. Lynda.com 

offers video tutorials for a reasonable price. 

* Another option is to work with text only. A 

dynamic composition doesn’t require an image. 

In Photoshop, | made an A (Georgia, 450px) ona 

450px square canvas with 72 ppi resolution. | 

saved it as background_a.gif and brought it into 

the main_container background by adding a 

line of syntax (type it in as a single line of syntax; 

it's broken below to fit in the book) in the CSS for 

the main_container: 

background-image: 

url (images/background_a.gif) ; 

This syntax tells the browser, “Put a background 

image in my main_container.” Use 

background_a.gif in the images folder for this 

lesson. 
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View your web page 

Save your HTML document and view the changes 

(see Figure 5.28). Yikes! The image is tiling 

(repeating) across the background. Why? By 

default, background images repeat. Tiling is great 

when you want it, but you don’t want it for this 

example. 

Phore are five basic ways of aligning text. 
be first is justified: all the lines are the 

© length and align both on the left 

FIGURE 5.28 Background images repeat by default. To 

position a single version of the A, you need to adda 

couple more lines of syntax to the main_container. 

Position a single version of the A 

First, get rid of the repeat. The syntax is 

background-repeat :no-repeat; 

Then position the image. You position the A both 

horizontally (the first number in the syntax) and 

vertically (the second number in the syntax): 

background-position:-140px 300px; 

Add all three lines of syntax to the main_ 

container so that your final syntax looks 

like this: 

#main_container{ 

width: 650px; 

height: 610px; 

margin-top:20px; 

margin-right:auto; 

margin-bottom: 0px; 

margin-left:auto; 

padding-top: 40px; 

background-color: #fffff£f; 

background-image: 

url (images/background_a.gif) ; 

background-repeat :no-repeat; 

background-position:-140px 300px; 

} 

View your web page 

Save your HTML document, and view the changes 

(see Figure 5.29). This is much better! 

‘There are five basic ways of aligning text. 
The firs is justified: all the lines are the 
‘same length and atiga both on the left 
and on the right: The second is fush left: 
thelines are of different Jengths and 
align on the left and are ragged on the 
right. The third, Qush right, is a similar 
arrangement, exeept now the lines align 
on the right and are ragged on the left. 
The fourth possibility is centered: the 
lines aro of unequal lengths with both 
sides ragged. The fifth possibility is an 
asyrametrical arrangement with no 
predictable pattern in the placement of 
the lines, From Designing with Type by 
James Craig. 

| =| 

FIGURE 5.29 Top: The result isn’t a perfect match for 

the ideas sketched. Bottom: The original sketch. 

The final composition may not look exactly as you 

sketched it. You could make changes to make it 

match your sketch more faithfully, but you may 
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find that you're happy with the composition as is. 

Sometimes, an unexpected result is delightful. 

Make and Apply a Class to Create 

Counterpoints in the Text 

You used a class (. title) earlier in the lesson to 

italicize the book title. Now you want to empha- 

size the five ways to align text. You don’t want to 

insert a line break, so you create another class to 

emphasize the words with bold. In the CSS, add the 

following syntax: 

.emphasis { 

font-weight :bold; 

} 

You want to apply the class to the names of 

different ways to align text, so add the <span> 

tags around those names. Before each name (justi- 

fied, flush left, flush right, centered, and asymmet- 

rical), type the following line: 

<span class="emphasis"> 

After each name, type 

</span> 

Notice that the <span> tag ends before the punc- 

tuation immediately following each word. It’s 

usually best to not emphasize the punctuation, 

allowing each word to come forward on its own 

without drawing attention to the punctuation. At 

times, you'll want to break this “rule,” but | recom- 

mend following it for now. 

It's also a best practice to name your classes based 

on their roles in the composition. Whenever 

possible, stay away from naming classes italic 

or bold. As a composition progresses, styles and 

weights may change, but titles and emphasis 

remain. 

View your web page 

Save your HTML document, and view the changes. 

The minor counterpoints add an extra beat to the 

rhythm of the text (see Figure 5.30). The extra 

beats can change the rhythm or tension in the 

composition. Make changes as needed. 

There are five basic ways of aligning text. 
The first is justified: all the lines are the 
‘same length and align both on the left 
and on the right. The second is flush 
left the lines are of different lengths and 
align on the left and are ragged on the 
right. The third, flush right, is a similar 
arrangement, except now the lines align 
oon the right and are ragged on the left. 
Tae fourth possibility is centered: the 
tines are of uncqual lengths with both 

sides ragged. The fifth possibility is an 
asymmetrical arrangement with 0 
predictable pattern in the placement of 
the lines, From Designing with Type by 
James Craig. 

A 

FIGURE 5.30 The minor counterpoints add an extra 

beat to the rhythm of the text while highlighting 

vocabulary words and breaking up a complex para- 

graph. In addition to bold, you can use size, case, or 

Opacity to emphasize words. The emphasized words 

add aripple effect down the text. To take advantage 

of this result, | slightly changed the size and place- 

ment of my smaller A; it feels more like an extension 

of the ripple. 

Congratulations! You've finished Part 2! 

For more practice, go back and redo the back- 

ground image as needed... and redo the class 

using your own method of emphasis. 

This lesson was a complex one, and you covered a 

lot of ground. You worked with multiple divs, 

made changes as needed to improve typography, 

incorporated all that you found out earlier about 

elements and classes, and even added a back- 

ground image. Great job! 
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LESSON 5 Ais for Alignment 

Recommended Resources 

For this lesson, | recommend the following 

online resources: 

* To download the text for this lesson, go to 

www.wiley.com/go/ 

typographicwebdesign 

* To see examples of this lesson, go to 

www. typographicwebdesign.com 

* To learn how to use imaging software (such as 

Photoshop), go to www. lynda.com 

* To download GIMP, a freely distributed image 

manipulation program, go to www.gimp.org 

Moving Forward 

This chapter introduced you to creating rhythm 

and tension in a composition. You also saw how to 

use multiple divs and place a background image. 

In the next chapter, you find out about estab- 

lishing a good font size, line height, and line 

length. You also work with more complex text. 
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PART 2 

Making Type Work: je Seanning with Purpose 

__ The most devastating 

experience for me asa 
magazine writer is eee 

my work in print... 

I can't figure out why anyone 

. would want to read what 

wrote. The text is only 

texture, a decorative element. 

The type is too small, the 

lines too long, the title too 

obscure, and the layout too 

complicated. | get nauseous 

just staring at it—loss of 

creative control feels a lot 

like a hangover. 

“VERONIQUE VIENNE, “SOUP OF THE 

DAY,” METROPOLIS (1995) 





CHAPTER 6 

How We Read, Part 1 

This chapter covers how font size, line height, line 

length, alignment, and color (black and white) 

affect readability (how easily text can be read). As 

| said at the beginning of Chapter 1, text is meant 

to be read—and if it feels difficult to read, people 

won't want to read 

In previous chapters, we explored legibility, and the 

importance of choosing fonts with strokes and spaces 

that hold up on the screen. But creating readable text 

is more than just working with legible fonts. 

Reading is a complex activity. Reade 

e also scanning Readers scan a 

down the text, either to the next line or the next 

paragraph. Readable text promotes both horizontal 

and vertical scanning; readability is a function of 

size, line height, line length, alignment, and color. 

Size 

If type is too smalll, it loses legibility. The shapes 

of letters (both the strokes and spaces) are less 

pronounced at small sizes. Readers have to slow 

s. It is difficult to process more than one 

word at a time if text is too small. 

If type is too large, it undermines the horizontal 

flow of the text. Large words take up more space 

6.1 illustrates this point. 

—- 

If text is too small or too large, it is more difficult to 

read. Small type loses the shapes of letters. Large type 

loses the horizontal flow of the text. 

If text is too small or too 

large, it is more difficult to 

read. Small type loses the 

shapes of letters. Large type 

loses the horizontal flow of 

the text. 
bh 

FIGURE 6.1 Small type (11px or smaller) and large type 

(17px or bigger) are too difficult to read and should 

not be used in text. They are more appropriate for 

captions, pull quotes, and headlines. Top: Georgia 

10px. Bottom: Georgia 20px. 

89 



PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

| recommeiid SER SPE pera! 
the font-size property). Fonts with a large 

x-height look bigger and will work fine at 12 to 

15px. Fonts with bees ae look smaller, and 

rarely set large amounts of text at 12px; it’s harder 

to read. 

Fonts with generous x-heights look 

larger. They’re more comfortable to 

read at smaller sizes. Fonts with smaller 

x-heights need to be set a little bigger. 

This is Verdana 12 px. 

Fonts with generous x-heights look larger. 

They're more comfortable to read at smaller 

sizes. Fonts with smaller x-heights need to 

be set a little bigger. This is Georgia 13 px. 

FIGURE 6.2 Fonts with smaller x-heights need to be 

set a little bigger to remain legible. Top: Verdana 

12px. Bottom: Georgia 13px. 

Line Height 

lines of text should feel like horizontal lines, not 

like a tightly woven fabric. 

Readers scan both horizontally and vertically, and 

if the line height is too tight, it undermines the 

horizontal flow of the text; readers will find them- 

selves scanning down the text, even when they 

don’t want to. 

If the line height is too loose, the lines of text start 

to “float away” from each other. They no longer 

feel like a cohesive unit of text, and vertical scan- 

ning becomes more difficult. 

of thumb is to set your line height at 

example, 12px text needs at least an 18px line 

height, 13px text needs at least a 19px line height, 

and so on (see Figure 6.3). 

If the line height is too loose, the lines start to 

float away from each other. It makes vertical 

scanning difficult. If the line height is too tight, 

readers will start scanning down the text, even 

if they don’t want to. This is too tight. 

If the line height is too loose, the lines start to 

float away from each other. It makes vertical 

scanning difficult. If the line height is too tight, 

readers will start scanning down the text, even 

if they don’t want to. This is too loose. 

If the line height is too loose, the lines start to 

float away from each other. It makes vertical 

scanning difficult. If the line height is too tight, 

readers will start scanning down the text, even 

if they don’t want to. This is just right. 

FIGURE 6.3 Set line height at approximately 150 

percent of font size to promote both sustained and 

casual reading. Top: Georgia 12/15. Middle: Georgia 

12/24. Bottom: Georgia 12/18. 

hich is necessary to 

promote legibility in low-resolution conditions. 

A large x-height means there is less “automatic” 

space between lines of text. The space is taken up 

by the letters themselves. Thus a font with a 

generous x-height also needs a generous line 

height; a font with a smaller x-height can work 

with a smaller line height (see Figure 6.4). 
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CHAPTER 6 How We Read, Part 1 

A font with a larger x-height 

needs more line height. Verdana 

12/17 px looks tighter than 

Georgia 12/17. 

A font with a larger x-height needs 

more line height. Verdana 12/17 px 

looks tighter than Georgia 12/17. 

J 

FIGURE 6.4 Verdana has a larger x-height (and looser 

letterspacing) than Georgia, and so Verdana needs an 

ample line height. Top: Verdana 12/17. Bottom: 

Georgia 12/17. 

Depending on the amount of text, the line length, 

the font size, the size of a font's x-height, and so 

on, you may find that the line height needs to be 

tightened or loosened slightly to promote 

comfortable reading. That's okay. You don’t have 

the 150-percent rule to the l 

. Read the text, see how the 

a 

nts as needed (see Figures 6.5 and 6.6). 

ext relate to each other, and make adjust- 

Large type can use a line 

height tighter than 150%. 

This is set at 135%. 

Large type can use a line 

height tighter than 150%. 

This is set at 150%. 

\ 

FIGURE 6.5 Lines of large type, used for small amounts 

of text like headlines and pull quotes, can use a line 

height tighter than 150 percent. Top: Georgia 20/27. 

Bottom: Georgia 30/30. 

Small type (below 12 px) needs a looser line 

height than 150%. When the reader has to work 

harder to read the shapes of words, a little extra 

line height helps. This is 164%. 

Small type (below 12 px) needs a looser line 

height than 150%. When the reader has to work 

harder to read the shapes of words, a little extra 

line height helps. This is 145%. 

FIGURE 6.6 Small type needs a looser line height. 

Top: Georgia 11/18. Bottom: Georgia 11/16. 

Line Length 

Long lines of text are harder to read because they 

force readers to change their eye movement. 

Readers want to scan across and down the text at 

the same time, focusing on a couple of words and 

filling in the rest 

entire line, and then go back to find the start of 

the next line (see Figure 6.7). 

a reader's scanning to become more vertical than 

horizontal. Short lines break up the intended 

rhythm of a text meant for sustained reading. In 

addition, short lines can undermine the shape of a 

text block, creating extremely ragged edges on 

one side of the text, or creating large white spaces 

in justified text. Use short lines for captions and 

lists (see Figure 6.8). 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

Contrary to what you may have read or heard elsewhere, line length should not be based on the width 

of the page. Nor is it only a factor of font size. Due to bowl shape and letterspacing, each font needs a 

slightly different line length. The line length of this paragraph is too long. 

Contrary to what you may have read or heard elsewhere, line length should 

not be based on the width of the page. Nor is it only a factor of font size. 

Due to bowl shape and letterspacing, each font needs a slightly different line 

length. This line length is better. 

FIGURE 6.7 Top: A 100+ character line length. Long lines of text are harder to read. Bottom: A 75-character line 

length is easier to read. 

Contrary to what you may have read or heard Avoid Doubling 

elsewhere, line length should not be based Have you ever found yourself reading the same 

on the width of the page. Nor is it only a factor line over and over? This is called doubling. It is 

of font size. All fonts are different. Due to bowl usually caused by lines of text that are too long. 

shape and letterspacing, each font needs a The long lines undermine our ability to scan 
slightly different line length. This line length down the text. 

is comfortable to read. 

Contrary to what you 
nen eevee ae Contrary to what you may have read or heard else- 

elsewhere! line length where, line length should not be based on the 

Peuldinccbo hased on width of the page (that is, how much space you 

the width of the page. have to fill). Nor is it only a factor of font size. All 
Nor is it only a factor of fonts are different. Due to bowl shape and letter- 

font size. Due to bowl] spacing, each font needs a slightly different 

shape and letterspacing, line length. 

eae Lo pau o St eRUY. The best way to determine line length is to count 

Gece ensuls this the number of characters ona line. R 
length is too short. : eading text 

FIGURE 6.8 Top: A 46-character line length is comfort- including punctuation an es) 

able to read. Bottom: A 22-character line length can 

make the text feel chopped up. 

per line. 
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CHAPTER 6 How We Read, Part 1 

Count Characters 

Line length is measured in characters, not 

pixels. A comfortable line length is 75 to 85 

characters. Wh 

he 

average number of characters is your line length. 

Alignment 

There are five ways to align text: left aligned, right 

aligned, centerea, justified, and asymmetrical. The 

copy used in the lesson in Chapter 5 (An Interlude: 

Rhythm and Tension) describes each method of 

alignment. Each methed has pros and cons related 

to ease of reading and formal beauty and integrity. 

Right aligned, centered, and asymmetrical align- 

ments are more difficult to read. The starting point 

for each line varies. Readers have to find the start 

of each line, which undermines vertical scanning 

(see Figures 6.9 to 6.11). 

Yet these alignment methods add pleasing shapes 

(form and counterform) and visual interest when 

they are done well. They are great for small 

amounts of text that do not require sustained 

reading or purposeful scanning. Consider these 

alignments for captions, pull quotes, and headlines. 

Asymmetrical alignment is not available as a CSS 

value. Lines of text have to be individually placed 

to create asymmetry. 

Right aligned text has lines of different 

lengths. The text is even on the right and 

ragged on the left. Harder to scan because of 

the uneven left edge, right justified text 

can keep a layout from feeling too “blocky.” 

Avoid a ragged edge that is too obvious or too 

even. Use for captions and pull quotes. 

Right aligned text has lines of different 

lengths. The text is even on the right and 

ragged on the left. Harder to scan because 

of the uneven left edge, right justified text 

can keep a layout from feeling too “blocky.” 

Avoid a ragged edge that is too obvious or 

too even. Use for captions and pull quotes. 

FIGURE 6.9 Right aligned text. Top: A good ragged 

edge. Bottom: Lines are too even, creating a less 

successful ragged edge. 

Centered text has lines of unequal lengths 

with both sides ragged. Harder to scan 

because of the uneven left edge, centered text 

can add a traditional feeling to a layout. 

Use for captions, pull quotes, and headings. 

Centered text has lines of unequal lengths with 

both sides ragged. Harder to scan because 

of the uneven left edge, centered text can 

add a traditional feeling to a layout. Use 

for captions, pull quotes, and headings. 

FIGURE 6.10 Centered text. Top: Good ragged edges. 

Bottom: Lines form a slightly triangular shape, 

creating less successful ragged edges. 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

Asymmetrical text 

has no predictable 

pattern in the placement 

of the lines. 

Asymmetrical text 

has no predictable 

pattern in the placement 

of the lines. 

FIGURE 6.11 Asymmetrical text. Top: Harder to read 

because of the uneven left edge, asymmetrical text 

can add a sense of motion or transition to a layout. 

Use this alignment for headings and pull quotes. 

Bottom: A less successful asymmetrical alignment 

with a predictable pattern. 

Left aligned and justified alignments are easier to 

read because each line starts at the same place. 

Readers do not have to find the start of each line, 

which promotes vertical scanning (see Figures 

6.12 and 6.13). 

Unfortunately, both alignments can add unwanted 

visual elements if they are not set well, such as a 

misshapen ragged edge, or white “rivers” of space 

within a block of type. These problems are more 

prevalent if the line length is too short. 

nd the shapes created should be beau- 

tiful and meaningful. The best text blocks are 

those that contribute to the rhythm and tension of 

a page without screaming, “Hey, look at me, | make 

a triangle!” 

Left aligned text has lines of different lengths. 

The text is even on the left and ragged on the 

right. Easier to scan because of the even left 

edge, left justified text can keep a layout from 

feeling too “blocky.” The ragged edge can 

become obvious if the line length is too short. 

Left aligned text has lines of different 

lengths. The text is even on the left and 

ragged on the right. Easier to scan 

because of the even left edge, left 

justified text can keep a layout from 

feeling too “blocky.” The ragged edge 

can become obvious if the line length is 

too short. 

FIGURE 6.12 The ragged edge on left aligned text 

shouldn’t be too equal or too obvious. Top: A good 

ragged edge. Bottom: A less successful ragged edge, 

creating a concave shape. 

Justified text has lines of equal lengths with 

both sides even. Easier to read because of the 

even left edge, justified text forms a strong 

block shape in a layout. Rivers of white space 

can appear in the text if the line length is too 

short to fit enough words. 

Justified text has lines of equal 

lengths with both sides even. 

Easier to read because of the even 

left edge, justified text forms a 

strong block shape in a layout. 

Rivers of white space can appear in 

the text if the line length is too 

short to fit enough words. 

FIGURE 6.13 Word spaces in justified text open and 

close to keep line lengths even. Top: Good word 

spacing. Bottom: A shorter line length creates 

awkward rivers of space. 
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CHAPTER 6 How We Read, Part 1 

Color (Black/White) 

White type on a black bac is more difficult 

. The sparkle 

makes word shapes more difficult to recognize. 

Readers slow down and scanning is compromised 

(see Figure 6.14, top). 

| highly recommend never setting white text ona 

black background. If you must use a dark back- 

ground, try usi uch as 

#333333). Thi 

black and white, thus reducing the sparkle and eye 

strain (see Figure 6.14, bottom). 

White type on a black background is more 

difficult to read because thewhite letters 

glow and sparkle on the black background. 

Reduce the contrast between the black and 

white to reduce the sparkle and eye strain. 

White type on a black background is more 

difficult to read because the white letters 

’ glow and sparkle on the black background. 

Reduce the contrast between the black and 

white to reduce the sparkle and eye strain. 

FIGURE 6.14 Top: White text on a black background 

sparkles. Bottom: White text on a dark gray (#333333) 

background is easier to read. 

Some people report that reading black type ona 

white background is more difficult on a computer 

screen than on paper (see Figure 6.15, top). 

This may be the result of the light emitted from 

the screen. It may be because of the fact that we 

read best what we read most, and not everyone is 

used to reading text on the screen. It may also be 

the result of inappropriate fonts set too small or 

too big, with too little line height and too long a 

line length! 

Using a legible font, set with a size, line height, 

line length, and alignment intended to promote 

comfortable reading, will go a long way to solve 

the discomfort of reading on the screen. If neces- 

sary, however, consider using a gray like #333333 

for the text. This lessens the contrast between the 

black and white, thus reducing the “brightness” of 

the white (see Figure 6.15, bottom). 

Black type on a white background is easier 

to read, but some people find it difficult to 

read type on a screen. If necessary, reduce 

the contrast between the black and white 

to reduce eye strain. 

Black type on a white background is easier 

to read, but some people find it difficult to 

read type on a screen. If necessary, reduce 

the contrast between the black and white 

to reduce eye strain. 

FIGURE 6.15 Top: Black text on a white background is 

easier to read than white text on a black background. 

Bottom: Dark gray (#333333) text on a white back- 

ground may be even easier to read. 

Creating Readable Text 

To summarize, reading text is easier when: 

* Font size is 12 to 16px 

¢ Line height is at least 150 percent of font size 

* Line length is about 75 to 85 characters 

* Text is aligned left or justified 

° Text is not white on black 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

Lesson 6: A Film Series, 

Part 1 

In the A is for Alignment lesson in Chapter 5, 

letters and text are visual elements used to create 

rhythm and tension. 

In this exercise you will design a page—an 

announcement for a campus film series—by 

understanding how the reader might interact with 

text (scanning with purpose). You'll start by 

setting text to promote that kind of reading (see 

Figure 6.16), establishing a font, font size, line 

height, and line length. 

This lesson helps you achieve the following 

objectives: 

1 Practice choosing a font, font size, line height, 

and alignment to promote horizontal and 

vertical scanning. 

2 Practice setting line length (and thus column 

widths) based on the text—not based on how 

much space you have at your disposal. 

3 Practice sketching solutions that combine 

promoting readability with creating rhythm and 

tension. 

4 Practice building a composition using more 

than one div, and use overflow: hidden; to 

force open a div with an auto height. Even if 

you are already HTML/CSS savvy, follow the 

walk-through provided. | show you what a 

typographer looks for in the process. 

French Film Festival: 6 Short Films from France 

Thursday, March 12, 2009 

3:00 - 4:45 PM 

CVPA Auditorium (Room 153) 

‘This program of six French short films features a range of genres and reflects the diversity of 

contemporary French filmmakers and of the people of France. The films portray foundry 

workers in Brest, Algerian immigrants transplanted to Paris, the malaise of everyday life for an 

upper-class married couple, and flirtatious youths in the capital's subway system. Titles include 

"Kitchen" by Alice Winocour 

“Gratte-papier” (Pen-Pusher) by Guillaume Martinez 

"Ma mere: Histoire d'une immigration” (My Mother: Story of an Lmmigration) by Felipe 

Canales 

"Je suis une voix" (One Voice, One Vote) by Jeanne Paturle and Cécile Rousset 

"La derniére journée" (The Last Day) by Olivier Bourbeillon 

“L'Origine de la tendresse” by Alain-Paul Mallard. 

Between them, the films have been honored with numerous awards and nominations at 

festivals from Cannes to Berlin to Montreal and beyond. 

Sponsored by: Foreign Lit. and Languages 

French Film Festival: 6 Short Films from France 

‘Thursday, March 12, 2009 

3:00 - 4:45 PM 

CVPA Auditorium (Room 153) 

This program of six French short films features a range of 

genres and reflects the diversity of contemporary French 

filmmakers and of the people of France. The films portray 

foundry workers in Brest, Algerian immigrants transplanted 

to Paris, the malaise of everyday life for an upper-class 

married couple, and flirtatious youths in the capital's 

subway system. Titles include 

"Kitchen" by Alice Winocour 

“Gratte-papier” (Pen-Pusher) by Guillaume Martinez 

"Ma mere; Histoire d'une immigration" (My Mother: Story 

of an Immigration) by Felipe Canales 

"Je suis une voix” (One Voice, One Vote) by Jeanne Paturle 

and Cécile Rousset 

“La derniére journée” (The Last Day) by Olivier Bourbeillon 

“L'Origine de la tendresse” by Alain-Paul Mallard, 

Between them, the films have been honored with numerous 

awards and nominations at festivals from Cannes to Berlin 

to Montreal and beyond, 

Sponsored by: Foreign Lit. and Languages 

FIGURE 6.16 Readers will skim down the list quickly, 

pausing only when they want to read something more 

closely. Top: When lines are too long, this forces the 

reader's eye across long, horizontal lines. Lists like 

this one also create long bands of white space. 

Bottom: A better line length. Large, white shapes no 

longer overpower the text. 

Always start by reading the text you are designing 

with. It not only helps you decide what font to use, 

but also to identify how people might interact 

with it. In the case of a film series, people will 

most likely scan the text with a purpose: looking 

for a film to see on campus. 
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Readers will probably scan the text in one of two 

ways: looking at the titles to see what catches 

their interest, or looking at the dates to see if 

there are any films showing on a particular day. 

Either way, you need to chunk the information for 

them. Thoughtfully break it up into small pieces, 

so readers can glance at the first couple of words 

in each chunk, and then move on if they don’t find 

what they are looking for. 

Chunking is more complex that it sounds. We will 

break up the process and do it step-by-step over 

four lessons. Dividing the project into four lessons 

allows you to focus on specific ideas and skills. 

In reality, all four parts happen simultaneously. 

Designing with type is far more fluid than this 

project suggests. For instance, a good designer 

will consider vertical spacing and hierarchy at the 

same time, although those topics are covered in 

separate chapters. 

Even if you are already an accomplished typogra- 

pher or web designer, follow my lead and break 

down the process into four distinct parts. You'll 

find it’s a challenge to change your usual methods 

for working with (and thinking about) type. You'll 

stretch your typographic muscles and become 

more intimately aware of the process. 

Overview of the Lesson 

In this lesson, you will concentrate on honoring 

and promoting both horizontal and vertical scan- 

ning. You will establish a font, font size, line 

height, and line length. 

1 Read the text you are setting, so you are 

familiar with all of the kinds of information 

people will skim and/or read. 
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Choose either Verdana or Georgia to work with. 

You'll have the opportunity to add another font 

(and to change the text font, if needed) in 

Part 4 of the assignment. 

Create a sample text to experiment with. Find 

movies with different amounts of text: one with 

a short title, one with a long title, one with a 

short description, one with a long description, 

one with a short location name, and one with a 

long location name. 

Quick-flow the movies you've chosen into a div, 

and set an appropriate size and line height. 

Don't worry about the other movies for now; 

you'll put them back in later. 

Choose an alignment. You should use either 

left aligned or justified because readers will 

skim down the left edge of the text as they 

quickly read the first words in each chunk. 

Add line breaks using p tags. All the text will 

look the same, but that’s okay for now. 

Adjust the width of the div to change the line 

length. What is the shortest line length your 

sample text can live in? Look at your date/time/ 

place. Do you want those lines to break? 

Probably not, as this would make it more diffi- 

cult to find when and where a movie is being 

shown. 

What is the longest line length your sample 

text can live in? Make sure lines aren't too long 

to read. Also look at the ragged edge the text 

creates. Are the line lengths vastly different? If 

so, reduce the div width. Vastly different line 

lengths negatively affect chunking, readability, 

and rhythm and tension. 



PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

Extreme changes in line length create white 

spaces that draw the reader's eye and create 

unwanted visual separations within chunks of 

information. 

8 Now it’s time to decide how many columns the 

full text will live in (how wide your sample text 

divs are); how you'll use the rest of the hori- 

zontal space in the “box” holding the informa- 

tion; and the rhythm and tension you can create 

between the text, the headings, and the edge of 

the box. Start sketching (see Figure 6.17)! 

FIGURE 6.17 Sketches using a column width—based 

on testing sections of the text—combined with the 

heading (justified, asymmetrical, right aligned, left 

aligned, and centered). By the end of this lesson, 

you'll have identified a line length and the number of 

columns to use. You will have sketched out multiple 

solutions and started building the page in HTML/CSS. 

9 When you've settled on a layout idea, build 

your page in HTML/CSS using the entire list of 

films. Insert your p (text), h1 (main headline), 

h2 (semester), h3 (month), and h4 (title of 

movie) tags. 

For now, set your p, h1, h2, h3, and h4 elements 

with exactly the same font, font size, line 

height, font weight, font case, and margins/ 

padding. 

You may need to adjust your line length slightly 

as you move forward, but you now have a 

general layout based on the line length your 

text needs. 

Don’t worry if your layout is not beautiful, 

exciting, or unique. You will modify elements, 

paying attention to spacing and emphasis in the 

next couple of lessons. You will also enhance 

information chunking for purposeful scanning 

while promoting rhythm and tension. 

You have only begun the process. 

Starting the Film Series Page 

In this lesson, you'll use CSS to test line length 

with a div, learn about overflow: hidden, and 

practice building a composition with more than 

one div. 

In the web_typography folder, create a folder for 

the lesson. Call it 6_film_series. 

Start the HTML File 

In your text editor, create a new document and 

save it as index.html in your 6_film_series folder. 

Copy and paste in the basic HTML syntax, add the 

title, and link to the CSS file: 

<!DOCTYPE html PUBLIC "-//W3C// 

DTD XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtml11/DTD 

/xhtmll-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 
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LESSON 6 A Film Series, Part 1 

<title> Lesson 6: Film Series 

(Line Length) </title> 

<meta http-equiv="content-type" 

content="text/html; 

charset=utf£-8" /> 

<link href="f£ilm_series.css" 

rel="stylesheet" 

type="text/css" /> 

</head> 

<body> 

</body> 

</html> 

Add your main_container div between the 

<body></body> tags: 

<div id="main_container"></div> 

Start the CSS file 

In your text editor, create a new document and 

save it as film_series.css in your 6_film_series 

folder. 

Describe the div ID for main_container 

The main_container div is a white rectangle 

(990px wide, auto height) centered in the browser. 

It has some space above and below it. Write the 

syntax like this: 

#main_container { 

width: 990px; 

height:auto; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 40px; 

margin-left:auto; 

background-color: #ff£ffff; 

} 

Give the web page a gray background 

To add a background color to the entire page, 

apply it to the body element: 

body { 

background-color: #999999; 

} 

View your web page 

Save your HTML document, and view it in your 

browser. You should see a gray page, as shown in 

Figure 6.18. Why don’t you see the main_ 

container? Because it is set to auto height, and 

there isn’t anything in it yet! 

FIGURE 6.18 The main_container isn't showing up yet. 

You've set the height to auto, and there isn't anything 

in it yet (so the height is Opx). 

Add sample content to test line length 

In the HTML document, add a film_list_ 

container div: 

<div id="film_list_container"> 

</div> 

Choose four to six films to test 

Choose a film with a short title, one with a long 

title, one with a short description, one with a long 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

description, one with a short location name, and 

one with a long location name. 

Copy and paste the text for the films from 6_film_ 

series.doc into the film_list_container div: 

<div id="film_list_container"> 

paste text here</div> 

Define all titles, dates, places, descriptions, and so 

on as ap. The following example uses the film 

Camila: 

<p>Camila</p> 

<p>Thursday, March 26, 2009</p> 

<p>11:00 AM - 1:00 PM</p> 

<p>Foreign Language Lab</p> 

<p>This film protests patriarchal 

terror while introducing the 

audience to Argentine values, 

concepts, social institutions, 

and culture during the dictatorial 

regime of Juan Manuel de Rosas 

(1829-1852). Camila brings a 

woman's perspective to Latin 

American history.</p> 

<p>Sponsored by The Women's Studies 

Program & the Women's Resource 

Center</p> 

<p>A discussion focusing on gender, 

the 

and the 

the role of government, 

structure of the family, 

role of women will follow the film. 

</p> 

Describe the elements in CSS 

In the CSS document, type in the syntax for how 

each element should look. 

You don’t know what width the div should be yet 

(that’s what you’re testing). Nor do you know how 

tall it needs to be. Just start with a guess for the 

width, and set the height to auto: 

#£ilm_list_container{ 

width: 300px; 

height:auto; 

} 

You don’t know exactly what font size and line 

height you are going to use, but start by trying a 

standard Georgia, 13/19px. Also add a little 

margin so that the text doesn’t completely run 

together: 

pt 

font-family:georgia; 

font-size:13px; 

line-height :19px; 

text-align:left; 

margin-top: 0px; 

margin-right: 0px; 

margin-bottom: 6px; 

margin-left: 0px; 

} 

View your web page 

Save your HTML document, and refresh your 

browser. You should see the white main_ 

container now, with a column of text along the 

left edge (see Figure 6.19, top). Look closely at the 

sample text. Does the 300px container width 

work? Does the line length need to be longer or 

shorter (see Figure 6.19, bottom)? Change the 

width as needed. 
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= LOrigine de le tendresse” by Alain-Paul Mallard. 

— Between them, the films have been honored with| 

FIGURE 6.19 Top: The main_container has opened up 

to hold the film_list_container you added. Does the 

line length need to be longer or shorter? Bottom: 

Looking closely, it needs to be longer. This example 

uses the French Film Festival text, and the last names 

of two filmmakers are alone ona line. This creates a 

disparate ragged edge. 

Add a left margin to the text 

Before changing the div width, you need to get the 

column of text off the left edge of the main 

container. The strong vertical line makes it difficult 

to focus on the ragged edge created by the text. 

To do this, float the div left, and add 30px of left 

margin. The CSS syntax looks like the following: 

#£ilm_list_container{ 

width: 300px; 

height:auto; 

float:left; 

margin-top: 0px; 

margin-right : 0px; 

margin-bottom: 0px; 

margin-left:30px; 

} 

View your web page 

Save your HTML document and refresh your 

browser. Wait! What happened to the main_ 

container (see Figure 6.20, top)? You can’t see it 

anymore. This is a wonky problem with nesting 

floated divs inside a div with an auto height. 

6:30 - 9:00 PL 

|) Claire T. Carey Library Browsing Area 

} engrossing and eye-opening King Com Is afun and 
crusading journey into the digestive tract of our fast 
food nation where one ultra-industrial 
pesticide laden heavily-subsidized 
dominates the food pyramid from top to 

With the help of some real farmers, oodles of 
{fertilizer end government aid, and sorse genetically 

| modified seeds the friends manage to grow one acre 
‘of corn. Along tbe way they unlock tbe hilarious 
sbsurdities und seary but hidden traths about 

} why whenever you eat a hamburger or drink w soda 
you're really consuming com. 

Sponsored by Siassplrg, Social Change, Se 
‘Sustainablity 

A pane! discossion is planned following tbe film, 

French Film Festival 6 Short Films (rom France 
‘Thursday, Mareh 12, 2009 
9200-445 PM 

FIGURE 6.20 Top: The main_container is gone. The 

main_container's auto height ignores the floated 

nested div and snaps shut. To fix this, add 

overflow:hidden to the main_container. Bottom: The 

page after the overflow:hidden is added. The main_ 

container is back! 
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The main_container’s auto height is deter- 

mined by what is inside the div. But the main_ 

container div doesn't recognize floated divs 

within it (floated divs are out of sequence and will 

be ignored) and snaps shut. 

So what do you do when you need to float divs (to 

control where they go in the composition) inside 

an auto height main_container? 

Add overflow: hidden; 

In the CSS file, add a property to the 

main_container: 

#main_container { 

width: 990px; 

height:auto; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 40px; 

margin-left:auto; 

background-color: #fffffFf; 

overflow: hidden; 

} 

What does this mean? By telling the browser to 

look for possible overflow inside the main_ 

container, you've forced the browser to pay 

attention to the floated divs inside the main_ 

container. The main_container opens up to 

the full, appropriate auto height. 

View your web page 

Save your HTML document, and refresh your 

browser. 

The main_container is back (see Figure 6.20, 

bottom)! Now you can experiment with the film_ 

list_container width. 

Experiment with line lengths 

After changing the div width, write down the 

width that seems to work best. 

How much horizontal space.does that leave you 

inside the 990px-wide main_container? That 

extra horizontal space will come in handy for the 

left and right margins as well as any gutters if you 

decide to work with more than one column. 

Sketch multiple solutions for the web page. Make 

sure you include the main heading (“Free Films on 

Campus”) and the date (“2008-2009”). You aren't 

dealing with different sizes or styles of type yet, 

so you'll have to use contrast of space to make the 

main heading stand out. 

Use what you learned about creating spatial 

tension in the last lesson—avoid repetition of 

form, create unequal white spaces, contrast the 

size of white shapes, and consider the edges— 

while honoring the line length your text needs. 

Building the Film Series Page 

Once you've sketched out some possible solu- 

tions, pick one and build it (see Figure 6.21). You 

already have your HTML and CSS started. Keep 

working with these files. 

Add divs as needed to build the composition 

You're already using one nested div (film_list_ 

container) in your HTML. Create, describe, and 

place more divs as needed (for the heading, an 

additional column, and so on) using the method 

shown in the walk-through for Lesson 5 in the 

preceding chapter: 

* Name and describe additional divs (divs that will 

hold the film list should use the width that 

worked best when you did your testing) in CSS. 
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LESSON 6 A Film Series, Part 1 

Using a border will help you see them on 

the page. 

* Put the divs in the HTML with the <div> 

</div> tags. 

* Place divs with the float property. 

* Clear margins and padding with the universal 

selector. 

* Put margins and padding back in as needed 

(to properly place the divs), making changes 

as needed. 

¢ When done, rernove the borders and add 

the content. 

‘The Future of Pood 
Wedssealay, ebrruary 4, 2009 
6:30 09:9 PM. 
Claire T. Camey Library Browsing Arex 

eappecting inthe fare fckls 22d on 
evolution that 

ruth 
ee eh 

(aia foxes pon dada 
rth pico ekakcbomne Coo tS of 

hat we ext = 

Spurred ty: Sustsinability, Mas PING & Socal Change 
‘A presentation and pace! iliscusston will fallow the film. 

FIGURE 6.21 Top: The page built in HTML and CSS. 

Bottom: The chosen sketch. 

Add and style the content 

Once the divs are in place 

* Delete the (test) text you were using. 

¢ Insert the entire text for the film series into 

the HTML. 

* Insert the appropriate text between the correct 

<div></div> tags. 

* Use all of the text given. 

* Insert your p (text), h1 (main headline), h2 

(semester), h3 (month), and h4 (title of movie) 

tags into the HTML. 

* In the CSS, style your p, h1, h2, h3, and h4 

elements with exactly the same font, font size, 

line height, font weight, font style, case, and 

margins/padding you used for the p in your test 

text. All the text should look exactly the same. 

If you have problems building your composition or 

adding and describing your content, go to www. 

typographicwebdesign.com and browse 

through the FAQ/Troubleshooting section of the 

site. You can also view the sample HTML and CSS 

for this lesson to compare your syntax. 

Don't worry if you don’t love your layout right 

now. There is still a lot of work to do. For now, all 

the text should look exactly the same. The heading 

(“Free Films on Campus”) is your focal point, using 

contrast of space only. 

You'll add additional spacing and hierarchy in the 

next two lessons. 
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Typographic Composition Is a 

Complex Process 

Typographers usually do what I’ve broken up 

into four lessons all at once. When we compose 

a typographic page, we think about everything 

concurrently—line length, margins, spacing, 

hierarchy, creating rhythm and tension—but 

the process is complex, and there is a lot to 

explain. Your layout will seem unfinished at the 

end of this lesson, but you'll continue working 

on it in the next lesson. 

Recommended Resources 

For this lesson, | recommend the following 

online resources: 

To download the text for this lesson, go to 

www.wiley.com/go/ 

typographicwebdesign 

To see examples of this lesson, go to 

www. typographicwebdesign.com 

Moving Forward 

This chapter introduced you to using size, line 

height, line length, and alignment to create 

readable text. You also learned how to use 

overflow:display toopenup your 

main_container. 

In the next chapter, you will learn about chunking 

information using vertical space and proximity. 
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CHAPTER 7 

Chunking Information: Vertical Spacing 
and Proximity 

The principle of proximity is simple: We read 

things near each other as belonging together. For 

example, in a crowded room, if you see two or 

three people standing near each other, you might 

assume they are together, even if they are not 

engaged in conversation. 

Typographically speaking, proximity works the 

same way. Words strung togeth 

list, items grouped together form 

of information. 

Readers who are scanning with a purpose don’t 

just scan down the text. They jump from section to 

section, looking for a specific piece of information 

(for example, from film title to film title). 

In long or complex texts, readers leap from section 

to section, ignoring everything in between (for 

example, starting with “Spring 2009” when 

looking for a film in March). The reader will glance 

only at the first letter or word of each section, 

dismiss incorrect matches, and move on. 

When working with any text, whether essay or list, 

simple or complex, you can help the reader by 

creating a system of vertical spacing. You can 

“chunk” the information, breaking it up into 

subsections or merging it together in meaningful 

ways, So your readers don't have to. 

Proximity is a powerful principle of visual percep- 

tion. When you add or remove space between 

lines of text, you not only make scanning informa- 

tion easier, but you also control the way people 

group (or read) text. Vertical spacing can be used 

to enlighten or confuse the reader (Figure 7.1). 
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_— = = = = —— 

John Smith John Smith 

AOveare old 40 years old 

Jane Brown Jane Brown 

24 years old pe eeu 

Mary Stuart Mary Stuart 
eeiearaold 65 years old 

Mark Brown Mark Brown 

19 years old eae 

David Johnson David Johnson 

47 years old 47 years old 

Ann Harris Ann Harris 

6 years old DROS 

FIGURE 7.1 Left: How old is Mark Brown? Adding 

vertical space “chunks” the list, so readers don’t have 

to organize the information themselves. Right: Wait a 

minute... How old is Mark Brown? When you change 

vertical spacing, you change the way people read 

information. Vertical spacing can be used to 

enlighten or confuse the reader. So... how old is 

Mark Brown? 

Basic Separation: The Paragraph 

dikes eorerpcrseevohtiegrnenentll 

paragraphs support each other by describing 

something, advancing a plot, or developing an 

argument. As a result, paragraphs need to be visu- 

ally separate from one another but still read as 

belonging together. 

Good online paragraph spacin 

\of the line’height. For example, if your line height 

is 18px, a 8 x 

.66) to 14px (teas ae rounded up). 

The margin-bottom shown on the top left in 

Figure 7.2 is set at only 25 percent of the line 

height. The paragraph spacing is too tight; the 

paragraphs start to blend together. 

The margin-bottom shown on the bottom left in 

Figure 7.2 is set at 100 percent of the line height. 

The paragraph spacing is too loose; the para- 

graphs start to float away from each other. 

The margin-bottom shown on the top right in 

Figure 7.2 is set at 50 percent of the line height. 

The paragraph spacing looks good, but that’s 

because you are looking at text printed on the 

page. Paragraphs of text on the screen tend to 

need a little more spacing. 

The margin-bottom shown on the bottom right 

in Figure 7.2 is set at 66 percent of the line height. 

The paragraph spacing looks good, if perhaps a 

little loose because you are looking at text on the 

printed page. The paragraph spacing will look 

great on the screen. 

Creating a System of Vertical Spacing 

Long or complex texts need a system of vertical 

spacing. In the film series example in Chapter 6, 

each film has multiple elements that need to be 

separate from each other, yet grouped together for 

that film: title, date and time, place, description, a 

note about the film sponsor, and sometimes a note 

about the event. 

To further complicate the matter, films must be 

“chunked” into months, and months must be 

“chunked” into semesters—so readers can jump or 

leap down the text as needed. For purposeful 

scanning, readers need to see which films belong 

together (all the films in March, for example), 

while recognizing each film as a separate event. 
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The principle of proximity is simple: we read things near 

each other as belonging together. For example, in a 

crowded room, if you see two or three people standing 

near each other, you might assume they are together, 

| even if they are not engaged in conversation. 

Typographically speaking, proximity works the same way. 

Words strung together form a sentence. Lines of text 

close together form a paragraph. In a list, items grouped 

| together form a visual “chunk” of information. 

Readers who are scanning with a purpose don't just scan 

down the text. They jump from section to section, looking 

for a specific piece of information (for example, from film 

title to film title). 

The principle of proximity is simple: we read things near 

each other as belonging together. For example, in a 

crowded room, if you see two or three people standing 

near each other, you might assume they are together, 

even if they are not engaged in conversation. 

Typographically speaking, proximity works the same way. 

Words strung together form a sentence. Lines of text 

close together form a paragraph. In a list, items grouped 

together form a visual “chunk” of information. 

Readers who are scanning with a purpose don't just scan 

down the text. They jump from section to section, looking 

for a specific piece of information (for example, from film 

title to film title). 

The principle of proximity is simple: we read things near 

each other as belonging together. For example, ina 

crowded room, if you see two or three people standing 

near each other, you might assume they are together, 

even if they are not engaged in conversation. 

Typographically speaking, proximity works the same way. 

Words strung together form a sentence. Lines of text 

close together form a paragraph. In a list, items grouped 

together form a visual “chunk” of information. 

Readers who are scanning with a purpose don't just scan 

down the text. They jump from section to section, looking 

for a specific piece of information (for example, from film 

title to film title). 

The principle of proximity is simple: we read things near 

each other as belonging together. For example, ina 

crowded room, if you see two or three people standing 

near each other, you might assume they are together, 

even if they are not engaged in conversation. 

Typographically speaking, proximity works the same way. 

Words strung together form a sentence. Lines of text 

close together form a paragraph. In a list, items grouped 

together form a visual “chunk’ of information. 

Readers who are scanning with a purpose don't just scan 

down the text. They jump from section to section, looking 

for a specific piece of information (for example, from film 

title to film title). 

FIGURE 7.2 Set paragraph spacing at 66 to 75 percent of the line height. Top left: When spacing is too 

tight, paragraphs blend together. Bottom left: When spacing is too loose, paragraphs float away from 

each other. Top right: This paragraph spacing looks pretty good because you're looking at it in print. It 

would look a little too tight onscreen. Bottom right: This paragraph spacing is 66 percent of the line 

height and will look great onscreen. 

When building a system of vertical spacing, start 

with the line height. Make sure lines of text are 

properly spaced. Next, consider the elements in 

the basic chunk (for example, paragraph). How 

much space do they need to feel separate, yet 

related? Move out from the basic chunk using 

increasingly larger spaces to create each level 

of chunking. 

To promote rhythm and tension, try to compose 

systems of vertical spacing around a mathematical 

constant. This will help you create spaces that are 

dissimilar (for contrast), yet have a visual relation- 

ship. The “Weekend of Workshops” list in Figure 

7.3 has a 20px line height. Vertical spaces include 

5px, 10px, 25px, and 35px. All spaces, including 

the line height, are divisible by 5. 
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hs 

A Weekend of Workshops 

Saturday, November 2 

9:00-11:00 

Oak Room: Typography 

Willow Room: Images 

12:00-2:00 

Oak Room: Calligraphy 

Birch Room: Book Binding 

3:00-5:00 

Birch Room: Color 

Willow Room: Embossing 

Sunday, November 3 

9:00-11:00 

Oak Room: Writing 

Willow Room: Photography 

12:00-2:00 

Birch Room: Lettering 

Willow Room: Drawing 

A Weekend of Workshops 

Saturday, November 2 

9:00-11:00 

Oak Room: Typography 

Willow Room: Images 

12:00-2:00 

Oak Room: Calligraphy 

Birch Room: Book Binding 

3:00-5:00 

Birch Room: Color 

Willow Room: Embossing 

Sunday, November 3 

9:00-11:00 

Oak Room: Writing 

Willow Room: Photography 

12:00-2:00 

Birch Room: Lettering 

Willow Room: Drawing 

FIGURE 7.3 Use as many levels of vertical spacing as the text needs. No more, 

no less. Left: This system uses two levels of vertical spacing with a lot of 

contrast. Right: A system with three levels and less contrast makes it harder to 

see the “chunks.” 

The more successful vertical spacing system The less successful vertical spacing system on the 

shown on the left in Figure 7.3 uses only two right in Figure 7.3 uses three levels of vertical 

levels of vertical spacing: 10px and 35px. The spacing: 5px, 10px, and 25px. With more levels of 

system is uncluttered and provides contrast. vertical spacing and less contrast, it is harder to 

see the “chunks.” 
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Vertical Spacing and Proximity 

To summarize, we read things that are near each 

other as belonging together. 

* The smaller the space between items, the more 

’ the items feel like they belong together. 

* The larger the space between items, the more 

the items feel separate from each other. 

* Paragraph space (margin-bottom) should be 

66 to 75 percent of line height. 

¢ Use as many levels of vertical spacing as the text 

needs—no more, no less. 

* Build a system of vertical spacing using a 

mathematical scale. If the line height is 18px, 

other vertical spaces in the system might be 6, 

12, 24, and 36px (all are divisible by 6). 

¢ Chunking needs contrast. A system of vertical 

spacing with spaces that are too similar won't 

help readers. 
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Lesson 7: A Film Series, 

Part 2 

In A Film Series, Part 1 you determined the appro- 

priate size, line height, and line length for the text. 

In this lesson, you will develop a vertical spacing 

scale to chunk the information. 

This lesson helps you achieve the following 

objectives: 

1 Use proximity to group or separate chunks of 

information in text. 

2 Create a vertical spacing system based on the 

text's line height. 

3 Apply the system, paying attention to where 

spaces in the system need to increase or 

decrease. Even if you are already HTML/CSS 

savvy, follow the walk-through provided. | 

show you what a typographer looks for in 

the process. 

Overview of the Lesson 

In this lesson, you develop a vertical spacing scale 

to chunk the information. 

1 If possible, print out the page you built in Part 1 

(Chapter 6). 

2 Identify which chunks need to be grouped 

together, and mark them on the printout. 

Decide which vertical spaces need to be bigger 

or smaller to help separate or group informa- 

tion for your reader (Figure 7.4). 
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FIGURE 7.4 Mark up a printout of the web page so far. 

What needs to be grouped together? What spaces 

need to increase? What spaces need to decrease? 

What spaces need to be the biggest? 

3 Develop a vertical spacing scale based on your 

line height. 

4 Add top margins to your h1, h2, h3, and h4 tags 

to reflect your vertical space decisions. If 

necessary, create classes to tighten or loosen 

spacing on some of the <p> text. 

5 Be willing to change your vertical space deci- 

sions as you progress through the system. What 

seemed like a good idea in theory may not 

work in reality. You may find the text needs 

more or less space within and between group- 

ings. Stick to a mathematical scale as much as 

possible. 
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In the next chapter, you will modify elements, 

paying attention to emphasis. You will enhance 

information chunking for purposeful scanning 

while promoting rhythm and tension. For now, 

don't worry if your layout still feels unfinished. 

Developing the Vertical 

Spacing System 

In this lesson, you use ap.class (add a class to 

the p element) and learn about collapsing 

margins. Both will help you develop your vertical 

spacing system. You'll modify the film series from 

Chapter 6, so make a copy of the last lesson’s 

folder and name the new folder 7_film_series. 

Keep it in the web_typography folder. 

Rename the CSS file film_series_spacing.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the following: 

<link href="f£ilm_series_spacing.css" 

rel="stylesheet" type="text/css" /> 

Change the title as follows: 

<title>Lesson 7: Film Series 

(Vertical Spacing) </title> 

Determine and Apply Your Vertical 

Spacing Scale 

You've already marked up on your printout what 

needs to be grouped together and where to add 

space. Now it’s time to implement those decisions. 

Build a scale based on your line height 

In this example, assume that you have decided the 

best line height for your content is 19px. Nineteen 

LESSON 7. AFilm Series, Part 2 

is a prime number, which makes it hard to 

compose a mathematical scale (you can set 

margins at 9.5px or 4.25px, but browsers will 

round them up or down!). You are not going to 

change the line height because you already 

worked hard to determine it was best for the text, 

and you don’t want to compromise line height 

(the most common vertical spacing) for the 

other spaces. 

Round up and use 20px as your basic number and 

see if that works. If it doesn’t, you can round down 

to 18px and recalculate the scale. 

Using a base measurement of 20px, and knowing 

that you need a lot of contrast between different 

kinds of vertical spacing, you should probably use 

the following spaces: 

* Between paragraphs in film descriptions, 75 

percent = 15px 

* Between films, a bigger space is needed, so 

use 45px 

* Between months, an even bigger space is 

needed, 90px 

* Between semesters, the biggest space is needed, 

so put your semesters in separate columns. 

But this spacing system would be too big (see 

Figure 7.5). The lines of text would float away 

from each other instead of looking like chunks of 

information. Readers will be scanning information, 

not engaged in sustained reading, so chunking the 

information is the most important typographic 

objective. Try breaking the 66 to 75-percent para- 

graph space rule and see what happens (the 

beauty of CSS is that you can change it quickly and 

easily if you're wrong). 
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[ ] 

Camila 

Thursday, March 26, 2009 

11:00 AM - 1:00 PM 

Foreign Language Lab 

This film protests patriarchal terror while introducing the 

audience to Argentine values, concepts, social institutions, 

and culture during the dictatorial regime of Juan Manuel de 

Rosas (1829-1852). Camila brings a woman's perspective to 

Latin American history. 

Sponsored by The Women's Studies Program & the 

Women’s Resource Center 

A discussion focusing on gender, the role of government, 

the structure of the family, and the role of women will 

follow the film. 

French Film Festival: Tell No One 

Thursday, March 26, 2009 

3:00 - 5:00 PM 

CVPA Auditorium (Room 153) 

ae 
FIGURE 7.5 A first attempt at a vertical spacing system 

uses a 15px paragraph space as the smallest vertical 

space. All other spaces are multiples of 15px. The 

spaces are too big, and the information is not visually 

chunked. 

The following spaces would create a 

better system: 

¢ Between paragraphs in film descriptions, 50 

percent = 10px 

* Between films, a bigger space is needed, 30px 

* Between months, an even bigger space is 

needed, 60px 

* Between semesters, the biggest space is needed, 

so put your semesters in separate columns. 

« 

Add the space into the Css document 

Now that you've developed a vertical spacing 

system, apply it in the CSS: 

* Give p (paragraphs) a margin-bottom: 10px; 

* Give h4 (film titles) a margin-top: 30px; 

* Give h3 (months) a margin-top: 60px; 

But wait! lf p has amargin-bottom of 10px and 

h4 hasamargin-top of 45px, won't there be 

55px of space? Shouldn't you make adjustments 

for two margins combining and only set your h4 

margin-top to 35px (45px less 10px)? 

Nope. Why? Collapsing margins. 

Understanding Collapsing Margins 

When an element with a margin-bottom is 

above an element with a margin-top, the 

margins collapse, using the larger of the 

two values. 

This is great for web typographers! When you 

establish a vertical spacing system, you don’t have 

to do any extra math to make sure the spaces are 

correct. Just set the values exactly as you want 

them, and the browser will do the work for you 

(collapsing the margins so only the bigger margin 

is used). 

Finesse the Vertical Spacing 

The tighter vertical spacing system seems to work 

(see Figure 7.6). Even though the paragraph 

spacing is only 50 percent of the line height, there 

is enough space to separate the blocks of text 

within each film description. 
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LESSON 7 A Film Series, Part 2 

Camila 

Thursday, March 26, 2009 

11:00 AM - 1:00 PM 

Foreign Language Lab 

This film protests patriarchal terror while introducing the 

audience to Argentine values, concepts, social institutions, 

and culture during the dictatorial regime of Juan Manuel de 

Rosas (1829-1852). Camila brings a woman's perspective to 

Latin American history. 

Sponsored by The Women's Studies Program & the 

Women’s Resource Center 

A discussion focusing on gender, the role of government, 

the structure of the family, and the role of women will 

follow the film. 

French Film Festival: Tell No One 

Thursday, March 26, 2009 

3:00 - 5:00 PM 

CVPA Auditorium (Room 153) 

FIGURE 7.6 The paragraph spacing is fine, but it’s hard 

to tell if the space above the film title is big enough. 

The film title doesn’t stand out the way you want it to, 

and the bands of white between the date, time, and 

location are distracting. 

But is there enough space between the films? It’s 

hard to tell if the space above the films needs to 

be bigger, or if the amount of space between the 

date, time, and location is making the space above 

the films feel too small. Those extra paragraph 

spaces add a lot of extra white bands in the list. 

You're going to get rid of them and see what 

happens. 

Adding a class to an element 

The date and time of each film are defined as p, 

but you want them to have a smaller margin- 

bottom so they will look different from the other 

p elements. You can fix this by creating a CSS class 

and targeting specific paragraphs. 

In the CSS file, add a new element, p. date, and 

give itamargin-bottom of Opx. The syntax 

looks like this: 

p.date { 

margin-bottom: 0px; 

} 

In the HTML file, change the <p> tags around the 

appropriate lines in the text. The date line previ- 

ously looked like this: 

<p>Thursday, March 26, 2009</p> 

Now it looks like this: 

<p class="date">Thursday, March 26, 

2009</p> 

Why create ap.class with a Opx bottom margin 

instead of just using a<br /> tag? If you usea 

<br /> tag and then decide you need a small 

amount of space between the lines, you will have 

to go in and change the HTML again. By creating 

and applying ap.class, if you change your mind 

about the margin-bottom, all you have to do is 

change a value in the CSS. Remember, there are 

two more lessons on this project. As you add hier- 

archy and a second font in the next two chapters, 

you might need more space (even if you decide 

Opx is perfect for now). Using ap.class gives 

you more flexibility. 

Why not create a class and apply it with a <span> 

tag? First,ap.class requires less typing. To apply 

a class with a <span> tag, the syntax would 

change to the following: 

<p><span class="date">date goes here 

</span></p> 

That's 12 more characters per change per line 

per film! 
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Second, you will only use . date with the para- 

graph element. Naming it p. date helps you see in 

an instant that the . date is applied to the p when 

needed. 

Finishing up 

You added the p. date and the spacing is fine (see 

Figure 7.7). The films feel separate from each 

other, as do the months and the semesters. A 

reader can scan the list and find the film titles. 

Plus, the system uses a mathematical scale. 

Camila 

Thursday, March 26, 2009 

11:00 AM - 1:00 PM 

Foreign Language Lab 

This film protests patriarchal terror while introducing the 

audience to Argentine values, concepts, social institutions, 

and culture during the dictatorial regime of Juan Manuel de 

Rosas (1829-1852). Camila brings a woman's perspective to 

Latin American history. : 

Sponsored by The Women's Studies Program & the 

Women’s Resource Center 

A discussion focusing on gender, the role of government, 

the structure of the family, and the role of women will 

follow the film. 

French Film Festival: Tell No One 

Thursday, March 26, 2009 

3:00 - 5:00 PM 

CVPA Auditorium (Room 153) 

FIGURE 7.7 After you add a p.class to tighten the 

margin-bottom on the date and time, you can see that 

the space above the film title is fine. 

When your vertical spacing works, you've finished 

the lesson. In the next chapter, you'll add 

hierarchy. 

Moving Forward 

This chapter introduced you to using vertical 

space to “chunk” text. You also learned how to 

apply create a custom class to target a specific 

element. 

In the next chapter, you will learn about creating 

and using hierarchy to further “chunk” the text. 
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CHAPTER 8 

Chunking Information with Headings: 

Hierarchy and Similarity 

The principle of similarity is simple: We read 

things similar to each other as belonging together. 

For example, in a crowded park, if you see two or 

three people wearing the same clothes, you might 

assume they are from the same club or team. 

We also read things similar to each other as 

serving the same purpose. In a crowded store, if 

you see two or three people wearing the same 

outfit, you might assume they are employees of 

the store, available to help you in some way. If the 

employees are all busy with other patrons, you'll 

gaze around, looking for someone else dressed 

the same way. 

Similarity is a fundamental element in typographic 

web design. In the last lesson, you used similarity 

to create a system of vertical spacing (all h4s 

had the same margin-top). In A is for Alignment 

in Chapter 5, the similarity between the minor 

counterpoints (justified, centered) created a rela- 

tionship between the words (not just another layer 

of rhythm). In Chapter 14, you'll use similarity to 

indicate related information across multiple 

pages. In this chapter, you'll use similarity to 

create a system of hierarchy. 

Hierarchy 

Complex texts have subdivisions. For example, the 

film series is divided into semesters, then months, 

and then individual films. Each division has a 

heading. 

For readers to clearly recognize subdivisions, each 

heading level must feel less important than the 

one above it. Headline Two (h2) is subordinate to 

Headline One (h1), Headline Three (h3) is subordi- 

nate to Headline Two (h2), and so on (Figure 8.1). 
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_ 

Headline One 
Headline One is 24/40px Verdana, twice 

the size of the text. The size is enough 

to create hierarchy. Extra weight is not 

necessary. 

Headline Two 

Headline Two is 14/20px Verdana, 2px 

larger than the text, font-weight:bold. 

Verdana’s bold is heavy, and little size 

change is necessary. 

HEADLINE THREE 

Headline Three is 11/20px Verdana, 1px 

smaller than the text), font-weight:bold. 

It is all caps (text-transform:uppercase), 

and has a letter-space:1px. 

Headline Four 

Headline Four is 11/20px Verdana, 1px 

smaller than the text. It has font-weight: 

bold. Verdana’s bold is so heavy, it still 

has good contrast when 1px smaller. 

A RUN-IN SIDEHEAD is 11/20px 

Verdana, 1px smaller than the text. It is 

all caps (text-transform:uppercase), and 

letter-space:1px. 

Headline One 
Headline One is 20/40px Verdana, 8px 

bigger than the text. The contrast to the 

text is good, not to the other Headlines. 

Headline Two 
Headline Two is 18/20px Verdana, 6px 

bigger than the text), font-weight:bold. 

A 2px size change from Headline One 

isn’t enough contrast. 

Headline Three 
Headline Three is 16/20px Verdana, 4px 

bigger than the text, font-weight:bold. 

The similarity between the Headlines is 

getting confusing. Readers need more 

than size contrast. 

Headline Four 

Headline Four is 14/20px Verdana, 2 px 

bigger than the text, font-weight:bold. 

Verdana’s bold is so heavy, it does not 

need to be so big at this level. 

A run-in sidehead is 12/20px Verdana, 

the same size as the text. It has a 

font-weight:bold. Run-in sideheads can 

be more subtle. 

za 
FIGURE 8.1 Left: Each heading level is subordinate to the one above it, and contrast and similarity are woven into a 

system. Four sizes and two elements (bold and caps) are carefully combined to create hierarchy. Right: Five sizes 

and only one element (bold) create a system without enough contrast. It’s hard to tell which level is subordinate. 
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Most texts will only have three levels of subdivi- 

sions (not including the overall title of the piece). 

Nonetheless, you should always read the text 

and create as many heading levels as needed 

(Figure 8.2). 

Hierarchy and Similarity 

Apply a visual hierarchy system consistently 

throughout the text. This helps guide readers from 

section to section. A person scanning the film 

series page will quickly learn what a title looks 

like, and can jump from title to title, ignoring the 

other text on the screen. This is a function of simi- 

larity because all titles look the same. 

Similarity also promotes contrast. When heading 

levels are developed with similarity in mind, they 

create a more effective system (Figure 8.1, left). If 

headings are all different from each other, it is 

hard to see how they are related. Hierarchy gets 

lost in the chaos of different fonts, font sizes, 

cases, styles, weights, colors, and positions (Figure 

8.3, right). 

Spring 2009 
Headline One is 26/40px Georgia, twice the 

size of the text. The size is enough to create 

hierarchy. Extra weight is not necessary. 

FEBRUARY 

Headline Two is 15/20px Georgia, 2px 

bigger than the text. It is set all caps (text- 

transform:uppercase), and letter-space:1px. 

The Future of Food 

Headline Three is 15/20px Georgia, 2px 

bigger than the text. It has a font-style: 

italic. The different forms of the italic and 

Roman create enough contrast for casual 

or sustained reading but film-goers will 

jump from title to title, so the headline 

needs to be a little bigger as well. 

Spring 2009 
Headline One is 24/40px Verdana, twice 

the size of the text. The size is enough 

to create hierarchy. Extra weight is not 

necessary. 

FEBRUARY 

Headline Two is 12/20px Verdana, the 

same size as the text, font-weight:bold. 

It is all caps (text-transform:uppercase), 

and has a letter-space:1px. 

The Future of Food 

Headline Three is 11/20px Verdana, 

1 px smaller than the text. It has a font- 

weight:bold. Verdana’s bold is so heavy, 

it still has good contrast when 1px 

smaller than the text. 

FIGURE 8.2 Two examples using three levels of hierarchy. Left: Choose styles appropriate for the content. | used 

italic for the third-level headings because they are titles. I'll have to keep an eye on the text, though; if | use italic 

in the film descriptions, | might not be able to use italic here because the contrast will be weak. Right: | used bold 

for the third-level heading instead of italic. Verdana’s italic is an oblique. It is not lovely, so | try not to draw atten- 

tion to it. | wouldn't use Verdana italic for a heading unless absolutely necessary. 
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Headline One 
Headline One is 26/40px Georgia, twice 

the size of the text. The size is enough to 

create hierarchy. Extra weight is not 

necessary. 

Headline Two 

Headline Two is 15/20px Georgia, 2px 

larger than the text), font-weight:bold. 

Georgia’s bold is very heavy, and needs 

little size change. 

HEADLINE THREE 

Headline Three is 12/20px Georgia, 

1px smaller than the text. It is all caps 

(text-transform:uppercase), and letter- 

space:1px. 

Headline Four 

Headline Four is 13/20px Georgia, same 

as the text. It has a font-style:italic. The 

different forms of the italic and Roman 

create contrast. 

A RUN-IN SIDEHEAD is 11/20px Georgia, 

2px smaller than the text. It is all caps 

(text-transform:uppercase), and letter- 

space:1px. 

\z 

Headline One 
Headline One is 26/40px Georgia, twice 

the size of the text. The size is enough to 

create hierarchy. Extra weight is not 

necessary. 

Headline Two 
Headline Two is 19/20px Georgia, 6px 

larger than the text, font-weight:bold. 

Georgia's bold is very heavy, and does not 

need this much of a size change. 

HEADLINE THREE 

Headline Four is 17/20px Georgia, 4px 

bigger than the text. It is all caps (text- 

transform:uppercase), and letter-space:1px. 

The large caps are too strong. 

Headline Four 

Headline Four is 15/20px Georgia, 2px 

bigger than text. It has a font-style:italic. 

The different forms of italic and Roman 

create contrast. 

A RUN-IN SIDEHEAD is 13/20px 

Georgia, the same size as the text. It is set 

in all caps (text-transform:uppercase), 

and letter-space:1px. It is too strong. 

FIGURE 8.3 Left: Contrast and similarity are carefully woven into a system. Five sizes (to allow for subtle size 

changes) and three elements (bold, italic, and caps) are combined to create hierarchy. Working with so many differ- 

ences is not easy, and it can backfire. Right: Five sizes and the same three elements create chaos. 
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Clear contrast helps your reader see which 

headlines are more important than others, and will 

prevent your reader from mistaking one headline 

for another. 

Hierarchy and Similarity 

To summarize, when creating hierarchy 

* Use as many heading levels as the text needs— 

no more, no less. 

* Each heading level should feel subordinate to 

the one above it. 

* Use headings in a similar manner throughout the 

text. Don’t swap heading two and heading three 

halfway through. ~ 

¢ If heading levels are too similar to each other, 

hierarchy is difficult to see. 

* If heading levels are all completely different 

from one another (with no similarities woven 

into the system), hierarchy is difficult to see. 
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PART 2 MAKING TYPE WORK: 

Lesson 8: A Film Series, 

Part 3 

This lesson helps you achieve the following 

objectives: 

1 Create a system of headings with clear levels 

of hierarchy. 

Use similarity in your system to emphasize 

contrasts. 

Apply the system in a similar manner 

throughout the entire text. Even if you are 

already HTML/CSS savvy, follow the walk- 

through provided. | show you what a typogra- 

pher looks for in the process. 

Pay attention to where hierarchy needs to 

be increased or decreased as you apply 

the system. 

Overview of the Lesson 

In this lesson, you develop a system of headings to 

help readers scan the text. 

1 

2 

3 

If possible, print out the page you built in Part 2 

(Chapter 7). 

Identify headings in the text (Figure 8.4). 

Identify other areas in need of typographic 

work. A couple of the film descriptions have 

quotes. Will you use quotation marks or itali- 

cize them? One of the French Film Series titles 

is for a group of short films. How will you 

handle the titles of those films? Should they be 

handled in the same way as all the other titles, 

or would they stand out too much and feel like 

an individual film listing? 

SCANNING WITH PURPOSE 

LS CULV 

/ a» rG 2000 
{ ZO008 Soft hos z 

“$GFOB EF Febevary 

AHS baggie ‘Tee Potare of Food 
7 f _Twesday, October 14, 2008 x 4.2099 
Wi 6-900 39- 09:30 FM 
WEA (Claire T. Carvey Libeary Browsing Area Claire, Carney Library Browsing Area 

Tea Engrosing and eye-opening Ring Cor fan and crossing “There ls a revolution happening ln the faren Ges amd cm the 
inner tables of Armerice- revolution that is transforming the 

nm . S-} very nature ofthe food we eat SS: 
ss] = “This documestary ctfers an fe-epth ixwestigation into the 
We distrbing troth hebiod the enlabeled patented greetially 
NSS forks that have uty fied US. grocery stare shes 
ys v for the past decade: 

\ Prov the prairies of Saskatcbewan, Caneda to the fields of 
Vv (Ousxaca, Meson, this fl gives a voice to vehse tives and 

The film examines the complex wed of market and political forces 

FIGURE 8.4 Mark up a printout of the web page so 

far. Where are your headings? How will you handle 

complex descriptions (like the series of short French 

films all listed under one title), quotes from 

reviewers, and repetition of film title names in 

their descriptions? 

4 Sketch out a couple of options for creating 

hierarchy. Use size, case, style, weight, and/or 

spacing (vertical and horizontal). 

Assign your new size, case, style, weight, and 

spacing (vertical and horizontal) to your h1, h2, 

h3, and h4 tags. 

Create classes as needed. 

You may find your vertical spacing system no 

longer works—you won't need as much space 

to create chunks. You have subdivided the text 

using contrasts in size, weight, and case. The 

extra vertical space further separates areas of 

text, and forces readers to work harder to scan 

the information. 

Fix your vertical spacing, tightening it as 

needed. Continue using the mathematical scale 

you developed in Part 2. 

Be willing to change your headings as you 

progress through the system. What seemed like 
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a good idea in theory may not work in reality. 

You may find a heading level needs more or 

less hierarchy. 

Remember that designing with type is far more 

fluid than this project suggests. Dividing the 
project into four lessons allows you to focus on 

specific ideas and skills, but in future projects you 

will often create and apply vertical spacing and 

hierarchy at the same time. 

Creating a System of Headings 

In this exercise, you'll modify the film series from 

the last lesson, so make a copy of the last lesson’s 

folder and name the new folder 8_film_series. 

Keep it in the web_typography folder. 

Rename the CSS file film_series_hierarchy.css. Link 

it to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the following: 

<link href="film_series_hierarchy.css" 

rel="stylesheet" type="text/css" /> 

Change the title to the following: 

<title>Lesson 8: Film Series 

(Hierarchy) </title> 

Determine and Apply Your System of Hierarchy 

You've already marked up on your printout where 

the headings are, and how you might set them. 

Here’s a tip: When | develop a system of hierarchy, 

I'LL often work from the two extremes. For example, 

I'll set my hi and h4 tags first, so | like the way 

they work in the composition (h1) and in relation 

to the text (h4). Then Ill set my middle levels 

accordingly (usually working up from the h4 tag). 

LESSON 8 AFilm Series, Part 3 

Change the h1 in the CSS. Be willing to change 

your idea! 

Some syntax I've alluded to throughout the 

chapter may come in handy: 

* To italicize text, use font-style:italic; 

* To make text all caps, use 

text-transform: uppercase; 

* To change spacing between letters, here by 1px, 

use letter-spacing: 1px; 

* To tighten spacing, use 

letter-spacing: -1px; 

* To change text color, here a dark gray, use 

Colors 3885334 

For this exercise, you'll make the h1 tag very big, 

taking up the whole top space, and make it italic. 

When text gets very big, it may feel too loose, so 

you might need to tighten it up a bit. You can 

experiment to see what works. 

After testing, you should end up with something 

like the following for h1 (you may need to 

increase your header_container to make it fit): 

hi{ 

font-style:italic; 

font-size: 80px; 

line-height: 80px; 

} 

Change the h4 in the Css 

As with the h1, make the h4 italic; | recommend 

italic because h4 is used for the title text. You 

want it bigger than the rest of the text, but not too 

big. Test it to see how it looks; pretend to look for 

a movie and scan down the page. 

Hmm. After some testing, you may decide you 

don't like the italic: It’s too hard to read while 

jumping from title to title. Bigger titles work 
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better (they stand out more when you scan down 

the page), so you should go with a larger size 

instead of the italic: 

h4{ 

font-size:18px; 

margin-top: 30px; 

} 

Change h2 and h3 in CSS, and balance them with 

hiand h4 

You want the h2 to be stronger than the h4 you 

just set. Setting the semesters on separate 

columns means the h2 already has a strong level 

of hierarchy (due to contrast of space), so it will 

feel stronger than the h4, even when set only 33 

percent bigger than the h4. Set the h4 like this: 

h2{ 

font-size:24px; 

} 

Make the h3 all caps with loose (1px) letter- 

spacing; this will make the months look elegant 

and stand out. | personally avoid Georgia bold, 

which has very thick strokes. You may disagree, 

and choose to use Georgia bold in your version of 

the Film Series project. That's fine! Georgia bold is 

readable in headlines; sometimes, font preference 

is a matter of personal taste. For now, set the h4 

by adding these two lines to the syntax: 

text-transform: uppercase; 

letter-spacing: 1px; 

Go Back and Make Changes If Needed 

Here’s a secret: Good web typographers (just like a 

good web anything) don’t always know exactly 

how a web page is going to work before they build 

it. There's always something to figure out, and 

sometimes it takes a lot of time, patience, and 

attention to detail. 

Finding a good system of hierarchy takes time 

and effort. 

The months (h3) are currently all caps, with 1px 

letterspacing, and are the same size as the text 

(Figure 8.5, left). It doesn’t work; the months don’t 

stand out enough to move them above the film 

titles in the visual hierarchy. 

You could try making the months bigger (Figure 

8.5, right). But if the months get too big, they 

compete with the semester. 

on camp on came 

Wednesday, February 4, 2009 

Spring 2009 Spring 2009 

FEBRUARY FEBRUARY 

The Future of Food The Future of Food 
Wednesday, February 4, 2009 

6:30 - 9:30 PM 

Claire T. Carney Library Browsing Area 

6:30 - 9:30 PM 

Claire T, Carney Library Browsing Area 
LW J 

FIGURE 8.5 Finding a good hierarchy is not always 

easy. Left: February is too small. Right: Now it’s too 

big, and is competing with the semester headline. 

What if you make the months slightly smaller (but 

still bigger than the film titles), and the semesters 

bigger (Figure 8.6, left)? This results in a lack of 

contrast between the three levels; visual hierarchy 

is lost. 

Let's start over. Months back to original size. 

Semesters back to original size. Try using bold 

with the months instead (Figure 8.6, right). Not 

bad, but the bold caps are sort of hard to read. (I 

personally don’t like the way Georgia bold fills in 

the counterforms—aargh.) 

How about instead of making the months stand 

out, you make the film titles “go back” so they feel 

subordinate? 
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Spring 2009 Spring 2009 

FEBRUARY FEBRUARY 

"The Future of Food The Future of Food 
Wednesday, February 4, 2009 Wednesday, February 4, 2009 

6:30 - 9:30 PM 6:30 - 9:30 PM 
Claire T. Carney Library Browsing Area Claire T. Carney Library Browsing Area 23 

FIGURE 8.6 We'll keep trying. Left: February is smaller, 

Spring is bigger, and the hierarchy is lost. Right: 

Everything is back to its original size, and February is 

bold. Not great; Georgia bold is a little hard to read 

because the counterforms are so small. 

Try a shade of dark gray (Figure 8.7, left)... okay, 

that’s not bad. The only problem is that now the 

film titles don’t stand out as much when you scan 

down the list. 

The best option is the one with the bold months 

(Figure 8.7, right). It's better to have too-thick 

letters in a heading that occurs infrequently than 

too-weak titles for every single film in the list. 

they need to stand out more? Make and apply 

classes as needed. 

Update your vertical spacing system 

Now that you have added visual hierarchy to your 

headings, you may not need as much space to chunk 

the information in the film list. Look carefully. Does 

anything feel too far away (or too close)? 

Make and apply classes if needed 

Most of the spacing you set in the previous lesson 

still works, except for the space between the 

month and the film title (those two again!). The 

space between them makes the month “float” and 

undermines its hierarchy (Figure 8.8, left). 

If you change the margin-top on the film title 

(4), the space between films changes. So make a 

class for your h4 film title elements (for example 

h4.tightertop) with a smaller margin-top and 

apply it only to film titles immediately following a 

month (Figure 8.8, right). 

Sponsored by CAB (Campus Activites Board) | 

MARCH 

Why We Fight 
Tuesday, March 3, 2009 

6:30 - 9:30 PM 

Claire T. Carney Library Browsing Area 

Why We Fight is a film by Eugene Jarecki which 

Grand Jury Prize at the 2005 Sundance Film me 

an unflinching look at the anatomy of the Ameri 

Le machine, weaving unforgettable personal stories| 

- 

Sponsored hy CAB (Campus Activites Board) 

MARCH 

Why We Fight 
Tuesday, March 3, 2009 

6:30 - 9:30 PM 

Claire T. Carney Library Browsing Area 

Why We Fight is a film by Eugene Jarecki whic! 

Grand Jury Prize at the 2005 Sundance Film Fi 

an unflinching look at the anatomy of the Amer’ 
machine, weaving unforgettable personal storie: 

Spring 2009 Spring 2009 

FEBRUARY FEBRUARY 

The Future of Food The Future of Food 
Wednesday, February 4, 2009 Wednesday, February 4, 2009 

6:30 - 9:30 PM 6:30 - 9:30 PM 

Claire T. Carney Library Browsing Area Claire T. Carney Library Browsing Area 

FIGURE 8.7 Still trying to get the hierarchy right. Left: 

Everything is back to its original size and weight, but 

the film titles are gray so the months stand out. 

However, now the film titles don’t stand out enough! 

Right: Go back to an earlier idea and make the months 

bold. The Georgia bold is not as legible, but at least 

the hierarchy works! 

Make adjustments to any other “headings” 

as needed 

Think about those six short French films. Will you 

keep them as text with quotation marks, or do 

FIGURE 8.8 After the headings are set, reevaluate the 

vertical spacing. Left: The margin between the month 

and title is too large. Right: You can tighten it by 

applying a class. 

The only other spacing issue is with the lines at the 

end of the film description: Sometimes it’s a single 

line (“Sponsored by...”); sometimes it's a single line 

followed by a couple of lines about what will 

happen after the film; and sometimes it’s two 

single lines. The extra band of white space between 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

the two single lines of text is undermining the 

vertical space above the film title (Figure 8.9, left). 

Try removing the space (Figure 8.9, right). It 

doesn’t work; the note (about what will happen 

after the film) gets lost. Someone might miss out 

on pizza because they see the words “Sponsored 

by...” and ignore the rest of the text. 

corporations seek to control the world’s food syst 

film also explores alternatives to large-scale indt 

agriculture, placing organic and sustainable agrid 
real solutions to the farm crisis today, 

corporations seek to control the world’s food sys 

film also explores alternatives to large-scale ind 

agriculture, placing organic and sustainable agri 

real solutions to the farm crisis today. 

Sponsored by: Sustainability, MassPIRG & So 

A presentation and panel discussion will follow 

Sponsored by: Sustainability, MassPIRG & Social 

A presentation and panel discussion will follow t 

Role Models 
Monday, February 16, 2009 

6:30 - 9:30 PM 
Main Auditorium 

Role Models 
Monday, February 16, 2009 

6:30 - 9:30 PM 

Main Auditorium 

A pair of irresponsible energy drink salesmen re 

serving a month of hard time is nothing compar4 
A pair of irresponsible energy drink salesmen re 

serving a month of hard time is nothing compard 

FIGURE 8.9 Left: The single lines at the end of the film 

description create bands of white space. Right: 

Removing the space doesn’t work because they begin 

to read as a single piece of information. 

Last idea, and then it’s time to let it go. Tighten up 

the paragraph spacing. Just 1px will do it (Figure 

8.10, right). It’s a subtle difference, but it makes 

the space above the title stand out more, and the 

paragraphs are still fine for reading and scanning 

(Figure 8.11). 

corporations seek to control the world’s food syst 
film also explores alternatives to large-scale ind 

agriculture, placing organic and sustainable agrid 

Teal solutions to the farm crisis today. 

corporations seek to control the world’s food syst 
film also explores alternatives to large-scale ind 

agriculture, placing organic and sustainable agrid 

real solutions to the farm crisis today, 

Sponsored by: Sustainability, MassPIRG & Social 

A presentation and panel discussion will follow 

Sponsored by: Sustainability, MassPIRG & Sociz 

A presentation and panel discussion will follow t 

Role Models 
Monday, February 16, 2009 

6:30 - 9:30 PM 

Main Auditorium 

Role Models 
Monday, February 16, 2009 

6:30 - 9:30 PM 

Main Auditorium. 

A pair of irresponsible energy drink salesmen red 

serving a month of hard time is nothing compard 
A pair of irresponsible energy drink salesmen res 
serving a month of hard time is nothing comparg 

FIGURE 8.10 Left: The original spacing on the single lines. 

Right: Tightening the overall paragraph spacing reduces 

the white bands and does not affect chunking elsewhere. 

free films on campus 
Fall 2008 

2008-2009 Rpune 20¢9 

FEBRUARY 

‘The Future of Food 
Wednesday, February 4, 2009 
6330 —9:30 FM 
(aire T. Carney Library Browsing Area 

‘There is a revolution happening (n the farm fields and oa 
the dinner tables of America - a revolution that is 
transforming the very nature of the food we eat. 

‘This documentary offers an In-depth imestigation into the 

disturbing truth bebind the unlabeled, patented, geoctically 
engipoeted foods that have quieuy filled US. grocery store 
shelves for the past decade. 
‘Prom the prairies of Saskatchewan, Canada to the fields of 
Oaxaca, Mexico, this flim gives a voice to farmers whose 
lives and livelihoods have been negatively impacted by this 

FIGURE 8.11 The free films on campus page. The hier- 

archy and vertical spacing system finally works. 

Great! You're ready for the next lesson. 

Moving Forward 

This chapter introduced you to using hierarchy to 

“chunk” text. You also learned that you need to go 

back and make changes (for example, to vertical 

space) when new design elements such as levels 

of hierarchy are introduced. 

In the next chapter, you will learn about attending 

to the details (numbers and punctuation) in text. 

You'll also learn about using borders. 
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CHAPTER 9 

Attending to Typographic Details 

At this point, you have a working film series web FRES FILS en CARPUS 

page from your work in the preceding chapters. It 

could go online as is. People can easily scan the FREE FILMS ON CAMPUS 
information, stopping to read what they want or 

need to. FREoFo FILMS ON CAMPUS 

But there are things you can do to make a page Jree jilms On campus 

more expressive, like add a second font—one with 

an aesthetic or emotional association, or one to Free Pilmos Om Campus 

improve hierarchy. And there are details you can 

attend to—rule lines, numbers, punctuation, acro- Free Films CH Campus 
nyms, widows—to make the layout more beautiful 

while making the text even easier to read. free films on campus 

Adding a Second Font free films on campus 

Try adding a second font for your main title and free films on Campus 
some of your headlines. A display font can add 

an aesthetic/emotional layer of meaning to free films on campus 

your page. 

FIGURE 9.1 What fonts at fontsquirrel.com feel right 
A second font won't communicate, “This is an 

to you? Some won't work (too heavy, too wide, not 

eclectic list of free films being shown on campus the right aesthetic), but you won't know what works 

this year,” but it might support the notion of “fun” until you try. Take screen shots of possible fonts and 

(films are usually an extracurricular activity) or narrow down your options before moving on to 

HTML/CSS. Top to Bottom: Amadeus, EastMarket, 

FancyPants, Gladifilthefte, GrutchShaded, Louisianne, 

HamburgerHeaven, HVD Bodedo, Little Trouble Girl, 

and UglyQua. 

“cinema” or “eclectic” (Figure 9.1). 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

It's not necessary to use the second font for every 

level of hierarchy. Weave it into the system, 

paying attention to how it works at different sizes 

and when it feels stronger or subordinate to the 

first font. 

Continue thinking of the title, headlines, and text 

as a system. Do the sizes, weights, case, style, and 

positioning still work with the second font? Do 

you need to change the system in any way? 

If the text font you've been using (Georgia or 

Verdana) doesn’t work with the new font, change 

it. If you change your text font, reevaluate the line 

length, font size, line height, vertical spacing 

system, and system of hierarchy. 

Using Rule Lines 

Rule lines are powerful symbols of separation. 

They are horizontal slices in the vertical flow of 

the text. The more subtle the line, the better. 

Use the lightest weight (1 pixel) possible, or 

deemphasize it with color (in our case, a shade 

of gray). Sometimes your text will demand more 

powerful rule lines, but don’t make them more 

powerful than needed (Figure 9.2). 

Use the principle of proximity. Rule lines should 

be closer to the information they belong with. 

Use the principle of similarity. If two rule lines 

symbolize the same thing (start a new section), 

they need to look alike. If you need or want to use 

rule lines to mean two different things (start a new 

section, separate the footnotes from the text), 

then they need to be different. Rule lines should 

help clarify information for the reader, not create 

confusion. 

Victoria (Rachelle Lefevre) — come to town ! 

threaten to disrupt their way of life? 

Sponsored by CAB (Campus Activities SS 

MARCH 

Why We Fight 
Tuesday, March 3, 2009 

6:30-9:30 PM 

Claire T. Carney Library Browsing Area 

E 

| Victoria (Rachelle Lefevre) — come to town 

threaten to disrupt their way of life? 

Sponsored by CAB (Campus Activities Boar 

MARCH 

Why We Fight 
Tuesday, March 3, 2009 

6:30-9:30 PM 

Claire T. Carney Library Browsing Area 

as 

FIGURE 9.2 Top: A good rule line is closer to the 

“chunk” it starts or ends. It is as subtle as possible. 

Bottom: A less successful rule line is too obvious, and 

is not connected with either “chunk” of information. 

It hinders the reader's vertical scanning. 

Rule lines help chunk information, but don’t let 

them become a crutch; you'll use them too much 

and undermine the hierarchy. Make the hierarchy 

work first, and then add rule lines where they'll 

serve the text. 
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CHAPTER QY Attending to Typographic Details 

Numbers and Acronyms 

You already know there are two kinds of numbers: 

in text so the numbers don’t YELL at the reader. 

s. Acronyms 

all caps. Acronyms can YELL, too. 

If you must use lining figures or acronyms set in 

( Figures 9.3 and 9.4). 

L 

Why We Fight is a fil | 

Jarecki which won th 

at the 2005 Sundanc 

It is an unflinching lo 

of the American war of the American war 

Why We Fight is a filr 

Jarecki which won th¢ 

at the 2005 Sundance 

It is an unflinching lo 

FIGURE 9.3 Left: Full-size lining figures stand out too 

much from the text. Right: If your font has lining 

figures, create and apply a class to make the numbers 

1 pixel smaller than the text. If the numbers now stand 

out because they are smaller than the text around 

them, keep them the original size. The point is to help 

lining figures blend in, not draw attention to them. 

; 

Why We Fight || Why We Fight 
Tuesday, March 3, 20/| Tuesday, March 3, 20 

6:30-9:30 PM 6:30-9:30 PM 

Claire T. Carney Libré | Claire T. Carney re 
J 

FIGURE 9.4 Left: Full-size capitalized acronyms stand out 

too much from the text. Right: If your font has capital- 

ized acronyms, create and apply a class to make them 1 

pixel smaller than the text. If they now stand out 

because they are smaller than the text around them, 

keep them the original size. The point is to help capital- 

ized acronyms blend in, not draw attention to them. 

Attending to Punctuation 

Punctuation marks require a bit of special atten- 

tion. The punctuation marks most often in need of 

your attention are quotation marks and the en and 

em dashes because they occur most often. HTML 

rly 

you insert character codes. Why? Because 

they are not keyboard characters; you can’t just 

“type them in.” 

Special characters and punctuation marks can be 

added to your web page using character entities. 
OLIMs.oO ar “tar antities: 

mend using the semantic character entities 

(because they are easier to recognize and 

remember, and they work fine in contemporary 

browsers). | provide both forms of the character 

entities throughout the chapter, so you will be 

familiar with them when you see them in use. 

Quotation Marks 

A true quotation mark is a curly quote, a mark that 

is as graceful as the other characters around it. 

The default quotation mark in most software 

programs a symbol used 

when writing out a measurement in inches). The 

double prime, sometimes referred to as “dumb” 

quotes, is a pair of little vertical hashes that 

impede the horizontal flow of reading across a line 

of text (Figures 9.5 and 9.6). 
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They're all part of 

fearless heroine o 

film "Persepolis." 

They’re all part of 

fearless heroine o 

The default en dash in most programs is the basic 

hyphen. To replace a hyphen with an en dash, use 

the following character set: 

film “Persepolis.” | Sridashy or 648211; 

FIGURE 9.5 Left: “Dumb” quotes. Right: True quotation 

marks (also called smart quotes) are double curly 

quotes (&ldquo; and Srdquo; or #8220; and 

&#8221;). They are as graceful as the other charac- 

ters in the text. Notice the apostrophe (&rsquo; or 

&#8217;). 

They're all part o{| They’re all part o 

fearless heroine 

film "Persepolis." 

fearless heroine 

film “Persepolis.” 

FIGURE 9.6 Left: “Dumb” quotes. Right: Sans serif 

fonts (usually monoline) often use angled quotation 

marks instead of curly quotes. Notice the apostrophe. 

To replace prime marks with true quotation marks, 

use the following code: 

Double left quotation marks 

&ldquo; or &#8220; 

Double right quotation marks 

&rdquo; Or &#8221; 

Single left quotation marks 

&1lsquo; Or &#8216; 

Single right quotation marks (doubles as an 

apostrophe) &rsquo; or &#8217; 

En Dashes and Em Dashes 

Think of 

the en dash as “between” or “to.” Examples of 

where to use an en dash include 3-5 years, 2:30 

PM-3:30 PM, and January-March (see Figure 9.7). 

The cri ash eats i es Be psa? 

It's used the way paren na 

comma is too weak, but a period is too strong. It is 

also used to indicate an unfinished sentence (like 

when a speaker has been interrupt —), or to create 

emphasis (see Figure 9.8). 

The em dash is usually indicated by two hyphens 

(--). To replace two hyphens with an em dash, use 

the following code: 

Why We Fight || Why We Fight 
Tuesday, March 3, 20/ | Tuesday, March 3, 20 

6:30-9:30 PM 6:30-9:30 PM 

Claire T. Carney Librg | Claire T. Carney Libré 
i= J J 

FIGURE 9.7 Left: An incorrect use of a hyphen. Right: 

An en dash (&ndash; or &#8211;) is longer thana 

hyphen, and half the length of an em dash. Anen 

dash indicates a range. Here it means from 6:30 PM to 

9:30 PM. 

= 

nation where one ultra! nation where one ultra 

subsidized commodity) |subsidized commodity 

top to bottom--corn. Fj |top to bottom—corn. F 

college buddies, Ian Ch college buddies, Ian C 

FIGURE 9.8 Left: An incorrect use of two hyphens. 

Right: An em dash (&mdash; or &#8212:;) is twice as 

long as an en dash. It indicates a break in thought, an 

interruption, or an emphasis. Here it is used to 

emphasize the word corn. 
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Avoiding Widows and Orphans 
u 

l hile not a happy statement, this 

phrase can help you remember the difference 

between orphans (words or lines of text alone at 

the start of a column or text block) and widows 

(a word or words alone at the end of a column or 

text block). 

Widows and orphans are words or lines of text left 

on their own, apart from the rest of the text. They 

disrupt the flow of reading, creating a gap in the 

text the reader must cross. Widowsiandjorphans 

create unintended chunking. They insert extra 

space into a typographic design, and create 

emphasis (contrast of space) where you don’t want 

it (Figure 9.9). 

Orphans are words or a line of words alone | 

at the start of a block of text. Widows are 

| words or a line of words alone at the end 

of a block of text. Both disrupt the flow of 

reading and create unwanted emphasis. 

Avoid orphans and widows. 

Orphans are 

words or a line of words alone at the start 

of a block of text. Widows are words or a line 

of words alone at the end of a block of text. 

Both disrupt the flow of reading and create 

unwanted emphasis. Avoid orphans and 

widows. | 
es 

FIGURE 9.9 Top: A properly set paragraph without a 

widow or orphan. Bottom: Widows and orphans add 

space and create emphasis where you don’t want it. 

You'll almost never need to worry about orphans 

and widows at the start and end of columns. Why? 

Because it’s not good manners to set web text 

(prose) in more than one column. 

Good web typographers don’t make readers scroll 

down and then back up again! It’s fine for the film 

list because people will either be looking in a 

specific semester (column) or glancing at titles, 

which they can do across columns. Multiple columns 

do not work for casual or sustained reading unless 

the text is short enough that both columns can fit 

without the reader needing to scroll! 

The most difficult problem to avoid in web typog- 

raphy is the widow at the end of a paragraph. 

It's impossible to completely avoid widows in web 

typography. Traditionally, print typographers make 

subtle changes to the layout: shifting type size, 

line length, letterspacing, line height, and column 

height to avoid widows. 

But in web typography, we lose that control. We 

cannot size text in fractions of a pixel. Browsers 

render text with slight differences, often adjusting 

letter- and word spacing. Readers can change the 

size of the text in their browser. Content is flowed 

in from databases, not entered and carefully 

crafted by a typographer. 

The best way to avoid widows is to control what 

you can: font size and line length. Set the font size 

big enough so that readers won't need to increase 

it on their end. Use a line length long enough to 

accommodate longer words. Use the occasional 

<br /> tag to move a word or two down to the 

next line. If you are using more than one <br /> 

tag on a page, you need to revisit your font size 

and line length. 
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PART 2 MAKING TYPE WORK: SCANNING WITH PURPOSE 

And let the rest go. Don’t hand-craft a rag by 

peppering your text with <br /> tags. It will 

backfire on you. 

Attending to Details 

To summarize, when attending to details: 

Adding a second font might change everything 

in the system. Be willing and ready to make 

changes. 

° Rule lines should be as subtle as possible for the 

purpose they serve, and close to the chunk they 

are beginning or ending. 

Rule lines with a similar purpose should look 

alike. Rule lines with different purposes should 

not look alike. 

- If you must use lining figures in text, try making 

them smaller so they don’t stand out. If the 

smaller size makes them stand out more, return 

to the original size. 

Use syntax to create curly quotes. 

Avoid widows and orphans by changing font size 

and line length. Don’t hand-craft a rag by 

peppering your text with <br /> tags. 
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LESSON 9 A Film Series, Part 4 

Lesson 9: A Film Series, 

Part 4 

In this lesson, you will learn how to add a second 

font, include rule lines, accommodate numbers 

and acronyms, tweak punctuation, and avoid 

widows. You will incorporate all these elements 

into the film series exercise from the preceding 

chapters. This lesson will help you achieve the 

following objectives: 

1 Practice choosing a second font, paying atten- 

tion to connotation and letter structures. 

2 Practice using rule lines to separate chunks of 

information. 

3 Practice paying attention to the details of fine 

typography: punctuation, numbers, acronyms, 

and widows. 

4 Practice making changes as you add new 

elements to the design. A typographic layout is 

a system. Earlier decisions about font, size, line 

height, line length, vertical spacing, and 

heading levels might all change when you add 

the second font or rule lines. You need to make 

the necessary changes to pull everything back 

into a working system (Figure 9.10). 

Free Films on Campus 
2008-2009 

OCTOBER King Corn 
TUESDAY, OCTOBER 14, 2008 
6:30 ~ 9:00 PM 
Caite T; Corey Ubrary Srowsing Area 
Engrosting end eye-opening King Corn is 8 fun and crusading 
Journey inte tne digestive tract of aur fast food ration where ene 
Uitra-Industrial pesticide-lacen heavidy»sudsidized commodity 
dominates the food oyramid from top to bottom--com. Fueled by 
curiosity and a dash of naiveté collage buddies, Ian Cheney and Curt 
Vis return to their ancestra! home of Greene, Lows to figure out how 
2 modest kerne’ conquered America. With the help of some rea! 
farmers, oodles of fertilizer and government ald, ard some 
genetically modified seeds the friends manage to grow one acre of 
corn, Alorg the way they unlock the niarlous absurdities and scary 
‘but hidden truths about America's modern food system, 
"A graceful and frequertly humorous film that captures the 
idiosyncrasies of ius characters and never hectors (Salon), King Com 
shows hew and why whenever you eat @ hamburger or drink a soda 
you're really consuming corn. 

‘Sponsored by MassPIRG, Socal Change, & Sustainability 

A panel discussion Is planned following the fim, featuring UMD 
Facuity, Staff and Students who are interested In the isscas of 
sustainabifty. 

The Business of Being Born 
MONDAY. ocTOneR 20.2008 SENS eR TS SOS SPURNS ee 

FIGURE 9.10 Working with the text provided, Josh 

Terciera designed this typographic layout. 

Overview of the Lesson 

In this lesson, you will attend to typographic 

details. 

1 Choose a second font to incorporate into your 

design. Use @font- face or Georgia/Verdana 

(whichever you are not currently using). When 

you've added the new font, make changes so 

your typographic system still works. 

Think back to what you learned in Chapter 2 

about connotation. What meaning or feeling do 

you want the second font to add to the design? 

Think back to the discussion in Chapter 4 about 

choosing two fonts to work together. What kind 

of structural quality are you looking for in the 

second font? Does your choice for a second font 

work with the one you've been using thus far 

(either Georgia or Verdana)? If not, will it work if 

you swap your text font to the other one? 
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2 Add rule lines if you want to. This is not neces- 

sary. If you do add rule lines, follow the advice 

given in this chapter regarding subtlety, prox- 

imity, and similarity. 

3 If you are using Verdana, try making all of your 

numbers 1 pixel smaller so they don’t stand out 

as much. If they stand out even more (“Look at 

me! I'm small!”), keep them the same size as 

the text. 

4 Try making all of your acronyms (PM) 1 pixel 

smaller so they don’t stand out as much. If they 

stand out even more (“Look at me! I’m small!”), 

keep them the same size as the text. 

5 Find all of the “dumb” quotation marks and 

apostrophes and fix them. 

6 Find all of the double dashes, and change them 

to em dashes. Change all of the hyphens used 

to mean “between” (such as the hyphens used 

between two times) to en dashes. 

7 Look for widows and orphans. If you have any, 

try changing your line length slightly to get rid 

of them. You may use one or two <br /> tags 

if necessary. 

Taking Care of the Typographic Details 

In this exercise, you'll modify the film series from 

the last lesson, so make a copy of the last lesson’s 

folder and name the new folder 9_film_series. 

Keep it in the web_typography folder. 

Rename the CSS file film_series_details.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element as 

follows: 

<link href="f£ilm_series details.css" 

rel="stylesheet" type="text/css" /> 

MAKING TYPE WORK: SCANNING WITH PURPOSE 

Change the title as follows: 

<title>Lesson 9: Film Series 

(A Second Font and Details) 

</title> 

Create a fonts folder in your 9_film_series folder. 

This is where you'll keep the files for your 

second font. 

Download Your Font from FontSquirrel.com 

Identify the meaning or feeling you want to help 

communicate with your second font. When you're 

ready, go to fontsquirrel.com to look for a font 

that meets your needs. 

Choose your font 

Test drive a variety of fonts, typing in the words 

you'll use them for in the film list. Take screen 

shots so you can compare and contrast the fonts 

you are interested in. Look for a font that has the 

right meaning/aesthetic, works with your text font 

(Verdana or Georgia), and looks like it will “fit” in 

the hierarchy you've established. If a font doesn’t 

look right to you, keep looking. Don't settle. 

Download the @font-face kit 

The directions on the site are self-explanatory. 

If you need additional instructions, review 

“Download the @font-face kit” in Lesson 4. 

Put the EOT, TTF, SVG, WOFF, and license files in 

your fonts folder 

Put the files in the fonts folder you created in 9_ 

film_series. Put the license file in the folder as 

well. It's good to keep the license agreement with 

the fonts. (Read it, too!) Leave the other files— 

you won't need them in the fonts folder. The 

stylesheet.css file is a valuable reference file, 

and you'll use it in the next step. 
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Describe @font-face in Your CSS Document 

Find the stylesheet.css file provided by Font 

Squirrel in the @font-face kit. Open the file in 

your text editor. Find and copy the following 

syntax: 

@font-face{ 

font-family: 

'GrutchShadedRegular'; 

src:url ('GrutchShaded-webfont 

.eot'); 

src:url ('GrutchShaded-webfont 

,ecOteLetix') format ("eot"); 

url ('GrutchShaded-webfont.woff') 

format ('woff'), 

url ('GrutchShaded-webfont.ttf£') 

format ('truetype'), 

url ('GrutchShaded-webfont 

.svg#webfontsyal6SUC' ) 

format ('svg'); 

font-weight :normal ; 

font-style:normal; 

} 

Open your CSS file for this lesson (film_series_ 

details.css), and paste the syntax at the top of 

the file. 

This syntax is not going to work... yet. You need to 

tell the various browsers to find the files they 

need in the fonts folder. Thus you need to add 

fonts/ to all of the URLs, like so: 

@font-face{ 

font-family: 

'GrutchShadedRegular'; 

src:url ('fonts/GrutchShaded-webfont 

-e0t'); 

src:url ('fonts/GrutchShaded-webfont 

-eot?iefix') format('eot'), 

url ('fonts/GrutchShaded-webfont 

.woff') 

url ('fonts/GrutchShaded-webfont 

pocitedeam) 

url ('fonts/GrutchShaded-webfont 

.svg#webfontsyal6SUC' ) 

OG Mae (WOus ta) 

format ('truetype'), 

format ('svg'); 

font-weight :normal; 

font-style:normal; 

} 

Reminders about the syntax 

In the syntax, | used the font GrutchShaded 

Regular. Use your own font information wherever | 

used information specific to GrutchShaded. 

This syntax is always available in the stylesheet.css 

file provided by Font Squirrel. Now that you know 

what to look for, | highly recommend that you copy 

and paste it to avoid errors. 

If you choose to type in the syntax, remember that 

indented lines belong together on a single line, 

and do not add spaces before periods (.) or 

forward slashes (/). Thus the following syntax 

would be typed in as a single line, with no space 

between webfont and .ttf: 

url ('fonts/GrutchShaded-webfont 

.ttf£') format('truetype'), 

Use the font-family name in your h1 selector 

You've named the font-family and told browsers 

where to find the font, so now you're ready to use it. 

Change your h1 (or whatever tag you are using the 

second font for) font-family syntax to include 

the new font. The h1 font-family has been 

Georgia up to now in my example. I'll add 

GrutchShaded to my font-family options: 
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hi { 

font-family: 

GrutchShadedRegular, 

} 

georgia; 

Build and test a font stack 

Notice that | added Grut chShadedRegular, but 

kept Georgia as an alternate, separating the fonts 

with a comma. 

You did this in the bibliography lesson in Chapter 

4, and it bears repeating: Always build font stacks. 

It keeps your websites from defaulting to Times or 

Arial, and ensures a fallback if your desired font is 

not available for whatever reason. 

You should also test your font stack by purposely 

removing your first choice from the stack during 

the design process—see what the page would look 

like if it defaulted to the second font. Fonts have 

different widths, bowls, thicks, and thins. Build 

your font stack so the next font in the stack 

works, too! 

Provide copyright information 

Use a comment to identify any fonts linked in your 

file. Most EULAs (End User License Agreement) 

require that you provide the copyright 

information. 

Providing copyright information also helps web 

typographers identify and find good fonts! You'll 

appreciate it when others do it in their CSS. 

The syntax below is only slightly modified from 

the copyright comment at FontSquirrel. Again, 

read the EULA to see what you are expected to 

include for each font. 

/* 

* GrutchShadedRegular is copyrighted 

by the vendor listed below. 

* 

Steeve Gruson 

http://www. 

* @vendor: 

* @licenseurl: 

fontsquirrel.com/license 

/GrutchShaded 

* 

7) 

Identify What Needs to Change 

Before you added the second font, you had a 

working Film Series web page with readable text 

and a carefully considered composition. But when 

you added the second font, it probably affected the 

readability of the headline as well as the overall 

composition. You need to make some changes. 

Your design is different from mine, so | can’t tell 

you exactly how to refine your composition, but | 

can show you how | refined mine. This will help 

you see the process, and give you tips on how to 

approach different problems. 

In my example, I'm using my second font in my h1, 

so I'll start there. GrutchShaded regular is 

wider than Georgia italic and breaks the main 

heading onto two lines (Figure 9.11). | have a deci- 

sion to make. Should | make the main heading 

smaller so it will fit on one line again? Do | leave it 

big and make adjustments to the composition? 

GrutchShaded regular needs to be big for two 

reasons: one, to show off the texture of the marks, 

and two, because it is not an elegant font. It 

should feel a little clunky. 

I'm not going to change the h1 (yet) but | do need 

to change the divs. The larger heading is messing 

things up (my main heading is overlapping “Fall 

2008"). Plus, the new font is inspiring me... 

because it needs to be clunky, | think I'm going to 

set it asymmetrically instead of left aligned. 
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ERUDPWS +-0» 
FEBRUARY 

Engrossing and eye-opening King Corn is a fun 2od ‘There is a revolution happening in the farm fields and oa 

crusading jourcey ieto the digestive tract of our fast food the dinner tables of America - a revolution that is 

ation where ooe kltr-industrill pesticide-laden heavily- twansforeaing the very nature ofthe food we cat. 
subsidized | ‘dominates the food pyramid from 

top te bation care Faded by cadnly anita dach iL vaianinsiaaos ead Nw Aisturblag truth bebind the unlabeled, patentad, geasticaly 
cagincered foods that have galety fled U.S. grocery store 

From the prairies of Sasieatchowan, Canads to the fields of 

on campus 
Spring 2009 

FEBRUARY 

Exgroselng and eye-opening King Corn isa fun and ‘There is 0 revolution happening ia the farm fields and oo 
crusading journey nto the digestive tract of our fast food the dinser tables of America - a revolution that is 

transforming the very aazure of the food we eat. 
This documentary offers an ie-depth Investigation nto the 
disturbing truth bebind the unlabeled, patented, genetically 
cxgincered foods that baw quietly flled US. grocery store 
shdlves for the past decade. 
roca the prairies of Sasicatchewan, Canada to the fiids of 

reason why many people art alarmed by the Introduction of 
FT SAIS Ne Sea Ee 

FIGURE 9.11 Top: The new font is wider, so the main FIGURE 9.12 Top: My main heading is so big it’s going 

heading no longer fits on one line. It overflows the outside its div. | need to change the div so the main 

div and covers the Fall 2008 heading. The question is, heading fits. Bottom: | change the placement and 

do | make the main heading smaller or break it onto width of the div, as well as the h1.class, so the main 

two lines and fix the div? GrutchShaded regular is heading is asymmetrical with a sense of depth. | 

sort of clunky. It won't work as well small. I’ll keep it remove 2008-2009 and use GrutchShaded regular to 

on two lines and make changes to the composition as associate the semesters with the main heading. 

needed. Bottom: The original main heading in 

= Georgia italic. Make changes to hierarchy and vertical space 

as needed 

Once the second font is in, you'll probably need to 

make changes to your hierarchy and vertical 

spacing system (Figures 9.13 and 9.14). A typo- 

graphic composition is a system; when one 

element changes, the others respond to the 

change. Use what you've learned in the previous 

lessons to look for areas that need to be changed. 

Put borders back on your divs to help you 

see them 

| know | need to change my divs. Headings 

shouldn't be overlapping, and | want to make my 

main heading asymmetrical. It’s easier to see what 

I'm doing if | can see the borders of my divs. I'LL 

add a 1px solid #000000 (black) border back on 

each div (Figure 9.12). 
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OM Camps 
Fall 2008 

(Gaire T. Carney Library Brovesing Arca 
Engrossing and eye-opening King Corn is a fun and 
crusading journey into the digestivw tract of oar fast food 
nation where one ultra-Industrial pesticide taden heavy 
subsidized commodity dominates the food pyramid from 
top to bottom—com. Fueled by curiosity aod a dash of 
auiveté college buddies, lan Cheney and Curt Mis retura to 
their ancestral borie of Groene, lowe to Sgure cot how & 
modest kernel conquered America. With the help of some 
seal farzacrs, oodles of fertilizer and government ald, ad 

o a cwede hebionde, 

Sprimg 2009 

FEBRUARY 

The Future of Food 
Wednesday, February 4, 2009 
6:30 - 09:30 PM 
Claire T. Carey Ubrary Browsing Arca 
‘There {s a revolution happening in the farm Gelds and on 
the dinner tables of America - a revolution that is 
transfornaing the very nature of the food we eat. 
‘This docementary offers an in-depth lovestigation into the 
disturbing truth behind the unlabeled, patcoted, genetically 
enginoered foods that have quietly led U.S. grocery siore 
shelves for the past decade. 
rom the prairies of Saskatchewan, Cansda to the ficlds of 

Spring 2009 

Enprossing acd eye-opening King Corn is a fun and 
crusading, journey Into the digesthe tract of oar fast food 

0p to bottom—corn. Fueled by curiosity and a dash of 
naivets college baddies, Ian Cheney und Cart Mis return to 
their encestral home of Greene, lows to igure oat how a 
se nd cts Mets Wit Se tp ae 

FEBRUARY 

The Future of Food 
Wednesday, Vebrussy 4, 2009 
6:99 - 09:30 PM 
Claire T. Carney Library Browsing Arca 

‘Therois @ revolution happening in the farm fields and on 
the dinoer tables of America - a revolution that is 
transforming the very nature of the food we est. 
This docamentary offers an In-depth investigation into the 
Aistarbing troth bebind the unlabeled, patented, genetically 
‘eagincered foods that have quletly filed US. grocery store 
shelves for the past decade. 

eileen 
i srr ortho seateniae ok Naalennatarmren Create tthe 6 SEAS STREET eT 

Coeeeeeeseseseseseseeseeseeseeseeee 

SCANNING WITH PURPOSE 

free filime 
Fall 2008 

OM CaMpus 
Spring 2009 

OCTOBER 

King Corn 
Tuesday, Ocober 14, 2008 
6:30 - 9:00 PM 
Gaaire T. Camey Library Browsing Arca 

Engrossing end cyo-opening King Corn is afan and 

crusading Journey lato the digestive tract of our fast food 
nation «bere one altre-Industrial pesticide-laden heavily- 
subsidized commodity dominates the food pyramid from 

{op to bottorn—oorn. Fucied by curiosity and 3 dash of 
naiveté college beddies, lan Cheney and Curt BDis return to 

FEBRUARY 

The Future of Food 
Wednesday, February 4, 2009 
6:90 - 09:30 PS 
Claire T. Carney Ubrary Browsing Arca 
‘There is a revolution happening in the farm fields and om 
the dinner tables of America - a revolution thet is 
transtorming the very natare of the food we ext. 
“This docamentary offers an jo-depth investigation into the 
disturbing trath bebind the snlabeled, pateoted, penetically 
engineered foods that have quietly (led U.S. grocery ose 
shelves for the pest decade. 
From the pratcies of Saskatchewan, Canada to the fields of 

Fall 2008 Spring 2009 

OCTOBER 

GhaireT. Carney Library Browsing Aros 
-Engrosting end eye-opening King Corn is a fun and 
crusading journey into the digestive trect of our fast food 
nation where one vitra-Industrial pesticide-laden heavily 
sabeldized comoodity dominates the food pyramid from 
top to bottom—comn. Fueled by curiosity and a dash of 
naiveté college buddies, lan Cheney and Curt 10s retorn to 
heir ancestral home of Groene, Iowa to figure oat how a 
smodest kernel conquered America. With the help of some 
‘eal farmers, oodles of fertlizer and government aid, end 

FEBRUARY 

The Future of Food 

Claire T. Carney Library Browsing Ares 

‘There is a revolution happening in the farm felds and on 
the dinner tables of America - a revolution that is 
transforming the very nstare of the food we eat. 

‘Thus documentary offers an in-depth investigation lato the 
disturbing truth bebing the unlabeled. patented, genetically 
‘engineered foods that bave quietly filed U.S. grocery store 
sshclves for the past decade. 

From the prairies of Saskatchewan, Canada to the flelds of 

FIGURE 9.13 Top: When | remove the div borders, the 

semesters feel like they belong in the main heading. 

Nor do | like the lining figures for 2008 and 2009. 

Bottom: | change the semesters back to Georgia. | 

also add a rule line above the months to help chunk 

the films by month. 

FIGURE 9.14 Top: | try making the background black 

(films are shown in the dark). The film list doesn’t 

work with white on black because it’s almost impos- 

sible to read. Bottom: | keep the text in white boxes, 

and add padding inside the divs so the text isn’t right 

up against the black line. This helps keep the text 

readable. The black background makes the film titles 

feel less important, so | make them a little bigger. 
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Add rule lines if you need to 

To add rule lines, use the border property. 

So far, I've been adding a border to all four sides 

of divs. It’s possible to add a border to a single 

side of an element. 

To add a rule line above a heading, add a 

border-top. My months are described with the 

following syntax: 

h3 { 

font-weight :bold; 

text-transform: uppercase; 

margin-top: 46px; 

font-size:17px; 

letter-spacing:1px; 

border-top:1px solid #000000; 

padding-top: 4px; 

i 

The syntax for the border is in bold. Notice I've 

added a line for padding-top, too. The 

padding-top code adds a little space above the 

heading, inserting space between the rule line 

(border-top) and the month. 

Notice I’ve also removed 4px from the margin- 

top. Adding the padding increased the vertical 

space by 4px. | didn’t want the extra space, so | 

removed it from the margin. 

| used similar syntax to create the white dotted 

line on the left edge: 

#main_container{ 

width: 990px; 

height: auto; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 40px; 

margin-left:auto; 

border-left:dotted 10px #ff£fffFL; 

} 

Deemphasize numbers and acronyms 

Now that the heading with the new font is fixed, 

it’s time to attend to the typographic details. How 

you style numbers and acronyms will differ based 

on whether you are using Verdana or Georgia for 

your text. Again, your design is different from 

mine, so | can’t tell you exactly how to refine the 

numbers and acronyms, but | can show you how | 

refined mine. 

I'm using Georgia, so my numbers are okay. But | 

still need to go in and fix the acronyms (PM, PIRG, 

SIFE, CAB, CVPA). 

Note: You'll notice there are a lot of acronyms in 

the text. Your readers probably won't recognize 

most of them (for example, CVPA stands for 

College of Visual and Performing Arts). You can 

help solve this problem using the <acronym> tag 

around your acronyms. I'm not using it in this 

chapter because | want you to practice controlling 

type even when there is not a tag available. But 

you'll learn more about the <acronym> tag and 

how to use it in the lesson for Chapter 10. 

For this lesson, fix numbers and acronyms by 

creating a class in the CSS file with a font size 1 

pixel smaller than the text (p): 

.acronyms { 

font-size:12px; 

} 
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In the HTML file, insert the following tag before 

each number or acronym: 

<span class="acronyms"> 

Then add the closing tag after each number 

or acronym: 

</span> 

Find and change hyphens used for film times 

In a range of time, the proper punctuation is an en 

dash. Find and replace the hyphens used in the 

film times with en dashes: 

&ndash; 

Find and change double hyphens used within 

the text 

To suggest a break in narrative, the proper punc- 

tuation is an em dash. Find and replace all double 

hyphens with em dashes: 

&mdash; 

Find and fix apostrophes 

Proper apostrophes are “curly.” Find and replace 

all prime marks with curly versions: 

&rsquo; 

Find and fix quotation marks 

Proper quotation marks are “curly.” Find and 

replace all double prime marks, or “dumb” quota- 

tion marks, with the following codes as 

appropriate: 

¢ Left double quotation marks &ldquo; 

* Right double quotation marks &rdquo; 

* Left single quotation marks &lsquo; 

* Right single quotation marks &rsquo; 

Find and remove unnecessary punctuation 

If you've italicized any titles (such as the six short 

films from France in the film descriptions), remove 

the quotation marks around them. 

Fix widows 

The occasional widow is fine, especially if the 

word alone on the last line is long. But sometimes 

a widow feels odd (like when a filmmaker’s last 

name is alone on a line, for example) and can be 

fixed easily (see Figure 9.15). 

To fix the occasional widow, create a line break by 

inserting a<br /> tag. 

Double-check Your Work 

You've taken care of a lot of typographic details in 

this lesson. Take the time to go back and double- 

check your work. Did you catch everything? Is 

there anything you need to change (Figure 9.16)? 

Congratulations! You have finished the Free Films 

on Campus project. 
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raline Root 
Thursday, April 2, 2009 

7:00-9:00 PM | 

Frederick Douglass Unity House 

‘PBS film preview: “Taking Root” by Lisa Merton & Alan 

Dater 

How does the simplest act of planting trees lead to winni 

the Nobel Peace Prize? Ask Wangari Maathai of Kenya. In 

1977, she suggested rural women plant trees to address 

problems stemming from a degraded environment. Under 

her leadership, their tree-planting grew into a nationwide 

movement to safeguard the environment, defend human 

rights and promote democracy... and brought Maathai the} 

Taking Root 
Thursday, April 2, 2009 

7:00-9:00 PM 

Frederick Douglass Unity House | 

PBS film preview: “Taking Root” by Lisa Merton & 

Alan Dater 

How does the simplest act of planting trees lead to winni 

the Nobel Peace Prize? Ask Wangari Maathai of Kenya. In 

1977, she suggested rural women plant trees to address 

problems stemming from a degraded environment. Unde 

her leadership, their tree-planting grew into a nationwide 

movement to safeguard the environment, defend human 

rights and promote democracy... and brought Maathai the 

FIGURE 9.15 Top: A filmmaker’s last name is alone ona 

line, separated from his film, and creating a large 

vertical space within the chunk. Bottom: The widow is 

fixed with a <br /> tag. Peppering the text with <br /> 

tags invites trouble. Don’t do it. If a reader increases 

or decreases text size in his browser, the ragged edge 

will go crazy. Instead, use <br /> tags sparingly and 

where they'll do the most good. If you need to use 

more than one <br /> tag per page, you are using too 

many! 

Fall 2008 

Sievers tiliniits 
OM CAmMpus 

Spring 2009 

OCTOBER 

King Cor 
‘Tucsday, October 14, 2008 

6:30-9:00 PM 
Claire T, Carney Library Browsing Arca 

Engrossing and eye-opening King Corn is a fun and 

crusading journey into the digestive tract of our fast food 

nation where one ultra-industrial pesticide-laden heavily- 

subsidized commodity dominates the food pyramid from 

top to bottom—corn. Fueled by curiosity und a dash of 

nalvett college buddies, lan Cheney and Curt Wis return to 

thelr ancestral home of Greene, fowa to figure out how 2 

modest kernel conquered America. With the help of some 

teal farmers, oodles of fertilizer and government ald, and sath 
CoS eeereeoesoeeesescaeLeoeoveeeLe® 

FEBRUARY 

The Future of Food 
Wednesday, February 4, 2009 
6:90-09:30 PM. 
Claire T, Carney Library Browsing Arca 
‘There js a revolution happening tn the farm fields und on 
the dinner tibles of Americo—a revolution that is 
transforming the very nature of the food we cat. 
This documentary offers an fn-depth investigation into the 
‘disturbing truth behind the unlabeled, patented, genetically 
‘ngincered foods that have quietly filled U.S, grocery store 
shelves for the past decade, 
From tho prairies of Saskatchew: yada to the fields of 

free filime 
OM campus 

Fall 2008 Spring 2009 

OCTOBER 

King Corn 
‘Tuesday, October 14, 2008 

6:49 = 9:00 PA 
Claire T, Carney Library Browsing Arca 

Engrossing and eye-opening King Cora is a fun and 
crusading Journey into the digestive tract of our fast food 

nation where one ultra-Industrial pesticide-laden heavily- 
subsidized commodity dominates the food pyramid from 
top to bottom--corn. Nueled by curiosity and a dash of 
nalvett college buddies, lan Cheney and Curt Hills return to 

their ancesteal home of Greene, Jowa to figure out how « 
odest Komal conquered America. With the help of some 
real farmers, oodles of fertilizer and goveramient a, and 

FEBRUARY 

The Future of Food 
Weeneeday, ¥ebruary 4, 2009 
6:90 - Ugryo PM 

Claire T. Carney Library Browsing Area 

‘There sa revolution heppening in the farm flelds and on 
the dinner tables of America - a revolution that is 

transforming the very nature ofthe food we eat. 
‘This documentary offers an in-depth Investigation into the 
Alsturbing trath behind the unlabeled, patented, genetically 
engineered foods that have quietly filled U.S. grocery store 

shelves for the past decade, 
From the prairies of Saskatchewan, Canada to the flelds of 

FIGURE 9.16 Top: One last change. The black back- 

ground was overwhelming, so | changed the back- 

ground color to #372f2d. The new color is still dark 

but not so intense. It also adds warmth to the compo- 

sition. If you want to try a different color, use the 

Hues Hub web page (see “Recommended Resources”) 

to find the syntax for your CSS file. Bottom: The page 

with a black background. 
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Recommended Resources 

For this lesson, | recommend the following 

online resources: 

* To choose and download fonts, go to 

www. fontsquirrel.com 

To choose a color, go to the Hues Hub at 

www.december.com/html/spec/ at 

colorhues.html 

To find out more about em and en dashes, go to 

www.alistapart.com/articles/emen/ 

To find the syntax for more special characters 

and punctuation, go to 

digitalmediaminute.com/reference/ 

entity/index.php 

To learn more about the acronym tag, go to 

diveintoaccessibility.org/day_17_ 

defining_acronyms.html 

» To see examples of this lesson, go to 

www. typographicwebdesign.com 

Moving Forward 

This chapter introduced you to some of the details 

a web typographer needs to attend to: adding a 

second font, working with rule lines, deempha- 

sizing numbers and abbreviations, and fixing 

punctuation. 

In the next chapter, you will learn about using 

tables to lay out tabular data. 
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INTERLUDE. 2. 

Tabular Information 

Good typographic answers 

are not elicited by asking 

questions such as "How 

can | cram this number of 

characters into that amount 

of space?” 
ROBERT BRINGHURST, THE ELEMENTS 

OF TYPOGRAPHIC STYLE (1997) 





CHAPTER 10 

A Typographic Approach to Tabular Information 

Readers don't just read text; they read numerical 

data. They don’t always scan down a column; 

sometimes they need to scan across a line. 

Sometimes, readers need to scan both down and 

across to find the information they seek. Thus, 

attending to the typography in tabular information 

is as important (if not more important!) as setting 

text. As always, you need to pay attention to legi- 

bility, proximity, similarity, and how people read. 

Legibility 

First and foremost, you need to maintain legibility 

within tables. Avoid setting text too small to read, 

using condensed fonts (counterforms get lost and 

legibility is undermined), and tightening 

letterspacing. 

Getting text to fit in a table doesn’t matter if 

people can’t read the information! 

Proximity 

Items that are closer together are seen as 

belonging together. Items that are farther apart 

are seen as being separate from each other. 

Whitespace is your friend. Don't give it up to fit 

more information in. 

More space between columns urges readers to 

read down. Why? The columns seem separate 

from each other. Readers don’t know to “jump the 

gap” between columns. The (tighter) information 

in each column seems to belong together (Figure 

10.1, top). 

What if the table is meant to be read across, not 

down? Tighter space between columns combined 

with more space between rows of data turns 

columns into a table. The improved horizontal 

flow encourages people to read across 

(Figure 10.1, bottom). 
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Monday Tuesday Wednesday Thursday Friday Saturday 

Tykes 1:00-1:40 2:00-2:40 9:00-9:40 2:00-2:40 1:00-1:40 9:00-9:40 

Preschool 9:00-9:40 1:00-1:40 2:00-2:40 9:00-9:40 9:00-9:40 9:00-9:40 

Beginner 3:00-3:50 4:00-4:50 5:00-5:50 4:00-4:50 3:00-3:50 1:00-1:50 

Intermediate 4:00-5:15 5:00-6:15 4:00-5:15 5:00-6:15 4:00-5:15 2:00-3:15 

Advanced 5:00-6:15 6:30-7:45 3:00-4:15 6:30-7:45 5:00-6:15 3:00-4:15 

Monday Tuesday Wednesday Thursday Friday Saturday 

Tykes 1:00-1:40 2:00-2:40 9:00-9:40 2:00-2:40 1:00-1:40 9:00-9:40 

Preschool 9:00-9:40 1:00-1:40 2:00-2:40 9:00-9:40 9:00-9:40 9:00-9:40 

Beginner 3:00-3:50 4:00-4:50 5:00-5:50 4:00-4:50 3:00-3:50 1:00-1:50 

Intermediate 4:00-5:15 5:00-6:15 4:00-5:15 5:00-6:15 4:00-5:15 2:00-3:15 

Advanced 5:00-6:15 6:30-7:45 3:00-4:15 6:30-7:45 5:00-6:15 3:00-4:15 

FIGURE 10.1 Top: Space can be used to separate and bind information into “chunks.” Spaces in 

the top table suggest information should be read down the columns. Yet, to find useful infor- 

mation, readers must read across rows. Bottom: Tighter space between columns and more 

space between rows can help facilitate reading. 

Similarity 

Items that are similar are seen as having a similar 

meaning or purpose. Items that are dissimilar are 

seen as having different meanings or purposes. 

Use similarity to create contrast between headings 

and data (Figure 10.2). Headings should be consis- 

tent with each other yet different from the data 

(otherwise, they may blend in). 

Consistency goes beyond font, weight, and style. 

Keep alignment and size consistent as well. If you 

are tempted to decrease the font size of a heading 

to help it fit into a table, remember the impor- 

tance of similarity and find another solution. 

How People Read 

Knowing how people read helps when setting 

tabular data. Understanding how people scan 

across rows and down columns of information 

helps determine where to apply rule lines and 

how to align numbers. 

Rule Lines 

We are suggestible creatures. We will follow a line 

along its path. Rule lines or other dividers (extra 

space, bands of color behind data), if necessary, 

should follow the flow of the information—and 

thus help direct the flow of the reader. 
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Classes ouey) A Meanesday ee eey mcnaay ees 

| Tykes os 1:40 2:00-2:40 mA EER 2:00-2:40 1:00-1:40 | 9:00-9:40 

Preschool 9:0 00- 2 40, is :00- ate 1:40 2: 00- 2: 40° “9: One 40 9: 00- 9: 40 9: 00- 9: 40 

Beginner ie 00- 3 :50° mut 00- 4 50 5: 00- 5: 50. “4:00-4:50 --3:00-3: 0 1: es if 50 

any Sregiake : 4: :00- 2 15 = 00- 6: 15 4: :00- 5: 15 5:00-6:15 “4: 00- 5: 15 i 00- 3 15 

ndwariced: 5: 00- 6: 15 6 30- 7: 7:45 3: 00- 4: Lo 6:30-7:45 “5:00-6:15 3: 00- 4: 15 

Monday Tuesday Wednesday Thursday Friday Saturday 

Tykes ea ee Oe nO is oC; 2 a0 os Oe = ote ee oo. z oe EN eae) gs 

Preschool 9:00- 9: ehh = oor at ele 2: aoe oe oe Ga ahs ee 01 i ee aoe oom Be eee ee 

Beginner 3:00-3:50 oR eed eee) "4:00-4:50 ete Ue ) 

Intermediate et Oe a 1 ese Oe S ne 4: ee eh ae oo on a oon ne AQ = oe oe OGs 15 

Advanced 5:00-6:15 6:30-7:45 — 3:00-4:15) 6:30-7:45) 5:00=6:15 sas 00-4715 

FIGURE 10.2 Top: Similarity between weekdays and data makes the top headings disappear. A 

lack of similarity between the levels of study makes it difficult to see they are all left head- 

ings. Instead, we start to read: Classes, Preschool, Intermediate. Bottom: Creating contrast 

between weekdays and data—and similarity between levels of study—improves hierarchy. 

Use as few rule lines or other dividers as possible. | Numbers 

Let the tabular information be the most important Align numbers on the decimal (align-right), so 

element (Figure 10.3). the numerical columns (hundreds, tens, ones) line 

up. Numbers have meaning based on their posi- 

tion in a column (Figure 10.4). This principle must 

be recognized and attended to whenever possible 

A border (rule line) around the outside of a table 

usually doesn’t serve a function for reading. Such 

a border says, “Hello, | am a table.” But text 

arrangement and margins of space around the 

table already serve that function. 

(aligning numbers on the decimal will not work in 

every situation... do your best). 
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INTERLUDE 2 TABULAR INFORMATION 

« 

Saturday Wednesday | Thursday Friday Monday 

Tykes | 1:00-1:40 | 2:00-2:40 | 9:00-9:40 

9:00-9:40 | 1:00-1:40 | 2:00-2:40 | 9:00-9:40 

2:00-2:40 | 1:00-1:40 | 9:00-9:40 

9:00-9:40 | 9:00-9:40 

Beginner 300-5250 8i;00—1:50 3:00-3:50 | 4:00-4:50 | 5:00-5:50 4:00-4:50 

5:00-6:15 | 4:00-5:15 | 5:00-6:15 4:00-5:15 | 2:00-3:15 | Sills 

| Advancea | 5:00-6:15 6:30-7:45 | 3:00-4:15 | 6:30-7:45 | 5:00-6:15 | 3:00-4:15 

Intermediate 4:00-5:15 

engey wureday Wednesday Thursday Friday Saturday 

Tykes ile 005 alg ace BUY 9:00-9:40 2:00-2:40 1:00-1:40 9:00-9:40 

Preschool 9:00-9:40 1:00-1:40 US) ULE 9:00-9:40 9:00- 2:40 

Beginner 3:00-3:50 005%: SO 5: Ul: 2) 4: Loe 50 00-3:50 1:00-1:50 

Intermediate 4:00-5:15 53 00 6:15 oes 7 5: 2-0-6: T5004: 00- os 2 00-3:15 

Advanced 5:00-6:15 6:30-7:45 3:00-4:15 6:30-7:45 5:00-6:15 3:00-4:15 

L 

FIGURE 10.3 Top: A table with too many rule lines. Rule lines do not help with flow or chunking. 

They clutter the data. Bottom: Rule lines follow the flow of information, leading people to read 
across rows. Rule lines are subtle and are only used to separate the five levels of study. 

te | 

($) CE) wet ($) (F°) Setting Tabular Data 

1,000.00 100.2 | 1,000.00 100.2 To summarize, when setting tabular data: 
| 

12,50 102;5 | PZ25OD 0235 * Maintain legibility. Do not resort to small sizes, 

500.25 50.3 | 500.25 50.3 condensed typefaces, or tight letterspacing to 

25.75 PGP ee Piss wey, cram in information. 
| 

100.00 100.0 | 100.00 100.0 * Use vertical and horizontal space to organize 
(se 

FIGURE 10.4 Numbers have meaning based on their 

position in a column. Left: Improperly aligned 

numbers. Right: Properly aligned numbers. 

information into meaningful chunks. Be mindful; 

don't force readers to “jump the gap.” 

* Maintain reading flow. Run rule lines and other 

guides in the direction data is read. 

* Use as few rule lines and borders as possible. Let 

the information stand out. 

* Align numbers on the punctuation (decimal, 

colon) whenever possible, so columns (tens, 

Ones) stay consistent. 
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LESSON 10 A Ferry Schedule for Martha's Vineyard 

Lesson 10: A Ferry 

S G h e d U le fo r M a rt h ra ; S | Woods Hole to Martha’s Vineyard Ferry Schedule i 
5 fs April 14-May 19, 2010 ‘ 

Vineyard ie 
fi Vineyard Haven AM PM 
| Depart | 6:00 | 7:00/ 8:15) 9:30 | 10:45 |'12:06| 1:15 | 2:30} 2:45 |/s:00 | 6:15) 7:30 /.8:30) 9:48 
q Arve | 6:45 | 7:45) 9:00 | 10115 | 11:30 )/12345)) 2100} 3:15)) 4150) 9:45 | 7:00 | 8:1$ ) 9:15 | 10;30 

Boat | INM) MAR) INM) MAR, HM | MAR) HM | MAR | THM | MAR | SHM | (MAR) IHM | MAR, 

Vineyard Haven 
to Woods Hole AM PM 

Depart | 6:00! 7:00 //8:15| 9:30 | 10:45 | 12100)) 1:15!) 2/30) 3:45 |/5:00 | e:45 | 7:30 | 8:30) 9145 
This lesson helps you achieve the following | wrive | 6:45 | 7:45 | 9:00 | 10:45 | 13:30 | 12:45 | 2:00 | 3:18 4:30) 5:45 | 7:00] eras 14s | 10:30 

Boat | MAR | IH) MAR| IMM! MAR| THM | MAR | THM.) MAR) THM | MAR (THM) MAR | THM, 

Operates Fridays, Saturdays, Sundays and Holidays: 
MW Idand Home (11M) and M/V Martha's Vineyard (MAR) 
ave elevators on bosrd. 
Vescel boarding accessible by dockside ramps. 

objectives: 

1 Make complex information more usable. Pay 

attention to how people read the information. 

FIGURE 10.5 Working with the text provided, Chris 

Nelson designed the above Ferry Schedule. 
2 Use proximity to group or separate chunks of 

information in a table. 

3 Use rule lines sparingly, and in the same direc- 1 Read the text. Familiarize yourself with the 

tion as the reading flow. kinds of information in the table. 

4, Respect the numerical data, aligning it on the 2 Think about how people will use the informa- 

punctuation. tion. Imagine you want to spend the day at 

; 4 Martha’s Vineyard. How do you use the chart? 
5 Pay attention to the typographic details (for 

pre Speak aloud as you use the chart. Ask others to 
example, abbreviations). do the same. What information do people look 

6 Pay attention to the “boring” text. Numbers for first? Second? Do people read down or 

and charts aren’t sexy, but are important to across? 

bie Ages fender dene pers cy 3 Sketch out a couple of quick solutions for the 

ere Peaudful). chart. Visualize reading direction and hierarchy 

7 Write syntax for tables in HTML. for the table. Visualize a composition for the 

entire page. Remember to create a focal point, 

: a strong vertical line, and spatial tension. 
Overview of the Lesson 

Working with the content from 10_ferryschedule. 

doc, design a table (columns, rows) to help readers 5 Create your composition with multiple divs. 

find out when ferries are leaving and/or arriving at 

Woods Hole and Martha's Vineyard (Figure 10.5). 

4 Choose either Verdana or Georgia to work with. 

6 Inone div, create a table to hold the data. 

7 Adjust the font size as well as the size and 
As with the previous lessons, start by under- 

padding of the cells to promote reading and 
standing what the content needs in order to be 

: create chunks. 
easily read. 
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INTERLUDE 2 TABULAR INFORMATION 

8 Add rule lines or shading as needed to promote 

reading. 

9 Put additional information in the other divs, 

using h1, p, classes, and so on to carefully set 

headings and text. Use a second font if you 

want to for your main heading. 

Incorporating Tables with 

<table><tr><td> 

In the web_typography folder, create a folder for 

the lesson. Call it 10_ferryschedule. 

Create a new folder in the 10_ferryschedule folder 

called fonts. Font files (should you choose to use a 

second font for your main heading) will go here. 

Start the HTML File 

In your text editor, create a new document and 

save it as index.html in your 10_ferryschedule 

folder. 

Copy and paste in the basic HTML syntax, title, and 

link to the CSS file: 

<!DOCTYPE html PUBLIC "-//W3C//DTD 

Mil ler PeSitegedeCte/7/ Nt 

"http: //www.w3.org/TR/xhtm11 

/DTD/xhtmli-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title>Lesson 10: Martha&rsquo;s 

Vineyard Ferry Schedule</title> 

<meta http-equiv="content-type" 

content="text 

/html;charset=utf-8" /> 

<link href="ferryschedule.css" 

rel="stylesheet" 

</head> 

type="text/css" /> 

<body> 

</body> 

</html> 

Add your main_container div between the 

<body></body> tags: 

<div id="main_container"></div> 

Start the CSS file 

In your text editor, create a new document and 

save it as ferryschedule.css in your 10_ 

ferryschedule folder. 

Describe the div ID for main_container. 

The main_container div is a white rectangle 

(990px wide, auto height) centered in the browser. 

It has some space above and below it. Write the 

syntax as follows: 

#main_container { 

width: 990px; 

height:auto; 

margin-top: 20px; 

margin-right:auto; 

margin-left:auto; 

background-color: #ffffff; 

overflow: hidden; 

} 

Give the web page a gray background: 

body { 

background-color: #999999; 

} 

Build the Ferry Schedule Page 

After you've sketched out some possible solutions, 

pick one and build it. You already have your HTML 

and CSS files started. Keep working with these files. 
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LESSON 10 A Ferry Schedule for Martha's Vineyard 

Add divs as needed to build the composition 

* Create, describe, and place nested divs as 

needed to hold the heading, the table, and the 

“small print” information. Use the method 

shown in Chapter 5. Name and describe divs 

(make the table_container div 

width: 950px for now—you can change it as 

needed) in CSS. Using a border will help you 

see the divs on the page. 

¢ Put the divs in the HTML with the 

<div></div> tags. 

* Place divs with the float property. 

* Clear margins and padding with the universal 

selector. 

* Put margins and padding back in as needed 

(to properly place the divs), making changes 

as needed. 

* Remove the borders and add the content. 

You can change div size and placement later 

as needed. 

Add the nontabular content 

Once the divs are in place, insert the text for 

the heading into the HTML. Insert it between 

the correct <div></div> tags. Use all of the 

text given. 

Do the same for the “small print” information. 

Just keep it there for now. You'll design the 

nontabular information after you get the 

table working. 

View your web page 

Save your HTML document and view it in your 

browser. You should see a white main_ 

container ona gray background, three divs with 

black borders (so you can see them), and text in 

the heading_container and the 

smalltext_container. You don’t exactly know 

the size and placement of the divs yet. You'll 

figure that out based on the table. For now, it’s an 

estimate of where things might go (Figure 10.6). 

[Reeds Hale te Martha's Vineyard Ferry Schesule Apri 1 Moy 19, 2010 

—— 

Operates Friday, Saturdays, Sundays and Holidays N/V islond Home 
NHN) ond M/V Martha's Vineyard (MAR) have cavators cn board. Vessel 

Ing eccessibie by dockside ramps. Schedules ave subject to charge. 

FIGURE 10.6 You don't know exactly where the divs 

will end up until you design the table. For now, the 

composition is an estimate of how elements might 

work together. As always, be willing to make changes 

as the typography progresses. 

Build the Table 

A table is a complex creature. While readers will 

see only columns and rows, browsers read indi- 

vidual cells. The three tags used to build a table 

are <table>, <tr>, and <td>. 

Use <table> tags to show where a table starts 

and ends 

To insert the table, add the following syntax into 

your HTML inside your table_container div: 

<table></table> 

Use <tr> tags to designate the rows of the table 

To get started, put a couple of rows inside your 

table. Your HTML syntax should look like the 

following (rows are in bold): 
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INTERLUDE 2 TABULAR INFORMATION 

<table> 

<tr></tr> 

<tr></tr> 

<tr></tr> 

</table> 

Use <td> tags to designate cells within the rows 

The browser does not read columns; it reads cells 

within each row. When you describe cells so they 

line up one above the other, visual columns 

emerge. 

There are five columns in the table we are 

designing, so we'll put five cells in each row. Your 

HTML syntax should look like the following (cells 

are in bold): 

<table> 

<tr> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

<a ite 

<tr> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

</tr> 

<tr> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

<td></td> 

</ eis 

</table> 

Note: | put an extra space between each row 

to help me visually organize them. This is not 

necessary. 

Tables Are for Data 

If you think working with divs is challenging, we 

used to lay out web pages with tables. Yes, back 

when dinosaurs roamed the earth, we'd type in 

<tr> and <td> until our eyes crossed. 

Never use tables for page layout. CSS is more 

fluid and accessible. Tables are for data. 

View your web page 

Save your HTML document, and view it in your 

browser. You can’t see the table. Why? The cells 

are all empty. Let's put in some content and view 

it again. 

Add some content 

Copy and paste the content for each of the five 

columns into the first three rows of the table. Your 

HTML now looks like the following code (added 

content in bold): 

<table> 

<tr> 

<td>Depart Woods Hole</td> 

<td>Arrive Vineyard Haven</td> 

<td>Vessel</td> 

<td>Depart Vineyard Haven</td> 

<td>Arrive Woods Hole</td> 

</stenae 

Siena 

<td></td> 

<td></td> 

<td>Mar</td> 

<td>6:00 am</td> 

<td>6:45 am</td> 
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</> 

<tr> 

<td>6:00 am</td> 

<td>6:45 am</td> 

_ <td>ihm</td> 

<td>7:00 am</td> 

<td>7:45 am</td> 

Sf) es 

</table> 

View your web page 

Save your HTML document and view it in your 

browser. The content is there, but yikes! Row 1 is 

all one long line of text, and the rest of the 

content feels scattered (Figure 10.7, top). 

Depart Woods Hole Arrive Vineyard Haven Vessel Depart Vineyard Haven Arrive Woods Hole 

Mar 6:00am 6:45 am 

6:00 am 6:45 am ibm 7:00am 7:45 am 

Arrive Depart ; 
Depart Woods Vineyard Vessel Minevard Arrive Woods 
Hole Hole 

Haven Haven 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

FIGURE 10.7 Top: The content is there, but it’s not 

organized. Everything in the top row runs together. 

Bottom: You can create visual “columns” by control- 

ling the cell widths. Here, all the cells are the same 

width, which doesn’t work. 

Create “columns” by controlling <td> (cell) width 

You need to control the width of the cells to create 

columns. You don’t know what width each cell 

needs to be yet. (As in the film series lessons, 

width depends on content!) 

Start by making all the cells the same size. In your 

CSS file, define the cells like so: 

td{ 

width:100px; 

} 

View your web page 

Save your HTML document, and view it in your 

browser. Making the cells all the same size is not 

going to work (it rarely does). 

Set your text, so you know what you’re 

working with 

Some columns are too wide, while some are too 

narrow (see Figure 10.7, bottom). You'll have to 

create styles for the cells so different “columns” 

are different widths. 

First, though, set your text so you are designing 

the space (columns) appropriate to what the text 

needs. After some testing, | found Verdana 

13/20px to feel most comfortable. This is a little 

larger than | usually use, so it makes scanning the 

numbers a little easier. 

| usually prefer Georgia's numbers in text. But 

Verdana’s slightly heavier monoline numbers, 

combined with the slightly looser character 

spacing, feels more comfortable to me. Also, from 

the text provided, it looks like you will need a 

main heading, a subheading, and perhaps some 

small footnote text at the end. Verdana can handle 

all of these things well. 

Try setting the text to Verdana, 13/20px. If you 

think Georgia’s numbers are more readable, or you 

prefer a different size or line height, feel free to 

set your text accordingly. 
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INTERLUDE 2 TABULAR INFORMATION 

You are going to be creating a lot of classes in this 

file. To avoid confusion, set the font information 

right in the td element: 

td{ 

width: 100px; 

font-family: verdana; 

font-weight :normal; 

font-size:13px; 

line-height :19px; 

} 

View your web page 

Save your HTML document and view it in your 

browser. It looks better already, but you still need 

to adjust the widths of the columns/cells. You'll do 

that with classes. 

Create an appropriate column/cell width 

Start by fixing the Vessel column. Because 

columns are actually individual cells, you need to 

fix the corresponding cell in each row. The Vessel 

column is made up of the third cell in each row. 

In your HTML, change the opening tag for the third 

cell in each row to the following: 

<td class="vessel"> 

For example, the third cell in the second row now 

reads (added class in bold) 

<td class="vessel">Mar</td> 

In your CSS, create and describe the “vessel” class: 

td.vessel { 

width: 60px; 

} 

View your web page 

Save your HTML document and view it in your 

browser. Much better (Figure 10.8)! 

Arrive Depart . 
Depart Woods |. Arrive Woods 

Vineyard Vessel Vineyard 
Hole Hole 

Haven Haven 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

Arrive Depart 
Depart Woods hs e Arrive Woods 

Vineyard Vessel Vineyard 
Hole Hole 

Haven Haven 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

Figure 10.8 Top: Columns must be wide enough to 

accommodate information, but narrow enough to 

promote horizontal scanning. Don’t make your 

readers jump the gap! Bottom: The Vessel column is 

narrower, but we need to build the rest of the table in 

order to find the perfect width for each column. 

Build the rest of the table 

Setting an appropriate column width depends on 

how much space the information in each column 

needs. You need to see how the data fits in the 

table. 

The first step to finding the best column widths is 

to build the rest of the table. You'll need 16 rows, 

each with five cells. Put each piece of content into 

its correct cell. Make sure to apply the 

class="vessel" to the third cell of each row. 

Identify the Problems 

Analyze the table. It needs a lot of work. Identify 

the problems, so you can fix them one at a time 

(Figure 10.9). 
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Arrive Depart 

mera pore Vineyard Vessel Vineyard ih pods 

Haven Haven 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

7:00 am 7:45 am mar 8:15 am 9:00 am 

. 8:15 am 9:00 am ihm 9:30 am 10:15 am 

9:30 am 10:15 am mar 10:45 am 11:30 am 

| 10:45 am 11:30 am ihm 12:00 pm 12:45 pm 

12:00 pm 12:45 pm mar 1:15 pm 2:00 pm 

1:15 pm 2:00 pm ihm 2:30 pm 3:15 pm 

2:30 pm 3:15 5m mar 3:45 pm 4:30 pm 

3:45 pm 4:30 pm ihm 5:00 pm 5:45 pm 

5:00 pm 5:45 pm mar 6:15 pm 7:00 pm 

| 6:15pm 7:00 pm ihm 7:30 pm 8:15 pm 

7:30 pm 8:15 pm mar *8:30 pm *9:15 pm 

8:30 pm 9:15 pm ihm 9:45 pm 10:30 pm 

=9:45 pm *10:30 pm mar 

FIGURE 10.9 Identify the problems and tackle them 

one by one. 

Column headers look exactly like the content. 

You need to create hierarchy. 

Column headers lack similarity. They have one, 

two, or three lines of text, and do not line up on 

their baselines. 

The data reads like five vertical lists. Readers 

need to scan across. You need to narrow columns 

and increase line height. Possibly add subtle 

rule lines. 

The acronyms look like words. They need to be 

set in caps, and text size reduced, or maybe you 

need to increase the heading size so the caps 

and numbers won't yell. 

* The numerical columns (tens, ones) are mixed 

up. Numbers should be right aligned, so the 

punctuation lines up better. 

Use a heading tag to create hierarchy 

Decide how you want to create hierarchy in your 

layout, and style your headings. | recommend 

using h3 for your column headings because they 

are not the main title of the page. Save hi and h2 

to use for the main heading and dates above 

the table. 

Make the column headings similar 

Use <br /> tags to break the columns into 

multiple lines of text as needed. If column head- 

ings have the same number of lines (three), and 

take up a similar width, they will look more alike. 

This will help the column width as well. Narrower 

column headers mean narrower columns. 

The headings aren't aligned on the baseline. That’s 

because the td defaults to a centered vertical 

alignment. To baseline align the column headings, 

change the vertical alignment to top or bottom. | 

prefer bottom, so the one-line heading (Vessel) is 

closer to the data. Add the bolded syntax to your 

td element (additions in bold): 

td{ 

width:100px; 

font-family: verdana; 

font-weight :normal; 

font-size:13px; 

line-height :19px; 

vertical-align: bottom; 

} 
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This line moves the Vessel column heading down 

to the same bottom line as the other column head- 

ings. It doesn’t affect the data in the rest of table 

because everything else is only one line. 

View your web page 

Save your HTML document and view it in your 

browser. Make sure your headings work 

(Figure 10.10). 

Arrive Depart “ 
Depart Woods Arrive Woods 

Vineyard Vessel Vineyard 
Hole Hole 

Haven Haven 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

Depart Arrive Depart Arrive 

Woods Vineyard Vineyard Woods 

Hole Haven Vessel Haven Hole 

Mar 6:00 am 6:45 am 

6:45 am ihm 7:00 am 7:45 am eae 

FIGURE 10.10 Top: Column headers take up one, two, 

and three lines, and they don’t stand out from the 

data. Bottom: Create hierarchy between column 

headings and the data. I’ve made my headings bold 

and 1px bigger. Create similarity between headings 

so they are recognized as serving the same purpose. | 

split my headings, using bold for places, and normal 

weight for “Depart,” “Arrive,” and “Vessel.” This 

helps the places stand out. 

Change reading flow from vertical to horizontal 

Tighten up the column spacing by changing the td 

and td.vessel widths. You'll be able to make 

them a little narrower now that the column head- 

ings are on three lines. 

INTERLUDE 2. TABULAR INFORMATION 

Add vertical spacing between the rows of data 

Do this by adding padding to the cells (as shown 

in bold): 

td{ 

width: 95px; 

font-family: verdana; 

font-weight :normal; 

font-size:13px; 

line-height :19px; 

vertical-align: bottom; 

padding-top: 4px; 

padding-bottom: 4px; 

} 

Add rules to emphasize the horizontal flow 

of the data 

Add a border to the top of your cells. Make the 

border subtle (border syntax in bold): 

td{ 

width: 95px; 

font-family:verdana; 

font-weight :normal; 

font-size:13px; 

line-height :19px; 

vertical-align: bottom; 

padding-top: 4px; 

padding-bottom: 4px; 

border-top:1px solid #999999; 

} 
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View your web page 

Save your HTML document and view it in your 

browser (Figure 10.11). You don’t want the rule at 

the top of the table (above headings). It’s unneces- 

sary. Create a class for the top row of cells to get 

rid of that border. You may need to create a special 

td.header_vessel class. You will take care of 

that in a minute. Let’s move on and fix numbers 

and acronyms first. 

Capitalize acronyms that are pronounced 

as letters 

MAR, IHM, AM, and PM are all pronounced by 

saying the letters in the acronym (rather than 

pronouncing them as a single word, as with scuba). 

Thus, they should be capitalized. 

In Chapter 9, you fixed the acronyms in the Film 

Series by creating and applying a class. Do the 

same here to get your acronyms started: 

.abbrev { 

text-transform:uppercase; 

letter-spacing: 1px; 

font-size:12px; 

} 

The class worked for the AM and PM, but not for the 

vessels. The acronyms for the vessels don't have 

enough presence; they need to be a little bigger. 

Correct this by adding more syntax directly into 

your td. vessel class: 

td.vessel{ 

width: 63px; 

padding-right: 0px; 

text-transform: uppercase; 

letter-spacing: 1px; 

} 

Depart Arrive Depart Arrive 

Woods Vineyard Vineyard Woods 

Hole Haven Vessel Haven Hole 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am ihm 7:00 am 7:45 am 

7:00 am 7:45 am mar 8:15 am 9:00 am 

8:15 arn 9:00 am ihm 9:30 am 10:15 am 

| 9:30 am 10:15 am mar 10:45 am 11:30 am 

10:45 am 11:30 am ihm 12:00 pm 12:45 pm 

12:00 pm 12:45 pm mar 1:15 pm 2:00 pm 

1:15 pm 2:00 pm ihm 2:30 pm 3:15 pm 

2:30 pm 3:15 pm mar 3:45 pm 4:30 pm 

3:45 pm 4:30 pm ihm 5:00 pm 5:45 pm 

5:00 pm 5:45 pm mar 6:15 pm 7:00 pm 

6:15 pm 7:00 pm inm 7:30 pm 8:15 pm 

7:30 pm 8:15 pm mar *8:30 pm *9:15 pm 
8:30 pm 9:15 pm inm 9:45 pm 10:30 pm 

*9:45 pm *10:30 pm mar 

= = 

Depart Arrive Depart Arrive 

Woods Vineyard Vineyard Woods 

| Hole Haven Vessel Haven Hole 

Mar 6:00 am 6:45 am 

6:00 am 6:45 am inm 7:00 am 7:45 am 

7:00 am 7:45 am mar 8:15 am 9:00 am 

8:15 am 9:00 am inm 9:30 am 10:15 am 

9:30 am 10:15 am mar 10:45 am 11:30 am 

10:45 am 11:30 am ihm 12:00 pm 12:45 pm 

12:00 pm 12:45 pm mar 1:15 pm 2:00 pm 

1:15 pm 2:00 pm ihm 2:30 pm 3:15 pm 

| 2:30 pm 3:15 pm mar 3:45 pm 4:30 pm 

3:45 pm 4:30 pm ihm 5:00 pm 5:45 pm 

5:00 pm 5:45 pm mar 6:15 pm 7:00 pm 

6:15 pm 7:00 pm ihm 7:30 pm 8:15 pm 

7:30 pm 8:15 pm mar *8:30 pm *9:15 pm 

8:30 pm 9:15 pm ihm 9:45 pm 10:30 pm 
Oe Se ee ee ee 

FIGURE 10.11 Top: The data reads as five distinct 

columns. Bottom: Adding padding and subtle rule 

lines increases the horizontal flow of the table. The 

rule line above the heading is not necessary. You will 

remove that later. Making slight changes in column 

width also improves the horizontal flow. Spaces 

between columns will continue to improve as you fix 

number alignment and acronyms 
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View your web page 

Save your HTML document, and view it in your 

browser. The acronyms look good, except “Vessel” 

is now “VESSEL.” You'll fix that shortly when you 

create the td. header_vessel class. 

Define the vessel acronyms 

Make the information in the table more mean- 

ingful for readers: Define the vessel acronyms by 

applying the <acronym> tag. 

When you apply the <acronym> tag, it reveals 

what the acronym stands for when a reader hovers 

over it. This isn’t strictly necessary for acronyms 

like AM and PM, but will help readers who don't 

know (and don’t read the small print) that MAR is 

actually an abbreviation for a vessel named 

Martha’s Vineyard and |HM is an abbreviation for a 

vessel named Island Home. We'll treat them like 

acronyms because they are pronounced by saying 

each letter. 

In your CSS, add the acronym element: 

acronym{ 

} 

Because the vessel names are already styled using 

the td. vessel class, you don’t have to style them 

here. | tend to insert the element in the CSS 

anyway; the system feels incomplete if | don’t. In 

the future, if it works for your project, you do not 

have to apply both a class and the <acronym> 

element to style your acronyms. In fact, while it’s 

difficult to ascertain from such a complex lesson, 

it’s best to style your text with as few classes and 

elements as possible. 

In this lesson, you styled the acronyms with a 

class because you're only going to apply the 

<acronym> tags twice on the page. 

Add the tag around the first occurrence of each 

vessel name in your HTML, like so: 

<acronym>mar</acronym> 

and 

<acronym>ihm</acronym> 

To activate the definitions for each acronym, 

provide the appropriate titles in your HTML: 

<acronym title="Martha's 

Vineyard">mar</acronym> 

<acronym title="Island 

Home">ihm</acronym> 

| recommend adding the <acronym> tags to the 

first instance of each acronym only. Why? Because 

the default styling for <acronym> in most 

browsers is a dotted underline. The dotted under- 

line is great because it tells readers to interact 

with the acronym—to hover over it to read the 

definition—so you don’t want to remove it. But too 

many dotted underlines can clutter up the tabular 

data and make it more difficult to scan. 

You can modify the dotted underline in your CSS if 

you want to. In the following code, the dotted 

underline is set to a medium gray so it doesn't 

stand out as much on the page: 

acronym { 

border-bottom:1px dotted #666666; 

} 
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View your web page 

Save your HTML document, and view it in your 

browser. The first occurrence of MAR and IHM have 

a dotted underline. If you roll over them, the name 

of the corresponding vessel appears. 

Align columns of numbers correctly 

The numbers are currently align-left, which 

makes them more difficult to read. (If a 9 is in the 

tens column, does it still mean 9?) 

There isn't a way (yet) to align numbers on the 

punctuation (decimal, colon). The best you can do 

is align-right the text. Do this in the td 

element: 

td{ 

width: 95px; 

font-family:verdana; 

font-weight :normal; 

font-size:13px; 

line-height: 19px; 

vertical-align: bottom; 

padding-top: 4px; 

padding-bottom: 4px; 

border-top:lpx solid #999999; 

text-align:right; 

} 

Identify New Problems 

View your page in the browser to analyze the 

table again. It still needs work. Identify the new 

problems, so you can fix them one at a time 

(Figure 10.12). 

“Vessel” is “VESSEL” and is aligned left. To fix this 

problem, create and apply a new td. header_ 

vessel class. 

The list of vessels looks odd right aligned. Center 

them in the td. vessel element. 

The columns look odd as well. The spacing 

between the columns is a little worse after the 

align-right. The Vessel column is particularly 

bad (look at the headings). Fix the td and 

td.vessel widths. Note: | find they work better 

with slightly narrower td widths and some 

padding-right. 

The rule lines above the headings need to be 

removed. Do this with two classes: td. header 

and the previously created td. header_vessel. 

Finally, the table_container needs to be 

changed to fit the table inside it. 

Rework the Composition around the Table 

Use what you've learned in previous chapters to 

re-arrange the composition around the table 

(Figure 10.13). Here are some typographic issues 

to attend to: 

* Create hierarchy between the main heading and 

the date. 

¢ Use a comfortable line length and paragraph 

spacing to carefully set the small text. Include a 

text-indent (like you used in the Bibliography in 

Chapter 3) to “hang” the asterisk. 

¢ Use an en dash between the dates. 

¢ Align the main heading and small text to vertical 

and horizontal lines created in the table. 
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INTERLUDE 2 TABULAR INFORMATION 

[ Depart ee lal heen Anive 

Woods Vineyard Vineyard Woods 

Hole HavenVESSEL Haven Hole Ladera ioe 2 Vineyard Ferry Schedule 

7 - MAR «6:00 AM 6:45 AM 

6:00AM «6:45AM.—sTHM.=—7:00AM—7:45 AM 
7:00AM 7:45AM = MAR &:1SAM_— 9:00 AM 

8:15AM 9:00AM. IHM.— 9:30 AM_—10:15. am 
9:30AM 10:15AM MAR —-10:45AM_—‘11:30 AM 

40:45AM 11:30AM. «IMM —-:12:00PM_—12:45 PM 
12:00PM «12:45PM. MAR «1:15PM ~—s2:00 PM 

1:15PM 2:00PM.—s«IHM.~—s2:30 PM 3:15 PM ee 

2:30PM. —s3:15PM)=s MAR. —s3:45PM 4:30 PM j 

See Pea eee es ee ee ae FIGURE 10.13 After the table is done, re-arrange the 

i es eee i Noa ae Ay Pekin il heading and small text around it. Details to attend to 

ieee! BBs An oles ONS ees include an en dash in the date, and “hanging” the 

7:30 PM 8:15PM MAR “8:30PM *9:15 PM asterisk (to create a clean, strong vertical line on the 

Sone. ene IHM 9:45 PM 10:30 PM small text) with a text-indent. You are welcome to use 

 ¥ouspm "1050—mM MAR a a second font for the main heading (I chose not to), 

and to use a background color. Keep color subtle. 

Bright colors make it difficult to focus on details (like 

Depart Arrive Depart Arrive tabular information). 
Woods Vineyard Vineyard Woods 

Hole Haven ‘Vessel Haven Hole 

ees i PESOS PRR Congratulations. You are ready to move on to the 

6:00AM «45M IHM 7:00 AM 7:45 AM next section! 

7:00 AM 7:45AM MAR —-8:15AM_—s«9:00 AM__ 

8:15 AM - 9:00 AM IHM * 9:30 AM 10:15 am 

DTG AME GISAM Dh man | SGusaul Aico ke Recommended Resources 

10:45AM 11:30AM THM.—«12:00PM_—12:45 PM For this lesson, | recommend the following 
12:00PM 12:45PM MAR 1:15PM ‘2:00 PM online resources: 

eee I em etre |» To download the tend far thisilessoncoite 

caves gabe nip, nee eda Be en www.wiley.com/go/typographic 
3:45PM 4:30PM THM =—_5:00 PM 5:45 PM weodeescn 

5:00 PM 5:45PM MAR 6:15 PM 7:00 PM 

aisca.. 20deu | tM ee ee tee * To see student examples of the lesson, go to 

PSS Teor eT eee <n typographicwebdesign.com 

8:30PM «9:15PM —sTHM.~—s9:45PM —i0:30em | * To choosea color, visit 

| “9:45PM *10:30PM MAR | www.december.com/html/spec/ 

colorhues.html 
FIGURE 10.12 Always step back and analyze work after 

making changes. Find what needs to be fixed. Top: As 

the table improves, new problems emerge—extra 

rule lines, poor spacing, odd alignment, and an all- 

capped heading. Bottom: The table after these prob- 

lems are fixed. 
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Moving Forward 

This chapter introduced you to setting tabular 

information with a typographic approach. You 

applied the concepts of legibility, proximity, and 

similarity to numerical data. In addition, you 

learned about making text more meaningful by 

defining acronyms with the <acronym> tag. 

In the next chapter, you will learn more about how 

people read. 
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PART 34 

Making Type Work: eae lave 
Sustained Reading 

See [the grid system] as a 

way of providing distinct 

articulation to the different 

voices expressed within the 

text through both color and 

position on the page. 

JOHN KANE, A TYPE PRIMER (2003) 





CHAPTER 11 

How We Read, Part 2 

Readable text allows a person to move easily 

through a passage, whether they are skimming a 

list or engaged in casual or sustained reading. 

In deference to our readers, we have already 

explored aspects of legibility (how to choose a 

font) and readability (how to use a good line 

length, line height, font size, and alignment to 

promote horizontal and vertical scanning). 

Now, we'll look at the impact of case, style, weight, 

and color on otherwise-legible fonts. You'll 

remember from earlier that we read word shapes. 

You'll also remember that legibili 

two elemen 

spaces i we lose word 

shapes, strokes, or spaces, then legibility is 

compromised, and reading becomes arduous. 

Yet texts often contain more than one “voice.” A 

single text may have an introduction, captions for 

images, pull quotes, lists, and finally, the main 

story or main body of text. Much like a system of 

headings, parts of a text need different treatment; 

they need to look and feel different from each 

other so that readers will understand their role in 

relation to other elements on the page. You'll 

often use case, style, weight, and color to create 

multiple voices (for example, “I'm a caption, not 

part of the main text, that’s why I’m italic” or “I'm 

an important quote from the article, and you 

should read me first, that’s why I’m big”). But 

passages of text require more reading than head- 

ings do. The trick is to balance creating multiple 

voices with maintaining readability. 

Case 

Type set in all capital letters (caps) loses legibility 

(Figure 11.1). Word shapes, often defined by 

ascenders and descenders, get lost. Readers have 

to slow down to recognize individual letters, and 

have difficulty processing more than one word at 

a time. 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

Word shapes, defined by ascenders and 

descenders, get lost when text is set in all caps. 

Use all caps sparingly. It is most appropriate 

for a short passage, a single thought, or even a 

single word. 

WORD SHAPES, DEFINED BY ASCENDERS 

AND DESCENDERS, GET LOST WHEN 

TEXT IS SET IN ALL CAPS. USE ALL CAPS 

SPARINGLY. IT IS MOST APPROPRIATE 

FOR A SHORT PASSAGE, A SINGLE 

THOUGHT, OR EVEN A SINGLE WORD. 

S | 

FIGURE 11.1 Top: Text is more legible when set with 

upper- and lowercase characters. Bottom: A para- 

graph set in all caps becomes a decorative element. It 

no longer invites people to read the text. 

When a single word is set in all caps, it feels 

powerful and important. When a word or two 

within a body of text is set in all caps, it feels to 

the reader like shouting. When an entire body of 

text is set in all ca a deco- 

rative element. Use all caps sparingly. It is most 

-__ appropriate fora short passage, a single thought, 
or even a single sentence. 

Style 

Type set in italics (or oblique) can lose legibility 

(Figure 11.2). Word shapes shift as sans serif fonts 

slant over to one side. Spacing within and 

between letters gets lost as serif fonts tend to get 

narrower and closer together in their italic form. 

Readers have to slow down to process the word 

shapes, and have difficulty taking in more than 

one word at a time. 

Not all italics are the same; some are more read- 

able than others (Figure 11.2, bottom). When 

setting a passage of text in italic, choose a font 

that retains some of its openness. 

Type set in italics can lose legibility. Word 

shapes shift as sans serif fonts slant over to 

one side. Spacing within and between letters 

gets lost as serif fonts tend to get narrower 

and closer together in their italic form. 

Type set in italics can lose legibility. Word 

shapes shift as sans serif fonts slant over to 

one side. Spacing within and between letters 

gets lost as serif fonts tend to get narrower 

and closer together in their italic form. 

Type set in italics can lose legibility. Word 

shapes shift as sans serif fonts slant over to 

one side. Spacing within and between letters 

gets lost as serif fonts tend to get narrower 

and closer together in their italic form. 

FIGURE 11.2 Top: Text is more legible when set in 

normal style. Middle: Italics change the word shapes 

and force readers to slow down. Use italics for short- 

to-medium passages within a text. Bottom: Beware! 

Not all italics are created equal. Some lovely italics, 

such as Serif Beta 12 italic, are too narrow and less 

legible on screen. 

. While | 

wouldn't recommend setting an entire text as 

italic (roman forms are far easier to read), it can be 

_ appropriate for short-to-medium passages within 
a.tent, 
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Weight 

Text set in bold (even a well-designed bold) loses» 

(Figure 11.3). Spacing within and 

between letters gets lost as strokes get thicker 

and take up more space. Readers have to slow 

down to process letters (is that an e, an s, or an a?), 

and have difficulty taking in more than one word 

ata time. 

Text set in bold loses legibility. Spacing 

within and between letters gets lost as 

strokes get thicker and take up more space. 

Readers have to slow down to process 

letters and have difficulty taking in more 

than one word at a time. 

Text set in bold loses legibility. Spacing 

within and between letters gets lost 

as strokes get thicker and take up more 

space. Readers have to slow down to 

process letters and have difficulty 

taking in more than one word at a time. 

FIGURE 11.3 Top: Text is more legible when set in 

normal weight. Bottom: Bold text works for emphasis, 

but a paragraph set in bold is harder to read. It 

becomes a dark field of texture punctuated by 

word spaces. 

When a few words are set in bold, they feel impor- 

tant. They create hierarchy and draw the reader's 

eye. When an entire body of text is set in bold, it 

becomes a dark field of texture, punctuated by the 

white word spaces. Use bold sparingly. It is most 

appropriate for a short passage, a single thought, 

or even a single sentence. 

Color 

Type set in color can lose legibility if the text color 

is too similar to the background color. It can also 

lose readability (the reading experience becomes 

uncomfortable) if the text is too bright, or 

“vibrates” with the background color. 

Not all colors are equal; some are more appro- 

priate than others for text. When setting a passage 

in color, avoid colors that are too light (Figure 

11.4)—when you squint, can you still see it? Also 

avoid colors that are too bright (Figure 11.5)— 

does the color jump out too much? Do the letters 

sparkle or hurt your eyes? Finally, avoid using the 

combinations yellow plus purple, red plus green, 

and blue plus orange for background and text 

colors (Figure 11.6). These color combinations 

vibrate, making text harder to read. 

Not all colors are the same, some are more 

appropriate than others for text. When setting 

a passage in color, avoid colors that are too 

light — when you squint, can you still see it? 

FIGURE 11.4 Top: Use colors dark enough to define the 

text. Bottom: The text is too light too read. 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

to the reader. 

Ee all colors are the same, some are more | -<GnitialenaalesiaaEED Fieve 11.7). Using a 

appropriate than others for text. When setting ery dark gray can make reading a little easier (it v 

a passage in color, avoid colors that are too reduces that “sparkle” or unpleasant glare caused 
bright — does the color jump out too much? by the contrast between black and white). 
Do the letters sparkle or make your eyes hurt? 

Not all colors are the same, some are more 
; Setting text in color doesn’t have to affect 

appropriate than others for text. When setting 
legibility at all if done right. In fact, using a 

a passage in color, avoid colors that are too 

bright — does the color jump out too much? 

Do the letters sparkle or make your eyes hurt? 

very dark, dull brown for text can make a 

page feel warm. 

Setting text in color doesn’t have to affect 

legibility at all if done right. In fact, using a 
FIGURE 11.5 Top: Use colors dull enough to engage 

readers. Bottom: The text is too bright to read 

comfortably. It becomes a decorative element. 

dark gray can make reading a little easier, 

reducing sparkle caused by the contrast 

between black and white on the screen. 

FIGURE 11.7 Top: A very dark, dull color can adda 

subtle tone or feeling to a web page. Brown adds 

warmth. Bottom: A dark gray softens the text. 

Using color in text can visually connect the words 

to images on the page, help divide a page into 

multiple voices, or let readers know where to click. 

The trick is to use colors that create a comfortable 

reading experience. 

Creating Readable Text 

To summarize, reading large amounts of text is 

easier when it uses: 

FIGURE 11.6 Top: Use color combinations that don’t 

vibrate. This combination uses contrast (dark text on 

a light background) and dull colors (neither color is * A font style that is normal, not italic 
painfully bright). It does not use colors that vibrate. 

Bottom: Text in a bright blue plus orange combination 

will vibrate even more on the screen. * A font weight that is normal, not bold 

(font-weight :normal;) 

* Lowercase letters (not all caps) 

(font-style:normal;) 

Setting text in color doesn’t have to affect legi- * A color with enough value (dark/Llight) contrast 
bility or readability if done right. In fact, color can to keep it from blending into the background. 
be used in very subtle ways, almost imperceptible §©§<§ 
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Creating Multiple Voices 

Similar to a system of headings, parts of a text 

need to feel different from each other to the 

reader, yet work together in a system. Unlike a 

system of headings, parts of a text do not need a 

strong sense of hierarchy. In fact, trying to create 

too much hierarchy between elements on the 

page can make it difficult to read the text. 

Common Elements in a Text 

Identifying th 

These 

are some common elements to look for: 

¢ An introduction by the author or editor 

Captions for images or diagrams 

An aside or sidebar to introduce the reader to 

related information 

The body text itself, which may be expository 

or instructional 

Lists of items or steps within the text 

The navigation 

Multiple Voices Help Define Elements 

Theoretically, all the elements in a text could be 

set exactly the same way in a single column. But 

this approach would force readers to work to find 

the elements they are most interested in. 

When each element has its own voice, readers can 

quickly see what to read if they want to learn 

more about the image, what to ignore if they 

aren't interested, and where to click if they want 

to move around within a site (Figure 11.8). 

SERRE _ bene RRS 

FIGURE 11.8 Left: Even at this very small size, we can 

“read” a logo, a navigation bar, text, captions, and 

pullquotes. Design by Meighan Tague (Fall, 2009). 

Right: Without unique voices, the content all “reads” 

the same. 

Voice Is Also about the Feeling of the Site 

The elements in a text can work together to evoke 

an overall feeling. If the site should feel more 

elegant, classic, or traditional (or clean, geometric, 

contemporary), then work toward that goal with 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

every element. Revisit Chapter 2 (“Aesthetics 

and Emotions: Does the Font Convey the Right 

Message?”) for a refresher on how case, style, 

and fonts can create a feeling. If you are 

looking for inspiration, try jumping ahead to 

Chapters 16 (“The Traditional Page”) and 17 

(“The Modernist Page”). 

Creating Multiple Voices 

To summarize, create a system of voices that: 

* Are different enough to help readers identify 

different elements on the page. 

* Are similar enough to allow elements to work 

together as a whole. 

* Create an overall feeling. (What should the site 

convey in support of the text?) 

¢ Maintain legibility. 
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Lesson 11: A Recipe, 

Part 1 

| Flaky Butter Pie Crust for Sweet or Savory Pies 
Like the film series in Part 2, this is an assignment 

in four parts. 

In this part, you'll identify all the elements ina 

text, and find the font, size, line height, line length, 

case, style, weight, and color appropriate for each 

element. You'll create each element in its own div, 

’ letting the divs flow down the page ina single 

column (Figure 11.9). 

Don’t worry yet about where on the page each 

element will go. While typographers usually 

consider placement while setting text, / am 

purposely separating the two. | want you to clearly 

experience creating a grid from text elements in 

the next lesson. 

Like the Film Series project in Chapters 6-9, the 

recipe project is divided into four lessons; this 

allows you to focus on specific ideas and skills. 

Designing with type is far more fluid than these 

segregated lessons suggest. For instance, a good 

designer will test ideas (systems) across multiple 

pages from the beginning to make sure they'll 

work, but I've left it for the very last lesson. 
FIGURE 11.9 By the end of this lesson, you'll have a 

at Even if you are already an accomplished typogra- column of divs (each with an element in it), like this 

pher or web designer, breaking down the process example by Chris Nelson. 

into four distinct parts challenges you to change 

your usual methods for working with (and thinking 

about) type. You'll stretch your typographic 

muscles and become more intimately aware of 

your process. 
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This lesson helps you achieve the following 

objectives: 

1 Practice identifying different parts or elements 

in a text. 

2 Practice choosing a font, font size, line height, 

line length, alignment, case, style, weight, and 

color to: 

¢ Create a voice for each element 

¢ Promote comfortable reading 

¢ Make the elements work together as a system 

3 Write syntax in HTML and CSS to insert an image, 

apply color to text, and create a list. Even if you 

are already HTML/CSS savvy, follow the walk- 

through provided. | show you what a typogra- 

pher looks for in the process. 

Overview of the Lesson 

Always start by understanding your client's 

message and the text you'll be working with. 

1 Read the client profiles available from this 

book's download files at www.wiley.com/go/ 

typographicwebdesign. Choose whether 

your client is John Smith (the owner of a 

successful bistro who describes his French 

cooking as “classic, quality, but with warmth”) 

or Jane Smith (the owner of a local restaurant 

and catering company who describes her envi- 

ronmentally aware approach to cooking as 

“fresh, local, simple, delicious, sustaining”). 

2 Read the text you are setting, also available 

from this book’s download files at www.wiley 

.com/go/typographicwebdesign. Identify 

the different elements in the text, such as 

captions, lists, memories, and so on. 

3 Choose either Verdana or Georgia as your font. 

4 Place the site logo, image, and text elements 

into a web page. Set the text so each element 

has its own voice, but works with the other 

elements to create an overall voice for the site. 

Incorporating Color, Images, and Lists 

In the web_typography folder, create a folder for 

the lesson and call it 11_recipe. 

Create a new folder in the 11_recipe folder called 

images. Put your two images (11_crust.jpg and 11_ 

logo.gif) here. 

Start the HTML File 

In your text editor, create a new document and 

save it as index.html in your 11_recipe folder. 

Copy and paste in the basic HTML syntax, title, and 

link to the CSS file: 

<!DOCTYPE html PUBLIC "-//W3C//DTD 

auuMil, WO Sheree, aN” 

"http: //www.w3.org/TR/xhtml1/DTD 

/xhtmlil-strict.dtd"> 

<html xmlns="http://www.w3.org/1999 

/xhtml"> 

<head> 

<title> Lesson 11: Recipe 

(Establishing Voices) </title> 

<meta http-equiv="content-type" 

content="text 

/html;charset=utf-8" /> 

<link href="recipe voice.css" 

rel="stylesheet" 

</head> 

<body> 

type="text/css" /> 

</body> 

</html> 
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Add your main_container div between the 

<body></body> tags: 

<div id="main_container"></div> 

Start the CSS File 

In your text editor, create a new document and 

Save it as recipe_voice.css in your 11_recipe folder. 

Describe the div ID for main_container” 

The main_container divis a white rectangle 

(990px wide, auto height for now—you can change 

this later) centered in the browser. It has some 

space above and below it. It has an auto height, 

and will have divs floated inside. To force the div 

open, you need to include an overflow: hidden 

property. Write the syntax like this: 

#main_container { 

width: 990px; 

height:auto; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 40px; 

margin-left:auto; 

background-color: #fffffFf; 

overflow: hidden; 

} 

Give the web page a gray background 

To add a background color to the entire page, 

apply it to the body element: 

body { 

background-color: #999999 

} 

Start Putting in the Content 

Before you do this step, read the text and identify 

the different elements in the text. Is there a 

caption? A list? An introduction? A main text? 

Create a div for each element you place. This 

allows you to easily manage line length for the 

text for each element. Remember, line length 

affects readability. Don't worry; you will consoli- 

date most of these divs later in the process. 

In your CSS file, create divs for each element 

Here are the elements I've identified, reading the 

text document from start to finish: 

#memory_ container { 

} 

#recipe name container { 

} 

#ingredients_container{ 

} 

#directions_ container { 

} 

#image_container { 

} 

#caption_container { 

} 

#main_navigation_container{ 

} 

#section_links_container{ 

} 

#copyright_container{ 

} 

#designer_container{ 

} 

#advertisement_pbs_container{ 

} 

#advertisement_book_container{ 

} 

#advertisement_restaurant_container{ 

} 

And, there is at least one last div you need that is 

not in the text document: 

#logo_container { 

} 
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When you create the grid in Chapter 12, you will 

remove most of these divs. For now, keep each 

element separate, so all text is treated according 

to its own needs. 

In your HTML file, insert all the divs, one 

after another 

For example, the syntax for the first three divs is: 

<div id="memory_container"></div> 

<div id="recipe_name_container"></div> 

<div id="ingredients_container"></div> 

Paste the text into the proper divs 

Copy the text from the file provided at make sure 

to paste the correct content within each div—that 

is, between the <div id...>and </div> tags. 

insert the image and logo into their proper divs 

Between the appropriate div tags, use this syntax: 

<img src="images/11_crust.jpg"> 

You've just told the browser to use the image 

source 11_crust.jpg found in the folder images. 

Now try putting in the syntax for the logo on your 

own. (You only need to change the name of the file 

you are telling the browser to access.) 

View your web page 

Save your HTML document, and view it in your 

browser. Wow! This page needs a lot of work 

(Figure 11.10). Next, you will break down the steps 

and do them one by one. 
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FIGURE 11.10 Wow. That's a lot of text. That’s okay, 

though; chunking it will help you see the elements. 

Just follow the steps one by one. 

Break Up the Text So You Can See the Elements 

Right now, the only elements that stand out are the 

picture and the logo. It’s hard to see where text 

elements start and end, much less design them. 

Move all elements away from each other 

Separating the elements will help you see the text 

better. You're not going to set margins on head- 

ings and paragraphs yet, so just add margins to all 

of the divs instead of using a universal selector. 

Adding the following syntax to each div will add a 

50-pixel margin on all four sides: 

margin: 50px; 

Note: There is a shorthand method to add margins 

to every div at once (div{margin: 50px; }), but 

we're not going to use it here. If you are new to 
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HTML and CSS, shorthand methods are harder to 

keep track of because they break up element 

styling to different areas of the CSS. If you are 

experienced with writing HTML and CSS, feel free to 

use any shorthand methods you know. 

Unfortunately, a margin-top will not show up on 

your top div because one div is nested in another 

div and not floated. If you want some space above 

the top div, add some padding-top to your 

main_container. 

Chunk the Information 

Now that there is some space between the blocks 

of text, it’s time to add some headings. 

identify and apply headings and p tags 

You'll notice there is a list in the text (ingredients), 

as well as lists for the main_navigation and 

section_links. Leave the lists for now; you'll 

take care of them after inserting the h and p tags. 

Ask yourself: what is the: 

¢ Main heading (h1) for this page? 

¢ Second-level heading (h2)? 

* Third-level heading (h3)? 

* Fourth-level heading (h4)? 

Once you've identified the headings and hierarchy, 

apply the tags to the appropriate text. 

Referring to the text document for guidance if 

needed, add p tags to break up the text into 

paragraphs. The text is beginning to take shape 

(Figure 11.11). 
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FIGURE 11.11 Once p, h1, h2, h3, and h4 tags are 

added, the text begins to take shape. However, line 

lengths are still way too long! 

Create and Define the Ingredient List 

There are at least three lists on this page: the 

ingredients, the main navigation, and the 

section links. 
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Theoretically, each list can be set using a p tag or a 

class applied to a p tag, but it is good to know how 

to use the list tags in HTML. The list tags give you 

another tool in your typographic toolbox. In addi- 

tion, using list syntax tells text-based browsers, 

browsers with CSS turned off, and other devices 

that the information is a list—not just lines of text. 

This improves the accessibility of your typographic 

websites. 

Create a simple list for the ingredients 

The syntax for a list is <ol></o1> for an ordered 

list (a list with numbers) or <ul></ul> for an 

unordered list (a list without numbers). 

The syntax for a line item in either list is 

led leer 

Because the list of ingredients is not ordered, use 

the <ul></ul> tags around the text (in the HTML). 

Define each line item with the <1i></1i> tags, 

and remove the bullets that came from the text 

document: 

<ul> 

<1i>2/12 cups all-purpose flour, 

plus extra for rolling</li> 

<1i>16 Tbsp (2 sticks) 

butter, 

unsalted 

very—-Cold, cut into 

1/2 inch cubes</1li> 

<1li>1l teaspoon salt</li> 

<1li>l teaspoon sugar (increase to 

1 1/2 teaspoons if for a sweet 

recipe) </li> 

<1i>4 to 8 tablespoons ice water 

</1i> 

</ul> 

View your web page 

Save your HTML document, and refresh your 

browser. The ingredients appear as a list. Even 

though you deleted the bullets, each line item has 

a bullet (Figure 11.12, top). Why? 

Ingredients 

¢ 2/12 cups all-purpose flour, plus extra for rolling 

¢ 16 Tbsp (2 sticks) unsalted butter, very-cold, cut into 1/2 inch cubes 
« 1 teaspoon salt 

« 1 teaspoon sugar (increase to 1 1/2 teaspoons if for a sweet recipe) 

¢ 4 to 8 tablespoons ice water 

2/12 cups all-purpose flour, plus extra for rolling 

16 Tbsp (2 sticks) unsalted butter, very-cold, cut into 1/2 inch cubes 
1 teaspoon salt 

1 teaspoon sugar (increase to 1 1/2 teaspoons if for a sweet recipe) 
4 to 8 tablespoons ice water 

FIGURE 11.12 Top: Even though you removed the 

bullets from the HTML, the list has bullets. The 

default for unordered lists is round bullets. These can 

be changed or removed. Bottom: The list after the 

bullets and left margin have been removed. 

This is because unordered lists have round bullets 

by default. The bullets can be changed to square 

bullets or even removed. The bullets automatically 

hang outside the left alignment, which is a good 

thing. This preserves the strong vertical line of the 

list. But you can control your list. 

Modify the list in Css 

In the CSS document, create an ID for the list. Why? 

Because you will potentially use three lists on this 

page, and they will not all look the same, so you 

need to name each list. 

Creating an ID for a list is just like creating an ID for 

a container or any other element. Use the 

following syntax: 

#ingredient_list{ 

margin-left: 0px; 

padding-left: 0px; 

} 

This syntax will move the line items over to align 

with the heading. 
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To modify the line items themselves (remove 

bullets, add space between items, and so on), you 

need to describe the 1i element as well: 

#ingredient_list lif 

list-style:none; 

} 

This syntax sets the bullet style to none for the 

line items in the ingredient_list. 

For the changes to work, you need to define the 

list as ingredient_list in the HTML document. 

Define the ingredient_list in the HTML document 

Using an ID for a list is just like using an ID for a 

container: 

<ul id="ingredient_list"> 

<li>2/12 cups all-purpose flour, 

plus extra for rolling</1li> 

<li>16 Tbsp (2 sticks) 

butter, 

unsalted 

very-cold, cut into 

1/2 inch cubes</1li> 

<li>1 teaspoon salt</1li> 

<li>l teaspoon sugar (increase to 

11/2 teaspoons if for a sweet 

recipe) </li> 

<li>4 to 8 tablespoons ice water 

</li> 

</ul> 

View your web page 

Save your HTML document and refresh your 

browser. The list is now flush left with the heading 

and no longer has bullets (Figure 11.12, bottom). 

Make the Ingredients Div Narrower 

The list of ingredients has long and short line 

lengths. 

You need to even up the line length a little. This is 

not always a requirement, but creates a more 

pleasing list. Plus, | want to show you how to 

approach a list with some multi-line items. 

Change the width of the 

ingredients_container: 

#ingredients_ container { 

margin: 50px; 

width: 240px; 

} 

View your web page 

Ugh. What once was a list now looks like a para- 

graph of text (Figure 11.13, top). How do you make 

it look like a list again? 

Ingredients 

2/12 cups all-purpose flour, plus 

extra for rolling 
16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 
1 teaspoon salt 
1 teaspoon sugar (increase to | 1/2 

teaspoons if for a sweet recipe) 
4 to 8 tablespoons ice water 

2/12 cups all-purpose flour, plus 

extra for rolling 

16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 

1 teaspoon salt 

1 teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 

4 to 8 tablespoons ice water 

FIGURE 11.13 Top: With a shorter line length, the list 

looks like a paragraph with an obvious ragged edge. 

Bottom: Adding space between line items helps. 

Option one: Add space between line items 

Adding space between line items visually chunks 

the list using a vertical spacing system. Multiple 

lines of text in an item will continue to stay 

close together; space is only added between 

the line items. 
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In the CSS, add amargin-bottom to the 1i syntax 

(additions in bold): 

#ingredient_list lif{ 

list-style:none; 

margin-bottom: 10px; 

} 

View your web page 

Save your HTML document and refresh your 

browser. The ingredients are a list again (Figure 

11.13, bottom), separated by spaces. 

Option two: Add bullets to the line items 

Adding a bullet to each line item will help the 

reader clearly see the separate items. Bullets tend 

to get in the way of rhythm and tension, though. 

They may stand out a bit too much, drawing the 

reader's eye away from the content. 

In the CSS, add the bullets to the 1i syntax and 

change the margin-bottom to 0: 

#ingredient_list lif{ 

list-style:disk; 

margin-bottom: 0px; 

} 

View your web page 

Save your HTML document, and refresh your 

browser. The ingredients are a list, each item 

marked with a bullet (Figure 11.14, top). It’s not 

great, though. The bullets feel a bit heavy, and 

there isn't enough separation between the items. 

Add some space back in between line items 

You won't need as much space to visually separate 

the items because the bullet does some of the work. 

You might try changing to margin-bottom: 6px;. 

Ingredients 

« 2/12 cups all-purpose flour, plus 

extra for rolling 
¢ 16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 
¢ | teaspoon salt 

1 teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 

¢ 4 to 8 tablespoons ice water 

Ingredients 

« 2/12 cups all-purpose flour, plus 

extra for rolling 

* 16 Tbsp (2 sticks) unsalted butter, 
very-cold, cut into 1/2 inch cubes 

« 1 teaspoon salt 

« 1 teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 

* 410 8 tablespoons ice water 

os eel 

FIGURE 11.14 Top: Putting bullets back in isn’t enough 

to indicate list items with multi-lines, and the bullets 

stand out too much. Bottom: Add space between the 

items and make the bullets lighter. 

Change the color of the bullets 

Lists are flexible creatures, and with time and 

attention you can learn to manipulate them in 

various ways. You can even use your own choice of 

image for bullets, if you prefer. 

As a typographer, | prefer to use the text and char- 

acters given to me in the syntax as much as 

possible. You can change the color of the bullets in 

CSS. You just need to add a span to the text. Here’s 

how it works. 

First, identify the color you want to use and add it 

to the CSS syntax (use medium gray for now, because 

you haven't developed a color palette yet): 

#ingredient_list lif{ 

list-style:disk; 

margin-bottom: 6px; 

color: #666666; 

} 
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Unfortunately, this turns the entire list (including 

the text) medium gray. To fix this, you need to tell 

the browser to make the text black again. Create a 

. list_text class in the CSS: 

allueie. (ees 

color: #000000; 

} 

Now apply it to each line item in the HTML: 

<li><span class="list_text"> 

1 teaspoon salt</span></1i> 

View your web page 

Save your HTML document, and refresh your browser. 

The bullets are lighter, the text is black, and the 

items have more separation (Figure 11.14, bottom). 

Create and Define the Main Navigation List 

A list of links is a list, whether it runs across or 

down a page. If you think you want your main 

navigation to run across the page, you can still use 

an unordered list. 

Create the main_navigation_list in your 

css document 

Start by setting the margin-left toOand 

removing the bullets, just like you did for the 

last list: 

#main_navigation_list{ 

margin-left: 0px; 

padding-left: 0px; 

} 

#main_navigation_list lif{ 

list-style:none; 

} 

Define the list and line items in your HTML 

document 

Once again, you'll create an unordered list: 

<ul id="main_navigation list"> 

<1i>Crusts</1li> 

<1li>Fruit Fillings</li> 

<li>Custard and Pudding Fillings 

</1i> 

<li>Savory Fillings</1li> 

<1li>About the Author</1li> 

</ul> 

If you were to view the list in your browser now, it 

would look very much like the ingredients list. But 

you are going to make some changes. 

Make the list run across the page in a single row 

To keep the list from going down in a column, insert 

the following syntax in the 1i element (in bold): 

#main_navigation_list lif{ 

list-style:none; 

display: inline; 

y 

View your web page 

Save your HTML document, and refresh your 

browser. The main navigation list 1i runs across 

the page and is starting to look like a navigation 

bar (Figure 11.15, top). 

Crusts Fruit Fillings Custard and Pudding Fillings Savory Fillings About the Author 

Crusts Fruit Fillings “Custard and Pudding Fillings Savory Fillings About the Author 

FIGURE 11.15 Top: Using display:inline makes a list of items collapse and run “in-line” as paragraph text, here neatly 

collapsing into a single row. Bottom: Add some padding and rule lines, and you have the start of a navigation bar. 
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Fix the spacing between the items 

Add padding to the 1i element (in bold): 

#main_navigation_list lif 

list-style:none; 

display:inline; 

padding-right :20px; 

} 

Add rule lines 

Use border-top and border-bottom to add 

rule lines. Add padding to position the list items 

and the rule lines where you want them (additions 

in bold): 

#main_navigation_list{ 

margin-left: 0px; 

padding-left :15px; 

margin-right :230px; 

padding-top: 5px; 

padding-bottom: 5px; 

border-top:1lpx solid #999999; 

border-bottom:1px solid #999999; 

} 

#main_navigation_list lif 

list-style: none; 

padding-right: 20px; 

display:inline; 

} 

Crusts = Fruit Fillings = Custard and Pudding Fillings 

CRUSTS FRUIT FILLINGS 

Savory Fillings 

CUSTARD AND PUDDING FILLINGS 

The preceding syntax adds space to the left of the 

first item, shortens the list on the right side, and 

adds space above and below the row of items. It 

also adds a solid-gray rule line above and below 

the row of items to create what looks like a navi- 

gation bar—without working links, of course 

(Figure 11.15, bottom). 

Add a background color to each item 

Use background-color to add a background 

color to each item, and remove the rule lines. 

#main_navigation_list{ 

margin-left: 0px; 

} 

#main_navigation_list lif{ 

list-style: none; 

padding-top: 10px; 

padding-right :15px; 

padding-bottom: 10px; 

padding-left:15px; 

background-color: #cccccc; 

display:inline; 

} 

The preceding syntax adds space around each 

item and gives each item a background color. This 

is another way to create what looks like a naviga- 

tion bar, again, without working links (Figure 

11.16, top). If you set the type, it will look even 

better (Figure 11.16, bottom). 

About the Author 

SAVORY FILLINGS ABOUT THE AUTHOR 

FIGURE 11.16 Top: Modify the padding and add a background color to mimic a navigation bar. Bottom: Set your type. 

Your final navigation bar does not have to look like this—but practice making it work anyway 
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Finally, you can modify the type 

Type in lists can be styled using the same syntax 

you use for p tags, h1 tags, and so on: 

#main_navigation_list lif 

; list-style:none; 

padding-top:10px; 

padding-right:15px; 

padding-bottom: 10px; 

padding-left:15px; 

background: #cccccc; 

display:inline; 

font-family: georgia; 

font-size:13px; 

line-height :14px; 

text-transform: uppercase; 

letter-spacing: 1px; 

} 

Set Each Text Element in Its Own Voice 

Using what you already know about setting text so 

it is legible and readable (while creating hier- 

archy), style your p, h1, h2, h3, and h4 elements. 

Create classes as needed to accommodate text 

elements. 

Style the ingredients list, the main navigation list, 

and the section links list, too. 

While styling the elements in the text, try to 

create a look and feel that is appropriate for the 

client and their approach to cooking. In Chapter 2, 

you learned about the way we “read” serif fonts, 

sans serif fonts, capitalized letters, lowercase 

letters, and italicized text. How can you use this 

knowledge to help the text subtly communicate 

either “French cooking that is classic, quality, but 

with warmth” or “environmentally aware cooking 

that is fresh, local, simple, delicious, sustaining?” 

In addition, identify which elements need to have 

their own voice. Should the memory of the great- 

grandmother churning her butter every Thursday 

be styled the same way as the directions (“Cut the 

sticks of butter into 1/2-inch cubes and place in 

the freezer for at least 15 minutes”)? Subtle 

styling changes between elements will help them 

have their own voice on the page. But keep an 

underlying consistency; the voices need to work 

together as a system. 

Don’t worry yet about moving the elements 

around on the page. You'll do that in the next 

chapter. Focus on creating readable text with a 

good size, line height, and line length. 

Find the perfect line length for each element 

Although it’s extra work, | had you place each 

element in its own div for a reason: to find the 

best line length for each element. Font, size, 

length of paragraph, and length of list items all 

affect line length. 

Will the headline be long (on a single line) or short 

(break up into two lines of text)? What line length 

does the memory (the story about the chef's 

great-grandmother) need to read comfortably? 

What line length do the directions need to read 

comfortably? The ingredients? Each section may 

or may not work at the same line length. 

Explore good line length by individually setting the 

width for each div. You will consolidate most of 

these divs in the next chapter, and some of your line 

lengths may be modified in the process. But this 

chapter is about finding the perfect target setting 

for each element. Take the time to do this step. It 

will help you lay out your page based on what the 

text needs—not based on filling up the page! 
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Choosing and applying color to text 

When choosing color, | highly recommend refer- 

encing the images used on the page. The images 

will be part of the color palette, so they are a good 

place to start. 

Test and use colors from the charts at the Hues 

Hub (december.com/html/spec/colorhues. 

htm1), choosing colors that feel like they are in 

the photo or can work with the photo. Be willing 

to test multiple colors. Do not settle. 

If you'd like the colors in an image identified auto- 

matically, try using whatsitscolor.com. The 

site does a pretty good job of identifying the 

dominant colors in an uploaded image. It will also 

provide you with an average of the dominant 

colors as well as a complimentary color (to use for 

contrast). 

Once you've chosen a color, use the hexadecimal 

code in your CSS syntax. For example, if your text is 

dark gray, use the following syntax: 

p{ 

color: #666666; 

} 

When you are done, you'll have the text set for a 

web page. Each element will have its own voice, 

yet work together to communicate the feeling of 

the site as determined by the client's approach to | 

cooking. The text is legible and readable, there is = 

hierarchy within the text, and the colors work 

together in a system (Figure 11.17). Be 

In the next chapter, you'll develop the grid. 
FIGURE 11.17 When you are done, you'll have set the 

text for the web page. You'll develop a grid in the 

next lesson. For now, focus on legibility, readability, 

hierarchy, and voice. 
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Recommended Resources 

For this chapter, | recommend the following 

online resources: 

“2g * To read about the two client profiles (John Smith 

and Jane Smith), and to download the text for 

2 this chapter go to www. wiley.com/go/ 

; typographicwebdesign 

J * To see examples of this lesson go to 

typographi cwebdes ign.com 

* To learn more methods for designing links with 

a lists, | recommend Listamatic: 

css.maxdesign.com.au/listamatic/ 

* To pick colors for your layout, | recommend 

visiting the Hues Hub at december. com/htm1/ 

‘ spec/colorhues.html 

VW” * To automatically analyze the colors in an image, 

| recommend whatsitscolor.com 

Moving Forward 

This chapter introduced you to maintaining read- 

ability by paying attention to how you use case, 

style, weight, and color. Case, style, weight, and 

color are imperative for creating multiple voices 

on the page. The chapter also introduced you to 

~~ Oe ane 

~ Wi 

using lists. 

; In the next chapter, you will learn about estab- 

lishing a grid to place the various elements on 

the page. 
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CHAPTER 12 

Expressing Structure and Rhythm: The Grid 

system is usually applied across multiple pages. 

You've already created simple grids on single 

pages. Look back at the page you designed for the 

lesson A is for Alignment in Chapter 5. In order to 

create rhythm and tension, you considered the 

width)—the vertical and horizontal spaces—which 

are two basic elements in designing a grid. 

The Modular Grid and Text 

When learning (or teaching) about how to use a 

i with a modular grid exercise. 

et. 
relationship between multiple elements, created a | number of columns and rows (Figure 12.1 

strong vertical line, created a focal point, acknowl- 

edged the horizontal repetition of lines of text, 

and paid attention to the relationships between 

the elements on the page and edges of the page 

itself. These are exactly the things we think about 

when creating a grid (Figure 12.1, top). 

Now look back at the Film Series you designed in 

Chapters 6 through 9. Again, you considered the 

relationship between multiple elements and the 

edge of the page. In addition, you paid attention 

to vertical spacing and line length (column 

bottom). 

Students apply a small amount of text to the grid; 

the objective is to create multiple, varied solu- 

tions. This sensitizes students to the possibilities 

of the grid—to the idea that the typographer 

decides where to put elements on the grid. 

But when working with large amounts of text, 

modular grids rarely work. If you find you cannot 

work within a strict modular grid, do not despair. 

Grids should be organic and respond to the needs 

of the text you are working with. 
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FIGURE 12.1 Top: When you pay attention to relation- 

ships between elements and create a strong vertical 

line, a grid starts to develop. Composition by Chris 

Nelson. Bottom: The modular grid is usually based on 

an equal number of columns and rows. Here, the 

white spaces become too regular and the composi- 

tion has less tension than the one above. 

Web Grids and Reading 

Figure 12.2 shows a common web “grid” used to 

show how content can be laid out on a web page. 

This layout is a practical approach. Most web 

pages need a top header/navigation bar and a 

footer. They also need a left or right column (or 

both) for navigation or support content. 

A problem arises if you assume the template is the 

only possible design. Margins do not have to be 

equal all the way around. Content does not have 

to take up the entire width of a browser. The left 

and right columns do not have to be equal. 

Line length affects the readability of the text. In 

Figure 12.3, the center column of the grid is too 

wide. Column widths—whether for navigation, 

main text, or an aside—should acknowledge what 

the text needs. To respect your readers and honor 

the content, you must negotiate space and content 

(Figure 12.4). 

FIGURE 12.2 A practical web template is not the same 

as a grid, and should not be used for laying out text. 
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some real farmers, oodles of fertilizer and government aid, and some genetically modified 

seeds the friends manage to grow one acre of corn. Along the way they unlock the hilarious 
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and never hestors” (Salon), King Com shows how and why whenever you est a hamburger 
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‘Sponsored by Masspirg, Social Change, & Sustainability 

FIGURE 12.3 When the Film Series is applied to a web 

template, the line length gets too long. Equal left and 

right spaces undermine rhythm and tension. 
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FIGURE 12.4 Developing a grid based on line length, 

vertical spacing, and the relationship between 

elements creates a more readable text and a compo- 

sition with more rhythm and tension. Film Series by 

Chris Nelson. 

Palen aria eed impacted bythisnen ___|___ Ouillaume Matines | 

Grid Templates Aren’t “One Size Fits All” 

Templates are available to streamline creating 

a grid. Most notable are Blueprinelwww. 

blueprintcss.org/)and the 960 Grid. 

Systemilwiw.designinfluences .com/ 

f1uid960gs/). 

Templates offer a variety of solutions: Fewer 

columns make a more traditional layout, while 

more columns mean more flexibility. But 

templates are not “one size fits all,” and they 

are not organic. They don’t know if you are 

working with a narrow or wide font, small or 

large text, a list, prose, or a lot of images. They 

often dictate how much space you are allowed 

to put between elements, and how much space 

you are allowed to fill. 

If you want to use a template in the future, go 

for it. But if you find your content doesn't fit in 

a template, and if you find you're not satisfied 

and are doing a lot of math (“What if | use more 

or fewer columns?” “What if | use a wider or 

narrower container div?”), then put aside the 

template and build your own grid. 

Over time, as you become more familiar with 

HTML, CSS, and working with type, | recommend 

using percentage-based grids Siomaw | 

mpSrcehitagelGhidisystem (www.jetscram. m/ 

ppgrid/). For now, you'll focus on controlling 

your layout with pixels. 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

How to Establish a Grid 

Lay out the elements and move them around to 

discover the grid they need. Arrange them so they 

feel like individual parts of a whole. Web grids 

rely primarily on columns because readers scroll 

down long texts. To make the composition most 

pleasing, strive for rhythm and tension. Rhythm 

and tension can be subtle (the space between the 

edge of the text and the edge of the page; the way 

the h2s and links create counterpoints to the text) 

and still be successful. 

Start with What Your Text Needs 

Set your text first (like you did in the last lesson). 

If you try to work with text elements before estab- 

lishing size, line height, and line length, the grid 

won't work. It’s like shopping for a refrigerator 

without measuring the space in your kitchen. 

After you have the text set, you can move the 

pieces around, as described in the next sections. 

Physically Move Things Around 

Print out a page with your text elements. Draw a 

long, blank browser. Cut up the elements (Figure 

12.5) and move them around until they create a 

strong vertical line, horizontal relationships 

between elements, a focal point, and spatial 

tension in the white space. Document layouts with 

a photocopier, camera, or scanner (Figure 12.6). 

Try dozens of ideas. Work quickly; don’t worry 

about perfection. 

FIGURE 12.5 Cut up your long column of web type so 

each element (list, caption, memory, and so on) is on 

its own piece of paper. 

FIGURE 12.6 Arrange the paper scraps in a hand- 

drawn border. Document your explorations with a 

scanner, photocopier, or digital camera. Work quickly; 

don’t worry about perfection. 
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Use Image Software to Move Things Around 

If you don't have a printer (or scissors, or tape, or 

even just the inclination to use your hands), create 

an image file of a blank browser. Cut and paste 

screenshots of the text and image elements on to 

different layers. Move them around until they 

create a strong vertical line, horizontal relation- 

ships between elements, a focal point, and spatial 

tension in the white space. Document layouts with 

screen shots or save multiple versions of the file 

(Figures 12.7 and 12.8). 

FIGURE 12.8 Left: The section links work when on the 

right side, too. This layout could work, but to me, the 

elements feel scattered around the page, and the 

image might be too big. Right: This is the best one yet. 

The image is smaller. When | draw in “grid” lines, | can 

see this layout is more cohesive than the others. 

However, the image should shift over so it is on the 

grid. This will help the rhythm and tension on the 

page because it will improve the vertical lines. 

Be Willing to Make Modifications 

As you move things around, you'll realize that 

something doesn’t work (a color, a font size, a div 

width). Be willing to modify the text and image 
FIGURE 12.7 Left: The section links get lost across the 

top, and the ads are too prominent. Elements do not 
elements. You may have to settle for a less-than- 

feel cohesive. Right: Moving the section links to the perfect line length now and again, but at least 

left under the logo works much better. But the image you'll have started with the reader in mind (not 

isn’t in the right place. It should be with the direc- the width of the browser). 

tions, as it shows a step in the recipe. 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

Hand-Color Your Best Solutions 

Whether you've documented your exploration 

with a camera, a scanner, or by saving multiple 

versions in the image software of your choice, 

print out the pictures so you can see all of them at 

once. Lay out the multiple versions and edit down 

to the best solutions. | recommend pulling out 

some color pencils and hand-coloring the layouts 

to explore possible color palettes (Figure 12.9). 

Again, try dozens of ideas. Work quickly; don’t 

worry about perfection. 

Sketching Is More Important than Ever 

Why is sketching more important than ever? When 

you're trying to lay out elements, you're looking at 

syntax. It helps to work out the composition in 

advance. | recommend finding the grid by hand 

whenever possible. It allows you to develop more 

ideas in a shorter amount of time than sketching 

with image software. In addition, sketches done by 

hand feel impermanent; it’s okay to try new ideas 

and make mistakes when sketches take only a 

couple of minutes and can be thrown into the 

recycling bin. 

de lofe ‘4 
VOVnlas Ce 
Reith 

Black or 

Darke Baws 
(Narmner 

text? 

reaipe not 
alocre scroll. 

FIGURE 12.9 Edit down your best explorations. 

Hand-color the layouts to explore color palettes. 

Make notes to yourself about what is working and 



CHAPTER 12 Expressing Structure and Rhythm: The Grid 

The Grid 

Grids are systems of horizontal and vertical 

lines. To summarize: 

* Grids organize information on a page. 

* Grid systems are applied across pages. 

* Grids should be organic and respond to the 

needs of the text. z 

* Web grids rely primarily on columns because 

readers scroll down long texts. 

* Line length affects readability. Base column 

width on text, not available space. 

* To discover a grid, move elements around ona 

page. Document possible solutions. 

* When discovering the grid, work with text 

already set to.a possible font, size, and so on. 

* Continue to strive for a strong vertical line, a 

focal point, horizontal relationships between 

elements, and thoughtful relationships between 

elements on the page and the edge of the 

page itself. 
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Lesson 12: A Recipe, 

Part 2 
mater <ncugh for 2 single-crust ples or 1 doublecrest Solt-over ple. 

life 
Opie Flaky Butter Pie Crust for Sweet or Savory Pies 

=bote whe: 

In this lesson, you'll build upon the work you did _ Sat Se a eee eee 

in the last lesson. You'll discover the grid, and then 

build the page by nesting divs inside of one 

another (Figure 12.10). Finally, you'll remove the 

divs you created in the last lesson from your HTML 

and CSS files. 
ce Me qulshy sen tet wer atic 

The process of building this page, as outlined in 

the lesson, has more steps than are strictly neces- 

sary. Typographers usually consider placement 

while setting text, but / purposely separated the 

two. | want you to clearly experience creating a 

grid from the text elements you set in the 

previous lesson. 

This lesson helps you achieve the following 

objectives: : race gee inher 
ABE Sone Dawe. 

1 Practice discovering a grid by moving around 

the elements on a page. 

| Ifthe ple calls for a pre-cooked ple crust 

2 Practice the process of design—trying multiple en = pet shrinlesg) Keligerate 

» 
yap toes 

jose bor hare, ond continwe at regular 
intervals. 

solutions, documenting solutions, allowing 

yourself to try things you know won't work. 

Life and Pip DJ. Saith, anno —- Wed Design by Chris Nolin 

3 Refine your grid based on the needs of the text 

on the page. 

4 Build the grid (and thus the page) using nested FIGURE 12.10 By the end of this lesson, you'll have 
a grid built in HTML and CSS, like this example by 

divs. Even if you're already HTML/CSS savvy, Caneel 
ms Netson. 

follow the walk-through provided. | show you 

what a typographer looks for in the process. 
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Overview of the Lesson 

When developing a grid for a web page, start by 

setting your text to the correct size, line height, 

and line length. Properly set text elements are the 

building blocks for your layout. 

Discover the Grid and Document the Process 

Working with the text elements you created in 

the last lesson, cut up the elements and discover 

their grid. 

You can work with paper printouts, scissors/blade, 

and tape. Or you can work with imaging software, 

cutting and pasting each element onto its own 

layer. Either way, document your process. This will 

help you keep track of what you have already 

tried. it will also allow you to walk away from the 

project and return with a fresh eye. Having 

multiple ideas to review can inspire a greater 

variety of possible solutions. 

Be willing to try things you know won't work. 

Sometimes, moving things around without pre- 

conceived limits will lead to a new way of looking 

at the elements. 

Don’t worry about taking up the whole width of 

the browser. You can make your main_container 

narrower. In fact, | recommend using a width of 

990px for the main container throughout this 

book, but | have built sites using 970px, and a very 

common main_container width is only 960px. 

Build the Grid 

Finally, build the grid and page using nested divs. 

Don’t worry about getting the navigation and links 

working. You'll create those next. 

Creating Complex Columns by 

Nesting Divs 

In this example, you'll modify the recipe from the 

last lesson, so make a copy of the last lesson’s 

folder and name the new folder 12_recipe. Keep it 

in the web_typography folder. 

Rename the CSS file recipe_grid.css. Link it to the 

index.html file by going into the HTML file and 

changing the syntax in the head element to the 

following: 

<link href="recipe grid.css" 

rel="stylesheet" type="text/css" /> 

Change the title to the following: 

<title>Lesson 12: Recipe 

(Grid) </title> 

Pick the Layout You Want to Build 

By now, you should have multiple solutions for a 

layout. Pick the one that works the best: Line 

lengths are good for reading, there's a strong 

vertical line (elements are lined up and create a 

vertical line via continuation), and there's spatial 

tension between elements and the edge of the 

page. Overlay a grid of equal units to help you 

figure out size and placement of elements 

(Figure 12.11). 

191 



MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

which will live across columns (Figure 12.12). This 

will help you figure out what containers you need 

to make to hold other containers (Figures 12.13 to 

12.17). | refer to the containers that make up the 

basic structure of the site as structural divs and 

containers that nest inside other containers as 

nested divs for the remainder of this lesson. 
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FIGURE 12.11 A grid overlay divides the composition 

into equal 50px units. Use a grid to estimate size and eae 
placement of elements; this is especially helpful 

when working with mock-ups that aren’t the 

actual size. 
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Figure Out the Columns and Rows 

You'll need to build a structure in which to place Fost eeeradins os Jelme 
the elements—the content. You'll do this by 

nesting divs inside of larger divs. Start by identi- 

fying which elements will live in columns, and 

FIGURE 12.12 Identify where columns are, and what 

elements won't fit in a single column. This will help 

you figure out how to build the site. 
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FIGURE 12.13 My design starts with three structural 

divs: a top row, a left column, and a right column. 
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FIGURE 12.15 Pages can get complex. This page, by 

Chris Nelson, starts with five structural divs: three 

rows, a left column, and a right column. 
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FIGURE 12.16 When creating a complex page, think of FIGURE 12.17 More divs (violet) are nested inside the 
packing boxes inside of boxes so items don’t shift nested divs. | recommend giving divs a background 
during transit. Here, nested divs are in blue. color. It will help you see the page you are building! 
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Get Organized: Notations in CSS 

As you build a complex page, your CSS syntax will 

get longer. You'll have syntax for divs that struc- 

ture the page, syntax for the text elements that 

create hierarchy, and syntax for the classes that 

describe subtle shifts in the system. Making good 

type decisions often means taking care of subtle 

details with classes. Now is the time to get orga- 

nized and start using CSS comments! 

As the CSS becomes more complex, use notation 

marks to organize the syntax. Anything within the 

/* and */ characters will be ignored by browsers. 

In your CSS file, mark sections of syntax for links, 

structural layout, and elements. Create headings 

like the one below to separate chunks of syntax. 

/* ------- STRUCTURAL LAYOUT ------- oy) 

The hyphens are not necessary, but they create 

stronger visual breaks in the CSS, which will help 

you quickly scan your syntax. 

Because anything between the /* and */ charac- 

ters will be ignored by browsers, notation marks 

are also a great way to turn styling “off” and “on” 

in your CSS. You can use them to turn a div back- 

ground color off and on when you need to 

(Figure 12.18). 

#left_coLumn{ 

float: Left; 

width:31@px; 

height: auto; 

display:inline; 
/*background-color :#9CC9A9; */ 

3 

#text_coLumn{ 

float: left; 

width:38@px; 

height: auto; 

margin-Left:2@px; 

display:inline; 

/*background-color:#D8DBBD; */ 

hif 
font-size: 26px; 

line-height: 24px; 

padding-left: 75px; 
color :#BFA640; 

} 

[* --~--------- memory -~--------~------- te 

p.memory{ 

font-size:16px; 

line-height: 22px; 

margin-bottom: 12px; 

color: #B29E4D; 

} 

FIGURE 12.18 Use notation to organize your CSS 

syntax and to turn styling off and on. In this example, 

the div background colors are turned into notation, 

and no longer show up in the browser. 
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Notations in HTML 

The <!-- and --> characters for separating 

sections of the HTML syntax work in a similar 

manner. | tend to use them less often, but they can 

be helpful to chunk sections of a site. HTML syntax 

is also used to call attention to particular syntax 

on the page. Web designers working in teams use 

notation to mark syntax for other team members 

(also known as commenting or documenting code). 

Use notation in CSS and HTML to make your job 

easier. It takes a few minutes to organize syntax 

and create “headings,” but you'll be able to find 

a specific section of syntax in a file later, and 

you'll be able to pass files back and forth with a 

colleague. Commenting also allows you to better 

understand the structure of your work when you 

revisit it later. 

Build the Underlying Page Structure 

This part of the lesson is more complex than 

previous lessons because you are nesting divs. 

But everything you do in this lesson is built upon 

something you've done before. You're using the 

same syntax and techniques you used in A is for 

Alignment and in the Film Series project. You're 

just using them in a new way. 

Your design is different from mine, so | can’t tell 

you exactly how to build your page, but | can 

show you how | built mine. This will help you 

see the process—it will give you tips on how to 

approach your page structure, and how to control 

your elements within the divs. First, we'll start 

with an overview of the process. 

Make changes to text elements based 

on sketching 

When sketching solutions, you may have modified 

some elements. 

For example, in Chapter 11, | set the memory text 

bigger than the directions. But when | started 

laying out the elements, | realized the memory 

text was too big (it took up too much space on the 

page). In my sketches, I quickly reduced the 

memory text so | could work with it. Now | need to 

go back and change the memory text in the CSS so 

it is the correct size and column width. 

For another example, in Chapter 11,1 set my 

section links list to be aligned left. While 

sketching, | realized | want them aligned right. I'LL 

need to make that change in the CSS, too. 

Identify what changes you made to your elements 

during your sketching process, and make them in 

your CSS now, before you start building the struc- 

ture. Color changes can wait until Later. 

Make changes to images based on sketching 

You'll definitely have to make one change: the 

image size. In the sketching process, you found the 

best size and placement for the image. 

Using imaging software, resize the image to the 

correct size. Make sure your image remains at 72 

ppi and that you save it as a JPEG file. Always fix the 

size of an image before placing it into the web page. 

Unless you are designing a scalable web site, 

placing big images and reducing them in CSS slows 

down the site with unnecessary data. Small images 

enlarged in CSS result in poor-quality images. 

You may crop the image (cutting off parts of it), 

either to change the shape of the image box or to 

focus on an aspect of the image. For this content, 

that's fine. The recipe and the memories are the 

main content; the image is secondary. If you ever 

design a site with images as the primary content— 

such as a site for a photographer—refrain from 

cropping unless you have explicit permission. 
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Honor the image as you would honor the text. 

Avoid arbitrarily cropping an image to create a 

grid. If you find yourself chopping off parts of 

people's heads or hands—or eliminating impor- 

tant aspects of an image so you can make it fit— 

it's time to reevaluate how the image fits in the 

grid (Figure 12.19). 

Directions 

MaKe THE DOUGH 

FIGURE 12.19 Top: The cook has hands, and the image 

is more active. Bottom: Without hands in the picture, 

the rolling pin could simply be resting on the dough. 

Avoid arbitrarily cropping images. If you start chop- 

ping off people’s heads and hands to make an image 

fit, it’s time to reevaluate your grid. 

1 Name and describe the structural divs in CSS. 

2 Put the divs in the HTML with the 

<div></div> tags. 

3 Place divs with the float property. 

4 Clear margins and padding with the universal 

selector if you haven't already done so. 

5 Put margins and padding back in as needed (to 

properly place the divs), making changes as 

needed. 

| highly recommend giving each structural div a 

light background color. This will help you see 

them, to help you make adjustments as you build 

the composition. 

| recommend using a background color rather than 

a border. Borders add pixels to the widths of the 

divs. In more complex compositions like this one, 

the extra pixels create complications when it’s 

time to remove them. 

How | Built My Underlying Page Structure 

Again, your design is different from mine, but 

walking you through my example should give you 

insight into how to proceed. | followed the steps 

recommended in the preceding section. | started 

by modifying both my text elements and my 

image based on my sketching process. Then | 

tackled the structural divs. 

| figured out what structural divs | needed 

My design (Figure 12.13) needs a container across 

the top to hold the navigation links (a header_ 

container). It also needs a left container to hold 

the logo and links for the current section (a 

section_nav_container). Finally, my design 

needs a right container to hold three nested 

divs (a content_container). 
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Inside the right container, which I’ve called 

content_container because it holds all my 

actual content, | need to nest three more 

containers (Figure 12.14). Why? Because the 

recipe title isn't in a single column; it spans across 

two columns. | need to put the title in a container 

that spans two containers forming the two 

columns. If | try to put these three containers in 

without nesting them inside another container, it’s 

much more difficult to get the composition to 

work. Browsers will try to place these containers 

by following the rule: Place floated containers in a 

row until there is no more room, and then start the 

next row. Thus, the title will show up correctly 

(next to the section navigation), but the columns 

may show up in a row below the section 

navigation! 

With time, practice, and experience, you can use 

additional syntax to place content perfectly 

without so many divs. But if you are just starting 

out, | recommend using nested divs. You can see 

them in context as you build the composition. As 

you gain experience and confidence in working 

with HTML and CSS, explore positioning content 

with less divs. An excellent article to get you 

Started is “Divitis: What it is and How to Avoid It” 

at apaddedcell.com/div-itis. 

Inside the right container, my design needs a 

nested container across the top to hold the recipe 

title (a recipe_title_container). It also needs 

a nested left container to hold the content in the 

left column: the ingredients, ads, picture, and 

caption (a left_column). Finally, my design 

needs a nested right container to hold the content 

in the right column: the memory text, the recipe 

instructions, and the copyright information 

(a text_column). 

A note about naming divs: In this project, | am 

breaking a rule about naming divs. You shouldn't 

use words like “left” or “right” in div names. As a 

website grows or gets reorganized, you might 

need to change where the divs live. And it would 

be very confusing to have your left_column div 

on the right side of your web page! But because 

I'm showing you something complex, | think the 

simple term left_column is helpful here. So I’m 

breaking the rules and using it as a div name for 

this project. 

l used a grid overlay to estimate the size of each 

structural div 

My chosen sketch was made by cutting and pasting 

elements onto layers in Photoshop. To create a grid 

overlay, | drew lines over the design at 50px inter- 

vals (Figure 12.11). This helped me see how big my 

divs needed to be. | ended up with the following 

seven divs with the following measurements (note 

that there is a left margin on the text_container 

that separates the two columns): 

#main_container { 

width: 950px; 

height:auto; 

margin-top: 0px; 

margin-right:auto; 

margin-left:auto; 

padding-bottom: 20px; 

overflow:hidden; 

} 

#theader_container { 

width: 860px; 

height: 90px; 

float:left; 

} 

#section_nav_container { 

width: 150px; 

height:auto; 
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floater tr, 

} 

#content_container { 

width: 710px; 

_height:auto; 

Floater e. 

} 

#recipe title container { 

width: 710px; 

height: 65px; 

float:left; 

} 

#left_column { 

width: 310px; 

height: auto; 

float:left; 

} 

#text_column { 

width: 380px; 

height:auto; 

margin-left: 20px; 

float:left; 

} 

| put the divs into my HTML 

| put my new divs in at the very top of my HTML 

page. | didn’t worry about the content yet. | put my 

structural divs in first, and then nested other struc- 

tural divs in where | needed them. Nesting divs is a 

matter of putting divs inside of other divs, like so: 

<div id="main_container"> 

<div id="header_container"> 

Top navigation bar goes here. 

</div> 

<div id="section_nav_container"> 

Logo and section links go here. 

</div> 

<div id="content_container"> 

<div id="recipe_title_container"> 

Recipe title goes here. 

ss ficlinys> 

<div id="left_column"> 

Ingredients and other 

elements go here. 

</div> 

<div id="text_column"> 

Memory and directions go here. 

</div> 

</div> 

</div> 

| added color to my divs, and viewed my web page 

Adding background colors to divs helps you see 

what's going on while you’re building a complex 

structure (Figures 12.20 and 12.21). This structure 

was simple enough for me to do all at once. But 

when a structure feels complicated to me, | will 

view the page multiple times as | build it. That 

way, | can catch mistakes as | make them. 

If your structure feels complicated, | recommend 

you do the same. Mistakes are easier to catch and 

fix if you view the page at every step. 

FIGURE 12.20 Building a page can be easier if you 

insert the basic structural divs first. Notice they have 

background color. It can also help to write in the 

HTML what each div will hold. Because you are 

building the structure at the top of an existing page, 

you might see some of your existing HTML below the 

new structure. That’s fine; you'll delete it soon. 
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No eaatter how good the filling, a gre 

There are four basic {ugrodients 

FIGURE 12.21 After your basic structure is working, 

you can nest divs as needed. 

When you're finished, you should have a structure 

in which to insert your content. 

Place Content in the Structural Divs 3 

In the HTML, cut and paste the correct content into ee vay 

the structural divs (Figure 12.22). sobcben sprari eae aree 

Do not include the original divs you set up in the 

last lesson. You are going to delete those. Only 

copy and paste the content and any tags you used " jas area d 
Ro the doagh a 2 inch ce, about 1/8 ofan inch ; 

to define the content (ul, h1, h2, p, and so on). 

Paste the content inside structural div tags, in the 

order it should appear. 

For example, in my syntax, the following code: 

<div id="header_container"> 

Top navigation bar goes here. 

</div> 

FIGURE 12.22 The content has been cut from the old 

divs and pasted into the new divs. The old divs were 

left at the bottom of the HTML syntax. They'll be 

deleted. 

becomes this: 

<div id="header_container"> 

<ul id="main_navigation_list"> 

<1i>Crusts</1i> : 
View your web page. . . often! 

<li>Fruit Fillings</1i> ; : 
Adding so much content at once into your struc- 

ture can be complicated. If you accidentally paste 

something into the wrong div, or even into an 

<li>Custard & Pudding Fillings</1li> 

<li>Savory Fillings</1i> 

<1li>About the Author</1li> 

</ul> 

</div> 
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element tag, the results can look a little weird. | 

highly recommend you view the page multiple 

times as you build it. Mistakes are easier to catch 

and fix if you view the page at every step. 

When you're finished, you should have a page 

structure with all of your content in place. The 

content won't look right yet. That's okay; you'll 

fix it. 

Delete old divs 

After you move the content up into the new struc- 

ture, your HTML page will still contain the old 

divs—the ones you used in the last lesson to set 

your line length. You don’t need these divs 

anymore. Go ahead and delete them all. You may 

even have a second main_container in there 

that holds all the old divs. If you do, delete it. 

You can also delete the IDs for the old divs from 

your CSS file. You won't be using them again. 

Refine Placement of Content 

As always, review your layout, note what needs to 

change, and tackle the changes one by one. 

You can move things up, down, left, and right by 

using margins, padding, and floats. If necessary, 

you can change the widths of divs. 

Refining your content placement may be more 

complex here than in previous lessons because 

you may have many different kinds of element 

tags (h1, h2, p, ul, 1i) ina single div. But every- 

thing you do in this lesson is built upon something 

you've done before. You're using the same syntax 

and techniques you used in the Film Series 

project. You're just using them in a new way. 

Using floats, padding, and margins, you should be 

able to get your elements to do what you want, 

although you might have to make some classes to 
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do it. If you find you can’t get an element to posi- 

tion correctly, | have two suggestions. First, Google 

the problem; you now have enough experience 

with HTML and CSS to understand a discussion 

online. Second, you may need to create a special 

div to wrap an element. Wrapping an element in 

its own div can give you more control. On simple 

pages, this isn’t necessary, but on more complex 

pages, you may need the occasional extra div. 

Again, your design is different from mine, but 

walking you through my example should give you 

insight into how to proceed. 

How | Refined My Content 

As recommended earlier, | started by noting what 

needed to change, and tackled the changes one by 

one. | started from the top of the page, and worked 

my way down. As each area of the page was fixed, | 

turned off the div background colors. 

| shifted the main navigation links to the right 

In my design, the main navigation links should be 

aligned with the right edge of the content. When | 

flowed them in, they were aligned to the left edge. 

| fixed this by adding a float: right; tothe 

#main_navigation_list (Figure 12.23). Floats 

can be added to other elements, not just divs. The 

syntax looks like this: 

#main_navigation_list{ 

float:right; 

a 

I shifted the logo to the right 

In my design, the right edge of the logo should be 

aligned to the right edge of the section links 

below it. | fixed this by creating a class called 

logo, floating it right, and applying the class to 

the logo image in my HTML (Figure 12.23). The CSS 

syntax looks like this: 
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.logo{ 

float sright; 

} 

The HTML syntax looks like this: 

<img src="images/11_logo.gif" 

class="logo"> 

I shifted the section links down 

In my design, the section links should be lower on 

the page than they are when just pasted into the 

div. | lowered them by adding a float: right; to 

the list and then adding a top margin equal to the 

top of the list (Figure 12.23). Why did | float the 

list? Because | floated the logo, | had “taken it out 

of the flow” of the elements in the div. In order to 

force the list to recognize the bottom edge of the 

logo, | had to float the list, too. The CSS syntax 

looks like this: 

#section_links list{ 

fediOa tess ointey 

margin-top: 40px; 

text-align:right; 

} 

I shifted the recipe title and ingredients list over 

In my design, the recipe title and the ingredients 

are lined up on their left edge. They are also posi- 

tioned farther away from the logo and section 

links. | moved them over by adding a left padding 

of 75px to both the hi and the #ingredient_list 

(Figure 12.24). The CSS syntax looks like this: 

lad 

font-size: 26px; 

line-height: 24px; 

color: #BFA640; 

padding-left: 75px; 

} 

#ingredient_list{ 

padding-left: 75px; 

My grondnrother illyraye used buiter in her piscrssty, 
wove lard. Why? ThalkO™s eietshe leorned from 
rer canther! My greet prind-orither was a prackead 

man, ond butter vas what she tisd. Growing ap om 

issct- grand cinther followed the camimon wcbedule of} 
Tw, kecrwdah on Minidies, iron on Tuesdays, 

imeéndcn Wednesdays, chitr oo Tharsdsys, clean om 
idays, bake on Sansriays, sest on Sundays LO%) 

seus find wathy very cole Batter asad a cninimtin of: 
sipped Adky and buttery. Attakes 2 litle 

thoroughly chilled butter and pulse 6 to 8 times, until 

ure resembles cnarse meal with pea-size pieces of batter. 
tablespoons: ‘of ice water. Pulse the mixture once or 

DIVIDE INTO TWO BALLS AND CHILL 
(65 roinutes minimum) 

emove dough from food processor and place ons dean 
surface. Divide the dough in hal. Firmly but quickly form 
cach into 2 ball with as little handling as possible. 

Do not over-handle the dough) You should still be able to see 
ule bits of butter in the dough. These bits of butter are the 

cret toa flaky crust 

SAE ae cave teaa a 

OLL DOUGH ANDO LINE PIE DISH 
o mainutes) 

move one ball of dough from the refrigerator. Let it sit 2t 
oom temperature for § minutes. Sprinkle some flour on top 

che Dal snc col out witha fog ph en lightly Boured 
face. Move quickly and do no! oves-handle the dough. 

PRoll until the dough a 12 inch cirele, sbout 3/8 of an inch 
hick. Fltp the dough aver frequently, adding 2 few sprinkles 

of flour if necessary to keep the dough from sticking. 

Gently Sarton ciate dae 
the fold with the center of the pan. 

unibld. Te avoid teasing or stretching the dough, it 

life & Pie © 2010, J. Smith Web Desig by Laura Franr 

FIGURE 12.23 The ul for the top navigation is now 

float:right. The logo and section links ul are also 

float:right. Space has been added above the section 

links ul with a margin. As each area of the page is 

fixed, | turn the div background colors off. 
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I shifted the ingredients heading and text over 

When | moved the ingredients list over, the 

heading and the text that says, “Makes enough for 

2 single-crust pies...,” needed to move over as 

well. The heading is an h2. The text is a p. | didn’t 

want to add a 75px left padding to every single h2 

and paragraph on the page, so | made classes and 

applied them in the HTML (Figure 12.24). Here’s 

the CSS syntax: 

h2.ingredients { 

padding-left:75px; 

y 

p-ingredients{ 

padding-left:75px; 

} 

The HTML syntax looks like this: 

<h2 class="ingredients">Ingredients 

<a) Wo 

<p class="ingredients">Makes enough 

for 2 single-crust pies or 1 

double-crust fold-over pie.</p> 

| shifted the ingredients heading and text down 

In my design, the ingredients are lower on the 

page than they are when just pasted into the div. | 

want the top of the section links to line up with 

the top of the ingredients list (Figure 12.24). This 

will create a horizontal line, which will help create 

tension in the page layout. | also need a little 

vertical space between the bottom of the ingredi- 

ents list and the “Makes enough for 2 single-crust 

pies...” text. | had already created and applied 

classes for the ingredients h2 and the ingredients 

p, So | simply added some top padding to each. 

The CSS syntax looks like this: 

h2.ingredients{ 

padding-left: 75px; 

padding-top: 52px; 

} 

p.ingredients{ 

padding-left: 75px; 

padding-top:15px; 

} 

| positioned the ads and the image 

In my design, the ads line up with the ingredients 

list, so they needed to be moved over 75px. They 

also have space between them, so they needed 

top and bottom margins added. | added more 

space to the top of the first ad and the bottom of 

the last ad than | did between the ads. This helped 

group the ads so they didn't feel too close to the 

ingredients above them or to the image below 

them (Figure 12.24). Here’s the CSS syntax: 

#advertisement_pbs_ container { 

margin-left: 75px; 

margin-top: 40px; 

width:155px; 

height: 75px; 

padding: 7px; 

background: #364C63; 

} 

#advertisement_book_container{ 

margin-left: 75px; 

margin-top:10px; 

width:155px; 

height : 90px; 

padding: 7px; 

background: #423624; 

} 

#advertisement_restaurant_container { 

margin-left: 75px; 

margin-top:10px; 

margin-bottom: 50px; 

width:155px; 

height: 75px; 
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padding: 7px; 

background: #364C63; 

} 

| moved the caption over and down 

In my design, the caption is lined up with the 

ingredients list, has a shorter line length, and isn’t 

so close to the bottom of the image. | fixed this by 

adding 75px of space to the left of the caption and 

10px of space above the caption. | was already 

using a class called caption for the caption text, 

so | simply added the new spacing to the class 

(Figure 12.24). The CSS syntax looks like this: 

.caption{ 

padding-left: 75px; 

padding-top:10px; 

font-style:italic; 

color:#B29E4D; 

} 

I fixed the spacing on the h2 and the 

copyright text 

| want more space above the “Directions” h2 

(Figure 12.25) than there is when the content is 

just pasted into the div. | fixed this problem by 

adding top padding to the h2. The CSS syntax looks 

like this: 

h2{ 

font-size:18px; 

line-height :22px; 

padding-top: 30px; 

padding-bottom: 6px; 

color: #423624; 

} 

life Flaky Butter Pie Crust for Sweet or Savory Pies 

pie Raikes padi ahh sry teas 

wertnle , 

Ingredients es beet wis geloninn ee ] 
Crumb Croats » 2)2 cups all-purpore flor, plus fey water and aa (OF all the pietemsts T mabe, the 

: extra for rolling Tenttencrist 1s 0 tersonnl favorite; Gfled with 
Lette ee + 16 Thep (2 sticks) onsale buter, Se r 

Fiaky Butter Crust -very-cold, cut into 3/2 inch exbes 

© 1 teaspoon selt 
+ 1 teaspoon sugar (inesease to 1 1/2 

Savory Doves neve ord, Why? be leamel from. 
lice mente! eleonainmaruaepienin Shortbread Cross fsloman, and lott yas) what sie had. Growing ap om tencpocms if for a sweet recipe) 

Sweot Dough « 4 {08 tablespoons ice wator 

Bice Makes enough for 2 singlo-crost pies 
or 1 double-crustfold-over pic. 

MAKE THE | ‘pauen = 
(25-30 mizmtes) Fe. 

Gat the seks of butter into 3/24 sch exes and piace ft 
freezer fr at leer 35 minutes (preferably longer) so the are 
thoroughly chilled In a food processor, combine flour, salt, 
and augay, pulse to mix, 

‘5a thoroughly chilled butesxod pote 6 t 6 tare atl 
mixture resembles coarse meal with pea-size pieces of butter, 
ed Shere ol iene sulle oe nite! once oe i 
rice. 

Pine some ofthe crumbly dough Mic holds ogee i 
ready, {f not, continus adding fee water 1/2 teaspoon at = 
Hime, pulsing each time anil mixture just bogins to dump _ 
ea ae 
ie holds together, 

DIVIDE INTO TWO BALLE AND cmt a 
ere tutes minimum) 

c Beeson eae prec Raia se 
é tevin, Date dong nt yt aly frm 

(seer a i na Tite eel, Saceae ¢ 

Do not ver-hantle the dough You should sti beable tm se 
poet re Pea tl 
ecret to afaky rust, 

rp ae nae wpa igre tot | 

ROLL DOUGH AND LINE PIE DISH 
(ao mimates) 

fee acactees eae te Latisie at 

rolling pi 
rurface. Move quicly and do not ovwr-handle the dough. 

Roll unl the dough 2 12 nel circle, ebout 3/8 of am nck — 
i Oe Rao seeaaety adding afew sprinkles 
flour if necessary to keep the dough from sticking. | ; 

Gently 8 iba Paonia eat les 
the fold with the center of the pan. 

Gey ooo og ting tha oh 
arround the edge, and let the dough drape fmrard. 16 
necessary, trim the davgl to a t-inch overhang. Fold excess 
pes sreeh adie piece ea 
tim, anid pinch to form a tat edge. 

cian fb ire : 
pees the, i i 

Life & Pie © 2010. Sith Web Dssenby Lanes Franz Is 

FIGURE 12.24 The h1, ingredients, ads, image, and 

caption are all in their right places, thanks to adding 

margin and padding where needed. Notice how the 
top line of the ingredients list lines up with the top 

section link. This helps create a subtle horizontal line 
that increases rhythm and tension. Typographers 

often let the h2 pop up above the horizon of the text. 
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There shouid also be more space above the copy- 

right notice, and a bit of space between the notice 

and the “Designed by” text right next to it (Figure 

12.25). | fixed these problems by creating and 

applying classes to the copyright notice and the 

“Designed by” text. The CSS syntax looks like this: 

p.footer{ 

padding-top: 30px; 

} 

.design{ 

padding-left:10px; 

} 

The HTML syntax looks like this: 

<p class="footer">Life & Pie &copy; 

ZOLOG 

class="design">Web Design by 

Smith <span 

Laura Franz</span></p> 

Fixing the “Double-Margin” Bug 

This book is about typography, not debugging 

HTML and CSS to work across platforms. However, 

I'd be remiss if | didn’t mention the “double- 

margin” bug. 

Internet Explorer doubles the measurement of the 

margin on the same side a div is floated. That is, if 

a div is floated left and has a left margin, the 

measurement of the left margin is doubled in 

Internet Explorer only. 

This can wreak havoc with your layout in Internet 

Explorer. The quickest fix to this bug is to add the 

following (in CSS) to each floated div: 

display:inline; 

Rese ate 

life 
pie 

Flaky Butter Pie Crust for Sweet or Savory Pies 

rer how good the Gilling, 2 greet erast suddoes a 

Ingredients 

Crumb Grusts © 2/12 cups all-purpose flour, plus 
extra for rolling 

Lard and Suet 5 
* 16 Thep (2 sticks) unsalted butter, 

Flaky Butter Crust ‘yory-cald, cut into 2/2 inck cubes 

Savory Dough * Lteaspoon salt 

* 1 teaspoon sugar (increase to 1.1/2 

ERA IRC teaspoons if for a swoet recipe) 
Sweet Dough » 4t08 tablespoons lee water 

Whole Wheat 
oes Makos enough for 2 single-crust pos 

‘or 1 double-crust fold-over pie, 

Directions 

MAKe THe DOUGH 
(5-30 minutes) 

ut tho sticks of butter into 1/2-Inch cubes and place in the 
froceer for at least 15 minutes (preferably loniger) 90 they aro 
thoroughly chilled. In-a food processor, combsine flour, salt, 
sand sugar, pulse to mix. 

Add thoroughly chilled butter and pulse 6 to 8 times, until 
mixture resembles coarse meal with poa-siza pieces af butter. 
_AdU g tablespoons of lee water, Pulse the mixture once or 
twice. 

Pinch some of the crumbly dough. Ifit holds together, i's 
ready, ifnot, continue adding lce water 1/2 teaspoon at « 
time, pulsing each time anti] mixture just begins to chump 
‘together, Continue until when you pinch the crambly dough 
Itholds together. 

DIVIDE INYO TWO BALLS AND CHILL 
(65 minutes minimum) 

Remove dough from food processar and placo on a clean 
ssurfare. Divide tho deugh in half, Firmly but quickly farm 
each into a ball with es littio handling ax possfble. 

De not over-handle the dough! You should still be able to vee 
Tittle bits of butter in the dough. These bits of butter are the 

secret to.a flaky crust, 

‘Weep tho balls in plastic wrap and retrigerate at least hour, 

ROLL DOUGH AND LING Pre DISH 
(Qo minutes) 

Remove one ball of dough from the refrigerator. Let itsit at 
room temperature for § minutes. Sprinkle some flour an tap 
of tho ball and roll out with a rolling pin on a lightly floured, 
surface, Move quickly and do not over-handlo the dough. 

Roll until the dough a 12 inch clrelo, about 1/8 of an inch 
thick. Flip the dough oves frequentty, scaling a few sprinkles 
of flour if necessary to keep the dough from sticking. 

Gently fold in half, Place on to a g-inch pio plate, ning up 
the fold with tho cunter of the pan. 

Gontly unfold. To avoid tearing or stretching the dough, lft 
round the cage, antl let the dough drape inward. If 
nccussary, trim the dough to a 1-inch overhang. Fold excess 
dough under so it€™s flush with (and on tap of) pio-plats 
‘rim, and pinch to form a flat edge. 

Crimp edge of dough, if desired: Using your thumb and. 
forofinger, press the dough gently against a knuckle from 
your othor hand, und continue at rogular intervals. 

IF THD PIE CALLS FOR A PRE-COOKED Pre CRUST 
4 Prohout oven to 350A", Prick bottom of pie dough all over 

swith a fork (to prevent it from puffing up or shrinking). 
Refrigerate until chilled, at least 10 minutes. 

2 Carofolly line dough with perchmant paper or fol; fill to the 
top with pio weights or dried bouny, Bake until crust ls firra, 
about 15 minutes. 

3: Remove parchment and woights; continue baking until crust 
Is golden brown and bottom is flaky to the touch, tg to 20 

minutes, Cool completoly before Alling, 

Life & Pio ® a0r0, J. Smith Web Deslyn by Laura Fron 

FIGURE 12.25 The last div was the easiest. | added 

space above the h2 and the copyright information. 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

I've added it to my structural divs throughout this 

chapter. For example: 

#text_column { 

width: 380px; 

margin-left:20px; 

height:auto; 

float:left; 

display:inline; 

} 

Another fix would be to use padding inside the 

structural divs instead of using margins outside of 

them, or to skip the margin-left altogether and 

just float the right-hand div to the right. But the 

way I’ve shown you is fine and will work. As you 

become more familiar with HTML and CSS, you will 

find the method that works best for you. 

Finishing Up 

If you haven't already done so, fix the characters in 

your text. Fix curly quotes (&ldquo; and &rdquo; 

for double curly quotes, and &lsquo; and 

&rsquo; for single curly quotes), apostrophes 

(&rsquo;), and em (&mdash; ) and en (&ndash; ) 

dashes. You will also find a degree symbol 

(&deg; ), a copyright symbol (&copy; ), and an 

ampersand (the “and sign” in the “Custard & 

Pudding Fillings” link) (samp; ) that need to be 

fixed. 

When the page is laid out according to your grid, 

you're ready to refine your system of links (and 

make them work!). We'll do this in the next lesson. 

But first, congratulations are in order! You have 

built a complex structure of divs. Every web page 

is different, and you'll learn something new every 

time you design a solution to a new problem—but 

you now have a solid foundation on which to build 

your knowledge. 

Recommended Resources 

For this lesson, | recommend the following on- 

line resources: 

To learn about Blueprint, popular grid system 

for the web, go to www. blueprintcss.org/ 

To learn about the 960 Grid System, another 

popular grid system, go to 

www.designinfluences.com/f1uid960gs/ 

When you're ready to learn about how to use a 

percentage-based grid, go to 

www.jetscram.com/ppgrid/ 

To learn more about the Modernist modular grid, 

go to www. thegridsystem.org/ 

To read about how to reduce the number of divs 

in your future compositions, go to 

apaddedcell.com/div-itis 

To find character entities for symbols, go to 

w3schools.com/tags/ref_entities.asp 

w3schools.com/tags/ref_symbols.asp 

Moving Forward 

This chapter introduced you to finding and 

building a grid based on the needs of the text. The 

chapter also introduced you to nesting divs and 

positioning multiple elements in a div. 

In the next chapter, you will learn about estab- 

lishing a system of links. 
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CHAPTER 13 

Helping Readers Move through the Site: Navigation 

Navigation has a voice on the page. it says, “Click 

on me and I'll take you where you want to go.” 

It says other things, too: “You are here,” and 

“These are places you have been.” It says, “Here 

are some places in the same area of the site you 

can go to,” and “Here are different areas of the site 

you can go to.” 

When a reader rolls over a link, it gives feedback: 

“You have engaged me—I am ready to take you 

where you want to go.” 

When a reader clicks on a link, it gives additional 

feedback: “Interaction successful—prepare to go 

to a new place.” 

When done well, navigation communicates to 

readers on many levels. 

—— 
Readers scan navigation elements quickly. You 

should help them by setting the links (size, line 

More like headings than prose, links can withstand 
: . However, the more 

links you have, the more the reader will have to 

scan, and the more readable you should make the 

navigation (Figure 13.1). A handful of links is 

manageable when set in all caps or center aligned. 

If the reader has to parse a dozen links, you can 

provide word shapes and a left edge to help. 

If You Click on Me, I'll Take You Piaces 

Links need to feel different from the rest of the 

text—they need to have a different voice. Placing 

navigation bars and lists of links apart from areas 

of text helps communicate this difference. But 

links are in the text as well. Inline links need to be 

set apart in other ways: color, style, size, case, or 

weight. When using one of these characteristics 

for links, don’t use it for other text. Using the char- 

acteristic that means “I’m clickable” on nonlinks 

creates confusion (Figure 13.2). 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

AREAS OF STUDY 

ART EDUCATION 

ART HISTORY 

CERAMICS 

DIGITAL MEDIA 

DRAWING 

GRAPHIC DESIGN 

AREAS OF STUDY 

2D STUDIES 

3D STUDIES 

ART EDUCATION 

ART HISTORY 

MUSIC 

VISUAL DESIGN 

mA Success Story 

8 small Claims Court 

ILLUSTRATION 

JEWELRY/METALS 

MUSIC 

PAINTING 

PHOTOGRAPHY 

PRINTMAKING 

SCULPTURE 

TEXTILE DESIGN 

TYPOGRAPHY 

WOOD 4 

FIGURE 13.1 Left: A handful of links set in all caps and 

centered is easy to scan. Right: A long list of links gets 

hard to read. Providing word shapes with lowercase 

letters and a left-aligned edge would help readers 

scan the list. 

You Are Here 

Knowing where they are in the site helps orient 

readers to other places they want to visit. This 

guidance is especially important in a site with 

complex navigation. 

Use contrast (change in color, case, size, or back- 

ground color) to indicate where in the list of links 

the reader is in the site (Figure 13.3). 

19 | USDA Mediation | About CMCRI | CMCRI Mediators | News and Events 

s°, Community Mediation Center of Rhode Island 

\wonteing +agerer te reach resolutions. 

What is Mediation? 
Hl 1 think I need mediation. Mediation is a process where the parties thut disagree sit down 
i What do | do? with 2 neuteal third party, called a mecliator. They each talk about 

the dispute and the mediator helps them each a solution that 
What is Mediation? works for both of them. 

Mediation Matters: Mediation is... 
Self-determined 
Participants determine an acceptable solution. Out of clutter, find simplicity 

From discord, find harmony 

fn the middle of difficulty, ties 

opportuntty. 

| Mediation and 
Future-oriented 
Focuses on mediated and long-term solutions, 

Respectful 
Encourages better communication between participants, pe ee 

Affordable 
Costs less in money, time and emotional wear and tear 
than going to court. 

Effective 
Higher compliance rates than decisions made by courts. 

More satisfying 
Participants shape the outcome 

MEDIATION 1S NOT a determination of who is right or wrong, 

I i caer SI os Se Ae Ree 

ff) What is Mediation? 

Smail Ciaims Court 

1 | About CMCRI | CMCRI Mediators 

“aN Community Mediation Center of Rhode Island 

): worteing 4ageter te veach resoluk ons 
> S 

What is Mediation? 
|) I think need mediation. Mediation is a process where the parties that disagree sit down 

What do I do? with a neutral third party, called a mediator. They each talk about 
the dispute and the mediator helps them reach a solution that 
works for both of the 

E) Mediation Matters: 
A Success Story 

Participants determine an acceptable solution. Out of clutter, find simplicity. 

From discord, find harmony. 

In the middle of difficulty, lies 

Respectful opportunity. 

Encourages better communication between participants. 

Mediation and 

Future-oriented 
Focuses on mediated and long-term solutions. 

Albert Ginstain 

Effective 
Higher compliance rates than decisions made by courts, 

More satisfying 
Participants shape the outcome 

FIGURE 13.2 Top: It looks like there are many links in 

the text, but there is only one link in the first para- 

graph. Using the characteristic (red) that means “I'm 

clickable” on nonlinks creates confusion. Bottom: The 

red has been removed. Readers can see what is click- 

able and what isn’t. 

If you do not want to orient readers through 

changes in the navigati 
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a oS baseline 
NEWSREVENTS CLCUENT ISN ING8 POSTERS PUBLICATIONS BACK ISSUES OTHER PRODUCTS SUUSCRIBE SEARCH SITE ABOUT/CONTACT 

The Crystal Goblet or Printing Should be Invisible 

Beatrice Warde (1932) 

“Prise to the turn of the ventery, proctiianera often equ over the cinta of persat style 
eras pearatity, sich asthe wnat fx f a lectuee given by Resince Ward 
{1900—1969) to Ble Saieey of Tupoprephic Designers in London (later pubtshed es an 
sone). Warde, sto ise the pen name Pa Beaujon, ous a respecte type historian ond 
critic af the grape ares indastry. ts 2697, 0% the kiength Bean's waiting in the lcurare 
she isos axpinte edo ofthe Moncey Recorder, pubiished in England by the Lonstone 
Mogodype Companys. Te Orgetel Godley” s Wendes bestskacein (em moet reprinted) uy 
en the cherty of type end! design. Inthe introction fo he= book of coliscted wring, The 

A page hom Never Bacay design forthe cower ef CnAtOL Gable, dhe oseeres thatthe eway contin es thar must de "said over ogoin fe 
Cater be icterece MagatnesbeTractiesan other euaste mony pemple tho in the nature ef Uber work houe bo deal with the putting of 
Siler Sumer sea. Warde evel bave printed wards at paper—end we, for one reason other, ure in dager af becomstey 34 

| comida this Lguct ts Rivearisiparent CS fescinoted by Ue Unicorn of Achniges x bids are supposed to be by the eye of @ 
| dee to he Se eat emcand ered of OTE magenta Ser 

Imagine that you have {agoo of wine, You may choose your own favorite 
ration, 40 that it bea deep shimmering crimson in 

One is of slid gota, wrought in the most 
eens 

cmuinigratioreen DASELINE 
NEWSSEVENTS CURRENTISSUE66 POSTERS PUBLICATIONS MACK ISSUES GTHER PRODUCTS SUBSCRIBE SEARCH SITE ABOUT/CONTACT 

The Crystal Goblet or Printing Should be Invisible 

Beatrice Warde (1932) 
“Price to the Carn ofthe exahary, pructisioners often argued ost the virhaes of personal style 
versas neutrality, ahich wes the andertng topic ofa lectue given by Bestries Warde 
(902-1969) 0 the Society of Typagrophic Designers in Lindon later published ex un 
exe). Winds, cho used the pen naree Pus Beason, teas a respecte tus historian and 
critic ofthe gramps arts ichwstry. In 127, on the strength Becjon's eritng in the Neuron, 
she was appointed «itor of the Monotype Recordse, published is England by the Lanstore 
Monotype Company, “The Crista! Goblet” fs Ward's brstsknsam (and mest reprinted) essry 
the clarity of type and design. In the introchection tu her book of ealected writing, The 
Cryntol Goblet, hc csterts that the esany contains ics Urol must be oid over opin in 
ctor terres to many peuple who in the nurure of thelr ieork have to deal withthe puting of 
printed words on paper—and who, for one reason ur another, are in danger ef becoming as 
_fescinuted by the intricacies of ts techies as birds are sipped to he by the eye of 
serpent."—Steoen Hier 

} 

| 
| Te he ieaicuniiog emcee 
| sraperainaroriane saree 

| emer this yt zo have a asypinest dee 

lumagine that you have before you a flagon of wine. You may choose your own favorite ' 
‘iatage for this Imaginary demonstration, $0 that {tbe 2 deep shimmering erimson to te 
color. You have two goblets botore you: Oni is of sold gold, wrought Inthe most 
GSS 

FIGURE 13.3 Top: Meighan Tague uses color to say, 

“You are here.” Bottom: The navigation system 

without the color. 

Oh, the Places You Can Go 

In a complex site, readers navigate within, and 

move between, sections of the site. Think of a 

multi-story building: a visitor can go into rooms on 

the same floor or move between floors as needed. 

Visiting a new section of a site (or a new floor of a 

building) means leaving one category of informa- 

tion for another, and is a significant jump within a 

site. Readers need to know what links will take 

them where. 

Use vertical spacing, proximity, hierarchy, and 

similarity to create navigation links that “chunk” 

the site for your readers. Set navigation links 

leading to other sections differently from naviga- 

tion links within a section (Figure 13.4). 

Foundations Program 

Art Education 

Art Education BFA | MAE 

Art History 

Art History BA 

Artisanry 

Ceramics BFA | MFA 

Jewelry/Metals BFA | MFA 

Textile Design/Fiber Arts 

BFA | MFA 

Wood/Furniture MFA 

Certificate Program 

Fine Arts 

Drawing MFA 

Painting/2D BFA | MFA 

Printmaking MFA 

Sculpture/3D BFA | MFA 

Certificate Program 

Visual Design 

Digital Media BFA | MFA 

Graphic Design BFA | MFA 

Illustration BFA | MFA 

Photography BFA | MFA 

Typography MFA 

Graduate Certificate: Web 

and Interaction Design 

Music 

Music BA 

etl 

Foundations Program 

Art Education 

Art Education BFA | MAE 

Art History 

Art History BA 

Artisanry 

Ceramics BFA | MFA 

Jewelry/Metals BFA | MFA 

Textile Design/Fiber Arts 

BFA | MFA 

Wood/Furniture MFA 

Certificate Program 

Fine Arts 

Drawing MFA 

Painting/2D BFA | MFA 

Printmaking MFA 

Sculpture/3D BFA | MFA 

Certificate Program 

Visual Design 

Digital Media BFA | MFA 

Graphic Design BFA | MFA 

Illustration BFA | MFA 

Photography BFA | MFA 

Typography MFA 

Graduate Certificate: Web 

and Interaction Design 

Music 

Music BA 

FIGURE 13.4 Left: All links look the same. Where will 

they take your reader? Right: Visual chunking helps 

readers forma mental model of the site. 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

If all navigation links look alike, then scanning and 

chunking become more difficult. Think back to the 

film series assignments. The visual “chunking” 

truly occurred when hierarchy was added—before 

then, it was difficult to see the list chunked by 

semester and month. 

Visual chunking helps readers form a mental 

model of the site. 

You've Been There Already 

Knowing where they have been also helps readers 

orient themselves on a website. Readers are 

looking for something. What link might help them 

find it? Which links have they already tried? 

Showing readers where they have been is espe- 

cially important with inline links (links within 

text). A reader may be able to keep track of the 

links they've visited in a navigation bar, but 

inline links often use different wording (never, 

of course, “Click here”) or link to external pages 

(Figure 13.5). 

Visited links are often indicated with a color 

change. A duller or lighter color will still say “link,” 

but with less emphasis. 

Your Wish Is My Command 

Links can respond—changing color, case, size, 

weight, style, background color, or underline— 

when readers roll over or click on them. This inter- 

activity reinforces that a link is a portal to more 

content, and readers will be taken to another place 

(Figure 13.6). 

Additional Pages and Resources 

National Association for Community Mediation 

www.nafcm.org 

Mediate.com 

www.mediate.com 

Public Conversations Project 

www.publicconversations.org/pcp/index.php 

Conflict Resolution Info Source 

crinfo.org 

Uniform Mediation Act 

pon.harvard.edu/guests/uma 

Additional Pages and Resources 

National Association for Community Mediation 

www.nafem.org 

Mediate.com 

www.mediate.com 

Public Conversations Project 

www. publicconversations.org/pcp/index.php 

Conflict Resolution Info Source 

crinfo.org 

Uniform Mediation Act 

pon.harvard.edu/guests/uma 

FIGURE 13.5 Top: All the links look the same. Bottom: 

Color can be used to say, “You've been there already.” 

The trick (usually) is to keep it subtle, especially 

‘ 

weight, case, and style). 

If an interaction makes other words in the text 

move over or down to the next line, then find 

another solution. The movement of the other 
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CHAPTER 13 Helping Readers Move through the Site: Navigation 

words in the text will draw the reader's eye 

and undermine the interactivity of the link 

(Figure 13.7). 

Creating Helpful Navigation 

To summarize, navigation is most helpful when: 

° Links are readable. 

a * Links are easily identified because they look 
In “A Natural History of Typography” 

(1992), J Abbott Miller and Ellen Lupton 

write, “What sort of semiotic system is * Contrast is used to show readers where they are 

typography?” in the site. 

different from the rest of the text. 

¢ Navigation links are “chunked” to help readers 

In “A Natural History of Typography” form a mental model of the site. 

(1992), J Abbott Miller and Ellen Lupton 

write, “What sort of semiotic system is 

typography?” 

* Subtle contrast is used to show readers what 

links they have already tried. 

¢ Subtle contrast is used to create interactions 

with the links. 
Figure 13.6 Interactivity reinforces links as portals. 

Top: The original link state. Bottom: The link changes 

color when.a reader hovers over it. 

In “A Natural History of Typography” 

(1992), J Abbott Miller and Ellen Lupton 

write, “What sort of semiotic system is 

typography?” 

In “A Natural History of 

Typography” (1992), J Abbott Miller 

and Ellen Lupton write, “What sort of 

semiotic system is typography?” 

FIGURE 13.7 Keep changes on hover subtle. If words 

move, it will distract the reader from the link. Top: 

The original link state. Bottom: The link becomes bold 

when a reader hovers over it. Notice how some words 

get bumped down to the next line. This is not good 

practice. 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

Lesson 13: A Recipe, 

Part 3 

You've already incorporated the navigation into 

your grid. Now it’s time to make sure your typo- 

graphic choices help readers move through the 

site. By the end of this lesson, you'll have created 

a working navigation system (Figure 13.8). 

| y | life | 
| CP 1 e Flaky Butter Pie Crus' Sweet or Savory Pies | 
| makes enou ingle-crust pies or t double-crust fold-over pie. | 

| CRUSTS | PRUIT FILLINGS | CUSTARD AND PUDDING FILLINGS | SAVORY FILLINGS” ABOUT THE AUTHOR | 

flaky butter crust sweet iy” 

| 

FIGURE 13.8 By the end of this lesson, you'll have a 

working navigation system like in this example by 

Chris Nelson. Notice the link color change (a:hover) 

for “sweet dough.” 

This lesson helps you achieve the following 

objectives: 

1 Practice applying the rules for good typography 

to text-based navigation. 

2 Practice the process of design: Try developing 

multiple solutions to the navigation system. Be 

willing to sketch ideas on paper! The system is 

complex and difficult to visualize. 

3 Refine your navigation based on helping 

readers navigate the site. 

4 Make a system of links work using link syntax 

and pseudo-class selectors. 

Even if you are already HTML/CSS savvy, follow the 

walk-through provided. | show you what a typog- 

rapher looks for in the process. 

Overview of the Lesson 

Analyze your navigation system. Are the links 

readable? If not, how can you make them more 

readable? Do other text elements on the page 

look similar to the links? If so, how can you change 

the elements so the links are unique? Have you 

chunked the navigation to help readers form a 

mental model of the site? 

Does your navigation show readers where they are 

in the site? If not, how can you use typography (in 

the navigation, in the recipe title) to help orient 

your readers? How will this system work across 

multiple pages? 

Finally, think about how the links will change as 

the reader moves through the site. What will a link 

look like after it's been visited? What will it look 

like when your reader rolls over it? When they 

click on it? Changes can be indicated typographi- 

cally or by color, but they should be subtle. Don’t 

let the experience of interacting with the links 

overwhelm the text. 

Use printouts, paper, and pencil as needed to 

help you pin down your ideas quickly and easily. 

Because a navigation system is so complex, | 

recommend printing out your current page and 

marking up where you need to make changes 

before making them in the CSS. Sketching is also 

helpful. 

It is difficult to visualize a full navigation system 

all at once. Parts of the system become apparent 

only when interacted with, or after a reader has 

left and returned to a page. 
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LESSON 13 ARecipe, Part 3 

Link Syntax and Pseudo-Class 

Selectors ) 

In this lesson, you'll modify the recipe from the 

last lesson, so make a copy of the last lesson’s 

folder and name the new folder 13_recipe. Keep it 

in the web_typography folder. 

Rename the CSS file recipe_navigation.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the folowing: 

<link href="recipe_navigation.css" 

rel="stylesheet" type="text/css" /> 

Change the title as shown: 

<title>Lesson 13: Recipe 

(Navigation) </title> 

Getting Started: Download Some Pages to 

Link To 

| find it helpful to have pages to link to when I’m 

building a navigation system. It allows me to 

experience how the links will actually work. 

I've made four simple pages for you to link to in 

this lesson. They represent the three additional 

recipes you will set in the next lesson—Allie’s 

Meat Pasties, Apple Pie, and Chess Pie—and a 

page to use as a placeholder. 

Once you've downloaded the files from the book's 

companion website at www.wiley.com/go/ 

typographicwebdesign, put them in the 13_ 

recipe folder. 

Adding the Link Syntax: Main Navigation 

There are three kinds of links on the recipe page: 

the main navigation, the section links, and the ads. 

A fourth kind of link might show up in later 

recipes: the inline link. For this project, each kind 

of link will need four states: link, visited, hover 

(rollover), and active (click). 

You can start with any group of links. In this 

lesson, you'll start with the main navigation. 

Add the main navigation link syntax in the 

HTML document 

The link syntax is made with the anchor tag, 

like so: 

<a href="nameofpage.html"></a> 

What does this mean? It means to create an 

anchor (an a tag) to the hypertext reference 

(href) called “nameofpage.html.” The link syntax 

goes around the text link: 

<a href="apple.html">Fruit 

Fillings</a> 

The preceding line tells the browser, “Create a link 

that reads Fruit Fillings, which points to the page 

apple.html.” 

In your HTML document, add the link syntax for the 

links in the main navigation. You don’t have an 

HTML document to link to for “About the Author” 

so just use fpo. html (fpo stands for “for place- 

ment only”) as a placeholder. When you're done, 

the syntax will read: 

<ul id="main_navigation_list"> 

<li>Crusts</1li> 

<li><a href="apple.html">Fruit 

Fillings</a></1li> 

<li><a href="chess.html">Custard 

é&amp; Pudding Fillings</a></1li> 

<li><a href="pasties.html">Savory 

Fillings</a></li> 

<li><a href="fpo.html">About the 

Author</a></1li> 

</ul> 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

Notice “Crusts” doesn’t have any link syntax 

around it. Why? Because your page is already in 

the “Crusts” section of the site. Leave this for now; 

you'll come back to it later. 

View your web page 

Save your HTML document, and view it in your 

browser. Yikes. That's what links look like by 

default (Figure 13.9). You're going to fix them 

in CSS. 

ae | 

cop Flaky Butter Pie Crust for Sweet or Savory Pies 

pie 

Ingredients 

+ 2/12 cups all-purpose flour, plus 
extra for rolling 

© 16 Thsp (2 sticks) unsalted butter, 
very-cold, cut into 1/2 Inch cubes 

© xteaspoon salt 
= A teaspoon sugar (increase to 11/2 

Crumb Crusts 
Lard and Suet 

Flaky Buttor Crust 
Savory Dough 

Shoctyresd Cra teaspoons if for a sweet recipe) 
Sweet Dough + 408 tablespoons ice water 

pipes sae Makes enough for 2 wingle-crust 
pics or 1 double-crust fold-over pie. 

Life & Pie is 

FIGURE 13.9 By default, links are bright blue and 

underlined. Visited links are bright purple and under- 

lined. In my design, the links are too big because | set 

the font size to 14px with the universal selector. 

Add the link syntax in CSS 

You will attend to four states for each link: link, 

visited, hover (rollover), and active (click). Three of 

these states have default descriptions. 

By default, unvisited links are bright blue and 

underlined. Visited links are bright purple 

and underlined. Active (clicked) links are 

bright red, underlined, and have a dotted outline. 

Hover (rollover) links do not have a unique state 

unless you describe one. 

The syntax for describing a link in CSS is as follows: 

a:link{} 

a:visited{} 

a:hover {} 

a sactive{ } 

The link states must be in this order for everything 

to work! (An easy way to remember their order is 

to remember the words LoVe HAte.) 

This syntax looks different from anything you've 

done thus far. You've used p.class, but nota 

p:class. You use a colon here because you are 

using what's called a pseudo-class selector. A 

pseudo-class acts like a class, but isn’t one 

because it’s predetermined (for instance, you 

don't “make up” the name for the class, the name 

is already established). Link pseudo-class selec- 

tors are associated with actions (such as a mouse 

hover or a click). Unlike classes, pseudo-classes 

are already recognized by the browsers and have 

unique functions assigned to them. 

For example, : hover is a pseudo-class that can be 

used with any element and describes what should 

happen to that element when the mouse hovers 

over it. 

If this makes your head hurt, that’s okay. Just use 

these four pseudo-class selectors with the anchor 

selector (a) to describe how links should behave 

and look. 
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A Fifth Link State 

There is a fifth link state that | don’t cover in 

this book: focus. The default property for focus 

works fine for the examples here, and | want to 

get you up and running with your links so I've 

chosen not to cover it in the lesson. But I'd be 

remiss if | didn’t mention it. 

The focus state shows nonmouse users where 

their keyboard focus is. That is, focus shows 

what link a nonmouse user is at as they tab 

through links on a page, or what box they’‘re 

in when filling out a web-based form. Because 

the focus state has a default outline (a 

dotted line around the link), you do not have 

to worry about the focus state unless you 

are an advanced HTML and CSS user, you are 

using reset stylesheets, and you are zeroing 

the outline property. For more information 

on the focus state and accessibility, see 

www. 456bereastreet.com/archive/201004/ 

whenever _you_use_hover_also_use_ 

focus/. 

Describe the links in CSS 

When you designed your main navigation, you 

described the “links” (they weren't real links yet) 

in your 1i element. Now that you're making real 

links, you need to move most of the styling out of 

the 1i and into the pseudo-classes. 

First, identify what styling remains constant 

between the four link states. For example, in my 

design, all four states are Georgia, 11/28px, 

uppercase, with 1px of letterspacing. 

Theoretically, | could keep font, size, line height, 

case, and letterspacing in my 1i element, and it 

would work across all four states. Then | would 

add unique changes to the individual 

pseudo-classes. 

But that won't work in my design. I’ve used the 

universal selector (*) to set all text elements to 

14/20px Georgia. | don’t have to set the font 

family for the pseudo-classes, but | do have to set 

the font size and line height for all of them. 

Otherwise, they will use the font size and line 

height set in the universal selector. 

In my design, | can only set the case and letter- 

spacing in the 1i element. All other styling will 

have to be set in the four pseudo-classes. 

Thus, for my design, the syntax for the 1i and the 

link pseudo-classes end up looking like this: 

Alsat ¥6 

font-size:11px; 

line-height: 28px; 

list-style: none; 

text-transform: uppercase; 

letter-spacing: 1px; 

display:inline; 

} 

a:link{ 

font-size:11px; 

line-height :28px; 

color: #000000; 

text-decoration:none; 
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padding-top: 8px; 

padding-right :10px; 

padding-bottom: 7px; 

padding-left:10px; 

background-color: #a3b2c2; 

} 

Notice that color and text-decoration are set 

in the pseudo-class selector. That's because links 

have default colors and underlines. You have to 

override them. Notice I’ve also set my padding and 

background color in the pseudo-class selector. 

That's because in my design, the background color 

changes between states. If your background color 

remains constant in all four states, then you can 

set your padding and background color in the 1i 

element. 

View your web page 

Save your HTML document, and refresh your 

browser. The links should look like those you 

designed (Figure 13.10). “Crusts” may not, 

because it’s nota link. You'll fix this later. 

* 2/12 cups all-purpose flour, plus 

extra for rolling 
= 16 Tbsp (2 sticks) unsalted batter, 
very-cold, cut into 4/2 inch eubes 

* 1 teaspoon salt 

© 1 teaspoon sugar (increase to 11/2 
teaspoons if for a sweet recipe) 

* 4t0 8 tablespoons ice water 

Makes enough for 2 single-crust. 
pies or 1 double-crust fold-over pie. 

FIGURE 13.10 The links now look the way | want them 

to. Crusts no longer has a background because the 

background color is set in the a:link, not the limand 

Crusts isn’t a link. 

Add Interactivity to the Main Navigation Links 

The hover, active, and visited states allow readers 

to interact with the links you design. 

Describe the :hover pseudo-class 

What will your main navigation links look like 

when your reader rolls over them? Mine will 

primarily remain the same, changing only the 

background color: 

a:hover{ 

font-size:11px; 

line-height :28px; 

color:#000000; 

text-decoration:none; 

padding-top: 8px; 

padding-right:10px; 

padding-bottom: 7px; 

padding-left:10px; 

background-color: #e3e6e8; 

} 

View your web page 

Save your HTML document, and refresh your 

browser. Roll over one of the links to see your 

hover state. 

Describe the :active pseudo-class 

What will your main navigation links look like 

when your reader clicks on them? Mine will 

primarily remain the same as the : hover state, 

only adding an underline: 

a:active{ 

font-size:11px; 

line-height :28px; 

color: #000000; 

text-decoration:underline; 

padding-top: 8px; 

padding-right:10px; 
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padding-bottom: 7px; 

padding-left:10px; 

background-color: #e3e6e8; 

} 

Describe the :visited pseudo-class 

What will your main navigation links look like 

after your reader has visited them? Mine will 

remain the same as the unvisited links. | don’t 

think my readers need to know if they've visited 

the main sections of the site. It will be more 

helpful to them to know which specific recipes 

they have visited. I'll attend to that when we do 

the section links. 

You are adding the syntax in the order in which a 

reader will interact with the links you design for 

them. This is not the correct order for the syntax to 

work. Add the a: visited before the : hover and 

:active syntax (remember, “LoVe HAte”): 

a:visited{ 

font-size:11px; 

line-height :28px; 

color: #000000; 

text-decoration:none; 

padding-top: 8px; 

padding-right: 10px; 

padding-bottom: 7px; 

padding-left:10px; 

background-color: #a3b2c2; 

h 

Create and Describe a “You Are Here” Class 

The main navigation now looks like you want it to; 

however, “Crusts” doesn’t because it’s not a link. 

What do you want the “you are here” item to 

look like? 

| want mine to have a white background, with a 

dotted border to the left and right that is the color 

of the link background. The dotted left and right 

border will help define the item. I’ve chosen not to 

use a bottom border so the background color will 

flow into the background color of the recipe page. 

Create and define a class in CSS for the line item 

My class looks like this: 

1i.youarehere_main{ 

padding-top: 8px; 

padding-right :10px; 

padding-bottom: 7px; 

padding-left:10px; 

border-left:1px dotted #a3b2c2; 

border-right:1lpx dotted #a3b2c2; 

} 

Add the class in the HTML 

Add the class within the 11 tag, as shown: 

<ul id="main_navigation_list"> 

<li class="youarehere_main"> 

Crusts</1i> 

<li><a href="apple.html">Fruit 

Fillings</a></li> 

<li><a href="chess.html">Custard 

&amp; Pudding Fillings<a></li> 

<li><a href="pasties.html">Savory 

Fillings</a></li> 

<li><a href="fpo.html">About the 

Author</a></1i> 

cay lal 

View your web page 

Save your HTML document, and refresh your 

browser. The main navigation links are done 

(Figure 13.11). Next you'll do the section links. 
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CRUSTS 

life 
| pie 

Flaky Butter Pie¢ 

——— - = aoe 

FIGURE 13.11 With a “you are here” class applied to 

Crusts, the main navigation links are complete. | 

decided not to use a bottom border on Crusts so the 

background color of the “you are here” element 

would flow into the background color of the recipe. 

Adding the Link Syntax: Section Links 

Your web page has more than one set of links. It’s 

time to get the section links working. 

Add the section links syntax in the HTML 

document 

In your HTML document, add the link syntax for the 

links in the section links. You don’t have an HTML 

document to link to for any of the links, so just use 

fpo.html as a placeholder. You'll better experi- 

ence the visited links if you add a unique word to 

each fpo.htm1—for example, try using fpo_ 

crumb.html. When you're done, the syntax 

should read: 

SHii="SectdOnmlainikce laste 

<li>Butter Crust</1li> 

<li><a href="fpo_crumb.html">Crumb 

Crusts</a></li> 

<li><a href="fpo_lard.html">Lard 

and Suet</a></1li> 

<li><a href="fpo_savory.html"> 

Savory Dough</a></1li> 

<li><a href="fpo_shortbread.html"> 

Shortbread Crust</a><li> 

<li><a href="fpo_sweet .html">Sweet 

Dough</a></1i> 

<li><a href="fpo_wheat.html">Whole 

Wheat</a></1li> 

aye 

Notice that “Butter Crust” doesn’t have any link 

syntax around it. Why? Because you are already in 

that recipe. Leave it for now; you'll come back to 

it later. 

View your web page 

Save your HTML document, and view it in your 

browser. Yikes. The section links look like the main 

navigation links (Figure 13.12, top)! Why? Because 

you've only got one kind of link described in the 

CSS. All links will look the same unless you set up 

multiple formats for the links. You’re going to fix 

that next. 

Designate the existing pseudo-classes for main 

navigation links only 

The pseudo-classes you set up should only be 

used for the main navigation links, not for every 

link on the page. 

Put #main_navigation_list in front of the 

pseudo-classes. This tells the browser to use the 

pseudo-classes described only for links in the list 

you've called #main_navigation_list. All 

other links will use different pseudo-classes. 

For example, the syntax for my main navigation 

a: link now reads as follows: 

#main_navigation_ list a:link{ 

POZE lose: 

line-height: 28px; 

color: #000000; 
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text-decoration:none; 

padding-top: 8px; 

padding-right:10px; 

padding-bottom: 7px; 

‘ padding-left:10px; 

background-color: #a3b2c2; 

Flaky Butter Pie Crust for Sweet or Savory Pies 

Ingredients 

> 2/12 cups all-purpose flour, plas 
extra for rolling 

= 16 Thsp (2 sticks) onsalted batter, 
vory-<old, cut inte 1/2 inch cubes 

* {teaspoon salt 

* L teaspoon sugar (increase to 11/2 

teaspoons if for a sweet recipe) 

* 4108 tablespoons ice water 

Mokes enough for 2 single-cust 
pies o 1 double-ceust fold-awer pie. 

Flaky Butter Pie Crust for Sweet or Savory Pies 

Ingredients 

* 2/12 expe all-purpose four, plus 

extra for rodling 

¥ 16 Thsp (2 sticks) unsalted butter, 

very-cold, eat into 1/2 inch cubes 

© tteaspoon salt 

* 1 easpoon sugar (increase to 11/2 
teaspoons if for a sweet recipe) 

+ 4108 tablespoons ice water 

Makes enough for 2 singlo-ceuct 
pios or 1 deuble-crust fold-over pie. 

FIGURE 13.12 Top: All the links look the same. You can 

fix this by designating where certain pseudo-classes 

should be used. Bottom: After adding #main_naviga- 

tion_list to the pseudo-classes, the section links 

return to a default state and are ready to be styled. 

Make sure you do this for all four main navigation 

pseudo-classes! 

View your web page again 

Save your HTML document, and view it in your 

browser. The main navigation links still look right, 

and the section links default to underlined blue 

and purple (Figure 13.12, bottom). Good. Next, 

you need to define the pseudo-classes for the 

section links. 

Describe the section links in CSS 

Describe the section links like you did the links for 

the main navigation. This time, make it clear in the 

CSS that the pseudo-classes are for the section 

links only—put the name of the list in front of the 

pseudo-classes: 

#section_links_ list a:link{} 

#section_links_ list a:visited{} 

#section_links_ list a:hover{} 

#section_links list a:active{} 

First, identify what styling remains constant 

between the four link states. For example, in my 

design, all four states are Georgia, 14/32px. The 

font and size are already set in the universal 

selector, so | don’t have to style them. | do have to 

style the line height, and I can do that in the 11 

element. The padding remains constant across all 

four states, but I’m using a background color that 

changes. So | need to set my padding in pseudo- 

class selectors. If your background color doesn't 

change, you can set your padding in the 1i 

element. Remember, because of default colors and 

underlines, you need to set color and text- 

decoration in your pseudo-class selectors. 
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For my design, the syntax for the 11 and the Link 

pseudo-class ends up looking like this: 

#section_links_list lif{ 

list-style: none; 

color: #364C63; 

line-height :32px; 

} 

#section_links_list a:link{ 

padding-top: 3px; 

padding-right: 1px; 

padding-bottom: 3px; 

padding-left:1px; 

text-decoration:none; 

color: #364c63; 

} 

View your web page 

Save your HTML document, and view it in your 

browser. The section links should look the way you 

want them to. Now it’s time to add interactivity. 

Add Interactivity to the Section Links 

The hover, active, and visited states allow readers 

to interact with the links you design. 

Describe the :hover pseudo-class 

What will your section links look like when your 

reader rolls over them? Mine will primarily remain 

the same, changing only the background color: 

#section_links_ list a:hover{ 

padding-top: 3px; 

padding-right :1px; 

padding-bottom: 3px; 

padding-left:1px; 

text-decoration:none; 

color: #364c63; 

background-color: #e3e6e8 ; 

} 

Describe the :active pseudo-class 

What will your main navigation links look like 

when your reader clicks on them? Mine will 

primarily remain the same as the : hover state; 

only the background color will change: 

#section_links_list a:activef{ 

padding-top: 3px; 

padding-right: 1px; 

padding-bottom: 3px; 

padding-left:1px; 

text-decoration:none; 

color: #364c63; 

background-color: #c2ced6; 

} 

Describe the :visited pseudo-class 

What will your main navigation links look like 

after your reader has visited them? Mine will 

primarily remain the same as the links; only the 

color will change: 

#section_links_list a:visited{ 

padding-top: 3px; 

padding-right: 1px; 

padding-bottom: 3px; 

padding-left:1px; 

text-decoration:none; 

color: #737£8c; 

} 

Again, you are adding the syntax in the order in 

which a reader will interact with the links you 

design for them. This is not the correct order for the 

syntax to work. Add the a: visited before the 

:hover and :active syntax (LoVe HAte). 
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Create and Describe a “You Are Here” Class View your web page 

The section links now look the way you want them Save your HTML document, and refresh your 

to... but “Butter Crust” doesn’t because it’s nota browser. The section links are done. You have 

link. What do you want the “you are here” itemto —_unvisited links, visited links, a hover state, and a 

look like? “you are here” item (Figure 13.13). 

| want mine to have a white background, with a 

dotted border on the top and bottom, referencing life Flaky Butter Pie Crust for 
the “you are here” in the main navigation links. ple 

? No wai 

Create and define a class in CSS for the line item great 

My class looks like this: Ingredients There 
Butter Crust © 2/12 cups all-purpose flour, plus fat, w: 

: F : extra for rolling butte 

mee Cue ter emsectiont Crumb Crusts © 16 Tbsp (2 sticks) unsalted butter, mem 
padding-top: 5px; TaRIenAGten be Pee aa 1/2 inch cubes My g 

padding-bottom: 5px; See EAS ees Act never 
; e 1 teaspoon sugar (increase to 1 1/2 mothd 

padding-left:1px; Shortbread Crust teaspoons if for a sweet recipe) wom 

border-top:1lpx dotted #a3b2c2; Sweet Dough 708 the fa 
and w 

border-bottom:lpx dotted #a3b2c2; Whole Wheat Makes enough for 2 single-crust pies peat. 
i or 1 double-crust fold-over pie. thea } g she tis 

Add the class in the HTML life Flaky Butter Pie Crust for 

Add the class directly into your 1i tag, as shown: ple 
Nom 

<ul id="section_links_list"> Ereat 
- Ingredients 

<li class="youarehere_section"> Therq 
Butter Crust © 2/12 cups all-purpose flour, plus fat, Wj 

Butter Crust</1li> j extra for rolling Rants: 

; iP ; Crumb Crusts ®» 16 Thsp (2 sticks) unsalted butter, mem 
<li><a href="fpo_crumb.htm1">Crumb a vorjeoud eatinnic js tau oabes 

: an et My si 

Crusts</a></1li> « 1 teaspoon salt as 

esery Poa: ® 1 teaspoon sugar (increase to 11/2 ive 

<li><a href=" fpo_l ard.html">Lard Shortbread Crust teaspoons if for a sweet recipe) in 

and Suet</a></li> Seesinonss ® 4 to 8 tablespoons ice water the fal 

s " d 
a ivi <awhinsen=" hpOmsSavoky a Mtmil > Whole Wheat Makes enough for 2 single-crust pies aA 

Savory Dough</a></1li> te or 1 double-crust fold-over pie. ese 

<li><a href="fpo_shortbread.html"> FIGURE 13.13 The section links are done. Top: What 

my links, visited links, and the “you are here” item 

look like. Bottom: My hover state adds a light blue- 

gray background. 

Shortbread Crust</a><li> 

<li><a href="fpo_sweet.html">Sweet 

Dough</a></1i> 

<li><a href="fpo_wheat.html">Whole 

Wheat</a></li> 

</ul> 
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Adding the Link Syntax: Ads 

The third kind of text link on the page is in the ads. 

If you'd like to get more practice working with 

links, | recommend defining your ad links. There 

are a couple of new things to learn. 

Designate pseudo-classes using a div ID 

Use the same process you just used for the main 

navigation and the section links. One thing you'll 

find different is that the ad links are not in a list. 

So how will you designate the pseudo-classes for 

ad links only? Use a div ID. 

Put the name of the ad container in front of the 

pseudo-classes. This tells the browser to use the 

pseudo-classes described only for links in that div. 

All other links will use different pseudo-classes. 

For example, the pseudo-classes for the links in 

my PBS ad would be: 

#advertisement_pbs_container a:link{} 

#advertisement_pbs_container 

a:visited{} 

#advertisement_pbs_container a:hover{} 

#advertisement_pbs_container 

a:active{} 

Depending on how you designed your page, each 

ad may need different pseudo-classes. Make as 

many as you need. 

Link to an external site 

The ads link to hypothetical external sites. While 

there is not an actual Life & Pie show on PBS, you 

can still link your ad to the PBS homepage. 

When linking to an external site, use the entire URL 

including the protocol (for example, http: //) in 

your HTML syntax. The code for my link would look 

like this: 

<div id="advertisement_pbs_container"> 

<h4>Life &amp; Pie is on PBS!</h4> 

<p><a href="http: //pbs.org">Check 

your local station.</a></p> 

</div> 

When you are finished describing the links, you 

are ready to expand your design to the remaining 

pages in this site. You'll do that in the next 

chapter. 

Recommended Resources 

For this lesson, | recommend the following on- 

line resources: 

To download the new pages for this lesson, visit 

www.wiley.com/go/typographicwebdesign 

To see examples of this lesson, visit 

typographicwebdesign.com 

To learn more methods for designing links with 

lists, | recommend Listamatic at: 

css.maxdesign.com.au/listamatic/ 

To learn more about pseudo-class selectors, 

including more about : focus, go to 

css-tricks.com/5762-pseudo- 

class-selectors/ 

To pick colors for your link states, | recommend 

the Hues Hub at www. december. com/htm1/ 

spec/colorhues-.html 
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Moving Forward 

This chapter introduced you to designing 

navigation systems that communicate. Links 

should remain readable, and long lists of links 

should be chunked. The four states (link, visited, 

hover, active) help readers see what is clickable, as 

well as where they've been. The chapter also 

introduced you to setting the four states using 

pseudo-class selectors in the CSS. 

In the next chapter, you will learn about applying 

systems across multiple web pages in a site. 
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CHAPTER 14 

Applying Systems across Pages 

A web page is part of a greater entity. As web 

typographers, we don't just design elements to 

create a whole page; we design a set of pages to 

create a whole site. Thus, we need to establish 

systems of voice, grid, and navigation to use 

across multiple pages. These systems are “rules” 

for combining elements to form a complex whole, 

so even if pages differ in the kind or amount of 

content, the pages still feel like part of the 

whole site. 

Five Reasons to Apply Systems 

Designers and typographers don't just apply 

systems because we like them. Systems make 

designing—and interacting with—web sites an 

easier, more pleasurable experience. The 

following sections present five reasons why you 

should apply systems. 

Systems Are Easier on Your Readers 

Applying systems across pages creates similarity. 

As readers move through a site, they learn to 

recognize the different voices (I am a narrative; | 

am a list of ingredients; | am a set of instructions; 

| am a caption; | am a link to another page). They 

also learn where to find content on the page. 

If you don’t apply a consistent system, readers will 

have to work harder to find what they are looking 

for (Figure 14.1). 

You've Already Done the Hard Work. Why 

Start Over? 

You have created chunking and hierarchy to help 

your readers scan the content. You have estab- 

lished voices so readers can identify the different 

elements on the page. Font, font size, line height, 

and div width have been set to promote reading. 

Headlines, text, navigation, and images have been 

arranged to create rhythm and tension, while not 

diverting readers from their quest. Why start over? 

Diverse Pages Still Feel Like Parts of a Whole 

Websites can contain a variety of information. 

Some pages may contain primarily text, while 

others contain primarily images, tables, or a combi- 

nation of the three. Consistency of voice, grid, and 

navigation helps readers recognize that diverse 

content is still part of a single site (Figure 14.2). 
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good web fonts 
LIVELY, SUBTLE, PERFECTLY LEGIBLE FONTS FOR THE WEB. 

You've read Bringhurst. You keep The Elements of Typographic Style on 
your bedside table. You can't wait to use more fonts online... but you want 
to do right by your clients and your readers. 

Who has time to test web fonts? Relax. 
We're doing it for you. 

Calluna Regular 
‘An old-style eerif font by Jos Buivenga (cxljbrie.com). Calluna has a smaller x-height and 
pen-formed serifs and terminal. The rising crossbar of the lowercase ¢ is reminiscent of carly 

Renaissance letterforms. It works best at sspx and larger. Available for free download at 
tnyfonts.com. No italic or bold styles are available at this time (03.14.10). 

View the web font specimen shoct. 

Charis Regular 
A serif font from SIL loternational. Charis has a larger x-helght than Georgia, sleb-like serif 
and exaggerated pen-formed shoulders and terminals. It works best at 14px and larger. 
Available for free download at fonteqairrel.com. Also available for free download are Charis 

FYI 
‘TypeCon 20105 
‘August 17-22 
in Los Angeles. 

Favorites 
Nice Web Type 
AList Apart 
‘Typophile 

@font-face 
How to Uso It 
(Nice Web Type) 

What makes 3 good 
wob (text) font? 

Fonts by Style 
‘Sans Serif 

Serif 

‘Some lovely fonts that 

didn't make the cut. 

About Us 
RULE 
Honor the reader, 
RULE 2 
Monor tho content, 
RULES 
Choose a wob font that 
helps you do both. 
We're testing dozens of 
fonts for online text... 
‘50 you don't have fo. 

1p: / wer thomnasiads com) 

Series Statements 

good web fonts 
LIVELY, SUBTLE, PERFECTLY LEGIULE FONTS FOR THE WEB, 

FYI What makes a 00d 
TypeCon 2010: web (text) font? 
August 17-22 
in Los Angeles, Fonts by Style 

Sans Serif 

Favorites Serif 

Nice Web Type Some lovely fonts 
aerate thet didn’t make the 
Typophile aut. 

@font-face 
How to Use It 
(Nice Web Type) 

About Us 
RULES 
Honor the reader. 

RULE 2 
Honor the content. 
RULES 
Choose @ web font 
that helps you do 
both. 

We're testing 
dozens of fonts for 

Some lovely fonts that 

almost made it. 
Lively and subtle, they 

lack legibility. 

Andron Regular 
An old-style serif font by Andreas Stotener. Andron Regular has a 
seoall x height and small counters (pacticulaly the closed counters in 
the lowercase a and e). Available for free download at 
www.signographie.de, Andron Regular is truly a lovely font, but is 
difficult to read on screen, even at 6px. 
View the web font specimen sheet. 

Droid Sans 
Droid Sans is 9 slightly condensed sans serif font from The Androld Open 

ful; that slow and careful observations of the 
jead one to deep introspection, that the tension 

between the photograph and the real’ warld will never cease to 

online text... $0 you 
don’t have to, Source Project. It's loose lecterspocing atfects readability at larger text 

sizes, At 3px and smaller readability improves and legiblty holds up, 30 °6 
consider It for small amounts of text. Available for free download st FIGURE 14.2 Systems help readers recognize that 

diverse content is still part of a single site 

FIGURE 14.1 These two pages are part of the same 

site, but don’t look like it. If the visual systems 

change throughout the site, readers have to work 

harder to find and identify information. 

(ThomasLadd.com). Top: An image-based page. 

Bottom: A text-based page from the same site. 

Data-Driven Sites Create Pages on the Fly 

Luckily, HTML and CSS are perfect for creating and 

applying systems. Using a single CSS file automati- 

cally creates a system. Using multiple CSS files 

based on a system creates a system with appro- 

priate variations. Content pulled into pages froma 

database will follow the system you've estab- 

lished (Figure 14.3). 

Multiple People Can Work on the Site and 

Retain Consistency 

Websites are rarely designed, built, and main- 

tained by a single person over a long period of 

time. Systems allow for various people (junior 

designers, contractors, clients) to expand a site or 

modify content while retaining consistency. 
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Urban Landscape: Unknown Decade, 1900's 
Identificstion in Columbus, Ohio Brea by Cabejery >> 

», fot Logged-jn. 
1 Risgister or login batow 

togin (your email) 

Poseword 
Login 

Beta Noakes? >> 
Fergeh your Pavenurd? >> 

Please Login from the right bar a Rogie to comment, 
aT 

MistorieType.com [€] 2010 Laura Franz and Anns Dempsey | 
‘Support received by the Chencetier's Resezrch Func and 

250 | Sabet (uaages ( Bus | HED 

me x Sen} 
| Fronrour image database historic 8° 2 #.com 

Hy Bets 

ona by Caregen >= 

Blog Search & Links 
Bisy Search Historic Type Blog 

Purchase and Union Streets: 1870-2007 eee 

res us $0 catch 9 glimaae of how type and 

ion ef Union and Purchase rraste, 1870, 
jacaachucatts. (Photo courtesy of Golaes 

Help Build Our Collections 
Trreughout bigery jettering and tyoe heve been used on, 

mmaterisle and form reveal ascr generation's (sacination with 
new bechaaiogy. 
Bot lettering and type In signage and cn builcings ge: joat 

Change ing wae, the elements, and 

FIGURE 14.3 The pages for Historiclype.com are 

dynamically created. Content is stored in a MYSQL 

database. Top: An image-based page. Bottom: A text- 

based page. Images, text, and search functions were 

carefully considered when creating this tight system. 

Plan for Diverse Pages from the Start 

The recipe lesson purposely does not contain 

radically diverse pages; | wanted you to focus on 

specific tasks. But even working with relatively 

similar pages, you'll find a system works better 

when you consider more than one page from the 

start. Subtle differences (length of heading, 

amount of text) should influence your system 

as you build it. 

In the future, start every project by looking across 

the breadth of the site. Are some pages text 

heavy? Are others image heavy, or do they contain 

tabular material? Do any pages combine the 

three? Even if pages are similar, what are their 

differences? 

In the future, perform the steps you did in Lessons 

11 and 12 for a variety of pages simultaneously. 

With some negotiation, you can create a system of 

voice, grid, and navigation that works across the 

pages. Do you need to create a system of varia- 

tions? If so, how many do you need? Balance varia- 

tion and consistency—honor content while 

creating pages that feel like parts of a whole. 

Allow for Flexibility 

Not all content is the same. If an element doesn't 

work in a carefully constructed system, create a 

variation. In fact, careful variations can add value 

to a website by helping a reader recognize when 

they've entered a different section of the site 

(Figure 14.4), or drawing attention to an 

important page. 
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Poverello: a Church of St. Mary ‘National Shrine of — Franelsean Friars. 
be ee hae Gad on Broadway St. Anthony and St. Jude and Staff 

Parish Registration | Religious Education | Rite of Christian Initiation for Adults (RCIA) | Adalt Faith Formation 
Church of St, Mary Ministries | Korean Community 

f [ : Church of St. Mary on Broadway 

Upcoming Events 

Weekly Bulletin 

Weekly Readings 

Mass and Confession 
Schedule 

Hours of Operation We area Franciscan community called to welcome, love, and serve. 

Directions ‘Welcome to the Church of St. Mary an Broadway. 

‘The Church of St. Mary on Broadway is one of the oldest parishes in the city, 
Bias REQUORS ‘The Franciscan Friars of Moly Name Province assumed pastoral responsibility 
Mass Cards in June af 2006 through the invitation of former Bishop, Robert Mulvee and 

confirmed by our present Bishop, Thomas Tobin. 

‘The Church of St. Mary is a welooming congregation that worships God in 
“sincerity and traah” through: 

Prayer Request 

Copies of Records 

National Shrine of 
St. Anthony and St. Jude 

We are a Franciscan community called to welcome, love, and serve. 

‘St. Franels Chapel is honored to be the home of the Natonal Shrine of St. 
Anthony and St Jude, Banks of flickering candles with the Book of 
Remembrances surround two besutifal life size statues of St. Anthony and St. 
Jude. 

Together, the Shrine and Chapel provide a haven for prayer and private 
devotion throughout the week. Because of the nature of the Franciscan Friars 
who serve the faithful here, the outpouring of prayer and gratitude for God's 
grace go hand in hand with abundant acts of mercy and charity, 

FIGURE 14.4 Careful variations add to the readers’ 

experience. Here, a shift in color tells readers they've 

entered a different section of the site. Top: This 

section has more links, and needs an extra level of 

navigation under the main navigation across the top. 

Bottom: This section is simpler—there is no reason to 

use the extra level of navigation. Don't force a 

system that isn’t necessary. 

Again, balance variation with consistency—don't 

make your readers work harder to find what they 

are looking for. Above all, systems should help, 

not hinder. 

Web Pages Are Parts of a Greater Whole 

To summarize, systems are most helpful when: 

¢ Voices and placement are consistent. If you 

change things around, readers will have to work 

harder to find and understand content. 

¢ Diverse pages are considered from the start. 

You can create systems that work for a variety 

of content. 

* Variation is used (when necessary) to honor 

content and help the reader. Systems should 

help, not hinder. 
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Lesson 14: A Recipe, 

Part 4 

You've already designed and built a page for a 

crust recipe. Now it's time to expand outward—to 

redefine the whole. No longer confined to a single 

web page, you must consider a group of pages, 

and strive to balance consistency with flexibility. 

By the end of this lesson, you'll have applied 

systems of voice, grid, and navigation across 

multiple pages (Figure 14.5). 

This lesson helps you achieve the following 

objectives: 

1 Practice building multiple pages in HTML 

and CSS. 

2 Practice negotiating content and systems. Do 

any pages require a variation? Would subtle 

variations benefit the readers’ experience? 

3 Pay attention to the details. 

4 Promise yourself that from now on, you'll 

always consider more than one page when 

designing a site. 

5 Link new pages to each other, so the pages 

form a web. 

Even if you are already HTML/CSS savvy, follow the 

walk-through provided. | show you what a typog- 

rapher looks for in the process. 

Apple Pie 
We tearm sont of apples, mgar, cinnamon and nutmeg would weyft frum the oven, sioeet aud suxeulemt” 

apple apricot tuisin bleebrery humbleberry cherry peach purple plum strawberry soar-cream goosoberry 

ples 
bade dinen em’ poared hack ln the ple Beicre beling 

Sce Life and Pie on PBS! 

© pastry for 2 rast pit’ heck your lore! stetian 

lel nnd sileod tart apples 
©. 1/2 cap packed brown sugar (more or Read the Book 
Tees ureonding to tants) (ron: family fare to freach culsloe 

* 2 tublespoons flour 
© s tablespoon lemon june Eat the Pies 

‘sit the restapract bebied life and ple 
Apple pies are Gasibiv. They freeze well 
oon be mado with dried apples, and can 

et 

Prepare the Flaky Butt t Mace pleon a baking sheet (to catch 
wind Line tthe 2 wl faces) rack set at the lost 

pin with elamioum 
‘il to prevent over brown, and return 
foows, 
Bske for an addtional «5-25 malnutes, ot 
rent ths judces ’ 

of unsalted butter to the 
Bott 

Hil the Bquid is 
nzoelized 

Life wna Pic @) J, Serith,2010 Web Design by Chris Nelson 

FIGURE 14.5 By the end of this lesson, you'll have 

applied systems of voice, grid, and navigation across 

multiple pages, as in this example of the Apple Pie 

recipe by Chris Nelson. 
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Overview of the Lesson 

Make your three new HTML pages by flowing in 

new content. Analyze how the systems you've 

developed work across all four pages. 

Does your design hold up across multiple pages? 

Would slight changes to your systems benefit the 

pages? Do you need to create a variant system for 

any of the pages? If so, can you add the variant as 

a class within the existing CSS? 

Make changes as needed. 

If the system you've carefully created for the Flaky 

Butter Crust recipe doesn’t work as well across the 

other pages, don’t despair. This is an important 

lesson to learn—a lesson that is hard to learn 

unless you experience it. Always consider multiple 

pages when designing a website! 

Apply the CSs to Multiple Pages 

In this lesson, you'll modify the recipe from the 

last lesson, so make a copy of the last lesson’s 

folder and name the new folder 14_recipe. Keep 

it in the web_typography folder. 

Rename the CSS file recipe_systems.css. Link it to 

the index.html file by going into the HTML file and 

changing the syntax in the head element to the 

following: 

<link href="recipe systems.css" 

rel="stylesheet" type="text/css" /> 

Change the title as shown: 

<title>Lesson 14: Recipe 

(Apply System)</title> 

Download the text and images for the new pages 

Access the text and image files for this lesson from 

the book's companion website at www.wiley. 

com/go/typographicwebdesign. Once you 

have downloaded them, put them in a new folder 

called resources in your 14_recipe folder. 

Create a New Web Page 

There are many ways to create web pages. 

Because you are creating a system (and not 

producing dynamic pages), you'll make the new 

web pages for this lesson by repeatedly saving 

the existing page with a new name each time. 

Create apple.html 

Open index.html, and save it as apple.html. The 

prompt will ask if you want to replace the existing 

apple.html. Click yes. The existing file is the FPO 

(for placement only) page you used in the last 

lesson. 

Flow in the content 

Open 14_apple_pie_recipe.doc. Find the title of the 

recipe. Copy and paste it into the apple.html file, 

replacing the title of the crust recipe. Do the same 

with the narrative, ingredients, directions, and 

caption—taking care to paste content between the 

appropriate HTML tags. 

For example, the HTML syntax for my title recipe 

went from this: 

<div id="recipe title container"> 

<hl>Flaky Butter Pie Crust for 

Sweet or Savory Pies</hli> 

</div> 

to this: 

<div id="recipe_ title container"> 

<hl>Apple Pie</hi> 

</div> 
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View your web page often as you paste in 

new content 

Save your HTML document and view it in your 

browser. At some point, something might go 

wrong. If you check the web page often, it will 

be easier to fix mistakes. 

identify and Fix Problems 

When you are done placing the Apple Pie recipe 

content into the system, you'll probably see things 

that don’t work the way you want them to. Your 

design is different from mine, so | can’t tell you 

exactly what problems you'll see and how to fix 

them, but | can show you some of the problems | 

needed to fix. This will help you see the process— 

it will give you tips on how to approach modifying 

your system as needed. 

First, write down the problems you see. Then, fix 

them one at a time. Tackling problems one by one 

will make the task manageable. Most changes can 

be done directly in the HTML (change a word, add 

a tag, create a link). But some fixes require CSS 

changes. 

View your web page often 

Save your HTML document and view it in your 

browser every time you fix a problem. Sometimes 

fixing one problem creates another—as you'll see 

in the following sections from the problems | fixed 

in my design. If you view your web page often, it 

will be easier to immediately catch and fix new 

problems. 

How I Fixed the Problems in My System 

As recommended earlier, | started by noting what 

needed to change, and tackled the changes one by 

one. | started from the top of the page, and worked 

my way down, viewing the page in my browser at 

every step. 

| moved short recipe titles over 

The title Apple Pie is too short to work in my 

system. Colorwise, it feels like it should belong 

with the memory text, but the placement suggests 

it belongs with the ingredients list. To fix this, | 

created an h1 with a custom class to make short 

recipe titles line up with the memory text 

(Figure 14.6). 

The CSS looks like this: 

hi.short{ 

padding-left: 330px; 

} 

The HTML looks like this: 

<div id="recipe_title_container"> 

<hl class="short">Apple Pie</h1i> 

</div> 

eras ore TAs AMBION) 
———— —— 9 err (ERGs) ao ruses | [Gamo eon 

life Apple Pic Se 
Ingredients 

‘Apple * pastry for 2 crust ple 
> 6 cups peeled and sliced tart apples 

Apriect Ralsia + 1/2.cup packed brown sugar (more or 
Blueberry less according to taste) 

« 3/2.cup granulated white sugar 
» atablespoons Sour 

Bumbleberry 

Chery « stablespoon lemon juice 
Peach » 4/2 teaspoon cinnamon 

+ 3/4 teaspoon mutmeg 
+ tablespoon butter 
«milk 

Purple Plum 

‘Strawberry 

Sour-Crean 

Gonseberry 

a 

life 
pie 

Ingredients 

Apple » pastry for 2 crust pie 
+ Soups peeled and sliced tart apples 
+ 1/2.cup packed brown sugar (more or 

Blucberry less according to taste) 
© 1/2 oup granulated white sugar 

* 2teblespoons flour 
+ tablespoon lemon rice 

Peach + 1/2 teaspoon cinnamon 

+ 1/4 teaspoon nutmeg, 

+ Ltablespoon butter 
+ milk 

Apricot Raisin 

Buinbleberry 
Cherry 

Purple Plum 

Strawbecry 

‘Sour-Cream\ 

— Gooseberry __ ee 

FIGURE 14.6 Top: In my design, short recipe names 

floated over the ingredients. Bottom: | moved short 

recipe names over to line up with the memory text, 

using an h1 with a class. 
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| updated the picture and then fixed the gap on 

the right 

The page had the wrong picture in it. | fixed this by 

moving 14_applepie.jpg into the images folder and 

changing the HTML as follows: 

<img src="images/14_applepie.jpg"> 

But the apple pie picture is narrower than the 

butter crust picture. It created an odd gap 

between the image and the directions (Figure 

14.7). To fix this, | created a class to float the 

image right and added a bit of space beneath it 

(floating the image right makes the top padding 

on the caption stop working in some browsers). 

Here is the CSS: 

.short_picture{ 

float:right; 

padding-bottom: 10px; 

} 

The HTML looks like this: 

<img src="images/14_applepie.jpg" 

class="short_picture"> 

| chunked the caption into two paragraphs and 

then fixed the paragraph spacing 

The caption for the apple pie picture was too long 

to live in only one paragraph; | split it into two 

paragraphs. When | did this, the caption had huge 

paragraph spacing because the p.caption class 

inherited the bottom margin used for the p 

element (Figure 14.8). To fix this, | specified a 

smaller bottom margin on the p.caption class, 

like this: 

.caption{ 

padding-left: 75px; 

padding-top:10px; 

margin-bottom: 0px; 

font-style:italic; 

color: #B29E4D; 

} 

I made the heading language and chunking 

consistent 

When | flowed in the text, | realized the instruc- 

tions use different language for the headings. The 

butter crust recipe uses the term Directions, while 

the apple pie recipe uses the term Preparation. | 

recommend keeping the term consistent, and fixed 

this by changing the heading language. All of my 

pages will use the term Directions. (In the real 

world, check with your client or editor regarding 

word choice.) 

The instructions in the apple pie recipe also lack 

chunking. | created subheadings to break down 

the process for readers. (Again, always check with 

your client or editor.) 

| added space below my h3 

When | added subheadings to the apple pie direc- 

tions, the space between the subheadings and 

the text below them felt too tight. The spacing 

felt fine in the butter crust recipe because each 

subhead was followed by a note about time— 

making the subheads feel more spacious. 

| ended up adding 3 pixels of bottom padding on 

the h3 element. The space improved the apple pie 

recipe and did not negatively impact the butter 

crust recipe. 
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Macerating the apples in sugar and 

spices for a few hours removes their 

water before baking. This results in 

a firmer, fuller pie. 

The juices are boiled down and 

poured back into the pie before 

baking, so we won't lose a bit af 

flavor. 

the recipe as 

varieties. 

Directions 

PREPARE TH 

Prepare the Fl: 

instructed. Put 

(with the rem, 

PREPARE TH 

BUILD THE P 

Preheat the ov: 

to a large bowl 

flour). Pour th 

the apples and 

Macerating the apples in sugar and 

spices for a few hours removes their 

water before baking. This results in 

a firmer, fuller pie. 

The juices are boiled doum and 

poured back into the pie before 

baking, so we won't lose a bit of 

flavor. 

the recipe as 

varieties. 

Directions 

PREPARE TH 

Prepare the Fl 

instructed. Put 

(with the rema: 

PREPARE TH 

In a large bowl 

ground cinna: 

at room tempe: 

saucepan, letti 

Add 2 tablespo 

to a low boil. B 

syrupy and ligh 

BUILD THE P 
Preheat the ov 

to a large bowl 

flour). Pour the 

the apples and | 

FIGURE 14.7 Top: The narrower apple pie picture 

created a gap of space on the right. Bottom: | created 

a class to float the image right. This restored the 

strong vertical line created by a consistent gutter, 

which improves visual tension. 

Macerating the apples in sugar and 

spices for a few hours removes their 

water before baking. This results in a 

firmer, fuller pie. 

The juices are boiled down and 

poured back into the pie before 

baking, so we won't lose a bit of 

flavor. 

Pour the reduced syrup a 

varieties. 

Directions 

PREPARE THE CRUST 
Prepare the Flaky Butter 

instructed. Put the prepa 

(with the remaining ball 

PREPARE THE APPLES 

Ina large bowl combine ¢ 

ground cinnamon, nutm¢ 

at room temperature for 

saucepan, letting the app, 

Add 2 tablespoons of un: 

to a low boil. Boil over m 

syrupy and lightly caram: 

BUILD THE PIE 
Preheat the oven to 425° 

large bowl and mix them 

Macerating the apples in sugar and 

spices for a few hours removes their 

water before baking. This results in a 

jirmer, fuller pie. 

The juices are boiled down and 

poured back into the pie before 

baking, so we won't lose a bit of 

flavor. 

the recipe as needed i 

varieties. 

Directions 

PREPARE THE CRUST 

Prepare the Flaky Butter 

instructed. Put the prep: 

(with the remaining ball 

PREPARE THE APPLES 

Ina large bowl combine ¢ 

ground cinnamon, nutm 

at room temperature for | 

saucepan, letting the app 

Add 2 tablespoons of 

to a low boil. Boil over m 

syrupy and lightly caram: 

BUILD THE PIE 
Preheat the oven to 425° 

large bowl and mix them 

Pour the reduced syrup a 

FIGURE 14.8 Top: A caption with two paragraphs has 

too much paragraph spacing. Bottom: Clearing out the 

bottom margin inherited from the p element fixes the 

problem. 
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| updated the section links, and then fixed the 

two-line links 

The page had the wrong links in it; it still showed 

the section links for crusts. | fixed this by putting the 

correct links in the section_links_list. But 

one of the links for the Fruit Fillings section is a 

Sour-Cream Gooseberry pie. The name of the pie 

is so long it breaks into two lines. The links are 

spaced vertically using line-height : 32px, so 

the two-line link felt like two separate links! 

At first, | fixed this by creating a class for the two- 

line links. The class has a tighter line height, but a 

little top and bottom padding keep the entire link 

properly spaced in the list (Figure 14.9). 

SE IIS 

| Ingredients dozens of pies, fi 
es i use, I remember 

Apple Bi E ; from the back x 
I pons » 6 cups peeled and sliced tart apples building pies. ‘TH 

| » 1/2 cup packed brown sugar(moreor clean, like apple 
| Blueberry less according to taste) | 
| , Later in the year 
| » 1/2 cup granulated white sugar oar 
| Bumbleberry anytime. The wal 
| * 2tablespoons flour a 
| Cherry and nutmeg wou) 

| » 1 tablespoon lemon juice succulent. My sig 
| i ae 
| Peach « 1/2 teaspoon cinnamon anticipating app 

| Purple Plum * 1/4 teaspoon nutmeg Snetnieat he 

| Strawberry * 1 tablespoon butter when the eaenl 

| a * milk apple pie with a| 

| © sugar sister and I didn} 
| Gooseberry we were lacking 

ee ee, ee ee luckiest kids in t| 
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| Fee ® 1 tablespoon lemon juice succulent. My sis 
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Purple Plum * 1/4 teaspoon nutmeg = ‘ 
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FIGURE 14.9 Top: A two-line link (Sour-Cream 

Gooseberry) looks like two separate links. Bottom: 

Tightening the line height helps the two-line link 

look like a single link. 

The CSS clearly specifies the ID and element (13): 

#section_links_list 1i.double-linef{ 

line-height :16px; 

padding-top: 6px; 

padding-bottom: 6px; 

} 

Here’s the HTML: 

<li class="double-line"> 

<a href="fpo.html">Sour-Cream 

Gooseberry</a> 

</li> 

| realized one of my systems needed to change 

If | need to fix two-line links with a class, the 

system may not be working as well as it could. 

Chances are there will be more two-line links to 

deal with, and | don’t want to have to apply a class 

to each one, so | decided to fix the original vertical 

spacing system. 

| removed the class, and changed the vertical 

spacing system for the 11 to accommodate the 

needs of the two-line links. The original 11 for the 

section links had a line-height of 32px: 

HSeCEMON anks wlerSty Whaat 

list-style:none; 

color: #364C63; 

line-height :32px; 

} 

| tightened the line-height so two-line links 

chunk properly. Top and bottom padding keep the 

open vertical spacing between all links in the list. 
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Here is the new CSS: 

#section_links_ list lif{ 

list-style:none; 

color: #364C63; 

line-height :16px; 

padding-top: 8px; 

padding-bottom: 8px; 

} 

Links styled with the new system look just like the 

links in the original design, and the new system 

solves the vertical spacing problem. Now | don’t 

have to apply a class to every two-line link. 

| updated the “you are here” list item 

The page had the wrong list item specified as “you 

are here”—it still said | was in the Crust section. | 

made the Crust section an active link to the index. 

html page, removed the link syntax from the Fruit 

Fillings list item, and made Fruit Fillings the “you 

are here” list item. 

| made the section list “you are here” item stand 

out more 

With the short recipe name moved over and 

placed above the memory text, | felt like the “you 

are here” item in the section list needed to stand 

out more. It was too subtle to help a reader see 

immediately what page in the section they're on. | 

fixed this by changing the color in the section_ 

links_list 1i soit matches the color of the 

recipe name (Figure 14.10). 

Here is the CSS code: 

#section_links_ list lif 

list-style:none; 

color: #b£a640; 

line-height :32px; 

| 
| life 

core | 
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Apricot Raisin 

Blueberry 

Bumbleberry 

Cherry 

Peach 

Apple 

Apricot Raisin 

Blueberry 

Bumbleberry 

Cherry 

Peach. 

Purple Plum 

"BRUIT FILLINGS | 

Ingredients 

” pastry for 2 crust pie 

» 6 cups peeled and sliced tart apples 

© 1/2 cup packed brown sugar (more or 

less according to taste) 

= 1/2 cup granulated white sugar 

» 2 tablespoons flour 

* 1 tablespoon lemon juice 

» 1/2 teaspoon cinnamon 

© 1/4 teaspoon nutmeg 

Ingredients 

© pastry for 2 crust pie 

» 6 cups peeled and sliced tart apples 

* 1/2 cup packed brown sugar (more or 

less according to taste) 

» 1/2 cup granulated white sugar 

2 tablespoons flour 

= 1 tablespoon lemon juice 

» 1/2 teaspoon cinnamon 

* 1/4 teaspoon nutmeg 
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from the back orchard for her, Shd 

building pies. The kitchen would 3 

clean, like apples and lemon. } 

Later in the year, we'd have fresh | 

anytime. The warm seent of apples 

and nutmeg would waft from the q 

succulent, My sister and { would 4 

anticipating apple pie for dessert. | 

Apple Pie 

Apple pie was 4 favorite in my fun] 

were In season, my grandmother ¥ 
dozens of pies, freezing them (unt) 

use, J remember carting basket aft 

from the hack orchard for her. Shq 

building pies, The kitchen would s 
clean, like apples and lemon, | 

| 
\ 

Later in the year, we'd have fresh-| 

anytime. The warm scent of apples 

and nutmeg would waft from the q 

succulent, My sister and I would 1 

anticipating apple pie for dessert, | 
\ 

FIGURE 14.10 Top: The “you are here” item is the same 

color as the links. It’s too subtle. Bottom: Making the 

“you are here” item the same color as the recipe 

name helps emphasize what page the reader is on. 
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PART 3. MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

| made the footer information more separate a:hover { 

from the text text-decoration:none; 

When | flowed in the apple pie directions, the color: #364C63; 

space between the directions and the footer infor- background: #E3E6E8 ; 

mation below them felt too tight. The footer felt } 

like an extension of the directions. | fixed this by 

adding space and a subtle rule line between the a:active{ 
text-decoration:none; 

color: #364C63; 

footer and the directions (Figure 14.11). 

The CSS for the p. footer now looks like this: packenounar#eaCEDe; 

p.footer{ } 

margin-top: 75px; 

padding-top: 3px; | BAKE 
. Place pie on a baking sheet (to catch juices) on an oven rack 

border-top:l1px dotted #a3b2c2; | set at the lowest level in the oven. 

} Bake for 30 minutes. 

Cover the edges of the pie with aluminum foil to prevent 

. « FI over-browning, and return to oven. 

i created in-line links for the text 
: “ ‘ : Bake for an additional 15—25 minutes, or until the juices start 

When | flowed in the apple pie directions, | to bubble up trough the slits and the apples feel tender, not | 
, : mushy when tested with a fork. 

suddenly needed an in-line link at the startofthe | 
Cool for 3-4 hours before cutting. 

directions (“Prepare the Flaky Butter Pie Crust...”). 

When | added the link syntax to link the text back 

to the Flaky Butter Crust page, the link used 

default colors and an underline (Figure 14.12). Ee Sh a er eee 

Why? Because all of my link states are specific to sane SN (no tobe oleae casn oven rack 

lists and divs. | don’t have any plain link states to abet eit deeb toe 

Stores at room temperature for 2 to 3 days. 

Life and Pie J. Smith,© 2010 Web Design by Laura Franz 

SS ee eee 

i Bake for 30 minutes. 
use for regular links in the text. 

Cover the edges of the pie with aluminum foil to prevent 

over-browning, and return to oven. 

To fix this, | created “plain” pse - 
P Pp udo-class selectors Bake for an additional 15~25 minutes, or until the juices start 

for links in the CSS: to bubble up trough the slits and the apples feel tender, not 
mushy when tested with a fork. 

a:link{ Cool for 3-4 hours before cutting. 

’ St it t S 
text-decoration:none; eek ecto an pereney rea oe One 

color: #364C63; 
\ 

: Life and Pie J. Smith, © 2010 Web Design by Laura Franz 

a:visited{ FIGURE 14.11 Top: The footer was too close to the 

text-decoration:none; directions, and looked like an extension of the direc- 

color: #737F8C; tions. Bottom: Adding more space and a subtle rule 

} above the footer fixed the problem. 

236 



LESSON 14 ARecipe, Part 4 

Directions 

PREPARE THE CRUST 

Prepare the Flaky Butter Pie Crust. Roll and line a pie dish as | 

instructed. Put the prepared piecrust into the refrigerator 

(with the remaining ball of dough) to chill. 

PREPARE THE APPLES 

In a large bowl combine sliced apples, sugar, lemon juice, 

ground cinnamon, nutmeg, and salt. Let the apples macerate | 

at room temperature for about two hours. Strain into a 

| saucepan, letting the apples drain for about 15-30 minutes. 

Add 2 tablespoons of unsalted butter to the juices and bring 

to a low boil. Boil over medium height heat until the liquid is 

syrupy and lightly caramelized. \ 

———— 

ER 

\ 

Directions 

PREPARE THE CRUST 

Prepare the Flaky Butter Pie Crust. Roll and linea pie dish as 

instructed. Put the prepared piecrust into the refrigerator | 

(with the remaining ball of dough) to chill. 

PREPARE THE APPLES 

In a large bowl combine sliced apples, sugar, lemon juice, 

ground cinnamon, nutmeg, and salt. Let the apples macerate 

at room temperature for about two hours. Strain into a 

saucepan, letting the apples drain for about 15-30 minutes. 

Add 2 tablespoons of unsalted butter to the juices and bring 

to a low boil. Boil over medium height heat until the liquid is | 

syrupy and lightly caramelized. | 

FIGURE 14.12 Top: An in-line link uses default colors 

and underline. Bottom: Creating “plain” pseudo-class 

selectors in the CSS fixed this problem. 

| fixed all punctuation as needed 

As always, | made sure to use the proper syntax for 

curly quotes (&1dquo; and &rdquo;), apostro- 

phes (&rsquo;), and em (&mdash;) and en 

(sndash;) dashes. | also made sure to use the 

proper syntax for the degree symbol (&deg; ). 

Again, a good resource for character entity codes 

is available at digitalmediaminute.com/ 

reference/entity/index.php. 

Build the Rest of the Recipe Pages 

Repeat the process to set the last two recipes: 

Chess Pie and Allie’s Meat Pasty. As you apply the 

systems, be willing to make modifications or add 

new syntax. When you apply the systems to the 

savory recipe (Allie’s Meat Pasty), for instance, you 

may need to create in-line links specifically for the 

memory text. | know | did. 

| needed to create in-line links for the 

memory text 

When | flowed in the content for Allie’s Meat Pasty, 

| turned “lard and suet” and “sweet dough” into 

links. The links used the “plain” link states | created 

for the Apple Pie recipe, and didn’t look right. The 

links were too small and dark in the memory text. | 

fixed this by making another group of pseudo-class 

selectors—this time associating the link states with 

the p.memory class (Figure 14.13). 

The new link states look like this in the CSS: 

p-memory a:link{ 

text-decoration:none; 

font-size:16px; 

color: #8F99A3; 

} 

p.memory a:visited{ 

text-decoration:none; 

font-size:16px; 

color:#737F8C; 

} 

p.memory a:hover{ 

text-decoration:none; 

font-size:16px; 

color: #364C63; 

background: #E3E6E8; 

} 
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PART 3 MAKING TYPE WORK: CASUAL AND SUSTAINED READING 

p.memory a:active{ When you are done building all of the recipe 

text-decoration:none; pages, it is time to move on to the next chapter. 

font-size:16px; 

color: #364C63; 

background: #C2CED6; 

} 

Recommended Resources © 

For this lesson, | recommend the following on- 

line resources: 

¢ To download the text and images for this lesson, 
The traditional dough for pasties is simple. If you 

want to try pasties the way my grandmother made 

them, use the lard and suet recipe provided in the webdesign 

Crusts section. These days I mix-and-match fillings 

and pastries, even using a sweet dough for savory 

fillings when the mood strikes. typographicwebdesign.com 

go to www. wiley.com/go/typographic 

* To see examples of this lesson, go to 

Directions : 
Moving Forward 

PREPARE THE FILLING 

To grind the meat, cut the pork and chuck steak into This chapter introduced you to applying systems 

_ one-inch cubes and chill. | of voice, grid, and navigation across multiple 

, pages ina website. The chapter also introduced 

The traditional dough for pasties is simple. If you you to creating flexible solutions for a system as 
want to try pasties the way my grandmother made 

them, use the lard and suet recipe provided in the 

Crusts section. These days I mix-and-match fillings typographers! 

and pastries, even using a sweet dough for savory 

fillings when the mood strikes, 

needed. Classes truly are important tools for web 

In the next chapter, you will learn about options 

for choosing and incorporating new fonts into 

olla your website. 
Directions 

PREPARE THE FILLING 

To grind the meat, cut the pork and chuck steak into 

one-inch cubes and chill. | 

FIGURE 14.13 Top: An in-line link uses the “plain” 

pseudo-class selectors, and the text is too small and 

dark for the memory text. Bottom: Creating another 

set of pseudo-class selectors to be used with the 

p.-memory class fixed this problem. 
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Interlude: Building a Font Library 

Selecting type with wit 

and wisdom requires — 

knowledge of how and 

why letterforms evolved. 

ELLEN LUPTON, THINKING WITH 

TYPE (2004) 





CHAPTER 15 

Building a Font Library 

A good web typographer can create countless 

lovely, readable web pages armed with nothing 

but Verdana and Georgia. But having a variety of 

web fonts to work with opens up a world of possi- 

bilities: New forms and subtle layers of meaning 

influence how readers experience the text. Thus, 

you need to carefully build a “library” of fonts: a 

list of quality fonts you can count on when setting 

typographic web pages. It helps to know three 

things when building a font library: classification 

(based on the history of type), how to identify a 

good font, and how to access good fonts. 

Classification 

Typographers classify fonts—grouping them 

together based on form. It’s like classifying cars: 

hatchback, sedan, wagon, SUV—classification 

allows us to create general mental models and 

helps us talk about fonts. Classification helps us 

picture what a font might look like—even if we've 

never seen it. It also helps us choose fonts appro- 

priate for the medium (screen) and content. 

Many classification systems have been developed 

over the years. One such system is the Vox-ATypl 

system (en.wikipedia.org/wiki/ 

VOX-ATypI_classification), which makes it 

possible to classify typefaces into 11 general 

groups. Robert Bringhurst, author of The Elements 

of Typographic Style, developed a 13-class system 

aligned with shifts in Western Art history starting 

with the early Renaissance. 

While complex classification systems are great for 

the true typophile, and allow type designers to 

discuss subtle differences in serifs, terminals, and 

stroke weight, they aren't easy to use. They 

require expert knowledge of type history, form, 

and letter-making techniques. For a basic over- 

view of the both the history of type and general 

shifts in letterforms (the forms of the letters), | 

recommend a simpler classification system: the 

five families of type. 

Five Families of Type 

The Five Families of Type consists of five general 

categories: Old Style, Transitional, Modern, Slab 

Serif, and Sans Serif (Figures 15.1 to 15.3). Usually 

we add a sixth category when discussing fonts: 

Display Faces, meant for headlines only (never 

for text). 
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read read 
FIGURE 15.1 Left: Andron, an Old Style web font. 

Right: Georgia, a Transitional web-safe font. Both 

are set at 72px. 

read read. 
FIGURE 15.2 Left: Serif 72 Beta, a web font with 

Modern elements. Right: Museo Slab, a Slab Serif web 

font. Both are set at 72px. 

read read 
FIGURE 15.3 Left: PT Sans, a humanist Sans Serif font. 

Right: Museo Sans, a geometric Sans Serif font. Sans 

Serif fonts can vary greatly. Both are set at 72px. 

The Five Families of Type is a good system to start 

with for classifying fonts. It does not require an 

expansive knowledge of type history or the eye to 

differentiate between a dozen (or more) “classes” 

of fonts. In addition, the terms are commonly used 

by other typographers (even if they prefer a 

different classification system, they'll know these 

terms, too). 

But there are two problems with this classification 

system. First, it is too general. For example, Sans 

Serif typefaces can vary greatly from each other. 

The term Sans Serif does not help us “picture” 

a font. 

Second, it is based on fonts (typefaces) developed 

for print. Good web fonts tend to have a different 

internal structure than typefaces developed for 

print. Designers who work in both web and print 

mediums will have to develop different mental 

models for each term. 

INTERLUDE 3 BUILDING A FONT LIBRARY 

Expanding the Five Families 

Classification System 

Because the Five Families of Type classification 

system is too general, we can use adjectives to 

help typographers better visualize fonts. Two 

adjectives I'll use in this chapter are humanist 

and geometric. 

More detailed classification systems use the term 

humanist for the earliest roman fonts (Figure 15.4). 

Humanist/Venetian fonts are older than Old Style 

fonts. Humanist is also used with Sans Serif fonts 

to describe letters that reference the human hand. 

read read 
FIGURE 15.4 Left: Calluna has some humanist 

elements, such as the rising crossbar on the eand the 

pen-formed terminal on the a. Calluna, by Jos 

Buivenga, is a web font and holds up well on the 

screen. Right: Centaur, a humanist-inspired font for 

print. Both are set at 72px. 

Old Style 

Old Style fonts feel more traditional or “old.” 

They are based on forms created by writing letters 

with pen and ink, but are not calligraphic or script 

fonts. Adobe Garamond (print) and Andron 

(print and web) are examples of Old Style fonts 

(Figure 15.5). 

read read 
FIGURE 15.5 Left: Andron, an Old Style web font by 

Andreas Stétzner. Unfortunately, it lacks legibility at 

small text sizes on the web, due to its small x-height 

and small closed counters in the aand e. Right: Adobe 

Garamond, a digital version of an Old Style font (orig- 

inally attributed to Claude Garamond) for print. Both 

are set at 72px. 
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Old Style fonts have pen-formed terminals (Figure 

15.6), wedge-shaped serifs (also called “adnate” 

serifs) that flow into the stems of the letters 

(Figure 15.7), and less contrast between thick and 

thin strokes (Figure 15.8). They also have a diag- 

onal stress (Figure 15.9). The “stress” is the imagi- 

nary line drawn between the thinnest parts of the 

bowl. All of these structural elements mimic 

letters formed by pen and ink. 

fa fa 
FIGURE 15.6 Left: Andron. Old Style fonts mimic pen- 

formed letters. They have pen-formed terminals and 

a smaller x-height. Right: Compare to Georgia, a 

Transitional font. Both are set at 90px. 

dn dn 
FIGURE 15.7 Left: Andron. Old Style fonts have adnate 

serifs—they flow into the stem. Head serifs are 

wedge-shaped. Foot serifs have curved bottoms. 

Right: Compare to Georgia, a Transitional font. Both 

are set at 90px. 

NN 
FIGURE 15.8 Left: Andron. Old Style fonts have less 

contrast between the thick and thin strokes in letters. 

Right: Compare to Georgia, a Transitional font. Both 

are set at 90px. 

FIGURE 15.9 Left: Andron. Old Style fonts have a 

slanted stress (the invisible line between the thin- 

nest parts of the bowl). Right: Compare to Georgia, a 

Transitional font. Both are set at 90px. 

Old Style fonts designed for print have smaller 

x-heights and small closed counters on the lower- 

case aand e. Good web fonts deviate from this 

structure in order to retain legibility. 

Old Style fonts can be used for text or headlines, 

and give a traditional or “old” feeling to the text, 

partially because they are reminiscent of the mid- 

fifteenth to mid-eighteenth centuries. They need 

to be set larger because of their small x-height. 

Beware fonts that have overly emphasized pen- 

formed terminals and serifs—they can draw atten- 

tion to themselves and undermine the flow of words. 

Transitional 

Transitional fonts feel traditional, but are “crisper” 

than Old Style fonts. More concerned with ideal 

letters than pen-formed letters, Transitional fonts 

have teardrop-shaped terminals (Figure 15.10, 

left), more contrast between thick and thin strokes 

(Figure 15.11, left), and generally horizontal serifs 

that flow into the stems of the letters (Figure 

15.12, left). Stress tends to be more vertical, and 

changes as needed throughout the font (Figure 

15.13, left). 
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fa fafa 
FIGURE 15.10 Left: Georgia. Transitional fonts have 

teardrop-shaped terminals. Middle: Although Serif 72 

Beta still has teardrop-shaped terminals, they are 

crisper, which makes the font feel Modern onscreen. 

Right: Bodoni BE. Modern fonts have ball-shaped 

terminals. All are set at 9O0px. 

NNN 
FIGURE 15.11 Left: Georgia. Transitional fonts have 

contrast between thick and thin strokes. Middle: Serif 

72 Beta’s high contrast between thick and thin strokes 

makes the font feel Modern on the screen. Right: 

Bodoni BE. Modern fonts have extreme contrast 

between thick and thin strokes. All are set at 90px. 

dndndn 
FIGURE 15.12 Left: Georgia. Transitional fonts have 

crisp adnate (flowing into the stem) serifs. Middle: 

Although Serif 72 Beta’s serifs aren't Modern, the 

thin foot serifs make the font feel Modern onscreen. 

Right: Bodoni BE. Modern fonts have very fine serifs 

that meet the stem at a right angle. All are set at 90px. 

FIGURE 15.13 Left: Georgia. Transitional fonts have a 

slight, nonuniform stress. Middle: Serif 72 Beta. Serif 

72 clearly has a Transitional stress. Right: Bodoni BE. 

Modern fonts have a vertical stress. All are set at 90px. 

INTERLUDE 3 BUILDING A FONT LIBRARY 

Transitional fonts were originally designed in the 

mid-eighteenth century with control (of form, of 

the printing process) in mind. A well-known 

Transitional font for print is Baskerville (Figure 

15.14, right), designed by John Baskerville, who 

dedicated most of his career to controlling the 

printing process. He created new techniques for 

making and drying paper and ink. His contempo- 

raries accused him of trying to blind his readers 

with his higher-contrast typefaces. 

A well-known Transitional web font is Georgia 

(Figure 15.14, left). Transitional web fonts 

continue to have teardrop-shaped terminals and 

crisp, adnate serifs, but lose the delicate beauty 

associated with Transitional print fonts. 

read read 
FIGURE 15.14 Left: Georgia, a Transitional web-safe 

font designed by Matthew Carter. Designed for the 

screen, it has more substantial strokes, larger closed 

counterforms in the aand e, a larger x-height, and 

more defined terminals than you'd usually see ina 

traditional Transitional font. Right: A contemporary 

version of Baskerville (Monotype), a Transitional font 

originally designed for print by John Baskerville. 

Both are set at 72px. 

Transitional fonts can be used for text or head- 

lines, and give a traditional feeling to the text 

without feeling quite so “old.” 

Modern/Didone 

Modern fonts feel very crisp and elegant. They are 

based on drawn letterforms with extreme contrast 

of thicks and thins (Figure 15.11, right), ball- 

shaped terminals (Figure 15.10, right), and thin, 

delicate serifs that create a crisp corner with the 

stem (Figure 15.12, right). They also have a 

vertical stress (Figure 15.13, right). 
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Modern fonts are not contemporary; they were 

modern in the late eighteenth century. Continued 

advancements in printing technology and paper 

allowed for such crisp, elegant letterforms to be 

printed cleanly. This classification is sometimes 

called Didone after the first Modern font. Another 

well-known Modern font for print is Bodoni (Figure 

15.15, right). Serif 72 Beta is a web font with both 

Transitional and Modern characteristics (Figure 

15.15, left). It's gorgeous at large sizes, but diffi- 

cult to read as text. 

read read 
FIGURE 15.15 Left: Serif 72 Beta, a web font with both 

Transitional and Modern characteristics designed by 

Christian Robertson (Betatype). Right: A contempo- 

rary version of Bodoni (BE), a Modern font originally 

designed for print by Giambattista Bodoni. Both are 

set at 72px. 

Modern fonts should never be used for text, as 

their thin strokes get lost on the screen. They are 

great for headlines, and add elegance to a typo- 

graphic layout. 

Slab Serif 

Slab Serif fonts were originally designed to say, 

“Look at me!” Characterized by uniform strokes 

(Figure 15.16) and heavy serifs equal to the 

strokes (Figure 15.17), Slab Serif fonts came of age 

during the Industrial Revolution in the early nine- 

teenth century. 

Changes in printing and paper-making technology 

allowed for increased (quick, inexpensive) adver- 

tising. Fonts shifted use from subtle text in books 

to loud words on broadsides (posters). 

Traditionally, Slab Serif serifs are unbracketed— 

they are not adnate. They do not flow into the stem 

(Figure 15.17). Slab Serifs are the same thickness 

as the other horizontal strokes in letters, and can 

be blunt and square or rounded (Figure 15.18). 

As with every class in this system, there are a 

variety of Slab Serif fonts. Some contemporary 

Slab Serif fonts (Figures 15.16 to 15.20) have 

contrast between thick and thin strokes. Serifs end 

up thinner than traditional Slab Serif serifs. 

Geometric Slab Serif fonts have a mathematical 

consistency to them. Museo Slab is a Slab Serif 

font with geometric characteristics, while DejaVu 

Serif is not geometric (Figure 15.21). Both are 

available for font-linking. 

Traditional Slab Serifs should be used with care in 

text. Thick strokes and serifs can result in smaller 

counterforms, and reduced space hinders legi- 

bility. Look for a Slab Serif with open counter- 

forms, a generous amount of space between 

letters, and more delicate strokes, like Museo Slab 

and DejaVu Serif. 

NN 
FIGURE 15.16 Left: Museo Slab. Traditionally mono- 

line, Slab Serif fonts do not have an appreciable 

contrast between thick and thin strokes. Right: 

DejaVu Serif is a contemporary Slab Serif font. Both 

are set at 90px. 

dn dn 
FIGURE 15.17 Left: Museo Slab. Slab Serif serifs are 

unbracketed, or not adnate; they meet the stem ata 

right angle. Serifs are the same weight as the other 

horizontal strokes in the letters. Right: DejaVu Serif. 

Both are set at 90px. 
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sans serif letters have been around since the Fifth 

read read «« 
FIGURE 15.18 Left: A contemporary version of Characterized by uniform strokes (Figure 15.22) 

Rockwell, from the Monotype library. Serifs are and no serifs (Figure 15.23), Sans Serif fonts are 

square. Right: A contemporary version of Courier, often associated with the twentieth century 
originally designed by Howard “Bud” Kettler for IBM. because they gained popularity after World War l. 

.Both tat 66px. : : : : 
wee ear ae aa aot Helvetica (Figure 15.26, right) is probably the most 

well-known Sans Serif. Arial (Figure 15.26, left) was 

one of the original Sans Serif fonts created for (as 

a a opposed to designed for) the screen. 

Like every class in the system, there are a variety 

FIGURE 15.19 Left: Museo Slab. Slab Serif fonts were of Sans Serif fonts. Sans Serif fonts can be used for 

originally monoline. Strokes ended abruptly and did either text or headlines. 

not create a terminal shape. Right: DejaVu Serif is a 

contemporary Slab Serif font. Both are set at 90px. Geometric Sans Serif fonts have a mathematical 

consistency to them; their bowls tend to be 

perfect circles. Museo (available for font-linking) 

O eC (F) and Futura (print) are geometric Sans Serif fonts 

(Figure 15.27). 

FIGURE 15.20 Left: Museo Slab. Traditionally mono- Humanist Sans Serif fonts reference the human 

line, Slab Serif fonts do not have a stress; bowls are hand. Gill Sans (print) and Verdana (web) are 
usually circular. Right: DejaVu Serif is a contemporary humanist Sans Serif fonts (Figure 15.28). With 

Slab Serif font. Both are set at 90px. : rai 
modulating strokes, they feel less mechanical than 

other Sans Serif fonts. 

read read NIN 
FIGURE 15.21 Left: Museo Slab is a Slab Serif font by 

Jos Buivenga. Designed for print, it has consistent 

strokes, round bowls, and a mathematical consis- 

generous letterspacing, the font remains legible on have an appreciable contrast between thick and thin 

screen. Right: DejaVu Serif is a Slab Serif font with a strokes. Right: Museo Sans. Both are set at 90px. 
narrower bowl, chiseled terminals, and contrast 

between thick and thin strokes. Both are available for 

font-linking. Both are set at 66px. 

Sans Serif I), Nn 

Sans Serif fonts (Figures 15.22 through 15.28) feel 
more contemporary than serif fonts, even though FIGURE 15.23 Left: PT Sans. Sans Serif fonts do not 

have serifs. Right: Museo Sans. Both are set at 90px. 
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fa fa 
FIGURE 15.24 Left: PT Sans. Humanist Sans Serif fonts 

tend to have a modulated stroke; terminals do not 

have an extra shape. Right: Museo Sans, a geometric 

Sans Serif, has more monoline strokes. Both are set 

at 90px. 

Oe OC 
FIGURE 15.25 Left: PT Sans. Sans Serif fonts do not 

usually have a true stress because strokes are usually 

monoline. Right: Museo Sans. Both are set at 90px. 

read read 
FIGURE 15.26 Left: Arial. Created but not designed for 

the screen by Monotype, Arial lacks generosity of 

x-height, counterforms, and letterspacing, all of 

which promote legibility onscreen. Right: A contem- 

porary version of Helvetica, designed by Max 

Miedinger, a Sans Serif font design for print. Both are 

Neo-Grotesque Sans Serif (also called Anonymous 

Sans Serif due to their plain appearance). Both are set 

at 72px. 

read read 
FIGURE 15.27 Left: Museo Sans, designed by Jos 

Buivenga, has a “double-decker” a. Right: A contem- 

porary version of Futura, designed by Paul Renner for 

print. Most geometric Sans Serif fonts have a “single- 

decker” a(the ais a circle with a line on one side), 

making them feel even more geometric. Both are set 

at 72px. 

read read 
FIGURE 15.28 Left: Verdana, designed by Matthew 

Carter, is a humanist Sans Serif font designed for the 

web. Referencing the hand, humanist Sans Serif fonts 

usually have modulated strokes, narrower bowls, and 

open apertures. Right: A contemporary version of Gill 

Sans designed by Eric Gill for print. Both are set at 72px. 

Display Fonts 

Display fonts are used for large type (headings, 

pull quotes) only. They are not appropriate for 

text. Classification of display fonts is less consis- 

tent than text fonts. They are often grouped 

according to a single characteristic—distressed/ 

grunge, retro, script, art deco, and so on. But 

display fonts are so varied, they are difficult to 

describe using a single term. For instance, some of 

my favorite display fonts are Selfish (a distressed, 

elegant script), BlackJack (a script with some 

lovely thicks and thins), and EastMarket (a retro 

font with soft corners, substantial thick strokes, 

and a funky lowercase s). 

Identifying Good Web Fonts 

A good web font makes no excuses. It never says, 

“If only you could see me in print.” For example, 

an exquisitely designed font with extremely thin 

strokes and delicate serifs might be beautiful 

printed on high quality paper, but if strokes and 

serifs get lost on the screen, it’s not a good web 

font. Always evaluate web fonts based on how 

they perform onscreen, not in print. 

Good Text Fonts for the Web 

What qualities should you look for when choosing 

text fonts for the web? A good web text font 

usually has a generous x-height, open counter- 

forms, and a generous aperture (Figure 15.29). It 
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has generous (but not too generous) letterspacing 

(Figure 15.30). 

It does not have thin strokes or delicate serifs, 

which can get lost on the screen (Figure 15.31). 

Nor does it have strident serifs or terminals (which 

draw attention to themselves and undermine the 

flow of words). 

A good web font A good web font 

has a generous has a generous 

x-height andopen _ x-height and open 

counterforms. counterforms. 

FIGURE 15.29 Left: Calluna is more legible because it 

has a generous x-height and open apertures (though 

the font is not as smooth on Windows). Right: Andron 

is less legible at text sizes due to a smaller x-height 

and smaller closed counterforms in the aand e. 

A good web font 

has generous (but 

not too generous) 

letterspacing. 

A good web font 

has generous (but 

not too generous) 

letterspacing. 

FIGURE 15.30 Left: PT Sans has generous letter- 

spacing, which helps with readability onscreen. 

Right: Droid Sans‘s letterspacing is a little too loose, 

and undermines readability. 

A good web font 

does not have 

delicate strokes 

or serifs. 

A good web font 

does not have 

delicate strokes 

or serifs. 

FIGURE 15.31 Left: DejaVu Serif has a contrast 

between thick and thin lines, but remains legible on- 

screen at text sizes. Right: Serif 72 Beta’s thin strokes 

and serifs are too delicate. The font is hard to read at 

text sizes onscreen. 

INTERLUDE 3 BUILDING A FONT LIBRARY 

A great web text font has all of the characteristics 

already mentioned, plus multiple styles (roman, 

italic, bold) to meet your needs (even a simple 

bibliography needs a good italic). A great web text 

font works well as text but also tooks great big (for 

headings). 

Some delightful and well-designed web fonts 

available for font-linking don’t have multiple 

styles. You can use size, case, and color to meet 

your needs. But a great web text font has the 

styles and weights you need. 

Good Display Fonts for the Web 

A good display font has consistent letterspacing 

(Figure 15.32). Script fonts especially need excel- 

lent kerning (spacing between pairs of letters); 

otherwise, letters will overlap or have big gaps 

between them (Figures 15.33 and 15.34). If you 

want a script that connects, connections should be 

as clean as possible. 

FIGURE 15.32 Demand consistent and healthy kerning. 

Left: A script font with inconsistent spacing. Right: A 

Sans Serif font with little spacing. 

FIGURE 15.33 Avoid using a script font with bumpy 

connections. Left: BlackJack’s connections are well 

integrated into the font. Right: This font’s connec- 

tions are not very good, making the stroke of the 

script look odd in places. 
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display font 
diyplay fort 
FIGURE 15.34 Do you want a script with connections? 

Top: Lobster doesn’t connect every letter, but the 

breaks are integrated into the design. Bottom: This 

font looks broken. The forms of the letters make us 

expect them to connect, and they don't. It’s 

disconcerting. 

A display font should look good at the size you 

need it, have all the characters you need, and 

maintain legibility (Figure 15.35). It should be well 

proportioned. In Figure 15.36, Cailuna is well 

proportioned. All the parts of the letters work 

together in harmony; no element demands our 

attention. In Figure 15.37, Museo 700’s letters 

complement each other. The curves feel like they 

belong to the same pattern, or group of curves; 

the black and white shapes in the letters are 

balanced. 

Finally, a display font should work with the word 

or words you need to set (Figure 15.38). Some 

display fonts look great until you use them with 

your text—and realize one or more letters don’t 

work with the overall design of your page. 

ee ube 
FIGURE 15.35 Do details hold up at the intended size? 

Even with good, fun fonts, if you use them too small, 

you'll Lose the details that make them unique. Left: 

GrutchShaded. Right: Astonished. 

use use 
FIGURE 15.36 Choose a well-proportioned font. Left: 

Calluna is well proportioned. Right: This font is not 

well proportioned. The thick angled serifs on the u 

demand more attention than they should. The 

crossbar on the e feels too thin compared to the bowl 

of the letter. 

use use 
FIGURE 15.37 Choose a well-designed font. Left: 

Museo 700 is a well-designed font. Right: This font is 

not well designed. The serifs are overpowering, the 

white space in tne uis awkward, and the white spaces 

in the s are way too small. The top and bottom of the 

e look like they belong to two different letters! 

use USE 
FIGURE 15.38 Choose a font that looks right with your 

word or words. Even beautiful, well-designed fonts 

you love can have a letter that feels odd in the 

context of your page design. Left: EastMarket. | love 

this font, but the sis not appropriate for every 

design. Right: HamburgerHeaven is another favorite, 

but the eis unique, and is not right for every design. 

Building Your Font Library 

A good typographer can work with the same font 

over and over, making it sing every time. Building a 

font library is not about collecting fonts just to 

have them (although we all do it). It’s a matter of 

introducing a font to your palette because you're 

working with content that needs it. 

Build your library slowly and surely. Work exten- 

sively with each font until you know it intimately. 

To start, choose a couple of serif fonts and a 
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couple of sans serif fonts. Figure out everything 

you can do with them. This will help you identify 

what you need in a new font. 

Look at what others are doing. Find people who 

strive for quality typography and learn from them 

(Figure 15.39). It's okay to disagree with or modify 

what others do as well. Test your own ideas. 

Fonts 

Bello and Proxima Nova 

How do | use the fe 

ILRGriis Vera 
and wardc ta vaurw @ | 
Graublau Sans with Lucida sanserif 

FIGURE 15.39 Tim Brown shares a couple of his 

favorite font pairings on NiceWebType.com. Learn 

from people who strive for quality typography. And 

test your own ideas, too. 

When expanding your library, look for what you’re 

missing that your content needs. Be willing to pay 

for a font. You'll have more options and get better 

quality—more styles and weights, better spacing, 

and fonts that work both large and small. 

INTERLUDE 3 BUILDING A FONT LIBRARY 

Free or Open-License Fonts 

Using free or openly licensed fonts is a great place 

to start your library (Figure 15.40)—especially if 

you are a student, or just starting to look for web 

fonts to use. There are a handful of free fonts 

(Museo, PT Sans, Droid Serif are three that come to 

mind) that you can use to set beautiful pages of 

web typography for many years. 

Invoicing For Freelancers: 

Look Professional: Online Invoicing 
Time Tracking & Expense Tracking. SQUIRREL ©. 

100: 

Home) MostDownloaded NewlyAdded —font-faceKits font-face Generator 

Worry-Free 
Webfonts 

| ae 

Free fonts have met their match. We knew how hard it is te find 

quality freeware that is licensed fer commercial work. We've done 
the hard work, hand-selecting these typefaces and presenting them 
in an easy-to-use format. Hore are some of our favorites: 

St Marie AaBbCcDdEeFfGgHhliJj 
‘Sa blazie | 1 Bis | Opentypa | Stvestyone DD | wore | Downton OTF 

Nobile AaBbCcDdEeFfGgHhIiJjK 
Wabile |4 Styles | TrueType | Wecnon Meee EDD} Vee | Downtood OF 

PT Sans AaBbCcDdEeFfGgHhlujKk 
PT Sane | 2 Sen | HeeT oe 

PROFESSIONAL. 
WORDPRESS gj Sseecceentoes 
THEMES acer 

jroois | 

ED) Wren] Goeetcnd STE 

Museo Slab AaBbCcDdEeFfG 
Musa Sib |2 Seven | OpoaType | Eins SDD) Views [Dowaloas OTF sets) 

| j 
| Google web fonts GB seasccessntLetueton Abost | 
| | 
| ; Wee Sertercs {Peach 0 Beckman y< ection | 
| Sheng | Proview Text | Grumpy wizards make toxid 7 | Sie: | 28 |= px Sorting: | Tren : | / 229 : : 
| | font families 

i Grumpy wizards make toxic brew for the evil Queen ¢ 

| Faters: Connfortas, 3 Siyies by Johon Aakeriund PSeeaisyies BM avickese BPopcut | 

| | Abssiegsres 5: SSF) 
| (TNiekness nies 4 

rel | Grumpy wizards make toxic brew for the evil Queenand] | 
\ ‘al 

| Bee Ace, 1 ive by Oya! Dauckiee BPs ou 4 
| Script: grRES 3 =e = = = SPN i / | 

ies = Pee) 
i aywn Grumpy wizards make toxic brew for the evil Queen | 
\ Dy, 

\ He) 
{ 

ja) 
{ tel 

| Coustard, 2 Styles by Vomon Adama Sc oitsiyes Mouckus 

0 font families in your Collection « 

FIGURE 15.40 | love free web fonts. FontSquirrel.com 
and google.com/webfonts are great places to start 
when learning web typography—especially if you are 
a student. But if you want a better variety of well- 
designed font families (complete with a variety of 
weights and styles), you need to be willing to pay. 
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But unfortunately, most free fonts are not great 

text fonts. They lack legibility and beauty. | keep a 

resource (www. goodwebfonts .com) of lively, 

subtle, perfectly legible fonts for the web. After 

months of searching and testing, my grad student 

and | only found ten free web fonts we'd recom- 

mend using for text. And unfortunately, even 

those ten don't all look great in Windows. 

With a handful (or two) of good free web fonts, 

your choices are still limited. Many free fonts only 

include roman (and if you are lucky, italic and 

bold). If you want to use the whole font family—if 

you want light and heavy weights—you usually 

need to pay for it. 

Plan to expand your font library beyond what you 

can use for free. Luckily, between Verdana, 

Georgia, and a handful of quality free fonts, you 

can take your time figuring out what you need. 

Purchasing Web Licenses 

A few foundries (fontspring.com, typotheque.com, 

fontshop.com) sell web licensing for fonts (Figure 

15.41). As a consumer, you can purchase a print 

license, a web license, or a combined license. 

Upon purchase, you own a license to use the font. 

There is no yearly fee. Purchasing a web license 

expands your library legally, honestly, and with 

professionally designed font families. When you 

purchase a web font, you install the font on your 

own server and use the @font-face syntax to 

use the fonts on your web pages. 

Many of these fonts were originally designed for 

print, so consider them carefully before 

purchasing a license. Also be aware that, while 

many licenses include unlimited website use and 

unlimited page views, this is not true for all 

licenses. Double-check the number of permitted 

websites and page views before purchase. 

SPRING FONTS [seesnvans) 2) @FONTFACE SUPPORT ‘ACCOUNT CART 

The fonts The foundries What's @font-face? 
99.9% of out fonts can be purchased We have a growing library of Get up to speed on @font-face usage. 

@lont-face licenses.Get the fonts from an incredibly talented pool of font est practices and how Fontspring web 
you want on your size, Start browsing + fonts work, Get info 

‘Westin: A font by Miller Type Foundry, $19 

Opentype for your desktop and webfonts for your sites. Go> 

FONT LISTS 

Bestsellers 

FONT TAGS BESTSELLING FONTS 

Proxima Nova AaBbC 

Recently Added Museo Sans AaBbCc 
Fi 
= Brandon Grotesque 

User Favorites Display 

MYNARUSE AABB 

Vanable AaBbCcDdEeF 

Museo AaBbCcDdEe 

Calluna Sans AaBbCcD 

Alphabetically Handdrawn 

By Foundry Dingbats 

FIGURE 15.41 Fontspring is one of the few web found- 

ries that sell web licensing for fonts. When you buy a 

web license, you own the right to use the font, with no 

yearly fees, and you can use the @font-face declara- 

tion. Always look to see if there is a restriction on page 

views or domains when purchasing a web license. 
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Buyer Beware 

Beware of popular fonts designed for print that 

are licensed for the web. They may not hold up 

onscreen. 

Don't buy a font unless you know it will work 

the way you need it to. If you've tested fonts 

with a resource like fontsquirrel.com or google. 

com/webfonts, you've probably experienced a 

common problem: thinking a font looked great 

until you used it with your text. If possible, test 

new fonts at text size, not display size, before 

purchase. 

Does the foundry provide a list of websites 

using the font (Figure 15.42)? If not, can you 

find any on your own? Does the foundry provide 

examples of the font in use—in HTML, not 

pretty illustrations of the font at display sizes? 

Finally, shop around. There are various ways 

to build your font library. Use the method that 

works best for you. 

Design Gallery 

PLAY JOURNAL ABOUT JOURNAL ABOUT 

\ 
t 
‘ 
{ 
' 
\ 

( (Our collection of inepiring websites uaing Typekit fonts, 
\ | TIT Bae 
i} 
i 
\ 
( 
I 
if 
\ 

\ 

\ 
{ build stuff, and sornetimes take pictu 

mrld’s finest pianos for OY Nook at some of my stutf below. 

LEARN ABOUT 
ESS. 

FIGURE 15.42 Good foundries and subscription-based 

services provide a gallery of websites using their 

fonts. Look for a gallery like Typekit’s (typekit.com), 

where you Can visit the actual sites and see fonts in 

use (a gallery of just images is not as helpful). 

INTERLUDE 3 BUILDING A FONT LIBRARY 

Subscription-Based Services 

Subscription-based services keep the fonts on 

their servers. Designers use a bit of code in their 

HTML to access the fonts. The fonts are more 

secure, so type designers are more comfortable 

allowing fonts to be used for font-linking (Figure 

15.43). 

Feature Tour Pricing Browse Fonts Galery About _ Blog Support 

This will change the way 

you design websites. 

Add a line of code to your pages and 
choose from hundreds of web fonts. 
Simple, bulletproof, standards 
compiiant, accessible, and totally legal 

THE EASIEST WAY TO USE 

Real Fonts 
| ON YOUR WEBSITE 

Rosewood and Chaparral by Adoba, 

A snap to set up 

| 
| 

\ 
\ 
\ 
\ 
\ 

\ 
{ We've worked hard to 

\ make Typekit ezay fo 
{ a: use. Add and uae web 
| fonts the way you want 
i 
| 
\ 

| 
{ 
\ 
i 

Fast and reliable All your favorites. 

Your fonts will be necved We're working with 
from a robust network foundries to bring the 

bait with hundreds of best possible fonts 10 
servers worldwide, the wab. 

Browse fonts How it wares 
Try it for tree 

The professional web 
font solution. 

‘oF create an account and try fonts for fine » \ 
\ 
| Showease \VirusFonts joins Fontdeck 
| virgata tipi wetanes wsing Fonz, Veufora sox ines bensy rece Regime 
| WV she cease of ation Barba nck 
\ Bourgeois 
\ 7 re \ @ tov ard Bourpeck, 
} och table fy Sty tee. wang with Pabiotand Napa «= PA RIO + 
| BEEP clan Saenbook egpayfaes 
| INDUSTRIES MenIsSFrtak 

Foundries Designers Support Contact Showcase Mog efeatdeck 

{© W49-Z0L1 Foonsece LLC Data of Saratce « Prrvacy « Coster 
Fontcieck® & peoxtly Deut 29 you by Caaeteft & Ooi 

FIGURE 15.43 Subscription-based services keep the 

fonts on their servers and charge a yearly fee. Top: 

Typekit offers packages that include a large variety of 

fonts. Bottom: Fontdeck also provides access toa 

large variety of fonts, but only charges for the fonts 

you use. 
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CHAPTER 15 Building a Font Library 

Typekit (typekit . com) offers a variety of reason- 

able packages. A portfolio package, allowing you 

to use an unlimited number of its fonts on an 

unlimited number of websites (not just your own, 

but your clients’ sites, too) is $49.99 per year. 

Some of the fonts offered are also available as 

free fonts, but you'll get more with a subscription 

(more styles and weights—and less syntax to 

manage). Its text font offering has improved 

substantially over the past year. Paying for a yearly 

package is great for building a foundation of web 

fonts, which you can supplement as needed with 

web licenses you purchase or subscribe to 

elsewhere. 

Fontdeck (fontdeck ee) offers a variety of 

high-quality fonts at reasonable subscription 

rates. You pay only for the fonts you use, and you 

pay per website, per year. Be aware, you'll need to 

subscribe to each style in a font you want to use. 

One great thing about Fontdeck is that it allows 

you to test-drive all of its fonts for free. 

When choosing a subscription-based service, 

examine the following characteristics: 

* Ease of use (Can you get the fonts working, on 

your own, immediately?) 

* Quality of fonts provided (Don’t be swayed by 

the number of fonts they offer—how many will 

you actually use? How many are print fonts that 

don’t hold up well on screen?) 

* Cost (Access to better fonts with more styles is 

worth more money, but read the fine print— 

know how many websites, page views, and styles 

you get for the price.) 

Building a Font Library 

To summarize, when building a font library for 

the web, remember that: 

Typographers classify fonts—grouping them 

together based on form. 

Having a classification system helps you picture 

what a font looks like based on its classification: 

Old Style, Transitional, Modern, Slab Serif, and 

Sans Serif. 

° A good text font usually has a generous x-height, 

open counterforms, a generous aperture, and 

generous spacing between letters. 

A good text font usually does not have thin 

strokes or delicate serifs, strident serifs, or 

terminals. 

You can build your library slowly, over time. Get 

to know the fonts you have. Choose new fonts 

based on what the content needs that your 

current fonts can’t provide. 

Most free fonts are not appropriate for text. 

Those that are often have limited styles. So be 

willing to pay for fonts. 
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Lesson 15: Critically 

Analyze Fonts 

You've already designed and built the start of a 

website. You've applied systems of voice, grid, and 

navigation across multiple pages. By the end of 

this lesson, you'll have analyzed web fonts, chosen 

one to use for the text in your recipes, and 

replaced the web-safe font you've been using thus 

far (Figure 15.44). 

This lesson helps you achieve the following 

objectives: 

1 Practice looking critically at fonts, considering 

their history/feeling, legibility/readability, and 

capability to do the job at hand. 

2 Practice testing multiple fonts. Don’t settle 

for the first one you think might work. It 

often won't. 

3 Practice choosing two fonts to work together. 

4 Practice making subtle changes to your design 

(size, line height, color) to accommodate the 

new font(s). 

5 Practice building font stacks. 

6 Become familiar with font resources beyond 

fontsquirrel.com. | particularly recommend 

checking out google.com/webfonts (a free web 

font service), typekit.com (a reasonable, easy- 

to-use web-font subscription service) and 

goodwebfonts.com (a list of hand-picked fonts 

for use with web text). 

7 Practice trying to find the font you need. You'll 

identify what kind of font to purchase when 

building your library. 

e 2/12 cups all-purpose flour, plus extra 

for rolling 

e 16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 

e {teaspoon salt 

e 1 teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 

e 4to 8 tablespoons ice water 

INGREDIENTS 

2/12 cups all-purpose flour, plus 

extra for rolling 

e 16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 

e i teaspoon salt 

e 1teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 

e 4 to 8 tablespoons ice water | 

FIGURE 15.44 By the end of this lesson, you'll have 

replaced your web-safe text font with a web font, like 

this example by Chris Nelson. Top: Crimson, a free 

web font with lining figures. When Chris developed 

this web page, Crimson bold was not available for the 

heading. Bottom: Georgia, his original web-safe font 

with Old Style figures. 

Even if you are already HTML/CSS savvy, follow the 

walk-through provided. | show you what a typog- 

rapher looks for in the process. 
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Overview of the Lesson 

In this lesson, you'll visit three sites that provide 

access to web fonts. You'll test the fonts they have 

available, and choose fonts to incorporate into 

your recipes. 

Go to fontsquirrel.com, google.com/webfonts, or 

typekit.com 

Look for (text) fonts that match the feeling of your 

site—“classic, quality, but with warmth” or “fresh, 

local, simple, delicious, sustaining.” Use the 

expanded Five Families of Type from this chapter 

to help you choose fonts. 

Test the fonts 

Test-drive the fonts first to narrow down your 

selection. Then use @font-face or syntax 

provided by the subscription service to use the 

selected font(s) throughout your site. 

implement the best font, build a font stack, make 

subtle changes 

You will probably need to change size and line 

height in the CSS to make the new font work. You 

designed your pages around a different font, and 

even if the new one is similar to the original, no 

two fonts are the same. If your new font has a 

larger or smaller x-height, or a narrower or wider 

bowl, you'll need to make slight adjustments. 

In the future, you should always pick your font 

early in the design process. | purposely waited 

until late in the project to choose a web font for 

the text for two reasons. First, it’s allowed you to 

focus on other issues such as grid and navigation 

(which are more exciting than type history for 

most people). Second, you'll get the opportunity 

to see how much your design and text shift when 

you change the font. 

LESSON 15 Critically Analyze Fonts 

What to Look for in the New Font 

There are a lot of web fonts out there! You can 

narrow down your search by looking for quality 

fonts. Always look for a font that 

* Is legible and readable. To ensure legibility, look 

for the following: a generous x-height, open 

counterforms, a generous aperture; an even, 

generous (but not too generous) spacing 

between letters; substantial strokes and serifs 

(so they don't get lost on the screen); and serifs 

and terminals that don’t scream out, “Look at 

me!" Check out goodwebfonts.com, a resource 

for lively, subtle, and perfectly legible fonts on 

the web. 

Can do the job at hand. Do you need an italic or 

bold? Does the font family have these? Do you 

need to use the font small and large? What do 

the numbers look like? Does the font hold up 

in the color palette you are using? Does it have 

all the characters you need? Be willing to nego- 

tiate your design as needed. In the future, you'll 

pick your font much earlier in the design process. 

Works with the other fonts in your design. If you 

want to use a display font for headlines or other 

text, or weave a second text font into the design, 

now is the time to try it. Review Chapter 4 to 

help you choose a second font. 

Using a Web Font from Font Squirrel 

| show you how to use web fonts from three 

different sources in this lesson. The first source is 

www. fontsquirrel.com. For this example, 

you'll modify the recipe from the last lesson, so 

make a copy of the last lesson’s folder and name 

the new folder 15_recipe_fontsquirrel. Keep it in 

the web_typography folder. 
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Create a new folder called fonts. You'll put your 

web font files in this folder. Keep the fonts folder 

in the 15_recipe_fontsquirrel folder. 

Rename the CSS file recipe_newfonts_fontsquirrel. 

css. Link it to the index.html file by going into the 

HTML file and changing the syntax in the head 

element to the following: 

<link 

href="recipe _newfonts_fontsquirrel 

-css" rel="stylesheet" 

type="text/css" /> 

Change the title as shown: 

<title>Lesson 15: Recipe (New Fonts 

FontSquirrel)</title> 

Link the new CSS file to all the HTML files 

Link the new CSS file to apple.html, chess.html, and 

pasties.html by going into the HTML files and 

changing the syntax in the head element. 

Test and choose one or more fonts to incorporate 

At fontsquirrel.com, test and choose one or 

more fonts to incorporate into your design. If a 

font doesn’t look right to you (or doesn’t have all 

the styles you need), don’t settle. Keep looking. 

Download the @font-face kit 

The directions on the site are self-explanatory. 

If you need additional instructions, review the 

“Download the @font-face kit” section in 

Chapter 4. 

View the demo.html file in your browser 

The demo file is helpful. It lets you see that every- 

thing downloaded properly before you start using 

the syntax and the web font files. 

Put a copy of the EOT, TTF, SVG, WOFF, and license 

files in your fonts folder 

Put a copy of the font files in the fonts folder you 

just created in 15_recipe_fontsquirrel. Put the 

license file in the folder as well. It's good to keep 

the license agreement with the fonts. (Read it, 

too!) Leave the other files; you don’t need them in 

the fonts folder. The stylesheet.css file is a valuable 

reference file, however, and you'll use it in the 

next step. 

Describe @font-face in your CSS document 

Find the stylesheet.css file provided by Font 

Squirrel in the @font-face kit. Open the file in 

your text editor. Find and copy the syntax for the 

styles you need to use in your web page. I’m using 

Crimson Roman and Crimson Italic. Use your own 

font information wherever | used Crimson-specific 

information. 

Open your CSS for this lesson (recipe_newfonts_ 

fontsquirrel.css), and paste the syntax at the top of 

the file. Do not copy and paste the syntax for any 

styles you won't use in the site, as it will slow 

down the site. Only copy and paste the syntax for 

the styles you are actually using, like this: 

@font-face{ 

font-family: 'CrimsonRoman'; 

src:url ('Crimson-Roman-webfont 

Coe); 

src:url('Crimson-Roman-webfont 

.ecot?#iefix') 

format ('embedded-opentype'), 

url ('Crimson-Roman-webfont 

-woff') 

url ('Crimson-Roman-webfont.ttf') 

format ('woff'), 

format ('truetype'), 

url ('Crimson-Roman-webfont 

-svg#CrimsonRoman' ) 

format ('svg'); 

font-weight :normal; 

font-style:normal; 

} 
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@font-face{ 

font-family: 'CrimsonItalic'; 

src:url('Crimson-Italic-webfont 

seOe) 7 

_ src:url('Crimson-Italic-webfont 

.ecot?#iefix') 

format ('embedded-opentype'), 

url ('Crimson-Italic-webfont 

-woff') format('woff'), 

url ('Crimson-Italic-webfont 

-ttf') format('truetype'), 

url ('Crimson-Italic-webfont 

.Ssvg#Crimsonitalic') 

format ('svg'); 

font-weight :normal; 

font-style:italic; 

} 

This syntax is not going to work... yet. You need 

to tell the various browsers to find the files they 

need in the fonts folder. Thus you need to add 

fonts/ to all of the URLS, like so: 

@font-face{ 

font-family: 'CrimsonRoman' ; 

src:url('fonts 

/Crimson-Roman-webfont.eot'); 

src:url('fonts 

/Crimson-Roman-webfont.eot 

?#iefix') 

format ('embedded-opentype'), 

url ('fonts/Crimson-Roman-webfont 

EWOLE! NE LOrmatn( WOE kh), 

url ('fonts/Crimson-Roman-webfont 

PELE.) hormat(vELuectYpe.);, 

url ('fonts/Crimson-Roman-webfont 

.svg#CrimsonRoman' ) 

Oneal (A SW.Ois ie 

font-weight :normal ; 

font-style:normal; 

} 

@font-face{ 

font-family: 'CrimsonItalic'; 

src:url('fonts 

/Crimson-Italic-webfont.eot'); 

src:url('fonts 

/Crimson-Italic-webfont.eot 

?#iefix') 

format ('embedded-opentype'), 

url ('fonts/Crimson-Italic-webfont 

-woff') format('woff'), 

url ('fonts/Crimson-Italic-webfont 

eth!) erommalt(Menuetyioe ua 

url ('fonts/Crimson-Italic-webfont 

.svg#CrimsoniItalic') 

format ('svg'); 

font-weight: normal; 

font-style: normal; 

} 

Use the font-family name in your selectors 

You've named the font-family and told browsers 

where to find the font. Now you're ready to use it. 

Change the font-family in any selectors (*, h1, 

h2, h3, p, and so on) in which you'll use the new 

font. For example, my universal selector (*) font- 

family has been Georgia up to now. | need to 

change it to Crimson Roman: 

ad 

font-family: 'CrimsonRoman' ; 

} 

Build a font stack 

Choose a web-safe font and a generic font name 

that best match your chosen web font. My font 

stack for Crimson Roman looks like this: 

font-family: 'CrimsonRoman', Georgia, 

serif; 
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Once you've built your font stack, carefully scroll 

down your CSS file. Find all the places you need to 

change the font-family, and do so—replacing 

the old font with the new font stack. To avoid 

errors, it’s best to use the “find and replace” func- 

tion if your text editor provides one. 

Provide copyright information 

Use a comment to identify any fonts linked in your 

file. Most licenses require that you provide the 

copyright information. Providing copyright infor- 

mation also helps web typographers identify and 

find good fonts! You'll appreciate it when others 

do it in their CSS. 

Crimson doesn’t request any specific notice, and 

there is not a designer listed, so I'll just add the 

information about their license above the @font- 

face declaration: 

/* This Font Software is licensed 

under the SIL Open Font License, 

Version 1.1. This license is 

available with a FAQ at 

NEeps1/7/ SCmtpes. sil song / ORM / 

Identify What Needs to Change 

You designed your pages around a different font, 

and even if the new one is similar to the original, 

no two fonts are the same. Your design is different 

from mine, so | can’t tell you exactly what prob- 

lems you'll see and how to fix them, but | can show 

you some of the problems | needed to fix. This will 

help you see the process—it will also give you tips 

on how to approach fixing your text as needed. 

How | Fixed the Problems in My System 

When | changed my font from Georgia to Crimson 

Regular, | immediately noticed a change in the size 

of my text. Upon closer inspection, | also found a 

problem with the italic text in my caption. 

| made all of the text bigger 

Crimson Regular looks much smaller than Georgia, 

even at the same size. | increased the font size and 

line height on every element that uses Crimson 

Regular: the universal selector (*), h1, h2, h4, the 

p.memory Class, the main navigation links, and 

the p.memory links. 

| did not have to increase the size of my section 

links or caption because those are controlled by 

the universal selector. | did not have to increase 

the size on my h3 because my h3 uses Verdana, 

bold, caps as a contrast to the serif font. 

My original text size was 14/20px (Georgia). | ended 

up using 16/21px (Crimson). | prefer Crimson at 

17/22px due to the small closed counterforms in 

the lowercase aand e. But the div widths in my 

layout made the line length too short. If | were to 

use Crimson again from the start of a project, | 

would set it at 17/22px and make the divs wider. 

| made the bullets in the ingredients list smaller 

Crimson’s bullets are too big (Figure 15.45). To fix 

this, | added a line to the ingredients listli 

to make the font size smaller, and then added a line 

inthe .1ist_text class to bump the text back up 

to the correct size. | already had these styles in my 

CSS. | used them to make the bullets a different 

color from the text in the list. The CSS looks like this: 

#ingredient_list lif{ 

font-size:13px; 

list-style: round; 

margin-bottom: 6px; 

color: #B29E4D; 

} 

was twextat 

font-size:16px; 

color: #423624; 

} 
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I made the italics work! 

Ingredients When | scrolled down the page, | realized my italics 

© 2/12 cups all-purpose flour, plus 

extra for rolling 

® 16 Tbsp (2 sticks) unsalted butter, 

very-cold, cut into 1/2 inch cubes 

weren't working. Why? The browser was trying to 

italicize Crimson Roman. But Crimson Roman 

doesn't have an italic version, so the browser was 

“faking” the italic (Figures 15.46 and 15.47). 

/ ® 1 teaspoon salt 

® 1 teaspoon sugar (increase to 1 1/2 

teaspoons if for a sweet recipe) 
Roll out the dough with a rolling pin 

| ® 4to 8 tablespoons ice water , ce 
: on a lightly floured surface. Move | 

Bie enoeeh for 2 single crust pies quickly and de not over-handle, The 

| or 1 double-crust fold-over pie. separate little bits of butter are the 

secret to a flaky crust. 

etre ee io OS | 

Ingredients 
e 2/12 cups all-purpose flour, plus 

extra for rolling 

Roll out the dough with a rolling pin on 

very-cold, cut into 1/2 inch cubes a lightly floured surface. Move quickly _| 

BT hei salt and do not over-handle. The separate 

| 
| 

| e 16 Tbsp (2 sticks) unsalted butter, 

| 
| little bits of butter are the secret to a 

e 1 teaspoon sugar (increase to 1 1/2 flaky crust. 
teaspoons if for a sweet recipe) 

* 4to 8 tablespoons ice water ee 

FIGURE 15.46 Top: The caption with Crimson Roman 

and fake italics. Bottom: The caption with Crimson 

Italic. | fixed this by using the ‘Crimsonitalic’ font 

family and removing the font-style:italic syntax. 

Makes enough for 2 single-crust pies 

or 1 double-crust fold-over pie. 

FIGURE 15.45 Top: Crimson’s bullets are too big. They 

jump out from the list. Bottom: | fixed the bullets by 

making the list items (li) smaller. | used a class to 

make the list item text the correct (bigger) size. | 

already had the li ID and the class in my CSS. | created 

them earlier when | changed the color of the bullets. 
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Eat Pie. 

Visit the Restaurant behind 

Life & Pie. 

Eat Pie. 
Visit the Restaurant 

behind Life & Pie. 

FIGURE 15.47 Top: An ad when | first added Crimson 

Roman. Bottom: The same ad after | increased the 

font sizes and fixed the italic. Note the ampersand. 

Using a Web Font from Google 

Web Fonts 

Now you'll use web fonts from www. google.com/ 

webfonts. Google Web Fonts is a hosting 

provider of freely licensed fonts. Google Web 

Fonts acts much like a subscription provider: It 

keeps the fonts on its server and provides you with 

a bit of syntax to make the fonts work in your site. 

Once again, you'll modify the recipe from the last 

lesson. Do not try and modify the pages you just 

made with the Font Squirrel web fonts. You've 

made too many changes to the files. Instead, make 

a copy of the folder 14_recipe and name the new 

folder 15_recipe_googlefonts. Keep it in the web_ 

typography folder. 

Rename the CSS file recipe_newfonts_googlefonts. 

css. Link it to the index.html file by going into the 

HTML file and changing the syntax in the head 

element as follows: 

<link 

href="recipe newfonts_googlefonts 

.css" rel="stylesheet" 

type="text/css" /> 

Change the title as shown: 

<title>Lesson 15: Recipe (New Fonts 

GoogleFonts)</title> 

Link the new CSS file to all the HTML files 

Link the new CSS file to apple.html, chess.html, and 

pasties.html by going into the HTML files and 

changing the syntax in the head element. 

Test and choose one or more fonts to incorporate 

Go to www. google. com/webfonts and look at 

some of the fonts it has available (Figure 15.48, 

top). On the day | took this screenshot, there were 

229 font families to choose from. (A font family is 

a family of styles and weights available for a 

specific font.) 

Narrow down the number of font families by 

choosing a filter. Figure 15.48, bottom, shows the 

fonts filtered by the keyword “Serif.” The fonts are 

also sorted by “Number of styles,” which makes it 

easier to find fonts that have a bold or italic style. 

When you see a font that might work, click on the 

“See all styles” button (Figure 15.48, bottom). All 

styles available for that font pop up, allowing you 

to evaluate the weights and styles you need 

(Figure 15.49, top). Notice that many of the fonts 

on Google Web Fonts don't offer italics or bold. 
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FIGURE 15.48 Top: Google Web Fonts has a wide 

variety of free web fonts to choose from. Bottom: Use 

Filters (highlighted in red) to narrow down your 

search. Sort the fonts (highlighted in yellow) and use 

the "See all styles” button (highlighted in green) to 

help find a font that’s right for your project. 

Preview a paragraph of text to see if the font 

works for text (Figure 15.49, bottom). If a font 

doesn’t look right to you (or doesn’t have all the 

styles you need), don’t settle. Keep looking. 

If a font looks like it might work for you, you can 

add it to your collection and continue searching 

for other options. If you've found the right font 

and are done with your search, click on the Quick 

Use link, which is the small right-arrow in the box 

(Figure 15.49, bottom). 

j 
| Google web fonts {jp Asa stm utvesnn! 
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Grumpy wizards make toxic brew for the evil Queen and Jack. 

ab forsee Grumpy wizards make toxic brew for the evil Queen and Jack. 

role Seat 4 Sivan by Stave Makeson [Ditteateyis ovens @Pccan 

Frovioe Tad | Grumpy wizards maka voliha] Sis! \aaicelon ” Saieg:(ubaral ensue 

| font families Droid Ser, 4 Siytos by Stave Matteson Gentium Beale, 4 Siyies by Vitor Gainey } 
aes |, Norval 400 Nomal 40 \ 
(fiawesod Grumpy wiaards reais toxic brew for the evil Queen and Jack. | | crempy wizards mike We bre for tha el aces eral Jock oe )\ 
| 0 ing, wh Samaa woke from (roubl monk  roce troubled ee found ia) 
\ Mt 
| Fiters: a 
| see nt 
jae | 
| m 

| Siant 
won \ hey 
nee ian bedding was hactly ables cover and seemed i 

nents ted 3 ude off ry meet rss ply thin cospaced wth ) 
ee tbe att of the est of bias waved abo beglely ot be Lashed 
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FIGURE 15.49 Top: Evaluate all weights and styles of 

any font under consideration. Bottom: View a para- 

graph of the font to make sure it works well for text. 

If it does, add it to your collection or click the Quick 

Use button (highlighted in red). 

Use one of the web fonts 

On the Quick Use page (or, if you've built a collec- 

tion, after clicking the Use button for a font), pick 

the styles you want to work with. Only choose the 

styles you actually need—for example, I'm only 

using normal and italic (Figure 15.50). The more 

fonts and styles you link to, the slower your page 

will load. 

Once you've chosen the styles you want to work 

with, Google Web Fonts provides you with the syntax 

to make the font work on your site. Follow these 

instructions to add the syntax to your code files: 

1 Triple-click on the syntax (Figure 15.50) to 

select all of it. 

2 Copy the syntax. 
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3 Open your HTML document. 

4 Paste the syntax as the first element in the 

<head> of the document. If your Google Web 

Fonts don’t work in a browser, confirm that you 

have the syntax as the first element. 

5 Copy the font-family name from the page 

shown in Figure 15.50, and paste it in your CSS 

wherever you want to use the font in your 

website. | don’t always agree with Google's font 

stacks, so | specify my own. 

For example, in my site, I'll be using the font 

stack ‘Droid Serif', Georgia, serifin 

the universal selector. | don't need to use it 

anywhere else. 

Google web fonts Gi) sseecimatimninsd Koh | 
\ 
| Quick Use: Droid Serif 

| Verify your settings below and then snag the code for your website. 
) 
|. Go back and add more fonts: \38 Z me 

| 
| 1, Choose the styles you want: 

Grumpy wizards make toxlc brew for the evil Queen and Jack 
Grumpy wleards make toxic brew for the evll Queen and Jack 
Grumpy wizards make toxic brew for the evil Queen and Jack 
Grumpy wizards make toxic brew for the evil Queen and Jack 

| 
| AIntegrate the fonts into your CSS: 

| | Tye Goopla Wen Fonts API wil genarate nw necessary browse:-apeciic CSS to use the forts, Al you need to do la ecd to font name fo your 
39 etylen, For oxampe: 

Geog web fonta ere powered by tho 

| Google web fonts api 

1) Check o4t mene savsriced Stine Sot rings Gogh web feta 
| fw te vee ont Looeter to She tne Sash of uityied te. 

re 

ey ee ee 

Quick use; Droid Serif 

FIGURE 15.50 When you're ready to use a font, choose 

the styles you want to work with (highlighted in red). 

Copy and paste the syntax (highlighted in yellow) 

into your HTML document. Copy the font-family name 

(highlighted in green) for use in your CSS. 

INTERLUDE 3 BUILDING A FONT LIBRARY 

Identify What Needs to Change 

When you changed your font, the overall feeling 

of your text changed. And because no two fonts 

are exactly alike, the new font probably caused 

some problems in your design. Your design is 

different from mine, so | can’t tell you exactly what 

problems you'll see and how to fix them, but I can 

show you some of the problems | needed to fix. 

How | Fixed the Problems in My System 

When | changed my font from Georgia to Droid 

Serif, | immediately noticed my text looked too 

big, and the lines of text looked too close together. 

Upon closer inspection, | also found a problem 

with my “Ingredients” headline. 

| made the text smaller, but increased the 

line height 

Droid Serif looks much bigger than Georgia, even 

at the same size; Droid Serif’s x-height is very 

generous, and the bowls are squarer and take up 

more room. | decreased the font size and increased 

the line height on the universal selector (*) , the 

p.memory Class, and the p. memory links. 

| enjoyed the larger-looking font in the main navi- 

gation links, the h1 and h4, and even increased 

the size on the h2. Droid Serif is enjoyable at 

slightly larger sizes. 

My original text size was 14/20px (Georgia). | 

ended up using 13/21px (Droid Serif). | prefer 

Crimson at 14/22px due to the slightly lighter 

strokes. But the div widths in my layout made the 

line length too short. If | were to use Droid Serif 

again from the start of a project, | would set it at 

14/22px and make the divs wider. 
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| pushed my ingredients headline down, so the 

list aligned with the links 

When the page was set with Georgia, the top 

section link aligned with the top item in the list of 

ingredients. Using Droid Serif, the list of ingredi- 

ents moved up slightly. | added 2px to the top 

padding on the h2. ingredients to move the 

ingredients list back into place (Figure 15.51). 

Ingredients 

2/12 cups all-purpose flour, plus extra 

for rolling 
Butter Crust 

| 

| Crumb Crusts 16 Thsp (2 sticks) unsalted butter, 

Lard and Suet very-cold, cut into 1/2 inch cubes 

| 
) 
| 

\ 

| 
| 
\ 
\ 

| 
| 

| 
1 teaspoon salt | 

| 
i 
} 

| 
| 
) 

| 
\ 
\ 

| 
\ 
| 
| 

) 
) 

| 

Makes enough for 2 single-crust pies 

or 1 double-crust fold-over pie. 

| Savory Dough 
| » 1 teaspoon sugar (increase to 1 1/2 

| Shortbread Crust teaspoons if for a sweet recipe) 

| Sweet Dough * 4to 8 tablespoons ice water 
| 

Whole Wheat ; ; 
} Makes enough for 2 single-crust pies 

| or 1 double-crust fold-over pie. 
\ 

| 
) 

. \ 

| Ingredients | 

| Butter Crust ° 2/12 cups all-purpose flour, plus extra 
| | 
| for rolling | 
| Crumb Crusts A 

hs e 16 Tbsp (2 sticks) unsalted butter, | 
| 

Lard and Suet very-cold, cut into 1/2 inch cubes | 

| 
\ | Savory Dough e 1 teaspoon salt | 

| vibredd e 1 teaspoon sugar (increase to 1 1/2 | 
| \ 
| pecre tree re teaspoons if for a sweet recipe) 
\ 

| Sweet Dough » 4to 8 tablespoons ice water | 
| | 

Whole Wheat 
} 

} | 
) \ 

} | 
} 
| \ 
\ 
| 

FIGURE 15.51 Top: Droid Serif made the ingredients 

list shift up slightly. The first ingredient was no 

longer aligned with the first section link. Bottom:| 

fixed this by adding 2px of top padding to my 

h2.ingredients class. 

Using Web Fonts from Typekit 

Now you'll use web fonts from http: // 

typekit.com. Typekit is a subscription provider; 

it keeps the fonts on its server and provide you 

with a bit of syntax to make the fonts work in your 

site. It does this for a yearly fee. If you do not have 

a Typekit subscription, you can still do this part of 

the lesson. It offers a 30-day free plan, with access 

to a limited font library. 

Before we begin: /n order for Typekit fonts to work, 

you need to have your pages on a web server. If you 

can’t put your web pages on a server, you won't be 

able to do this part of the lesson. But you can still 

follow along, or you are welcome to move on to 

the next chapter. 

Once again, you'll modify the recipe from the last 

lesson. Do not try to modify the pages you just made 

with Google Web Fonts. You've made changes to 

the files. Instead, make a copy of the folder 14_ 

recipe and name the new folder 15_recipe_typekit. 

Keep it in the web_typography folder. 

Rename the CSS file recipe_newfonts_typekit.css. 

Link it to the index.html file by going into the HTML 

file and changing the syntax in the head element 

as follows: 

<link href="recipe_newfonts_typekit 

-css" rel="stylesheet" 

type="text/css" /> 

Change the title as indicated: 

<title>Lesson 15: Recipe (New Fonts 

Typekit)</title> 

Link the new CSS file to all the HTML files 

Link the new CSS file to apple.html, chess.html, and 

pasties.html by going into the HTML files and 

changing the syntax in the head element. 
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Test and choose one or more fonts to incorporate 

Go to Typekit.com and look at some of the fonts it 

has available. You can browse the Trial Library, the 

Personal Library, or the Full Library. When you see 

a font that might work, click on it to see a page 

showing the font styles. From here, you can go to 

the Specimens page to see the font at various sizes 

(there’s a drop-down menu to change the style). 

You can also go to Browser Samples to see screen- 

shots of how the font looks on various operating 

systems and in various browsers. Nice! 

Create a fontkit 

Instead of creating a fonts folder on your desktop, 

create a kit at typekit.com (you must register and 

log in if you haven't done so already). 

If this is your first time using Typekit, it prompts 

you to create a new kit, to name the kit (name it 

something meaningful, such as 15_recipes_typekit), 

and to tell Typekit what URL the kit will be used on. 

You do not have to tell the exact URL of the page, 

just the general URL of the site (for example, 

mywebsite.com). Choose whether or not to include 

a Typekit badge on your site; if you are using the 

free plan, then you must include the badge. 

Add Typekit code to the recipe pages 

Typekit automatically provides you with unique 

JavaScript to embed in the <head></head> 

section of all the HTML files that will use the kit 

(Figure 15.52). The JavaScript tells browsers to 

access the unique kit you have created. To embed 

the code, copy it from the Typekit page, open your 

HTML files, and paste the code in the head section 

of each page. If you ever need to get the code 

again, simply click on the Embed Code link in the 

top-right corner of the Kit Editor (Figure 15.53). 

TWD_15_rocipe_typokit ® typekit 

\ 
| Browse Fonts Foundries Gallory About Blog Holp fay 

| Install JavaScript 

| Copy the code below, and paste it into the pages on laurafranz.com where the fonts and settings for your 

| TWD_15_recipe 

| This code has been registered for use on laurafranz.com, Change the domain. 

FIGURE 15.52 Typekit automatically provides you with 

unique JavaScript to embed in the head section of all 

the HTML files that will use the kit. 

Add fonts to the kit 

Now that the HTML files are ready to tell the 

browsers to use the type kit you have created, you 

need to add some fonts to the type kit. If this is 

your first time using Typekit, it should prompt you 

to add fonts. If you miss the prompt for any 

reason, then to add a font, go to the page of the 

font you want to use, and click the green Add to 

Kit button in the top-right corner. Deselect any of 

the styles you don’t intend to use; this will help 

the system run faster (Figure 15.53). 

Welcome! Here's how to use fonts: 

tn the left column, use the Selectors section to apply fonts toany HTML tag, class, or id, 

You can also add the default class to your markup. Then, elick Publish to see those changes 
on your site. 

26x fl RANE Callqoa by extjOris Fort Renmnatry 

FIGURE 15.53 In the Kit Editor, you can choose exactly 

the styles you want to use (highlighted in red), iden- 

tify what selectors should use the font (highlighted 

in blue), and go to the page where the unique 

JavaScript code is provided (highlighted in yellow). 
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Tell the kit where to use the fonts in your design 

via selectors 

You've chosen your fonts; they are in the kit. But 

how does the browser know where to use the 

fonts in your design? You need to apply the fonts 

to the font-family for the correct selectors. 

For example, in my design, | only need to apply the 

font I’ve chosen (Calluna) to the universal selector. 

So all | have to dois type the asterisk (*)—the 

symbol for universai selector—into the form 

where Typekit requests the selectors, and click the 

Add button (Figure 15.53). 

Then, in the CSS, | go in and delete the font- 

family information from that selector because 

the font-family is now provided by Typekit for 

that selector. 

Thus, my CSS does not include the font-family, 

and looks like this: 

et 

margin: 0px; 

padding: 0px; 

font-size:14px; 

line-height :20px; 

font-weight :normal; 

font-style:normal; 

} 

Or use the advanced method 

If for any reason you'd rather add the font-family 

in your CSS yourself (we web designers and typogra- 

phers do tend to like to control things), you can. 

Typekit provides you with the font-family 

names to copy and paste into your CSS (much like 

you did with Google Web Fonts). Follow the 

“Advanced...” link near the selector box, and you 

are taken to a page that provides you with the 

font-family names (Figure 15.54). Copy and 

paste both font-family names into the selec- 

tors in your CSS. 

FIGURE 15.54 If you prefer to add the font-family 

directly in your CSS, click the Advanced link instead 

of adding a selector in the type kit. A page pops up 

with the font-family names. Copy and paste both 

font-family names into the selectors in your CSS. 

For example, if | had accessed the Calluna font 

using this method, the CSS would look like this: 

el 

margin: 0px; 

padding: 0px; 

font-family: "calluna-i1", 

"calluna-2", Georgia, serif; 

font-size:14px; 

line-height: 20px; 

font-weight:normal; 

font-style:normal; 

} 

Publish the kit 

When you're finished building the kit, and telling 

the browsers where to use the fonts on your 

pages, click Publish. This finalizes the kit and it's 

ready to work. Every time you make changes to a 

kit (add or delete fonts, add or delete selectors), 

you need to click Publish again to tell Typekit to 

make the changes. 
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It can take a couple of minutes for the published 

kit (new or changes) to go live, so don’t panic if it 

seems like it isn't working. But usually it won't 

take that long. 

Put the pages on your web server 

Your pages can’t “get” the fonts from Typekit if 

the pages are on your hard drive. In order to see 

the fonts you've chosen, put the pages on your 

web server. 

View your pages 

Go to your URL to see what the pages look like 

with your new font. 

Identify What Needs to Change 

Once again, your new font has probably created a 

few problems in your design. | can’t tell you 

exactly what problems you'll see and how to fix 

them, but | can show you some of the problems | 

needed to fix. 

How | Fixed the Problems in My System 

When | changed my font from Georgia to Calluna, | 

immediately noticed my text looked too small. 

Upon closer inspection, | also realized the italic 

caption was a bit hard to read. 

I made the text bigger 

Calluna looks a little smaller than Georgia, even at 

the same size; Calluna’s x-height is smaller. | 

increased the font size (but not the line height) 

on the universal selector (which increased the 

font size on the text, caption, ingredients list, 

and section links). | also increased the font size on 

the hi, h2,p.memory text, p.memory links, and 

the main navigation links. In the ads, | needed to 

increase the h4, but reduce the size of the text. 

The newly increased font size was too big 

(Figure 15.55). 

irae lop meye 
PBS! 
Check your local 

iro aloes 
on PBS! 
Check your local station. 

FIGURE 15.55 Top: After | increased the font size on 

the universal selector, | realized the font size was too 

big for the ads. The h4, however, was too small. 

Bottom: The same ad after | fixed the font sizes. 

My original text size was 14/20px (Georgia). | 

ended up using 15/20px (Calluna). 

| made the caption even bigger 

| looked for my font styles, and found the Calluna 

Italic worked just fine. But it’s narrower and a little 

harder to read than Georgia Italic, so | increased 

the . caption font size by another 1 pixel 

(Figure 15.56). 

I made the recipe title lighter 

The recipe title was too small in Calluna, so | 

increased its size. But then it looked a little too 

clunky. Calluna is a slightly heavier font than 

Georgia. Calluna Regular is available as a free font, 

but by linking to Calluna through Typekit, my 
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subscription gives me access to a variety of 

weights and styles. For a more delicate, elegant 

look, | used Calluna Light in my h1 (Figure 15.57). 

My syntax looks like this: 

hi{ 

font-size:30px; 

line-height :24px; 

padding-left: 75px; 

color: #BFA640; 

font-weight: lighter; 

} 

Pinch some | 

ready, if not; 

time, pulsin; 
Roll out the dough with a rolling pin on together. Co 

a lightly floured surface: Move quickly dough it hol 

and do not over-handle. The separate 

little bits of butter are the secret to a DIVIDE IN) 
(65 minutes | flaky crust. 

Remove dou 

surface. Divi 

each into ak 

Pinch some | 

ready, if not; 

time, pulsin; 
together. Ca Roll out the dough with a rolling pin 

on a lightly floured surface. Move dough it hol 

quickly and do not over-handle. The | 
separate little bits of butter are the DIVIDE IN’ 

secret to a flaky crust. (65 minutes | 

| Remove dou 

| surface. Divi 

each into alk 

FIGURE 15.56 Top: Calluna Italic is narrower than 

Georgia Italic, so it’s a little harder to read. Bottom: | 

fixed this by making my .caption class 1 pixel bigger. 
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Chess Pie 
| 
) 

Long associated with the Sou 
a a ee 

where my great grandmother 

| every Christmas when | was a 

| 

| was delicious. 

FIGURE 15.57 Top: The larger Calluna heading looked 

too heavy. Bottom: | fixed this by using Calluna Light, 

a weight available at Typekit, but not available in the 

free web-font version of Calluna. 

View changes in your browser 

Every time you make changes, reupload your CSS 

file to the server. Then refresh your page so you 

can see the changes in your browser. It takes a 

little extra work this way, having to constantly 

reupload a file, but the slight changes to the 

typography are worth it. 
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Recommended Resources 

For this lesson, | recommend the following 

online resources: 

¢ To download free fonts, visit 

fontsquirrel.com 

* To link to free fonts, visit 

google.com/webfonts 

¢ To link to commercial fonts, visit 

typekit.comor fontdeck.com 

* To purchase web font licenses, visit 

fontspring.com 

Moving Forward 

This chapter introduced you to the history of type 

design and choosing a web font for text. It also 

introduced you to three methods for incorporating 

web fonts into your recipe project: linking to a 

web font using @font- face, linking to a font at 

google.com/webfonts, and creating and using a 

type kit at www. typekit.com. 

In the next lesson, you'll continue learning about 

the history of typography. 

INTERLUDE 3 BUILDING A FONT LIBRARY 
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PART 4 | | 

Designing with Type: Historical Styles 

Bad design history says, 

here, this is nice, use it.... 

Good design history says, 
this is how designers 

thought about their work 

then, and this is how that — 

work fits into the culture. 

Now, what can you do? 

TIBOR KALMAN, J. ABBOTT MILLER, 

AND KARRIE JACOBS, “GOOD 

HISTORY / BAD HISTORY,” PRINT 

MAGAZINE (1991) 





CHAPTER 16 

The Traditional Page 

There are three general approaches to the typo- 

graphic page: Traditional (classic), Modernist, and 

Post-Modernist. The typographic page changed as 

the content, audience, role of the designer, and 

available technology changed. 

The Traditional typographic page developed from 

the old methods of book-making: first in scripto- 

riums, written by hand, and later with the advent 

of the printing press. The Modernist page grew out 

of a fascination with industrialization and a desire 

for order after years of living through the chaos of 

World War |. The Post-Modernist page was influ- 

enced by both the Deconstructionist movement 

and the advent of the personal computer. 

Suddenly, designers could take apart and rebuild 

texts in the comfort of their own studios (see 

Figure 16.1). 

Traditional, Modernist, and Post-Modernist typog- 

raphers had different ideas about how people 

read. This chapter briefly describes the Traditional 

page: the roles of the author, the designer, and the 

printed artifact. It also describes the formal 

characteristics of Traditional typography. The next 

two chapters describe the Modernist and Post- 

Modernist typographic page. 

Beyond the bounds of these three historical styles 

is contemporary practice. Contemporary typogra- 

phers combine formal and theoretical elements 

from Traditional, Modernist, and Post-Modernist 

typography. It is neither necessary nor practical to 

completely separate the three approaches. 

Characteristics of Traditional Pages 

Traditional pages reflect some common 

characteristics. 

Traditional Pages Use a Text Frame 

In a Traditional page, text lives in a block, framed 

by generous margins (Figure 16.2). Deviations on 

this form include using two columns of text within 

the frame, filling the margins with blocks of text, 

filling the margins with a detailed border, and 

interlocking blocks of text in a complex system 

within the frame (Figure 16.3). 
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Word Connotations Ais for Alignment Film Series 
Recipe System Three Approacbet 

“Traditional Modern Post Modem 

oder Pie an: PEaitions| Pac 

No One Reads Anymore? 
E i No One Reads Anymora? Redefining Reading 

Be — eee eden Renting 
| eaermen net he con ed ayeet No A ent Horn wrt in 2000,“ enh 

als crates ae Yate io vestige Aen 

REDEFINING READING 

For decades, critics have predicted the end of the wirftten word, “No one reads 
anymore! No ‘ene writes anymore!” Yet from birth certiGcates to gravestones, 

manifest in pixels of light. The use of text messaging for casual conversation 
has exploded, surpassing phone conversation as the communication method 
of choice —suggesting our personal connection to reading and writing 
continues to thrive. 

People Still Read 4 : i Design from the Text, 

People read. They seek connection to their community, answers to their alg { Not the Top Left Corner. 
questions, lextons to augment their kills, and new ideas to influence their he 
tives 

Typearechers, 
1 (ur Fiat Reaponelbitty le to Our Readers. 
t ur moet porter eo ely cw readers fe, tard. 

“.. words are ideas just waiting to be read. And reading 
ie (Oe eacard eeponstiy naa ta hare rw content To 

ary oe ehare fo racing Cth ets peste rod, 
never die, 

Reading is your ticket to the world.” 
‘Sicko aad Stace Cua rea Dy Dees but Print Can Never Her Se (i enc Deslgning From the Text 

‘A Leer to Fisoa on Vist Reading “Ts Un of Vn — Jeti elfen 8000, ee i Wen ecanning win porpove, Ou reader rete a ell Soe Coe 
Sch an Ty ras oor el fly Cd 
seen istsined realing the ven thee nse to forthe —_—_| 

FIGURE 16.1 There are three general ere to the esc page. on A Traditional page by Rich Leonardo 

feels “old.” Middle: A Modernist page by Chris Nelson is designed to guide the reader's eye from section to section. 

Right: A Post-Modernist page by Sarah Richards responds to the question “No one reads anymore?” by creating an 

unreadable visual texture. 

Text frames came into use in the Middle Ages The first printers’ fonts mimicked manuscript text. 

when the codex (manuscript book) replaced the Over time, fonts changed as printers’ location, 

scroll for written media. Scribes scored vertical intent, and technology changed. Humanist, Old 

and horizontal lines on the vellum pages, thus Style, Transitional, and Modern/Didot fonts were 

creating the first text frames. all used at various times and places to create 

Traditional Pages Use Serif Fonts Traditional page layouts (Figure 16.4). 

Text frames continued to be used after the inven- 

tion of moveable roman type and the printing 

press, but the typographic page was not stagnant. 
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S40} I-A 
The Society of Typagraphic Aficionados 

Hamre | Abvcs | Stembership Cota Auverd  Tepoyrophy Award | FontAld | TypeCon 

| Latest News 
wey 

| Font Aid V: Update 
‘The process of integrating Wie hundreds of glyphs that ‘Nobmitued has been a massive 

ursecestimated people 

ba carey he people wordogfvettly wo put te fihag lous one tpetce 
Which we Dope fo have avaliable in early June throuph several font disiribuiors 

2011 SOTA Catalyst Award Winner Announced | 
The Society of Tysographic Adcionados 

Tae Sache of Typographic Afonso west Me thank eye who ot imobed and 
promote 

scenes os 
(nce comes, te fal OpenType fot wil be areal fr USS2O trough several 
Gurr Adiciona details wil be announced in the coming weeks. 

| 
{ 
| 
\ 

2h, 202 | 
\ 

Font Aid V: Thank Yout i 
( 
\ 

i 
i 

) 
| 
i 
) 

{ Font Aid V: A Call To Action 
‘The Sceaty of Typographic Aficlonaos Is organizing Fer AL! V2 Se 
‘vesting the typegraghic and design coremunities wath a goal of rai 
(fons afer the recent earthquake and tsunarei In Jagan. Project dev 
publics ate naw avaiable. Get involved today, 

SOTA Catalyst Award Call for Entries 

is 

Prease refer to the official col for endrie= for detalts. 

‘The deadline for entries is Apeil 8Ub, 203 1 

TypeCon2011 Call for Programming 

| Hie schor Teper opac Moma em eg Pe 
shineenths anal 

proposats fot KS 

We are cucrently reviewing proposals for contemporary and historical presentations and panel 
| Giscussions, focused hands-on workshops In BoEh the digital and non- 

\variery of programming for Une Type & Design Kitcarion Forum 

Please vist the TypeCon site for program deteiis aml submission criteria. 

‘The deadline for submitting proposals ts April 8th, 2011. 

FIGURE 16.2 The Society of Typographic Aficionados 

(SOTA) uses a classic text frame layout. Most websites 

don't use this structure—they use as much of the 

screen as possible. Contemporary typographers 

combine formal and theoretical elements froma 

variety of historical styles. Notice the use of asans 

serif font and heavy, bold headlines. This is more 

typical of the Modernist typographic page, which 

you'll learn about in Chapter 17. 

us 2 u 
FIGURE 16.3 Thumbnail sketch by the author of a page 

created by Swiss printer, Johann Froben, in 1515. 

Commentary on the text is set in the right-hand 

column. Both the main text and the commentary fit 

within the text frame. 

Traditional Pages Strive for an Even Tone 

Text on the Traditional typographic page is meant 

to be read in a relaxed, contemplative manner. 

Thus, there is an even tone on the page: Hierarchy 

is subtle, using changes in size, case, and style 

(italic) to create emphasis and to chunk text. 

Capital letters usually have letterspacing added 

to keep them feeling lighter on the page 

(Figure 16.5). 
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SILO ABOUT 

pith & pulp 
— not an image, but perhaps a reversion to type. 

| de 
YPREVAGE LATELY inthe LOG 

Ampersand, the Aftermath — wed, 22nd Jun 2011 {0} 

The first Ampersand web typography conference took place in 

Brighton last Friday. Ampersand was ace. I'm going to say... 

'm JON TAN, designer, 

| and co-founder of 

ANALOG, MAPALONG, and 

| FONTDECK from Bristol, 

| Design Festival, The Setup, and Upcoming Posts 
— Mon, 20th Jun 2011 {0} 

\ Wow, this has been a busy period. I’m just back from the 

FIGURE 16.4 A detail from jontangerine.com. Jon Tan 

creates a Traditional typographic page complete with 

serif fonts; the use of size, italics, and small caps (but 

not bold) to create subtle emphasis; and (on lower- 

level pages) the use of justified text to create a tradi- 

tional text frame. Contemporary typographers draw 

from a variety of historical theories about and 

approaches to typography. The playful application of 

his name in the upper-left corner is reminiscent of 

Post-Modernist typography, which you'll learn about 

in Chapter 18. 

Ampersand web typography conference in Brighton, and bavinga.-.__| 

ARTICLES - TOPICS + ABOUT - roid 
sy 

| 

| 
| 
| 
| 

JUNE 21, 2014 

A portrait of our profession. 

“apart 
FOR PEOPLE WHO Su rvey, 2010 
MAKB WEBSITES 

f 

| | 
| oh | 
LeLISt# | - 

| | Findings from the Web Design | 

EEE 
For the fourth-year in a row, we're proud to present the 

Once again, we have crunched the date this way and } 

that, figured out what the numbers were telling us, and 

assembled the sliced and diced data-bytes into nifty 

charts and graphs for your edification and pleasure. As in 

years past, what emerges is the true picture of the 

profession of web design as it is practiced by rnen and 

women of all ages, across all continents, in corporations, 

| 

| findings from the survey for people who make websites. 

agencies, non-profits, and freelance configurations. 

FIGURE 16.5 A detail from alistapart.com. A List Apart 

creates a Traditional feeling to its text using a serif 

font for its headings, italics for subtle emphasis, and 

letter-spaced caps (the date, “ALA staff,” the word 

“list” in its logo). Headings are centered, which is also 

traditional. The use of a sans serif font is a contempo- 

rary addition to the Traditional page. 

Traditional Pages Convey an Elegant Feeling 

In order to emphasize the frame, text is fully justi- 

fied and other small amounts of text are often 

centered. Carefully spaced capital, serif letters 

feel both formal and delicate. Ornaments are used 

to add emphasis or help chunk text (Figure 16.6). 

The aspiration to keep an even tone on the page 

leads to seemingly simple and obviously elegant 

solutions. 
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se) CODEX MAGAZINE SEARCH ce] c FR 3 NT Mt NEWS fe) Tw 

| I LOVE « TYPOGRAPHY 

Rnd: NOW LATER 

On Choosing Type 
FIRST PRINCIPLES 

ypography is not a science. Typography is an art. There are those 

who'd like to ‘scientificize’; those who believe that a large enough 

sample of data will somehow elicit good typography. However, this 

sausage-machine mentality will only ever produce sausages. That typography 

and choosing type is not a science trammeled by axioms and rules is a cause 

to rejoice. 

Popular articles 

The origins of abc 

How to make a font 

Type terminology 

Type history series 

| 

\ 
\ 
i 

Best ‘fonts’ of 2009 

\ 
) 
| 
\ 
| 
| 

Before we get to the nitty-gritty of choosing type, let’s briefly talk about 

responsibility. Fundamentally, the responsibility we bear is two-fold: first we 

| owe it to the reader not to hinder their reading pleasure, but to aid it; second, pe Ed 
|___we nuue-2 resnansihility ta the teneface or tynefaces we emnlay Gaod ____l#2nti that fone | 

Web typography guide 

FIGURE 16.6 A detail from ilovetypography.com. Some 

of the pages designed by John Boardley are very 

Traditional. He uses two ornaments on this page: the 

fleuron in the main heading and the initial cap to start 

the article. Letterspaced capital letters (the date, the 

subheading, the main navigation) feel more formal 

and delicate. 

The Role of the Typographer 

Throughout the centuries, the Traditional page 

was seen as an agent to diffuse thought. Unlike 

posters, broadsides, and bills, books were meant 

to be contemplated. Books were created to share 

religious texts, classic literary texts, and scholarly 

works. 

The earliest Traditional “typographer”—the scribe 

working in a scriptorium—was considered to be an 

agent of the divine. The artist-as-creator did not 

emerge until the Renaissance. 

Later Traditional typographers—printers—reveled 

in their control of the page. In 1501 Aldus 

Manutius developed economic “little books of 

handy size” to share Greco-Latin literature with a 

larger audience. In the 1750s, John Baskerville 

developed new inks, paper, and drying techniques 

to achieve lighter, crisper letterforms. 

Regardless of their ability to control the page, 

Traditional typographers believed books served 

the greater good and a common purpose. They 

believed careful use of type and space helped 

readers contemplate and comprehend the text. 

The Traditional Page Was Designed for 

Contemplation 

To summarize, the Traditional page: 

Tends to use a text frame and serif fonts, keep an 

even tone to the page, and convey an elegant 

feeling. 

Has elegance, subtle contrasts, and an overall 

lightness to the page. 

May have ornaments, borders, and Old-Style 

numerals. 

Was designed by Traditional typographers who 

believed books served the greater good and a 

common purpose. These typographers carefully 

used type and space to help readers 

contemplate and comprehend the text. 
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Lesson 16: Design and 

Produce a Website from 

a Traditional Approach 

You designed and built the start of a working 

website in Chapters 11 through 15. Now it's time 

to expand your typographic toolbox. By the end of 

this lesson, you'll use all the skills previously 

learned to design and build a Traditional typo- 

graphic web page. You'll also build a small 

website, linking the Traditional page to all of the 

previous lessons (Figure 16.7). 

This lesson helps you achieve the following 

objectives: 

1 Practice creating a website, complete with 

working links. 

2 Practice using the design process provided in 

this book in a more fluid, simultaneous manner. 

3 Practice using elements of the Traditional page 

when designing a website. 

4 Practice walking the line between inspiration 

and duplication. Do not merely copy what was 

done before. Your medium, content, and audi- 

ence are different from those of the classic 

typographers. What elements are appropriate 

to your design? What can be set aside or 

modified? 

Even if you are already HTML/CSS savvy, follow the 

lesson. | provide an outline for the design process 

and point out where to find more information in 

the previous chapters. 

Ne Cne reads 
REDEFINING READING 

For decades, critics have predicted the end of the written word, 
“No one reads anymore! No one writes anymore!” Yet from 
birth certificates to gravestones, from tee-shirts to text 

the written word—and thus reading—Is woven into 
the fabric of our everyday lives. 

Throughout history, we have used the written word to record 
and preserve who we are and what we care about: possessions, 
laws, commitments, ideas, and memorles, Words and characters 
once fmpressed in clay, written on papyrus, and printed with 
ink are now manifest in pixels of light. 

The use of text messaging for casual conversation has exploded, 
surpassing phone conversation as the communication method of 

cholce—suggesting our personal connection to reading and 
writing continues to thrive. 

People Still Read 
As Jessica Helfand wrote In 2000, “... words are Ideas Just 
waltlng to be read. And reading will never dle. Reading is your 
ticket to the world.” [Sticks and Stones Can Break My Bones 

bur Print Can Never Hurt Me: A Letter to Fiona on First 

Reading “The End of Print.” Jessica Helfand, 2000.] People 
read. They seek connection to their community, answers to thelr 
questions, lessons to augment their skills, and new Ideas to 

Cae a 

Designing for Pleasure 
We are pleasure-seeking creatures 
and appreciate fine things beaudful 

colors; textures and shapes; contrasts 
in rhythm; layers of complexity. But 
fine things cannot compensate for an 
zs s 

Instead of asking “What can I do 
with this space?” ask, “Whar does a 
reader need from the text?” 

Instead of asidng “What new font am 
1 dying to use?” ask, “Whar does the 

text need from me?” 

Instead of starting with visual 
inspiration, read the text you'll be 
working with. 

Design a pleasurable reading 
experience, and the other fine things 
will follow. 

Traditional 

Modemist 

Post-Modernist 

Influence their lives. 

People may not participate in sustained reading the way they 
used to (or the way we think they used to), but people read. 
‘They text, Twitter, and Facebook. They search for things they 
eed or want to know. They get lost in stories. People read what 
{s mportant to them. 

Redefining Reading 
If we define reading as sustained and literary, If we 
acknowledge only one kind of reading, we measure ourselves 
against a fabricated truth. We ignore the actual activity and 
exclude people's needs and desires. 

‘The truth is there are different ways to read, and they are all 
valid and important. 

Casual reading is skimming over a text, reading sentences here 
and there (the first sentence of each paragraph, the caption, the 
pull quote) to get a general {dea and flavor of the text. 

Scanning with purpose is scanning down or across a text, 
Jumping from section to section, looking for a specific plece of 
information. The reader may glance only at the first letter or 
word of each section, dismissing incorrect matches and moving 
on. 

Sustained reading 1s engaged reading. It includes pleasure 
reading (pursued for its own sake) and reading for 
understanding. Readers slow down, read the entire text, and 
may go Into a trance-Like state. 

As typographers, we can support them all. 

DESIGN FROM THE TEXT, 
NOT THE TOP LEFT CORNER. 

As Typographers, Our First 
Responsibility ls to Our Readers, 

Our most important job is to help our readers find, understand, 

and connect with the words, ideas, and information they seek. 

Our second responsibility then, is to honor the content. To 

clarify and share the meaning of the texts people read. 

Designing From the Text 
When scanning with purpose, our readers need a left line down 
which to sean. They need words set in a font they can read 
easily and quickly. 

‘They need information to be “chunked” for them, visually 

separated or grouped, so they can skip ahead if what they seek 
Isn't In the current section, They need these chunks lald out ina 
consistent manner, so if they skip to the next section, they can 

find te. 

When engaged in casual or sustained reading, our readers need 
to feel comfortable. They shouldn't have to decipher words set 
In hard to read fonts (or font sizes). They need a comfortable 
Ine length, so they don’t get fatigued, and a generous line 
helght to promote horizontal motion, 

Casual and sustained reading benefit from chunking too. 
Knowing when and where sections start and end gives readers a 

sense of the overall structure of a text, Chunking makes the text 
more manageable, providing readers with entry and exit points, 

These are but a few things readers need. Understanding how 
people read leads to readable text blocks. Readable text blocks 

Decome the comerstone for building a grid. Levels of hierarchy 
‘create emphasis, Captions and pull quotes become counterpoints 
to the text and create visual rhythm. Horizontal and vertical 

spacing create visual tension. Before you know it a design 
develops, built upon your knowledge of how people read. 

FIGURE 16.7 By the end of this lesson, you'll build a 

Traditional typographic web page. You'll link the page 
to two future typographic pages (Modernist and Post- 
Modernist) as well as to the pages built for previous 

lessons (Word Connotations, Bibliography, A is for 

Alignment, Film Series, Ferry Schedule, Recipes). 
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LESSON 16 Design and Produce a Website from a Traditional Approach 

Overview of the Lesson 

In this lesson, you will design and build a 

Traditional typographic web page that links to all 

of the previous lessons. 

1 Download the text file redefining_ 

reading .doc from the book’s website at www. 

wiley.com/go/typographicwebdesign. 

2 Read the text. 

3 Use the design process that you learned from 

the previous chapters (and outlined in the 

following section) to lay out elements. 

The Design Process 

Remember, most of this happens simultaneously! 

* Choose your font(s) based on legibility, 

aesthetics/emotion, and styles available (you'll 

need an italic). 

* Set font size, line length (div width), line height, 

and alignment to promote readability and create 

a Traditional page. 

* Create voices with style, size, case, letter- 

spacing, and color. Consider your text, headings, 

and links. 

* Use systems of space and similarity to create 

hierarchy. 

* Print out and re-arrange text blocks (divs) to 

find the appropriate grid for the text ina 

Traditional page. 

¢ Build your site. 

Elements of the Traditional Page 

While creating your design, keep in mind the char- 

acteristics of a Traditional page: 

* Text frame 

* Serif fonts 

* Size, case, and italics used for emphasis 

* An even tone 

* An elegant feeling 

* Careful use of type and space to help readers 

contemplate and comprehend the text 

Background Images Revisited 

You used a background image in Chapter 5 to 

place the A in A is for Alignment. For your 

Traditional page, you may want to use an image to 

create a background pattern. First you need to get 

your page started. 

In the web_typography folder, create a folder for 

the lesson. Call it 16_traditional_page. 

Create two new folders in the 16_traditional_page 

folder. Call one of the folders fonts. The font files 

(should you choose to use a font you need to use 

the @font- face declaration for) will go here. Call 

the other folder images. Any images you use will 

go here. 

Start the HTML File 

In your text editor, create a new document and 

save it as index.html in your 16_traditional_page 

folder. 
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Copy and paste in the basic HTML syntax, add the 

title, and link to the CSS file: 

<!DOCTYPE html PUBLIC "-//W3C// 

DTD XHTML 1.0 Strict//EN" 

"http: //www.w3.org/TR/xhtm11/DTD/ 

xhtmli-strict.dtd"> 

<html xmlns="http: //www.w3.org/1999/ 

xhtml"> 

<head> 

<title>Lesson 16: Traditional 

Page</title> 

<meta http-equiv="content-type" 

content="text 

/html; charset=utf-8" /> 

<link href="traditional_page.css" 

rel="stylesheet" type="text/css" /> 

</head> 

<body> 

</body> 

</html> 

Add your main_container div between the 

<body></body> tags: 

<div id="main_container"></div> 

Start the CSS file 

In your text editor, create a new document and 

save it as traditional_page.css in your 16_tradi- 

tional_page folder. 

Describe the div ID for main_container 

The main_container div is a white rectangle 

(990 pixels wide, auto height for now—you can 

change this later) centered in the browser. It has 

some space above and below it. It has an auto 

height, and will have divs floated inside. To 

force the div open, you need to include an 

overflow: hidden; property. Write the syntax 

like this: 

#main_container { 

width: 990px; 

height:auto; 

margin-top: 20px; 

margin-right:auto; 

margin-bottom: 40px; 

margin-left:auto; 

background-color: #ffffff; 

overflow: hidden; 

} 

Clear margins and paddings with the 

universal selector 

Because this is a Traditional page layout, | also 

recommend setting the font-weight :normal; 

(you can use size and style to create contrast): 

mall 

margin: 0px; 

padding: 0px; 

font-weight :normal; 

} 

Add a Background Image 

If you want to create an ornamental border for 

your text frame, you can use a repeating back- 

ground image to make a pattern. 

When choosing or creating an image to use for the 

background, ask yourself: What kind of image will 

help communicate a Traditional feeling? An image 

with organic shapes? One with geometric shapes? 

An image with bright colors? One with subtle 

colors? Pay attention to the size of the image. How 

much of the image will show around the border of 

the main_container? 
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Make and place the image 

In the photo-editing software of your choice (I use 

Adobe Photoshop), create an image. A small orna- 

ment can be repeated to make a pattern; a single 

large image can be placed behind the entire page. 

For example, in Photoshop, | made an ornament 

using Bodoni Ornaments ITC. | saved it as back- 

ground.jpg in the images folder. | brought it into 

the web page background by adding a line of 

syntax in the CSS for the body: 

body { 

background-image: url(images 

/background. jpg) ; 

} 

The preceding syntax tells the browser, “Put a 

background image in the body of my web page. 

Use background.jpg found in the images folder for 

this lesson.” By default, the image will repeat 

across and down your browser. 

View your web page 

Save your HTML document and open it in your 

browser. You should see a background filled with a 

repeating pattern. The main_container isn't 

filling the browser window because there's 

nothing in it to hold it open. You need to add some 

content (Figure 16.8). 

FIGURE 16.8 The background image is in place, 

repeating to create a pattern. The main_container 

doesn’t have any content in it yet. 

Insert and Prepare the Text 

Read redefining_reading.doc to get a sense of the 

text. In the HTML file, flow the text from redefining_ 

reading.doc into the main_container. 

Mark the main headings with <h1></h1> tags, the 

secondary headings with <h2></h2> tags, and the 

paragraphs with <p></p> tags. 

View your web page 

Save your HTML document and view it in your 

browser window. You should see a white rectangle 

filled with text on a patterned background. Now 

you need to design your typographic page (Figure 

16.9), keeping in mind the elements that reflect 

the Traditional approach. 
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FIGURE 16.9 The background pattern surrounds a 

main_container holding the text for the lesson. 

Use the skills covered previously in this book to 

design and build your typographic page. 
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Designing the Typographic Page 

To design your page, use all the skills learned and 

practiced in previous chapters, keeping the 

Traditional approach in mind: 

* Choose a font for legibility as well as a 

Traditional feeling (see Chapters 1 and 2 for 

a review). 

¢ Determine the appropriate size, line height, 

alignment, and line length (div width) for text 

(see Chapter 6 for a review). 

* Use case, style, and color to create multiple 

voices (text, links, pull quotes if you create them) 

on the page (see Chapter 11 for a review). 

* Chunk information using systems of space and 

hierarchy (see Chapters 7 and 8 for a review). 

* Develop a Traditional grid (text frame) that still 

creates rhythm and tension on the page (see 

Chapters 5 and 12 for a review). 

* Build the grid with multiple divs as needed (see 

Chapter 12 for a review). 

* Attend to typographic details (numbers and 

acronyms, rule lines, and punctuation). (See 

Chapter 9 for a review.) 

* Link to finished previous pages (see Chapter 13 

for a review). 

* View your page in the browser often to check 

your progress. 

Linking to Files in Other Lesson 

Folders 

At some point, you'll be ready to make your links 

work, and some of the links are different in this 

project. You need to tell browsers to leave the 

folder your current page is in and go into a different 

folder to retrieve files. 

To link to pages in other folders, include this 

syntax: 

s/f 

This tells the browser, “Go up a level out of the 

folder the current page is in.” Thus, to link to the 

finished A is for Alignment file, type the following: 

<a href="../5_alignment_counterpoints 

/index.html">A is for Alignment</a> 

This tells the browser, “Go out of the current 

folder, find the 5_alignment_counterpoints folder, 

go into that folder, and open the index.html page.” 

Test your links 

Save your HTML documents, and view them in your 

browser. Make sure all links work as expected. 

When you link to previous lessons, those pages 

don't have links on them. Just use your back 

button to return to your Traditional page. This is 

not spectacular web design practice, but serves 

the purpose for this exercise. 
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Recommended Resources 

For this lesson, | recommend the following 

online resources: 

To download the text and image for this lesson, 

go to www. wiley.com/go/ 

typographicwebdesign 

To see examples of this lesson, go to 

typographicwebdesign.com 

To learn more about creating a complex 

background pattern, go to 

pshero.com/photoshop-tutorials/ 

graphic-design/ 

complex-repeating-patterns-part-i 

To learn about how medieval books (the first 

Traditional pages) were made, go to 

www.getty:.edu/art/exhibitions/ 

making/ 

To learn about the Gutenberg Bible (one of the 

first printed books, based on manuscripts), go to 

en.wikipedia. org/wiki/ 

Gutenberg _ Bible 

\ 

Moving Forward 

This chapter introduced you to theories and 

themes of the Traditional typographic page. The 

chapter also introduced you to using a background 

i‘ image to create a pattern and linking to pages in 

other folders. 

In the next chapter, you will learn about the 

theories and themes of the Modernist 

typographic page. 
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CHAPTER 17 

The Modernist Page 

The Modernist page was a product of World War I. 

German designers—having lived for years ina 

country at war—wanted to help create a better 

society. They did not want to look back, and 

condemned Traditionalists for doing so. Inspired 

by new technologies and the systematic approach 

to mass production, Modernist typographers 

believed in clarity of form as opposed to beauty. 

German printer Jan Tschichold, believing in the 

tenets of Modernism, published The New 

Typography in 1928. The rise of Modernism in 

typography is attributed to his writings, which 

influenced decades of typographers. Later, 

Tschichold returned to working in a more 

Traditionalist manner. 

The period after World War II saw the rise of the 

International Typographic Style, which influenced 

corporate design well into the 1960s. Although 

formally similar to Modernist typography, the 

International Typographic Style lacks the dogmatic 

search for clarity and truth. 

Contemporary typographers move freely between 

the Traditional and Modernist styles. But in the 

early 1930s a heated debate waged over which 

was the “one true approach.” Philip Meggs wrote 

in his introduction to Texts on Type: Critical 

Writings on Typography, “Artistic struggles are 

seldom limited to disagreements about what 

constitutes the noble virtues of beauty and truth... 

Underlying the conflict are concerns about 

economic survival: Who will get the work?” 

Characteristics of Modernist Pages 

Modernist pages reflect some common 

characteristics. 

Modernist Pages Use Space in an 

Architectural Manner 

The text frame of the Traditional approach is gone. 

Text blocks can live anywhere on the page and are 

spatially related to each other via the grid. White 

shapes (not just gutters and margins) are equally 

important architectural elements (Figure 17.1). 
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License to cruise » 
\ 
| Your martini, Mr. Bond 
i Skidding his Aston Martin to a halt 

board a g a if { 
Senlcrott shakes up iss mags * 

against his. “1 only steal the best.” 

(© 1996-2013 Lendor Astoclotat. Al Vights reserved. | Careers | Privacy Policy | Tans | Skee Maa | Cict Losin | Cal es: +1 698 252 6967 
sGHa08 

| Contact 

We’re awake. Let’s talk. 
It's one thing to have offices 1. First, what would you Wee to discuss with us? 
located In various countries. It's 
another to have an Integrated a 

network. « ‘9 
bold 

Or take a few minutes to fl out 
the form to the right. 2. Now tell us a bit about yourself: 

FIGURE 17.1 Top: Landor.com (Landor Associates) uses 

space in an architectural manner. The layout is asym- 

metrical; white shapes and blocks of text are equally 

important formal elements. Most websites don’t use 

this structure—they use as much of the screen as 

possible. Bottom: The site uses a grid of vertical and 

horizontal alignments to place text and information. 

Notice the repetition of the strong horizontal line, 

created by images on the home page and a main 

headline on the contact page. 

Modernist Pages Use Sans Serif Fonts 

Sans serif fonts were used sparingly before they 

found favor on the Modernist page (Figure 17.2). 

Jan Tschichold wrote in The New Typography, “Our 

age is characterized by an all-out search for clarity 

and truth, for purity of appearance. So the 

problem of what typeface to use is necessarily 

different from what it was in previous times. We 

require from type plainness, clarity, the rejection 

of everything that is superfluous.” 

Modernist Pages Use Contrast to 

Create Emphasis 

Text on the Modernist typographic page is meant 

to be glanced at quickly, with readers deciding 

what to read of the text, if any. Thus, hierarchy is 

created via placement, size, and weight. Different 

levels of emphasis guide readers around the page 

(Figure 17.3). 

Modernist Pages Convey an Asymmetric, 

Lively Feeling 

Text on the Modernist page is neither centered nor 

justified. Modernist typographers railed against 

symmetry as an aesthetic form determined by 

previous typographers. Asymmetry was considered 

more logical (chunking text for readers) and a 

better expression of modern life (Figures 17.1 

and 17.2). 
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FIGURE 17.3 SixLog (designed by Studio van Son) Top: 

The page structure is less architectural, and the body 

font is serif. But the use of big red type to lead the 

reader's eye helps chunk the text and make it easier 

to skim. This is a Modernist typographic approach to 

hierarchy. Bottom: The contact page adheres to the 

FIGURE 17.2 The Ministry of Type uses Modernist grid system; the image is cropped into a square. 

typographic elements. The page is asymmetrical, the 

font is sans serif (Bliss Pro, a typeface designed by 

Jeremy Tankard), and color is used to guide the read- 

er’s eye down and across each entry. 

©2003-2071 Angie Halimundir Minky ef Type 
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The Role of the Typographer 

A Traditionalist typographer would say, “Here is 

an important text; I've set it in a pleasing manner 

so the reader can enjoy and contemplate it.” A 

Modernist typographer, on the other hand, would 

say, “People don’t read in a leisurely manner 

anymore. This text might be important to readers, 

so I've used emphasis and space to help people 

skim it, and then read what is most important 

to them.” 

Modernist typographers interpreted texts, breaking 

them down and deciding what to emphasize— 

determining how to guide the reader's eye. Done 

in the name of clarity and truth, the movement also 

marks a shift in the typographer's relationship to 

the text: from scribe to editor. 

The Modernist Page Was Designed 

for Clarity 

To summarize, the Modernist page: 

Tends to use a grid to create architectural space. 

Tends to use sans serif fonts, contrast to 

create emphasis, and asymmetry to guide a 

reader's eye. 

Has rhythm, clarity, and obvious contrasts. 

May have rule lines when necessary to 

communicate the text clearly. 

Was designed by Modernist typographers who 

believed careful use of type, space, and contrasts 

could help readers ascertain the content of a 

text at a glance. These typographers believed 

that by promoting clarity, truth, and purity of 

appearance, they could help move society 

forward. 
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Lesson 17: Design and 

Produce a Website from 

a Modernist Approach 

You designed and built a Traditional web page in 

the last chapter. Now it’s time to further expand 

your typographic toolbox. By the end of this 

lesson, you'll use all the skills previously learned 

to design and build a Modernist typographic web 

page. You'll link the Modernist page to your 

Traditional page and to all of the previous lessons 

(see Figure 17.4). 

This lesson helps you achieve the following 

objectives: 

1 Practice creating a website, complete with 

working links. 

2 Practice using the design process provided in 

this book in a more fluid, simultaneous manner. 

Practice using elements of the Modernist page ioe 

when designing a website. 

4 Practice walking the line between inspiration 

and duplication. Do not merely copy what was 

done before. Your medium, content, and audi- 

ence are different from those of the Modernist 

typographers. What elements are appropriate 

to your design? What can be set aside or 

modified? 

Even if you are already HTML/CSS savvy, follow the 

lesson. | provide an outline for the design process 

and point out where to find more information in 

the previous chapters. 

at Seen ee ae Ee Pe Se 

Tracitional Modernist Post-Modernist. Word Gonnotatlons 
Als For Alignment 
Flim Series, 
Farry Schedule 
Recipes 

No One Reads Anymore? 
Redefining Reading 

Designing for Pleasure For decades, critics have predicted the end of the written word, “No 
Wo are pleasure-secking creatures and one reads anymore! No one writes anymore!” Yet from birth 
‘appreciate fine things: beautiful colors, certificates to gravestones, from tee-shirts to text messaging, the 
textures and shapes; contrasts in rhythm; written word—and thus reading—Is woven into the fabric of our 
layers of complexity. But fine things everyday lives. 
‘cannot compensate for an unpleasant: 
reading experience. ‘Throughout history, we have used the written word to record and 

preserve all that Is Important to humankind: possessions, laws, 
Instead of asking “What can | do with this commitments, Ideas, and memories. Words and characters once 
space?” ask, "What does a reader —_Impressed in clay, written on papyrus, and printed with Ink are now 
need from the text?” manitest in pixels of light. 

Instead of asking “What new font am! The use of text messaging for casual conversation has exploded, 
dying to use? ask. “What does the surpassing phone conversation as the communication method of 
ext need trominiets choice—suggesting our personal connection to reading and writing 

continues to thrive, 
Instead of starting with visual inspiration, 
read the text you'll be Working with. People Still Read 

As Jessica Helfand wrote In 2000, ~... words are Ideas just walting to 
be read. And reading will never die. Reading Is your ticket to the 
world.” (Sticks and Stones Can Break My Bones but Print Can Never 

Hurt Me: A Letter to Fiona on First Reading “The End of Print” Jessica 
Helfand, 2000. Available at typecultura.com) People read. They seek 

Design a pleasurable reading experience, 
and the other fine things will follow. 

connection to thelr community, answers to their questions, lessons to 
‘augment thelr skilis, and new ideas to influence thelr lives. 

People may not participate in sustained reading the way they used to 
(or the way we think they used to), but people read. They text, 
twitter, facebook. They search for things they need or want to know. 
They get lost In stories, People read what Is important to them. 

Redefining Reading 
it we define reading as sustained and literary, If we acknowledge only 
one Kind of reading, we measure ourselves against a fabricated truth, 
We ignore the actual activity and exclude people’s needs and desires. 

‘The truth is there are different ways to read, and they are all valid 
and important. 

Casual reading Is skimming over a text, reading sentences here and 
there (the first sentence of each paragraph, the caption, the pull 
uote) to get a general idea and flavor of the text. 

Scanning with purpose is scanning down or across a text, Jumping 
from section to section, looking for 8 specific plece of Information. 
‘The reader may glance only at the first letter or Word of each section, 
dismissing incorrect matches and moving on. 

‘Sustained reading is engaged reading. It Includes pleasure reading 
(pursues for Its own sake) and reading for understending. Readers. 
slow down, read the entire text, and may go Into a trance-iike state, 

As typogrephers, we can support them all. 

Design from the Text, 
Not the Top Left Corner. 

As Typographers, Our First Responsibility Is to Our Roaders, 
‘Our most Important job Is to help our readers find, understand, and 
connect with the words, Ideas, and information they seek. 

Our second responsibility then, is to honor the content. To clarity and 
share the meaning of the texts people read. 

Designing From the Text 
When scanning with purpose, our readers need @ left line down which 
to scan. They need words set In a font they can read easily and 
quickly. 

They need information to be “chunked” for them, visually separated 
or grouped, so they can skip ahead if what they seek isn’t in the 
current section. They need these chunks laid out in a consistent 
manner, So if they skip to the next section, they can find it. 

When engaged in casual or sustained reading, our readers need to 
foel comfortable. They shouldn’t have to decipher words set in hard 
to read fonts (or font sizes). They need s comfortable tine length, so 
they don’t get fatigued, and a generous line helght to promote 
horizontal motion. 

Casual and sustained reading benefit from chunking too, Knowing 
when and whore sections start and end gives readers a sense of tho 
overall structure of a text. Chunking makes the text more 
manageable, providing readers with entry and exit points, 

‘These are but a few things readers need. Understanding how people 
read leads to readable text blocks. Readable text blocks become the 
cornerstone for building a grid. Levels of hierarchy create emphasis. 
Captions and pull quotes become counterpaints to the text and create 
visual rhythm. Horizontal and vertical spacing create visual tension. 
Before you know it a design develops, bullt upon your knowledge of 
how people read, 

FIGURE 17.4 By the end of this lesson, you'll build a 

Modernist typographic web page. You'll also link this 

page to the page you built in the previous chapter. 
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Overview of the Lesson 

In this lesson, you will design and build a 

Modernist typographic web page that links to all 

of the previous lessons. 

1 Use the design process provided in this book 

(and outlined below) to lay out elements. 

2 Revise the CSS from the previous assignment or 

start from scratch. 

The Design Process 

Remember, most of this happens simultaneously! 

* Choose your font(s) based on legibility, 

aesthetics/emotion, and styles available (you'll 

need a bold). 

* Set font size, line length (div width), line height, 

and alignment to promote readability and create 

a Modernist page. 

* Create voices with style, size, case, letterspacing, 

and color. Consider your text, headings, 

and links. 

¢ Use systems of space and similarity to create 

hierarchy. 

¢ Print out and re-arrange text blocks (divs) to 

find the appropriate grid for the text in a 

Modernist page. 

* Build your site. 

Elements of the Modernist Page 

While creating your design, keep in mind the char- 

acteristics of a Modernist page: 

* Architectural space and grid 

* Sans serif fonts 

* Obvious contrasts to create emphasis 

« Asymmetry to guide a reader's eye 

* Rhythm 

* Clarity 

Create a New Design by Changing 

the CSS 

While you could start this lesson from scratch, 

| recommend you modify the files from the 

last lesson. 

Make a copy of the last lesson’s folder and name 

the new folder 17_modern_page. Keep it in the 

web_typography folder. 

Rename the CSS file modern_page.css. Link it to the 

index.html file by going into the HTML file and 

changing the syntax in the head element to the 

following: 

<link href="modern_page.css" 

rel="stylesheet" type="text/css" /> 

Change the title to: 

<title>Lesson 17: The Modernist Page 

</title> 

Design the Typographic Page 

To design your page, use all the skills previously 

learned and practiced in previous chapters, 

keeping the Modernist approach in mind: 

* Choose a font for legibility as well as a Modern 

feeling (see Chapters 1 and 2 for a review). 

* Determine the appropriate size, line height, 

alignment, and line length (div width) for text 

(see Chapter 6 for a review). 

* Use case, style, and color to create multiple 

voices (text, links, pull quotes if you create them) 

on the page (see Chapter 11 for a review). 
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* Chunk information using systems of space and 

hierarchy (see Chapters 7 and 8 for a review). 

* Develop a Modernist grid (think architectural 

space) that creates rhythm and tension on the 

‘page (see Chapters 5 and 12 for a review). 

Build the grid by modifying divs as needed. In 

the CSS, change width, float, padding, margin, 

and so on. In the HTML, change the div order if 

needed (see Chapter 12 for a review). 

Attend to new details (numbers and acronyms, 

rule lines). Punctuation will probably remain the 

same (see Chapter 9 for a review). 

Links to finished previous pages are already 

done. You will probably have to modify your link 

lists and your link states. Don't forget to change 

the “you are here” list item (see Chapter 13 for 

a review). 

¢ View your page in the browser often to check 

your progress. 

Changing the Css Changes Everything 

Thus far, you've built HTML and CSS documents side 

by side. Creating a new page layout—primarily 

by making changes to the CSs—requires a shift 

in thinking. 

Here are some tips to make it easier: 

* Sketch out your new Modernist page design in 

detail before changing the CSS. Don’t just guess; 

have a plan! 

- If you get lost or overwhelmed, sketch (or print 

out) the page as is, identify where the problems 

are, and tackle them one by one. 

« Add a border or background color to your divs to 

help you see margin and padding (I need to do 

this at least once during every project). It’s hard 

to visualize space while looking at syntax. 

LESSON 17 Design and Produce a Website from a Modernist Approach 

Once your Modernist page is done, it’s time to 

move on to the Post-Modernist page in 

Chapter 18. 

Recommended Resources 

For this lesson, | recommend the following on- 

line resources: 

* To see examples of this lesson, go to 

typographicwebdesign.com 

* To learn more about Modernism and typography, 

go to typophile.com/node/12610 

* For inspiration, view posters and books using the 

Modern or International Style. You can find 

examples at www.aisleone.net/ 

Moving Forward 

This chapter introduced you to theories and 

themes of the Modernist typographic page. The 

chapter also introduced you to changing the 

design of a page by changing the CSS. 

In the next and final chapter, you will learn about 

the theories and themes of the Post-Modernist 

typographic page. 
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CHAPTER 18 

The Post-Modernist Page 

The Post-Modernist page emerged in the 1980s. 

Influenced by the typographic experimentation of 

New Wave design in the 1970s, Post-Modern 

typography was made manifest with the invention 

of personal computers and page-layout software. 

Suddenly, Post-Modernist typographers could take 

apart (deconstruct) and rebuild texts (to create 

meaningful or aesthetic relationships) in the 

comfort of their own studios. 

Characteristics of 

Post-Modernist Pages 

Post-Modernist pages reflect some common 

characteristics. 

Post-Modernist Pages Use Text Anywhere 

on the Page 

The Post-Modernist page uses space in a hyper- 

architectural manner. Space becomes three- (and 

even four-) dimensional. Sometimes the z-axis is 

emphasized by layering text. Headings (or text) 

may be broken midword, leading readers to the 

next line. Sometimes text runs right off the page, 

perhaps to continue on the next page... or 

perhaps not. 

In Figure 18.1, from Typophile.com, posts and new 

stories are set in a Modernist fashion, using a sans 

serif font, weight : bold; for emphasis, and a 

clear layout. The background contains text repre- 

senting language and time. Recent posts layer one 

upon the other. Older posts are lighter, fading into 

the distance. Big, incomplete sentences are not 

meant to be readable. Instead, they represent 

the presence of multiple voices collaborating on 

Typophile. Subheadings in red boxes create 

emphasis and lead readers into the text. 

Post-Modernist Pages Use Any Font that Works 

The Post-Modernist page may use serif or sans 

serif fonts, legible or illegible fonts. The purpose 

of the Post-Modernist page is to interpret the text 

and challenge the reader; the typographer uses 

whatever font she feels is most appropriate. 

Post-Modernist Pages Use Contrast to 

Create Emphasis 

Contrasts of space, texture, shape, and size are all 

used to create emphasis. Emphasis is used on the 

Modernist page to chunk information or lead a 

reader through the text. On the Post-Modernist 

page, it is often used to provide an entry point 
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into the landscape of text. Where might the 

reader start? 

18S sure ene ie ee 
really counts al ia \arhile 

1 st Prize for he ote a TA 2 fleet nate ong Des 1 POS Takes On Typosreohy Try the pence caer a red ) ) See 
seat hs Sees es ‘i i ype 10 board! i 

tu Car vom to dw cnet a muancomnmse 7 
sem tone? Q TYPOPHILE 

1a Baoneoba font 
Please Critique My First t x at a Logon = 

found nao font ont nance 
1 Ortgim of Monospaced ia Tae Ne yt STYPOPHILE RSS: 

Isentons = olan ese arf 

sul are box" Be Hal ier 

To get started, try aernssiny 
reconily edited 
paste from another sit 

For more instruction on wiki etiquette and how to get started, 
pleaso sve the Wiki FAQs Page. 

FIGURE 18.1 Typophile.com. Top: Text is layered. Posts 

are Modernist, while the background text is Post- 

Modernist and represents collaboration. Bottom: The 

Wiki section of the site. Using a serif font, large top 

and left margins, and italic for emphasis, the Wiki 

page is Traditional. Typophile shows how Traditional, 

Modernist, and Post-Modernist ideals can coexist. 

Post-Modernist Pages Use Form to 

Convey Meaning 

The Post-Modernist page is not merely a formal 

exercise, devoid of meaning. Formal explorations 

are often a search for a way to physically (viscer- 

ally) represent the meaning of a text. In Figure 

18.2, Post Typography uses a sea of words to 

communicate the diverse, vibrant work done in its 

studio. In Figure 18.3, Misprinted Type creates the 

opportunity for readers to explore and discover 

images of text. 

Post-Modernist Pages Convey a 

Textural Feeling 

Text on the Post-Modernist page is neither 

centered nor justified. It is neither symmetrical 

nor asymmetrical. The relationship between text- 

and-text, text-and-space is explored, captured, 

and shared. 

The Role of the Typographer 

A Post-Modernist typographer might say, “I have 

explored the text, taking it apart and putting it 

back together in a way that speaks to or entices 

the reader. If it catches a reader's eye, they will 

engage with it.” 

Some Post-Modernist typographers were inspired 

by the Deconstructionist movement. The typogra- 

phers would interpret text, breaking it down in 

order to find contradictory meanings, and then 

piecing it back together in order to show the 

reader multiple interpretations. 

Related to Deconstructionism is the potential for 

discourse between reader and text. Many Post- 

Modernist typographers (even those not familiar 

with Deconstructionism) wanted to offer readers 

the opportunity to create multiple meanings and 

personal interpretations of texts. 
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CHAPTER 18 The Post-Modernist Page 

|POST TYPOGRAPHY | 
\IS A CREATIVE STUDIO SPECIALIZING IN GRAPHIC DESIGN, 
ILLUSTRATION, LETTERING, TYPOGRAPHY, LOGOS, ADVERTISING, | 
| SIGNAGE, GRAPHIC IDENTITIES, WEB DESIGN, APPAREL, 
|PACKAGING, ENVIRONMENTAL DESIGN, FILM TITLES, PUBLICATION | 
|DESIGN, WRITING, DESIGN THEORY, VANDALISM, CD PACKAGING | 
| AND ALBUM DESIGN, POSTERS, BOOK COVERS, CURATORIAL | 
| WORK, CORPORATE SCULPTURE, PRODUCT DESIGN, TEACHING, | 
| ART INSTALLATIONS, PHOTOGRAPHY, INFOGRAPHICS, Rasa 

STOP-MOTION ANIMATION, DESIGN AND ART | 
| CRITICISM, FURNITURE DESIGN, WORKSHOPS, SLIDE LECTURES, | 

\ 
| 

\ 
| 

| 
| 

| 

| 

\ 

|COPYWRITING, TYPE DESIGN, REBRANDING, CORPORATE 
| CONSULTING, VIDEO, PRINT PRODUCTION, EVENT PLANNING, TOUR 
| BOOKING, INTERIOR DESIGN, DRAFTING, PHOTOSHOP 
| RETOUCHING, URBAN PLANNING, SYNERGY, MOTION GRAPHICS, 
| WALLPAPER DESIGN, ENERGY DRINK BRANDING, MAPMAKING, 
| SCRIPTWRITING, CONCEPTUAL FONTS, HORTICULTURE, JUKEBOX 
| THEORY, ARCHITECTURE, SCRABBLE, SCREEN-PRINTING, PUNK 
|ROCK, SANDWICH MAKING, CROSSWORD PUZZLES, THE INTERNET, 
| YOUTH MARKET POSITIONING, PUN INCORPORATION, PROJECT 

” RIG" 

ESPN MAGAZINE'S BEST IN 
SPORTS COVER 
Balls to the wall! 

To Mlustrate the cover of ESPN Magazine's 2011 “Best in Sporis” issue, we teamed up wih 
photographer Frank Hamilton to photograph hundreds of sports balls, cists, pucks, sAheres, 
‘decuses, shot puts, birdies. chips; ard even curling stones (specie! shout-out to Potomac Curling 
ub) fying togetter to form ihe wares “Best in Sports.” Thanks again to everyone who joaned us 
their balls! 

INE 6, 201 

| | dC | = _ ese a 

FIGURE 18.2 Post Typography (posttypography.com). 

Top: A sea of words covers the page, set for texture, 

not for legibility (too big, in all caps, with a tight line 

height). Color splits the text into manageable chunks, 

forming categories. On a:hover, links become bands 

of color, concealing the words. The color bands create 

emphasis, and lead readers into the text. Bottom: In 

the News section of the site, where text is meant to 

be read, the typography is clear and legible. 

preed line 

i 
\ 
\ 
| 
i 
\ | Hello Evecybecy eng tire no speck Per 
| Um having a how ox Ki utes I Leadon tomecrow (Thursay ~ March Ath) - FAX Ex-MACHINA: $f you are 
‘round Lendan, $109 by. Unfortunatity I wont be therg, since I have in FAX the drawings trom 
| mote into on WX Cuter weosited 

FIGURE 18.3 Misprinted Type (misprintedtype.com/ 

v4). Top: Text is an extension of the image, while 

typographic characters are images unto themselves. 

Posts are set with texture in mind—the line height a 

little too tight, the line length a little too long. But 

the block of text mimics and balances the collage 

above it. Text is meant to be read, but comfort is 

sacrificed for form. Subheadings in red boxes create 

emphasis and lead readers into the text. Bottom: The 

same page scrolled down. Elements await discovery 

by the reader/explorer. 

Some Post-Modernist typographers were simply 

heady with freedom. The personal computer 

afforded them the ability to do new things: easily 
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create typefaces, layer text, and place text on 

curves with a mouse-click. Results of typographic 

exploration could be reviewed while in process. 

Typographers were artists and text their medium 

of choice. Experimentation was guided not by 

creating meaning, but by texture, shape, space, 

and intuition. 

Whether inspired by Deconstructionism, 

discourse, or intuition/art, Post-Modernist typog- 

raphers believed they could challenge and thus 

engage a generation of bored readers. If a reader 

was willing to stop and to ask, “What's this all 

about?” they'd be enticed to read further. 

Post-Modernist typographers interpreted texts, 

breaking them down and recontextualizing 

them. Done in the name of Deconstructionism, 

discourse, or art, Post-Modernism marks a shift in 

the typographer’s relationship to the text: from 

editor to “author.” 

The Post-Modernist Page Was Designed to 

Challenge and Thus Engage Readers 

To summarize, the Post-Modernist page: 

* Tends to explore, capture, and share the text-text 

and text-space relationships. 

¢ Has meaning as well as exploration. 

* Was designed by Post-Modernist typographers 

who were inspired by Deconstructionism, 

discourse, and intuition/art. The typographers 

believed they could challenge and thus engage a 

generation of bored readers. 
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Lesson 18: Design and 

Produce a Website from 

a Post-Modernist 

Approach 

Thus far, you have designed and built a Traditional- 

and a Modernist-inspired page. Now it’s time to 

expand your typographic toolbox. By the end of 

this lesson, you'll use all the skills previously 

learned to design and build a Post-Modernist typo- 

graphic web page. You'll link the Post-Modernist 

page to your Traditional and Modernist pages—and 

to all of the previous lessons (Figure 18.4). 

This lesson helps you achieve the following 

objectives: 

1 Practice creating a website, complete with 

working links. 

2 Practice using the design process provided in 

this book in a more fluid, simultaneous manner. 

3 Practice using elements of the Post-Modernist 

page when designing a website. 

4 Practice walking the line between inspiration 

and duplication. Do not merely copy what was 

done before. Your medium, content, and audi- 

ence are different from those of the Post- 

Modernist typographers. What elements are 

appropriate to your design? What can be set 

aside or modified? 

Even if you are already HTML/CSS savvy, follow the 

lesson. | provide an outline for the design process 

and point out where to find more information in 

the previous chapters. 

Eyineed from the text?” 

femeed from me?” 

“What does a reader " 

“What does the text — 

7 = Bind raaaiog Ihe may they ese tn Lo ihe vay we hres 
a o They text, twitter, facebook. =>)» or hinga She 

Redefining Reading 
crete ding & suti2ineul and taneny Lf we acknowledge only one kind of 

reading, we measure ourselves against a fabricated truth. veo a <m 

As Typographers, Our First Responsibility Is to Our Readers. 

sesorciob st help our readers find, understand, and connect 

wer, ste honor the content. + 

Designing From the Text 

FIGURE 18.4 By the end of this lesson, you'll build a 

Post-Modernist typographic web page. You'll link the 

page to your Traditional and Modernist pages, as well 

as all previous projects. 
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Overview of the Lesson 

In this lesson, you will design and build a Post- 

Modernist typographic web page that links to all 

of the previous lessons. 

1 Use the design process provided in this book 

(and outlined below) to lay out elements. 

2 Revise the CSS from the previous assignment 

or start from scratch. 

The Design Process 

Remember, most of this happens simultaneously! 

* Choose your font(s) based on aesthetics/ 

emotion. For this lesson, do not worry about 

legibility. 

* Set font size, line length (div width), line height, 

and alignment to explore texture, shapes, and 

meaning. 

* Create voices with style, size, case, letter- 

spacing, and color. Consider your text, headings, 

and links. 

¢ Use systems of space and similarity to create 

hierarchy. 

* Print out and re-arrange text blocks (divs) to find 

the appropriate grid for the text in a Post- 

Modernist page. 

* Build your site. 

Elements of the Post-Modernist Page 

While creating your design, keep in mind the 

characteristics of a Post-Modernist page: 

* The hyper-architectural grid includes the 

z-axis (depth). 

* Emphasis creates an entry point for the reader. 

* Text-text and text-space relationships create 

new relationships between elements, adding 

meaning to the text. 

* Text is seen as texture, shape, and space. 

Exploring “Bad” Syntax 

While you could start this lesson from scratch, 

| recommend you modify the files from the 

last lesson. 

Make a copy of the last lesson’s folder and name 

the new folder 18_postmodern_page. Keep it in 

the web_typography folder. 

Rename the CSS file postmodern_page.css. Link it 

to the index.html file by going into the HTML file 

and changing the syntax in the head element to 

the following: 

<link href="postmodern_page.css" 

rel="stylesheet" type="text/css" /> 

Change the title to the following: 

<title>Lesson 18: The Post-Modernist 

Page</title> 

Design the Typographic Page 

To design your page, use all the skills learned 

and practiced in previous chapters, keeping the 

Post-Modernist approach in mind: 

* Choose a font for legibility or beauty of form. 

You can choose emotional connotation over legi- 

bility in this lesson (see Chapters 1 and 2 for 

a review). 

* Determine the appropriate size, line height, 

alignment, and line length... Wait! This is a Post- 

Modernist page! 
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Explore playing with the text. Don't worry so 

much about legibility for this project. Make your 

type really big, really small, really tight, really 

loose. Let the ragged edge go crazy. Purposely 

‘set negative margins or remove floats on divs so 

blocks of text overlap each other. What happens 

if you use a negative line height or letter- 

spacing? Now is the time to have fun, break the 

rules of good syntax, and see what you can do. 

Use case, style, and color to create multiple 

voices (text, links, pull quotes if you create them) 

on the page (see Chapter 11 for a review). 

Chunk information using systems of space and 

hierarchy (see Chapters 7 and 8 for a review). 

Develop a Post-Modernist layout (think hyper- 

architectural space, think depth) that creates 

rhythm and tension on the page (see Chapters 

5 and 12 for a review). 

Build the layout by modifying divs as needed. 

In the CSS, change width, float, padding, margin, 

and so on. In the HTML, change div order if 

needed (see Chapter 12 for a review). 

Attend to new details (numbers and acronyms, 

rule lines). Punctuation will probably remain the 

same (see Chapter 9 for a review). 

Links to finished previous lessons are already 

done. You will probably have to modify your link 

lists and your link states. Don’t forget to change 

the “you are here” list item (see Chapter 13 for 

a review). 

Here are some tips to make the design 

process easier: 

Sketch out your new Post-Modernist page 

design in detail before changing the CSS. 

Don't just guess! 

* If you get lost or overwhelmed, sketch (or print 

out) the page as is, identify where the problems 

are, and tackle them one by one. 

Add a border or background color to your divs to 

help you see margin and padding (I need to do 

this at least once during every project). It’s hard 

to visualize space while looking at syntax. 

Don’t expect your design to work across multiple 

browsers. Some of your most satisfying explora- 

tions and results will use “bad” syntax (syntax 

that is not recommended and may not work 

across platforms or browsers). That's okay for 

now. The purpose of this lesson is to loosen 

up and experiment. Have fun. 

Once your Post-Modernist page is done, you 

will have a portfolio of the work you've done for 

this book. 

Recommended Resources 

For this lesson, | recommend the following on- 

line resources: 

* To see examples of this lesson, go to 

typographicwebdesign.com 

* To learn more about Post-Modernism, go to 

designhistory.org/Post_mod.html 

Moving Forward 

This chapter introduced you to theories and 

themes of the Post-Modernist typographic page. 

The chapter also introduced you to exploring and 

having fun with “bad” syntax. There aren't any 

more chapters or lessons in this book, but you'll 

still move forward. 
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You have acquired a working knowledge of HTML, 

CSS, and typography. Take a moment to click 

through the portfolio you have created. Remember 

the struggles and successes you had with each 

project. Take a moment to write out or reflect on 

what you've learned throughout the course of 

the book, and what you still wish you knew 

more about. 

If you love typography or web design—or both— 

you are living in an exciting time. Web typography 

is in its toddlerhood. You have the opportunity 

to build your skills and learn new techniques 

every day as your field continues to develop. 

Keep going—because good typography is 

always welcome. 
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APPENDIX A 

Moving Forward: Recommended Readings 

and Resources 

Choosing and Using Fonts 

Bringhurst, Robert. The Elements of Typographic 

Style. Vancouver: Hartley and Marks, 1997. 

Brown, Tim. “Fonts.” Nice Web Type, http: // 

nicewebtype.com/fonts (accessed 

June 20, 2011). 

Franz, Laura. Good Web Fonts: Lively, Subtle, 

Perfectly Legible Fonts for the Web, http: // 

goodwebfonts.com (accessed June 9, 2011). 

Working with Text on the Page 

Bringhurst, Robert. The Elements of Typographic 

Style. Vancouver: Hartley and Marks, 1997. 

Craig, James. Designing with Type. New York: 

Watson-Guptill, 2006. 

Hochuli, Jost. Detail in Typography. 

London:Hyphen Press, 2008 

Kane, John. A Type Primer. Upper Saddle River, 

New Jersey: Prentice Hall, 2003. 

Lupton, Ellen. Thinking with Type. New York: 

Princeton Architectural Press, 2004. 

Developing a Grid 

Brown, Tim. “More Meaningful Typography,” A 

List Apart Magazine, 3 May 2011. http: // 

alistapart.com/articles/more- 

meaningful-typography/ (accessed 

June 28, 2011). 

Kane, John. A Type Primer. Upper Saddle River, 

New Jersey: Prentice Hall, 2003. 

Lupton, Ellen. Thinking with Type. New York: 

Princeton Architectural Press, 2004. 

Marcotte, Ethan. “Fluid Grids,” A List Apart 

Magazine, 3 March 2009. http: //www. 

alistapart.com/articles/ 

fluidgrids/ (accessed June 28, 2011). 

Vinh, Khoi. Ordering Disorder: Grid Principles for 

Web Design. Berkeley, California: New Riders 

Press, 2010. 
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The History of Typography 

Drucker, Johanna and Emily McVarish. Graphic 

Design History: A Critical Guide. Upper Saddle 

River, New Jersey: Prentice Hall, 2008. 

Jubert, Roxanne, Serge Lemoine, and Ellen 

Lupton. Typography and Graphic Design: From 

Antiquity to the Present. Paris: Flammarion, 

2006. 

Kane, John. A Type Primer. Upper Saddle River, 

New Jersey: Prentice Hall, 2003. 

Critical Writings 

Bierut, Michael, William Drenttel, Stephen 

Heller, and D.K. Holland, eds. Looking Closer: 

Critical Writings on Graphic Design. New York: 

Allworth Press, 1994. 

Heller, Steven and Philip B. Meggs, eds. Texts on 

Type: Critical Writings on Typography. New 

York: Allworth Press, 1994. 

Keeping Current with Web 

Typography 
A List Apart Magazine, 1998-2011. http: // 

alistapart.com (accessed June 13, 2011). 

APPENDIX A 

Brown, Tim. Nice Web Type, 2002-2011. 

http: //nicewebtype.com (accessed 

June 19, 2011). 

Syntax: CSS and Color 

December, John. “The Hues Hub,” December 

Communications, Inc. www.december . com/ 

html /spec/colorhues.html (accessed 

June 13, 2011). 

Griffiths, Patrick. HTML Dog: The Best Practice 

Guide To XHTML and CSS, 2003-2009. http: // 

htmldog.com/reference/ 

cssproperties/ (accessed June 10, 2011). 

For the Love of Type 

Boardley, John. | Love Typography, 2007-2011. 

http: //ilovetypography.com/ 

(accessed June 13, 2011). 

Bringhurst, Robert. The Elements of Typographic 

Style. Vancouver: Hartley and Marks, 1997. 

Shahn, Ben. Love and Joy About Letters. New 

York: Grossman Publishers, 1963. 
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Index 

SYMBOLS AND NUMERICS 
{ (curly bracket), 6 . 

. (dot), 6, 60, 133 

/ (forward slash), 6, 60, 133 

: (semicolon), 6 

960 Grid System, 185, 206 

A 
<a> tag, 213 
<acronym> tag, 137-138, 156 

acronyms 

about, 127 

capitalizing, 155 

de-emphasizing, 137-138 

active links, 214 

:active pseudo-class, 214, 216-217, 220 

Adobe Dreamweaver, 26 

Adobe Garamond font, 16, 242-243 

ads, positioning, 203-204 

aesthetics and emotions 

choosing fonts, 21-22 

comparing serif and sans serif fonts, 22-23 

formatting, 23-24 

a:hover, 214 

align-left, 157 

alignment 

about, 68, 72-73 

columns of numbers, 157 

in reading process, 93-94 

align-right, 145-146, 157 

a:link, 214,218 

all caps, 23 

all lowercase, 23 

Aller font, 41 

&amp, 206 

ampersands, 206 

anchor selector, 214 

Andron font, 242-243 

aperture, 12 

apostrophes, 138, 206 

Arial font, 14, 246 

ascenders, 12 

asymmetrical alignment, 93 

asymmetry, in Modernist pages, 284-285 

a:visited, 214, 217 

B 
background 

color, 34, 74, 178 

images, 277-279 

layering letters with images in, 82-84 

background-color, 178 

balance considerations with two fonts, 53-55 

Bare Bones Software, 26 

baseline, 12 

Baskerville, John (typographer), 275 

Baskerville font, 244 

BBEdit, 26 
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bibliographies, lessons on, 42-49, 56-62 

Bierut, Michael (author) 

Looking Closer: Critical Writings on Graphic 

Design, 300 

BlackJack font, 247 

Blueprint, 185, 206 

Boardley, John (author) 

| Love Typography, 300 

Bodoni font, 16, 245 

body elements, 28-30 

<body> tag, 28-30 

bold style, 37-38 

border property, 137 

border-bottom, 178 

border-top, 137,178 

borders, putting back on divs, 135 

<br> tag, 81, 113, 129-130, 138, 153 

breaking up text, 172-173 

Bringhurst, Robert (author) 

The Elements of Typographic Style, 39, 241, 299, 

300, 301 

Brown, Tim (author) 

“Fonts,” 299 

“More Meaningful Typography,” 299 

Nice Web Type, 300 

browsers, 18, 57-58 

bullets, 176-177, 258 

C 
Calluna font, 249, 266 

capitalizing, 23, 39,155 

caption Class, 204 

#caption_container, 171 

captions 

chunking in paragraphs, 232 

moving, 204 

resizing, 266 

Carter, Matthew (type designer), 12 

Cascading Style Sheets. See CSS (Cascading Style 

Sheets) 

case, in reading process, 163-164 

Caslon 540 font, 21-22 

casual reading, 2 

INDEX 

cells (tables), 152 

centered text, 93 

characters, counting, 93 

Chopin Script font, 60 

chunking 

about, 3, 97, 105-106 

captions in paragraphs, 232 

consistency of, 232 

information, 115-119, 173 

paragraphs, 106 

vertical spacing, 106-109 

classes 

:active, 214, 216-217, 220 

adding in HTML, 217, 221 

adding to elements, 113-114 

applying, 48, 123-124 

caption, 204 

creating, 48-49, 84, 123-124, 217,221 

:hover, 216, 217, 220 

italicizing titles with, 81-82 

link, 215-216, 220 

logo, 201-202 

p.class, 111-114, 214 

p.memory, 237-238 

td. header_vessel, 157 

td.vessel, 155,157 

. title, 84 

WwalsaiteeG. we diyeZO 

“You Are Here”, 217-218, 221, 235 

clicked links, 214 

collapsing margins, 112 

color 

adding to divs, 199-200 

applying to text, 180 

background, 34, 74, 178 

black/white, in reading process, 95 

bullets, 176-177 

choosing, 158, 180 

contrast of, 66 

incorporating, 170-180 

in reading process, 165-166 

color, 216, 219-220 

Color Scheme Designer, 35 

Colons#ssssssy led 
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INDEX 

columns 

grids, 191-206 

tables, 151, 152 

Comic Sans font, 21-22 

comments, 60-61, 196 

comparing fonts online, 16-19 

composition 

dynamic, 73-84 

reworking around tables, 157-158 

connotations, 21 

consistency of chunking, 232 

containers (divs), 74-79 

content 

adding, 29, 79-80, 103, 171-172 

adding to bibliographies, 43 

adding to tables, 150-151 

flowing, 231 

placing in structural divs, 200-201 

refining placement of, 201-205 

content_ container, 197-198 

continuity, 53-55, 68 

contrast 

between bold and regular style, 37-38 

of color, 66 

considerations with two fonts, 51-52 

of form, 66, 292 

between italic and regular style, 38-39 

in Modernist pages, 284 

for navigation, 208-209 

in Post-Modernist pages, 291-292 

of shape, 66, 94 

of size, 66 

of space, 66, 103 

of weight, 66 

contrasting 

fonts online, 16-19 

large and small white spaces, 69 

&copy, 206 

copyright information, 60, 134, 258 

copyright symbols, fixing, 206 

#copyright_container, 171 

counterforms, 13 

counterpoints, 65-69, 84 

counting characters, 93 

Courier font, 24 

Craig, James (author) 

Designing with Type, 299 

Crimson Regular font, 258, 262 

Crimson Roman font, 259 

critical writings, 300 

CSS (Cascading Style Sheets) 

about, 17-18 

adding link syntax, 214 

applying to multiple pages, 230-238 

changing, 289 

changing h1 in, 121 

changing h2 in, 122 

changing h3 in, 122 

changing h4 in, 121-122 

creating classes, 48, 217, 221 

creating designs by changing, 288-289 

describing elements in, 100 

describing links in, 215-216 

describing section links in, 219-220 

modifying lists in, 174-175 

notations, 195 

syntax resources, 49 

in this book, 45 

using to design bibliographies, 43-49 

CSS documents 

adding space into, 112 

creating main_navigation_list in, 177 

describing @font-face in, 58-59, 133-134, 

256-257 

CSS files 

creating divs for elements, 171-172 

linking to HTML files, 256, 263-264 

referencing, 31 

starting, 74, 99-102, 148, 171, 278 

writing, 26-34, 44-49 

CSS syntax, 6, 35 

curly bracket ({), 6 

curly quotes, 130, 206 
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D 
Dair, Carl (author) 

Design with Type, 301 

data-driven sites, 226-227 

.date, 113-114 

December, John (author) 

“The Hues Hub,” 300 

Deconstructionist movement, 292-294 

&deg, 206, 237 

DejaVu Serif font, 245 

demo.html, 256 

denotations, 21 

descenders, 12 

Design Festival, 35 

design process 

of Modernist pages, 288 

of Post-Modernist pages, 296 

of Traditional pages, 277 

Design with Type (Dair), 301 

#designer_container, 171 

Designing with Type (Craig), 299 

Detail in Typography (Hochuli), 299 

Didone fonts, 244-245 

directional movement, 69 

#directions_container, 171 

Display fonts, 247-249 

display type, 51-53 

div ID 

about, 44-45 

describing for main-container, 33-34, 74, 99, 
171, 278 

designating pseudo-classes using, 222 

<div> tags, 32-34, 44, 149 

“Divitis: What it is and How to Avoid It”, 198 

divs 

adding color, 199-200 

adding to build composition, 102-103, 149 

creating, 74-79 

creating for elements in CSS files, 171-172 

deleting, 201 

forcing to next row, 78 

inserting, 172 

inserting images and logos into, 172 

naming, 198 

INDEX 

nesting, 191-206 

pasting text into, 172 

placing with float property, 76 

placing with margins, 78 

putting borders back on, 135 

putting into HTML, 75, 199 

structural, 192-206 

DOCTYPE, 27 

Document Type Definition (DTD), 27 

documenting code, 196 

documents. See CSS documents; HTML documents 

dot (.), 6, 60, 133 

double curly quotes, 206 

double hyphens, 138 

“double-margin” bug, 205-206 

doubling, avoiding, 92 

downloading 

@font-face kit, 58, 132, 256 

fonts, 62, 132 

fonts from FontSquirrel.com, 132 

GIMP, 85 

Notepad++, 35 

TextWrangler, 35 

Dreamweaver (Adobe), 26 

Drenttel, William (author) 

Looking Closer: Critical Writings on Graphic 

Design, 300 

Droid Serif font, 262 

Drucker, Johanna (author) 

Graphic Design History: A Critical Guide, 300 

DTD (Document Type Definition), 27 

“dumb” quotes, 127-128 

Dunham, Ethan (author) 

“The New Bulletproof @font-face Syntax”, 59 

dynamic compositions, 73-84 

E 
EastMarket font, 247 

elegant feeling, in Traditional pages, 274 

elements 

adding classes to, 113-114 

body, 28-30 

creating divs for in CSS files, 171-172 
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INDEX 

defining, 79-80, 167 

describing, 30-32, 100 

finding length, 179 

head, 28-30 

of Modernist pages, 288 

moving, 172-173 

of Post-Modernist pages, 296 

selector, 30-32 

title, 28-30 

of Traditional pages, 277 

The Elements of Typographic Style (Bringhurst), 39, 

241, 299-301 

em dashes, 17, 127, 128, 206 

embedding, compared with linking, 57 

emotions. See aesthetics and emotions 

en dashes, 127, 128, 206 

EOT license file, 58, 132, 256 

F 

files. See also CSS files; HTML files 

license, 58 

linking, 280 

naming, 26 

organizing, 26-27 

Five Families of Type 

about, 241-242 

Didone fonts, 244-245 

Display fonts, 247-249 

expanding classification system, 242 

Geometric Sans Serif fonts, 246 

Humanist Sans Serif fonts, 246-247 

Modern fonts, 244-245 

Old Style fonts, 242-243 

Sans Serif fonts, 246, 284 

Slab Serif fonts, 245-246 

Transitional fonts, 243-244 

flexibility, allowing for, 227-228 

float property, placing divs with, 76 

float:right;, 201, 202 

flowing content, 231 

“Fluid Grids” (Marcotte), 299 

focal point, 66-67 

:focus, 215 

font library, building 

building font library, 249-253 

classification, 241 

Five Families of Type, 241-247 

identifying good web fonts, 247-249 

lesson, 254-267 

using web fonts from Font Squirrel, 255-260 

using web fonts from Google Web Fonts, 

260-263 

using web fonts from Typekit, 263-267 

Font Squirrel, 132, 255-260 

font stacks 

building, 60-61, 134, 255, 257-258 

testing, 134 

Fontdeck, 253 

@font-face, 4, 57-60, 132-134, 251, 255-258 

font-family, 37, 42-49, 60, 133-134, 257, 265 

fontkits, creating, 264 

fonts 

adding second, 125-126 

adding to kit, 264 

Adobe Garamond, 16, 242-243 

Aller, 41 

Andron, 242-243 

Arial, 14, 246 

Baskerville, 244 

for bibliography titles, 56 

BlackJack, 247 

Bodoni, 16, 245 

Calluna, 249, 266 

Caslon 540, 21-22 

changing, 255 

choosing, 62, 132, 299 

choosing based on aesthetic and emotional 

associations, 21-22 

choosing two to work together, 51-55 

Chopin Script, 60 

Comic Sans, 21-22 

comparing, 11-14 

comparing and contrasting online, 16-19 

conveying messages with, 21-24 
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fonts (continued) 

Courier, 24 

Crimson Regular, 258, 262 

Crimson Roman, 259 

DejaVu Serif, 245 

Didone, 244-245 

Display, 247-249 

downloading, 62, 132 

Droid Serif, 262 

EastMarket, 247 

free, 250-251 

Futura, 16, 246 

geometric, 242, 246 

Geometric Sans Serif, 246 

Georgia, 11-14, 244, 258, 262, 266 

Gill Sans, 246 

GrutchShaded, 133-134 

Helvetica, 11-13, 246 

humanist, 242, 246-247 

Humanist Sans Serif, 246-247 

implementing, 255 

legibility of, 11, 39 
Modern, 244-245 

Museo 700, 246, 249 

Museo Slab, 245, 246 

Old Style, 39, 242-243 
open-license, 250-251 

in Post-Modernist pages, 291 

quirky, 24 

relationship with personal computers, 18-19 

Sans Serif, 12, 22-23, 246, 284 

script, 56 

Selfish, 247 

Serif, 22-23, 245, 272-273 

Serif 72 Beta, 245 

Slab Serif, 245-246 

style considerations, 37-40 

subscription-based service, 252-253 

testing, 255 

Times New Roman, 13 

Transitional, 243-244 

unbracketed, 245 

Verdana, 13, 14, 246 

INDEX 

web, 247-249, 255-267 

width considerations, 39 

“Fonts” (Brown), 299 

fonts folder, 58, 132, 256 

fontshop.com, 251 

font-size property, 90 

fontspring.com, 251 

font-style:italic, 121 

font-style:normal;, 166 

font-weight :normal;, 166 

footer information, 236 

forcing divs to next row, 78 

form, contrast of, 66, 292 

formatting, 23-24 

forward slash (/), 6, 60, 133 

Franz, Laura (author) 

Good Web Fonts: Lively, Subtle, Perfectly Legible 

Fonts for the Web, 299 

free fonts, 250-251 

Futura font, 16, 246 

G 
geometric fonts, 242 

Geometric Sans Serif fonts, 246 

“Georgia & Verdana: Typefaces designed for the 

screen (finally)” (Will-Harris), 15,301 

Georgia font, 11-14, 244, 258, 262, 266 

Gill Sans font, 246 

GIMP, 85 

“Good History/Bad History” (Kalman, Miller and 

Jacobs), 301 

Good Web Fonts: Lively, Subtle, Perfectly Legible 

Fonts for the Web (Franz), 299 

Google Web Fonts, 260-263 

Graphic Design History: A Critical Guide (Drucker 

and McVarish), 300 

grids 

about, 183, 189, 191 

building, 191 

calculating columns and rows, 192-194 

columns, 191-206 

developing, 299 
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INDEX 

establishing, 186-188 

hand-coloring, 188 

lesson, 190-206 

modifying, 187 

modular grids and text, 183-184 

moving items in, 186 

overlays, 191-192, 198-199 

percentage-based, 206 

sketching, 188 

templates, 185 

web grids and reading, 184 

Griffiths, Patrick (author) 

HTML Dog: The Best Practice Guide to XHTML and 

CSS, 300 

GrutchShaded font, 133-134 

Gutenberg Bible, 281 

gutter, 68 

H 
<h2> tag, 31,122 
<h3> tag, 31,122 
<h4> tag, 32, 121-122 

Haley, Allan (author) 

“It’s About Legibility”, 15, 301 

hand-coloring grids, 188 

<head> tag, 28-30 

head elements, 28-30 

header_container, 121, 197-198 

headings 

adjusting, 123 
chunking information with, 115-119 

describing, 49 

identifying, 173 

tags, 153 

Helfand, Jessica (author) 

“Sticks and Stones Can Break My Bones but 

Print Can Never Hurt Me: A Letter to Fiona on 

First Reading ‘The End of Print’, 301 

Heller, Stephen (author) 

Looking Closer: Critical Writings on Graphic 

Design, 300 

Texts on Type: Critical Writings on Typography, 

300 

Helvetica font, 11-13, 246 

<h1> tag, 30-31, 121, 133-134, 179 
hierarchy 

about, 115-116 

changing, 135-136 

creating, 153 

relationship with similarity, 117-119 

Hochuli, Jost (author) 

Detail in Typography, 299 

Hollands, D.K. (author) 

Looking Closer: Critical Writings on Graphic 

Design, 300 

hover links, 214 

:hover pseudo-class, 216, 217, 220 

“How to Size Text in CSS” (Rutter), 17 

href, 213 

HTML (Hypertext Markup Language) 

about, 17 

adding classes in, 217, 221 

applying classes in, 48 

notations, 196 

putting divs in, 75, 199 

in this book, 45 

using to design bibliographies, 43-49 

HTML documents 

adding main navigation link syntax in, 213-214 

adding section links syntax in, 218 

defining ingredient_list in, 175 

defining lists and line items in, 177 

saving, 46-48 

HTML Dog, 34 

HTML Dog: The Best Practice Guide to XHTML and 

CSS (Griffiths), 300 

HTML files 

linking CSS files to, 256, 263-264 

starting, 43-44, 73-74, 98-99, 148, 170-171, 

277-278 

writing, 26-34 

HTML syntax, 5-6 

html tag, 28 

Hues Hub, 35, 180, 181, 222 

humanist fonts, 242 

Humanist Sans Serif fonts, 246-247 
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Hypertext Markup Language. See HTML (Hypertext 

Markup Language) 

hyphens, 138 

I 
| Love Typography (Boardley), 300 

image software, 187 

#image_container, 171 

images 

background, 277-279 

changing based on sketching, 196-197 

creating, 82, 279 

incorporating, 170-180 

inserting in divs, 172 

layering letters in background with, 82-84 

placing, 279 

positioning, 203-204 

imaging software, 85 

in-line links, 210, 236-238 

interactivity, adding to main navigation links, 

216-217 

italic style, 23, 38-39, 48-49, 81-82, 259 

“It's About Legibility” (Haley), 15, 301 

J 
Jacobs, Karrie (author) 

“Good History/Bad History”, 301 

Jenson, Nicholas (type designer), 22 

Jubert, Roxanne (author) 

Typography and Graphic Design: From Antiquity 

to the Present, 300 

justified text, 94 

K 
Kalman, Tibor (author) 

“Good History/Bad History”, 301 

Kane, John (author) 

A Type Primer, 299-301 

kerning, 248 

kits, publishing, 265-266 

INDEX 

L 
layout (grid), 191-192 

&ldquo, 206, 237 

left aligned, 94 

left margins, 47, 101 

left_column, 198 

legibility 

between bold and regular style, 38 

considerations for fonts, 39 

elements of, 13 

of fonts, 11, 39 

in italic style, 38 

within tables, 143 

Lemoine, Serge (author) 

Typography and Graphic Design: From Antiquity 

to the Present, 300 

lessons 

alignment, 72-84 

bibliographies, 42-49, 56-62 

compare and contrast fonts online, 16-19 

files, 7 

film series, part 1,96-104 

film series, part 2, 110-114 

film series, part 3, 120-124 

grids, 190-206 

Modernist pages, 287-289 

navigation tips, 212-222 

Post-Modernist pages, 295-297 

reading process, 169-180 

systems, applying across pages, 228-238 

tables, 147-158 

Traditional pages, 276-280 

word connotations, 25-36 

letters, 38, 82-84 

letter-spacing: 1px, 121, 122 

license files, 58 

<li> tag, 174, 177-178, 215-217, 220,234 

line height, 90-91, 111-112 

line items, 174-177 

line lengths, 91-93, 99, 102 

line-break tag, 81 

line-height property, 90-91, 234 
lining style, 39 
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INDEX 

link pseudo-class, 215-216, 220 

link syntax, 213-216, 222 

linking 

compared with embedding, 57 

CSS files to HTML files, 256, 263-264 

to external sites, 222 

files, 280 

syntax and pseudo-class selectors, 213-222 

links. See also specific fonts 

about, 207-208 

describing in CSS, 215-216 

in-line, 210, 236-238 

responding, 210-211 

testing, 280 

A List Apart Magazine, 300 

Listamatic (website), 181, 222 

lists 

creating, 174 

defining in HTML documents, 177 

incorporating, 170-180 

modifying in CSS, 174-175 

running across pages, 177 

logo class, 201-202 

#logo_container, 171 

logos 

inserting in divs, 172 

moving, 201-202 

Looking Closer: Critical Writings on Graphic Design 

(Bierut, Drenttel, Heller and Holland), 300 

Love and Joy About Letters (Shahn), 300, 301 

lowercase (all), 23 

&lsquo, 206 

Lupton, Ellen (author) 

Thinking with Type, 299, 301 

Typography and Graphic Design: From Antiquity 

to the Present, 300 

M 
main_container, 74, 77, 82, 99, 171, 191, 278 

#main_navigation_container, 171,173 

#main_navigation_list, 177-179, 201, 218 

Marcotte, Ethan (author) 

“Fluid Grids”, 299 

margin-bottom, 106, 112, 113 

margin-left, 206 

margins 

clearing with universal selector, 76-77, 278 

collapsing, 112 

placing divs with, 78 

putting space in, 77 

margin-top, 80, 112, 115, 123, 137, 173 

McVarish, Emily (author) 

Graphic Design History: A Critical Guide, 300 

&mdash, 206, 237 

meanline, 12 

Meggs, Philip B. (author) 

Texts on Type: Critical Writings on Typography, 

283,300, 301 

memory text, creating in-line links for, 237-238 

#memory_container, 171 

messages, conveying with fonts, 21-24 

Miller, J. Abbot (author) 

“Good History/Bad History”, 301 

Modern fonts, 244-245 

Modernism, 22-24 

Modernist modular grid, 206 

Modernist pages 

about, 283 

characteristics of, 283-285 

creating designs by changing CSS, 288-289 

design process, 288 

elements of, 288 

lesson, 287-289 

role of typographer in, 286 

modular grids, 183-184 

“More Meaningful Typography” (Brown), 299 

Museo 700 font, 246, 249 

Museo Slab font, 245, 246 

N 
naming 

divs, 198 

files, 26 

yall 



navigation 

about, 207 

adding interactivity to main navigation, 

216-217 

adding interactivity to section links, 218-220 

adding link syntax for ads, 222 

adding link syntax to main navigation, 213-216 

adding link syntax to section links, 218-220 

contrast, 208-209 

creating “You Are Here” class in main 

navigation, 217-218 

creating “You Are Here” class in section links, 

P27U AL 

linking syntax and pseudo-class selectors, 

2222 

links, 207-208, 210-211 

moving links, 201 

readability, 207 

sections, 209-210 

tips, 211-222 

&ndash, 206, 237 

nested divs, 191-206 

“The New Bulletproof @font-face Syntax” 

(Dunham), 59 

Nice Web Type (Brown), 300 

960 Grid System, 185, 206 

nontabular content, 149 

notations 

CSS, 195 

HTML, 196 

Notepad++, 4, 26,35 

numbers 

about, 127 

de-emphasizing, 137-138 

font considerations, 39 

in tables, 145-146 

numeric entities, 127 

0 
Old Style fonts, 39, 242-243 

<ol> tag, 174 

open-license fonts, 250-251 

ordered list, 174 

INDEX 

Ordering Disorder: Grid Principles for Web Design 

(Vinh), 299 

orphans, avoiding, 129-130 

outline property, 215 

overflow:hidden: property, 102,171 

overlay (grid), 191-192, 198-199 

P 
padding 

adding to bibliographies, 46 

clearing with universal selector, 76-77, 278 

putting space in, 77 

padding-right, 157 

padding-top, 137 

pages (web) 

about, 228 

adding background color, 34 

applying CSS to multiple, 230-238 

building structure, 196-200 

creating, 230-231, 237-238 

gray background, 74, 171 

putting on web server, 266 

titling, 28 

paragraphs, 106, 232 

p.class, 111-114, 214 

p.date, 113-114 

Perfect Percentage Grid System, 185, 206 

personal computers, relationship with fonts, 

18-19 

p. footer, 236 

pictures, updating, 232 

pixels per inch (ppi), 11 

p.memory Class, 237-238 

Post-Modernist pages 

about, 291 

“bad” syntax, 296-297 

characteristics of, 291-292 

design process, 296 

elements of, 296 

lesson, 295-297 

role of typographer, 292-294 

<p> tag, 43-49, 113, 173, 179 
ppi (pixels per inch), 11 
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INDEX 

The Principles of the New Typography (Tschichold), 

283, 284, 301 

properties 

border, 137 

float, 76 

font-size, 90 

line-height, 90-91, 234 

outline, 215 

overflow:hidden:, 102,171 

property attribute, 30-32 

proximity 

about, 105-106, 109 

within tables, 143-144 

pseudo-class selector, 214, 218-219 

punctuation 

about, 127-128 

finding, 138 

fixing, 237 

removing, 138 

Q 
quotation marks 

about, 127-128 

curly quotes, 130, 206 

finding, 138 

fixing, 48-49, 138 

R 
rag, 73 

&rdquo, 206, 237 

readability of text, 95, 166, 207 

reading process. See also grids 

about, 1-3, 89, 163 

alignment, 93-94 

case, 163-164 

color, 95, 165-166 

CSS syntax, 6, 35 

HTML syntax, 5-6 

lesson, 169-180 

line height, 90-91 

line length, 91-93 

multiple voices, 167-168 

style, 164 

tables, 144-146 

type size, 89-90 

weight, 165 

repetition 

about, 65 

focal point, 66-67 

of form, avoiding, 69 

strong vertical lines, 67-69 

resizing 

bullets, 258 

captions, 266 

text, 262, 266 

resolution (screen), 11 

responding links, 210-211 

rhythm and tension. See also grids 

about, 65 

counterpoints, 65-69, 84 

lesson, 72-84 

repetition, 65-69 

spatial tension, 69-71 

right aligned, 93 

rollover links, 214 

rows (grids), 192-194 

&rsquo, 206 

rule lines 

about, 126 

adding, 137, 178 

in tables, 144-145 

rules, adding, 154 

Rutter, Richard (author) 

“How to Size Text in CSS", 17 

S 
sample content, adding to test line length, 99 

Sans Serif fonts, 12, 22-23, 246, 284 

scanning with purpose, 2 

screen resolution, 11 

script font, 56 
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section links 

describing in CSS, 219-220 

moving, 202 

updating, 234 

#section_links container, 171,173 

section _nav_container, 197-198 

selector element, 30-32 

Selfish font, 247 

semantic entities, 127 

semicolon (;), 6 

Serif 72 Beta font, 245 

Serif fonts, 22-23, 245, 272-273 

serifs, 12 

Shahn, Ben (author) 

Love and Joy About Letters, 300, 301 

shapes 

contrast of, 66, 94 

relationship with text blocks, 66, 68 

shoulder, 14 

similarity 

relationship with hierarchy, 117-119 

in tables, 144 

single curly quotes, 206 

size 

contrast of, 66 

font, 17 

type, 89-90 

sketching 

about, 66 

changing images based on, 196-197 

changing text elements based on, 196 

grids, 188 

Slab Serif fonts, 245-246 

software (imaging), 85 

software imaging, 187 

space. See also vertical spacing 

about, 5-6 

adding between line items, 175-176 

in and around the letters, 163 

contrast of, 66, 103 

fixing between items, 178 

fixing on h2 and copyright text, 204-205 

in Modernist pages, 283-284 

putting in margins and padding, 77 

INDEX 

<span> tag, 43-49, 82, 84, 113 

spatial tension, 69-71 

special characters, 127 

“Sticks and Stones Can Break My Bones but Print 

Can Never Hurt Me: A Letter to Fiona on First 

Reading ‘The End of Print’” (Helfand), 301 

strokes of the letters, 163 

strong vertical lines, 67-69 

structural divs, 192-206 

structure. See grids 

style, 103, 164 

subscription-based service, 252-253 

sustained reading, 2 

SVG license file, 58, 132, 256 

syntax 

book, 5-7 

S56, 35 

HTML, 5-6 

of Post-Modernist pages, 296-297 

resources, 300 

system of headings, 121-124 

system of hierarchy, 115-119 

systems, applying across pages 

allowing for flexibility, 227-228 

applying CSS to multiple pages, 230-238 

creating new web pages, 230-231, 237-238 

identifying and fixing problems, 231-237 
lesson, 228-238 

planning for diverse pages, 227 

reasons for, 225-227 

T 
table_container, 157 

tables 

about, 143 

adding content to, 150-151 

building, 149-150, 152 

creating columns in, 151, 152 

how people read, 144-146 

identifying problems in, 152-158 

incorporating with <table><tr><td>, 148-158 
legibility, 143 

lessons, 147-158 
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proximity, 143-144 

setting tabular data, 146 

similarity, 144 

<table> tags, 149 

tags 

 €a>)213 
about, 28 

<acronym>, 137-138, 156 

<body>, 28-30 

<br>, 81, 113, 129-130, 138, 153 

<div>, 52-34, 44,149 

Se 2 

=sh3>, 51, 122 

<h4>, 32, 121-122 

<head>, 28-30 

<h1>, 30-31, 121, 133-134, 179 

html, 28 

<1i>, 174, 177-178, 215-217, 220, 234 

<li 7174 

<p>, 43-49, 113, 173, 179 
<span>, 43-49, 82, 84,113 

<table>, 149 

<td>, 150/151, 153, 157 

<title>, 28-30 

<tr>, 149-150 

<ul>,174 

td.header_vessel class, 157 

<td> tags, 150,151,153, 157 

td.vessel class, 155, 157 

templates (grid), 185 

tension, 65-69. See also rhythm and tension 

terminals, 12 

text. See also grids 

adding left margins to, 101 

applying color, 180 

breaking up, 172-173 

centered, 93 
changing elements based on sketching, 196 

choosing color, 180 

common elements, 167 

creating classes to create counterpoints in, 84 

creating in-line links for, 236-237 

enlarging, 258 

fonts for web, 247-248 

inserting, 279 

justified, 242 

pasting into divs, 172 

preparing, 279 

readable, 166, 207 

resizing, 206, 262 

setting, 151-152, 179-180 

working with, 299 

text blocks, 66, 68, 94 

text frames, 271-272 

text type, 53-55 

text_column, 198 

text_container, 73, 198-199 

text-decoration, 216, 219-220 

Texts on Type: Critical Writings on Typography 

(Heller and Meggs), 283, 300, 301 

text-transform: uppercase, 121, 122 

texture, in Post-Modernist pages, 292 

TextWrangler, 4, 26, 35 

Thinking with Type (Lupton), 299, 301 

Times New Roman font, 13 

. title class, 84 

<title> tag, 28-30 

title elements, 28-30 

titles 

italicizing, 48-49 

italicizing with classes, 81-82 

making lighter, 266-267 

moving, 231 

pages, 28 

script font for bibliography, 56 

tone, even, 273 

<tr> tag, 149-150 

Traditional pages 

about, 271 

background images, 277-279 

characteristics of, 271-274 

design process, 277 

designing typographic pages, 280 

elements of, 277 

lesson, 276-280 

linking files, 280 

typographer role, 275 
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Traditionalists, 22-23 

Transitional fonts, 243-244 

Tschichold, Jan (printer) 

The Principles of the New Typography, 283, 284, 

301 

TTF license file, 58, 132, 256 

type. See also fonts 

modifying, 179 

resources, 300 

size, 89-90 

A Type Primer (Kane), 299, 300, 301 

Typekit, 253, 263-267 

Typetester, 16-17 

typographer role, 275, 286, 292-294 

typographic composition, 104 

typographic details 

about, 125 

acronyms, 127, 137-138, 155 

adding second fonts, 125-126 

lesson, 131-139 

numbers, 39, 127, 137-138, 145-146 

orphans, 129-130 

punctuation, 127-128, 138, 237 

rule lines, 126, 137, 144-145, 178 

widows, 129-130 

typographic pages, 280, 288-289 

Typography and Graphic Design: From Antiquity to 

the Present (Jubert, Lemoine and Lupton), 300 

typography history, 300 

typotheque.com, 251 

U 
<ul> tag, 174 

unbracketed fonts, 245 

universal selector, 76-77 

unordered list, 174 

unvisited links, 214 

V 
value, 30-32 

Verdana font, 13, 14, 246 

vertical lines, strong, 67-69 

INDEX 

vertical spacing 

about, 109 

adding between rows of data, 154 

changing, 135-136 

chunking, 106-109 

creating system of, 106-109, 111-114 

updating system, 123 

vessel acronym, 156 

Vinh, Khoi (author) 

Ordering Disorder: Grid Principles for Web 

Design, 299 

visited links, 214 

: visited pseudo-class, 217, 220 

voice, relationship with feelings, 167-168 

Vox-ATypl system, 241 

Ww 
Web embedding, 57 

web fonts 

Google Web Fonts, 260-263 

identifying good, 247-249 

Typekit, 253, 263-267 

using from Font Squirrel, 132, 255-260 

web grids, 184 

web licenses, purchasing, 251 

Web linking, 57 

web pages 

about, 228 

adding background color, 34 

applying CSS to multiple, 230-238 

building structure, 196-200 

creating, 230-231, 237-238 

gray backgrounds, 74, 171 

putting on web server, 266 

titling, 28 

viewing, 28-30, 43-44, 74, 76-78 

web server, putting web pages on, 266 

web typography resources, 300 

websites 

960 Grid System, 185, 206 

Blueprint, 185, 206 

Color Scheme Designer, 35 

Design Festival, 35 
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“Divitis: What it is and How to Avoid It,” 198 weight, 66, 165 

Font Squirrel, 255 weight:bold;,291 

Fontdeck, 253 whatsitscolor.com (website), 180, 181 

fonts, 62 widows, avoiding, 129-130 

GIMP, 85 Will-Harris, Daniel (author) 

Google Web Fonts, 260 “Georgia & Verdana: Typefaces designed for 

Gutenberg Bible, 281 the screen (finally)”, 15, 301 

Hues Hub, 35, 181 windows, fixing, 138 

International style, 289 WOFF license file, 58, 132, 256 

Listamatic, 181, 222 word connotations, 25-36 

Modern style, 289 wrapper. See <div> tags 

Modernism, 24 

Modernist modular grid, 206 

Notepad++, 35 x 

Perfect Percentage Grid System, 185, 206 x-height, 12, 90 

Post-Modernism, 297 xmins declaration, 28 
pseudo-class selectors, 222 

TextWrangler, 35 

Typekit, 253, 263 Y 

Vox-ATypl system, 241 “You Are Here” class, 217-218, 221, 235 
web fonts, 251 

whatsitscolor.com, 180, 181 
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