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What is typography? 

"True spontaneity, however, seems to come from 

working by rule, but not being bound by it." 

Edward Johnston, Writing, & Illuminating, & Lettering. 1906. 

CJohnson's emphasis] 
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Foreword 

I was intrigued by a catalog I found of an 

exhibition that took place at the Museum of 

Modern Art, New York, 1964/1965. Its title is 

Architecture without Architects. The introduction, 

written by Bernard Rudofsky, attacked the 

conventional view of architecture which "presents 

us with a full-dress pageant of'formal' 

architecture. The discriminative approach of the 

historian as we know it is equally biased on the 

social plane ... amounting to little more than a 

who's who of architects who commemorate power 

and wealth ... with never a word about non- 

pedigreed architecture. This is so little known that 

we don't even have a name for it but, we can call 

it vernacular, anonymous, spontaneous, 

indigenous, rural, as the case may be."The beauty 

of the dwellings came directly from the natural, 

local materials which were utilized with a 

minimum of intervention. 

Digital technology has changed the nature of 

typography by making it something everyone 

does almost every day. The fact that most people 

doing typography (both in a professional capacity 

and recreationally) have no "formal" concept of 

what they are doing does not make it meaningless 

or valueless. Quite the opposite. Ad-hoc signs and 

messages have been, of necessity, concocted by 

workmen, emergency services, businesses, lovers, 

and vandals ever since time immemorial. Such 

material is all around us and, as the title of this 

book asks the question "what is typography?", 

I have taken this opportunity to explore the 

overlaps, the formal and informal, between 

typography produced by typographers and 

typography produced without typographers. 
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ARCHITECTURE WITHOUT ARCHITECTS 
by Bernard Rudofsky 

j 

Below: Exhibition catalog 
The cover and spreads from the 

catalog accompanying Bernard 

Rudofsky's exhibition atThe 

Museum of Modern Art, 

New York, 1965. 
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What is typography? 

If we were to consider the normal, everyday 

activities that consume our lives, it would quickly 

become apparent that typography is ubiquitous 

and inescapable. For the most part, this material 

is routine and boring. But it is also, for the most 

part, essential. 

Typography has been traditionally associated 

with design and, in particular, with the printing 

industry. However, owing to the universal access 

to digital technology,^ the word "typography" is 

increasingly used to refer to the arrangement of 

any written material and is certainly no longer 

restricted to the work of a typographer. Everyone 

is a typographer now... 

"Written" implies first and foremost 

"handwritten," but there are clearly many ways 

of presenting written language using technologies 

such as the printing press, text messaging, e-mail, 

ink-jet printer, and even the standard typewriter. 

The word "typography" subsumes all these 

methods of communication. 

Typography and writing have, quite naturally, 

always been closely entwined: typography being 

the discipline and professional practice that 

mediates between the contents of the message 

and the receiving readership. Therefore, to 

understand the grammar of typography, one 

must also gain a knowledge and understanding 

of language and how it is adapted to function 

in various social contexts. 

Authority 

A sense of authority has 

little to do with size and a lot 

to do with precision. This sign 
above is small, but it is rule 
governed and, therefore, 
entirely consistent.' 

Opposite, top: Centering 
words is often far from easy. 

The writer of this sign began 
with the idea of drawing each 

letter on a separate plank, 
but realized after drawing the 
"P" that he had misjudged 

the alignment. To rectify his 
error and maintain the 

symmetrical arrangement, 
he intended to sgueeze two 

letters onto each plank but, 
after misdrawing the "N," 
realized the game was up! 

Opposite, bottom: Even 
when a sign "reiterates 
precision" it will lose authority 
if it is not maintained. 
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Elementary typographic conventions are 

introduced in schools. However, little thought 

is put into explaining where these conventions 

originate or what exactly they aim to achieve. 

Nevertheless, these conventions do carry, if 

blindly, sound principles; how to draw and then 

write letterforms clearly; how to present words, 

sentences, and paragraphs; how to arrange text 

on a sheet of paper; and how to provide emphasis 

where required. A few specific tasks, such as 

how to lay out a letter and address an envelope, 

are also achieved, but little more. Even the most 

elementary principles of visual language are 

usually ignored and, as a result, most people, 

when faced with the task of designing a poster 

or a flyer, discover (often to their surprise) that 

neither they nor their computer is able to convey 

the message rn the manner they intended. 

Consistency of rhythm 
Rhythm is a key factor 

in good typography. 
This stems directly from 
those characteristics that 

make "good" handwriting: 
equal spaces within and 
between letterforms. 

Right: Typographica 15 cover 
with photogram by Brian 
Foster, 1958. 

Opposite: Page from the 

Payson, Dunton and Scribner 
Manual of Penmanship, 
New York, 1873. 
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By contrast, there are several specialist areas 

of research where studies into various aspects 

of typography have been undertaken in 

considerable detail. In particular, there has been 

minute analysis of the letters of the alphabet 

and the thousands of forms these letters take. 

Such specialists include type designers, type 

manufacturers, historians of printing, historians 

of inscriptions (epigraphers) and handwriting 

(paleographers], art and design historians, 

linguists, psychologists, philosophers, forensic 

scientists, graphologists, and, of course, 

typographers. Others (publishers, editors, writers, 

cartographers, draughtsmen, typists, etc.), whose 

work requires the organization of information, will 

also have interesting views on typography. 

Although all of these specialists share an interest 

in the same subject, each has their own rich and 

complex terminology to explain what they are 

doing, looking for, and/or finding. 

The typographer deals with all matters that 

affect the appearance of type on the page (or 

screen, or any other flat or 3-D substrate) and 

all matters that contribute to the effectiveness 

of typographic information or discourse. These 

will include considering the shapes, weights, 

and sizes of individual letterforms, diacritics, 

punctuation marks and special symbols (or sorts), 

the amount of space between characters, words, 

and punctuation as well as the space between 

lines, the size of margins, and the position, size, 

and weight of page headings and associated 
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page numbers therein, the selection of textual 

headings and subheadings, reference figures, and 

reference material. There may also be diagrams or 

tables to design which will require captions. In 

addition, the typographer will normally expect to 

choose the method of printing, the paper, and all.’ 

matters relating to print finishing such as 

laminates, spot varnishing, creasing, folding and 

diecutting, binding, etc. 

If the typographer is to create an appropriate 

ergonomic arrangement of, for example, a complex 

scientific textbook or a business card, it is helpful 

to recognize the relationship of social practice 

and spoken language to typography. Words 

and images, as well as graphic and typographic 

conventions, habits, and prejudices, are culturally 

and historically determined, and together form 

what we characteristically call "visual language." 

The effectiveness (or otherwise) of a form or, 

more particularly, an understanding of why so 

many people hate filling in forms, is important 

to the work of a typographer. 

Joseph Moxon, in one of the earliest printing 

manuals, Mechanick Exercises (1683), wrote 

"A good [typographer] is ambitious as well to 

make the meaning of his Author intelligent to 

the Reader, as to make his Work shew graceful to 

the Eye, and pleasant in Reading: Therefore if his 

Copy be Written in Language he understands, he 

reads his Copy with consideration; so that he may 

get himself into the meaning of the Author, and 

consequently considers how to order his Work the 

better both in the Title Page, and in the matter of 

the book: As how to make his indenting. Pointing, 

Breaking, Italicking &c. the better sympathise 

with the Author's genius, and also with the 

capacity of the Reader."^ 

In attempting to answer the question "What 

is typography?", this book will discuss the various 

ways in which it functions, how it functions, and 

how these influence the way it finally appears. 

Typography is a very different subject from what 

it was Just 20 years ago. Digital technology has 

not only changed how typography is done but 

also who does it. In the process it has also required 

the typographer who wishes to "challenge the 

way we read" instead to "challenge the way we 

don't read." 

The everyday world in which typography plays 

an important part is largely invisible. (Until the 

reader falters at a typo!) For the most part, this 

is how it should be. This book will emphasize 

how type hides itself from view by communicating 

essential and mundane information effectively. 

In so doing I hope to make strange again that 

which we have learned too well.3 The point is 

not so much to discuss this fundamental, if elusive 

subject, as to make such a discussion possible; 

that is, by means of inquiry, to indicate pathways 

for further investigation. 

Function and technology 

Type is often influenced by 
the technology and purpose 
for which it is designed. 

Opposite, above; Characters 
from patternmaking software 
as used in the fashion industry. 

Opposite, below: A cash 
register receipt with 
characters produced from 

a dot-matrix configuration. 
Opposite, right: information 
provided with a Paim Pilot 

describing how the owner 
should "write" letterforms 
in order to be correctly 
interpreted by the device. 

What is typography? 13 



The nature of typography 

So many aspects of typography—the terminology, 

technology, its apparent rule-bound conventions, 

and micro-attention to barely perceptible details 

—give laypeople who investigate the subject the 

impression of a discipline of daunting precision, it 

is even more daunting to then discover that there 

appears to be so little about typography that can, 

in fact, be specifically pinned down. 

The basic range of characters likely to be 

necessary for any lengthy text will include 

capitals, lowercase, lining and nonlining numerals, 

punctuation, small capitals, diacritic characters 

(acute [6], breve [e], tilde [h], etc.), mathematical 

characters (fractions, plus, minus, and 

multiplication symbols, decimal point, @, etc.), 

currency symbols (pound, dollar, yen, etc.), 

referral characters (raised or superior numerals 

and reference ideographs [* t + •] §], etc.), 

graphic sorts (bullet, brace, fist, etc), 

abbreviations (&, etc.), and ligatured characters 

(fi fl, etc.). All of these will be required in 

both roman and italic and, at the very least, 

in two weights. 

Yet there is no standard which describes 

precisely what might constitute a font. A display 

font might consist of Just 26 characters plus a 

few punctuation sorts. A comprehensive text font, 

however, including various weight options, can 

easily amount to more than i,ooo. Consequently, 

when considering which font to buy, it cannot be 

assumed that all of the above will be included, 

although some will contain more. The 

requirements for which the font is intended 

should be fully examined before purchase. 

However, there are also no standards concerning 

weight of character—or how many different 

weights, or how these varying weights might 

be measured or described. Similarly, the angle of 

the italic will vary from typeface to typeface. The 

italic characters might be true italic with a 

number of their own specific characters, or 

simply a sloped version of the roman characters. 

The type designer not only designs the 

characters but also the spacing between the 

characters. When set, the spaces allocated will 

give some typefaces a closer, denser, and darker 

texture than others. Although most type designers 

go to great lengths to design the space between 

every character combination, there is every 

likelihood that a few of the more unlikely 

combinations will be missed. Most common 

oversights are roman/italic combinations. 

6f,e^6%e%e 

Flexible type 

Designed by Cerrit Noordzij. 
The variants of one character 
can be seen along three axes. 

Digital technology has made 
the morphing of typefaces 

and/or weights a relatively 
simple matter. 
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Features of a Type 

H' 

. 
View of body inclined Letter H, from a type Face of the letter 

to show the face. of canon body. *■ on the body. 

1 counter. 
2 hair-line. 
3 serif. 

4 stem, or body-mark. 
5 neck, or beard. 

6 shoulder. 
7 pin mark. 
8 nick. 
9 groove. 

10 feet. 

1 1 1 1 1 ■ 
Hair. Five Pour Tliree En Em 

to 4to to quad¬ quad¬ 
em. em. em. rat. rat. 

Two-em 
quadrat. 

Three-em 
quadrat. 

Dimensions of Bodies 

Inflexible type 
Page from a book by 

Theodore Low De Vinne, 

describing the physical nature 
of typography, circa 1900. 
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Although there is agreement that the size of 

a typeface is taken as being the height of the 

body, the visible perception of two different 

typefaces of the same body size can be very 

different. This is because the x-height (the height 

of a lowercase x) is set at the whim of the type 

designer. For example, 24pt Helvetica will appear 

larger than 24pt Caslon. 

The apparently arbitrary nature of font design 

is the result of various factors, sometimes historic 

and cultural, and sometimes related to technological 

changes affecting their manufacture, but most 

often it relates to the function for which the font 

was designed. This can be confusing for the novice, 

but there are good reasons for these variations. 

The nature of such basic typographic elements 

does not reflect an ambiguous or imprecise 

activity; in fact, it is quite the opposite. 

But the typographer needs to know something 

about the individual typefaces that might be 

used. The function for which they were designed 

will be reflected in their appearance and will 

always be the reason for the proportion of 

x-height to body size; for a specific range of 

weights; for the particular characteristics of 

the italics, numerals, and ligatures; and for the 

existence of particular or unusual characters 

and additional symbols. 

For the typographer, every new message 

presents a unique problem. Choice of typeface, 

size, fit, and arrangement cannot be arbitrary. 

Type must be made fit for its purpose. 

Knowledge, experience, and practical limitations 

are what have regulated typography. The activity, 

while shrouded in empiricism, leaves much open 

to interpretation. 

r 12 

14 

24 M « 
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In the past, the profession has actively 

"promoted a facade of exactness."'' Precision 

is something that everyone can understand 

and most are willing to pay for. When typography 

was the responsibility of several specialists, 

including the author, editor, compositor, 

proofreader, and printer, it encouraged standards 

which could be measured, readily recognized, 

and assessed by all. 

Today, many typographers, taught at schools 

of art and design, have been encouraged to be 

less reticent in the language used and to 

acknowledge that emotive responses have a 

function and that texts can be designed with 

passion. Technology has played an important part 

in this transformation by making the typographic 

process more insular, providing independence 

and the opportunity to experiment. 

And yet the rules, the conventions, have not 

in themselves changed (besides, there are really 

very few of these); it is the language, the words 

used to define and promote the rules that have 

changed. The precision that is associated with 

typography is more to do with the perception 

of it being rule bound when really it is common 

sense, experience, and practical limitations that 

have regulated typography.^ Today, passion 

permeates the language used to describe what 

typography is, or might be, because the workplace 

is now the design studio ("express yourself") 

rather than the printers' workshop ("no flashy 

stylists here!").3 

Contrasting aims 

The nature of typography 
offers the widest possible 
range of attitudes and 
opportunities. When Anthony 
Froshaug took up his 

teaching post at the Royal 
College of Art, London, it was 

in the throes of a burgeoning 
Pop Art movement. Nothing 
could be further from the 
ideals held by Froshaug. 
His stay was short. 

Left: Anthony Froshaug, 
Typographic Norms, Kynoch 
Press/Designers and Art 

Directors Association, 1964. 
Right: Ark, journal of the 

Royal College of Art, London, 
designed by Meivyn Gill, 1963. 

JOURNAL OFTHE ROYAL COLLEGE OF ART SUMMER 1963 3 SHILLINGS 75 CENTS 
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Speaking and typography 

We do not generally write to each other if there 

is the alternative of speaking directly. Speaking 

is a relatively informal, relaxed activity because 

there is little or no emphasis on efficient use 

of the language. "Meaning" can be repeated, 

rephrased, or elaborated on using a range of 

highly regulated physical gestures and facial 

expressions as well as the use of stock phrases 

(know what I mean?) or sounds (erm...) whose 

function is generally to fill time while struggling 

to find a more helpful, more appropriate word 

or phrase. Speaking generally is an interactive 

activity that includes interjections and ail manner 

of alternative responses, physical as well as oral, 

which are acceptable, valuable, and helpful 

communication aids. 

Writing is generally a more formal activity than 

speaking. It requires an efficient use of language 

and a logical and systematic expression. Unlike 

spoken communication, where a response (verbal 

or visual) will indicate if the chosen words are 

understood or not, written communication should 

function by, and of, itself, and for this reason the 

author's choice of words should normally avoid 

vagueness and ambiguity. 

The printed word has tended to reinforce this. 

In fact, less than 50 years after Europe's first 

book had been printed from movable type 

(Gutenberg's 42-/./ne Bible) circa 1455, the 

quality and accuracy of scholarly work, notably 

by Jenson and Aldus Manutius in Venice, 

had established the printed word as the medium 

of authority—the one that could be trusted 

above all else. The relative permanence of the 

printed medium certainly makes it ideally suited 

for such functions as recording facts and 

explaining complex ideas because the reader can 

conveniently return to the text as many times 

as is necessary. 

But because writing is, on the whole, more 

formal, it should not necessarily be considered 

more accurate or even more correct than the 

spoken word. It has long been argued that as 

speech is the primary medium of communication 

among all peoples, it should, therefore, be the 

primary subject of linguistic, historic, and 

sociological study. Today, with the technology 

to directly record speech (rather than relying 

on a written transcript), the spoken word has 

a far more important function in all aspects 

of education and general information storage 

than ever before, and its influence will 

inevitably increase. 

Oral records have also led to a growing 

interest in local dialects. Here, the spontaneity 

and lack of "correctness" provide the words with 

a candid and distinct expressive advantage in 

establishing the authenticity of a personal 

account of a given event. It was for these very 

same reasons that transient, everyday spoken 

language was, for many years, ignored or even 

condemned as a subject unworthy of study. 

It was considered careless, chaotic, and 

unstructured. Unstructured was mistaken 

for aimless and, therefore, considered to be 

lacking in value. 

As recently as the 1970s, children were 

encouraged, generally with little effect, to speak 

"properly,"to follow the "correct norms" as 

described in the standard books on grammar 

and the manuals of written style of the day. The 

written language printed in book form was the 

main plank on which the prescriptive tradition 

rested. Today, this formal approach has been 

relaxed. This is due to several factors, but must 

certainly include the influence of "real-life" 

television programs and movies. It is generally 

acknowledged that there are differences between 

18 Issues 



spoken and written language and that regional 

dialects are not substandard but nonstandard. 

But although there is far greater flexibility 

in the acceptance of nonstandard vocabulary, 

nonstandard spelling is generally not acceptable. 

And yet, even in a relatively formally prepared.' 

situation, such as a teacher addressing a class, the 

structure of the language that is spoken will bear 

little resemblance to that found in writing. Those 

who have attended a lecture that is delivered 

entirely from a written paper will understand how 

different (and often lifeless) such a talk can be. 

Although typographers deal, in the main, with 

the written word, they will be aware that the way 

we use inflections, pace, and volume in our voices 

to provide emphasis, expression, or clarification 

can be interpreted visually to provide graphic 

expression to the printed word. 

Describing speech 

LeftiTranscript and visual 
interpretation of Silence, a 
John Cage "lecture on 
nothing," Calder and Boyars, 

London, 1968. Typographer 
uncredited, presumably set 
to instructions provided by 
John Cage. 

Beiow: Designed by R. 
Buckminster Fuller with 
Jerome Agel and Quentin 
Fiore.The use of a speech 

bubble and hand gestures 
emphasize the informal 
nature of the text. 

This is a talk about 

notbiog. 

what it« 

which 

Bomething aadaaturaUy , ,, , 

About how something and noth,„„ . a talk about 
bixt need each other to keep on going ^ opposed to each other 

someone said, “Art should come from within- . 

Artgo^within, „d I dotfiit. 

■Uen”or"ifor •■pn.-fow.d." Wl.» Art c™ 

for«, 1008 doiBg, »ldch,rt™dloel.vat.tl» 
who mads It a-bovettoa. who ol^arvai itkearf it u., .^1.1 

or given a rating: Firet. Second. No Good . until 

finally riding in a bus or subway: 

work like a manuiactuier 
so proudly he si 

But since everything's changing, art’s now going 

in and it is of the utmost importance not to make a thing but rather to moirg 

nothing. And how is this done? Done by making 

which then goes in and reminds us of nothing. It is im-portant that this 

something be just something, finitely something; then very 

simply it goes in and becomes infinitely nothing 

It seems we are living. Understanding of what is nourishing is 

. Of course, it is always changing, but 

V it is very clearly changing, so that the people either agree or they don’t and the 

differences of 

go 

two sides. 

other side it is more 

it's all the same, — 

startang finitely 

Intersection 

within broad limits 

the responsibility of 

>v-pininn aic dearer . Just a year or so a- 

everything seemed to be an individual matter. But now there are 

On one side it is that individual matter going on, and on the 

not an individual but everyone which is not to say 

on the contrary there are more differences. That is: 

everything’s different but in going in it aU becomes the same 

jj Q g Which is what Morton Feldman had in 

when he the music he’s now writing 

Fddman speaks of no sounds, and takes 

thefirttono! tb.tcomeal.ns. HehMCluDsed 

thecompoMT ftommakniB to accepting 

To accept whatever oomee 

re-ganilees of the <»naeqnanc<« 

1ECIU8E ON S0MEtHIN0/1 J9 

iSeeitiTDBeaVerh 
R. Buckminster Fuller 

with Jerome Agel 
and Buenlin Fiore 

"The most important fact about Spaceship Earth: 
An instruction book didn’t come with it." 

and man's future- 
by the 

visionary genius 
ot our time 

i 
i 
« 
i 

s 



Reading and typography 

Studies into what actually happens when we 

read have always been controversial because it 

is so difficult to obtain information about what 

precisely is taking place. Monitoring eye 

movements does not explain how we extract 

meaning from graphic symbols. Similarly, testing 

people after they have read something will tell 

us something about what has been read (and 

retained), but not how they read it. Besides, all 

experimental situations are likely to produce 

abnormal results simply because they ask the 

reader to do abnormal things (or normal things 

in abnormal circumstances). 

However, what has been established is that 

during reading, the eyes do not follow a line 

of words in a smooth, linear manner, but proceed 

in a series of movements, called saccades, from 

the French "the flick of a sail." Where the eye 

momentarily lands is called a fixation. We usually 

make three or four fixations per second. Although 

such fixations are short, tests have proved that in 

just one-hundreth of a second the eye and brain 

can recall three or four individual letters or even 

between two and three short words.^ 

The visual perceptual span at each fixation, 

using I2pt type, is approximately io or n characters 

from the center of vision, although information 

about word length and general shape could be 

perceived from a further distance. 

The fact that individual, random letters take 

far longer to read than letters that make up words 

suggests that we identify common groupings 

of letters and shorter whole words principally 

by their arrangement of counters, ascenders, 

and descenders. In other words, a reader will take 

less time to recognize-bag than agb. (if the three 

random letters are given more space: a g b, or 

better still: a,'g, b, then the reader will immediately 

recognize that these three letters are not a word 

and therefore quickly read them as individual 

letters.) Because reading is more efficient if the 

eye can identify more rather than fewer letters 

in each fixation (up to approximately 23/4 in 

[70 mm] in length), this suggests that the size of 

type should not be any larger than necessary, it is 

a misconception to imagine that because type 

is large it is easier to read. But obviously, there is 

also a limit as to how small type can be effectively 

read. (See also Legibility and Readability.) 

The optimum size for continuous (or linear) 

text is generally held to be between lopt and 

i2pt. But the notion of standard "sizes" in relation 

to the size of type is rather meaningless because 

although all typefaces share common body sizes, 

the x-height of each different typeface will vary. 

A typeface with a larger x-height will appear 

larger even though all body sizes are identical. 

However, a larger x-height leaves less space for 

^2 3 45 

my own precautions, I was still safe enough, the mere 
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abcdefghij klmnopqrs tuvwxyz 

abcdefghijkimnopqrstuvwxyz 

Variable x-height 
Opposite; Letter groups as 
perceived within individual 
"fixations."The letter f is one 
of the easier characters to 
recognize and can easily be 
identified even when at the 
periphery of a fixation. 

Above: Caslon and Helvetica. 
Left: The distance between 
these two horizontal lines 
represents the difference in 

x-height (approximately 20%) 
between Caslon and Helvetica. 
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Fixations 

Above: Cover of Visible 
Language, Volume xv, No,2, 
Movement, direction, and 
fixation points are recorded 
and printed on the cover of 
this issue dedicated to "visual 
cues and word recognition 
in reading." 

Rationalization 
Opposite, top: The changing 
contrast of line Cfrom thick to 
thin). Coslon, from the type- 
specimen sheet of 1734; 
Baskerville from the type- 
specimen sheet of 1762; and 
Bodoni, from the Manuals 
Tipografico, 1818. 

Opposite, bottom: These 

attempts at rationalizing type 
design influenced Baskerville 
and Bodoni. A drawing by 

Verini, 1527 (left), and design 
for the romain du rol, circa 
1692 (right). 

ascenders and descenders. Remembering that 

the eye tends to recognize common character 

combinations and word shapes rather than 

individual letters, it is argued that distinctive 

ascenders and descenders help the reader to 

identify word shapes, particularly where these 

appear at the edges of fixation spans. However, 

a typeface with a large x-height (and, therefore, 

shorter ascenders and descenders) can be made 

more effective by providing a little more space 

between the lines of type to provide clearer 

word shapes. 

So that the maximum number of letters can be 

recognized at each fixation point, the setting of 

text should be tighter rather than looser. Tighter 

setting will also help word shapes to be recognized. 

"Tight but not touching" used to be a common 

request to the typesetter. 

Research into reading and the effectiveness in 

the design of text is often criticized for dubious 

methodology, imprecise definitions of reader 

abilities, a lack of concern for the influence of 

type design, and the effects of variable standards 

of typographic setting. But it has tended, on the 

whole, to confirm several fundamentals which 

constitute good practice: close setting, equal 

spacing between characters, equal spacing 

between words, approximately io-i2 words per 

line, and a little more leading (interline spacing) 

for typefaces with larger x-heights (and shorter 

ascenders and descenders). 

However, what is considered good practice 

can, and over time, does change. There are many 

examples of innovative design in which traditional 

notions of conventional standards have been 

knowingly flouted. John Baskerville (1706-1775) 

had many critics during his working life. The 

contrast of line (from thick to thin) in his types, 

the blackness of his ink, the whiteness and 
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smoothness of his paper, and the lack of 

decorative elements caused his fiercest critics 

to claim that reading his books would cause 

blindness. But although Baskerville has since 

been vindicated, Giambattista Bodoni (1740- 

1813), who was celebrated in his own time for 

his neoclassical types and typographic 

arrangement, has been regarded ever since as 

an archetypal example of a typographer falling 

prey to a combination of passing fashion and 

self-indulgence. 

Today, the flouting of convention is not 

uncommon, especially where nonstandard views 

might be expressed or where specialist audiences 

can be trusted to participate in the visual debate. 

Such examples will always be open to criticism 

and this is, at least in part, its purpose. 
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Writing and typography 

The arrangement of a text on a page—the 

grouping and subgrouping of its individual parts 

and its hierarchical detailing—are taught at 

school from a very early age. 

Children are asked, for example, to keep the 

left-hand margin clear to provide space for the 

teacher's comments. This also ensures that the 

left side of the handwritten column is both 

straight and vertical: a valuable aid to the reader. 

The letterforms should be open and evenly 

spaced as should the spaces between the words. 

The paper provided will be lined (to enable the 

children to write in straight lines) and the lines 

will be far enough apart to ensure that the size 

of the writing allows about io or i2 words to fit 

comfortably on each line. 

The text itself will be broken down into 

paragraphs, indicated by indenting the first line 

of a new paragraph. The title will be given added 

emphasis by underlining it with a ruler. A ruled 

line is also often used to signify the end of 

the text. Unfortunately for the children, these 

prescribed writing procedures have little meaning 

beyond accuracy of spelling, neatness, and 

obedience; they are not concerned with objectives 

of readability or legibility, nor, of course, how 

these might be achieved or evaluated.^ 

The connection between writing and 

typography is fundamental. Typography is 

idealized writing adapted for a special purpose.^ 

In fact, writing, in many ways, is the primal basis 

of everything the typographer does. 

Writing is studied by several specialists. 

Paleographers study handwritten documents, 

typically Creek and Latin, ancient and medieval. 

Epigraphers study inscriptions; texts engraved, 

carved, or embossed into hard, durable materials 

which include objects such as seals, rings, medals, 

coins, clay vessels, etc. The aim of paleographers 

Changing modes of writing 
Page from Vere Foster's Plain 
Lettering, circa 1865. Writing 
is bound by conventions to 
a remarkable degree and an 

interest in how best to present 
words on paper has been a 
subject of great interest to 
many involved in education. 
Its influence, however, has 

been diminishing throughout 
the twentieth century and 
digital technology has 

provided the excuse to 
further relegate the craft of 
writing in general education. 
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and epigraphers is generally to decipher the 

meaning of surviving written material to gain 

information about historic events and the daily 

life and business activities of past civilizations. 

Calligraphy is the art and study of 

handwriting itself, or penmanship as it was once 

(and occasionally still is) called. Calligraphy, which 

means "beautiful writing" in Creek, remains a 

major art form in eastern Asia, China, Korea, 

Japan, and in Arabic-speaking countries. Rosemary 

Sassoon defines calligraphy as normally having to 

require two elements "first, the writing be 

carefully crafted, and second, that it should add 

a dimension of its own to the message."^ This 

definition could also be applied to typography, 

although the purpose and influence of the second 

requirement will vary depending on the context 

of the text. 

Although handwriting is allowed a cursory 

appearance on the school curriculum, interest 

in the nature and craft of handwriting continues 

to decline, excused in educational documentation 

by "a greater emphasis being placed on content."4 

In this way, we are told that bad handwriting 

is a sign of "good" education. Pedagogy is 

the art of presenting the failures of education 

as its virtues. 

To support such sophistry, the material that 

is available to teachers who are required to 

teach handwriting today suggests a relaxed 

approach, with no emphasis on craft and little 

on accuracy. Repetitive marks such as loops, 

circles, obliques, crosses, and lines undulating 

and zigzagging are presented, but there is no 

evidence that the writers of such documents 

have any idea about what the child might 

learn about letterforms. Instead, the purpose 

appears to be focused entirely on (a rather low 

level of) dexterity. 

How to Write Your Own CV 
A twenty-first century 

equivalent to the nineteenth- 
century handwriting manual. 
The page below, described as 

"sophisticated," is appropriate 
for someone seeking a job in 
creative media and advertising. 
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Example 8 - The Creative CV 

IXknIa Cmifli 250 Cuckoo Lane, Somewhere 
taCIIO iJlIIltJi Tel; 010 0202 0202 

Moblile; 077 0202 2020 

{Personal details | 
DOB: 10th March (year) 
Place of Birth: An^own, Southshire 
Nationality: British 
Marital Status; Single 
Driving Licence: Current (clean) 

[Edtiealion and Qualification 

Impressive University, Large City, Southshire 
Sept (year) - July (year) 
June (year) BA Hons Media Studies (2.2) 

Impressive School, Smaller City, Southshire 
Sept (year) - July (year) 
June (year) 8 GCSEs (1 A, 4Bs and 1C) 
June (year) 3 A Levels (2Bs and 1C) 

Ace Media Ltd 
Sept (year) Windows 195 
Nov (year) Word 5000 
Dec Customer Service (2 weeks) 



And yet, writing is certainly the mode of 

communication most utilized in schools. Written 

material is easiest to assess formally and, therefore, 

easiest to standardize. Speech plays a relatively 

minor role and visual communication, once reading 

classes commence, becomes almost nonexistent. 

The writer has considerable power because of 

the freedom of expression the process of writing 

allows. Although writing (and language in 

general) is bound by conventions to a remarkable 

degree, it is paradoxically still possible for the 

author to feel entirely free and unrestricted by 

the means and process of writing. This is because 

written and oral language are rigorously taught 

and, more importantly, constantly practiced 

throughout our lives. In contrast, visual 

communication is rarely touched on 

between preschool and graduate-level education. 

For this reason, for visual communication — 

including typographic communication—to work 

efficiently, it generally requires clarity rather than 

complexity, the expected rather than the 

unexpected. Uniqueness slows down the 

communication process. For these reasons, 

typography is generally expected (by the author, 

editor, and publisher) to be conventional. 
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Alignment and grids 
Left and beiow; Seven-year- 
old children painting patterns 
as a preparation for writing 
lessons. Marion Richardson, 
Writing & writing patterns: 
teaching book, 1935. 

Right: The character "death," 
written by the Japanese Zen 

philosopher Hakuin (1685- 
1768) is accompanied by 

an inscription;"He who has 
penetrated this is beyond 

danger.'Despite intensive 
post-War industrialization, 
Japan has revived the art of 

sho, Japanese calligraphy. 
Below right: The common 
grid, used by ail in the west. 
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Change and typography 

The physical appearance of type has changed 

little since 1470. This is because the act of 

reading is one of the most rule-governed of 

all human activities and if something different, 

no matter how discreet or subtle, causes an 

unplanned distraction for the reader then it must 

be considered a typographic fault. As we already 

have many typefaces that have proved to be such 

excellent models, the perennial question is "why 

do we need another typeface?"^ 

The experimental typographer is almost 

always a young typographer. The more talented, 

the more dedicated, the more energetic he is, the 

more contempt he tends to have for the design 

establishment and for orthodoxy. It is not only 

inevitable but also generally accepted (certainly 

in the West) as a good thing. This, of course, 

is because the design establishment is often 

composed of older ex-avant-garde typographers. 

Innocence is what allows conventions to be 

so fearlessly questioned. But after working in 

a chosen field for 20 years, it is impossible to 

remain innocent. Students are often told by their 

tutors that they are being taught the conventions 

so that they can better understand what they are 

not doing. In this way, and in the true ethos of 

the art school, students are encouraged to make 

a difference by creating change. 

In fact, it is difficult to imagine a worse fate 

for a design student than to be "like everyone 

else" because in their mind, that comprises 

the mediocre—too often considered to mean 

the same as conventional. But being taught 

the meaning of typographic conventions and 

the function of predictability should not be 

shirked. It will not crush the creative spirit. For 

a lively mind, working within parameters whose 

meaning and function have been made clear will 

be invigorating, not restricting. 

With experience, typographers develop 

convictions. But experience need not, of 

necessity, lead to resistance or indifference 

to change. The process of design requires an 

inquiring and generous attitude and the 

opportunity to experiment with the process 

should certainly be included in the learning 

process. But this should include intellectual rigor, 

an understanding of what the consequences 

might be.Typographers who lose sight of 

standards and become evermore cynical as they 

grow older are usually those who followed trends 

without shaping or understanding them and then 

simply got left behind. In other words, they never 

had any standards of their own to lose. 

The inevitability of change suggests that the 

practice of design consists of the pursuit of an 

ever-swinging pendulum. Flowever, the work of 

the responsible typographer must surely be based 

on something more than the reaction of one 

generation against the work of the preceding 

one. Today, it seems natural that each generation 

will try to make its own voice heard. 

Encouraging change 
The Next Call, edited and 

designed by H. N. Werkmann, 
Groningen, circa 1925. Most 

of Werkmann's texts were in 
Dutch, but he gave a number 

of his projects English titles. 
The Next Call was a small 

review, the main purpose of 
which was to establish a new 

field of communication, 
"neither a luxury nor an 

elegant object, but a journal 
for spiritual use and the 
exchange of ideas." 
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Conventions of authority 
What is considered 

conventional and authoritative 
changes with time. Centered 
arrangements were, and still 
are, considered to be the 

appropriate way of presenting 
a text of distinction. While the 
printing of this book is poor, 

its age lends added prestige. 
Printed in London, 1766. 

During the experiments of the 1920s and 1930s, 

typographers were trying to create a new, freer, 

more flexible, visible means of communication 

that would enable them to respond to challenges 

without indulging in past stylistic affectations. 

Here is the first (of six) statements that the 

Czech avant-garde typographer Karel Teige wrote 

in his manifesto. Modern! typo [Modern Type] 

1927, in which he describes what Constructivist 

typography stood for. "A liberation from traditions 

and prejudices; overcoming archaisms and 

academicisms; an elimination of any decorativism. 

A disrespect for those academic and traditional 

rules which are not supported by concrete 

optical reasons and which represent only rigid 

formulas, such as the golden section, or the 

unity of typefaces."^ 

Although the avant-gardists were content to 

break the rules, the designers/teachers of the 

Bauhaus, being educationalists, had to rewrite 

them. Max Bill, a tutor at the Bauhaus, later 

(in 1946) described rules as "recipes" whose 

sole purpose was to provide a security blanket 

for (he suggests) the weak-willed typographer. 

The Bauhaus, in fact, simply replaced the schema 

of the sixteenth century with a schema for the 

twentieth century. 

Change is inevitable in an open, secular 

society. It is a force. It drives both commercial 

and public institutions and is itself pushed along 

by cultural and technological developments and 

financial imperatives. The easiest way to suggest 

dynamic management is to instigate change. We 

have surely all witnessed this depressing, often 

vacuous process take place. But the visual 

communications professions depend on change 

generally being,considered a good thing. 

If nothing needed changing, nothing would 

need designing. 
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LETTERING ON BUILDINGS 

270 illustrations 

The Architectural Press London 

Perceived levels of skill 
During the early part of the 
twentieth century, ranged left 
setting was associated with 
elementary levels of 

technology (the typewriter, for 
example) and skill: centered 
typesetting by hand was 

considerably more demanding 
than ranged left. This gave it 
a utilitarian aspect that some 
authors and typographers 

(particularly after World War II) 
felt lent transparency, a down- 
to-earthness appropriate for 
what was intended to be 

factual information. IMicolete 
Cray, Lettering on Buildings, 

The Architectural Press, 
London, i960. 

This can lead to designers being commissioned 

for projects that no one needs. The concept of 

excess has become an important notion in a 

society that promotes freedom to choose. 

Something useless—designed on a whim and for 

an ill-conceived, ill-researched purpose—is a sign 

of a society with more than it needs. This is its 

comfort zone. 

This is a relatively new phenomenon. Until the 

Industrial Revolution in the nineteenth century, 

change was considered to be something vulgar. 

A book, for example, would always be 

designed to look like every other book. The more 

"bookish" attributes it had, the better its design. 

The best design was that which was invisible and 

typography was certainly no exception.3 If there 

was any criticism, it would generally be about the 

quality of the materials and the skill of the printer 

and the binder. 

There is a different attitude today, possibly 

because of the influence and range of alternative 

media available from which to glean information. 

Inflatable book covers, polystyrene containers, 

inventive bindings, and paper engineering are 

all used to test how far the concept of the book 

can be stretched before it ceases to be a book. 

But although such projects attract the specialist 

media (which, too often, is what they are designed 

to do), there is far more typography of far more 

value that is working quietly and effectively to 

inform and enrich our normal daily lives. 
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Authority and convention 

Authority is linked with validation. It is 

established through a prescribed set of 

conventions that validate the reader's 

expectations. An authoritative text will, therefore, 

use a range of typographic elements that the 

reader has learned to expect. 

Authority comes from several factors. 

The reputation of the author, publisher, and 

(occasionally] the typographer will provide a 

document with authority. An authoritative text 

(in the academic sense) is expected to include 

footnotes, captions, running heads, references, 

biographies, illustration lists, indexes, introduction, 

and contents pages. Optional extras might 

include a foreword and, perhaps, even a 

dedication. Less obvious to the casual reader 

will, perhaps, be the use of a more comprehensive 

range of characters. (It should also be informative!) 

Authority can also be insinuated by the 

language used. Many readers will be discouraged 

by the widespread use of unusual words or words 

used in unusual contexts, particularly where this 

seems unnecessary. In such circumstances, the 

author's intention to establish his/her authority 

can actively inhibit the reader. As the author must 

know this, the reader will assume that making 

the subject difficult is part of the author's chosen 

form of rhetoric. In other words, the author wants 

the reader to struggle. Professionals in specialist 

fields of study defend their use of technical and 

complex language (Jargon) as being a means of 

expressing technical and complex ideas. It might 

be that some also consider it to be an effective 

method of both elevating and insulating the 

authority of an individual, a profession, or 

an organization.^ 

Authority is sometimes reflected or enhanced 

in the materials used. A book, well bound, 

protected by hard covers, and printed on carefully 

chosen paper with traditional sewn and glued 

binding, will provide a sense of authority because 

the substance and quality of such materials 

suggest longevity. The same sense of purpose 

and esteem will also generally be the result 

if words are cut into stone. Weight generally 

equates with substance, both physically 

and intellectually. 

Formality is almost inseparable from authority, 

and lettering whose purpose is to convey power 

or status generally becomes the formal lettering 

The prestige of age 
Age, perhaps more than 

anything, provides authority. 
Indeed, something that is 
very old must have been 
expertly made from good- 
quality materials to have 
lasted for so long. 

Right: Leather-covered 
boards with gilt edging. 

Printed in London, 1766. 

Opposite; Lettering at the 
base of the Trajan Column, 
carved ad 114. The materials 
used and the formal 

arrangement of these 
letterforms bespoke the 
power of the Roman Empire 
at its peak. The government 
required stone carvers to 
adhere to strict rules so 
that each script maintained 
a uniform appearance. 





nemoctitetintfaiittculw 
ntmiMittttttNJtetttQS 

iov(«tto66tnutebcpic 

mm d^ctoebtierft' 
lateveMct^nemateueir 

[6edAt*mne 
brnumtet^ftar'^ni)^ 
uttt(te0lDaiv\>ottoMift 
d^Uj^mt^eneniUfi) 

iMnoOnmngm'iat^e 

fe^dismitnianr 
oteit^dftnnetiviK 

DiTdpuIt tiue*^ nut palant 
lo^Qttc jimctnu nuUu ame* 
But frira^ da Ko omia: it no 
opu8 tS dbi tit da te tnnoffn: * 
In IjDt iCEiJini9:da a Dra tg®. 
fitpinatt 09 ilttfu9^ jnoto nt ^ 
JiiiisftSttE noiit doraiK ia uat 
utailggamintoniiftiuiftn in 
proima:-i mt fnlu rrifauaris* 
(& no fuiti folue: qa patcc rat' 
tu lomtuB fum oobta: 
ntinratpaif babrariO'In niii# 
to pOfuca babtbitiB: ftb tofibi^ 
ttJtqo Dili mubu* Trvrr^ 
T^0 lomtue t0 ibtTuam lbs 
^ finiaria otulie ftrlii bait* 
JPatreljoiit bora rriaribta fili^ 
nm tnn*ut biP m? riarifint a* 
S>init b0n&i 0' poteftatf oniia 
latnia: ut otnt qB trtiiffi n 00 
08 Oita 00na* t)a tft ant oita 
tttcnatut tognofiat te folii tni 
Pftu: 0 qut ntififli ili ra trittu* 

34 Issues 



of the period. For example, in classical Rome, 

capital letters were often cut into stone on 

public monuments to celebrate military victories. 

The overwhelming sense of status is conveyed 

through the materials used, the position of the 

words both in relation to each other (centered or 

justified), and to the reader (above head height), 

and scale, whereas the letters themselves 

(upright, square in proportion, and generously 

spaced) are designed and arranged to be static 

and symmetrically balanced. Words presented 

in this way cannot be read in haste. 

For a considerable time after the casting of 

metal type for printing had been invented and 

successfully applied, handwritten books remained, 

for many, the superior product and the preferred 

option. For example, while Venice, by 1500, was 

the renowned center for printing, the rest of Italy 

lagged far behind. Florence, the renowned center 

for the art of writing—with the famous writing 

schools of Niccold de Niccoli, Poggio Bracciolini, 

and others producing their best work—refused 

to accept any printed matter into its huge, 

celebrated libraries. Vespasiano da Bisticci, master 

scribe and famous bookseller (also the largest 

employer of hand-copyists in Italy) said "[In our 

libraries] the books are superlatively good, all 

are written with the pen; and were there a single 

printed book it would have been ashamed in 

such company." 

If a medium or process is known to be a more 

economic method (cheaper, easier, and perceived 

to require less commitment or less skill to 

produce), it will be attributed low status. This was 

a problem that the early printers—Gutenberg, 

Fust, and Schoffer in Germany, and then Jenson, 

Ratdolt, and Aldus Manutius in Venice—had 

to overcome. They achieved this by their high 

standards of scholarship as well as their printing 

Cultural precedence 
Opposite: Compare the 
thirteenth-century, 
handwritten German 
manuscript (left) with 

Johann Gutenberg's 42-Une 
Bible (right), the first printed 
book in Europe, which used 
metal, movable type (circa 

1455, Mainz}, The similarities 
are remarkable. 

A new order of precence 
Below: Aldus Manutius, 

Hypnerotomachia Poliphili, 
1499. During the 45 years 
between Gutenberg's Bible 
and Hypnerotomachia 
Poliphili, the form and status 
of the printed word was 
established in a largely 
preliterate world through the 
scholarship and craftsmanship 
of Plant!n, Ratdolt, and 

Manutius, They gave the book 
a universal structure and a 
state of permanence. The 

types and arrangements they 
developed continue to be 
models for most typographic 
endeavors today. 
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Aa,&giote litMCun.o,Hondrietoaqudb>gloriolbTRUiD|lKit^ 

uano,cumantiqua&liIuaacacerimonudLu}uciiDdvsu^ 
nOfde ieOe& Qtoe in tone di midriplid fieri, cantuitiatii 

mnuaimde TaUfGi.Hymsnd.&FeTceiuuiA&bB • 

mentinirdlricuin fuprenuLctida&gIoiu,odc 

bicnKateocuIcanri.&cum ibtenm 

iaiiri,&uocefacmdleatdfone.Pau^a8)e 

cola nomaoco piaccre&diledtocUiB 

llupoiequiuicali rotoiniriaSt ^ ; 

edebre fefiemtuiuale»cbe 

la admtntione de 

prxeedm 

dtrium- 

phi. 
m 
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skills. The value of an exact and incontrovertible 

statement, moreover, a statement that can be 

repeated while maintaining the originator's 

intention, became an essential, interwoven part 

of civilized, rule-governed societies. 

Many of the typefaces classified as scripts 

and often described as formal are actually based 

on informal handwriting. This is, undoubtedly, 

a result of our changing perceptions of what 

is formal. English script types first appeared in 

founders' type-specimen books at the end of the 

eighteenth century^ and continued to be popular 

throughout the nineteenth and twentieth 

centuries for the presentation of formal social 

announcements. These types were based on the 

copperplate handwriting style that was taught 

in schools at the time and was used for formal 

purposes such as correspondence, ledgers, and 

invoices. Teaching of handwriting was both rigid 

and rule-governed, and children were expected 

to produce perfect, repeated lettershapes copied 

from model alphabets. But by the 1920s, the 

typewriter had virtually replaced handwriting 

for the production of business accounts and 

correspondence, and consequently, the teaching 

of handwriting in schools during the twentieth 

century would slowly decline in importance. 

Today, general perceptions of formality are 

based on historic precedent. Desktop publishing 

systems enable the layperson to emulate 

perceived formal arrangements (inevitably 

justified) that, using predigital tools and 

strong authority 
Authority can be gained by 
finesse or by strength. 

Right: Ar/stocrat, a script 
typeface based on "informal" 
handwriting. 

Below: Sons Surryphs 
ornamented, Blake and 

Stephenson, 1838.This dour 
and weighty letter, with its 

triangular cross section, is 
typical of those created for 
the "new world" signaled 
by the Industrial Revolution. 
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technologies, were considerably more difficult 

and took more time to do well than, for instance, 

ranged left. There is a general although mistaken 

notion that by arranging the text in a centered 

fashion using desktop publishing software, the 

document will attain formality. But because such 

arrangements are used anywhere, everywhere, 

and consistently badly, the perceived formality 

of justified setting is quickly dissipating. 

In this way, authority is affected by the 

inherent characteristics of the technology used. 

If the status of the technology wanes, so too 

will the authority of the message it carries. 

For instance, at the beginning of the twentieth 

century, many would have regarded a typed letter 

to be more authoritative than a handwritten one. 

Today, a desktop published letter would be 

considered more authoritative than a typewritten 

one, whereas a handwritten letter (owing to its 

comparative rarity) might now, at the beginning 

of the twenty-first century, be considered to 

carry most authority of all. 

Quiet authority 

A book can signal its authority 
with minimal pretence.The 
Tauchnitz Edition books were 
an English-language reprint 
series, initiated in 1842 and 
printed in Leipzig. Careful 

typography and the use of 
utilitarian paper and binding 
is typical of early French and 

German paperbacks. These 
books established the 
conventions that Penguin 
Books took up in 1935. 

TAUCHNITZ EDITION 
COLLECTION OF BBITISH AND ANEBICAN AUTHORS 

VOL. 3561 

THE ETERNHE CITY 

HALL CAINE 

IN THREE VOLUMES 

VOL. 3 

LEIPZIG: BERNHARD TAUCHNITZ 

PARIS: LIBRAIRJE HENRI GAULX>N, 39, RUE MADAUB 

A complete eataJogue of the Taodmftz Edition, with a list of the latest 
additions on page i« is attached to this volume 

Not to bt introducod British Empire 
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Printing, composing, and house-style manuals 

Style manuals for compositors, typesetters, 

printers, subeditors, proofreaders, and publishers 

have been in circulation since the 1890s. A few, 

such as Hart's Rules for Compositors and 

Readers,'' first published in 1893 and subsequently 

regularly reprinted with amendments, have 

become an important record of the evolving 

conventions of typography and English usage.^ 

Printers' manuals will generally include press- 

work, measurement, imposition, and proofreading 

conventions as well as the application of printing 

conventions to the composition of text. Moxon's 

Mechanick Exercises, 1683, London, was the first 

comprehensive printing manual in any language. 

John Southward's Modern Printing: a Handbook 

of the Principles and Practice of Typography and 

the Auxiliary Arts, published in 1898, remained a 

standard work for apprentice printers/compositors 

well into the twentieth century. 

Style guides or house-style guides are 

generally aimed at a wider readership, including 

authors, editors, proofreaders, and compositors, 

and address, for example, issues about spelling 

and punctuation. Hart's Rules comes under this 

heading, its original title being Hart's Rules 

for Compositors and Readers Employed at the 

Clarendon Press, Oxford. Books such as this 

explained the house (or company) rules for those 

areas of textual organization and English usage 

Style manuals 

From left to right: Horace 

Hart, Rules for Compositors 
and Readers at the University 
Press, Oxford, 1952. Illustrated 
is the 36th edition. F. Howard 

Collins, Authors' and Printers' 
Dictionary, Oxford University 
Press, 1956. Wired Style: 
Principles of English Usage 
in the Digital Age, 

Hardwired, 1996, 

where solutions to grammatical or technical 

problems might vary. The aim was to standardize 

such solutions and in so doing make the process 

of composition more efficient. Over a period of 

time such books have become "standard" works: 

in the UK, Hart's Rules; in the USA, The Chicago 

Manual of Style (the rules by which this book 

is edited); and in Australia, S^/e Manual for 

Authors, Editors and Printers of Australian 

Government Publications. 

Notwithstanding the influence and authority 

of Hart's Rules throughout the twentieth century, 

the Penguin Composition Rules, written by 

Jan Tschichold in 1947 and issued to all its printers 

by Penguin Books, is of particular interest. This 

RULES FOR 

COMPOSITORS 
AND READERS 

AT THE 

UNIVERSITY PRESS 

OXFORD 
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document is also a model of efficiency, running 

to just four pages.^Tschichold, an Austrian, and 

closely associated with the "New Typography" 

of pre-World War II Europe, became an advocate 

of a less doctrinaire approach to problem-solving 

in later life. However, he remained passionate 

about precision, clarity, and close setting. 

Herbert Spencer's Design in Business Printing, 

1952, reinforced Tschichold's approach in what 

was one of the first manuals to reflect the 

"New Typography" in the UK. (See Typographica, 

page 6.) 

Some house-style manuals are produced for 

specific kinds of documents. Newspapers, for 

example, have had their own manuals since 1907, 

and many publishers of books and journals 

provide authors with guidance on matters of style 

and presentation. Manuals also provide specific 

advice to students about how to prepare and 

present theses and dissertations. Some such 

manuals are available online. 

The titles of style manuals generally suggest 

conformity to a prevailing standard, as with De 

Vinne's Correct Composition (1901) and Hart's 

Rules for Compositors and Readers (1893). In fact, 

what these "authorities" aimed to achieve was 

often less prescriptive than might be imagined. 

John Smith in his The Printer's Grammar 

of 1755 aimed to provide a "...conformity to 

a standard that the consensus of opinion 

S Y E 

Digital 

Printing, composing, and house-styie manuals 39 



recognises as good." In igoi, De Vinne's stated 

intention was to define the fixed practice of the 

greater number of authors and printers. 

What Smith, De Vinne, and Hart recognized 

was that there are many aspects of good 

typography that are the results of the 

typographer's craft knowledge and sensory 

discernment that comes from a practical 

understanding of the raw materials and the 

vagaries therein. Such knowledge is difficult 

to qualify or quantify, but a compositor who 

has it will have the status that comes with 

the recognition of an expert at ease with the 

tools and materials at his/her disposal. The 

deference so often signaled in the classic 

manuals to the compositor consistently 

acknowledge this fact. 

Such deference exists because typographic 

conventions of a technical nature will always 

require ingenuity in their application, which. 

in turn, requires that the typographer maintains 

the motivation to interpret such rules. The 

following statement is from the first edition 

of The Chicago Manual of Style imgoG and 

has been reprinted in every new edition. "Rules 

and regulations ... must be applied with a certain 

amount of elasticity. Exceptions will constantly 

occur, and ample room is left for individual 

initiative and.discretion. [Rules and regulations] 

point the way and survey the road rather than 

remove the obstacles." 

Rules and language 
The language used to 
describe typographic 
activities changed little 
before the digital era, and 
many of the words still used 
today refer to letterpress 
practices. However, predigital 
manuals contain a remarkable 
amount of detailed 

information that is rarely 
covered in contemporary 
typography manuals. 

Below: A spread from Horace 
Hart's Rules for Compositors 

and Readers at the University 
Press, Oxford, 1952. 
Opposite, top: A spread 

from Type and Style, printed 
and published by Baldin & 

Mansell in 1953 as their in- 
house "book of instruction." 
Opposite, bottom: Cal 
Swann, Techniques of 
Typography, Lund 
Humphries, 1969. 
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58 Rules for setting up 

form, and must be so printed; a daceert 
signifies an obsolete word. Tile latter sign 

dSed^”' “ 
In medical books the lormulae ate set in 

lower-case letters, j being used for i both 
singly and In the final letter, e.g. gr. j (one 
grain), sviU (eight ounces),'jiij (tbree 

^ soniples), (Diiij (four 

SPACING 
Spacing ought to be even. ParagcaDhs 

ate not to be widely spaced for the sake of 
mating break-lines. The spacing of break- 
lines should be normal. f„ geneml, close 
spacing IS to be preferred, with the space of 
the line alter a fall point; hut this must be 
regulated according to ihe class of work. 

fivfS/ '•'«» nvMetters, except in narrow measures. 
spac^^*^ ^**°“'<* not be more than thick- 

If possible, avoid (especially in full 
mensiires) printing at the ends of lines— 
a, I.. Ill, p , or pp. 

Ju”|l!GU;£e ^ 

.“'ch'as I cs“' 
between the ieriei ' 

hen titles ol books nre represented bv 

Chemtcalsj^ols are „«^s„aced, thus 1 

English Works 59 

Insert thin spaces before apostrophes in 
such pbmses as that’s (that is), boy’s (boy 
is), in order to distinguish front the posses¬ 
sive case. 

In Greek and Latin, when a vowel is 
omitted at the end of a word tdenoted by 
an apostrophe^, put the ordinar)' spacing 
of the line before the word which imme- 
dintely follows. In Italian put the ordi¬ 
nary spacing of the line except in the case 
of siNGi.K I.E1TERS (and also the groups gC 
and <■//’), which should be printed close up, 
e.g. saiz altro, dull' aver, quest' edizione, 
but s'aUontana, i'epica, d'interpolazione, 
gfidole, eh'trano. 

In Greek, words emphasized to be hair¬ 
spaced. 

No spaces to be placed between lower¬ 
case contractions, as in u.g., i.e., q.v. 

Indentation of first lines of paragr-aphs 
to be generally one eni for full measures in 
most books. 

Sub-indentation should be proportionate : 
the rule for all indentation is not to drive 
too far in 

Quotations in prose, as a rule, should not 
he broken off from the text unle.vs the mailer 
exceeds five lines. 

Use great care in spacing out a page, and 
let it not be loo open. 

ITALIC TYPE 
NOTE.—A list oyybrei^-H and anglUited vtorAs 

and phrasts. shtxunng wlueU should bt prlnltd in 
reman and tuhick in ilaltn, ts given on pp. 44-^7. 

In many works it is now common to 
print titles of buok.s in italic, instead of in 
roman within quotaiion marks. 'J'hismusl 
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solidiiying- Tin possesses the property of hardening the alloy, but 

not to the same extent as antimony. It is very ductile and malle¬ 

able and produces toughness in the alloy, and has the valuable 

property of malting it more fluid and easy flowing at a low 

temperature. Copper is sometimes added by c>'pefounders to 

increase the hardness of the alloy. 

Ever>' character in the alphabet, every figure, ligature, punctua¬ 

tion mark, etc, is housed in varying quantities in a case which 

is divided into a number of compartments. These vary in size 

according to the frequency with which the character is used; for 

example, lower-case e is used more often than an>' other character 

m normal setting of text matter; therefore the lower-case e box 

IS the largest of the character compartments. There arc many lay¬ 

outs for the position of type in cases. A t)'picaJ layout is shown 
above. 

Th» parts of a type character 

It IS essenual to have a thorough appreciation of the various parts 

ol a type character, a, knowledge of the various t)T,cfaces depends 

^ely upon recogrution of small differences or characteristics of 

f of the following three main 
parts; lice, beard, and body. 

Type 

“.The 

■for^inXlZeoTed^Tgn''’ 

3- The serifs, which arc the small strokes normally found at the 

tops and bottoms of the main strokes and on the ends of some 
horizontal hairlines. 

4- The kern, which is the portion of the character overhanging 

the body and is mostly found in italic types. 

5. The counter, which consists of the part of the t^-pe between 

the main strokes and is below the printing surface. It is the first 

part of the punch 10 be struck. Upon the depth of the counter 

depends to a large e.xlent the printabilit>- of the type, for if the 

counter is shallow it will soon fill up with ink. A deep counter 

is needed to obtain the best results in stereos and electros. 

6. The fitting, which is the space on each side of the character 

^vhich prevents it from appearing too close to its fellows when 

assembled, 

7. The set. which is the width of the type body, and consists of 

the width of the face and the fitting. 

Type 3 

Justification of lines to square 
measures inevitably requires 
varying spaces on each line 

An even visual word space is 
achieved when lines are 
set as so-called'unjustified’ 

The ailernatii* lo |usti<rcalion l> ter Ihe compoillor Is place a conaunl 

iuslirt«4, in lact. but the urm 'uniualifleb' has been widely used lo 
dysc’ibe Ihi.s pimied effect al a ragged iighuhand edge; ’fined word 
space IS a mare accurete descriptian. This practice has many 
advantages rn pravldlng a cansisteni reading speed and avoiding tao 
many word breaks and It is reasonsbte lo assume Ibat the flied ward 
space IS more functional and economical than losllfied tinas, whatever 
their length In displer fiimsetleri, it is very dilflcoH lo lustlfy. In most 
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Rules and conventions 

Some typographers believe that they are involved 

in an activity in which it is possible to make 

something that is right. This is a view which 

is less prevalent today because there are many 

more typographers for whom esthetics and 

performance are inseparable. While it is relatively 

easy to test the functional effectiveness of 

typography, when esthetic effectiveness is 

claimed most people will assume that what 

is under discussion is a matter of taste, not 

a matter of fact.^ 

When typography was inextricably linked to 

the printer, letterpress technology itself acted as 

an instructor. The design of all the components 

that make up this now largely redundant 

technology made assumptions as to how it 

would, and should, be used. This was possible 

because the nature of printing and the training 

undertaken by compositors was highly 

prescriptive. Outcomes would be known without 

the need for type and/or print specifications or 

even a sketch on the back of an envelope. In this 

sense, it was possible for all those concerned to 

gather around the finished item to judge and 

agree that the result was"right." 

Typography was considered to be a discipline. 

Through rigid instruction, a body of knowledge 

was passed on while standards of excellence 

were set by studying the work of professional 

practitioners, both dead and alive. Obdurate 

instruction dges not leave room for creativity 

because it is based on the principle that there is 

a right way of doing things and alternative ways 

must, therefore, be wrong. In this way, although 

the subject of typographic composition was 

infinitely more complex, it was, nevertheless, as 

prescriptive in nature as that experienced by the 

dutiful typist. Efficiency above all else was the 

goal for both, and avoiding the necessity to think 

was a great time-saver. 

After World War II, a general liberalization 

of design education encouraged students to ask 

questions about the rules they were expected to 

learn. An individual's learning experience became 



increasingly based on personal rather than external 

imperatives. In this enthusiasm for questioning 

conventions, there arose the assumption that all 

rules, formulas, and instruction provided to the 

compositor had no place in typographic education. 

It was never assumed that these rules were no 

longer correct or appropriate, but rather that it 

was better that students discover them for 

themselves as and when appropriate. 

In fact, rules and formulae, in the context of a 

deeper understanding of typography, are simply 

practical, realistic, and sensible. Providing such 

information is common sense and, if presented in 

the contexts of function, history, and technology, 

is entirely (and efficiently) appropriate. The 

knowledge required to be proficient in the 

discipline of almost any craft is usually complex, 

and the transfer of knowledge from one person 

to another is easiest done through demonstration 

and structured teaching. Rules and conventions 

are a natural starting point. 

Digital technology, with its "undo" and "save 

as" options, allows the typography student to test 

the rules to destruction in minutes, although the 

necessary analysis of why they are destroyed will 

take longer. 

Too many courses teaching typography have 

not adjusted content and delivery to shorter 

timetables. This is leaving many, perhaps most, 

typographic practitioners with no criterion of 

values (either practical or esthetic) that would 

enable them to distinguish between the genuinely 

good and meritorious. What is of greater concern 

is that without standards of fitness derived from 

past or present models, typographers cannot be 

expected to produce not necessarily meritorious, 

but even intrinsically sound work. 

Typography and the printer 
Until the middle of the 

twentieth century typography 
was inextricably linked with the 

printer: until digital technology 
finally gave the typographer 
"independence," photo¬ 

composition was prevalent. 

Opposite; Inserting spacing 
material between letterpress 
characters in a composing 
stick. (Photograph courtesy 
of Andrew Dunkley and 
I.M. imprint.) 

Above: The 'Monotype' Book 
of Information (undated) 
was written for students 
training to operate 

Monotype equipment. 



Craft and typography 

In the past three centuries, the meaning of 

the word "craft" has changed. In the eighteenth 

century "craft" was used to describe political 

acumen and guile, a way of doing rather than 

making things. In some cases this still applies, 

for example, for Freemasons, the phrase "the 

craft" still has the meaning of "power and 

secret knowledge."^ 

The meaning of craft, in the sense that we 

understand it today, did not develop until the 

end of the nineteenth century with the Arts and 

Crafts movement, and although it was made up 

of both makers and thinkers (inspired by a crisis 

of social and moral conscience), craft became 

associated predominantly with making. 

For a decade or so, at the end of the 

nineteenth and beginning of the twentieth 

century, the Arts and Crafts movement made 

it possible for art, craft, and design to be 

considered indistinguishable, and a few—notably 

type designer and sculptor, Eric Gill —managed 

to hold all three together. Flowever, almost 

simultaneously, the avant-gardists declared 

The relegation of craft 

The independent craftsman/ 
artist as perceived by Eric Gill 

09373 and the designer as 
technocrat (before the 
Macintosh gave us the 

MacJockey) as perceived 
by "business." 

Above: Eric Gill in front of 
his relief carving for the 

League of Nations building in 
Geneva. (Photograph by 
Howard Coster.) 
Right; Cover of The 

Monotype Recorder, Volume 
41, No. 3,1958, showing part 
of a drawing for Cil! Sans C, 
D, G, 0, and Q, dated 
20.12.32. 

Far right: Promotional 

photograph for the Crosfield 
and Scitex electronic display 

system, 1983. The hierarchy 
and function of the characters 
(including the computer, 
personified by the screen 

image) is clearly displayed. 
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craft to be an irrelevance. For the craftsperson, 

craft might represent empowerment, but for the 

artist, craft came to represent constraint. Indeed, 

for the avant-garde artists, the idea of the "artist- 

crafts-man" was (and largely remains) a 

contradiction in terms. 

In the 1920s, the Bauhaus initially professed a 

debt to the Arts and Crafts movement declaring 

"there is no essential difference between the 

artist and the craftsman."^ Their concept of craft 

sought to reinstate all disfranchised art forms in 

an attempt to use the dual practice of art and 

design as a means of supporting the struggle for 

human equality. However, while the theory was 

maintained, the notion of the handmade came 

to be considered antiprogressive. Equality, it was 

felt, could be better served with design aligned 

to mass production. 

The consequences of the split that led to the 

separation of "thinking" from "doing" have been 

exacerbated since the advent of digital 

technology. As a consequence, a design student 

can say "I don't want craft to get in the way of 

my creativity," and this will be accepted as a 

perfectly rational statement. 

For typographers, craftsmanship and technology 

are inseparable. The way computer technology 

has affected working methodologies has made 

some typographers pessimistic; they argue that 

craft has been driven out of design. However, it is 

a misconception that if a company invests in the 

best computers and the latest software then the 

technology will design the typography. 

Having talked to many in senior management, 

it is clear that there is a general belief that the 

typographer is, essentially, a machine minder. This 

affects the status of the typographer, which in 

turn affects the way in which they are dealt with 

and how they are expected to work. Any time 

spent improving what the software delivers can 

be severely criticized as time wasted "...if you 

want to kern, you do it in your own time, not 

the company's."3 

This lack of regard for tacit knowledge echoes 

the business world's contempt for most craft-based 

activities. Has it ever been otherwise?^ Because 

of this, too many design companies prefer to 

emphasize tfieir use of technology to promote 

status rather than draw attention to the creative 

intelligence and craft skill of the typographer. 

Although such public relations tactics are 

understandable (if highly regrettable), a design 

company whose management denies the existence 

of its own expertise, or worse, does not recognize 

its own expertise, is not functioning properly. 

It is impossible to improve standards of design 

without facing up to the politics of the workplace. 

Without time to think, the activity of design is 

not "design" at all. Unfortunately, typography, 

being about detail, about the barely perceptible, 

is at present, possibly one of the least respected 

of all design activities. 

Typography has always encompassed the 

use of technology. There is a continuing debate 

among typographers on how far technology 

shapes us and how much we shape technology. 

Although the technology keeps changing, 

what is important is the level of control that 

the typographer has, not so much over the 

technology itself, but over the way it is used 

in the workplace. Too often it is the strategies, 

principles, standards, and methods that are put 

in place by others that have the biggest influence 

on the quality of the typographer's work rather 

than the knowledge and skills he/she possesses. 

Digital technology need not drive craft out of 

typography; the computer is, in fact, a particularly 

flexible and responsive tool. But like all previous 
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technologies, it is often the excuse, regardless 

of our individual desires and political or moral 

values, for the fall from grace of typographic 

craft. We have got to start talking about 

typography in terms of computer craft.^ 

Recording tacit knowledge 
Sketchbook (cover and spread) 

belonging to Henrik Kubel, of 
A2-Graphics/SW/HK. These 
(and many more) sketchbooks 
provide a record of the 

inextricable links between 
intellectual and creative 
thinking, and between 

technology and hand skills. 

Craft and typography 47 



Hypermedia 

The manuscript tradition on which printed books 

remain the standard had not been seriously 

challenged until about 20 years ago. Neither had 

the language conventions embedded in it.^ The 

power of the book stems from its total integration 

into a cultural and social infrastructure (schools, 

universities, public libraries, etc.). The successful 

introduction of hypermedia into society is also 

due to the technology that drives it being fully 

integrated into a cultural and social infrastructure. 

It is the existence of hypermedia that has 

caused the manuscript tradition of language 

and knowledge to be brought into question. 

The confrontation is between the singular 

history of the manuscript and the tradition of the 

book which got us to where we are now, and the 

uncertain durability of hypermedia, which might 

get us somewhere in the future. 

Initially, the speculative aspect of hypermedia 

was what made it so attractive. To reject the 

book and embrace hypermedia (this hard-line, 

either/or scenario is a typical stance when any 

new technology arrives) transforms some into 

adventurers, futurists, and chance-takers, and 

the rest into luddites. For someone with an 

emotive stake in the creative aspect of visual 

communication, the former associations are 

highly attractive. 

The book/hypermedia debate is providing an 

ideal opportunity for sociologists, behaviorists, 

technologists, artists, and designers from all fields 

of specialization to get involved. Hypermedia is 

good at bringing such diverse groups of people 

together. In this way, hypermedia is certainly 

affecting the complementary processes through 

which knowledge is transferred and stored. 

The initial response to any challenge to the 

established, dominant medium is to rebuff it. 

However, the history of media generally, and 

typography in particular, has demonstrated that 

each new medium has found, by public demand, 

its appropriate niche. These are still early days 

for hypermedia. In its attempt to ingratiate itself 

fully, as speedily as possible, into the cultural 

infrastructure of society, it has all too often been 

designed, again by public demand, to function 

within the comfortable conventions of the book. 

Many typographers are aware, however, while 

hypermedia continues to emulate the book, it 

will not escape the limitations of the book. 

Surveys have found that most typographers 

practice in both print and screen media.^ This 

is not surprising as typography in both media 

is still the primary means of communication. 

Hypermedia is currently, surely. Just a fraction 

of what it will be in the future and might take 

decades to metamorphose fully into its 

own visual expression. Language is, on the whole, 

highly conventional and, for the most part, this 

is how it has to be for a complex society to 

function. However, society is certainly also aware 

of the limitations that conventions impose. This 

is implicit in that, for example, artists, poets, 

and comedians are invited to circumvent or even 

mock the rules that make up these conventions. 

It is this kind of creative activity through which 

hypermedia might provide new insights into 

language and which, in turn, will require new 

insights into typography. 
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Information architecture 
The conventions of the 
physical book have been 

applied to the architecture 
of Web sites to ensure that 
visitors can find their way 
around. When a Web site is 

preoccupied with presenting 
publications, this methodology 
is even more clear. Here, the 
visitor can view each 

document page by page while 
other publications await 
inspection in the panel below. 
3 Deep Publishing, 2005. 
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Vision impairment 

There are many situations affecting legibility, 

readability, or both, when it is necessary for the 

typographer to recognize that most readers have 

less than perfect focusing and that, for instance, 

one in twelve males has defective color vision. 

Different eye conditions create different 

problems. Very few blind people see nothing at 

all. A minority can distinguish light from dark, but 

little else. Some have no central vision; others no 

side vision. Some see everything as a vague blur; 

others see a patchwork of blanks and defined 

areas. So some people with impaired vision will 

see well enough to read this text, but might have 

difficulty crossing a road safely. 

With legibility concerning disability 

discrimination being introduced in many Western 

countries, inclusive typographic design has been 

placed at the forefront of modern environmental 

design, obliging typographers to recognize the 

diversity of needs their facilities and printed 

material have to meet.^ 

The provision of readable material for the 

partially sighted has been considered from 

time to time, particularly by teachers and those 

concerned with the education of children. As 

early as the i88os in the UK, special large print 

books were published "for children with weak 

sight, whose eyes must be spared."^ But the 

problem received little attention elsewhere because 

medical opinion discouraged people with poor 

vision from using their eyes for "close" reading, 

fearing it to be harmful; "residual" vision had to 

be "saved", not used."^ 

Issues of legibility 
Cover and spread from a 

manual listing guidelines for 
inclusive signage. Designed 
by June Fraser, 2000. 

In addition to these developments in the 

educational and welfare services for the partially 

sighted, there has been a growing awareness 

of the importance of services for older people. 

Although medical advances have helped in 

reducing the number of children suffering from 

congenital eye defects, there has not been a 

corresponding decrease in the number of older 

people with Jjad vision. 

With the huge improvement in the design 

of glasses and contact lenses (as well as a range 

of other optical aids), some typographers will 

complain that having to take account of this, 

admittedly small(ish) percentage of disadvantaged 

readers, is unnecessary. However, all of these aids 

are essentially magnifying devices and the mere 

Sign 
Design 
Guide 

a guide to inclusive signage 
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enlargement of print is not always enough to 

make it legible. Remember, magnification enlarges 

any defects in the print, any gray letters, and 

indistinct outlines—it cannot improve bad 

typography. Second, and more obviously, 

magnifying aids are awkward and heavy to use, 

particularly for sustained periods or if the reader 

has difficulty holding the book and/or the 

reading aid in steady focus. 

Another reason for including the problems 

of readers with impaired eyesight here is that 

the results from the various reports, generally 

provided by people who often know little about 

typography but a great deal about issues 

concerning communication, memory, and the 

learning processes, are, in effect, objective 

critiques of the typographers' work and can tell 

us a great deal about readability and legibility. 

On the following pages, for instance, are the 

eight principal conclusions from the summary of 

the 1969 research report. Print for Partial Sight A 

Any of my own, brief comments follow 

in square brackets. 

tiiukgiwiiui Sifftilward Lfgr'lld 

Red bride or dark stone While Black •' hlue 1 green 

Light brick or tight stone Black ' (lark Willie •' yellow 

Whitewashed wall Black ' dark While •' vellow 

Green vegetation Willie Black / blue / green 

Identifiable colours 

mtiuaes ri rnany lunriiom or departmc-ms. it is worth 

itmemberint! ihai for normal recognition, there are 

twelve colours*, listed below, that can be easily 

recognised and named without resorting to qualilying 

dcscriimons. Only one shade of each colour is included 

to as’oid lermmolog)- problems between two shades of 

ilH- same colour, ie. sage green/grass green, or colours 
being described as pale' or 'dark’. 

For accurate colour specincation. the reference number 

of the colour should always be quoted and obtained 

(rum a reputable paint manufacturer, based on 

I ecognised colour specifirdiion standards eg, Pantone. 

NCS, British Standards etc. 

'By kind pomitssion ol R©d 
‘Ouentalion and 

Waylindmg >n Public 

Buildings: YellOW 
Public Works, Canada. 

19S8 

Blue 

Orange Pink Grey 

Green Brown White 

Purple Black Beige 

Please note that using the.se colotirs in combinations : 

will not necessarily protluce the right results in terms 

of contrast and legibility. t 

Idfulh the contrast between wall and sign panel 

sliould be 70 per cent; the glo.ss facioi slmiilcl be 50 

per cent which will give adequate legibility hut .still 
laciluaie cleaning. 
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Print for partial sight 

1 Differences between adults and children 

Changes in typography affect adult readers much 

more than children (although print reguirements 

for younger or partially sighted children might be 

more critical). [Adults will almost always be less 

tolerant of the unexpected.] 

2 Type size 

Size of type is one of the most important 

typographic factors for partially sighted readers, 

but this is not to say that books in extra-large 

print are required for all partially sighted readers, 

or that legibility continues to increase with 

successive enlargement. 

There is a basic difference between adults and 

children in this respect. The adult often needs 

larger than average print, but the child, because 

he/she still retains powers of accommodation, 

can achieve adequate enlargement by bringing 

the print close to his/her eyes. 

Enlargement much beyond the size that is 

necessary for the type to be seen is unlikely to 

increase legibility. 

3 Type weight 

Increased weight or boldness of type, although 

of secondary importance compared with size, also 

improves legibility for partially sighted readers. 

Results with children suggest that once above the 

lower threshold of vision, weight becomes a more 

important factor than size. 

4 Typeface 

The effect of differences between the typefaces 

tested (a serif and a sans serif) is of minor 

importance compared with the effect of size 

and weight. The sans-serif face was slightly more 

legible for the adult readers, but no measurable 

differences between the faces were observed with 

the children. [The sans serif used was Cill Sans, 

the serifed face was Jenson. The slight preference 

recorded by adults for the serifed face could be 

explained simply by the fact that most of their 

reading will have been of serifed faces.] 

5 Type spacing 

Changes in spacing either between letters and 

words, or between the words only, or between 

the lines only, do not appear to affect legibility. 

[These rather extraordinary conclusions are 

contrary to all other surveys on readability of 

texts .5 The influence of space on both legibility 

and readability are discussed in the Making type 

work section of this book.] 

6 Cause of partial sight 

Legibility varies with typographic changes 

according to the pathologic cause of partial sight. 

However, there is no real conflict of interests here 

as typography that is helpful for one group is not 

positively bad for one of the other groups. 

7 Amount of residual vision 

There is no direct correlation between the amount 

of vision remaining in a defective eye and the 

use a person makes of it in reading. The personal 

attributes of the reader—willpower, incentive, 

and interest in reading —play as important a role 

as the physical amount of vision in determining 

whether a partially sighted person actually does 

much reading. 

Impaired vision 

Cover and images from Print 
for Partial Sight, published 
in 1969. The images show a 

good retinal image, a poor 

retinal image, and a poor 
retinal image improved 

by enlargement. 
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8 Importance of typography 

Although many other factors also affect a 

partially sighted person's ability to read print 

easily, the part played by typography is significant, 

particularly for adults: the increase in legibility 

due to improvements in typography measured 

in this investigation were of the order of 35% 

for adult readers. 
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Business communication 

For several generations, secretarial staff produced 

the correspondence and all other forms of 

administrative documentation required by every 

business and organization. The (virtually) all¬ 

female typing pool, with its own hierarchy and 

strict regimes, was often described as the "heart" 

of the organization. The personal or departmental 

secretary became a hybrid image of formality 

and efficiency—qualities that were formulated 

in large part by the rules of the typing manual. 

Secretaries and typists were trained in-house 

and/or at commercial college in typewriting, 

shorthand, business conventions, and English 

(with an emphasis on spelling, grammar, 

terminology, and punctuation).^ 

The authority of the typewritten document 

quickly became an essential commercial tool. 

The crude, mechanistic appearance of the 

characters punched onto the company notepaper 

through the inked textile ribbon was in no way 

detrimental to its commercial viability. Nor were 

the severe limitations of only 88 key options. 

In fact, the resulting idiosyncratic appearance of 

the typewritten document made it immediately 

recognizable, and, once established in the larger 

and successful companies, all other businesses, 

no matter how small, had to own one to present 

themselves to the outside world as a commercially 

viable manufacturer, merchant, or service. 

The conventions of the typing manual were 

of limited interest to typographers until digital 

technology provided everyone with desktop 

publishing (DTP) software. During the 1980s, 

the influence of the typing manual increased 

considerably, while the demise of the corporate 

typing pool was equally dramatic. This increased 

influence is not so much because typists are now 

doing DTP work (although, of course, the few 

that remain still are), but that a surprisingly high 

PERSONAL 
TYPING 

The influence of typists 
Typing manuals were 

published in great numbers 
as the demand for typists 

increased. Between 1861 and 

1911, the number of male 
clerical workers increased 
5-fold, the number of 

women clerks 500-fold. 
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The influence of the 
typewritten document 
Left: Cover of a four-page 
advertising "insert" taken 
from the The Strand, circa 

1900-1916. The impact of 
"visible writing" machines, 

aided by formidable 
advertising campaigns, was 
remarkable, and the 
distindive appearance of 
the typed document came 
to represent business and 
commerce. In contrast, 
the use of handwritten 

correspondence in a 
commercial context quickly 
came to represent a company 
stuck in the past, or a rank 

amateur. Advertising, 
particularly of the early 

nineteenth century, often 
represented the wasteful, 
inefficient methods of the 
past with bent old men, as 
here, lined up at their desks 
with ink pots and ledgers. 

Typist and compositor 

Above right: In many ways 
the fundion of the typist 
was similar to that of the 
type compositor, or later, the 

phototypesetter. The typist's 
job was to organize 

information, often presented 
in a totally chaotic manner, 

according to rule-governed, 
universally accepted 

standards. The type of 
before-and-after exercise 

shown was common in both 
typists' and printers' manuals. 

The printers' range of options 
were, of course, considerably 
more complex. This example 

is from Typographical Layout 
and Design, the Linotype 
technical schools series, Grade 
three. Linotype & Machinery 
Limited, London, 1930. 
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FURTHER NEWSPAPER 
ENTERPRISE 

A# part of the genera] scheme for the 
development of their plant and buildings, 
the London morning newspaper, the 

ordered a new battery 
of Model 4 Linotypes 

Many of these machines are already in¬ 
stalled and the others are quickly following 

All ihtse machines have been manufaefured by 
Linotype & Machinery Limited at their Works at 
Altrincham. Cheshire. 

UNOTYPt & MACHINERX LTD., LONDON 
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percentage of those people who now prepare 

texts in the commercial sector revert to the 

same restrictive practices that were devised to 

accommodate the severe technical limitations 

of the typewriter. 

Given the opportunity to produce printed 

documents using highly sophisticated DTP 

software, why do so many people continue to 

use the primitive (and entirely obsolete) 

conventions of the typist? Conventions such 

as the use of double or even triple spaces after 

full points, exclamation marks, and question 

marks; double spacing after colons and 

semicolons; underlining; the use of single 

or double prime marks to indicate quotations 

(rather than the turned comma and apostrophe); 

and the use of the hyphen for en and em dashes. 

The misuse of the hyphen and prime marks 

could be put down to a lack of knowledge 

of the appropriate characters, but the other 

examples are surely done in the full knowledge 

that these are not the conventions of the 

printed word.^ 

The original necessity for such large spaces 

after certain punctuation marks can perhaps be 

explained by the crudity of the early typewritten 

document. Early machines made horizontal 

alignment impossible to maintain accurately 

and, depending on the manufacturer, some of 

these machines only had capitals or lowercase. 

However, by 1893, when one of the first 

manuals was published by Pitman, these technical 

limitations had been effectively eliminated. 

The problems common in contemporary typed 

documents were listed as irregularity of impression 

and spacing, unevenness at the beginning of lines, 

typing not parallel with the top of the paper, 

uneven spacing between lines, misuse of certain 

characters, bad alignment, and finger marks 

and smudges.3 
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Each character, whether the i or the w, is 

allocated the same amount of horizontal space 

(and the same amount of space as allocated for 

interword spaces), giving a line of text a loose 

and particularly uneven appearance. The uneven 

spaces within and between characters is exactly 

what well-designed and well-set type avoids. To 

ensure that this unavoidable unevenness did not 

interfere with the readability of the text, it was 

probably felt that extra spaces were required 

to signal, for example, the end of a sentence. 

Although the mechanisms introduced to 

the typewriter later improved alignment both 

horizontally and vertically, the spring mechanism 

only partly alleviated the irregularity of 

impression. Type design and typographic layout 

generally aim to provide an even, visual color/ 

texture; the idiosyncrasies of the typewriter 

meant that those advocating its use felt obliged 

to advise the use of additional clues for the 

reader to compensate for the irregularity of 

impression. Thus, double and triple spaces, 

just like double quotes, provided additional 

definition of purpose. 

Looking at typed business correspondence 

now, such extreme procedures appear unnecessary 

and, once the typewriter had been accepted as an 

appropriate mode of communication, they became 

redundant. That the use of additional spaces 

remained the rule appears to be due to nothing 

more than convention —a sense of it being the 

"right thing to do." Interestingly, in all the 

technical information related to typewriters, 

the printer was ordered to use the spacing 

conventions of the typewriter manual rather 

than his own typesetting manual. 

The advent of the typewriter provided 

considerable advantages to the type compositor. 

A typed manuscript was preferred (in fact. 

generally insisted on) not only because it was 

easier to read, but also because each character 

and word space produced on the typewriter 

is identical. This made it a relatively easy task 

to calculate how many characters made up the 

copy (called "casting off"). From this, it could 

accurately be estimated, using tables provided by 

the leading type foundries, how many pages the 

copy would require in any typeface in any size or 

weight. Several specialist manuals were published 

that explained good practice for typists producing 

documents specifically for the printer. 

When phototypesetting was developed, the 

new technology remained, for the most part, 

within the print industry and so a large number 

of Monotype and Linotype keyboard operatives 

simply transferred their skills and typographic 

knowledge to the new technology. But when 

digital technology came on stream, typists simply 

transferred their skills, working methods, and 

the conventions of the typing manual from the 

typewriter to digital technology. Hence today, 

we have, for example, the aberration of texts 

shot through with holes. 
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ImperiaJ Good Companion Model T 
LtfT HAND 'fouch '1 ypewriting Guide right hand 
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Keyboard arrangements 
Spreads from the Imperiof 

"Good Companion" Model T 
instruction book (undated). 
The standard QWERTY 

keyboard arrangement dates 
from some of the earliest 
commercially produced 

machines (circa 1860-1870). Its 
design has attracted criticism 
on ergonomic grounds. 
Although most typists are 
right- handed, this keyboard 

arrangement makes the left 
hand do 56% of the work. 
Neither is finger dexterity 

linked to letter frequency. For 
example, the two strongest 
fingers of the right hand are 
used for two of the least 
frequent letters:] and k. 
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Top Plate 
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Margin Stop Rod with Numbered Scale 
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Tabulator Clearing Lever 
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Line Space Lever 
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Line indicator and Card Holder 

Margin Release 

Shift Key—left'hand 

Shift Lock 
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Back Spacer 
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Space Bar 

Colour Change and Stencil Lever 
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Left aind Right-hand Ribbon Guide 

Ribbon Centre Guide 

Ribbon Reverting Stud 
Type Bar Guide 

Baseboard Fixing Screw* 
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Rural communication 

Typographic decision-making begins when 

children start to write, although most children 

today also encounter DTP software from a very 

early age at school as well as in the home. 

The use of DTP in schools as part of the writing 

process has the potential to provide emphasis to 

typographic organization. In "publishing" their 

documents, children are already being asked to 

consider how it might be used and by whom, to 

write with a specific purpose in mind through a 

process that includes drafting and editing. They 

are also asked to consider what would be an 

appropriate appearance for the finished document^ 

as it is commonplace for children to be asked at 

school to produce newspapers, magazines, leaflets, 

advertisements, etc., as a means of exploring 

various ways of organizing text. 

The problem is that for children (and teachers) 

their general awareness of typography stems 

from what they are conscious of seeing: what 

attracts their eye in the environment of the street 

and shops, on advertising boards, shop fascias, 

and on packaging, rather than the typography 

they read every day in newspapers, magazines, 

and books. For a child looking for ideas to help 

in the design of, for instance, a newspaper 

much of what attracts the eye is inappropriate. 

And even if newspapers were available in the 

classroom (and one must assume that in such 

circumstances they would be), these would 

require a considerable amount of detailed analysis 

to be of any real benefit. Teachers are given very 

little guidance about the potential of visual 

organization to enhance the meaning of text, 

let alone the finer points of typography. 

On the community bulletin board of every 

village, there will be homemade notices and 

posters. Most amateur community notices and 

posters today are produced digitally, and yet. 

Nonconformity 
Above: The variety of signs 

indicating a public footpath is 
accepted, indeed celebrated 
as part of a more relaxed, less 
regimented way of rural life. 

Symmetrical arrangement 

Opposite: A village bulletin 
board. The variety of 

information and the range 
of technical standards is 

remarkably diverse and yet 
every notice or poster has a 

centered arrangement. In fact, 
the appearance of notices on 
village boards such as this, 

despite the digital revolution, 

has changed little. Notices 
remain remarkably similar to 

the hand-drawn versions of 
the 1960s and 1970s. 
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despite the dramatic change of tools and 

processes, the design of such notices remain 

remarkably similar to the hand-drawn versions 

of the 1960s or 1970s: the use of underlining, 

prodigious use of capitals, important words set 

at a diagonal, and emphasis provided for key 

points by the use of speech bubbles or boxes. 

The persistent use of underlining is particularly 

interesting because of its evolution through 

handwritten, typewritten, and digital document 

making. In handwriting, it is an almost universal 

convention to underline headings as a means 

of providing hierarchic structure. This is 

easily achieved and will often be done as 

an afterthought. 

For the typist, underlining was one of the 

few options available to provide emphasis within 

a typewritten text. Underlining was also used 

as a convention in copy preparation informing 

compositors to set type in italic. However, 

underlined characters were never part of the 

metal letterpress stock, although it became 

a possible (but rarely used) option with photo¬ 

composition. But in the 1980s and 1990s, it was a 

far more common sight in printed matter because 

it was a typing convention and many typists 

transferred their skills from typewriter to word 

processing and then to DTP software where 

underlining is an available option.^ 

The practice of centered arrangements for 

amateur bulletins and posters has also remained 

almost universal. Up to (and beyond) the 1960s, 

amateur guidebooks on lettering would suggest 

that typographic organization was, above all 

else, about balance and symmetry. Looking at 

advertising work up to the 1940s, there was a 

surprisingly high proportion of material which 

was essentially symmetrical, but, after World War II, 

the international advertising industry took 

America's lead, and was transformed by more 

flexible asymmetric arrangements. Today, and 

since the 1950s in commercial poster design, 

asymmetric arrangements have been entirely 

dominant, and yet centered arrangements 

persistently, and perhaps appropriately, remain 

the norm, generation after generation, for the 

traditional, slower pace of life represented on 

the village community bulletin board. 

DTP has also meant that a large amount of 

material for public display that would previously 

have been produced by the jobbing printer is 

produced in people's homes and offices. However, 

the technology has not had as big an influence 

on the actual appearance of local bulletins 

as might have been expected. With any new 

technology there is a period of time when the 

new mimics the conventions of the previous 
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technology. It has, however, rendered the 

skill of drawing letterforms and applying color 

unnecessary, and, of course, multiple copies 

mean that more information can be included. 

Typography is now something everybody does, 

although only typographers call it "typography." 

For everyone else it is now considered a very 

common, everyday practice—a manual task 

requiring virtually no thought whatsoever. Thus, 

the fundamental significance of typography as 

an intellectual discipline and as a personal 

accomplishment has become, and probably always 

was, something of an enigma. But whereas, in 

the past, typography and printing were genuinely 

mysterious activities (commonly referred to as 

"the black art"), today everyone has access to 

the same tools, the same hardware and software. 

Typography is so familiar, so matter of fact. 

that most people fail even to acknowledge its 

existence. In some ways, of course, this is the 

successful result of its invisible application by 

generations of printers/typographers. The proof 

of good typography has nothing to do with 

technology; it can be judged only in the reading. 

Vernacular signs 
Signage is often perceived 

to be so matter-of-fact that 
people fail even to 

acknowledge its existence. 
Yet, at its best, it adds greatly 
to the character of place and 
provides so many links, in its 
words and in the physical 
aging process, with its past. 

Far left: This milestone in 
Ardieigh, UK, shows the 
number of miles to London, 

Hann/ich, and Colchester, and 
also provides a seat. 
Left: Many street signs in 

Colchester are provided in the 
form of printed tiles of varying 
widths, each containing its 

own bracketed, slab-serifed 
letter. The tiles are cemented 
to building wails. 
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Urban communication 

The extent of the urban streetscape for local 

pedestrians is generally the pavement, the road, 

and the first floor of the buildings. Off the main 

street, graffiti, fly posters, stickers, temporary 

traffic signs, and small vernacular shop fascias 

are an integral part of urban living and working. 

Much of this typographic material will have been 

done by amateurs, some by vandals, and some, 

although quite a small percentage, by designers, 

including professional signmakers. 

Some of the "nondesigned" typography will 

have been made with commercial or political 

intent, some will be serendipitous, or simply 

caused by neglect. In older districts, the pedestrian 

can often find ad hoc remnants of businesses 

from previous generations, providing clues of 

past political and/or industrial upheaval. Most 

urban communication will have been the result of 

optimism: "a good idea," something new, exciting, 

and worth shouting about. 

In all towns and cities a range of wayfinding 

signs, locational identity signs, and situational, 

ad hoc messages can be seen. Some of the signs 

are rule-governed brandings: corporate logo, 

name, and associated livery. Other signs are 

bespoke, one-off signs on fascias and vans, 

hand-chalked menus, and sale offers. 

The amateurs' hand-drawn notice or sign 

attracts attention because we seem to be naturally 

drawn to anything different or unexpected. 

However, signs must attract for the right reason 

and certainly, in the urban commercial 

environment, the public are highly attuned to the 

way messages are relayed to them. A hurriedly 

drawn (informal) price sign on a market stall will 

not be perceived to represent a lack of concern 

by the stallholder for the quality of his fresh fruit, 

quite the opposite, because immediacy and 

impermanence are both qualities appropriately 

associated with fresh food. However, if a 

/.pc AL £lM6iLI^ 

Eye-catching typography 

Left: Effective and attractive 
handwritten price signs 
(Colchester, UK.) 

Right: This conspicuous 
lettering has all but obscured 

the buildings. Bold, expanded, 
outlined, and drop-shadowed 
sans serifs dominate as 

businesses fight each other 
for the attention of "passing 

trade." (Photograph taken in 

Auckland, New Zealand, by 
Alan Robertson.) 
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permanent (formal) sign, displaying the 

stallholder's name for example, is hurriedly (and 

ineptly) done, its informality will be perceived to 

be inappropriate. Typography, when bad, is easy 

to recognize, but difficult to get right. 

The long-established department store 

generally offers a more formal persona (even if 

it prides itself on friendly service). A less formal 

method of conveying information can still be 

initiated for short-term events such as a sale, but 

this material must be disposed of the moment the 

event is over, so as to enable the formal presence 

of the business to be restored. 

People understand the effort involved (if not 

the process) in the production of notices and 

signs. Something that requires time to plan and 

then paint or carve, print or build, will generally 

be considered more formal because it has gone 

through a process of design, making, and/or 

manufacture, and is already clearly intended to 

be in place for a considerable time. The materials 

chosen are very important in reflecting this. 

Letterforms bought "off the shelf" and fixed 

DIY style, either by authoritative organizations 

or by the individual business entrepreneur, are 

notorious disasters; M and W mixed up, S upside 

down, but more commonly, poor spacing. 

In the context of hand-lettered signs, 

newsbills are an anomaly. Until very recently, 

newsbills were a hand-drawn form of public 

advertisement for daily newspapers sold on the 

city streets. It is remarkable that hand-drawn 

newsbills should have remained in existence for 

so long, especially because their function was 

utilitarian type 

Far left: Small service cover 
set into the pavement. The 
raised pattern (an antislip 

safety requirement), applied 
with minimum regard for the 
function of the letters, has 
resulted in a rather crude 
appearance. Despite this (or 
perhaps because of it) I find 

this highly utilitarian product 
very alluring. 

Left: In "inexperienced" 
hands, capital Ms and Ws 
can be a source of confusion. 
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to advertise the products of a highly 

sophisticated, technology-driven, newspaper 

media industry. 

The point, of course, is that the newsbill 

offers urgent and topical information. The earliest 

specimens, dating from the beginning of the 

nineteenth century, contained more than 20 lines 

of closely printed type in various styles and sizes . 

Over the years, however, the tendency developed 

toward shorter, ever more dramatic handwritten 

headlines that were attention grabbing and 

readable at a glance.^ Contemporary newsbills, 

although printed, have retained the underline and 

are, in this way, reminiscent of the earlier, hand- 

drawn newsbills. 

The need for semipermanent information, 

often hurriedly improvised in urban streets, 

is generally considered to be visual clutter. 

In an emergency, we are reassured to see order 

reestablished, usually in the form of standard 

temporary signs, access inhibited by tape, 

vehicles with flashing roof lights, and uniformed 

personnel. Coordination in all these elements 

is important in providing a sense of order and 

authority. Disorder is stressful because change 

to our daily routine forces us to think about 

activities that we can normally take for granted. 

Impermanent vs. 
permanent typography 
Right: Urgent and topical 
information. Newsbill, 
November 1990. Although 

printed, this bill retains some 

of the characteristics of a 
hand-written message 
which captures the sense 

of immediacy that is so 

important for news. 
Far right: Information 

intended to last. Weathering 

has embedded this memorial 
into the fabric of the building. 

It makes us think about what we are doing! Order 

allows us to form our lives into patterns, to make 

assumptions, to plan ahead, and use our time 

efficiently. When a book is opened, the reader is 

looking for patterns for the very same reasons. 

Traffic diversion signs are unpopular because 

they inevitably represent a disruption or break¬ 

down of a planned journey. However, if such 

signs are coordinated in their appearance and 

placement, then they will be perceived to represent 

a coordinated response to a scheduled event. The 

driver will assume that this is a planned reroute, 

rather than an ad hoc, hurried, and perhaps ill- 

conceived emergency-induced event. 
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Ad hoc signage is both celebrated and despised, 

depending on the viewers' circumstances. 

"Typographic detritus or chance art"^ is the way 

that improvised urban information was described in 

Typographica. The interference by people making 

alternative, spontaneous additions or alterations 

(disregarding the best intentions of the designer] 

is both inevitable and a necessary aspect of urban 

life. Such ephemera may sometimes be ugly, but 

its purpose is generally to provide a valid source 

of information, even if it is only for a select few. 

Small, entirely insignificant information, the 

detritus of urban life, is just as valuable—more 

valuable some would argue^—to social historians 

than the results of grand-scale city planning. 

It is a very good idea to consider how a text 

will be perceived (and read) in lo, 20, or loo 

years' time. "Decay is the most powerful medium 

for the improvement of cities... Decay, not 

architects, adds the last touches, blackens and 

peels the stone, applies lichens and cracks, softens 

the edges, elaborates elaboration, and the hand 

of man works even better than the forces of 

nature..:'3 Similarly, a scuffed, well-thumbed 

book with creased page corners is the consequence 

of a well-used and truly useful document. 



Anatomy 

The title of this section suggests the specifics 

that enable a subject to function. But I have also 

included a brief introduction to specialist areas of 

typographic study that are undertaken by people 

who are not typographers. 

For the practicing typographer, any interest 

shown in theory tends to be an indulgence 

restricted to "spare time."The practical process 

of typography is so vulnerable to the pressures 

of time that anyone who admits to thinking might 

simply be accused of not working hard enough. 

The problem is that theory has no direct bearing 

upon efficiency, profit margins, or any other 

measurable means of recording its influence. 

Therefore, all things theoretical, in a commercial 

context, are seen as having no value. 

To those practicing typography, the unorthodox 

pronouncements of, for example, sociologists, 

linguists, or psychologists upon the subject can be 

galling, especially when the concluding statement 

is that".. typography is too important to be left 

to typographers." 

Statements such as this occur because the 

practice of typography has been kept separate 

from the theory of typography. A statement 

such as ".. .science is too important to be left to 

scientists" is, after all, unthinkable. Why has the 

theory and practice of typography, and other areas 

of visual communication, not been more effectively 

combined to provide mutual support? 

The practice of typography has, traditionally, 

been bound up with craft; a physical, tactile 

process, requiring a highly specialized range 

of skills that have both isolated and defended 

the activity of the typographer (printer and 

compositor) from "outsiders."This defence 

crumbled with the digital revolution in the 1980s. 

Since then, theoretical studies relating to 

typography (and, in fact, all aspects of visual 

communication) have grown rapidly and quite 

separately from its practical study in the studio. 

Many university art history departments 

renamed themselves departments of visual culture 

because the original title simply did not take 

account of the expanding syllabus. Today, visual 

culture includes advertising, fashion, film, 

photography, radio, retail, television, Web sites, 

and the Internet (many of which require significant 

input from a typographer). 

A concern some typographers have with 

theoretical analysis is that it sets out to objectify 

its subject. Attempting to explain the magic 

of esthetics, inspiration, and creativity might be 

viewed as being deeply antagonistic, and, perhaps, 

even dangerous. It is as though understanding 

might break the spell and allow the subject to be 

appropriated by the uninitiated. Bearing in mind 

the current democratization of typography, 

perhaps this is not surprising. In the 

circumstances, a certain amount of resentment 

by typographers is understandable. But with 

complete power over what the theorist can 

theorize about, the causes of this suspicion 

suggest something else. Especially when it is 

remembered that theory must always wait for the 

creation of the next typographic document to 

ruminate over before the theoretical prognosis 

can progress.Theory is dependent upon practice. 

Perhaps it is because theory is communicated 

via spoken and written language, which is very 

different from the way typography tends to be 

taught in art schools which places the emphasis on 

visual communication. And yet, during the 

design process, thinking and talking are both 
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closely bound up with practice and generally 

encouraged. Despite this, for many practicing 

typographers, the notion that design might be 

an intellectual process carries with it negative 

overtones. This may be a reflection of its craft- 

based roots. The term heard most often in studios 

is"professional,"defining the typographer as 

a solver of real problems and so aligning the 

activity of the typographer with the rational, 

realisticculture of business and commercial 

enterprise. It is not surprising then that the 

growth and development of typographic 

theory as a subject has been led by academics 

in humanity departments. 

There is a persistent view among typo¬ 

graphers and other specialists in the field of 

visual communication, that without practical 

expertise it is presumptuous in the extreme for 

someone to expound upon the subject. And 

yet, when design principles and methodologies 

(which might have been refined over a lifetime) 

are to be discussed, it would be understandable 

if the theorist thought it appropriate to 

describe such work using a mode of language 

that reflects the complexity of the subject. 

And yet, practitioners then complain that the 

theorist is, quite purposely, making the text 

difficult. Baudrillard, in the igSos, was dubbed 

an "intellectual terrorist" because his texts were 

so intimidating. (Of course, it is also possible 

that an impenetrable text is due entirely to 

confused thinking or that certain theorists 

make their writing difficult because they seek 

a reputation for profundity.) 

However, typographers, are also used 

to working within conventional codes, and 

most would consider the design of accessible 

information their first and most important 

objective.Typographers, therefore, will have 

little patience with a verbose writing style that 

appears to camouflage the meaning of the 

text. What is also surprising to typographers 

is that the product itself, and the manner of 

its making, are often entirely subsumed by 

theoretical and contextual information. So 

much so that a text about typography will 

often contain no visual references whatsoever. 
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Semiotics 

Any activity to do with communication requires 

a means of conveying ideas, and for such an 

activity to be successful, a system that is 

understood by the receiver must be used. Mass 

communication requires that the system is used 

in a highly conventional and, to a large extent, 

highly predictable manner. 

There are some who argue that if the 

typographer sticks rigidly to "the rules" that make 

up the convention, then he/she can remain an 

entirely neutral (e.g. impersonal, anonymous) 

influence in the communication process. The 

rules, however, are anything but rigid, being 

instead a range of often intentionally vague 

opinions passed on verbally or in written form by 

those who have the time and inclination, and the 

ego, to imagine that others might be interested.^ 

When readers engage in the various activities 

that constitute the reading of books, they make 

use of more information than is present in the 

literal content of the lines of graphic symbols. 

Signals are being communicated by every aspect 

of the typographic decisions that have been made 

by the typographer on behalf of the author. Then 

there are the myriad choices concerning the 

printing and finishing processes, the papers, 

the method of binding, the overall size, and the 

weight of the document, resulting in how it feels 

in the hand (or hands). 

In other words, there is more to see on the 

printed page than a mere sequence of letters. 

In fact, it is the qualities that distinguish the 

document from a simple accumulation of letters 

which might finally be described as typography. 

As Saussure explained, linguistic (typographic) 

symbols are abstract, their forms entirely arbitrary 

and "unmotivated." There is no necessary con¬ 

nection between the meaning of any word and 

its phonological structure. The necessity for interp¬ 

retation by the reader is therefore unavoidable 

and the presence of semantics (to ensure an 

"effective" interpretation) and rhetoric (to ensure 

the "right" interpretation) is inevitable. On top of 

this, texts are designed by individual typographers 

with particular purposes in mind, so their work 

will bear the evidence of their intention, even 

when that intention is "purely functional."^ 

Analysis of the meanings and motivations of 

"banal" ephemera (government communications, 

timetables, etc.), the "neutral" or purely 
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functional," has been the subject of semiotics 

(the all-inclusive study of structured human 

communication in all its variant forms—sound, 

sight, touch, smell, taste—and in all contexts— 

clothes, dance, film, music, typography etc.). 

This has provided the potential (at least) to 

identify the wherewithal of ideology and/or 

political dimensions.3 

Semiotics is broader in its scope than any 

other method of analysis because it studies the 

significance of all signs within society. As a result, 

some theorists have maintained that semiotics 

is the "science" best qualified to determine "the 

logic of culture." Linguistics, rhetoric, semantics, 

and graphology all fall within its remit. 

J. P. Cumbert described the significance of 

semiotic values as expressed in book form thus. 

"The giant choir book says 'We are a rich church'; 

the modest notebook of the friars says 'We 

have rejected all mundane pomp'. By being more 

expensive, or cheaper, more modern or more 

conservative, the book helps the owner to prove 

(to himself and to others) that he is more 

powerful, more virtuous, more intelligent, or 

more wise than others."^ 

If all signs relating to communication are intent, 

to some degree, to persuade, then the typographer 

must acknowledge the social and moral/political 

dimensions of all designing. It must also be 

accepted that there is no such thing as "pure" 

(i.e. neutral) information or that the typographer 

can possibly be an "innocent" and remain separate 

from the content of what is being conveyed. 

Although there is value in exploring the 

potential of semiotics to typography, there are 

potential confusions about terminology due to 

different disciplines sharing words while giving 

them different meanings. For example, 

the words "signs," "signals," and "symbols," all 

used in their semiotic mode, have other meanings 

in the world of typography. Although this can 

be disconcerting, if not confusing, the language 

of the various linked theoretical fields of study 

can be valuable by providing ways of thinking 

and discussing those aspects of typographic 

communication normally taken very much for 

granted in the practical world of design. 

1 
I 

ly 

Communication aids 
Left: The object of this 
student project was to 

communicate the concept 
of "two (or 2]."This solution 

uses forms inherent within 
the existing letterforms 
to describe both the word 
and how to say it. 

Above: This diagram formed 
part of the introduction to 
a project concerned with 
"infinite phonetics." Such 
a diagram, presented 
(intentionally) as If scribbled 
onto the back of an envelope, 
still convinces us of its 
integrity. Both projects were 
produced by Alex Wright 

while a student at the Royal 
College of Art, London, 2005. 
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Linguistics 

A history of language is, at the same time, 

a history of the cultures and civilizations from 

which language originated. Languages reflect 

and explain the cultures and histories of the 

communities to which they belong. 

Of the (approximately) 7,000 language 

communities in the world today, more than half 

have fewer than 5,000 speakers, and i,ooo have 

fewer than a dozen. Clearly, many are likely to 

be extinct within a generation. The cause of 

this calamity is the universality of modern 

communication systems, or rather, the lack of 

effective hiding places in the world today. 

There have been numerous attempts to invent 

an international language that would be easy 

to learn and equitable to all national languages. 

Although some have been ingenious, none 

have been accepted. The practical problem with 

artificial languages is simply that the amount 

of effort required can only be worthwhile if 

everyone else is prepared to put in the same 

amount of effort. 

Each community develops a language system 

that is appropriate for its needs. The UK has 

approximately 40 words for rain^ and as many 

again to describe its physical effects. (Inuits 

famously have a similar number of words to 

describe snow.) 

Although the social and cultural conventions 

of language (which are reiterated almost every 

minute of the day) are in everyone's interests to 

master, we also appear to enjoy inventing new 

words (called neologisms) or new ways of using 

old words. Jargon serves to make a group cohesive 

and to establish group identity. In fact, as 

communication systems become truly 

international, jargon may ultimately replace the 

geographic diversity of language. New words 

constantly enrich our language and their creators 

are often highly regarded. These, of course, 

include authors and poets, but neologisms and 

other forms of play involving the conventions 

of language are also useful to editors and 

advertising copywriters. 

It is argued that "typographic man" was a 

more rational, intellectual human being because 

he developed the means to record his thoughts 

by writing.^ This notion is contested by those 

who subscribe to the view that oral cultures 

have alternative, though equally articulate, 

communication systems capable of describing 

and passing on complex ideas. What is not in 

doubt is that although language may not 

determine the way we think, it does condition 

the way we perceive the world. 

Bliss Sementography 
Charles Bliss (1897-1985) 

proposed an interlingual 

system of graphic discourse — 

Bliss Sementography. This 

relies on the principle of 

Japanese notation with a core 

set of ideographs designed to 

operate the grammar. 

Courtesy of Clive Chiziett. 
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Systems of writing 
Above: Two texts, printed one 

over the other, but each can 

be distinguished using red or 

green reading glasses. 

TypoCrophico i6,1959. 

Left: There are two "empires" 

of writing, one derived from 

Phoenician scripts and based 

on the different sounds 

of the language. This was 

perfected by the Creeks and 

adopted throughout the 

Western world. The other, 

perfected by the Chinese, 

is based on ideographs. In 

China there are many dialects 

spoken, but people can 

communicate through a 

shared understanding of 

writing.This has made it a 

powerful and unifying factor 

in the east Asian cultural 

region. From The Art of 
Writing, designed by W. J. 

Sandberg for UNESCO, 1965. 
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Rhetoric 

We can all lie and we all know it. We rely on the 

integrity of an organization or an individual to 

provide us with good —meaning true — 

information. It is often impossible to verify or 

prove that the information we are given is 

truthful and, if truthful, correct. Therefore, the 

value we apply to so much of the information 

we receive depends on the reputation—the 

integrity—of the presenter or the source of 

information, and we tend to judge integrity 

by the rhetoric used. 

Rhetoric is concerned with those factors that 

attempt to ensure a predetermined interpretation 

of factual information. Language is regularly 

manipulated to achieve such a function and 

typography can, indeed should, reflect and 

reinforce the arguments within a given text. 

For this reason, there is a commonly held 

prejudice that pejoratively associates rhetoric 

specifically with deceit and seduction. However, 

if one believes that language is invariably about 

debate, upholding a point of view, or simply 

explaining the facts as one understands them, 

rhetoric must also be concerned with imagination, 

with form-giving, and with appropriate 

use of language to facilitate all forms of 

social interaction.^ 

In fact, it is difficult to imagine any 

information that does not involve some degree 

of interpretation. Our contemporary distinction in 

typography between information and persuasion 

reflects historic concerns about the merits of plain 

and ornamental styles of presentation. Because of 

this, many typographers believe that information 

can be presented without ever referring to modes 

of persuasion. Yet all communication, no matter 

how prosaic, has interpretabie, stylistic gualities 

that go beyond the stated content of the 

message, and therefore become ornamental. 

Even the choice of typeface, for instance, a 

decision that is unavoidable, must add something 

to the reader's perception and therefore could be 

described as ornamental. Consequently, the issue 

that typographers must face relates not to 

persuasion or the lack of it, but rather to the 

intentions behind it. So, typographers must 

question the purpose, the function of the given 

text, before ^ny typographic decision is made. 

Umberto Eco, Italian scholar and semiotician, 

describes New Rhetoric thus. "Almost all human 

reasoning about facts, decisions, opinions, beliefs, 

and values is no longer considered to be based on 

the authority of absolute Reason, but instead. 
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is seen to be intertwined with emotional elements, 

historical evaluations, and pragmatic motivations. 

In this sense, the new rhetoric considers the 

persuasive discourse not as a subtle, fraudulent 

procedure, but as a technique of'reasonable' 

human interaction, controlled by doubt and 

explicitly subject to extra logical conditions."^ 

So, designing the appearance of any 

typographic layout involves a degree of rhetoric. 

The effectiveness of typography depends on 

the use of marks, symbols, or patterns that are 

familiar and pertinent for a given audience. A 

functioning message is one that succeeds in 

connecting with the habits and expectations of 

its audience. A conscious rhetorical approach to 

typography would be one which accedes that all 

design has social, moral, and political dimensions, 

that there is no sphere of "pure" information, and 

accepts the challenge to design typography that 

is functionally and conceptually appropriate 

for its purpose.3 

Public records 

Left: Military victories 

recorded on the Column of 

Trajan in Rome, ad 114. The 

detailed, carved narrative 

spirals up and around the 

column. Viewed from the 

ground, the end of the story 

can never be seen, suggesting 

that the power and influence 

of the Roman Empire goes 

on forever. 

Right: The power of this 

message is due, in part, to 

the fact that it is painted on 

an otherwise typical house. 

The total absence of 

grandiosity or affectation 

makes for an undeniably 

emphatic statement. 
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Semantics 

Semantics is concerned with the way we 

manipulate language so that it makes sense. 

Whenever we can, we try to structure and/or 

classify our information to make it more 

accessible. A typographer will use alignment, 

juxtaposition, hierarchic distinctions, and the 

recognized conventions of reading and 

typographic craft skills to ensure that the 

meaning of words is attainable.^ 

But there are many situations in which it 

would be inappropriate for the typographer to 

apply a system, where language, by its very 

nature, becomes a more freewheeling, less 

precise mode of communication. The linguist 

David Crystal cites this example. "In everyday life, 

we use such words as hill and mountain, stream 

and river, where the real world notions are quite 

indeterminate. When does a stream become a 

river, or a hill become a mountain?"^ As words 

are, in themselves, often imprecise, this 

encourages the writer to be creative in the way 

word combinations, phrases, and sentences are 

composed. In other circumstances it might be 

the typographer's function to be creative 

in providing meaning to the text. However, 

regardless of subject or intent, every text 

requires that the typographer brings his/her 

craft skills to bear. 

All of this only emphasizes the arbitrary 

relationship between words and things. Only 

onomatopoeic words such as crash and splash 

come close to this, and even these differ from 

language to language. Language is the result of 

an agreement between people to use words in 

a predetermined way. The problem is, as we have 

already seen, words themselves are imprecise. 

Interpretation of the meaning of any text is an 

essential part of the reading experience and it 

is the responsibility of the typographer to 

ensure that this is possible. 

y 
U UW Z/0 
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u 
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Providing clarity 

Left: Univers was intended 

to have universal appeal and 

utility. It was certainly made 

universally available: hand 

composition, mechanical 

typesetting, and filmsetting 

were all included. The 

Univers family is arranged 

here according to width, 

weight, and posture. The 

rational nature of the 

typeface is reflected in this 

famous diagram. Univers was 

designed by Adrian Frutiger 

and distributed in 1957. 

Above: From the Nuremberg 
Chronicle, printed in Germany 

by Anton Koberger in 1493. 

This is a book of monumental 

ambition. The text was 

intended to be a total world 

history: biblical, classical, 

and traditional interlinked 

by a complex, all-embracing 

range of illustrations often 

connected by decorated 

coiled vines. Illustrated is 

'The sanctification of the 

seventh day." 

Right: Diagrams illustrating 

the personnel structure of 

a company in terms of 

hierarchic levels, geographic 

hierarchies, and the whole. 

From "Dynamic information 

display," Visible Language, 
XIX, No. 2,1985. 
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Graphology 

There are many ways of making typography 

function and although these share many 

typographic characteristics, they have developed 

separate traditions and disciplines of practice and 

study. Graphologists may provide the means of 

studying these interconnected areas afresh and 

bring new insights into their specialist expertise. 

So, graphology is possibly the theoretical 

area of study closest to that which typographers 

might reasonably consider to be their territory. 

Principally, it involves the study of marks and/or 

symbols that have been devised to communicate 

language in a visual form, the means and 

resources of the linear writing system, including 

the methods and the rules that govern their use. 

(Its counterpart in the study of speech might 

be phonology.) However, as graphology has 

developed out of the study of language (for 

example, by people who are not practicing 

visual communicators), it has fostered an 

entirely independent terminology. 

In graphology, each symbol is called a 

grapheme: the smallest units in a writing system 

capable of causing an alteration of meaning. Of 

course, the main graphemes of English are the 26 

letters that make up the alphabet. Others include 

the various punctuation marks and special symbols. 

The form that a grapheme takes can vary. For 

example, the grapheme "a" can appear as A, a, 0, 

and indeed, in many other forms depending on 

the typeface (or calligraphic, handwriting, sign¬ 

writing, stonecutting) style. Each of these possible 

forms is known as a graph and when graphs 

are studied as variants of a grapheme, they are 

called allographs. 

The range of variation in graphic and hand¬ 

written practice is displayed in the representation 

of modern languages. Most notably, languages 

vary in the direction in which they are written. 

left to right (e.g. English) and right to left (e.g. 

Arabic), top to bottom (e.g. Chinese), and bottom 

to top (e.g. some forms of Ancient Creek). More 

than one direction might be involved, as in 

the boustrophedon method of writing lines in 

alternate directions (see below). A language may 

use several different conventions simultaneously, 

such as the common use of a vertical 

arrangement on the spines of books, with a 

horizontal arrangement on the cover. 

The tools and technology, the surface or 

substrate, all have an influence on the kind of 

communication systems that develop. In terms 

of graphic expression, hand tools have progressed 

from reeds, styluses, quills, brushes, steel points, 

fountain pens, ballpoint pens, and fiber-tipped 

pens. Mechanized or semimechanized methods 

have included printing from wood (woodcut and 

wood engraving), metal (etching, letterpress, 

lithography, and typewriters), and computers. 

Many surfaces have been used, such as bone, 

rock, wood, clay, wax, cloth, papyrus, parchment, 

paper, film, and electronic monitor screens. 

Carved graphemes 

Below: This stone inscription 

from the Forum in Rome is in 

Boustrophedon script, which is 

written in aiternate directions, 

left to right and then right 

to left, etc. Carved around 

600 BC, it is the oldest known 

Latin inscription. 

Right: Graffiti in the soft red 

brickwork of a house, dearly 

carved when serif type was 

the norm. 
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Legibility 

Legibility and readability are not the same. 

Legibility certainly influences readability and vice 

versa, but to understand how one influences the 

other it is necessary to consider them separately. 

The degree to which a typeface is legible is entirely 

dependent on the designer of the typeface, 

whereas readability is largely the province of 

the typographer. 

Legibility is the degree to which individual 

letters can be distinguished from each other. 

Such letterforms are designed to present 

themselves in a clear and concise manner. This 

does not necessarily mean that a highly legible 

typeface cannot also have distinguishing 

characteristics—some of the most legible 

examples, such as Johnston's font for the London 

Underground, Underground, are also among our 

most distinctive faces—but it does mean that in 

the most demanding of environments, their 

individual forms remain highly visible, essential 

for those passengers for whom the station names 

are unfamiliar. 

Generally, the most legible typefaces are those 

with larger, open or closed inner spaces. This 

inevitably means a generous x-Keight. However, if 

the x-height is large, then, as a consequence, the 

ascenders and descenders will be relatively short. 

This not only affects the legibility of individual 

characters (commonly causing, among other pairs, 

the h and n, and the i and I to be confused with 

each other), but also makes the recognition of 

word shapes more difficult. 

Large counters (the enclosed and partly 

enclosed spaces within letters) are particularly 

important in helping to distinguish between 

some of the most commonly used characters —e, 

a, and s; and c and o. These lack distinguishing 

characteristics (they have no ascenders or 

descenders, and are all of a similar width and 

general shape) and contain similarly sized 

counters. There is little doubt that, owing to 

frequency of use, the most helpful aid to legibility 

in any given typeface is the provision of a 

generous "eye" for the e and enclosed a generous 

counter for the a. 

The characters most commonly mistaken for 

each other are i, j, and I; and f and t. In many 

typefaces thp I is also almost identical to the 

numeral i, and the letter 0 to the zero o. Relative 

legibility is also affected by the individual size 

of letters; for instance, m and w are intrinsically 

more legible than i or I simply because they have 

a larger presence. 

Having considered legibility in terms of 

distinctive word shapes and definition of 

structural elements of letters (ascenders, 

descenders, counters, and serifs), there is a third 

aspect—that of type size. Using a small size of 

type, perhaps 6pt or less, will deny the text to 

a large proportion of the targeted audience. 

As discussed earlier, when a small size is 

unavoidable, then its deficiencies can be 

minimized by the use of a typeface with a 

large x-height. 

Finally, another condition which governs 

legibility is tonal contrast, for example, between 

word and substrate. Naturally, where word and 

background tone are close, legibility will be 

affected. What is less obvious is that a text 

printed black will be more legible on a matte, 

off-white (cream) colored paper than a gloss high 

white. The mix of surface shine and high contrast 

can prove both irksome and tiring. 
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EAST FINCHLEY 

Recognition and distinction 
Left: London Underground, 
designed by Edward 

Johnston, is a distinctive 

face that can be recognized 

in the most demanding of 

environments. Its individual 

letterforms remain highly 

visible: essential for those 

passengers for whom the 

names are unfamiliar. 

Below: Albatross was an 

English-language series 

begun in Hamburg with 

typography by Hans 

Mardersteig. Its appearence 

owed much to theTauchnitz 

Editions [see page 39J. 

Penguin books, launched in 

1936, used the same format 

and a rather similar name. 

The design of the early 

Penguin Books, by Edward 

Young, was simple and striking. 

Bliss was published in 1935 

and A Safety Match in 1938. 

z A SAFETY ■n 0 
1- MATCH 

n H 
u 0 
U- 

IAN HAY z 

I 
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Readability 

In the early years of a child's reading development, 

the attainment of mechanical skills is gained 

initially with the aid of a finger to help left to 

right progression and accurate return sweeps from 

the end of one line on to the beginning of the 

next. By reminding ourselves of what were the 

perfunctory difficulties of childhood reading, 

we give ourselves an insight into the fundamental 

mechanics and principles of setting text. 

Alongside this is the recognition of words 

and the functions of spaces and accompanying 

punctuation. These essential skills are gained 

with great effort, but they must, as soon as 

possible, become automatic; eventually, the 

reader should not normally be aware of the 

activity of reading at all. 

We also learn the various reading skills 

necessary for acguiring differing kinds of 

information. Documents such as directories, 

catalogs, indices, encyclopedias, flyers, forms, 

junk mail, etc. reguire an adjustment to learned 

reading skills. In effect, we learn how to find 

and select, and how to respond. 

The ability to read quickly and to be able to 

select in order to use time efficiently depends 

very much on the order and arrangement of type 

being normal. Surprises are disruptive to the 

mechanics of reading. 

Despite the thousands of typefaces available 

today, those typefaces most appropriate for 

textual setting fall into a narrow category and, 

on the whole, follow a traditional pattern. Fonts 

designed to incorporate old face characteristics 

are traditionally considered easiest to read {Caslon), 

transitional are less easy (Boskerville), and modern 

(Bodoni) are hardest to read (see opposite). Of 

course, all are normally perfectly legible, and with 

careful application all can be made readable 

(although some less efficiently than others).^ 

Today, sans serifs (type without serifs) vary so 

much in form that one cannot generalize about 

their readability. The rule was that sans-serif 

type was less efficient for reading, but better for 

legibility—initial character recognition —hence 

its use in early reading books and for signage. 

Notable efforts have been made to design 

sans-serif fonts with calligraphic characterisitics, 

providing a distinct left to right emphasis. 

Foundry Form Sans, the font used for the text 

you are reading now has such an emphasis. 

Lowercase characters, unlike capitals, are 

designed to work in close proximity with each 

other, providing an uninterrupted visual flow, a 

dynamic left to right momentum, the idea being 

that the reader's eye is able to skim, without 

hesitation, along a line of type, recognizing the 

essential and distinctively unique shapes of each 

individual word. Consistency of style must be 

adhered to if the reader is to feel comfortable. 

It is not surprising then that the rule for good 

textual setting is that it should be so predictable, 

so normal, as to be invisible to the reader (while 

for display type the opposite must apply).The 

oft-repeated truism "a type which is read most 

is read easiesf'only serves to emphasize that the 

appearance of textual setting, once established, 

must remain predictable. 
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Selecting a typeface 
Choice of typeface will 

depend on several factors, 

including economic, color 

Cthe overall tone of gray 

when set as text), and 

which characteristics (visual, 

cultural, historic) best suit 

the subject matter. In the 

twentieth century, each 

change of technology has 

brought with it new typefaces 

and the adaptation of older 

typefaces, some more 

successful than others. The 

characteristics commonly 

required of a readable 

typeface are openness of form, 

prominent ascenders and 

descenders, modeled serifs, 

and directional momentum. 

Top: An example of a Modern- 

style newspaper typeface. 

Middle: The same typeface as 

it appears under a microscope, 

printed on newsprint. 

Bottom: Excelsior has open 

counters designed to avoid 

ink traps. (John E Allen, 

Newspaper Makeup, Harpers 

& Brothers, 1936.) 

This is Caslon 

This is Baskerville 

This is Bodoni 
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Spelling 

The Latin alphabet of 26 characters relates well 

to spoken Latin, but not so well to English. A 

match between spoken English would require an 

alphabet in excess of 40 characters. The disparity 

between English speech-sound and English 

notation has to be alleviated by a quirky use of 

spelling. The widely cited figure is that only 75% 

of English spelling is predictable. Unfortunately, 

a high proportion of the remaining 25% of words 

are among the most frequently used in everyday 

written and spoken language. 

Portraying speech in a written or printed form 

requires ingenuity. When emphasis or hesitation, 

sadness or enthusiasm needs to be expressed, 

spelling can be altered, for example "what a 

byoo-ootiful song." This expression can be 

heightened considerably by the use of italics, 

"what a byoo-ootiful song" or, in circumstances 

outside a text, by the use of scale, color, and 

typographic form. 

There are six or seven large dictionaries of the 

English language in daily use. They do not agree 

on the spelling of every word because spellings 

evolve as language evolves. There is also the 

question of national preferences —English 

dictionaries retain the u in, for example, honour 

and colour, and have a preference for s in words 

that North American dictionaries spell with a z, 

such as: authorise and harmonise. This book uses 

the American Merriom Webster's Dictionary. There 

are some words, such as theatre/theater, which 

appear in both forms in dictionaries on both sides 

of the Atlantic. Preference concerning compounds 

is also often different: co-ordinated/coordinated. 

Program/programme is an example of a word 

that is currently changing because of the global 

influence of digital media and the dominance 

in that field by North American companies. In 

North America it is always program but in Britain, 

both spellings are currently in use: programme in 

conjunction with media such as television, radio, 

or to describe a plan of events, but program when 

referring to computers and computer software. 

Similarly, fount was the word used to describe 

a complete set of typographic sorts: uppercase 

and lowercase, numerals, punctuation, etc. Pont is 

The Mock Turtle sighed deeply, and began, 

in a voice sometimes choked v\dth sobs, to sing this: 

“ Beautiful Soup., so rich and green. 

Waiting in a hot tureen ! 

Who for such dainties would not stoop ? 

Soup of the evening, beautiful Soup ! 

Soup of the evening, beautiful Soup ! 

Beau—ootiful Soo'—oop ! 

Beau—ootiful Soo—oop ! 

Soo—oop of the e—e—evening. 

Beautiful, beautiful Soup ! 
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the North American spelling and it is this that has 

come to dominate, again due to North American 

origins of the computers that most people use. 

Variations of British and American spelling and 

of compounded and separated words (rail road, 

rail-road, railroad) are of little importance to 

many readers. Toleration is conceded to national 

mannerisms that have been confirmed by their 

usage. Dictionaries, like typesetting manuals, 

follow rather than create or sustain convention. 

How faithfully should a typographer follow 

the copy as presented? It might seem appropriate, 

indeed professional, to correct a client's text, 

but this is always done at risk. Unconventional 

punctuation and words that do not appear in any 

dictionary are common occurrences. Although the 

author is the expert in the subject of the text, the 

typographer is responsible for the presentation 

of the text in its printed form and so any doubts 

must be addressed as part of a fully structured 

strategy of proofreading and client checking 

agreed at the outset by all concerned. 

In the 1960s through to the 1980s, the excellent 

typesetters (many being ex-compositors from 

the print trade) could be depended on to fix 

(or query, at least) such details as accents for 

foreign words and proper names, and oddly spelt 

geographical names. They would enter en or em 

dashes and, where appropriate, replace numerals 

in running text with words, and so on. Most 

typographers consider themselves capable 

of proofreading, but few (very few) have the 

appropriate knowledge, skills, and the very 

particular, tediously pedantic attitude required 

to do the Job well. Proofreading is a skill quite 

separate from typography, although proofreaders 

who were previously employed in the printing 

industry are especially prized! Proofreading is 

equivalent to quality control in the 

manufacturing and service industries. 

Portraying speech 
Far left: Creative spelling 

and appropriate use of em 

dashes. Lewis Carroll, Alice 
in Wonderland, Hodder & 

Stoughton, London, 1982. 

Below: A good proofreader 

and/or editor will do far more 

than simply correct spellings. 

Variations of British and American spelling and of compounded and separated words 

(rail road, rail-road, railroad) are of little importance to many readers. Toleration is conceded 

to national mannerisms that have been confirmed by their 

ting manuals, follow rather than ccealingjjp^verrDpl^^oli^ convention. 

(Pf / 

usjage. Dictionaries, like typeset- 
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Alphabets 

With the Latin alphabet, there is a direct 

correspondence between the marks written or 

printed on paper and the sounds in Latin which 

they represent. Instead of several thousand 

logograms, as required in Chinese writing, 

alphabetic systems need only a relatively small 

number of symbols which have been adapted 

to a wide range of languages. 

Most alphabets contain somewhere between 

24 and 40 characters/symbols, but the relative 

complexity or simplicity of individual sound 

systems will lead to varying numbers of symbols. 

The evolution of the textual (lowercase) 

alphabet grew from the capital alphabet by 

way of a transitional uncial alphabet (used 

especially in Creek and Latin manuscripts). 

Attempting to write quickly using capitals only, 

uncials became an interim stage, a compromise. 

Textuals as a full and true lowercase were 

eventually adopted possibly because the text 

was easier to write with haste by the scribe, 

and because the output gave a unique shape 

to every written word. 

It is often stated that the Latin alphabet 

consists of just 26 (originally 24) characters, 

but if you include uppercase and lowercase, 

accented (diacritical) characters, continental 

consonants and vowels, the Latin alphabet 

grows to at least 260. If, to this, are added small 

caps; lining and nonlining numerals; punctuation; 

Hebrew and Creek characters; special technical 

and mathematical symbols; as well as the usual 

range of ligatures, then the number of "sorts" 

can easily exceed 400. If to this are added four 

weights (for example, light, book, medium, and 

bold), the number well exceeds i,6oo. 

ABCDEFGHI KLMN 

'^©'O o 00^ (- 

OPQRSTUXY 

^ L -i oBras'd^ 

ABCDEFGHIKLMN 

0 P Q R S T U 

Alternative alphabets 

Above: Alphabets such as 

these were used as symbols for 

alchemical elements and as a 

code to conceal knowledge. 

Right: Magic figures in a Thai 

inscription from Kiang-Mai, 

North Thailand, serving as 

protection for the city. Etudes 
diverses, Vol. 2. Paris, 1898. 
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In the eighteenth century, a hand-compositor 

had 152 compartments in the two (upper and 

lower) cases holding what was then considered 

to be the basic number of sorts in a given font. 

When more sorts were required additional cases 

would be used. In 1455, Gutenberg's cases held 

290 sorts all of a single typeface at one size 

(no accents) which he used to typeset his 

42-Line Bible. 

Lowercase italic letters are traditionally 

narrower than lowercase roman letters and 

generally slope by varying degrees toward the 

right. Importantly, they also have certain details 

that are reminiscent of the cursive handwriting 

from which they are derived. Various sorts of 

sloping or quasi-cursive roman capitals have 

been designed in an attempt to match their 

lowercase equivalents. Although these might 

work reasonably well in combination with italic 

lowercase, italic caps generally do not work 

well when used exclusively together due to the 

necessary adjustments to the diagonals required 

in accommodating the slope of the letters. 

As the industrial revolution took hold in the 

nineteenth century, large-scale manufacturers 

and service providers looked to the power 

of print to advertise, for example, products, 

transport, and entertainment. Bold, condensed, 

and expanded typefaces were designed and 

manufactured specifically for the purpose of 

attracting attention. Some of these "novelty" 

faces (see pages 122-127) were later adapted 

for use in textual setting and today we expect 

at least three, and sometimes five, weights. 

There are several other systems of writing, 

usually devised for a purpose for which the 

normal alphabet is too complex or too time- 

consuming. Shorthand is a method of writing 

at speed using a mixture of symbols and 

abbreviations, and is best known for its 

use by Journalists and secretaries. There is 

nothing new about such systems; Samuel 

Pepys famously wrote his diaries using a 

shorthand system devised in the early 

seventeenth century.^ 

Composing rooms 
Woodcut of a Chinese 

composing room, 1777. The 

movable type was made of 

wood: metal was too expensive. 
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Punctuation 

A normal font of type will usually include about 

24 signs of punctuation. The punctuation we use 

today has its roots in rhetoric. The terms comma, 

colon, and period (also commonly called a full 

point or full stop) were used by Aristophanes 

to formulate a means of discourse for rhetoric 

where they were used to establish rhythmical 

units of speech. 

As a source of rhetoric rather than grammatical 

cues, punctuation served to regulate pace and 

provide emphasis to particular phrases rather than 

just marking the logical structure of sentences. 

Punctuation, therefore, would be positioned 

wherever the speaker should make a momentary 

pause, and provide breathing cues. 

However, after the invention of printing, 

grammarians began to base their punctuation 

marks on structure rather than the spoken 

word. For example, the comma became a mark 

of separation, the semicolon worked as a Joint 

between independent clauses, the colon indicated 

grammatical discontinuity. Writing became 

separated from speech, and the proliferation 

of printing played an essential role in formalizing 

the rules about punctuation and every other 

aspect of grammar. 

But although structure is the strongest 

rationale today, punctuation remains a largely 

intuitive part of writing. A writer can still choose 

several ways to punctuate, any of which will 

be correct, although each will provide a slightly 

different rhythm and expression. In this way, the 

rhetorical roots of punctuation still function. For 

example, in speech, a rising and falling speech 

pattern is widely interpreted as expressing a 

contrast between questioning (a rising inflection) 

and stating (a flat or falling inflection). In writing, 

such contrasts of inflection are attempted by 

means of punctuation (illustrated opposite). 

short and long pauses 

In his Authors' and Printers' 
Dictionary (Oxford University 

Press, 1938), F. Howard Collins 
begins his entry concerning 

punctuation "The chief 
difficulty lies in the use of 

the comma, semicolon, colon 
and period. In general they 
correspond, in the order 

named, to shorter or longer 
pauses as heard in correct 
speech; but no absolute 

rules can be given." As a 

consequence, nine pages 
of concise explanation are 

required. (The cover of this 
book is reproduced on 

page 39.) 
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Written inflections 
A rising and falling speech 

pattern is widely interpreted 

as expressing a contrast 

between questioning (a rising 

inflection) and stating (a flat 

or falling inflection). In 

writing, such contrasts are 

suggested by means of 

punctuation. CThe optional 

use of italic also helps.) 
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Numerals 

Methods of recording numbers appeared in 

cultures long before attempts to formulate a 

record of spoken language. Numerical notation 

provides a profound visual statement about how 

cultures have attempted to depict order. 

Although the formalistic nature of writing is 

generally considered secondary to the intuitive 

nature of the spoken word, early written 

representations of numbers show that the choice 

of numerical symbols helped to structure spoken 

language and give form to its written language. 

In the general communication of numbers— 

bartering, counting, and sharing —it is common to 

use objects such as sticks, stones, beads, fingers, 

and other parts of the body, rather than graphic 

marks. The simplest form of recording a number 

of items is to make a mark for each one: a tally. 

A straight line, cut or drawn, is almost always the 

preferred mark presumably because of its distinct 

variance with the generally random characteristics 

of nature. It's mon-made! However, larger 

numbers recorded this way cannot be read, in fact 

they have to be counted, which is time- 

consuming. To alleviate this, marks can be 

grouped into fives, tens, or twenties, etc. 

Linguists call this kind of activity indexical. Such 

marks are augmented by operational codes, for 

example; + - x h- and =. 

The reason most cultures use number 

sequences organized into groups of 5, io, or 20 is 

simply the convenience of hands and feet, fingers 

and toes for counting. The word digit derives 

from digitus,Tatin for "finger and toe." 

Roman numerals were the dominant written 

numbers in Europe until the rise of the Hindu- 

Arabic system. The Roman system used the 

principle of ordering and grouping to the power 

of 10; I x c m; 1,10,100,1,000. These are sub¬ 

divided by five: v L o; 5, 50, 500. The figure in 

represents three: one one one, whereas the 

figure ccc represents 300:100 lOO 100. 

The graphic symbols used by the Romans 

could be derived from tally marks. In this case, 

it is possible that the Roman alphabet is, at least 

in part, a development of the numerical system. 

Arabic numerals entered the scribal tradition 

in Europe in the thirteenth century. Before that 

(and for many purposes afterwards) European 

+ -X-r = #As:° 

AI>oo J<|j;z‘n 

^°a%on±/v 

Augmentative symbols 

Left: Mathematical and other 

symbols used with numerals: 

plus, minus, multiplied by, 

divided by, equal to, number 

(USA), to the power of, 

equivalent to, degrees, 

increment, summation, 

epsilon, greater than/equal 

to, infinity, integral, less 

than/equal to, prefix 

multiplier, not equal to, 

volume, ordinal a, ordinal o, 

partial difference, per 

thousand, product of’plus 

or minus, divided by (fraction 

bar), square root. 

Roman numerals 

Right: Roman numerals are 

commonly used where there 

is a need to differentiate 

between two sets of numbers. 

A contents page is a typical 

example because each chapter 

has a sequential number and 

a page number. H.E.V. Cillham, 

Printing: a craft for schools, 

Pitman Publishing 

Corporation, 1933. 
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scribes used roman numerals, written in capitals 

when they occur among capital letters and in 

lowercase when among lowercase letters. 

When Arabic numerals became part of the 

Roman alphabet, they were also given lowercase 

and uppercase forms. Lowercase numerals are 

called nonlining numerals, text numerals, hanging 

numerals, lowercase numerals, and old-style 

numerals. Uppercase numerals are called lining 

numerals, titling numerals, and ranging numerals. 

In the twentieth century, lining numerals were 

also briefly called modern numerals (as opposed 

to old-style numerals). 

Nonlining numerals were the norm in European 

typography between 1540 and i8oo, but before 

the beginning of the nineteenth century, and 
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coinciding with a period of rapid industrial and 

commercial growth, the British punchcutter 

Richard Austin had cut and successfully marketed 

a font of three-quarter-high lining numerals for 

the type founder John Bell. These single-height 

letters were preferred in documents where clear, 

clean, horizontal, and vertical lines of numbers 

were required, for example on price lists and 

transport timetables. Other founders quickly 

adjusted their own lining numerals to full cap- 

height. Lining numerals were further popularized 

by the manufacturers of typewriters, who 

presumably chose them over nonlining numerals 

because of the various forms of tabular work 

required for company accounts. 

However, early in the twentieth century, 

there was a revival of the calligraphic-influenced 

letterforms of the Renaissance, and nonlining 

numerals found their way back into book 

typography. Since then, nonlining numerals have 

appeared irregularly, depending on the whim 

of the type designer and/or the foundry. Today 

the situation is much improved and the better 

digital foundries now regularly offer both lining 

and nonlining numerals with many fonts. 

vii 
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Spatial cues 

So much of what might be termed the craft 

of typography is about the manipulation of 

space. Whereas the reader concentrates on the 

letterforms (or, more precisely, the words they 

construct), the typographer is constantly judging 

the spaces between the letterforms, words, lines 

of words, perhaps paragraphs, and the marginal 

spaces around the text. 

Space, along with punctuation, is used to 

break a text into meaningful segments. 

Sometimes spatial and typographic cues are 

combined, for example, in the bold heading 

at the top of this page. A text that is clearly 

segmented or "opened up" is easier to 

comprehend, revise, and research. It is, therefore, 

common in texts of a technical nature for the 

paragraphs to be separated by a one-line space, 

whereas paragraphs in fictional texts are more 

discreet, generally indicated with a short indent 

at the beginning of all paragraphs (except 

the first). 

The effect of a space within a page of text 

generally causes the reader to pause, and so, for 

the typographer, it can be a very effective way 

of providing emphasis, a sense of structure, 

and a control of rhythm. For the same reason, 

interword spaces must be closely monitored to 

ensure that where a smooth flow of uninterrupted 

information is required, spaces are as even as 

possible. The amount of space allocated between 

all character pairs is designed by the type 

designer as an integral part of a font. 

Nevertheless, "problem" character pairs, typically 

involving the T and W (for example, Ta, not Ta) 

should always be checked. 

At textual sizes, it is rarely necessary to adjust 

the spaces between lowercase characters, but 

capitals of any size need to be carefully inspected 

(for example, LILY not LILY). 
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1} InunduciMn. Tlir (iMucalTtwofTof 
jj Ptti 0«< 

a: WriAUoatf>n ibe KwRuiuModcro-fact, p4c>facc. C«ApreMe<l 

jlft Saiw-Knl 
41 4-P*'P**«n 
45 j; lome m Claren Jon 
4S TuKvn 
Si 7’ o>iMinu»cqle 
^6 8: Tke PliuJ I oKrr, Insular, VlKUl, Corhsc 

Msjuaeute 

I): Toimrils »t <iniptcbriKivc 'fbtory ol LclKnnK 
67 io:Kto»i««ndi(>tE\smpIcofStmiL«neTun 
72 ti:K.tpn»cieismmLci»Tii))r 
78 12: MaierulsnO Design: j. TbeThnc.Dimeossooftl l.otter 
8: 13^ MvcriaUnJDoiijpuu. Interaction 
87 Epilogue: Lciierinfandihr ModemMoxnoBt 

97 Plo4y, 
185 Bittiegraj>Sir0lN<af 
187 Mfx 

lie runnnst or this booki*to uoUte the wctuienurallcaer; to 
a».*ov« ibo sptciAc principles which apply Co it and, in psrticutir, 
• rrlati^ipjo atchiircture itscir; snd 10 pcoend thence to a 

iptmeh to the subject; 10 get away from doetrinnite idcM. These in 
juledge of some other lae o( lettering, sod 

finds have 
impose or 

ne general application. 
has been empirieaL I hate looked about me in the 
ei wbicb I hate over the last five yean and 
Wed enimptea whidi I ihought good of iW kind, 
jnd here daatiiied from two poinriuf view, in part one 
leir fwiiul type, and in part two according to the 
c ilesignet and the effect of hia work. In the intern, 
ixamincd current praetke and ill theofetical baaia, apd 
KoterrJ the turpriringly various and fundamcna] 
■ed. The tlieoreti^ princes at which I have arrived 

are mated in part two, chapter i. They are oM iocmded to form a 
complete or watatight syatein, but rathre to be a starting point, anew 
Wa)- of looking at piobknia and poaeibiIrtM*, a way srhlA k both 
comprehensive and adaptable. The theory of the letter at vtbidi I 
have arrived 11 of the tame nature. I sec each letter as a eonvcntioBal 
shape, or rather shapes, since today «Icam at the very least tvw 
sliapes for cvety letter which we aaaoesale with a sound. These ibapes 
have a lualonc continuity, and have been ciyaulliied into rari^ 
cKwnis at certain ^la of hittoty. I see no iMceaBty Id posit any id<n 
of absolulelelter.forma and therefore no reason why the future thould 
nor --^ ^ prob*U, 

It Ihe pceaent tiirw 
emeot is aitoUi/. of cooraa. to the ereatinev of 
ana And otM can expeea h to happen oojy 

the proeeaa of doing so 

Space around text 

The hierarchy of information 

is cued by space as much as 

by size or weight of type. 

Nicolette Cray, Lettering on 

Buildings, The Architectural 

Press, London, i960. 

94 Anatomy 



The decision concerning word space depends 

on several factors, firstly the relative width of the 

typeface [the narrower, or more condensed the 

typeface, the less word space required) and the 

"fit" (the relative intercharacter space allocated 

by the type designer). The decision might also 

depend on the kind of text. 

There has been a general tendency in new 

typefaces (including recuts of "classic" typefaces) 

for a slightly more condensed form (as well 

as a larger x-height) in an attempt to be more 

economical with space while maintaining 

readability. Along with this slightly more 

condensed form has come a slightly tighter fit. 

A result of this tighter appearance of textual 

material is that spaces following a full point and 

comma tend to appear too conspicuous because 

of the "additional" space contributed to the word 

space by the area above the punctuation mark. 

Most typefaces look and read better for having 

these spaces slightly reduced. 

Because of the inflectional power of the ! 

and the ? it is often good practice to add a 

little extra space between the previous word 

and the exclamation mark, and between the 

previous word and the question mark. After all, 

the inflectional power applies to the whole 

exclamation, the whole question, and not 

merely the last word! (Not word!) 

Intercharacter spaces 
Above: The space between 

characters and words depends 

on the amount of space inside 
characters which, in turn, 

depends on the character 

width. The counter of the 

Boskerville Q is far wider than 

that of the Bodoni Q. The 

"fit" (the amount of inter- 

character space) is allocated 

by the type designer. 

Internal spaces 

Right: Even when tracked at 

minus 5, these characters are 

still "close but not touching" 

and yet are clearly too close 

for comfortable reading.The 

spaces between the characters 

must balance with the spaces 

within the characters. 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

tight but not touching 

+6 

+5 

+4 

+3 

+2 

+ 1 

0 

-1 

-2 

-3 

-4 

-5 

-6 
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Lineartexts 

The typographer's organization of a message 

should reflect the author's intent by determining 

the reading, searching, or looking strategy of 

the user. The wording linear text^ is used here to 

describe those texts that generally consist of a 

continuous flow of words albeit with interruptions 

caused by line endings, paragraphs, chapters, 

sections or parts, and page turning. (Nonlinear 

texts, such as lists and matrices, as well as various 

uses of display type, are dealt with from page no.) 

The word text has a definite ring about it. Text 

has status; departing from a text means digressing, 

improvising, or embroidering. The lawmaking of 

governments and legislatures is based on the 

reading or interpretation of the text; the 

administration of justice and the regulation of 

institutional affairs turn on the interpretation of 

text. Apart from its use in religious sermons ("I 

take as my text ..."), text is generally associated 

with sustained stretches of written language. 

Thus, the text of a book is referred to in contrast 

to anything that is not part of the continuous 

prose (i.e., nonlinear): folios, footnotes, captions, 

running heads, references, index, contents, etc. 

When the effectiveness of the design of a text 

is assessed, the lack of empirical knowledge about 

what actually happens when a reader reads means 

that we tend to fall back on a mixture of personal 

esthetic and functional preferences.^ It might be 

that esthetics are, in fact, an important element 

in ensuring that a text is readable. In fact, it 

is probable that the reader will find a text that 

is easiest to read is also, esthetically, the most 

pleasing. That both form and function should 

be based on "fit for purpose" is a long-held 

convention in typography. 

A work of fiction generally consists of a 

continuous flow of words, with minimal pauses 

for paragraphs and broken only by each new 

chapter. Textbooks, manuals, catalogs, and other 

non-fiction books, however, are generally broken 

down into many more parts, not only by chapters, 

but also with sections and subsections. Then 

there are captions, footnotes, block quotations, 

and, more likely than not, line spaces between 

paragraphs. To enable the reader to recognize 

the hierarchic structure, each "signpost" requires 

its own typographic identity, position, and form. 

Every layer must be consistently applied, 

distinct yet inexorably a part of the whole. 

Hierarchy articulates by providing such 

visual cues. 

n&iatus rum in tis>£ria no (n 
in mtiiotit l)ii in muto funn 
igti all tr oniio' 9ater fantte: 
rpa ros in nofr mo quos Ot' 
OiQi mittii: ut Gnt unu ftnit tt 
nos^iu tffnn mm dsrtgo rtt^ 
uaba coo in nofr tuO'fiuos 
Oifli mittii tgo lu&oOmi: tt nt 
mo n no ptriit nifi &IP noirio - 
nismt rojpmra implta^ fim 
am aO tt utnioitt btt loquot f 
muoouit babtat gaubiu mtu 
fpltm in rnnrtipis>£go itbi tit 
fttmont mu:i mub^ kjb obio 
babuit; ja no funt tt miibo ft 
tut 1 tgo no (ii tt muto* ]Bo ro ^ 
qo ut tollas too tt munto:(tb 
ut fttuto too a malO'Ht mun^ 
to no (untTitut tt tgo no fum 
btmuto«S>ath'hta too in otri ^ 
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There are also visual cues in the shape of the 

text. Although a horizontal motion is predominant 

in handwriting and for early readers, a tall column 

of text suggests an expectation of reading 

fluency, and, therefore, a more sophisticated, 

more demanding content. A very narrow column, 

however, is associated with disposable information, 

perhaps lacking in substance or, even, credibility. 

(I suspect, largely owing to the impermanent 

nature of newspapers.) 

The variety of media and guises in which text 

appears today has made the potential reader 

aware of the prevailing textual codes. This is, in 

Visual cues 

Below left: The 36-Line 
Bible, printed by Fust and 

Schoeffer in Mainz in 1462. 
The text is based very much 
on the Gutenberg (or 42- 
Line) Bible, printed circa 1455. 

Visual cues to help the reader 
through the largely unbroken 

text are provided by hand- 
applied highlights on the 
capitals at the beginning 
of sentences. 

Annotated texts 

Annotations were common 
in texts even before printing 
was introduced to Europe, but 
became particularly popular 
with the growth of universities 
during the Renaissance. 
Below: Here both texts are 
justified. The original text, 
typically being the larger, 

requires a wider measure. 
The common problems of 

applying Justified setting to 
such a narrow measure are 

clearly visible. In particular, 
the fractured appearence 
of the left-hand column and 
the holes in the right-hand 
column. Martin Gardner, The 
Annotated Alice, Penguin 
Books, 2001. 

144 j Through the Looking-Glass 

It was characteristic of Carrotl, 

h his iove of sharp contrast, to 
sn his senjueJ on an indoor, mid- 

Iter scene. (The pm-ious book 

ais out of doors on a warm May 
Tuoon.) The wintry weather also 
rooniacs with the wntry symbols 

age and approaching death that 
5f into bis prefatory and terminal 
ms. The preparation for a bonfire 

Alice’s remark “Do you know 
rt tomorrow is, Kitty?" suggest 

the date was November .f, the 

before Guy Fawkes Day. (The 

day was annually celebrated at 
ist Church with a huge bonfire in 

ewater Quadrangle.) This is sup- 
ed by Alice's sfatement to the 

tc Queen {Chapter 5) that she is 

lily seven and one half years old. 

Mice UddcITs birthday was May 
nd the previous trip to Wondcr- 

occurred on May 4, when Alice 

umably was exactly seven (see 
* 6, Chapter 7 of the previous 

t}. As Robert Mitchell says m a 

r. May 4 and November 4, being 

(lonths apart, arc two dates that 
i not be further separated. 

lis leaves open the question of 

her the year is 1854 (when Alice 

illy was seven), i860. i86i, or 

when Carroll told and wrote 

1 the story 0/ Alice’s first ad- 
ire. November 4. 1859, was a 

y. In i860 It was Sunday, in 
Monday, and in j 862 Tuesday, 

ast date seems the most plaus- 

n view of Alice's remark to the 
I (in the next paragraph but 

:hat she is saving up her punish- 

i until a week from Wednesday. 

s. .Mavis Bane)', in her booklet 

f Adventures in Oxford (A 

Pictonal Guide, 1980), argues 

ie day was March j o, 1863, the 

Qg day of the Prince of Wales, 

occasion was celebrated at 
d with bonfires and fireworks, 

his diary Carroll tells of taking 

kiss to make it understand that it was in disgrace. 

“Really, Dinah ought to have taught you better 

manners! You oughts Dinah, you know you 

ought!” she added, looking reproachfully at the 

old cat, and speaking in as cross a voice as she 

could manage—and then she scrambled back 

into the arm-chair, taking the kitten and the 

worsted with her, and began winding up the ball 

again. But she didn’t get on very fast, as she was 

talking all the time, sometimes to the kinen, and 

sometimes to herself. Kitt)' sat ver>' demurely on 

her knee, pretending to watch the progress of the 

winding, and now and then puning out one paw 

and gently touching the ball, as if it would be 

glad to help if It might. 

“Do you know what to-morrow is, Kirry.^” 

Alice began. “You’d have guessed if you’d been 

up in the window with me—only Dinah was 

making you tidy, so you couldn’t. I was watching 

the hoys getting in sticks for the bonfire'—and it 

wants plenty of sticks, Kitty! Only it got so cold, 

and It snowed so, they had to leave off. Never 

mind, Kitty, we’ll go and see the bonfire to¬ 

morrow.” Here Alice wound two or three turns 

of the worsted round the kitten's neck, just to 

see how it would look: this led to a scramble, in 

which the ball rolled down upon the floor, and 

yards and yards of it got unwound again. 

Looking-Glass House 1145 

“Do you know, I was so angry, Kitty,” Alice 

went on, as soon as they were comfortably set¬ 

tled again, “when I saw ail the mischief you had 

been doing, I was very nearly opening the win¬ 

dow, and putting you out into the snow! And 

you’d have deserved it, you little mischievous 

darling! What have you got to say for yourself? 

Now don’t interrupt me!" she went on, holding 

up one finger. “T'm going to tell you all your 

faults. Number one: you squeaked twice while 

Dinah was washing your face this morning. Now 

you ca’n’r deny it, Kitty: 1 heard you! What’s that 

you say?” (pretending that the kitten was speak¬ 

ing). "Her paw went into your eye? Well, that’s 

your fault, for keeping your eyes open—if you’d 

shut them right up, it wouldn’t have happened. 

Now don’t make any more excuses, but listen! 

Number two: you pulled Snowdrop^ away by the 

tail just as 1 had put down the saucer of milk 

on an evening tour thro 

heu;uvcoity..‘‘iewasdel.ghtfu 
. thorough abandonn 

wKh which Alice enjoyed the wi 
Ix Carroll's diary 
March 9 and 10 makes no mentio 
the snow Alice speaks of. Howe 

Baitey's conjecture is suppoi 
by the faa that in England snoi 

very rare in early November and q 
common in March. 

1. Snowdrop was the name of a kit¬ 

ten belonging to one of CarroU's early 
child-friends. Mary MacDonald. 
Mary was the daughter of Carroll's 

good friend George MacDonald, the 
Scottish poctand novelist, and audior 

of such well-known children’s fan- 
tasies as The Princess and the Goblin 

and At the Back of the North Wind. 

The MacDonald cbjfdren were in 
pan responsible for Qrroil's decision 
to publish Alice's Adventures in 

Wonderland. To test the story's 
general appeal, he asked Mrs. Mac¬ 

Donald to read the manuscript to her 
children. The reception was enthusi¬ 

astic. Greville, age six (who later 

recalled the occasion in his book 

George MacDonald and His Wife), 
declared that there ought to be sixty 
thousand copies of it. 

Kitty and Snowdrop, the black 
and w'hitc kittens, reflect the chess¬ 

board s black and white squares, and 

the red and white pieces of the 
book’s chess game. 



part, because "modern reading is faster reading,"^ 

and the publishing industries recognize the 

importance of a potential reader/buyer being 

able to decide rapidly what a text has to offer. 

Typographic design is employed to make clear 

at a glance where the text stands among other 

texts. The fact that the appearance of the text 

alone has this communicative potential can be 

of great value. 

The task of the typographer is often likened to 

that of a theater director, using actors with which 

to interpret a script, or the orchestra conductor, 

using musicians to interpret a score. I feel a little 

uncomfortable with such grandiose comparisons, 

probably because the typographer generally 

plays a quieter, more deferential role. There is, 

undeniably, the opportunity to use knowledge 

and technical skills creatively, but utilized to 

provide a text that is both coherent and pertinent 

above all else. The appearance of text establishes 

the care with which it is presented, its authenticity, 

and its persuasive power. It certainly represents 

the skill and creative sensitivity of the typographer 

who made the text visible. Even if the reader 

remains oblivious to the fact. 

Linear arrangements 

Catalog for an exhibition in 

which the introduction, made 

up of a series of lineartexts, 

has been arranged so that it 

can be read in a number of 

interconnected ways. Printed 

in gray and black. Designed 

by Alan Robertson for the 

Whanganui Regional Museum, 

New Zealand, 2005. 

THC INFIiril«TI»H 
EXKISITIOH 

ALAK 
KOBERTSON 

Inthisunusuai 

'exhibition' eight 

New Zealand 

artists and writers have invented 

(of whom three 

reside locat(y) 

and constructed 

a series of 

installatiens 

in the manner of 

museumexhibits. 

With the skilled 

assistance of museum 

staff 

Each artist's 

label tellsa 

(fictitious) story 

by way of 

'explaining' the 

'meaning'behind 

mounted by 

Whan^nui Regional 

Museum 

theartw<^_.Mch lespwWve, 

t^autifully 

crafted, artefact. 

have been 

carefully positioned In this way 

within and among the past has been 

the famitiardisplays interpolated by 

and cases of 

the museum. the present 

in order to 

provoke response tothecultural 

artd politicai 

ambiguity of 

the museum 

imperative. 

J ; TfXTOf 
PAGf *1 

i introoucinc 
• fXMiBiT'ONON 
: OlANINONICMt 
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Text and image placement 
This relentless text begins on 

the cover and flows over the 

black-and-white images that 

run throughout the book. 

The element of chance (for 

example, when and where the 

text happens to be readable] 

is an essential part of 

Rauschenberg's work. Andrew 

Forge, Rauschenberg, Harry 

Abrams, New York, 1969. 

museum where the walkie-talkie art-appreeiation gadgets some- 
•|utnbers of the pictures mixed: what would the pictures look like? 

' Ttssible, in the absence of the familiar smooth agreement between 
lidea, to find new spaces, new air to breathe, a new relationshio 

^cts? 
in London in 1964 with the Merce Cunningham Dance Com- 

l^enberg visited the zoo. Afterward he gave an account of something 
?d seen there. Two old people, a man and a woman, had been exploring 

^teikts of a litter basket. When one found something he showed it or-offered 
other. The trouble was that by the time the old lady had straightened up 
fapped and identified her find, the other was doubled up with his head in 

and by the time he was up to took, she was down again. Rauschenberg 
^o far off to hear what they were saying, but he had watched it as ap 
though creaking perfo/m^ce, never quite in phase, of searching and 

|sing hands as if to cross hands but actually be- 
jther was showing. Showlng|U|imf com- 
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Justified setting 

There are several different kinds of reading 

tasks—verification, search, comprehension, 

and entertainment —and different layouts for 

different kinds of text. 

The overall shape and form of text, as it is 

commonly presented today, has been influenced 

by several factors, and some of these originally 

had little to do with reading. Irregular right edges 

of columns were often used by medieval scribes. 

It was only in the latter part of the Middle Ages 

that the scribes of the Gothic book, whose love 

of decoration and regular patterns led them to 

manipulate texts, by any means possible, into 

solid, straight-edged (justified) rectangles. 

To establish such a regular shape, the spaces 

between each word of a line will vary with those 

interword spaces on the next to ensure that the 

end of the last word on each line finishes at the 

same place. Studies into the psychological and 

CHAPTER i Origins »nd influences on the form of tvpogrsphic 

communication 

«Af Omfiu, PmI W 1‘nirmi Scantev 
Heno. LofKtoft. 
pnrCimumti «/ f-inr PiinJnifi Sli/ilcy Mr/fMi>n fWnn. 
London. 
I’limiBtl T)pn- D. B. Updikt LMiixi. 

This is no place for a history- of printing or even 

typefaces, a 5ub)rtt that has had the most penetrating 

and scholarly attention from Dr Sunley Morison. 

Daniel Berkeley Updike and many other writers*. 

Tj'pogtaphy, however, covers more than a history 

of type design. It is concerned with the living mat* 

erial of the craft. 

The typographer has to use material of the most 

diverse kinds for many differem purposes. This 

materia] provides the basic elements by which he 

can express his various messages. It consists of 

typefaces, type roles, type ornaments and of sorts 

without any priming sutfiices, such as spaces, leads, 

quadrats etc. As long as the typographer is working 

with type meul (as opposed to photo-setting) he has 

a definite modular structure to work to. This is an 

asset rather than a liability. The way he uses this 

typographic material is the- subject of this book. 

From the time the great Italian Renaissance prin¬ 

ters such as Nicholas Jenson and Aldus Marvutius 

printed their books in fine roman typefaces, there 

was little matetiai difference in the appearance of 

typefaces ot in the manner of using them, until 

the early years of the nineteenth century when, to 

serve the growing needs of commerce and adver¬ 

tising. the first teal dispby letters appeared on the 

market. Robert Thorne at the Fann Street Foundry 

in ChiswcU Street, London, issued the fifst fat bced 

letter in 1803, This was followed by Egyptians 

(Vincent Figgins 1813) and sans serifs (Blake (larnet 

and G> 1816). 

On these basic display forms hundreds of variants 

were produced, It was a pretty heady experience for 

the printers of the day. to have at their disposui 

physiological aspects of reading, as well as our 

own reading experience tells us that even spaces 

between words are a major aid to readability. If 

this is the case, why do so many publishers still 

Justify texts? 

Columns of text, in themselves, normally 

have no linguistic or semantic function. To 

achieve as even as possible interword spacing 

throughout a linear text, little attempt is made 

to match line breaks with linguistic or semantic 

boundaries. Consequently, when learning to read 

we quickly recognize that line endings are 

indiscriminate, interrupting sentences, clauses, 

phrases, and even words (which then have to be 

hyphenated) and therefore, are irrelevant to any 

meanings within the text. 

The arbitrary nature of breaking linear text 

into lines is, in fact, helpful to the reader precisely 

because it is meaningless and can therefore be 

ignored. Justified setting confers neutrality on the 

appearance of text. The argument for justification 

is that the shape of the text varies so little from 

page to page, the reader has less to distract them 

from the act of reading. 

Columns and grids 

A two-column grid with very 

small margins. Throughout this 

book the text takes up just the 

right-hand column, leaving the 

left-hand column for headings, 

captions, reference material, 

diagrams, and illustrations. 

John Lewis, Typography: Basic 

Principles, Studio Books, 

London, 1963. 

Justifying justified setting 
Top right: Justified setting 

designed to reflect the dark 

humor of the subject. 

TypoCraphic 63, HDR, 2005. 

Right: As the author, 

John Cage, explains "The 

excessively small type is an 

attempt to emphasize the 

intentionally pontifical 

character of this lecture." 

John Cage, Silence, Calder 

and Boyars, London, 1968. 
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OiaCs extfwart bahaviour and dutspoken opinions continnad throughout bis 

career, garnering him some occesionat critics as welt as ioyal supporters. 
Oftf^dn t heard of political correcliiBss but If he had,It wouldn't make a lot 

Of di^rence.His natural exuberanee and huinourdrove Wm full «lt at what- 
wr he was pursuing. Outing an annual gathering of fiarman designers in the 

mid eos in a southein mountain resort, Olaf was a principal organiser. 1 was 

(alongside Wfm Crouwel, Albert Hollenstein and Helmut 

*'* haffi on selecting the awards for the best in the 

® ® rouslftg evetydne at 6.30am by 

?■?“ *'•" «a»s-Raus-FrtitBt«cli! I w»s worn out, 

Ola# would slow down as he and many of his colleagues staved 

tiTmurt H ® «e continwd unabated 

still faltering in English, Olaf’s typed tetters to me are frequently hilarious 

and I have kept them ail (he eschews the computer and prefers his treas¬ 
ured collection of old typewriters). A recent letter, received shortly after his 

final retirement last year, concluded; Typography was in my professional lile 
very important, but I have always been a man between picture, copy and 

typography. The pure typography, for me is tofoj stupid. l like a claim, l ike a 

headline, a subheadline - but I like more the general rdcu behind the iob. 

1 have enormous respect and warmth for this 
Wickedly humorous pipe-smoking designer, now a veteran typographer (Oiaf s 
description), a doting grandfather and valued old friend. A very enduring . - 

efit from a student travelling scholarship of fifty years ago. 

..v 1 bM cmtciowly OffiilUied- Dra«-n uaknowtosiy. fron tho Ground of Sfdite 
ol IB perforantocn- The JrawwB w« art J cwiiWaUtv- Uut with ifio furUiia pemiBsIoo-thu of 
Eeklurt. It idenuBed the ^dMvs, op and iio«-n-dro (Jniv^iR become that of two d£f- 
reading the cardtaard tight tide lov-e«.ms are a I.Bllmark ol the consdouj mind, Tlie 
ffffflt lituaUonJ or groups rf ,0 acwTiiioe to ban) ii Uierefore no loiystrr with no matte what 
toiopoKT's Idcnlsfioaon (llK.ugb trot ^ i^eriliio. ^^'llat might have been noo-duallsBc become 
ei'M^ty hut rathe those ‘"JT Q^^^lach buing u ot the center, and the* cootea 

ifS'iSrJ ii”SS.‘”“iL''TS 

If thu ro t£e tunction of tJie jwrformw or of each 
ot lhaf of tnalooK mmeUilng out of a atore of raw materials. S^cturo, the 

s;si 
usd fonn: 'to provide, thuii, the divirion of the whrle into parts and the morphology of the coocmulty. 

Cooseiour only of h>s having mode a compoatloo indctennmale of IB perlomanco, the coiiiMtcr dees not 
hiroieV admovi-ledse the tsecesnt)- of Uiu dual Kmetjon of tlie poforoiei vrliich 1 am detOTbing. He rtois not agree 
with the view hcK rapreswd that Iho peraUaion c.v'eo to mlerprct the drawnng right ndo up. upside ^wn. and 
sidewaw, up and down oblieei the inlcgrotSon of the oppesiHa: conscious crganjzalian and IB abseoce. The strue- 
turaJ rcsponsibihtj- Blurt be fulfilled In an organlaod way. such as might be subiected nioeessfully to analysis. (The 
performers In each perfoiroanw have, as a roiaer of record, given to each sy«em lengths Of lime which arc 
rdited as modules are In architecture: fifteen seconds and roullipte thereof by two or four.) The formal respoo- 
nbibty must be fulfill(<l In ooe at several of the many ways which are not consduusly organized. However, due 
to the identlflcadaa vrilh the conscious mind Indicated to 4 System by the presence of Inversions, though not 
acbxiwledged by the cornKSer. IhCfSe ways which are oot consciously organized that ate adjacent to the ego are acbxiwlcdged by the comaBer. thCfSe ways which are oot consciously organized that ate adjacent to the ego are 
apt to be used, parUnilarry where the ptrformer washes to act in a way consisteoc with Che composiUoQ as Iiae 
viewed He will In these c«cs perforin arbitrarily, feeling hlS way. following the dictates of his ego; or be will 
perfonn arbitiariJy. foBow^ his taste, in terms of . . 

\t'hat might have given lise, by reason of tho hf^ c 
(M a process rssfntiaHy purposeless I becomes productive 

-■ -nt, a fired rela--- - 

ree of indeterminacy, to no matter whit eventuality 
--- r__ a time-object. This object, ercecdingly complsr due 

--- -...jd relation of the parts, Is analagous to a futurist or cubist painting, perhaps, or to 
amoving irictura where filcker makes urfng the object diScult. 

From the account which appears to be a hlitory 0/ u shift bom non-dunllsTii to dualism (not by IntaatloB, 
since the c«opo»et does not a^ch to the inversions tlie importance here given them, bul as a by-product of the 
KISOQ taktt to moltiply possibilities) tho following deduebou may be made: To ensure Indelerromacy with reroect 
to its performance, a composiHon must be determinate of itself- If this lodotcrmlnacy is to have a non-duallstic 
^e. eocli el^ot of tire notation must have a single lalcrpr^.iUon rall.er tbao a pluralify of toterpretaboos 
^ea. <OTn^ 1 ingle source, tail mto relabon. Likewiio-lhough this b not relevant to 4 Suticms—oriti may 
2?aperabem wlUun Ae a« 0/ oomposltioo ilscU must doI give rise to more than a rlngle 

u^le o^a^a is applied to more ihui one notation, for erampto to those of both frerjuency 
^.fr«Sy“=rffl>d ampUtude characteristics are by thatoperaUno common to both brought 

It “ object; and this object, in contrast to a process which is purposeless, 
present to the making of no object, and when therefore viewed 

a sign not 0/ IdeiUificatien wi& » wliot e-. a; ity but simply of cardessness with regard 

Clrlslian ** Indrtennjfiate vi-itL respect [o ils perforoionce. Duo fj for Plonirtr by 
is fadatomtoX'^;?to provBto'n B structure, the division of tho whole into parts, 
PtocedjTB ^ tod^Xta A? performance.) Method, tho nole-to-nolo 
are todetormtoS Umitatoit (Rooney, amplitude, timbre. duroOon) 
ttoulty. Is unpredictable. One of fte ‘^r the morphology of the coo- 
raeoee whicJits one of a eamut of tho oilier, noticing a parttcular sound or 
poiribUltia within a given^e'lwkct rlctcrmlnatlon from among givro 
otb«. leWng m sdenco fall bijivrrn^?l:r°.._ ^ ^ besinnlug, each pnnist responds to cues provided by the 
brackets are In uro Umo. Th^ij themselves include silcncea. Curtain Umo 
ttoesibleet. but tad«T a ptt^ '>’,® P"^"- ^uo II for Pianists is ovldontly not a 
J»/S»IJNCE 0«&oziing and ending of wUoh are Irrelevant to IB nature. The ending, and 

Justified setting HOT 



Nonarbitrary line breaks 

Implementing "meaningful" or "nonarbitrary" line 

breaks—in other words, lines that are broken for 

linguistic or semantic reasons—have been found 

to provide distinct advantages. 

There are, of course, certain texts in which 

the line breaks are preordained by the author 

(called line-for-line setting). Verse, for example, 

certainly aims to clarify meaning through the 

signals provided by line breaks which, rather 

like a musical score, enable the reader to better 

interpret how the author intended the text to 

be read, especially when read aloud as a 

performance. (If a verse, for any reason, has to 

be printed as continuous text, the intended line 

breaks are normally indicated with oblique 

strokes.) However, clarity of meaning is gained 

at a cost to reading speed. But then, perhaps 

clarity of meaning is gained because the reader 

reads more slowly. 

Nonarbitrary line breaks can also be 

implemented by the typographer to control 

the ragged right edge, when setting text ranged 

left. When the line length is shorter, selective 

hyphenation should be utilized. As mentioned 

above, one of the main reasons quoted for 

imposing ranged left setting is to avoid word 

breaks. For this reason, some assume that 

nonhyphenation is synonymous with ranged 

left setting. However, because there are clear 

semantic reasons for the typographer to control 

line endings (and although astute maneuvers 

might be made, for example, dropping a short 

word down onto the following, shorter line, 

or, finally, by editing the copy), there will be 

occasions when the only sensible solution is 

to hyphenate. 

Breaking a word at the end of a line of text 

is a last resort because it is considered to be the 

most disruptive of all the typographer's actions to 

the reading process. Efficient reading is normally 

the typographer's goal, who must decide, line by 

line, the means to be used to bring about the 

most satisfactory end to each and every one. 

Most dictionaries will demonstrate where it 

is permissible to break a word, but there are 

semantic issues that will also be brought to bear 

on such decisions. The usual one is that no part 

of a word should comprise less than three letters. 

As stated earlier, a short word—or part of a 

word —left at the end of a line does not, generally, 

look satisfactory or function well. So that the 

reading process is caused the least disruption, it 

written in response 

to a request for 

a manifesto on 

music, 1952 

I 
S 

instantaneous 

nothing is accomplished by writing a piece of music 

“ “ “ " hearing" “ “ “ 
« « u u t • i 

playmg . << M 

and impredictable 

our ears are 

now 

in excellent condition 

—John Cagk 
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is often suggested that the first part of the word 

should provide enough information for the reader 

(correctly) to surmise the rest of the word before 

the eye has traveled to the beginning of the next 

line. The worst scenario is when the reader is 

given an entirely erroneous clue by the first part 

of the word, so that when the eye does arrive at 

the second half, the reader is forced to reassess 

the previous assumption. 

Meaningful line breaks 
Below left: Linked ideas 

and trains of thought can be 

expressed visually through 

typography. Braces are put to 

good use here. From the fore¬ 

word to John Cage's, Silence, 
Calder and Boyars, 1968. 

The Night Weavers 

The darkness fastens 

With its skillful touch 

The circling skirt of the horizon 

Surrounded by the gliding shadows 

Fluid distances 

And the wakes of pinions in descent 

The movement of the night 

Spins above the sleeping beach 

And the moonbeams baste the tulle 

That covers the meadows of the sea 

A Dream 

Something like a rain of glass 
Fell over your image 

I saw you as in a lagoon 

Suspended by clear clouds 

Surrounded by light and butterflies 

And as you vanished 

I wished to give my eyes to the voyage of you 
Where the sky sailed 

Through a thousand routes and among roses 

Below; Verse aims to clarify 

meaning through the signals 

provided by line breaks 

which, rather like a musical 

score, determine how the text 

might be delivered if read 

aloud. Miguel Gonzalez-Certh, 

The Infinite Absence, printed 

by The Stone Wall Press, 

Iowa, circa 1964. 

: 
shape 

Nonarbitrary line breaks 103 



Ranged-left setting 

The reasons for setting texts ranged-left (also 

called ragged right or unjustified) might simply 

be to distinguish one text from another text on 

the same page or in the same document. Ranged- 

left is still associated with relatively ephemeral 

and informal kinds of texts.^ 

By contrast. Justified setting is commonly 

assumed to be the norm for documents associated 

with formality and permanence, the perception 

being one of uniformity and control. If ranged- 

left is used in conjunction with justified setting 

(perhaps reguired for captions or footnotes), then 

the typographer will have to decide if ranged-left 

setting alone is sufficient or whether a change 

of size, weight, or typeface is also required. 

When ranged-left setting is chosen for a 

main text the reason might be semantic; the 

typographer wants to ensure equal word spacing 

throughout and/or to avoid hyphenation 

(wherever practical) or rhetoric: the typographer 

wants to present a less formal tone. Both reasons 

apply to the typography of this book. 

What is clear from the above is that the ragged 

edge is just a consequence of using a particular 

set of typographic preferences.^ It is not the 

ragged edge that is required, but equal word 

spacing with minimum hyphenation. However, 

when line endings are conspicuous by extreme 

variation in length, the reader can find these 

apparently arbitrary events disconcerting. For 

example, when a short word at the end of a 

line is longer than those preceding and following 

it. Such a word, isolated and therefore given 

additional prominence, can appear out of 

keeping with a text of which it is an integral 

part. If the short, single word is also the first 

word of a new sentence its apparent isolation 

is intensified. 

Such semantic criteria means that some 

typographers consider ranged-left to be more 

difficult and more time-consuming to do well 

than justified setting.3 Certainly, to make ragged 

typesetting look good and function well means 

that the typographer must modify the results 

produced by the computer software. (Of course, 

the same must be said about any setting, but, 

as long as the line length is sufficient, justified 

setting will generally pose fewer problems.) 

The term "look good" suggests a highly 

subjective judgment, and perhaps, finally, it is. 

There is the argument that a relatively smooth 

right-hand rag is likely to contribute to the 

saccadic movements of the eye. But if it is too 

smooth the right edge can give the appearance 

of a poorly set justified text. The conventional 

"good shape" is sometimes described as a series 

of D-shaped paragraphs.'^ 

The reason for this is because such shapes 

provide visible clues to the reader about the 

status of text groupings, e.g., the beginning, 

middle, and ending of paragraphs. Others argue 

that any recognizable shape that can be perceived 

at the ragged edge of text is inappropriate and 

potentially disruptive to the reader. However, 

a series of fuzzy D-shapes will certainly be less 

disconcerting than a text that appears to have 

had steps or V-shaped lumps chiseled out of 

the right side of the column. 
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Paragraph shapes 
Left: Line endings that 

combine to create recognizable 

shapes create distracting, 

"negative" paragraphs (far 

left). Classic D-shaped 

paragraphs (middle). A right- 

hand edge that looks natural 

and entirely unaffected 

remains "invisible." It is often 

necessary for the typographer 

to intervene to obtain a 

natural appearance. 

Below: First and last lines of 

paragraphs generally look 

more comfortable if they are 

not conspicuously longer than 

those following or preceding. 

This example also illustrates 

the importance of ensuring 

that short words are not left 

hanging and thus effectively 

isolated from the text of 

which it is part. 

The idea is to ensure that no 
individual word stands 
separated or appears to 
stray from its proper place. 

The idea is to ensure that 
no individual word stands 
separated or appears to stray 
from its proper place. 
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Dividing words 

Word breaks are among the most disruptive acts 

imposed by the typographer on the reader and 

should be avoided wherever possible. However, 

the occasional, well-considered word break is still 

preferable to the holes and cracks that appear 

in a justified page of text or the distracting line 

endings when set ranged-left, ragged right. 

Some maintain that a word should be divided 

on syllables according to its structure. For 

example, geography would be divided at the 

second syllable, on the letter o, geo-graphy. 

But in its pronunciation, this word divides more 

naturally on the g, geog-raphy. Breaking on the 

g also provides the reader with a far better clue 

as to what the complete word will be before the 

eye arrives at the beginning of the next line. 

Happi-ness rather than hap-piness is often guoted 

as a good example of this.^ For the same reason, 

it is also best to avoid dividing the name of a 

person (or a place), or dividing a name from 

its title Mr., Mrs.,The Right Honourable, etc. 

Wherever possible, even the first and surname 

should also be on the same line. 

Related to this is the convention of not 

dividing a word if the first or second half of a 

word is less than three characters, for example, 

re-lated or relat-ed. Headings and subheadings 

should not contain word breaks at all, particularly 

when the second line is shorter than the first. 

Some long words are of one syllable and 

therefore cannot be divided; for example, 

through. Th^re are many others of two distinct 

syllables but which are pronounced as words 

with one syllable (the last e being almost silent), 

crooked, fasten, given, heaven, listen, moisten, 

often, soften, voices, verses, etc. 

Words are also brought together to form 

a compound word, for example, on-screen. This 

practice varies greatly, with British English often 

using the hyphen where American English would 

probably omit them. 

Never split a word at the end of a heading, part 
icularly if the second line is shorter. 

Setting headlines 

Avoid hyphenation at the end 

of headlines. Even compound 

words should not be split in 

a heading if it is possible 

to avoid it. 
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No smoking section 

No-smoking section 

six-year-old children 

six year-old children 

Reading flow 

Above: Recommended word 

breaks to optimize reading 

flow and meaning. 

Meaning and readability 
Left: These examples 

illustrate the difference a 

hyphen can make to the flow 

of reading, and the meaning 

of a statement. 

Dividing words 107 



Type on screen 

Many people assume that, despite obvious 

differences between screen and print, some 

existing knowledge may be transferable. 

Certainly, general design principles, such as 

consistency, hierarchy, and structure in graphic 

presentation, and, of course, accuracy, legibility, 

and readability, still apply. 

But issues such as readability and legibility, and 

whether the performance of type on paper is, in 

any way, equivalent to its performance on screen 

are, so far, largely subject to differing views. 

Basic ergonomic factors of screens have been 

investigated to attempt to explain reading speed 

differences between print and screen. But 

whereas such reports—written, for example, 

by cognitive scientists—might confirm that 

differences in reading efficiency exist, they are 

not written with any typographic knowledge, and 

to those with such knowledge, the outcome might 

be considered to be common sense! 

For example (and based entirely on my own, 

unscientific observations), text to be read from 

a monitor should, perhaps, be succinct, contain 

a clear hierarchy, shorter sentences, and plenty of 

visual breaks to compensate for (ess than perfect 

ergonomic factors. When black type is presented 

on a white-light screen, the glare tends to modify 

the shape and, in effect, shrink the letters and 

lose crispness of definition. These problems are 

not difficult to minimize, and many Web sites 

place text on backgrounds other than white 

and use more robust fonts for textual material. 

Scientists and typographers have different 

aims. Psychologists or vision researchers are 

generally interested in identifying the individual 

variant(s) that account for changes in, for example, 

reading speed. Flowever, the typographer knows 

that changing one variant (for example, size 

of type) will need to be accompanied by other 

changes to compensate (for example, a longer 

or shorter measure, more or less interline 

spacing). But although such results might not 

further the typographer's knowledge, they may 

confirm the foundation on which sound practice 

might be based. 

Since the 1950s, the nature of type — 

influenced by photographic, electronic, and 

digital technologies—has changed quite 

dramatically. As the technology has evolved, 

so have our own esthetic standards. Our typical 

experience of type on a daily basis is undeniably 

broader, in both style and layout, and also in the 

way it is received; paper, fax, e-mail, and World 

Wide Web. 

Screen-based type 
Right: ASCII code has a 

similar appearance and 

limitations to those of the 

early standard typewriter, 

and, in the same way, offers 

only basic choices: uppercase, 

lowercase, underlining, 

indenting, lining numerals, etc. 

Far right: The Web site 

of Vince Frost makes good 

use of the technology 

while retaining the physical 

character of his typography. 

Vour order <>02^3730869-2234865 (received 21 September 2000 19:03 BST> 

Ordered Title 

The Internet Bubble : Inside t 
CyberseIfish 
The Fif th Discipline 
The Innovator's Dilemma: When 
Bloom to Bits 
Information RppNances and Bey 
The Cathedral & the Bazaar 
fl Brief History of the Future 

Price Dispatched Subtotal 

17.24 GBP 1 17.24 G^ 
11.24 GBP 1 11.24 GBP 
11.99 GBP 1 11.99 GBP 
19.99 GBP 1 19.99 (»P 
13.29 GBP 1 13.29 (SP 
23.16 GBP 1 23.16 GBP 
10.36 GBP 1 10.36 GBP 
19.13 GBP 1 19.13 GBP 

Subtotal: 126.40 GBP 
Oe1ivery Charge: 6.88 GBP 

Total: 133.28 GBP 
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Surprisingly, no significant research into the 

effects of new technologies on readability has yet 

been attempted. One of the reasons for the loss 

of interest in legibility and readability (explained 

by Wim CrouweP) is possibly the passing of 

its apparent relevance. If similar research were 

carried out today,the odds are that no differences 

would appear in the perception of legibility and 

readability any more, as our reading habits have 

changed so dramatically. 

Certainly, the pervasive use of on-screen 

information and the growing use of abbreviated 

language, of contractions, and other space-saving 

devices formulated on an ad hoc basis suggest a 

plethora of potential research material. Ironically, 

it is probably the speed of technological change 

and the diversity of media currently used to 

receive texts that discourages research into the 

effects of the use of electronic and digital 

technologies on readability. 
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Nonlinear texts 

Pictures predate typographic interpretation of 

verbal language as a means of communicating 

information. Although continuous text dominated 

during the first epoch of printing, maps, tables, 

diagrams, and drawings describing, for example, 

scientific information had been in use long before 

the invention of printing in Europe. 

However, it was not until the eighteenth 

century that nonlinear typography became widely 

used as a means of clarifying or providing a 

more efficient method of communication in fields 

such as, for example, history and economics. The 

movement toward tabular or schematic methods 

of presenting information gained momentum 

in the nineteenth century: the Victorian epoch 

was a golden age for encyclopedias, illustrated 

dictionaries, guidebooks, route maps, etc. 

Mechanized transport transformed landscapes, 

economies, and the imagination. New-found 

methods of controlling power also revolutionized 

the printing industry. Powered first with steam, 

then electricity, huge, mechanized printing 

presses enabled newspapers to become a mass- 

print medium from which emerged the 

advertising industry. 

During the interwar years of the twentieth 

century, Otto Neurath, a Viennese philosopher 

and social scientist, pioneered the use of 

pictographic symbols. This system of graphic 

communication, specifically intended as a means 

of cross-cultural education, was known as Isotype 

and was used to transform data and statistics into 

clear and understandable information. This was 

achieved by dramatic editing of the information, 

and the presentation of statistics with pictorial 

elements. These charts not only aimed to display 

information so that it would be accessible 

to the widest possible readership, they also 

intended to illustrate the information as 

graphic representation. The symbols developed 

by Neurath were reinvented in the second half 

of the century and frequently adapted to the 

ubiquitous wayfinding systems found at airports, 

museums, hospitals, etc. 

Transport systems (road, rail, and in particular 

air) took another huge step forward aften945, 

and many aspects of commerce and industry 

endeavored to take on global proportions. 

The kind of design overhaul undertaken by 

the Container Corporation of America, beginning 

in 1934, became the benchmark for any company 

with international aspirations after World War II. 
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London Office; 12 Bedford Square, w.c.1 

Telephone: Museum 7676 

Telegrams: Lund Museum 7676 London 

Bradford: Telephone 3408 (two lines) 

Telegrams: Typography Bradford 

Graphic clarification 
Below, far left: Otto 

Neurath's system of graphic 

communication, known as 

Isotype, was used to 

transform data and statistics 

into pictorial elements. Otto 

Neurath, International Picture 
Language, 1936. 

Left: Mundane information 

beautifully arranged. Herbert 

Spencer. 

Below: The new Church of 

England Prayer Book, 

Common Worship, designed 

by Derek Birdsall and John 

Morgan. Integrity through 

clear, but distinctive design. 

U A Table of Transferences 
required, permitted or excluded by the Rules 

PrfncIpaJ Feasts and Principal Holy Days 

£p(pMri> 

CondfemcB 

The Awurioatkm 

AllSamis'Oay 

M other Prlndpol 

feosts ond PnncipcJ 

Holy Ooyt 

Festivals 

The ofCbmt 

Sj Jottph, St Gto'gr. 
or Si Alori: 

Chrea the King 

ATttVrol 

m»Y be celebrated on the Second Sunday of 

may be celebrated on the Sunday fslling 
28 January and 3 February 

falling on a Sunday must be transferred 

may be celebrated on the Sunday falling between' 
30 October and S November 

may not be transferred 

falling on 6 January must be transferred 

but otherwise may not be transferred 

falling between 

Palm Sunday and the Second Sunday of Easter 
most be transferred 

falling on the Thursday after Trinity Sunday i* 

if Corpus Chpisti IS celebrated as a Festival ^ 

may not be transferred 

falling on a Sunday in Advent, Lent or Eastertfdd' 
must he transferred 

falling oh another Sunday may be transferred A ftsinol 

iextept tlie Bu/xom 

of Qtnst ond Chrin the King) 

^ faH'ng on a Principal Feast or Principal Holy Oly 
most be transferred 

t-ocaf Celebrations 

^ Ottoom „ hlltaj , Prtnclp,! F.«i or Prmc.pil Half D.y 

of . .. 

71' r''"’ Soo'fox of Uni or Mm 
frinopal Teofi or fessKol muse be transferred " ■ 

Koo.„, -.F 00. k. ob„r,.d , Suod., „ „dlrpl.tt 

a Principal Feast or Festival 

•1 
534 Rules 
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The CCA commissioned Egbert Jacobson to 

redesign everything the company owned or 

handled: buildings, offices, uniforms, vehicles, 

stationery, advertising, etc. Similarly, Knoll 

International commissioned Herbert Matter in 

thei940s, and IBM commissioned Paul Rand 

and Eliot Noyes in the 1950s. This kind of 

corporate "packaging" came to be known 

as corporate identity. 

Advertising was already a well-established, 

highly sophisticated marketing and communication 

process, its influence aided substantially by the 

advent of television. These developments carried 

with them a huge growth in nonlinear typography: 

advertising, corporate identities, signage systems, 

manuals, directories, etc. It was the phenomenal 

growth in these areas of communication that 

created the new profession that would, in the 

second half of the twentieth century, come to 

be known as graphic design. 

By the mid-1960s there was much talk of an 

"information explosion" and "information over¬ 

load". It was at this time that a method of 

presenting data and information was developed 

called information mapping,^ which required 

an author to organize and display his/her text 

in a way that made the structure and content 

immediately apparent. This was achieved by the 

use of rules that broke the information down 

into a series of linked, titled boxes. (See below.) 

The argument for information mapping 

was that it made the retrieval of information 

significantly more efficient because the system 

allowed the reader to skim the texts and locate 

the answers more easily than one can with 

conventional, continuous text. The main criticism 

(which, thankfully, prevailed) was that "complex 

information can only be made to appear easy 

and approachable by overlooking the exceptions 

and the special cases [for example] 'No dogs' is 

semantically less complex than 'No dogs except 

guide dogs for the blind'"^ but, clearly, a good 

deal less informative. 

Again, it was the typewriter that, for many 

years, determined the initial configuration of 

tabulated graphic communication. A manuscript 

that included graphs, tables, charts, etc. would 

inevitably be presented to the compositor in 

Information mapping 
A typical training document 

and, next to it, the "information 

mapping" version. Looking at 

these examples, it is clear that 

information retrieval is made 

easier in the second, "mapped" 

version. Mapping procedures 

have found their way into 

textbooks and certain forms 

of administrative records, 

but, on the whole, such 

presentation is unacceptable 

because it makes all 

information, regardless of 

subject or context, appear 

the same. James Hartley, 

"Information mapping: a 

critique,"Information Design 
Journal, 8/i. 

17.1.0 N«n>regul«x and !ta(ul«r V«lu«5 of VnrUbias 

17.1.1 »re will handle the situation 0/ fixed Increaent data 
■Ith a special cea«and, the Input uith Co^vted Clause 
Statcaent. that will pereit the Input of refuler data 
in a co^ct fom that is quicker to type than the nor- 
■al Input stateaont. 

You should first have to distinfuish between whether 
or not the data showed a refular patten of Intervals 
between the values, in other words to distinfuish 
between so-called "non-regular*' data and refular data 
that has a data vector that profraascs free soae 
initial vaiue with sene fixed interval to another value, 
and than optionally fitm that to stlii other values 
by even increwnts. 

ibst neasurenents dau do not exhibit refularltics 
that are fixed intervals bctwean valtws, to they are 
usually non-rofular data. An exaaple would be this 
vector; lABiCAS • .01. .09, .04. .i. Prequeaitly tine 
data will show regularitlca as for axu^ile whan you 
colloet saaples of blood fron a laboratory aniMl ovary 
hour on the hour, for which a tine vector aright be 
established called SAWLEHRS and could be represented 
this way; 6,7.8.9.10. 

Non-refolar data values any not be inputted with the 
"Input with Co^iuter Cleuaa Statenent." You oust use 
Che other Input statenent. 

C^«IMG RfiGUjw Data Vau*s, mo. .. NoH-teoiMt Qata Valles 

Introduction Sone data have pattens. 
They progress by fised in- 

Sone data do net shew any 
pattern of intervals be¬ 
tween the values. 

Definition When the values of a data 
vector profTsss fron sens 

fixed Interval to another 
value, and then option¬ 
ally froe that to Still 
other values by even in- 
crenents^ they art called 

Data are called "non- 
leiutei*' data wfaea~&ay 
have 00 systenatic patters 
of istervals between then. 

On* Tine data show frequent 
refularitics. Sinples of 
blood collected fVM a tab- 
otatery aainal every hour 
on the hour night be called 
SAMPLEMAS and night leek 

SANPLEHAS - 6. 7. 1, 9, 10 

Host meesurenent data do 
not oMrlbit systonatic 
regularities that are 
fixed intervals between 
values, so they axe 
usually nen-rofular data, 
here is an cxa^pla: 

UBWAS . .01, .09. .0*. ,3 

Use This Coiputed 
Clause Statenent Staulard input tut»- 

C»e«ent This statenent penits you 
to input regular date in a 
very coi^act fom and is 
«i«h quicker to type than 
a norma] input statenent. 

Input Statements, u variables. S7 
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typed form. Only more complex, more subject- 

specific material would be recognized as requiring 

a specialist (draughtsman, cartographer, or, 

perhaps, typographer). 

A large proportion of nonlinear material 

produced by such specialists has few parallels 

in oral language, making the term visual language 

suddenly more acute. The range of such work 

often utilizes a particularly visual mode of 

communication that often has less to do with 

reading and more to do with the viewer searching 

out, comparing, and selecting Just the information 

—or parts of information—considered situationally 

relevant to the viewer. 

Dynamic mapping 

Vibrant information that 

describes not only the location 

of the studio, but also the 

reason for going there in the 

first place. Alan Kitching, 

Prospectus for the Typography 
Workshop, printed letterpress, 

London, 1992. 

Aog«l 

BOSEBERY RVENUE 

EXWlOUTH WIARXE • 

fiOWUHG GREW LRHE 
>4 
Q 

_ Units 312/313 

SSNWELL 
coj the typography workshop 

JikEIIWEaRO&D 
Hantmanmllh & Ofy lln« “a 

^ M«trrf>o)Hanlln« tC 
Si. ThetnMUnk ItftI 

The typography workshop: 
a series of intensive short courses 

conceived to enable art directors 
graphic designers 

artists 
& printmakers 

to work with letterpress materials 
and printing equipment 
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Information 

Visual information is normally presented to enable 

the reader to discover, reason about, communicate, 

document, and preserve knowledge. Charts, 

diagrams, graphs, tables, guides, instructions, 

directories, and maps, together and individually, 

comprise an enormous amount of information. 

This material provides an essential service and 

yet, despite the efficiency and consummate 

elegance of the best work, design of information 

has engaged very little critical or esthetic notice.^ 

The indifference might arise from the fact 

that schematic information (as distinct from verbal 

and pictorial information) tends to be logico- 

mathematical in form and substance so that 

sentiment and inclination are generally excluded. 

For example, an accurate pie chart is "merely" 

an accomplished fact. 

The operating moral premise of information 

design should be that the reader is alert and 

interested; they may be busy and in a hurry, 

but they are not stupid. Good design generally 

means clarity and simplicity, but there are also 

circumstances where more complex information 

can, while providing a clear and eloguent visual 

solution, maintain something ofthe richness 

and integrity of a multifarious subject. In other 

words, there are certain situations and subjects 

for which it is realistic to expect the reader to enjoy 

deciphering a rich and visually complex piece of 

information about a rich and complex subject. 

Maps are a good example of this. The design 

of a motoring map and the information it contains 

will reflect the fact that the driver is likely to be 

traveling at speed. Such a map does not need to 

give information that wanders too far from the 

road, so its content is generally restricted to the 

classification of roads and roadside services that a 

driver (and vehicle) might reguire. A walking map, 

however, functions at a much slower pace. 

enabling far more detail, and, with time to study 

it (perhaps, with the landscape in front of the 

reader) a remarkable amount of information is 

both necessary and appropriate. It is here, in 

large-scale maps, that the craft and invention 

of the cartographer can be fully appreciated. 

Exactly the same design strategy applies to 

road signage. On motorways, the information and 

the way it is^presented is usually standardized 

throughout a given country. Designed to be read 

at speed, the signs are edited to be as succinct as 

possible. Local signs are less stringently monitored 

so that a sign on a country lane might be old and 

rich in local character. Such vernacular qualities 

will not be lost on the traveler and, on the whole, 

it will not matter that such signs take a little 

more time to read because, presumably, the 

motorist or cyclist is traveling at a slower pace. 

Signs indicating footpaths will be least visible of 

all (with very little consistency in size, materials 

used, position, or style), but because these signs 

are often in the depths of the countryside, the 

lack of any rule-governed, systematic application 

is generally preferred (see page 6o). 

Other means of travel —bus, rail, and air, for 

example—require the use of timetables. The first 

means of transport to aspire to punctuality were 

Schematic information 
Rail travel was the first means 

of transport to aspire to 

punctuality, with timetables 

being printed as newspaper 

advertisements from the 

1840s. Today, key information 

including departure times 

and platforms, are displayed 

overhead where hundreds 

of people can see it at the 

same time. More detailed 

information inevitably means 

more information, so this 

is still provided in printed, 

pocket-sized form. 

114 Anatomy 



03: 22 

C(ijngfc.'d 

ui 
Calling a* 

Sethns! 0:sen 

Hackney Downs. 

Olapton 

Ja.TOS Sir. 

lito.'DEto'.v Ct' 

;d Street 

isnrc Perk 

Calling al 
Calling a* 

Colchester 

Manningtree 

Ipswich 

Oiss 

Mcrvvich 

Restaurant Car 

Buffel Service 

09:3 8 

Lowestoft 

on£" 

Calling a* 

Chelmsford 

Witham 

Marks Tey 

Colchester 

Ipswich 

Westerfield 

VVoodbridge 

Melton 

Wickham Market 

Saxmundham 

Darsham 

Halesworth 

Brampton 

Beccles 

Oulton Broad Sth 

Lowestoft 

09:^8 

Oraintree 

one? 
Calling at 

Shenfield 

Ingatestone 

Chelmsford 

Hatfield Pvd 

Witham 

White Motley 

Crossing 

Braint Freeport 

Braintree 

10: G 8 

Clacton 

ontJ 

Calling at 

Romford 

Shenfield 

Chelmsford 

Witham 

Colchester 

Wivenhoe 

10: 1 S 

Thorpe-le-Soken 

Clacton 

Harwich Town 

one? 
calling at 

Shenfield 

Chelmsford 

Witham 

Keivedon 

Marks Tey 

Colchester 

Manningtree 

Mistley 

Wrabness 

Harwich Inti 

Oovercourt 

Harwich Town 

Norwich 

or 
Calling at 

Chelmsfoi 

Colcheste 

Manningtr 

Ipswich 

Stewmark 

Diss 

Norwich 

Restaurant 

Buffet Serv 

1 



the railways. Their timetables appeared from 

the 1840s, initially published as newspaper 

advertisements and later as handbills. The 

multiplicity of services and interconnections 

between increasing numbers of company lines 

brought tremendous typographic problems, so 

much so that many travelers confessed their 

inability to read timetables. 

Timetables, like all visual information, require 

detailed editing of the data to be conveyed and 

detailed editing of the visual means of conveying 

the information. For example, the 1985 version 

of the New Jersey Transit Northeastern Corridor 

Timetable (below) employs rules, both vertically 

and horizontally, to separate the trains and their 

arrival/departure times. The redesigned version 

uses space alone to separate the trains whereas 

a series of broad, pale-tinted horizontal bands 

help the reader scan across the timetable. The 

newer version takes up a little more space, but 

is infinitely easier to read, more inviting, and 

importantly, gives the reader the impression 

of a smooth, uninterrupted journey. 

Towns and cities that have maintained some 

of their older architecture will have inherited 

lettering on buildings, their physical presence 

remaining even though the building itself might 

have changed owners and function several times. 

This hardly matters when words have been 

chosen and cut with care; they become an 

integral part of the building which is itself 

integral to the street. 

Street signs remain stubbornly local, their 

character created not only by the type of letter 

chosen, but also by the materials used, the size, 

position, use of color, and borders. Even when the 

quality varies (as it will), it is generally preferred 

that towns and cities maintain a degree of 

individuality—if not eccentricity. Such qualities 

are the reason for traveling in the first place. 
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Editing information 
Left: New Jersey Transit, 

North-eastern Corridor 
Timetable, 1986 and its 

redesign. Railway timetables 

are renowned for their 

complexity and many people 

find them impossible to 

decipher. More recent designs 

have attempted to reduce the 

visual presence of the grid, 

cut down the amount of 

information, and de-emphasize 

the less important data. 

The new timetable (bottom) 

focuses on the information 

whereas the colored bars 

enable the eye to pass from 

left to right to find the 

appropriate time. 

Vernacular vs. systematic 
Above and right: The way 

information is presented 

says a great deal about the 

organization providing the 

information. These two 

examples show similar 

information conveyed in 

contrasting ways. 

Auckland, New Zealand 

(Alan Robertson), and 

Colchester, UK. 

1 ^ V 

■f- ^ 

b'- ■ * ‘ 

• .4'.« 

JCOecaux 

Stand B - North Station 

pervice |Destination 

(From Town Centre) 

34011 

Information 117 



Ephemera 

In the context of typography, the definition of 

ephemera that has gained widest currency is 

"minor transient documents of everyday life,"^ 

although not every item of ephemera can be 

regarded as minor or even transient. 

While including items with a very short life 

span—tickets for public events or for transport, 

for example —ephemera also include items 

designed to be saved (such as cigarette cards), 

and celebratory, informational, and legal 

documents that are of considerable importance 

(at least to the individual concerned). The scope 

of its subject is clearly endless. 

Until theiSoos, there was little scope or 

opportunity for the printer to design. And when 

the opportunity did arise, with the sudden growth 

of the industrial and commercial sector, there 

were many printers who considered such work- 

promoting theater productions or the advantages 

of a new cleaning product—demeaning. 

Between 1801 and 1875, in both Europe and 

the United States, those jobbing printers who 

took up the challenge^ had a highly productive 

time making brilliant use of an ever-increasing 

range of novelty or "fancy" display letters on 

printed ephemera of, apparently, no significance 

whatsoever. The content and appearance of 

ephemeral material, because of its immediate 

and specific purpose, often provides the social 

historian with a particularly candid, more veritable 

kind of information, and, by its design, an 

understanding of intent, manners, opinions, and 

a view of the general social perspective, not of 

the period, but often of the day. Printed 

ephemera are second only to recorded oral history 

in providing "first-hand" information of times past. 

Ephemeral material might be designed to 

function for a specific time span, but this does not 

necessarily mean that it is conceived and printed 

Th« Church Houb© Bniulry Office, 

Church House, 

Deans Yard, 

Dear Sire, 

As arr^ed hy my repreoentativo, who called upon you on 

the 7th instant, I tun to-day eandlng you a purple copying rlbhon 

for the Reoilngton typewriter, .which I should he glad if you would 

compere with thoM which you now use. 

Should the result of the test he in favour of my manufac¬ 

ture, I trust you will specify it when next ordering. 

Youre truly, 

i# 

The faces of business 
Above: A letter (dated June 

8,1909J from the company 

Stephens' Inks, extolling the 

benefits of purple copying 

ribbon for the Remington 

typewriter"... which I should 

be glad if you would compare 

with those which you now 

use,"and signed by Henry 

Stephens. Scale of turnover 

is one of the key factors in 

commercial operations of all 

kinds today and this has an 

effect on the appearance of 

all the products we purchase. 

Right: Food and household 

products waiting to be put 

out on the shelves of a 

large foodstore chain. This 

packaging is largely utilitarian 

and will be quickly discarded 

and recycled. 
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without great skill and imagination. (Much of this 

material is what an advertising agency in the twenty- 

first century might call "below the line" material.) 

In fact, the nature of such work—the fact that it is 

so often the means of both attracting attention and 

describing an event, service, or object considered 

to be unique—suggests that the printed item itself 

must also embody uniqueness by utilizing the 

very latest, innovative technology and the full 

resourcefulness of both typographer and printer. 

For example, chromolithography, a print process 

closely associated in the United States with Louis 

Prang, was developed in the latter part of the 

nineteenth century. It is essentially the lithographic 

print process, but Prang made innovative use of 

colors and varnishes (12 or 13 printings were not 

uncommon, although an example requiring 52 

printings has been recorded), often designed in 

collaboration with embossing, debossing, and 

elaborate die-cutting processes. Chromolithography 

demand for long-distance calls, was prompted to 

commission the technology consultants Landis & Cyr 

to develop and introduce a plastic telephone card 

as an alternative method of paying. These were 

introduced in 1979 and proved to be a huge and 

instant success.^The technology incorporated was, 

and remains, impressive; magnetic strips, silicon 

chips, and reactive optical devices ensure a secure 

and generally efficient operation. Telephone cards 

are now issued (often in collectible sets) for 

Christmas and commemorative events, promotional 

campaigns, or any other special local or national 

occasion and are thus an excellent source of 

ephemera for those wishing to collect a concise 

and compact image of an era. 

was very widely used in advertising and promotion; 

trade cards, calendars, posters, showcards, and 

packaging were chromolithographically printed in 

prodigious numbers and, arguably, their quality has 

never been surpassed. 

In contrast, the Belgian telecommunications 

network RTT, in response to repeated vandalism 

in coin-operated phone booths and the increasing 
Novelty and invisibility 
Far left: These Cuban cigar 
box labels show a fantastic 
range of display faces, all 
of which can still be bought 
today. The type foundries 
that spanned most of the 

nineteenth century (such 

as Figgins, Thoroughgood, 
Caslon and Catherwood, 
Stephenson Blake, Wilson, 
Austin Wood, Harrild, and 

others) have clearly been 
plundered in the creation of 
these designs, most of which 
originated circa 1900. 
Left: The most insignificant 

of printed material, the bus 
ticket. This multiple-ride 
version is from Madrid. 
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Novelty 

During the eighteenth century, a major cultural 

movement toward neoclassicism had been 

developing and, by 1800, this dominated all 

aspects of art and design. The cool, grandiose 

typefaces of the Italian Giambattista Bodoni 

epitomized the beou ideal of neoclassicism. His 

typefaces also erased, finally and completely, 

any lingering suggestion of handwriting. It has 

been said and written (by those claiming the 

importance of a calligraphic form in type design) 

that Bodoni's books were designed to be looked 

at rather than read. 

These radical designs of typeface (below) 

and the way they were being used, brought 

into question for the first time (for the layman 

The cultural movement 
toward Neoclassicism 
Below: The title page of 

Pierre Simon Fournier's 

Manuel Typographique, 
Paris, 1764, and the title page 

of Giambattista Bodoni's 

Manuale Tipografico, 
Parma, 1828. 

Right: Large wood type 

required for posters was 

selected from type specimen 

books such as this. Vincent 

Figgins, London, 1832 

(St Bride Print Library.) 
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at least) the entire nature and purpose of 

typography as well as the function of the printer/ 

typographer. This was the first time that the 

appearance of type had been consciously designed 

to reflect esthetic taste or fashion, placing 

appearance above readability. Bodoni was lauded 

as a great typographer/printer, and moreover, 

a great artist. During his lifetime his books were 

collected throughout the world, but appraisals 

of his work since his death are generally critical. 

Not surprisingly, these new types, and their 

creators, were perceived to have a brashness 

about them that went against the tradition of type 

design as being essentially neutral—a self-effacing 

means by which the author could communicate 

directly to his/her reader. In short, the new school 

of typographers was getting in the way. 

The distracting qualities of Bodoni's types 

(still formally classified in the Modern sub-category 

of typeface designs) are sometimes described as 

Technological developments 
A line block: a metal plate was 

mounted onto a wood block 

to make letterpress type high. 

The image was produced 

photographically from hand- 

drawn lettering and used in 

magazine publishing until the 

advent of Letraset in the 1960s. 
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the precursors of the novelty or ornamented 

typefaces that flooded the market during the 

nineteenth century. But although Bodoni's work 

distracted by its austere, self-conscious majesty, 

these new "freak" types^ attracted simply by 

being bigger, bolder, fatter, thinner, more simple, 

or more complex than any other type in the 

vicinity. The reason, the need for this entirely new 

breed of types, was advertising. Suddenly, type 

had an entirely new purpose—to attract. Only 

if it caught the attention of the reader would 

its message be read, and novelty was the answer. 

As advertising became ever more pervasive, so 

the novelty had to become more pronounced. 

At about the same time as Bodoni's 

innovations in the design of letterforms, there was 

the discovery (circa 1835) and rapid development 

of the lithographic principle of printing. The 

letter-forms, hand-drawn onto a prepared, flat, 

porous stone by the lithographer, were regularly 

based on the works of sign letterers rather than 

type founders. The introduction of large and/or 

decorated wood letters was a response to the 

impact of lithography. 

Historians of typography usually ignore novelty 

types and limit themselves to the study of book 

types, but it is generally agreed that although the 

Victorians lost the idea of good type to read this 

does not necessarily mean that they lost the idea 

"of good lettering."^ Letters that aimed to attract 

attention were, by no means, unique to the 

Victorian period. Before the technical/cost 

limitations of printing reduced books to black and 

white, manuscripts were often illuminated with 

extravagantly complex and distorted letters. 

Lavishly complex and obtuse design reflected the 

time it took to complete, which, in turn, reflected 

the high status of the owner. "The Anglo-Saxon 

scribes were all working with the same idea. They 

Commercial imperatives 
Above left: Typefoundries 

encouraged printers to 

purchase "novelt/' fonts for 

advertising purposes. Printing 
types, Stephenson Blake & 

Company, 1924. 

Above: Letraset encouraged 

studio-based display 

typography. Letters photo¬ 

graphed through patterned 

glass is typical of this period. 

Henning Boehike, 1967. 
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all seem to seek to make a static, self-contained 

beauty; a beauty independent of any connection 

with the sense of what is written.. "3 

In North America, the burgeoning print 

industry had an appetite for all things modern, 

but what is more surprizing is how the famously 

conservative British printer began to use his 

highly regulated, sophisticated medium in a way 

entirely alien to its rule-governed culture, and use 

it with ingenuity and discernment. These raw and 

quite revolutionary typefaces were usually 

designed anonymously by employees of 

commercial foundries supplying commercial 

printers. The aim of both was to provide the 

public with novelty types and decorative elements 

that would attract and amuse. Because their 

intentions were purely commercial, considerations 

of historical precedence, or of typographic 

principle, did not influence their design. The 

results are a strange mix of naivety and 

exuberance, remarkable craftsmanship unhindered 

by convention. An alternative view, and one surely 

shared by the many who despaired of typographic 

standards, considered this to be a period in which 

"the businessman defeated and annihilated the 

philosopher and poet."'^ 

Demand stimulated technological innovation. 

The introduction of the combined pantograph 

and router in 1834 revolutionized type manufacture 

by allowing different sizes and styles of a font to 

be generated from a single drawing. 

Size was suddenly important (encouraging 

the use of wood for their manufacture), as posters 

and public notices became the prevalent and 

popular form of communication on the street. 

This dramatic change in scale altered the 

nature of typography. At once, the perception 

of type was one of a more flexible medium, one 

which could be compressed, expanded, made 

fatter or thinner, given outlines and shadows. As 

attraction was a prime motivator, the relationship 

between letters within a font became more 

important than the identity of the individual 

characters. In other words, legibility was not 

the prime concern any more; letters were being 

turned into images, something to be seen and 

recognized rather than (and even preferable to) 

being read. Typography had found a new purpose 

for which, to be successful, all previous rules (of 

book typography) had to be turned on their head. 

"Fancy" display fonts continue to have an 

important function in the general milieu of visual 

communication, but their requirement to attract 

means that their effectiveness is short-lived: 

novelty must remain different in order to succeed. 

In the past, the nature of letterpress 

technology meant that novelty types could only 

be used for display setting, while the integrity of 

text type remained intact. With digital technology 

there are no such restrictions, and flexibility really 

does mean that all letterforms—including classic 

book fonts—can be stretched as easily as an 

elastic band. 

Although the early novelty types had to 

"attract, amuse, and please," they were, in the 

main, designed with a knowledge of how type 

works. Some may have been exuberant, but 

the balance and weight of the characters were 

adjusted to ensure that each character functioned 

to its full potential. It is common today to see 

typefaces such as Times and Helvetica (both 

default fonts on many computers) condensed — 

squeezed —like sponges, and with as much 

visual impact. 

standout 

When novelty is a prerequisite, 

there is no point in being 

subtle and repetition remains 

the majortactic. 
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Lists 

Lists are a method of organization common 

in numerous forms to all aspects of graphic 

communication. In books, for example, there will 

be a list of contents, illustrations, bibliographies, 

references, and indexes. For most of us, lists are 

memory aids of things to do or to buy. For others, 

collectors of plane or train numbers, for example, 

a list can be a record of things seen. 

Because of this, lists are sometimes scorned 

because their use suggests a lack of mental 

acumen or interest in alternative, more 

spontaneous behavior. Typographers have a 

reputation for being obsessively controlling, and 

when I find myself writing that "... for the 

typographer, a list offers not only the opportunity 

to show discipline and discernment, but also the 

ability to utilize the full range of punctuation," 

this is difficult to deny. 

The conventions of the index have developed 

away from the normal rules of sentence 

construction. The systematic deployment of 

space, punctuation, and typographic variants 

enable the abbreviated and compressed language 

to function while taking up a minimum amount 

of space. Typically, each new entry starts on a 

new line, sometimes augmented by a series of 

incremental indents. Indexes are complex, and 

aim to provide a great deal of information 

succinctly. Such information is, therefore, already 

compressed and highly systematic. In such 

circumstances, the careful deployment of space, 

as well as punctuation and typographic variants 

(for example, small caps, italics, parentheses, and 

brackets) need to be absolutely consistent. 

Each space, mark, and typographic variant 

signals a meaning and those meanings must 

be unambiguous. To make so many different 

typographic elements appear comfortable in such 

close proximity takes time and skill. Learning how 

to read an index also takes effort, but like reading 

itself, it is not something the reader wishes to be 

aware of while looking for a particular reference. 

Typically, the reader of an index (or a 

dictionary or telephone directory) scans down the 

left edge of the column for a key word or name, 

noting the appropriate information, where it was 

found, and then resumes scanning. This stop-start 

activity is in sharp contrast with the smooth flow 

of normal reading. Flowever, the stop-start nature 

of any list should be presented in such a way as 

to provide the reader with a tangible and 

rhythmic pattern. Patterns, though sometimes 

complex, are always predictable and this is an 

essential factor of any list. 

Typographers can provide a great deal of help 

in clarifying these patterns by the judicious use 

of typographic variants, commonly, a bold face 

to denote each new entry with, perhaps, 

subsequent lines indented, the use of italic for 

book, magazine, or Journal titles, and quote 

marks to denote the title of an article that 

appears in a Journal. There are standard, academic 

procedures, but, as always, consistency of 

application is the key. 

The characteristics of a list is that each item 

is of a different length and each must start on 

a new line. Even when some lines are likely to 

occupy a full measure, the last line of each item 

will, invariably, fall short. For these reasons. 

Justified setting for lists is normally inappropriate 

because it can so rarely achieve its aim—to 

present the text as a rectangular area. 
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Listings 

The conventions of the index 

have developed away from 

the normal rules of sentence 

construction. The systematic 

deployment of space, 

punctuation, and typographic 

variants enable the often 

abbreviated and compressed 

language to function while 

taking up a minimum amount 

of space. John Lewis, A 
Handbook of Type and 
Illustration, Faber & Faber, 

London, 1956. 
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Grids 

To ensure that the position of text was the same 

on every page, it was common practice for the 

scribe to push a pin (presumably through a 

master sheet) into several sheets of parchment 

or vellum placed underneath to provide a guide 

for the beginning and end of each baseline. 

The importance of every line of text being 

directly beneath that on all the following pages 

is the visually disruptive effect of "see-through." 

If the lines on the following pages are allowed 

to move about, their gray, ghostly forms will 

stray into what should be the clear, white spaces 

between each line of text. The master sheet, 

providing the baselines and the position of the 

text on the sheet (forming margins above, below, 

and to each side), is what is generically called the 

grid today. 

The grid provides a rational basis on which a 

set of recognizable arrangements can be repeated, 

enabling the reader to navigate a document and 

its individual pages. It also enables any number 

of individuals to collaborate on a longer or more 

complex project or series of projects, such as, for 

example, a daily newspaper or a weekly magazine. 

The grid increases efficiency. These highly 

practical functions are also the cause of the 

grid's reputation for inhibiting the freedom of 

the typographer to make choices. However, such 

complaints usually come from typographers 

having to work within a grid system that is not 

of their making. As a device, the grid is as simple 

or as complex, confining, or liberating as the 

originator requires it to be. 

The grid structure of any spine-bound 

document is always devised as a double-page 

spread (a typical pair of facing pages). 

Traditionally, the grid structure of a book was 

based on the principles of Creek esthetics 

incorporating the series of "golden ratios," 
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Page structure 
Far left: Detail of a manu¬ 

script circa 1200, showing the 

drawn lines used by the scribe 

as a guide to ensure that the 

lines of text are in the same 

place on every page. 

Above: Medieval scriptorium. 

The scribe is writing onto a 

large parchment, copying text 

from the book above his 

bench. Around him can be 

seen huge leatherbound 

books requiring heavy straps 

to keep them closed. 

Left: Research into the 

structure and proportion of 

text to page in medieval 

manuscripts by Jan Tschichold 

explained how such arrange¬ 

ments could be achieved 

without recourse to measuring 

tools, regardless of the shape 

or size of the page. Jan 

Tschichold, The Form of the 
Book, Lund Humphries, 

London, iggi. 
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principles that were rediscovered during the 

renaissance. The ratio i:i.6i8 helped establish 

the facing pairs of text areas plus margins at the 

head, foot, spine, and opening.The geometrically 

constructed grid structure has the advantage of 

requiring no calculations, the text areas being 

derived solely from the shape of the pages 

themselves. It also means that the proportion 

of text area to page area remains constant 

regardless of page size or shape. 

The results derived from this method of 

applying a structure to the page are still much 

in evidence in contemporary book publishing, 

particularly where a single, continuous text 

(fiction, for instance) is the subject. Margins 

today are smaller but, remarkably, the spatial 

proportions remain much the same. 

The influence and popularity of magazines, both 

in appearance and in the way they are used, can 

be seen in the growing market for random access 

books designed and published to be looked at 

and dipped into, rather than read serially from 

beginning to end. Digital technology has made 

it so much easier (and cheaper) to present more 

complex and varied material on the page. In 

such documents, the preference is often to have 

supporting material accessible simultaneously 

with the main text. Therefore, a grid structure 

that can accommodate far more flexibility is often 

required. Certainly, each document requires a grid 

structure that is specific to its purpose. 

A modern, basic grid structure, typically 

arranged in conjunction with the dimensions 

of the outer margins, subdivides the page into 

fi 
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several smaller modules (or fields) that are 

separated by vertical intervals. The number of 

modules and their size will be determined by the 

nature of the text and images. If the document 

carries text only, the structure might be simpler, 

with the modules predominantly in the shape 

of columns. The requirements of the text (choice 

of typeface, size, weight, kerning, and tracking) 

need to be addressed in conjunction with the grid 

design. Neither can be planned in isolation from 

the other. If the content is a more complicated 

mixture, including photographs, illustrations, 

diagrams, etc., then the grid might need to be 

broken into many more, smaller, modules. 

The grid provides the underlying structure 

on which the various aspects of the document 

can be presented in a coherent and consistent 

manner. It is not necessary (or even desirable) 

to use all of the modules all of the time, but 

a consequence of the consistent application of 

textual and other material is that the effects 

of see-through, in fact, reinforce the coherence 

of the document as a whole. The grid was an 

essential component of all documents, long 

before the invention of printing. Its existence 

has nothing to do with technology and 

everything to do with reading. 

5ULZER 

3,000 kW Gas Turbine 
Letter structure 

Far left: Eric Gill often 

used graph paper on which 

to draw letterforms. Pencil 

sketch for Cill Sons, circa 1932. 

Center: Much of Wim 

Crouwel's work has been 

concerned with the design 

of letterforms that make best 

use of crude technologies. 

Sketches for the New 
Alphabet, 1964. 

Letter placement 

Left:This design was printed 

onto the envelope containing 

a brochure forthe engineering 

company Sulzer Brothers. The 

grid that governs the position 

and arrangement of the type is 

derived from the composition 

of the photograph. Designed 

by Bernhard Luthi, Basel, 

circa i960. 
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Kerning, tracking, and ligatures 

Kerning is the selective expansion and compression 

of the individual spaces between characters and 

words. These spaces have been provisionally 

kerned by the font designer, but there are many 

circumstances that require the typographer 

to intervene. When kerning a line of type, 

the typographer is simply trying to achieve 

what an infant teacher encourages in a young 

child's handwriting: fluidity, a sense of rhythm, 

and clarity. 

When the setting is a little looser, it will be 

noticed that the reading experience tends to 

be slower. Alternatively, when the text is set 

tighter, the reading experience tends to speed 

up, until the point is reached where the 

characters begin to merge. 

Old Style fonts, with their strong calligraphic 

left to right emphasis, and flowing lines that 

suggest a fluent link between one letter and 

the next, generally need to be "close but not 

touching." However, typefaces that are more 

upright (for example, the nineteenth-century 

Fournier and Bodoni, and the many sans-serif 

faces of the twentieth century) benefit from 

a little extra intercharacter space, especially 

at smaller sizes. A bold sans serif needs most 

intercharacter spacing. When all of the spaces 

between the characters in a word, a line, 

or a whole page of text are expanded or 

compressed, this procedure is called tracking. 

The reader should always remain unaware of 

such discreet adjustments. 

As the size of a typeface increases, so do 

the spatial areas between the characters, thus 

loosening the necessary grip required by each 

character to ensure a distinctive word shape. Type 

used at a larger size generally needs space to be 

reduced between characters and words, whereas 

smaller size type normally needs additional space. 

i 
I 

( 

There is no discernible word shape when caps 

are used, so the reader has to be more aware of 

the individual characters, and to achieve this 

caps require more space. This happens quite 

naturally if the inner spaces of caps are used to 

Judge kerning values. Reading a line of capitals 

is an unavoidably slower process, an inherent 

characteristic that should be used by the 

typographer,to the author's advantage. A line 

of capitals should always be kerned selectively: 

standard tracking will not suffice. 

Certain character pairs, such as LA, tend to 

require the slimmest kerning value, whereas H I 

(not HI) or any other character pairing that offers 

adjacent verticals require the widest kerning 

value. Space between characters and words set 

entirely in uppercase or small caps will generally 

need to be wider than those set in lowercase. 

Numerals exist to convey numbers. Numerals 

frequently need kerning when set within a linear 

text because until they are selectively kerned 

they have all been assigned the same set width 

to enable them to align vertically when used in 

tabular work. The effect is that, for example, the 

Tracking 

Top right: Varying degrees 

of tracking. At small sizes 

some typefaces might require 

additional space between 

characters and words; at 

larger sizes some will need 

less. When letters are 

reversed out, the necessity of 

these spatial considerations is 

generally exaggerated. 

Kerning 

Right: The purpose of 

kerning is to change an 

awkward-looking row of 

letters or numerals into an 

integrated pair of series. 

134 Anatomy 



The spaces between characters have, effectively, already 

been kerned by the fount designer, but there are many 

circumstances that require the typographer intervenes. 

Old Style founts, with their strong left to right emphasis and 

whose structure suggests a linkage between one letter and 

the next, generally need no extra inter-character space. As 

typefaces become more upright instance, Bodoni and the 

Modern sans serif faces benefit from a little extra space, 

especially at smaller sizes. 

Akzidenz Grotesk, 5 point with zero tradcing 

The spaces between characters have, effectively, 

already been kerned by the fount designer, but 

there are many circumstances that require the 

typographer intervenes.Old Style founts, with 

their strong left to right emphasis and whose 

structure suggests a linkage between one letter 

and the next, generally need no extra inter- 

character space. As typefaces become more 

upright instance, Bodoni and the Modern sans 

serif faces benefit from a little extra space, 

especially at smaller sizes. 

Akzidenz Grotesk bold, 5 point with 0 tracking 

The spaces between characters have, effectively, already 

been kerned by the fount designer, but there are many 

circumstances that require the typographer intervenes. 

Old Style founts, with their strong left to right emphasis 

and whose structure suggests a linkage between one 

letter and the next, generally need no extra inter-character 

space. As typefaces become more uprightinstance, 

Bodoni and the Modern sans serif faces benefit from a 

little extra space, especially at smaller sizes. 

Akzidenz Grotesk, S point type with +3 tracking 

The spaces between characters have, 

effectively, already been kerned by the fount 

designer, but there are many circumstances that 

require the typographer intervenes.Old Style 

founts, with their strong left to right emphasis 

and whose structure suggests a linkage bet¬ 

ween one letter and the next, generally need 

no extra inter-character space. As typefaces 

become more upright instance, Bodoni and the 

Modern sans serif faces benefit from a little 

extra space, especially at smaller sizes. 

Akzidenz Grotesk bold, 5 point with -f 3 tracking 

The spaces between characters have, effectively, 

already been kerned by the fount designer, but there 

are many circumstances that require the typographer 

intervenes. Old Style founts, with their strong left to 

right emphasis and whose structure suggests a linkage 

between one letter and the next, generally need no extra 

inter-character space. As typefaces become more up¬ 

rightinstance, Bodoni and the Modern sans serif faces 

benefit from a little extra space, especially at smaller 

sizes. 

Akzidenz Grotesk, 5 point with +6 tracking 

The spaces between characters have, 

effectively, already been kerned by the fount 

designer, but there are many circumstances that 

require the typographer intervenes.Old Style 

founts, with their strong left to right emphasis 

and whose structure suggests a linkage bet¬ 

ween one letter and the next, generally need 

no extra inter-character space. As typefaces 

become more upright instance, Bodoni and the 

Modern sans serif faces benefit from a little 

extra space, especially at smaller sizes. 

Akzidenz Grotesk bold, 5 point with +6 tracking 

1900-1970 
16 -I-5 -I-10 -f-30 -16 -3 kerning values 

190o'-J97l) 
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numeral ^ (one) will normally need space reduced 

from both sides, whereas space on both sides of 

a zero might have to be increased. In other words, 

any sequence of numerals set within text will 

require kerning. 

Depending on the fit of a typeface, spaces 

next to punctuation and parentheses often need 

to be kerned. The spaces immediately following a 

full point or comma can appear too large because 

the inherent area above those two punctuation 

marks visually increases the area of the standard 

word space that immediately follows. The colon 

and semicolon need to be separated from the 

preceding word by the addition of a little extra 

space. Depending on the typeface, the space 

following a semicolon or a colon and the 

beginning of the following word can often be 

reduced. The question mark and the exclamation 

mark also need to be separated from the previous 

word and, depending on the typeface, this space 

might need a little more than that provided 

before a colon or semicolon. 

Full points and commas will sometimes need 

to be pulled closer to certain preceding characters, 

particularly r, v, w, and y. But with letterspaced 

caps, it is important also not to position full 

points and commas too closely, particularly with 

F, P, T, and V. Not F P X and V. The lowercase 

italic f when used with roman punctuation: f flf) 

and f] and the lowercase italic; j, j'j\ j) and j] 

will often need kerning (as do these). Flere are 

the same character pairs kerned: f' f\ f) f] 

andj'jl 7) j]. 

One of the most common errors, (and seen 

every day in even the best-designed newspapers), 

is caused by a failure to use the fi and ffi ligatures. 

The arm of the f in most typefaces invariably 

invades the space of the character in front of it, 

resulting in the two characters overlapping. The 

consequences of this can be seen easily at normal 

text size, so to see it every day in newspaper 

headlines is truly bleak. 

To avoid this happening, there are normally 

five standard ligatures provided with most fonts 

in both roman and italic, for example: fi fi ff ffl ffi. 

By using ligatures, not only are unsightly 

character overlaps avoided, but the intercharacter 

spaces remain consistent. However, if the text 

is to be tracked, it must be remembered that 

the spaces within each ligatured character will 

remain fixed. 

After World War II, there was a move to design 

fonts that have a universal aspect (i.e., do not 

have national associations), Univers being a prime 

example. This "new world" approach recognized 

the growing polylingual demands on alphabets by 

designing characters that were more robust, less 

prone to regional conventions, and, in so doing, 

eliminated the need for ligatures. 

Decorative, or quasi-calligraphic ligatures, 

for example, and 6f from the Caslon font, are 

becoming popular because of a resurgence of 

interest in humanistic typefaces, but should be 

used with caution. A good ligature is designed to 

correct textual, spatial inconsistencies. Decorative 

ligatures do not have this function and their 

idiosyncratic appearance, though undoubtedly 

elegant, can be too conspicuous in text, and, 

eventually, a tedious distraction for the reader. 
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Default character-pairs Ligatures 

Ligatures 

Ligature means "laced 

together." Ligatures are 

specially designed pairs or 

trios of characters linked to 

form a single character. For 

example, in most typefaces 

the arm of the f reaches into 

the space of the following 

character. When this happens, 

the result is ungainly. A 

diphthong is a ligature that 

represents a single sound, 

for example, ee. (Typeface: 

Caslon.) Below: A decorative 

(unnecessary) ligature. 

(Typeface: Caslon Expert.) 
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Space between words 

The reading experience will be impaired if the 

setting of the type cannot keep the reader's eye 

on the line, and tight spacing between words will 

greatly help. There should be a clear, perceptible 

division between the line of text and the interline 

spaces, allowing each to provide strength and 

support to the other. 

As a guide, the appropriate amount of space 

between words is said to be roughly the same 

as the space between the uprights of the 

letter n. (See right.) But, in making all interword 

spacing appear even, the spaces will not, in fact, 

be the same width. Allowance has to be made 

for the irregular shapes of different letterforms. 

When a word ends with the letter d, and the next 

word begins with the letter b (or h or k), the 

default space between them will appear smaller 

than that between e and o, for example, 

"the old hat." 

Set ranged left (as here), this will not normally 

be a concern, but if the setting is justified (thus 

enforcing interword spacing that might be less 

than ideal), such irregular letterforms offer the 

typographer the opportunity to choose where 

to reduce or enlarge intera/ord spaces.The aim 

in all textual setting is to provide visually even 

spaces between words, an ideal that should also 

be aimed for in Justified text. 

It is easier to achieve this visually rhythmic 

evenness of interword spacing when Justifying 

text if the line length is longer rather than 

shorter. The accepted rule for the number of 

words per line for comfortable reading is 

between io and M? A longer line (of the same 

size type) contains more words and therefore 

more spaces, which makes it easier to add and 

retrieve space without drawing the reader's 

attention. The other essential aid to even. 

Justified setting is a willingness to occasionally 

divide words, when helpful, at the end of a line. 

The narrower the column of text, the greater 

the necessity (and regularity) of word breaks. 

Lines of text can be tracked only to the 

extent that the reader cannot perceive that such 

adjustments have taken place. The tracking tool 

needs to be used with great caution. 

In Justified setting, when word spacing becomes 

excessively loose, the en or em dash can appear 

to be Joining words together (like a hyphen) rather 

than providing the pause as intended. If this 

visual fault occurs, it can be assumed that the 

interword spacing is far too wide. 

A dense, darker, closely textured page of text 

will provide a challenging prospect for the reader, 

and, depending on the subject, this might be 

appropriate. There are no "optimum" values for 

letter or word spacing. Judgment concerning the 

final tonal value of the text will depend on the 

subject, the intended audience, and, occasionally, 

the conditions in which the text will be used. 

Achieving an appropriate tonal value depends on 

five factors: the typeface, the space within words, 

the space between words, the space between 

lines, and the space around text. Such combined 

considerations (in relation to size and weight of 

type; and color, surface, and weight of paper) 

are, in essence, what typography is. 
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■ A guide to the appropriate amount of 
■ space between words is said to be 
I roughly the same as the space between the 
I uprights of the letter n. 

PART ON E 

The Setting 

of Text Matter 

By far the greater volume of type composition today is of matter for con¬ 

tinuous reading, i.e. text. And so it has been since the day when printing 

from movable types was invented. For this reason the first part of this 

book has been devoted to an explanation of some of the fundamentals 

involved in the proper setting of body matter, viz. spacing between the 

words, the determination of the measure, or length of line, and the lead¬ 

ing or spacing between the lines. Indications are then given showing how 

the principles which govern these vital factors are translated into day to 
day practice. 

In beginning with text settings we are simply putting first things first. 

The setting of displayed matter forms a relatively small part—though, of 

course, it is a most important part—of the total volume of all composi¬ 

tion. Displayed setting grew out of the treatment of the text page, and of 

the various needs of pubhsher, printer, and reader—and thus naturally 

follows the treatment of text setting. That the bulk of the latter is now pro¬ 

duced mechanically is a further cogent reason for giving first place to it in 

this primer. 

THE SPACING BETWEEN WORDS 

From the time of the invention of printing from movable types in Europe, 

that is, circa 1440, up to the present day, one of the hall-marks of good 

1 B 

Justified setting 

Above; Justified setting 

inevitably means that the 

spaces between words will 

vary. Only the last line of 

the paragraph will have 

the "correct" word spacing, 

similar to the space between 

the uprights of a letter n. 

Left: Justified setting is 

difficult to do well (and very 

easy to do badly on the 

computer). An excellent 

example of justified setting 

and a lucid book on the 

subject of spacing in typog¬ 

raphy is Geoffrey Dowding's 

Finer Points in the Spacing 
and Arrangement of Words, 
Wace & Company, 1954. 
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Space between lines 

One of the most critical actions repeatedly 

made by the reader is the return, from the end 

of one line to the beginning of the next. It is an 

elementary typographic service to ensure that 

this fundamental activity is achieved by the 

reader without notice. 

The space between the lines of text (called 

leading) aids the focused vision of the reader to 

sweep back, right to left at an acute angle, from 

the end of a line to the beginning of the next. 

If there is insufficient interline spacing (and 

particularly if the interword spacing is too wide 

or uneven), the text will not have the horizontal 

emphasis essential for efficient reading. If a text 

is evenly set with less leading, it will appear 

darker and more dense. 

If the length of line is longer than normal then 

the eye has further to travel, and at a severely 

acute angle, to find its way back to the beginning 

of the next line. To help cancel the disruptive 

effect of longer lines, wider interline spacing can 

be used. A stronger, white horizontal space will 

help prevent inadvertent skipping or missing of 

lines or rereading of lines just completed. 

The space between lines will appear wider 

(with or without leading) if the typeface used has 

a smaller x-height, and narrower if the typeface 

has a larger S[;-height (see page opposite). 

This fact will, of course, influence the decision 

concerning the use of leading. A typeface such 

as Bembo or Cos/on—which have relatively small 

x-heights—will look and be extremely readable 

with considerably less leading than a typeface 

such as Times or Univers, which have a relatively 

large x-height. The style of the face will also 

influence leading. The serifs on a face such 

as Caslon provide a horizontal emphasis, 

predominantly along the baseline and the top 

ZEHN 
JAHRE 
NEUES 
OPERN 
HAUS 

Novelty spacing 

Left; This poster, designed 

by Cert Wunderlich, uses 

negative interline spacing. 

Leipzig, Germany, 1970. 

Influences on spacing 

Right, top: Ascenders 

and descenders affect the 

perceived amount of space 

between lines of type. 

Right: Because the size of 

the x-height (the height of 

a lowercase x) differs from 

typeface to typeface, leading 

(interline spacing) needs to be 

adjusted from the computer 

default setting of 20%. 



of the x-height, an emphasis that is missing from 

a sans serif face. In fact, many sans serif faces 

have a distinctively upright stature that, to be 

made readable, should be more generously leaded. 

Sans serifs with a more calligraphic structure, such 

as Syntax, do not suffer to the same extent. 

With these, and most other typefaces, heavier, 

bolder versions require more leading than the 

light versions. The Modern typeface, Bodoni 

Heavy, for example, will comfortably carry leading 

equal to its body height. 

The computer default setting for leading is 

normally 20% of the body height regardless of 

the size, weight, or style of typeface used. This 

should always be overridden with an appropriate 

amount of leading to be decided by the designer. 

Where lines of uppercase are being used, there 

is the option of drawing the line together (called 

negative leading) because there are no ascenders 

or descenders to crash into each other. However, 

care should be taken to ensure that horizontal 

reading action is maintained by making the 

interline space larger than the interword spaces. 

Where display setting includes a mixture of 

uppercase lines and lowercase lines, or all lower¬ 

case, the interline spaces will need adjustments 

if they are required to be optically the same. 

the_the 
spaces spaces_ 
between between 
lines lines 

The space between li] 
appear wider if the 
has a smaller x-h 
narrower if the typ^^ce PiU 
a larger x-height. 
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Space around text 

The spaces around text are called margins. There 

are, of course, pragmatic reasons for margins. 

There is an optimum size of type that needs to 

be set in lines averaging lo to 12 words per line. 

There is a minimum size of document that can be 

held comfortably in the hand (and standard paper 

sizes to work with). The difference between the 

two—the area of text and the edges of the 

document—are the margins. 

Margins do not have a direct influence on 

readability and therefore, because margins are not 

essential (from the point of view of readability), 

it is clear they can only be justified in terms of 

esthetics.^ Esthetic considerations (of balance, 

proportion, and support in relation to the textual 

area) are important, as are concerns about 

establishing a framework that isolates the text 

area from the environment beyond the book 

or magazine. But margins also have a semiotic 

function in conveying the nature of the text and 

should, therefore, be considered (together with 

the shape and texture of the text) as much an 

agent of communication to the prospective 

purchaser as the design of the cover. 

In books, the proportion of text area to margin 

area on a paired spread of pages is roughly half 

and half. That any page might consist of 50% 

white space is, perhaps, surprising, but should 

alert the typographer to the attention these areas 

should be afforded. Magazines often use tighter 

margins, but rarely utilize the whole text area and 

follow a Judicious placement of images—factors 

that are used to vary the pace of each article and 

the publication as a whole.^ 

Generally, the rule is that the varied height of 

the head margin should be half that of the foot 

(or tail), whereas the paired back margin across 

the spine should equal the width of each fore- 

edge margin. These proportions are designed to 

draw the facing two pages together and 

also to lift the text into a visually comfortable 

location. The paired narrow back margins optically 

combine to form a channel between the two 

pages of the same width as, or a little less than, 

each of the fore-edge margins. 

A generously leaded text will look quite 

comfortable with smaller margins whereas a 

text with less leading will look better with more 

generous margins. Similarly, the use of a lighter 

typeface will look comfortable with smaller 

margins whereas a heavier typeface will require 

wider margins. In other words, generous space 

within the text area appears to compensate for 

minimal space outside the text area —in the 

margins—and vice versa. 

Margins contribute greatly to the comfort and 

pleasure of reading, providing a calm environment 

in which the text can function to the full. But 

they are rarely just space. Chapter headings, 

subheadings, running heads, folios, illustrations 

and captions, footnotes, and reference material 

are often positioned in the margins, and, for this 

reason, a portion of the margin area is often 

represented in the grid specifically to carry 

supporting material. 
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five tejcts in uthcr Iwx familmr iangon^s. I'hia im- 
pKcd « recognition of die (act that dw accepfwl 
wrewns were sofejecc to corceebonc which rnighc 
•Ifct the meaning or the aigniiicanec of parages 
which the moveinetit of the Refonnarion had al¬ 
ready made sufajeers of controvei-sy. 

Vioieat protose were at once loiced ar the Sor- 
tonne agairui the audacity of Robert Esrienne, z 

mere lad, in issuing his highly controversial revision 
of Holy Writ, and in priDt-ing it in octavo, the un- 
dig^iificd format of b«jks intended for sale to the 
many. Estieonc met this challen^ by complering 
his textual exatninwion of the rest nf the Bible. He 
pobfi-died the first of several complete editjona in 
151S, The offitiids of the Sorbonne threatened ex- 
trme measures to suppress his activities, but the 
French Crown protected the printer, in part per¬ 
haps because he was doing the Cejurr circle a real 
service by distracting the at»iitk>n of die theolo¬ 
gians iVota othere in high station whow opiuion* 
were tcadiag away froro tradliionai orthodoxy, 

the controversy became more annoying, in 
Francis I issued a peremptory order forbid¬ 

ding all princiug. This produced anothertinexpected 
trouble, for the Parbament refused to register the 
decree. .,•1 revised order, forbidding the printing of 
nw btxfcs met the same refusal, and when the 
King accepted the sicuntion, the first njoi-e had 
been won in the struggle for the Ft^KDoxf of the 

Ct43 

P«a. ^ 
mod,™ idCT,. W, 01 tapoK^a a 
toognrzuig « principlt. F„,ri, , 

won Rol«rt E.imot left Pert, 
the ptotecriem of the Meodly Bishop of Meaux 

Geneva welcomed the printer who had cham- 

piyncd the fundamentals of die tefarai movement- 
but Esrienne soon found that it was easier to com¬ 
bat the unified hostility of hia Parisian enemies 
Than to make a living trying «i please the highly 
individualistic groups of rdigious mnovatOTS who 
congregated at the centre of Calvinism. hGs 1m 
decade of unimportant work ended with hi* death 
in 1 .f59. 

second Henw Estiekne, son of Robert, born 
in 1528, btgan collating ancient manuscripts befete 
he was twenty. Primarily a helJenist, he began his 
career as a printer in lyty ar Geneva, by tninging 
out editions of live Grct^ authors who were virtu¬ 
ally inedited, which is evidence that they were au¬ 
thors for whose writings there was no demand. For 
the next decade he was subsidired by a coder of the 
family of J'uggcr, die greoc .Augsburg merchant 
house. In 1569 he issued a printed circular letter to 
his corrcspondeiitSjtcspUining that bis fsiture to an¬ 

swer letters was due to the feci that .since i s6t he 
had been preoccupied by the task of beeping Wo 
presses busy printing « Greek The»u/us comfulcd 
on a new method. This appc.nreJ in ffy- Before 

C7f3 

Space in books 

Left: Here, the proportions of 

text to page are closely based 

on those utilized by the 

subject of the book. C. P. 

Winship, Gutenberg to 

Plantin, Cambridge University 

Press, 1926. 

Space in magazines 
Below: The margins of the 

magazine Typographica are 

active areas, utilized as and 

when necessary. As with many 

magazines, the margins are 

often invaded by graphic 

material giving the reader the 

impression that there is less 

white space on the page. 

In fact, there is generally far 

more space than in books, 

but carefully distributed in 

and around the pictorial and 

textual matter. Typographica 
13, edited and designed by 

Herbert Spencer, London, 1957. 
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Italic and sloped letterforms 

It was the French scholar/printer Robert Estienne 

who methodically introduced italics in the 

sixteenth century, in particular to clarify texts, to 

allow the reader to differentiate between different 

kinds of information, for example, in a dictionary. 

In the nineteenth and twentieth centuries, 

italic has been used within text, again to clarify 

meaning, but also to provide emphasis. The 

reason for using italic for emphasis within text, 

rather than, for instance, a bold weight of type, 

is that the reader receives the emphasis at the 

appropriate moment, not before. Used in this 

way italic remains an integral part of the text 

itself. Wayfinding devices such as a heading or 

sub-heading, which need to be seen from the 

outset, are better candidates for the use of bold 

weight of type. 

Unusual words or phrases, including those in a 

foreign language, are often set in italic as a way 

of alerting the reader. Similarly, it is common for 

an author to use italics for the names of processes 

and/or objects that the reader meets in the text 

for the first time. 

In this book, I have used italics for the names 

of typefaces to differentiate between its designer/ 

punchcutter/printer and the name of the 

typeface, Caslon's Caslon, for instance. Perhaps 

for the same reason, it is common for the titles of 

books, plays, songs, magazines and newspapers, 

buildings, and ships to be set in italic. An 

alternative, although less satisfactory solution, 

is to use guotation marks. These tend to clutter 

the text and, even with judicious kerning, they 

create holes. It is better to reserve quote marks 

for the titles of articles published within books, 

magazines, or newspapers. 

Roman letterforms are upright whereas italic 

letterforms slope to the right. But a true italic is 

different from its roman counterpart in a more 

fundamental way. It is calligraphic or quasi- 

calligraphic. In other words, italic letterforms are 

closely based on handwriting, with an emphasis 

very much on the flow of the pen, with the 

beginnings and endings of each stroke curving 

into, and away from, each character. The extent 

of the calligraphic influence in an italic varies 

from face to face, but an italic will always be a 

more calligraphic version of its roman counterpart. 

Computer software is capable of visually 

modifying letters in innumerable ways, but, for 

instance, the measurement tool bar or type style 

menu in QuarkXPress does not "automatically" 

provide a true italic. If you do not have the true 

italic typeface in the font you are using on your 

computer, the software will mechanically slope 

the roman version it does have. And do not be 

misled by output from laser writers. If you send 

a job to an image setter to output film or plates, 

you will be disappointed when a font "italicized" 

in this way reverts to its roman style. Always 

ensure you use the correct PostScript font. Even 

if the font being used has an oblique (or slanted) 

version rather than an italic, the true oblique 

version must be used because the distribution 

of weight, especially in the curved lines, is crucial 

to its appearance and function. 
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ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

Italic vs. roman 

Top to bottom: Caslon 
Regular: roman uppercase 

and lowercase and italic 

lowercase. Bodoni Book: 
roman uppercase and lower¬ 

case and italic lowercase. 

CHI Sans Light: roman upper¬ 

case and lowercase and italic 

lowercase. 

Univers Light: roman upper¬ 

case and lowercase and 

oblique. The red highlights 

characters that retain their 

essential form in roman 

uppercase and lowercase, 

and italic/oblique lowercase. 

If the four italics are com¬ 

pared, the Caslon Regular 
example is the one that 

differs most from its roman 

version. This can be seen 

most clearly in the f, v, and 

w. Bodoni Book italic retains 

many of the calligraphic 

forms seen in Caslon, but 

in all cases, they are less 

pronounced. CHI Sans Light 
italic maintains a calligraphic 

aspect, but is far more 

subdued in character. 

Certainly the v and w have 

lost their rotund form and 

look almost identical in 

form to the uppercase and 

lowercase characters. Only 

the p maintains a distinctive 

(if refined) calligraphic 

quality; the extended upright 

of the f provides a hint of 

earlier versions. The Univers 
Light "italic" makes no 

pretence at a calligraphic 

style and is, in fact, designed 

as an oblique rather than an 

italic version of the roman 

lowercase. Note that the 

oblique "a" is exactly the 

same as the roman "a," but 

set at an angle. In all the 

other fonts shown here, the 

italic "a" is different from its 

roman counterpart. 
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Numerals and small caps 

There are two kinds of Arabic numerals, essentially 

the equivalents to uppercase and lowercase, lining 

and nonlining numerals 1234567890 (lowercase). 

Not all typefaces have both, although such 

omissions are most noticeable in typefaces 

designed in the first half of the twentieth century, 

when lining numerals were called Modern and 

nonlining were called Old Style. 

At that time the typewriter was perceived as a 

modern, efficient, "visible writing" machine whose 

manufacturers/designers, faced with a limited 

number of keyboard options, chose lining 

(Modern) numerals. Type designers, for whatever 

reason, followed suit. 

Roman numerals also have been given the 

equivalents of uppercase and lowercase, as in 

XVIII and xviii. 

If numerals are required in a text made up of 

uppercase and lowercase, nonlining (or lowercase) 

numerals should be used. Because lining numerals 

have the general appearance of capitals, they 

tend to be too conspicuous, distracting the eye 

in the same way as a word in capital letters does 

in the midst of lowercase. Perhaps it is for this 

reason that lining numerals are, sometimes, 

slightly shorter in height than the caps of the 

same font. The result of this, however, is that 

some lining numerals can look too small when set 

within a line of caps. If necessary, it should not 

be detrimental (meaning noticeable) to scale the 

numerals up to the same height as the capitals. 

A general rule is not to enlarge (or reduce) by 

more than 5%. 

In tabular work, such as timetables and 

financial reports, the fact that all lining numerals 

are all the same height is helpful to the reader 

who has to scan both horizontally and vertically 

to gain information. It can be speculated that the 

choice to use lining numerals on typewriters was 

because it was foreseen that tabular work would 

be predominant in commercial administration and 

that lining numerals were best suited to this task. 

Numerals (both lining and nonlining) often 

need a little extra space between them because, 

like capitals, they tend to be read digit by digit. 

To help the reader to "read" a number, it is also 

common to position a comma after every third 

digit from'the right, for example, 1,234 and 

1,234,567. For the same reason, telephone 

numbers are generally divided into shorter groups, 

such as 123 4567 8910, though the preference 

for grouping varies from country to country. 

The preference for small caps (used 

predominantly for abbreviations and acronyms) 

over standard caps within text is similar to that 

of nonlining numerals, namely to present textual 

material as an even texture, rather than a texture 

with dark patches caused by clusters of capitals 

and holes caused by uneven interword spacing 

and em dashes. 

Abbreviations and acronyms can appear 

as HMS Victory, NATO, 270 BC, but acronyms 

that stand for personal names should appear 

as W.S. Churchill pm. Small caps should be 

used alongside nonlining numerals: CO15 8lx, 

and standard-sized caps with lining numerals; 

COT5 8LX. Of course, small caps have to be 

used with standard-sized caps and their over 

enthusiastic use can lead to complications, and 

worse, misinterpretations. For example, a PhD 

cannot be a PhD. 

Small caps, however, have inherent difficulties 

that, it seems to me, can only be overcome by 

editorial intervention. Although it is often cited 

that the typographer is the servant of the text, 

it is equally true that preparation of the text for 

publication should include consideration of the 

typographic style under which it will be set. 
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So, if it were the typographer's intention to use 

small caps for acronyms, it would be wise to 

request that the author avoids starting a sentence 

with an acronym. Bbc looks ridiculous and is 

quite wrong, bbc, however, does not provide the 

expected signal for the beginning of a sentence 

(despite the full point and space in front of it). 

Acronyms in the plural can, and should, also 

be avoided because s is one of those lowercase 

letters taken directly from its uppercase 

counterpart (see previous page). It is common 

for small caps to be slightly taller than lowercase 

characters, as you can see from this example, 

MPs' salaries. The difference is discreet, 

but sufficient. 

Small caps are not small versions of standard¬ 

sized capitals (see below).They are drawn to 

have the same weight of line, fit, and internal 

proportions as the rest of the font at any given 

Dubois G 
DJESBOISG, 68 New Kiln Rd,Colchester... (01206) 540439 
$.1,6Ea^rford Rd,Kelvedon.(01376) 570942 

DESBOROUGHDJ. ' 
51 Drury Rd,Colchester.(01206) 542270 

J, Albett,Thorrington Rd,Ltl Clacton.(01255) 860273 
AM, 18 GosbeclQ Rd,Colchester.......... (01206) 561447 
ICS, 188 Point Clear Rd^t Osyth.(01255) 820845 
M.R, 23 OatReld Clo,Stanway.(01206) 541656 
P, 35 Humber Rd,Witham...(01376) 520174 

DESCOMBES C, 36 North Rd,Clacton-o-S. (01255) 427326 
OESCUBESA, 

14 Laburnum Gro,Colchester.(01206) 501614 
OESHMUKHD, i^wio*** 

1 Hereford Road.Colchester.(01206) 866900 

Lining numerals 

Above: Wherever lists of 
numbers are required, it is 
almost inevitable that lining 
numerals will be preferred 
because their uniformity 
of height makes for a tidier 
horizontal line. British Telecom 
telephone directory, 2005. 

Small caps 

Below: Small caps are 

designed to be the same 
weight as the other characters 
within a font and, usually, only 

a little taller than the x-height 
of the lower case characters. 
Reducing the size of upper¬ 

case characters to use as small 
caps will result in them looking 

considerably lighter in weight. 

size. Italic or sloped versions of small caps are 

rare, although italic or sloped nonlining numerals 

will be available with most text fonts. 

GUISansvfi.s made available in 1928, the same year as Perpetua 

Gill Sans was made available in 192 8, the same year as Perpetua 

CAPS 
CAPS 

GILL SANS WAS MADE AVAILABLE IN 1928,THE SAME YEAR AS PERPETUA 

GILL SANS WAS MADE AVAILABLE IN igaSjTHE SAME YEAR AS PERPETUA 

GILL SANS WAS MADE AVAILABLE IN 1928, THE SAME YEAR AS PERPETUA 

GILL SANS WAS MADE AVAILABLE IN 1928, THE SAME YEAR AS PERPETUA 

GILL SANS WAS MADE AVAILABLE IN 1928, THE SAME YEAR AS PERPETUA 

Small caps with numerals 

Above: (Top two lines! 

The use of lining numerals 

with upper and lowercase 

characters is too conspicuous 

and overbearing. Nonlining 

numerals (line two) with their 

ascenders and descenders 

blend with the rest of the text. 

(Middle two lines) Lining 

numerals look too conspicuous 

when used with small caps. 

Nonlining numerals look far 

more comfortable.There are 

no small cap italics in this 

version of Caslon. (Bottom 

three lines) This time it is the 

turn of nonlining numerals to 

look conspicuous. Lining 

numerals blend well with caps. 

With some fonts, lining 

numerals are a little shorter 

than their uppercase 

counterparts which can look 

odd. Here, in the second line, 

the numerals have been 

slightly enlarged, from 8 5 

point to 8-9 point. 
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Dashes and virgules 

The standard typewriter has only one short dash, 

effectively a hyphen. But a standard font includes 

at least three: a hyphen, an en dash, and an 

em dash. (-) 

In a typewritten document, a double hyphen 

(--) will be used where an en dash should be 

used and, perhaps, three or four hyphens where 

an em dash should be used, depending on the 

context or personal style. The rules of the typing 

manual (although entirely redundant) and a 

prevailing lack of typographic knowledge mean 

that the hyphen is, today, commonly used for all 

dashes, just as it was when this was due to the 

technical limitations of the typewriter. 

The em dash was universally popular in the 

nineteenth century and remains so in North 

America where it is used with no space between 

the words that precede and follow it. 

The size of the em dash makes it conspicuous 

in any column of text. There are situations in 

which the em dash, or even the double em dash, 

is useful, for example, when a meaningful pause is 

required ("What the — ?" or "What the-?"), 

although ellipses do a similar job less conspicuously 

("What the...?"). Indeed, not all fonts include an 

em dash. When necessary, two en dashes can be 

easily kerned to make one em dash (unkerned —, 

kerned —). 

In most fonts, dashes and virgules (and some 

parentheses) are traditionally designed with no 

attempt to provide stress or variation to the 

weight of the line. Because of this it is possible 

to substitute dashes from other fonts if prefered. 

For example, the Univers en dash happens to sit 

slightly lower than the Akzidenz Crotesk en dash 

(—). The lower position of the Univers is a 

distinct improvement over Akzidenz Crotesk if it is 

to be used with lowercase because the dashes are 

positioned closer to the centre of the x-height of 

the lowercase characters: "What the-?". 

This, of course, makes it a little too low when set 

with caps: "WHAT THE-?" . 

There are a small number of typefaces in 

which the hyphen and other dashes have serifs 

(of a sort) and/or are drawn at an angle. Arrighi, 

designed by Frederic Warde, and many of Frederic 

Coudy's faces are canted and tapered; Kennerley, 

for example. 

Where a hyphen appears at the end of a 

justified column of text, it is good practice to 

"hang" it in the right margin. This will help 

maintain the strong, clean, vertical edge to the 

column of text. 

As well as suggesting a pause, the en dash 

is also used as an alternative for the words to 

or until, for example,i88o-i98o. But when such 

information is presented in linear texts, it is 

generally preferable, both editorially and 

typographically, to use the word to, for example, 

i88o to 1980. 

The virgule (or slash) functions in much 

the same way as a full point, for instance, in 

the arrangement of dates 15/03/49,15.03.49. 

It has had a sudden reemergence since the 

establishment of e-mail where it is commonly 

described as a forward or backward slash ( / \ ). 

Dashes 

Right: Dashes, in most cases, 

appear much the same 

regardless of the typeface to 

which they belong. Some, such 

as this version of Caslon, don't 

even have an italic version. 

Shown here are the hyphen, 

en dash, and em dash in Caslon 
and Univers. 
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The virgule is similar to the fraction bar (solidus), 

which has a less acute angle, and is generally 

a little lighter in weight ( //) to enable it to 

function in close proximity to small and therefore 

lightweight numerals. However, if level fractions 

are to be set, then the virgule should be used, 

for example, virgule 1/2, solidus Vi. I have used 

the "preconstructed" fraction available with 

Caslon for this example. Self-constructed fractions, 

built using the solidus and raised and lowered 

numerals, rarely look as good. (When constructing 

fractions always use lining numerals.) In the general communication 

of numbers it was common to 

employ objects such as 

sticks/stones/beads. 

Poor typesetting 
Typographic misuse of 

punctuation can make the 

text setting look untidy and 

cause ambiguity for readers. 

(Top) When setting text 

justified the variations of 

intenword spacing can cause 

the function of the en or em 

dash to become ambiguous. 

Here the en dash appears to 

take on the appearence of a 

hyphen and so, instead of 

causing the reader to pause 

it creates the opposite affect. 

(Above) Words connected 

by virgules should be broken 

at the end of a line: sticks/ 

stones/beads. 

In the general communication 

of numbers-bartering, 

counting, sharing-it is 

common to employ objects 

such as sticks, stones and beads. 

Caslon 

Univers 
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Parentheses and brackets 

Parentheses are rule-governed in their application 

to written and printed texts (to indicate that the 

contained words or numbers or phrases have been 

included by the author for purposes of clarification 

from the author's viewpoint; rather like the aside 

to the audience or stage-whisper in a playscript). 

Brackets are also rule-governed in their application 

to printed texts [to indicate a necessary or 

desirable intervention by the editor of the text]. 

Parentheses () traditionally had no variation 

to the weight of the line (like the virgule / and 

en- and em-dashes-). They were set with 

ample space between each one of the pair and 

the words or phrases they enclosed to ensure that 

neither of the pair appears to be attached to the 

first and the last letter or numeral which they 

enclose. Today, parentheses tend to be narrower 

(see right and opposite). 

Parentheses first began to appear with a 

varied thickness of line in the early Baroque 

period and whilst the original single-thickness 

line has been revived from time to time: (the 

Monotype Corporation's Bembo for example) 

the modulated version, based on the natural form 

created by a flex-nibbed pen, has, on the whole, 

persisted. The parentheses of this typeface 

(.Foundry Form Sans) have a varied thickness 

of line: thicker in the middle and tapering 

toward each end. 

Italic parentheses are a relatively new 

phenomenon. Upright (or "roman") parentheses, 

brackets [ ] and braces {} were once used even 

in the context of a text set all in italics. Today, 

text set in italic would generally contain italic (or 

sloping) parentheses. However, in a text set in 

roman, parentheses containing a word set in italic 

will be set in roman: (like this). Whenever roman 

and italic characters are used together the 

characters will often require kerning. 

Italic characters within italic parentheses. 

No kerning required. Typeface: Caslon. 

Italic characters within roman parentheses. 

Above: unkerned Below: kerned 
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^ Hjec eft Prxfatio(oftenclens) quemadmodum 
San&Hs Gregorius hunc lihrum fecit^ quern homines 

Pafloralc nuncupant. 

Elfredi regis ampldsimi 
uqui olirn^ totifen ^ri" 
tannia prafuit') hiStori- 

ani->, tiki Qhumanifiime-j 
leHor) exhibemm : a lo-^ 

Modern parentheses Traditional parentheses 
Modern parentheses tend to Parentheses originally had 

be shallower and have a little or no variation in 

considerable amount of the weight of the line. The 

variation in the width of line, generous amount of space 

When italic characters must be between each parenthesis 

set inside roman parentheses, and the following or preceding 

kerning will be necessary to character was, in part, due 

make them fit appropriately. to the physical nature of 

letterpress. Both examples 

printed by John Day in London, 

early sixteenth century. 
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Portfolios 

The "work of others" has always been an important 

resource for the designer. For those seeking 

typography it might, at first, appear that the task 

would be an easy one since, as this book has 

attempted to illustrate, typography is everywhere, 

functioning on many levels and in many ways. But 

here in the Portfolios section a clear distinction 

has been drawn by presenting the work of those 

typographers in "professional practice."in other 

words, who earn their living by typography. 

I resisted using the work of contemporary 

typographers wherever possible in the previous 

sections of this book because I think it is easierto 

look at typography objectively when it does not 

carry the gloss (or otherwise) of contemporaneity. 

The Portfolios section, however, being concerned 

with current practice, will inevitably reflect passing 

whims and 1 am quite content that they should do 

so. Much talk is made of good design being 

timeless, but when we look back at the work of 

previous years and previous centuries, it is the 

differences that cause us to thrill in wonderment 

at the phenomenal skills or the audacity of design. 

Such difference is often caused by technological 

changes, developments in the tools and processes 

used, and/or by socioeconomic changes. Graphic 

design is, and always has been, a malleable 

practice. It may not quite be fashion, but it 

certainly does, often of necessity, reflect social 

fads and fancies. It is often by these fancies that 

graphic design is defined. 

Of course, typography \s different'. Or so many 

would like to believe. But while there certainly 

are parameters (set by the activity of reading) 

which keep the typographer in check, there are 

also, as recorded on the following pages, so many 

other opportunities, so many other functions, in 

which typography today must operate. It is this 

diversity of requirements to which typographers 

must respond and which dictates that typography 

will continue to change. Books and other 

continuous-text material follows in the wake of 

these changes. A long way behind. 

The work displayed in the Portfolios section 

of this book is intended to provide an indication 

of the breadth of such projects and the creative 

endeavor brought to bear by practising typog¬ 

raphers. These examples will, inevitably, also 

provide ample evidence of the technical, political, 

marketing, social, and budgetary issues which 

(usually, but not always) are imposed by the client, 

and the genuine function of creative and expedient 

typographic applications brought to the solution. 

The work illustrated here has been produced by 

individuals, by teams within large multidisciplinary 

design consultancies, and, the majority, by studios 

whose size is somewhere between the two. It is 

often said that standards are easier to control in 

smaller studios but "standards" are what every 

individual typographer makes them and the work 

of the larger studios illustrated here is testament to 

the dedication and sheer energy of the art directors 

and typographers within these busy studios. They 

continually find the inspiration to maintain the 

highest standards. 

. Walking into a small studio is a very different 

experience.There may be a pet dog named Caslon, 

and the radio might be playing. I enjoy visiting 

typographers' studios of all sizes. So much of what 

a typographer does is, of necessity, prescriptive, 

and yet solutions so often have the undeniable 

stamp of their designer. Such occurrences are 

often difficult to define and, even to another 

typographer, can remain elusive until you walk up 

the same steps the typographer walks up each day 

and see the name on the studio door. Once inside, 

the studio provides a myriad of clues; the windows 

and what is beyond, the tools, the computers and 
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peripherals, the scored (or pristine) tabletops, job 

bags, files, schedules, reference material, drawers of 

paper, shelves of books, and piles of CDs. You might 

come across huge pieces of old railway signage 

"rescued" from rubbish dumps and casually leaning 

against the wall, or, rare archive travel posters from 

the beginning of the twentieth century, presented 

in elegant steel frames on Immaculate white walls. 

To go in search of these places and to meet these 

individuals is tremendous fun because it is always 

so enlightening. I hope the following pages provide 

something of this experience. 



A2-Craphics/SW/HK 

In 1998 Scott Williams (Liverpool, England) and 

Henrik Kubel (Copenhagen, Denmark) entered the 

Royal College of Art, School of Communication Art 

and Design in London. Shortly after arriving the 

duo started to collaborate on a variety of projects 

and while still at college, formed the studio A2- 

Craphics/SW/HK. 

The team has a conceptual approach to problem 

solving across various disciplines, including design 

for print, screen, and environment. Williams is 

interested in and motivated by lateral approaches 

to design production and Kubel is fascinated by 

drawing bespoke type for all projects—both 

methodologies inform their work. 

A2-Graphics/SW/HK has been recognized 

nationally and internationally with awards from the 

British Design & Art Directors Club (D&AD), Design 

Week, the Art Directors Club of New York, the Type 

Directors Club of New York, the Danish Design 

Center, and The International Society of 

Typographic Designers (ISTD). 

Scott Williams studied Design Communication 

at the University of Salford (1996-1998) and 

Communication Art & Design at the Royal College 

of Art, London (1998-2000). He lectured in Graphic 

Design at the Chelsea College of Art and Design, 

London from 2001-2004. He was a Judge for the 

Cream Design and Advertising Awards 2001. 

Henrik Kubel studied Graphic Design at 

Denmark's Design School (1992-1997) and 

Communication Art & Design at the Royal College 

of Art, London (1998-2000). He lectured in 

Typography and Design at Buckinghamshire 

Chilterns University College (2000-2003). 

He was a Judge at the British D&AD Awards 2001, 

Denmark's Design Prize 2003, and Consort 

Royal Awards 2005. 
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Turner Prize reading room 

A2-Craphics/SW/HKwere 

commissioned by Tate Britain 

to design the exhibition 

graphics and "interpretation 

space" fortheTurner Prize. 

The project included the 

design of all exhibition graphics, 

a i6-page broadsheet, and the 

design of the reading room. 

The reading room 

accommodates a plasma 

screen, a fixed seating area, 

movable stools, bookcases, 

information panels, a Web 

point, and a public comments 

board furnished with pencils 

and cards for visitors to post 

a comment or message. 
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Christine Borlaj 
Cai GuO'Qiang 
Charles Cruniy 
Marlene Di 
Susan Hil 
William^ 
Paul Mc< 
Elizabe$1i| 
Daniela 
Jon Thoin| 

Christine Borlaj 
Cai GuO'Qiang 
Charles Crunib| 
Marlene DumaJ 
Susan Hiller y 
William 
PaulMcC 
Elizabetl^ 
Daniela; 
JonThoi 

Christine Borland 
Cai GuO'Qiang 
Charles Crumb 
Marlene Dumas 
Susan Hiller 
William Kentndge 
Paul McCarthy 
Elizabeth Manchester 
Daniela Steinfeld 
Jon Thompson 

Exhibition catalog 

Apparition: the Action of 

Appearing, was a group 

exhibition curated by Roger 

Malbert with Lucy Steeds, 

and featuring the work of 

10 international artists. 

The exhibition catalog 

is divided into two distinct 

sections, one printed on 

uncoated and the other on 

coated paper. All page designs 

adhere to a grid based on the 

golden section, a device that 

accommodates extensive 

footnotes, supporting 

illustrations, and a flexible 

arrangement of images. 

A typeface, FY-Monday, 

specially designed byA2- 

Craphics/SW/HK, has been 

employed throughout and 

appears in both regular 

and italic versions. 
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Exhibition signage 
A2-Craphics/SW/HK designed 

the exhibition graphics and two 

bespoke typefaces for Eyes, 

Lies & Illusions, held at the 

Hayward Gallery in London. 

The exhibition presented over 

1,000 pre-cinematic optical 

devices d rawn from the 

collection of experimental 

filmmaker Werner Nekes, 

alongside the work of eight 

contemporary artists. In 

developing the graphic identity 

for this exhibition, A2-Craphics 

devised a typographic solution 

that reflects some of the 

themes of the show. 
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Paul Belford 

Paul Belford is an art director and creative 

director who has worked at some of London's top 

advertising agencies. The process of producing 

advertisements for magazines, posters, and 

television can be long and complicated, with 

many people (art directors, copywriters, account 

managers, planners, clients, typographers, 

photographers, producers, film directors, and yet 

more clients) involved at each production stage. 

The ideas behind ads are usually created by an 

art director working with a copywriter. Most 

advertising agencies also employ typographers or 

designers, who work in the production studio. Art 

directors spend much of their time coming up 

with ideas for ads and many art directors do not 

have the time or inclination to get too involved 

with typography and design. 

' « 

Paul, however, designs most of the ads he creates 

with his writing partner, Nigel Roberts. He also 

occasionally collaborates with graphic designers 

to try to achieve a new and distinctive graphic 

look for their campaigns. This often involves 

interesting typography. Current trends in print 

advertising tend to result in simple visual layouts 

that are dominated by photography or illustration 

with very little innovative use of type, but this 

results in very similar-looking ads. Typography 

can be one way of making the work stand 

out more. 

Promotional material 

for Le Creuset 

Woodtype, printed using 

letterpress, is used here to 

create type pictures that 

complement the copy lines 

and evoke a sense of tradition 

and craftsmanship. 
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PORTfONS 

THE MORE YOU 
SAVEJHE MORE THE 
CHICKENPAYS. 

• ti»tN4 of sooinj awnejf, jou could tave aifftiiiig. • Ji»t» Hftle more moflejr meant chickens 
late flwfe raem temwe, helping to prevent defamed bones oml infected joints due to lack of 
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1$^ caused by iMing in buitt-up escremmt. • A tittle mere men^ m^ht net make much 
differ^ t» you, but it can reduce soffiermg for fte chirAen. • Look out for dreFw Range, 
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Waterstone's campaign 
A brand campaign from the 

UK bookseller, with the 

message "we love books." 

Each ad is designed like a 

book jacket and photographed 

wrapped around a book on a 

white background. The type is 

as diverse as it would be in a 

bookshop, and tailored to the 

title of each ad. 
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Al Mohtaraf 

Al Mohtaraf is a pan-Arab graphic design house 

with more than two decades of activity in the 

field of corporate design and communications. 

They have offices in four different cities: Khobar, 

Riyadh, and Jeddah in Saudi Arabia, and Beirut in 

Lebanon. With a team of 40 people including 

graphic designers, calligraphers, type designers, 

illustrators, photographers, journalists, and 

copywriters, Al Mohtaraf is renowned for its 

Arabic typographic work, editorial design, and 

bilingual corporate identities. 

Among the studio's most recent activities is 

Arabic type design. As the current typographic 

scene in the Arab world demands more attention 

and higher input, both in the quantity of Arabic 

typefaces available for use and in the quality of 

their execution for digital application, Al Mohtaraf 

tries to breach this gap by designing its own 

typefaces for display and body text. Drawing from 

its long experience in the disciplines of Arabic 

calligraphy, the studio is developing a multitude 

of Arabic typefaces for various usages. 

Al Mohtaraf believes that the spontaneous 

handwriting movement is at the heart of the type 

design process. Above all, Al Mohtaraf focuses on 

liberating Arabic typefaces from the residues of 

classical calligraphy. Keeping in mind the 

important influence of this heritage, Al Mohtaraf's 

primary concern is to preserve high standards of 

legibility, simplicity, fluidity, and balance. It takes 

meticulous care in designing avant-garde Arabic 

typefaces with new forms of esthetics and a high 

quality of production. Over time, it has developed 

a collection of diverse typefaces for different 

uses, such as display, television, corporate, text, 

etc. To date it has supplied two major Saudi 

newspapers with two families of fonts, and a 

major bank with a family of four fonts. 

In fact, Al Mohtaraf was recently recognized 

with an award of excellence from the International 

Society of Typographic Design for the design of 

a three-volume book set. This set has also been 

selected by the judges at D&AD as a historic 

record of great creativity for 2004. 

Masthead design 

Proposal for the masthead 

oiArob Dialogue, a cultural 

magazine published by the 

ArabThought Foundation. 

The continuity in calligraphic 

strokes is intended to resemble 

the continuity of Arab dialog. 
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Newspaper font set 

Al Mohtaraf was commissioned 

to design an exclusive set of 

five fonts for the daily 

newspaper A/Vowm in an 

effort to revamp the whole 

identity of the paper and 

increase its readership.The 

fonts (two headline and three 

text fonts) are designed to 

follow a smooth handwriting 

movement with an emphasis 

on legibility, simplicity, clarity, 

and balance. 
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Tabloid font set 
Al Mohtaraf designed an 

exclusive family of four 

fonts—two text and two 

headline fonts—fora new 

daily tabloid, geared toward 

the youth in Saudi Arabia. 

It is designed with prominent 

slabs—reminiscent of sports 

leagues—and a slight 

inclination toward the right 

to create a fast, bold, and 

energetic feel. 
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Oum Kolthoum: 
Life and Songs 

This three-volume set records 

and analyzes Oum Kolthoum's 

life and all her documented 

songs. Special motifs, inspired 

by the singer's typical dentelle 

dresses and Islamic miniature 

art, were designed (with 

atelier Himmelbraun, 

Germany) to complement 

the typography and conclude 

each chapter in the book. This 

set was intended to establish 

a house style for the newly 

founded publishing house, 

Musica Al Sharp, by designing 

a flexible template that can be 

adapted for all future books. 
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Atelier David Smith 

Atelier is the studio practice of Irish designer 

David Smith. He is a graduate of the design 

program at Dun Laoghaire College of Art and 

Design. He continued his studies at L'Atelier 

National de Recherche Typographique, which at 

the time was based in Paris. There, he studied 

typography and type design under the direction 

of Peter Keller and Jean Widmer. 

On graduating, he worked briefly as a 

freelance graphic designer in Paris and Dublin 

before moving to the Netherlands to work with 

UNA (Amsterdam) designers. There he had the 

privilege of working on a series of high-profile 

projects including the millennium stamps for the 

PTT and the Asko and Schonberg Ensembles 

visual identity, which won the Netherlands 

HuisstijI Prize and an I5TD Premier Award in 200i. 

Returning to Dublin, he established Atelier in 

February 2000. He continues to combine project 

work for selected clients with his teaching 

commitments—he is currently course-soordinator 

of the BA (Hons) Visual Communications program 

at the Institute of Art, Design and Technology, 

Dunlaoghaire (lADT). 

Although based in Dublin, the studio practice 

is clearly informed by the combined experience 

of studying and working in Paris and Amsterdam. 

Starting with objective analysis, the work is 

characterized by a methodical approach to 

typography, bold use of color, and an inventive 

use of ordinary production techniques. Working 

almost exclusively with public- and cultural- 

sector clients, the studio has established an 

excellent reputation for the caliber of its 

publishing and visual identity projects. This 

reputation has been enhanced by consistent 

national and international recognition. 

Currently the practice consists of two 

designers, David and colleague Oran Day, with 

regular contributions from associates and design 

interns. Despite their small output, national 

awards include commendations from the Institute 

of Designers in Ireland and most recently bronze, 

silver, and gold awards from the Institute of 

Creative Advertising and Design, Ireland. Atelier 

projects have been published/exhibited in 

Ireland, France, Spain, Italy, Japan, Slovakia, 

the UK, the Netherlands, and the USA. 

Exhibition poster 

This poster was designed for 

the Emerging Designers 
exhibition at the first Graphic 

Europe Design Conference, 
held in Barcelona in 2003. 

Ten designers/design groups 
were nominated for inclusion 

by the conference advisory 
panel and asked to submit a 
poster design for exhibition. 
The poster was originally 

digitally printed on HP 
plotters In various formats, 

and subsequently published 
in a limited edition of 100. 

Program identity 
The design used for this 

program identity was also 
applied to brochures, 
advertising material, 
and posters. 
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Festival posters 
and brochures 

Originally devised for the 2002 
Dublin Fringe Festival, the 

"typographic comb" was 

adopted by the Festival as 

their main identity due to the 

high level of recognition it 

achieved. The comb device 

continued to feature during 

subseguent years even though 

visual and typographic 

treatments changed. 

174 Atelier David Smith 



Atelier David Smith 175 



WHW lecture papers 
The publication of the WHW 

lecture papers celebrated the 

first in a series of annual 

Institute of Designers in 

Ireland (IDI) design lectures. 

The inaugural lecture was In 

commemoration of William 

H. Walsh, the founder of the 

Kilkenny Design Workshops. 

m 



Exhibition catalog with 
CD, invitation, and poster 
The structure found on 
reflective road signs provided 

the basis for the typographic 
system devised for TRANSIT 
2004, the Visual Arts program 
of the Dublin Fringe Festival. 
A hexagonal matrix features 
throughout, and directional 
arrows of various sizes are 
extracted and emphasized 

on each application. 
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Atelier Works 

"On the whole, the marriage of pictures and 

text is often unsuccessful, in fact, almost always 

unsuccessful," says Atelier partner Quentin 

Newark. "Many designers rely on a small number 

of conventions, such as placing a caption under a 

picture, or embedding a picture into text. They 

slavishly follow these limited means without 

specific adaptation to the material in hand." 

So the ephemeral use of type (i.e. to "sprinkle" 

it across a surface) is not something the Atelier 

team consider. Ian Chilvers, another Atelier partner, 

explains why. "Every word has graphic potential 

so the marriage of the right word with the right 

typeface is where we expend our effort. Examining 

our subconscious relationship with words and 

interpreting this by drawing upon five centuries 

of evolving letterforms defines us as a profession. 

Without that serious backbone, we are merely 

'designers' in the same way that everything is 

labeled as'designer'nowadays." 

Hugh Pearman wrote of Atelier "They know 

what they're about, these people. They think a lot 

about who they are and what they are doing." This 

is certainly true. Unlike many design studios that 

doggedly cling to a style of design, it is the words 

and their meaning that influence Atelier's esthetic. 

"Words are very important to us," concludes the 

third and last Atelier partner, John Powner. "Often 

a single word will trigger a design direction—take 

Sheffield for instance. The name has a double f and 

an i. We immediately spotted the lack of a ligature 

City signage typeface 

As part of a citywide signing 

scheme for Sheffield, Atelier 

worked with Jeremy Tankard 

to develop a new typeface, 

Sheffield Sons, based on 

Cranby, one of the original 

typefaces produced in the 

city in 1930. 

on their letterhead when the brief was sent to us. 

Sheffield was home to Stephenson Blake, in its time 

one of the greatest typefounders in Britain and an 

exemplar of typographic exactitude. The thought 

of Sheffield without a ligature so appalled us that 

we dug deep into the Stephenson Blake archives to 

find a Sheffield typeface that we could revive.The 

result was a new typeface based on their original — 

Granby—complete with a proper ligature set and 

the ffi ligature restored-to its proper home." 

For Atelier then, typography should not bow 

to contemporary style, but to the timeless power 

of the word itself. 
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Term opening times 

Tuesday-Friday 3.30pm-6,30prn 

Saturday 11.00am-4,00pm 

Holiday opening times 

Monday-Friday 10.00pm-6.0Qpm 

Open to 5-16 year olds 

Alt children must be registered 

ImiMrtant notice for parent* 

Stsete Gafeersis an yj'AenT-jre pi3ygrour4J 

fcr cht'd'en and ¥Ourjg p«;ote ag«J=- ‘S 
vs ftee 10 c^ne ancJ 50 psea^ 

Some ad'^’er.t u;epF(aySR>;j^ 
a nsii. (Pe cr-^e^'v are 

&j09r^ tsy tratnad staff v<rf»enitijre t^.^J 
m"/ ca^i DSiJy si^>' ar>d fun v^rnoui 

Duf’^ed «?sietney are intffe P<a>ycun<l. 

Per JTKire dtJtaJS pteasa cofi&a a slaS me'riSjef 

Ntt acfcjfls ttf^tess aica»rr>p3n«d 

Slade Cardens adventure 
playground 

The structures in this local 

community playground 

inspired Atelier's typographic 

solution for its regeneration 

project. They even wrote 

the copy for the children to 

clamber over.This is type as 

image, instantly understood 

by the youngsters. 
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Typographic self-portraits 

It's not all rigor at Atelier. 

Rather than spend lots of 

money on a Christmas party 

they spent it on a day in a 

letterpress print shop. Here, 

everyone had fun creating a 

self-portrait and discovering 

letterforms that had remained 

hidden for decades. 
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Boag Associates 

Helping its clients to communicate clearly, Boag 

Associates is a creative graphic information design 

and strategy company. It helps companies to 

develop their business or organization by making 

information easy for people to understand, and 

good to look at. Boag Associates makes 

information clear through the use of plain 

language and accessible design. When information 

is clear in forms, bills, manuals, and Web sites, 

organizations can expect fewer calls to their 

helplines, for example. On this kind of basis, 

Boag can measure the impact of its designs and 

strategies. Organizations need to communicate 

clearly in everything they produce —from their 

advertising and marketing materials right through 

to their forms, customer letters, and e-mails. 

Information design is therefore central to 

brand strategy. 

Boag's design process involves researching user 

and client needs and objectives, observing existing 

communications, developing strategies in 

response to this research, developing content and 

designs based on these strategies, evaluating the 

designs through user testing, agreeing final 

designs, implementing them, and monitoring 

their success. 

Bills for Northern 

Ireland Electricity 
For utility and telecom 

companies, bills provide the 

core, regular communications 

channel with their customers. 

It is vital that consumer bills 

are accurate and clear, but 

also that they are excellent 

manifestations of the 

company's brand. These 

designs for Northern Ireland 

Electricity respond to this 

need by clearly signaling the 

total amount due and the 

helpline number, and giving 

the bill a clear title.The period 

that the bill covers, and when 

it must be paid by, is also 

emphasized.The design 

allowsfor a summary of the 

customer's account, and detail 

on how the bill's charges have 

been calculated. 
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TNT Christmas schedule 
Boag developed a leaflet for 

TNT, In a Z-card format that 

accommodated the Christmas 

TNT delivery schedules for 

both UK and International 

services. The one A4 sheet 

used folds down to the size 

of a credit card. The mailing 

letters were economically 

printed and produced, with 

the Z-cards attached. The 

cards were individualized 

fora prize draw. 

Including information about 

all services on one leaflet 

reduces print complexity, 

and presents one coordinated 

suite of services to TNT's 

customers in each part 

of the business. 
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New dictionary design 

The fresh editorial approach 

and entry structure of The 
New Oxford Dictionary 
of English is mirrored in its 

sympathetic design. Entries 

are stacked so that each new 

meaning starts a new line, 

with the result that sense 

numbering (in ArialBlack) is 

less obtrusive than in other 

dictionaries. Many definitions 

are followed by an explanatory 

section of additional meaning 

statements and examples of 

usage. These take on the same 

typestyling as the definitions, 

and are differentiated by their 

smaller typesize. Word origins, 

derivatives, and phrase sections 

start new lines and are 

introduced by stylish, 

letterspaced, small-cap 

headings. Encyclopedic, 

technical, and usage 

information is set in Arial 
to clearly distinguish it from 

definition text and examples, 

which are set in the space- 

efficient Swift typeface. 

The design maintains graphic 

elegance while meeting the 

conflicting demands of 

character and page counts. 
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m bortde I bosom 

and enamels. Se« also aoBACic. 
• Oain tormula: B(OH}, 

borkle/bxrAid/^ Mona binaiy compound of boron 
with a metallic element. 

boring ► adjedivt not interesting; tedious; I've gw a 
borittgjob in an office. 

- DERIVATIVES bolingly xherb [as sdxnodAerj my iwringiy 
nspedaUc unde, boringntai noun. 

■oris Godunov/’bore/sec Gooumov. 

boffc^ veib (wHi ob|-i US mfennjl obstruct (someone, espe¬ 
cially a candidate for public office) by systematically 
defamingorviljfying them. 

• DticiN (980s; from the name of Robert Rorl (born 
1927), an American judge whose nomination to the 
Supreme Court (1987) was rejected following 
unfavourable publicity for his allegedly extreme 
dews. 

Boftaug/'badorq/, Norman Ilrncsc(b.i9t4}. American 
Kientist. a central figure in the green revolution. He 
has Morked for many years on the improvement of 
wheat crops and the adaptaiioa of new strains of 
wheal to parts of the world where it has not previ¬ 
ously been grown. 

borlotti bean/b.r'lnti/^ mwi a type of kidney bean 
with a pink spiled skin that turns brown when 
cooked. 

-otictN Italian boriotti. plural of burlouo 'kidney 
bean'. 

■ormann /'Kimian. German boreman/. Martin 
(1900-C1945), German Nazi politician. Considered to 
beHitlcr'sdosestcollaborator. hedisappearedatthe 
end of the Second World War his slwleton, exhumed 
in Berlin, was identified in 1973. 

Born /bnin. German born/. Max (1882-1970). German 
theoretical physicist, a founder of quantuiii mech¬ 
anics. Nobel Prize for Physics (1954)- 

bom ► adjoctivR existing as a result of birth; she was 
bominAbmiern | I was bom with a sense of curiosity j a 
newly bom baby. 
tItoeombsMtionl havinga specific nationality; a Cermun- 
bompbiiiKophen oiaiiblliuvinganaeunilability to do 
aparticuUrjob;lie'se bom engineer. ■ jpfwjic.wiiiiniini- 
ewlperfecity suited or traiiud to do a particularjob: 
wen bora to rule. ■ (of an organization, movement, or 
idea) brought into existcncc;nn (jtiiiuory 1993, tlieneu' 
company «oj bom. ■ (bom of) existing as a resul t of (a 
particular situation or feeling; bis work is liom ofdes- 
fair. 

-riiRASES bom MKl bro4 by birth and upbringing, 
especially with reference to someone considered a 
Qrpical product of a place; be was a Oimbridge rmm 
bom and bred, born on «bo wrong sido ol tho bfonhot 
see HASwerr. b* born with • •(Ivor apoon In ono** 
mouth sec WLim. In nil ono** born duys used to 
express surprise at something one has not cncoun- 
t«^ before; in uU triy bom days I ’M! new seen the like 0/ 
It Mt know ono (* born Bril, used to convey that 
someone has an easy life without realizing liow easy 
it is. thuro^ ono (or a suchor) born ovory nrinuto 
Mxaol there are many gullible people. I (or ho. «ho, 
etc) wasn’t born yootordny used to indicate chat 
one(oranotlicr person) is not foolish orgullibte. 

• ORIGIN Old linglish boren, past participle of benin 'to 
bear'(see bKAit'), 

IBE9-On8ie<Mfor«fx»b*twMnbomwxlborn»,aee I 

Boma disease Saoun [mass nmnj an infectious 
neurological disease affecting horses and ocher 
munnial and bird species, caused by an KNA viru.s 
(Soma dhoMo vinio). 

•ouciN 1920s: from Borne, the name of a town and 
district near Leipzig in Germany where an outbreak 
occurred. 

Itern-egaln ^ adjoetlvo relating to ordetioting a per¬ 
son who has converted to a personal faith in Christ 
(with reference to John 3:3); 0 bom-agaln (Kristian. 
■ fonbve newly converted to and vetycnthmiastic 

. abcuian idea or cause: bemugnin mvlronmeiilalisu. 
bRNRduobyN.Amtr a born-again Christian, 

borne past participle of bear', b adj«ctiv« [in combm- 
abonj carried or transported by the thing specified; 
vaurbonvhacteria. 

Borneo /'bo:mao/a targeislandofthe Malay Archipe¬ 
lago, comprising Kalimantan (a region of Indonesia), 
Sabah and Saravt^k(states ofMalaysia). and Brunei. 

• DERIVATIVES Bornuunadjective &noun. 

Borntiolin /’bomhaum/ a Danish island in the Baltic 
Sea, southeast of Sweden. 

Bornholm disoaso ► rouo [mass noun) a viral infec¬ 
tion with f^r and pain in the muscles of the ribs. 

- ORIGIN 1930$: named after the island of Bormholh. 
where it was fi rsi described. 

bomito I'hxn.wll ► noun (mass noun] a brittle red¬ 
dish-brown crystalline mineral with an iridescent 
purple laroish, consisting of a sulphide of copper 
andiron. 

- ORIGIN early 19th cent.; from the name of Ignatius 
von Bom (1742-91). Austrian mineralogist, ♦-fT*'. 

boro- I'bxtMj ► combining form Chemisiry representing 
•OROM. 

Borobudur /,bDraoh<j'd«.i/ a Buddhist monutnent 
in central Java, built cSoo. 

Borodin /’bor.xlin/. Aleksandr (Ftorfirevich) 
(1833-87). Russian composer. He is best known for 
the epic opera Prince Igor (completed after his death 
by Kimsky-KtiBokov and Glazunov). 

Borodino, Battle €»f/,bof.s'di:nao/a battlein 1812 
at Borodino, a village about tio km (70 miles) west of 
Moscow, at whicli Napoleon's forces defeated the 
Russian army. 

boron I'bxtxml ► noun |niass noun| the chcmic.al elem¬ 
ent of atomic numbers, a non-metallicsolid.(Sym¬ 
bol: B) 

Boroni$iiM^p(«pwe4a»«nanvvpnousbrownpoiMler.t>ul I 
when vwypura H foOno hard. Mfoy Wodc crystals wMi sonWmv 
<»udin9prapwllB«.-nwel»iMrti«sMnw«pbcidb*d^^ 
ouehRnlrtRRaifRWoleRodlnniKiuweoiWiaiodR,_j 

- ORIGIN ear^ 19thcent.; from rorax.on the pattern 
of carbon (which it resembles in some respects). 

l>oronla /hn’raonm/ ►noun a sweet-scented Austra¬ 
lian shrub which isciiltivatedforiLs perfume and for 
the cut-flower trade. 
• Gonus Sonviuf. family Rutocooe 

- ORIGIN modern Latin, named after Francesco Borunc 
(1^9-94), Italian botanist. 

borosllicate /.K->;roo'siiikci(/ ► noua fusu. as flwditwj a 
low-melting glass mode from a mixture of silica and 
boric oxidc(B,Oj). 

boroi^h /'bAra/b noun a town or district which Lsan 
administrative unit, in particular: 
■ 6ni a lown (asdistinct from acity) with a corpor- 
aiion and privileges granted by a roy.il charter. ■ Bnt 
iKdoncsl a lown sending representatives to Parliainciit. 
• an administralivedivision ofUmdon. ■ a munici¬ 
pal coiporacioii in certain US suics. ■ each of five 
divisiom of New York City, ■(in AU$ka)a duirict cor¬ 
responding loaaiuniy elsewhere in the US. 

- ORiciNOId English ^rg.burft'fortress, citadel’, later 
'fortified town', ofGermanic origin: related to Dutch 
hurgand German Burg, Compare with ruroh 

Borromini /.bora’mimi/, Francesco(t599-i667). Ital¬ 
ian architect, a leading figure ofthe Italian baroque. 

Borrow. George (Henry) (1803-81). English writer. 
His travels with Gypsies provided material for the 
picaresque narrative lovengro (1851) and its sequel 
■nie Komar^ Rye (1857). 

Borrow bverb [wilh obj.l 1 take and use (something 
belonging to someone else) with the intention of 
returning it: he had borrowed a car from one ofhts col¬ 
leagues. 
■ take and use(money)froDi a person or bank under 
an .igrecinenc to pay (l back later. ■ Cakcand usc(a 
booklfronia library fora fixed period of lime. ■ take 
(a word orldea) from another language, person, or 
sourceand use it in one's own language or work; die 
term IsbarTowed/rom Creek. 
2 (Joll allow (a certain distance) when playing a shot 
to compensate forsideways motion of the ball due to 
aslope orotherirregul.nrity. 

bMun Goll a slope or other irregularity on a golf course 
which must be compensated for when playing a 
shot. 

- PHRASES b*(IMng) on borrowod tlm« used to con¬ 
vey that someone has suivived against expectations, 
with the implication that they will not do so for 
much longer, borrow troublo N Atner take needless 
action that may have detrimental effects 

- UUKiVATiVESborrowornoun. 
- ORIGIN Old English borgiun'borrow against security', 

of Germanic origin; related to Dutch and German 
horgen. 

PER?3 Some pqopfe contuse tw two wofdR fend and I 
twrrow wAiicIlhain loefofocd) but dirTercHii msankigR: aw 
VHSbatiiimh . ^ 

borrowing ► noon [mass noun) the action of borrowing 
something;acuriiongovifrTjmOTtbom7wing | [counlftoun) 
the group had total borrowings of $570 tnlllloti. 

VOWELS (continued): ao how ci day so no lo near ni bc^ 03 poor ais fire au3 sour 

■ iMirtnoiinl a word or idea taken from another lan¬ 
guage. person, or source and used in onc'sown lan¬ 
guage or work: the mafori^ of designs iwn- borrowings 
/iomtheconilricnf. 

borrow pit ► noun a pit resulting from the excav¬ 
ation of material for use in embankments. 

Borsaline /.bosa'iimao/ ► mur (pi. Bor»aMno«) trade¬ 
mark a man’s wide-brimmed felt hat. 

- ORIGIN early 20th cent.: from the name of the manu¬ 
facturer. 

borscht /bo'-fl/ (also borach /ba:J/) ► noun [mass noun] a 
Russian or Polish soup made with beetroot and usu¬ 
ally served with sour cream. 

- ORIGIN from Russian borshch, 

Bors4^t Bolt /ho;/t/ ► Mun N. Anw. twmocwis a rc.sort 
area in the Caiskill Mountains frequented chiefly by 
Jewish people of eastern Europcanorigin. 

borstal /’b3»t(a)l/ b noun BriL tiislcneal a custodial insti¬ 
tution foryoung oITcnders. 

-ORIGIN early 20th cent.; named after the village of 
Borstal in southern England, where the first of these 
was established. 

bort/ha:!/(also boart) b noun (massnoun) small, granu¬ 
lar, opaque diamond-s, used as an abrasive incutlini.' 
tools. 

-ORIGIN early tyth cent.: from Dutch boon. 

/‘ba^oi/ ► noan (pi, bonoln) a large Russian 
wolfhound of a breed with a narrow head and silky, 
typically white, coat. 

-ORIGIN late 19th cent.; from Russian borzoi (adjec¬ 
tive), borza)^ (noun), from bwrzyi'swiff. 

b<»scag©/'boskid3/ (also boolcRg*) b noua (nass noun) 
a mass of trees or sh rubs. 

- ORIGIN late Middle English; from Old French; ultim¬ 
ately ofGermanic origin and related to rusm'. Com¬ 
pare with BOCAOE. 

Bosch /bnj/, Hieronymus (c,i450-isi6). Dutch 
painter, Bosch's highly detailed works are typically 
crowded with half-human, half-animal creatures 
and grotesque demons in settings symbolic of sin 
.md folly. His individual style prefigures that of the 
surrcnlisls. 

Bose /b.-*os/. Satyendra Nath (1894-1974). Indian 
physicist. With Einstein he described fundamental 
particles which later came to he known as bosons, 

bosh ► noun [niiss noun] inlormal nonsense; rubbish; rhafs 
a food of bosh. 

-ORIGIN mid igth cent,: from Turkish bof 'empty, 
worthless'. 

bosie /'boozi/ (also boMy) b noun Cnckel Australian 
term for ooo(U.v 

- ORIGIN early 2olh cent.; from the name of Beniartl 
J. T, Bosarujucf (1877-1936). English all-round crick¬ 
eter. + HZ. 

boskage b noun variant spelling of boscaoe. 

bosky /'boski/ ► adjoefivn lileury covered by trees or 
bushes: wooded: o slow-moving river meandering 
brtwm bosly banks. 

-ORIGIN late 16th cent.; from Middle English bosk, 
variant of bush'. 

Bosman /'bozman/ b nonn lusu. ss mo«)i)icr| used with 
reference to a European Court ruling which obliges 
professional football or other sports clubs to allow 
players over the age of 25 to move freely between 
clubs once their contracts have expired. 

- ORIGIN 1990s: named after Jean-Marc Bosnian, a Bel¬ 
gian footballer wlio brought a legal case which 
resulted in the ruling. 

Bosnia /'boznio/ short forBosNiA-HERZEOoviHA. 
a a region in the Balkans forming die larger, nortli 
cm part of Bosnia-Hcrzegovina. 

- DiiRivATivp.sBoanianadjeclivc&noun. 
Bosnia-Herzegevina (also Bosnia and Hano- 

govlna) a country in the BaDcans, formerly a con¬ 
stituent republic of Yugoslavia; pop. 3.964.388 (esl. 
2002); capital. Sarajevo. 

Bosnia and Hooagovlns were conquorad by iht Turks In 1483. 
TM ptoviftce o( BoRnta-Harcegovina MB snraMd by Austria In 
iSW.anavuitfwNehirorstbuMtoMrdRthoouibrMtorihu 
FicsiWofidWstin t9ieRt)Main»i>«rtorih«Ktngcl^or.Swb». 
Crosl*. ondStovaiiM. vitiich eban^ Hanama tqY)igoel«vi» n 
1929. In 1992 Boania-HarzegavkiR tbBowed Slovenia and Cr>- 
atto in dadaiingkklaperidonce. but ethnic cOnMcthtnoOfl Mu»- 
Ums,SBit«,andCreab<)uleMy««di>cad»Miejpubliebasiatso( 
eMwat An accord afgnedIn December t99$foriTia(lybrought 
tbaooo8M.tDiB.aiBd. ... ,_. 

bosom ► noun a woman's chest or breasts: her ample 
bosom I (massnoun] the dress oJJer?<ln/a(r display o/bosora. 
■ a pan ofa dress covering the chest, ■literary the 
space between a person's clothing and their cltcst 

(see over for consonants) 
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Baumann & Baumann 

In and through their Baumann & Baumann office, 

Barbara and Gerd Baumann develop comprehensive 

design and communication concepts for businesses, 

institutions, and communities; for exhibitions and 

representations at trade fairs; and for orientation 

and information systems.They also design books 

and posters. 

Theirworkforthe German Bundestag Bonn, 

for the Great Court of the British Museum, London, 

and for international Companies such as 

DaimlerChrysler and Siemens are well known. Yet 

they have also put their design mark on numerous 

smaller initiatives and cultural or social institutions. 

In addition to various guest professorships, the 

designer couple has also held lectures at home and 

abroad, can look back on extensive publications 

in journals and books, and has continuously been 

awarded national and international prizes for 

numerous works. 

Quite independently of any fashionable Zeitgeist 

trends in visual communication, Baumann & 

Baumann may look back on 25 years of inventing 

and developing a visual grammar and language 

referring to the subjects they represent. 

Theirs is an idiom that results from a certain 

notion, an attitude, geared toward an idea, both 

helping to determine and to initiate its subject 

matter. They relate and link form and content, 

subject matter and expression, experimental 

programs, and programmed experiments. 

Style guide and design 

manual for Corporate 
Design Bulthaup 

This manual explains the range 

of styles and treatments to be 

used in the presentation of 

the company's product range. 

It covers the application of 

typography along with the use 

of illustrative drawings, linear 

folders, and color. 

188 Baumann & Baumann 
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logo vertikal 

6n wirksamcs Mittd Rir 
visuelle Aufmerksamkeit 
ist cin Banner mil Ha)- 
tcrung. Dies eignet sich 
sowohi fQr den Innen- 
wic auch den AuBenbC' 
reich. 

Das Logo orlentiert sich 
hierbei, je nach Einsatz, 
zum rechten Oder linken 
Rand. Wichtig ist immer 
einc mittige Anordnung 
zu vcrmcidcn. Deshalb 
positioniert sich das 
bulthaup Logo entweder 
in Riebtung des oberen 
Oder untcren Randcs. 
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Design manual for 
Corporate Design Bulthaup 
Type position is influenced 

not only by esthetics, but 

also by such practical 

considerations as paper 

formats and foldings. 
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Interjektionen 
Pst! he! ah! 
oh! hm! ah! uff! 
eh! nanu! 
oh! bah! puh! hui! 
uh! ei! eh! na! 
he! pah! 
Nanu! eh! bah! oh! 
he! naja! 

192 Baumann & Baumann 



i>68 m 

7Z 

14 Worter 

5 Sekunden 
15 bis 20 mm 

1,10 m 

57 Minuten 

10 m 

30 m 

28jSbrig 

1,70 m 

71 kg 

15 Wdrter 

Corporate Design Book 
for Siemens 
Baumann & Baumann 

developed the corporate 

design for Siemens AC. 

To accompany the design 

manual, they also designed a 

book. Our Dialog, published 

by Siemens, which explained 

the thinking and ideas behind 

the design and implementation 

of Siemens' corporate identity. 
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BAH 
Corporate design 
Different modes of expression 

can transform the same set of 

facts to make completely 

different statements and to 

alter meaning. The sense of 

words and sentences can be 

changed through emphasis, 

arrangement, and punctuation. 

A visual rendering of language, 

typography enables us to 

communicate the same subject 

matter in different ways. 

194 Baumann & Baumann 





Cartlidge Levene 

Cartlidge Levene was founded in 1987 by Ian 

Cartlidge and Adam Levene. Its team of eight is 

committed to delivering communication design 

that is both functional and inspirational. 

Located in London, it works for a wide range 

of client sectors including arts, design, corporate, 

government, retail, health, and leisure. It also 

works across a range of media applying its 

approach to branding, information design, 

literature, Web sites, environmental graphics, 

and wayfinding. 

Cartlidge Levene believes that intelligently 

conceived, well-structured, and beautifully 

executed design can communicate and engage 

with the user in a powerful way. Its designs are 

founded on an understanding of the issues and 

problems that surround a design brief. It takes 

time to fully understand its clients' cultures and 

environments and engage with the key issues up 

front. Problem solving is key to its approach and 

this ensures that its designs are always relevant 

and effective, built on a solid understanding of 

the messages its clients want to communicate. 

Typography is central to everything Cartlidge 

Levene does. It shapes the way the group 

communicates and creates the voice that talks 

to its varied audiences. It is the tool that Cartlidge 

Levene uses to create order, structure, and 

texture, and the medium it uses to create tone 

of voice and identity. 

Cartlidge Levene thinks beyond surface 

appearance, working with its clients to ensure 

that the underlying structure of written 

information makes sense and helps to deliver 

the message in an intelligent, clear manner. This 

drives its approach to typographic detailing and 

layout, delivering information in a way that is 

appropriate to the audience. 

Cartlidge Levene believes that typography 

is a powerful tool which can be used to shape 

and color the way it communicates. Well-designed 

communication can lift itself above the merely 

ephemeral to become meaningful, legible, 

user-friendly, and lasting. 
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Government reports 
Towns and Cities: Partners in 
Urban Renaissance is a set of 
five reports produced for the 

Government's Urban Summit 
to publicize the findings 
of research into urban 
regeneration carried out across 
24 towns and cities in the UK. 
Aiming to make them feel 

friendly and accessible, the 
reports were designed around 

a simple, robust typographic 
system enabling complex 
information to be read and 

cross-referenced with ease. 
A series of photographs 

commissioned in each city 
provide a visual introduction 
to each volume. 



You may not want to hear 
You may want to hear 
You want to hear 
You mav not hear 
You may hear 

/ 

Yoti hear 

Exhibition cataiog and 
marketing materiais 

Bruce Nauman: Raw Materials 

was held in the Turbine Hall 

at Tate Modern, in London. 

Cartlidge Levene were 

commissioned to design 

the exhibition catalog and 

marketing material. Nauman's 

installation consisted entirely 

of sound, with 20 spoken- 

word audio works playing 

simultaneously in the vast 

space. This provided an 

unusual challengeforthe 

catalog as there was no visual 

aspect to focus on.The design 

response was to document 

the audio works as beautiful, 

typographic pieces, evoking 

the rhythm of the delivery 

and capturing nuances and 

inflections of the spoken 

words.The typography is 

bold and distinctive with an 

understated neutrality that 

doesn't overpower the 

content. Subtle changes in 

paper color and techniques 

such as foil-blocking were 

used to introduce a tactile 

element to the work alongside 

the simple, structured 

typographic approach. 

The Unilever Series: 
Bruce Nauman 

A provocative audio installation 
created for Tate odern's Turbine Hail 
Hear it to experience it 

12 October 2004 to 28 March 2005 
Free admission 

TTiink Think Think 

TTiink think think tliink tliiiik think tliink think tliink think 

think tliink think think tliink think think tliink think think think 

tliink think think think think think think tliink think think tliink 

think tliink tliink think tliink think think tliink think tliink think 

think think think think tliink tliink think think tliink think think 

think think think think think think think think think think think 

think think tliink think think tliink think think think tliink think 

think think tliink think think think think tliink think think think 

think think tliink think think tliink think think think think tliink 

think tliink think diink think think tliink tliink think tliink think 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK 

OKOKCTKOKOKOKOKOKOKOKOKOKOKOKOKOK 
OK OK OK OKOKOK OK OK OK OK OK OK OKOKOKOK 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOS 
OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK 

OKOKOK OKOKOKOKOK OK OK OKOKOKOKOKOS 

OKOKOK OKOKOK OK OK OKOKOKOKOKOKOKCHi 

,OK OK OK OK OK OKOKOKOKOK OKOKOK OKOKOK 

lOK OK OK OK OK OK OK OK OK OK OK OKOKOK OKOK _ _ 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK ihinktiiinktliinktliinkthinkthinkthinkthinkthiiikthinkthink 

OK OK OK OKOK OK OK OK OK OK OK OK OKOKOKOK , think think think think think think think think tliink think think 
OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK think think think tliink think think think think think think think 

OK OKOK OK OK OK OK OK OKOK OK OK OKOKOKOK . think think think think tliink tliink think think think tliink tliink 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKCMtOK think think think think tliink tliink think think think tliink tliink 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK ^ thiiikthinkihinktliinkthinklhiiikUiinkthinkthinkthinktliinkl 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK r think think tliink think think think think think think think thinkl 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK : think think think think Uiink think think tliink think think think 1 
OKOKOK OKOKOKOK OKOKOKOK OKOKOKOKOK think tlunk think think think think think tliink think Uiink think 1 

OKOK OK OKOKOK OKOK OKOKOKOKOKOKOKOK think Uiink think Uiink Uiink think think Uiink UUnk think Uiink ' 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK ihinkUiinkthinkthinkthinkUiinkthiiikUiinkUiinkthinkthink 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK . tliinkUiuikUiinkUiinkUiinkUiiiikUiinkUiinkihinkthinkthink 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOK , think Uiink think think Uiink Uiink Uiink Uiink think think think 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOKOR think think think Uiink think think think think think think think 

OKOKOKOKOKOKOKOKOKOKOKOKOKOKOK.. ; think think think think think think think think Uiink think 



Thank You Thank You Bruce Nauman—Raw Materials 
You May Not Want To Be Here 
Work Work 
Pete and Repeat/Dark and Stormy Night 
No No No No—New Museum 
No No No No—Walter 
100 Live and Die 
False Silence 
OK OK OK 
Think Think Think 

Get Out of My Mind. Get Out of This Room 
I^ft or Standing/Standing or Left Standing 
Consummate Mask of Rock 
Antliro/Socio 
G<K>d Boy Bad Boy—Tucker/Joan 
Shit In Your Hat— Head On A Chair 
World Peace — Bernard/mei mei 
Raw Material — MMMM 



draft issue 
may 2004 

here are some 
l<ey(^lteiigesto 
our board l^ei 
collectives^ 

NHS Governance cards 
The objective of the Good 

Governance cards was to 

provide NHS Board members 

with the information they 

need to help them assess and 

discuss the challenges they 

face. Cartlldge Levene created 

a set of 24 cards secured with 

a binding screw. This allows 

individual cards to be referred 

to easily, while keeping the set 

together as a compact pack. 

The front of each card refers 

to a specific challenge that 

NHS Boards face while the 

reverse provides helpful 

prompts for solutions. A clear 

typographic hierarchy aids 

quick reference and a clear, 

jargon-free language aims 

to engage all users. 

200 Cartlidge Levene 



Tourist map 

WalkRide is an information 

and movement strategy for 

NewcastleCateshead, UK. It is 

aimed at improving the visitor 

experience and presenting 

NewcastleCateshead as one 

destination.Cartlidge Levene 

collaborated with wayfinding 

specialists City ID to create 

a new range of maps integral 

to the city's overall WalkRide 

system. The content, design, 

and scale of each map was 

considered according to its 

function and audience. The 

range includes large-scale, 

heads-up maps located at bus 

stops, and a printed pedestrian 

map distributed by the visitor 

information centers. 



David Jury and Fox Ash 

I established the Fox Ash design and publishing 

studio in 1998, specializing in book design, writing, 

editorial, and letterpress printing. The idea was that 

commissions to write and design pay for projects 

that are both designed one/pr/nted "in-house." 

Only two projects have, so far, been completed: In 

Darkest England, about Mass Observation in the 

late 1930s (a boxed set of 23 sheets exploring the 

observers observations of the other observers!) and 

Morocco, a double-diary (the original and the self- 

censored version, set side-by-side) written by the 

photographer Humphrey Spender in 1934. 

It was neither the printing nor the design of 

these projects that took so much time; it was 

finding the appropriate subject and completing 

the research. Having said that. Fox Ash publications 

are printed letterpress using a Vandercook proofing 

press. This means, taking Morocco, for example, 

that each (four-page) sheet had to be hand-fed 

through the press at least eight times to produce 

the two or more colors required per page. The 

process is slow, but whollyjustified by the total 

control it affords. 

I have not included In Darkest England here since 

it has been reproduced in numerous publications. 

Writing and designing for mainstream publishing is 

a very different, but equally exhilarating activity. 

The restrictions caused by budgets and deadlines 

being whollyjustified, this time, by the mass 

audience made available. 

In 1998 I became editor of TypoCraphic, the 

Journal of the International Society of Typographic 

Designers (ISTD). Each issue is designed by a 

different, invited typographer or design studio, 

chosen for an independence of mind appropriate 

to the theme of the issue. In the circumstances, 

rigorous creative endeavor and a huge variety 

of craft performance should not be a surprise. 

It certainly ensures that every conceivable method 

of producing words on a page continues to 

be explored. 

Book design 

The aim of the design for 

Letterpress: the allure of 
the handmade was to give the 

reader as close an encounter 

with the physical nature of 

letterpress and its related 

materials as possible. 

The preliminary pages 

presented the raw materials: 

the 3-D type and the ink, 

followed by the resulting 

printed image. Full-bleed 

photographs were used 

regularlythroughout. 

202 David Jury and Fox Ash 
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Book design 
For Morocco texts are 

letterpress printed and the 

photographs printed litho 

and tipped-in. The texts consist 

of two versions of the sa me 

diary set by side-by-side to 

allowthe readertojudgethe 

moral climate of the time 

(mid 1930s). The book aiso 

includes 36 photographs, 

none of which had been 

previously reproduced. 

David Jury and Fox Ash 205 



TypoGraphic Writing 

jyti^Cfoohit W)io<<g (vnum 
atidti (ran ^peCmfifx 

OftfeutnM of VW 
Sootty otV/pogrtpiUc 0»Sl9ncf^ 
/nd Intfi/iftt OTf MroducliOit bf 
W«£nMwe< 

TypoGraphic Writing -> ^ 

.16 pa9«» aed Wtr wo 
PiAKiMtyttwWTA 
uaoat^eMdJUfy 
itM'OOMOl^TOd 
DistiitoWtfby CoOUtf 0oot^l 
TMpKnf (P«*9K«K( 
wiMi r«o(ul&aot»«'9 «h 

Tyf>oCraphlcWm<nt .nlfodutiwBbviiyimCfOuiwl rtntd by Ojvtd Jgry 

Book and promotional 
materials for iSTD 

TypoGraphic Writing (left) 

contains a selection of writings 

from 30 years of TypoGraphic, 
the journal of the International 

Society of Typographic 

Designers (ISTD). The 

typefaces are Foundry Form 
Serif and Foundry Form Sans. 

The poster (right) was designed 

as an in-store promotion for 

TypoGraphic 55. It illustrated 

the whole Journal (designed by 

Attik) and used extensive 

guotes from each article. This 

was set entirely in Univers. 

206 David Jury and Fox Ash 
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Jannuzzi Smith 

Michele Jannuzzi and Richard Smith are 

cofounders and Directors of Jannuzzi Smith, 

a design studio established in 1993, combining 

excellence in the disciplines of communication 

design and technology. 

Jannuzzi Smith has an excellent knowledge 

of communication design across a broad spectrum 

of media enabling it to provide creative solutions 

that harness the possibilities of digital technology. 

In designing communications for its clients, it 

works with them to provide strategic and creative 

thinking. It starts with their business needs and 

communication aims, helping them to decide how 

to tackle problems and realize their objectives. 

Economical and efficient solutions are often high 

on its list of priorities. Reaching target audiences 

in creative and stimulating ways is a prerequisite. 

Jannuzzi Smith's creative skills are supported 

by proven technical experience and proficiency, 

including extensive programming skills in-house. 

It has developed applications including a suite of 

Web-based brand management tools, and easy- 

to-use, cost-effective systems that extend the 

benefits of database publishing from Web sites 

to printed items, automating the creation of 

anything from posters to complex brochures. 

Its combination of energy, enthusiasm, and 

experience has fostered many long-standing 

client relationships in Switzerland, Germany, 

France, the USA, and the UK. Its staff are 

equally cosmopolitan. 

Central ;| 
Saint Martins 
Postgraduate 
Directory 

Course brochures 
Central Saint Martins College, 

London, needed to consolidate 

its visual presentation to better 

promote its services and 

products in an increasingly 

competitive education market. 

It was imperative that the 

course brochures did not 

appear "corporate,"lnterrelated 

items were fed by a common 

database which managed 

everything from factual and 

descriptive text to images 

illustrating the work and spirit 

of the college. The system 

exports content straight into 

QuarkXPress and PDFs—fully 

formatted layouts with a high 

level of design detailing. The 

solution provides clearer, 

more consistent messages 

for readers in both printed 

and online media. 

208 Jannuzzi Smith 
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Siuden? 
fastiKJC 

iilusustjan 
page 15 

Neil G1&® 
fashion iiitoj 

page 17 

HA fashion 
v/isbsite 
page 15 

StudemU'fesk 
PGCett 

irj;iov<a.ive 
Pattern CuHmg 

page 23 

Left: Degree courses 
template 

Right: Brochure cover 

Panel n Cwiiag T-Sten design, 

Domiiiiciue 
LOiive 

page 27 

l/30j?)S in the 
weave autlio 

Rachel Kelly 

exuift tLSor 
page 32 

Mixed Meo!? 
Painting 

page 33 

feiemy 

Akertaan 

curataig tatoi 

page 36 

HaruJea 'l^fjcadn 

page 34 

to Curating 

page 39 

Student Vicrk. 

life painting 

page 45 

studios 

Thuifi^SP 
Michuel Ma30t 

page 47 

Graphic dftsgm 
and typf>giaphy 

ByionParr 
• page 56 

Siniofi Cooley 

page SS. 

Siion Course 
©udtjn? 
|>age57 

gi^hic design 

tutor 

page 80 

gt?iphic deftgn 

tutor 

page 68 

Wendy Uthaat 

page 68 

Website 
Shon Film 

Puji Furusawa 

page 70-71 

“gai‘i3 
Block. 

Susanna 

Mike Wolff 

page 83 

photography. 

Mike Wolff 

page 68 

^nne 
Htjpkins, 
The Design Lah 
page 77 

Queen of 

j-fearuj. 

Ruth tisentiart 

page 78-79 

illustraiioK, 

MsithewAbbiss 
page 74 

BAArts.Des^ 
and Env'irontftSM 
page 75 
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Exhibition and catalog 
The Naked Word exhibition 

consisted of a collection of 

posters designed by Bruno 

Monguzzi for the Museo 

Cantonale d'Arte in Lugano. 

The catalog is printed on 

Arctic Extreme stock and 

used stochastic screening to 

faithfully reproduce his sharp 

designs and use of color. 
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Thirteen 

Thirteen is a graphic design company that was 

formed in Bristol, UK, in 1999. Thirteen has 

constantly sought to produce effective, well- 

crafted, and appropriate design solutions. Its 

clients include corporate, cultural, public body, 

and media organizations. Its projects range from 

brand consultancy and corporate communications 

to 3-D and screen-based information design. 

Thirteen's company structure centers around 

a small core of designers and project managers 

who work under the creative guidance of 

Directors Danny Jenkins and John Underwood, 

both practicing graphic designers. Specialist 

consultants are brought in where necessary, 

depending on the scope of each project. 

Thirteen strives to strike a balance in its work 

between the contrasting disciplines and objectives 

of its clients. It sees this diversity of experience as 

critical to bringing fresh approaches to projects. 

For example, an approach or typographic solution 

born from a large-scale brand alignment project 

may influence and inform the direction of a small 

signage project. 

If there is a common thread to be found 

running through Thirteen's work, it is one driven 

by its strong desire to produce meaningful work 

with an underlying clarity and simplicity, which 

clearly influences its typographic approach. Type 

is rarely used as decoration—typography works 

as a graphic framework in which messaging, 

image, and color content sit. Thirteen's work is 

not about typography; it is about the appropriate 

communication of message using typographic 

(and other) graphic elements. 

Festival brochures and 
marketing materials 

The brochures, flyers, and 

buttons shown are part of 

a range of communication 

materials for the Cheltenham 

Science Festival and the 

Cheltenham Festival of 

Literature. These formed the 

basis of an overall clarification 

of their communications, 

based on flexible and efficient 

typographic systems alongside 

a new identity for each festival. 
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Festival brochures 

and flyers 
The challenge here was 

to present dense program 

information clearly and give 

enough emphasis to festival 

sponsors, without diluting 

the overall impact of each 

communication. 
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Lucienne Roberts @ sans+baum 

Lucienne Roberts remembers clearly the 

combined impact of reading Tschichold's 

Asymmetric Typography and her first typographic 

exercise as a student. It was reminiscent of postwar 

Swiss teaching.Take a short piece of text and lay it 

out four times using only one means of emphasis 

each time: type size, weight, color, and space. It was 

a revelation and still informs every typographic 

decision that she makes. 

Roberts has allied herself with modernism 

because she finds it intellectually far-reaching: 

minimalism determined by a politically motivated 

belief in clarity and access for all. Considering 

graphic design to be fundamentally egalitarian, 

as most people see and use it, she feels that a 

designer has the responsibility to arrive at well- 

crafted, utilitarian design that respects the 

intelligence of the user. 

Roberts coined the name sans+baum while 

sharing a studio space with a typographically 

orientated designer. Having worked alone for 

some time following this, she felt the need for 

a sympathetic colleague to bring a new dimension 

to her work. Bob Wilkinson has since become 

an associate. His interest in image-making and 

conceptual approach to design has opened up 

the remit of their work significantly. 

Both signatories of the First Things First 2000 

manifesto, they now work both independently and 

together, along with their colleague John McGill, 

on a broad range of projects, from exhibitions to 

reports and books. Roberts initially looked for 

clients whose mission she was happy to endorse, so 

sans+baum have worked a great deal for charities 

and nongovernmental organizations (NCOs).Their 

clients also include organizations dealing in 

minority interests who are happy to be a little 

adventurous. Roberts considers herself primarily a 

typographer, so It is the written word and its visual 

representation that she holds most dear. 

Above and following pages: 
Book design 

Before World War II, the term 

"graphic design" did not exist. 

Drip-dry Shirts: The Evolution 
of the Graphic Designer 
celebrates the work of the 

_ practitioners who created this 

now familiar term. Each 

principal contributor has 

named a colleague or student 

over whom they feel they have 

had some influence. With the 

contributions of these 

secondary interviewees, the 

pieces are mini design-family 

trees and the symbiotic nature 

of work and-teaching becomes 

apparent. Each of these 

"discussion" pieces opens with 

a self-portrait, and a sound¬ 

track is suggested to evoke the 

designer's own chosen mood. 
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Above: Journal design 

Designing for typographers is 

terrifying. The idea of so many 

beady-eyed professionals 

pouring over the kerning and 

so on is enough to paralyze 

the whole endeavor. For 

TypoGraphic59, Roberts 

wanted the focus to be on 

typography and nothing else, 

so all images are contained 

within perforated, Chinese- 

bound pages. There is also 

a strong use of color. 

Following pages: 

Exhibition poster 

This poster was for the 

collaborative ISTD/26 

exhibition held at the British 

Library as part of London 

Design Festival 2004. 

Twenty-six ISTD members 

were paired with a writer from 

the professional writer's body, 

26. The brief was to write and 

design a poster using a letter 

of the alphabet, sans+baum 

hit problems early on with 

profound disagreements 

about content. The suggestion 

to produce a periodic table of 

the emotions led to a wonderful 

set of words from which 

Roberts made a final choice. 
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SAS 

SAS, a London-based, integrated corporate 

design company, was established in 1989. 

Its diverse clients range from the Science Museum 

in London to big, blue-chip corporations. 

At the heart of SAS's work is the belief that 

any good design solution should look as though 

it comes from the client, not from the designer. 

There is no house style at SAS —although it has 

a rigorous "house approach" by which it measures 

its work. Every piece must answer three questions: 

is the message clear?; is the tone of voice 

appropriate (to the audience and the brand)?; 

and will it be noticed and remembered? To 

achieve this, SAS works closely with its clients, 

often writing the brief in collaboration with them. 

Its approach to typography is about more 

than just making text readable. Its choice of 

typeface(s), size, leading, etc. all contribute to 

the tone of voice. SAS often uses typography to 

enhance the idea, albeit in a subtle way. Some¬ 

times the grid takes its inspiration from the 

overall idea, sometimes words become the idea. 

There are certainly no "lorem ipsum" headlines 

at SAS. Instead, designers often write text 

themselves or in collaboration with a copywriter. 

One of SAS's strengths is the different people, 

and the many different opinions they have. 

This makes for a lively, sometimes controversial 

debating culture which can take time to get used 

to, but which brings out the best in people. In the 

words of one designer "It's not for everyone, but 

if you like it here, it becomes a part of you." 
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We want people to believe that BT keeps its 

promises. This means that we need to do 
what we say we will. 

Brand Value 

You know where you are 

with BT. 

It is honest, it delivers on 

its commitments, and 

it always offers good value 

for money. 

People Value 

We build open, honest 

and realistic relationships 

with customers and with 

each other. 

We are reliable and 

act with integrity. 

We do whatever it takes 

to deliver. 

Why it’s time 
to change 

$ 

/ 

Corporate brand book for BT 
The BT brand book explains 

the reasons behind BT's 

change of identity and what 

BT wants to stand for going 

forward. But how can you 

make corporate vaiues 

meaningfui to 50,000 

empioyees, ranging from 

the field engineerto the 

marketing executive?The 

answer: show it through 

simple, real-life examples. 

The typography is unimposing 

and is accompanied with 

iilustrations that show how 

BT's vaiues can be put into 

practice. Examples are chosen 

so that every employee can 

relate to them, regardless of 

their profession. 
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Annual report 
This annual report was 

designed for the BBA Croup, 

a focused, profitable holding 

company that owns several 

businesses in the fields of 

aviation and industrial fabrics. 

The approach of this annual 

report follows that of an art 

catalog, splitting the contents 

into three clear sections: 

"essays" (CEO and Chairman's 

letters), "plates" (pictures of 

BBA's businesses), and 

"appendices" (financial 

information). The design 

concept evolved around the 

theme "focus." Ail images 

converge toward a focal point 

in the center. The theme is 

then taken further in the 

layout: all spreads are 

composed from the center. 

Even the grid follows the same 

concept —the further away 

from the center the text starts, 

the smaller the size gets. 
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OTO 

MADRID 

Arts catalog 

The installation Tracking 

Madrid was a collaboration 

between BT and the Spanish 

Artist Montserrat Soto. 

The catalog had to be 

produced for the opening 

night and had therefore to be 

designed while the installation 

was still being planned. 

SAS made the most of this 

by designing a book about 

the process and thinking 

behind the project. Plans and 

sketches arejuxtaposed with 

photographs and essays, and 

different paper stocks are 

used for different sections. 

The format is based on the 

proportions of Soto's images, 

allowing full-bleed printing 

without compromising the 

photographs. Columns 

are unusually wide, but 

the generous leading 

compensates for this and 

makes the text easy to read. 

The book is printed in two 

languages.The text is laid 

out in two horizontal columns, 

with the titles sitting between 

them. This saves the doubling 

up of elements that don't 

need translating (eg. the 

authors' names). 

SAS 229 



UNA (Amsterdam) designers 

Language is the architecture of thought, the tool 

we use to fix our ideas in time and space. UNA's 

philosophy is based on the ideas embodied by the 

words present, presentable, presentation, presence. 

The viability of any organization depends on 

its public presence. How a company presents 

itself determines the quality of that presence. 

Presentation is of the utmost importance. Like the 

presentation of a gift. Care and concern must be 

exercised in choosing its content. Sensitivity and 

attentiveness must direct how it is packaged. 

A well-chosen gift, presented with care, strengthens 

the bond between giver and receiver, and enhances 

the presence of one in the mind of the other. 

The quality of any organization is reflected in 

the quality of its relationships. Having first formed 

a partnership in 1982, Hans Bockting and Will de 

LEcluse cofounded UNA in 1987. The studio has 

grown in stature since then, winning national and 

international acclaim for its design concepts. 

Intelligent, original, playful in combination with 

an eye for details are terms frequently used to 

describe the consultancy's work. 

In addition to UNA's relationship with type 

designers, photographers, illustrators and authors, 

the studio touts long-standing relationships among 

the Netherlands' top production people: technical 

experts, prepress and digital professionals, printers, 

and binders. This means that, however complex, 

novel, or seemingly outrageous an idea may be, 

by virtue of its standing, UNA is able to count on 

experts willing to go the full distance to make an 

idea real. This kind of professional collaboration 

is invaluable, and often means the difference 

between convention and innovation. 
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Diary 

The concept behind this diary 

was to celebrate the manifold ' 

events, occasions, holidays, 

and anniversaries marking time 

around the world. Each week 

commemorates a significant 

holiday—religious, secular, 

legendary, historical, political- 

observed in that week by one 

of the world's many nations. 

A relevant story is told, visually 

and verbally, in a sometimes 

humorous, sometimes ironic 

way. Collectively, the 52 stories 

fepresent a unique and 

provocative history of people 

marking time. The diary 

•contains large amounts of 

_ text, but has only a limited 

amount of space available. 

Bell Centennial, designed 

for use in very small sizes, 

provides the solution. Bell 
also proved the perfect 

typeface for the small, 

embossed texts on the 

cover. The diary uses three 

of the original five versions 

of the typeface. 
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huisvestingsnotitie; ruimte vooreen 

breed publiek^het-'“^-benaaiarchief 
vectaalt zijn ambities in concrete 
plannen. 

beieidsverkenning 2002-2005: het verleden 
heeft een veelbelovende toekom-st. ,, 
het ‘ archief ontvouwt zijn ptannen 
en ambities voor de komendejaren. 

Magazine and 
annual report 

The Nationaal Archief logotype 

always appears in conjunction 

with a text message that 

provides information about 

the archive's collection and 

facilities. The strong corporate 

identity helps to ensure that 

historical treasures contained 

i,n the collection are exploited 

-and accessible to a society 

that knows very little about 

the Nationaal Archief. 

The character of the chosen 

typeface, FF DIN, reflects 

the filing and standardization 

of the archive. In addition, 

the typeface can easily be 

combined with type that 

is visible in reproduced 

documents. In the 1990s, 

Albert-Jan Pool revised the 

original D/A/ to a typeface 

suitable for wider use. For the 

Nationaal Archief logo and all 

applications FF DIN Alternate 

is used with medieval figures. 
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'Investment products with a guarantee 

in great demand' 

Annual report 

Delta Lloyd and OHRA 

Insurances are increasingly 

providing made-to-measure 

products for the insurance 

professional as well as the . 

individual client.This annual 

report profiles some of 

Delta Lloyd's special 

consumer groups. Swift is a 

very economic and, in small 

sizes, very readable typeface. 

enabling a three-column grid 

for this annual report. 5w/ff's, 

firm serifs avoid legibility 

problem.s in the printing of 

diapositive pages for graphs 

and annual accounts. Forthe 

illustrated segment, the sans 

serif Corporate 5 was chosen 

to create a strong contrast 

with Swift. 

velopment Delta Lloyd Fund: 
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Diary 

This diary visually accent¬ 

uates the passage of time 

from one month to the next. 

Each month has its own 

Pantone color and these 

colors manifest themselves 

it] various ways through the 

•ciphers and paper inlays 

between the Japanese-folded 

pages. At the point where one 

month begins to lead into 

the next, subtle color changes 

become apparent and the 

ciphers belonging to the old 

month combine with the 

ciphers of the new, thus 

creating new color tones. 

In total, 15 different Pantone 

colors have been used. The 

introduction text is "cut" 

using a Filigran laser. 
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Webb & Webb Design 

Webb & Webb start by assuming their clients want 

their publications to be read. They always ask what 

the client wants to say and who they want to say it 

to. The question they ask themselves is how best to 

convey that information —a legal publication will 

need to be clear, concise, not open to 

misinterpretation; an invitation can be 

entertaining, it can sneak up behind you and tap 

you on the shoulder; a letterpress job can involve 

all the senses, and be tactile as well as informative. 

Their aim with everyjob is to involve the 

recipient and (hopefully) exceed the client's 

expectations. In the process this will stretch 

the imagination of everyone in the office. 

Webb & Webbs' clients include financial 

companies, arts organizations, professional firms, 

and publishers. Projects range from corporate 

design, involving a wide variety of long-run 

printed material, screen-based design and building 

graphics, to ietterpressjobs with tiny print runs. 

Before starting Webb & Webb Design in 2003, 

Brian Webb was a designer and Director at Triekett 

& Webb. He has lectured at colleges and events 

around the world, assessed students and acted 

as a professional advisor at numerous colleges 

in the UK. 

Trickett & Webb, founded in 1971, has received 

countless international design awards and has work 

displayed in many permanent museum collections 

including the Victoria and Albert Museum, London, 

and the Museum of Modern Art, New York. 

Brian Webb is a Visiting Professor at the 

University oftheArts, London, Fellow of the 

University for the Creative Arts (Kent 

Institute/Surrey Institute), and was President 

of the Chartered Society of Designers from 

2003 to 2005. 

Corporate publications, 
folders, and invitations 
As part of law firm Robin 

Simon's identity program, 

Webb & Webb have designed 

a number of corporate 

publications including folders, 

new office announcements, 

and invitations to events. The 

type is printed in black and 

pink, with the pink N used 

as a design device. 
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Catalog 
Joseph Southall was a major 

Arts and Crafts artist.This 

catalog of his paintings 

includes a biographical essay, 

along with essays on the 

British Tempera Revival and 

Southall's Quaker pacifist 

activities. The typography uses 

a limited number of type sizes, 

a left-ranged measure, and 

only one type weight; spacing 

is used for emphasis. Without 

attempting to be a pastiche, 

the catalog follows the style 

of earlier Arts and Crafts 

publications produced by 

presses including Doves 

and Golden Cockerel. 

Foreword 

Mary Greensted, 

Cheltenham Art Gallery & Museum 

The acquisition of two imporutnc paintings by Joseph Southall, Staa^ 

Seelty the ImagtofhtrHontein thefvunuln and Honus laclusus (detail 

of^toslte). Is a tremendous coup for Cheltenham Art Gallery and 

Museum. Chettenhams Arts and Cralts Movement collections are 

acknowledged as being nationally significant by the award of Designated 

Status since 199S. The main strength of the collection ts Its furniture but It 

does Include work by the Birmingham School most notably by CluHes 

March Gere whose painting, The Tennis Par^ 1900, portrays Mai^ret Gere 

and Edith and Henry Payne among others. There arc also examples of the 

distinctive )cwellcry produced by Southall's closest Ksoclatcs. Arthur and 

Gcorgle Gaskin, as well as paintings by Wlllum Rothenstein and other Arcs 
and Crafts anists. 

Chettenhams lack ofa significant cxarr^leofSouthalls work wk 

recognised as a major omission because, ©fall the painters of the period, 

he epitomizes Arts and Crafts approach In his work. His strength and his 

Interests were In the decorative - both In terms of composition and In the 

mlnutUe of the seaings. costume and accessories. Influenced by John 

Ruskin he produced designs for Greek lacework which were made by his 

mother and featured In Arts and Crafts exhibitions. Some examples were 

given CO Cheltenham In the 19S0S Including a design that ts almost identical 

to the bodice lace worn by the model In Beauty. Southall saw the painting 

and its frame as a whole and regularly designed and carved hb own frames. 

Above all hts seJf4aughc passion for the tempera technique was t)p1cal of 
the Arts and Crafts approach. 

The acquisition of these two Southall paintings will ensure chat the fine an 

of the Arcs and Crafts period ts well represented at Cheltenitam. It will also 

be a fhtlng memorial to the late Margaret Belhvood of Chipping Nonon, 

Oxfordshire who all her life derived great pleasure from looking at an and 

whose generous legacy, made chrot^h the Friends of Chdeenham An Gallery 

and Museum. InRIated this double acquIsHloa Additional fundli^ came from 

the National An Collea ions Fund and the MLA/V«A Purdtase Grant Fund 

and we are very grateful to all these bodies, to the individuals Involved, and to 

George Breeze and Pe)ton Sklpwlth for their suppon and asslstarvce. 
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The British Tempera Revival 
Abbie N. Sprague 

»m*ll exhlbltian of jempcra fMjminjpi ojisned « Uighton Home (n 

the upfing of 1501,John Roddwn Spencer Stanhope (ifcg-1908), 

ChrttilaiM Herrutgham (iljj-1919), and Joieph E, Southall (1861-1944) 

were among the contributor*. With Beventeen artuts represented and fbrtv 

works on display, includingSouthallk lltoiiiy SWty i^w Ima^ ofHtt Hmi w' 

tbt n>umM of 18^, (cat.no4) this ground-breaking exhibition was the 

first solely devoted to contemporary works in egg tempera. Demonstrating 

that tempera painting was no longcf a lost an, the exhibition heralded the 

resurrection of this ancient technique, The movement became the British 
Tempera Revival, 

Qiib«4 Jtwnh BSouiImIUiS«i-iS44) 

l‘C4»bUK{}»^ 

Egg ten^cni r«ched its xenith during the Ofteenth century: however,as 

the rfuuttwrtflrt canw to a close, oil* were Introduced from the North. With 

Its case of manipulation and preparation, this new medium quickly 

became the preferred technique. The labouNlntemive craft of tempera 

painting slowly fell into disuse. Over three hundred years later, developing 

out of a fescination with ancient styles and techniques, tempera emerged 

out of obscurity. William Blake (t7J7-i8jj) was first among British artists to 

experiment with egg yolk as a binder fbr pigments. In a desire 10 find an 
alternative medium, Blakek experiments lead him to H Ubn litilAnt, 

Cennino CennJnik treatise on renaissance techniques. Augmenting 

Cennlnok recipes with other materials, some of Blakek works have not had 
the lasting eftket he desired. Nonetheiwa, he was instrumental in 

Introducing aUcfnailve|»lntlng media and techniques to early nineteenth 
century Brlilslt artists, including Samuel Mmer George 

Richmond (1809^96). Oils no longer had the monopoly 

The project to decorate the Houses of Rtrliamcnt in freacoe* revived ar> 

interest in ancient techniques In the mld-nlnctwnth century Providing the 

artists with a technical manual, Mary Phlladeiphu Merrifteld (i8o4-'«9) 

publtidtcd the first English trajwlatlon of Cennlnok treatise In 1844. 

Including redoes and Instruction* for gliding, fresco, and tempera. 

Cennlnok II tJbn dtllAttt Is regarded as the authority on early renahKsnee 

techniques. Though not her Intent. Merrlfteldk translation provided the 

early revivaltais with their fim praaleal nwnual for working in tempera. 

Such Is the significance of Cennlnok treatise that throt^ the next 

hundred yews, additional translations were completed and published, 

Werrlnghamk more complete version, with chapter* based on her own 

experiences, was published in 1699: later in 19^}. Daniel VThompeonJr, 

(19M-B0) published the most comprehensive and accurate translation to 

date, With each tipdated and In^roved version another generation of 

aatsis discovered the technique, creating a framework for the revival of 
egg tempera. 

The tentpera revh-altst* are often categorised as Pre-Raphachte followers; 

underwandahly since they shared a common emphasis on religious and 
allegorical theme*. However, the tempera artist* took their work one st^ 

forther asthey mastered the medium and technique oFeariy renaisance 

artist*. Cognisant of ancient techniques, the Pre-RaphaeUies reintroduced 

the white ground that wai essetttlai to their brilliant coloura. By the time 

the British "femper* Revival gained momentum, mow of the Pre- 

Raphaelltea vs>ere nearing the end of their careers, William Holman Hum 

{1897*1910) expressed hts regret for not havlivg discovered the medium 

sooner to a gathering of tempera artttts, 'If 1 had my time over again I 

should be In the thick of it - one of you)'' Nonetheiee*. the Pre4taphaellte* 

had aprofound influence on the tempera revivalists and their 

n 

Britlih Tkmprrt IWvivd 
The Britkh Rcvtv«| 

F14 j. Harry Mcrlry (iMi-iatU 
Kuaj &Mc*ia (if}«) 

TSmprn on board;)( * 14 (46X jt) 
Pn«au Cellictioti 

Royal Academy, Abstract paintings by Edward Wkdsworth (1889-1949) were 

hung with works in memory of Herrlngham and Spencer Stanhope, The 

exhibition celebrated an innovative younger generation of artists while 

giving homage to the revivalists who came before them. 

Cut short by war and the rationing of materials, the thirties ended for the 

tempera artists in 19^8 with an exhibition in Birmingham. Similar to the 

Whitechapel exhibition, paintings with both modern and traditional 

subjects were shown. This time, however, the movement towards 

aubliihing temper* as a modern medium was more evident. Not only 

were younger artists devtotlng from the traditional technique as detailed in 

Cennlnok treatise, they were abaorblng the modernist influence* from 

Europe. Surreal and abstract works by Wadsworth, John Armstrong 

(1893-1973), and Augustus Lunn (1905-86) were a suirit centr*« to the 

medleral tales and religious stories depicted in works by Southall, Gaskin 

and Batten. WadswortNi T7i« ducW Matgln of 1937, an example of the 

dream-llke marine paindngt he created during this period, Eluatrates this 

departure from traditional subjecw (fig. 6), As one critic described the 

works, 'painting* vsfolcb jerk us clean otx of the allegoric and the subject 

picture rut.a picture that shout* in the company of R* mild-mannered 

cotT^tanlons, but it a good and heartenlr^ shout of genuine twentieth 
century origins.'’ As British anisa recreated tempera for the twentieth 

century, American art law began to dtecover the medium. 

Edward Wsldo Forbes (1873-1969). later director of the Fogg Art Muaeum at 

Harvard Univerilty, developed a passion for early renaissance art durtr^ his 

travel* in Italy Beginning in 1909, he tatqjht courses on Florentine paintlt^ 

w the Harvafo community; by 1914. Forb^ courses were devoted solely to 

techniques, with spedal emphAsta on tempera and fresco." As ha students 

graduated, many took slgnlftcant post* as scholar*, rntmeutn dlrectora, 

artist* and consemior*. dispersing the tempera technique throughout the 
United Sntes. 

The American translation of Cennlnok ireulse was published by [^nlel 

Thompson, one ofForbe* devoted pt^lls.Thoi^ versions by Merrifteld 

and Herrlngham found their way »the United States, Thorapsonk 1933 

s Eawiid NUidtwonli («t9 
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The sublime effect of exquisitely chosen 

materials, perfectly crafted to serve and 

enhance the human body and soul, makes John 

Makepeace s work overwhelmingly desirable. 

Rosalind Savill 
Q/tvaurot Thf IWsHsk* Collf^-uoo *' 

:v 

Product brochure 
To heighten the sense of 

collectible craftsmanship and 

tone down the sense of sales 

pitch, Webb & Webb set John 

Makepeace's collection of 

testimonial quotations from 

well-known museum directors 

and clients in conversational 

italics, without quotation 

marks. The spreads show each 

piece of furniture in situ and 

as a full-page detail. 
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Sam Winston 

Sam Winston explains that he began to use 

typography when he started to write.This may 

sound like a rather obvious statement, but he 

found writing incredibly difficult and the 

conventional formats restrictive. What resulted 

was a series of visual and linguistic experiments 

through his unconventional use of typography. 

Winston's experiments came from looking at 

the structures of different kinds of literature, from 

storybooks to bus and train timetables. "Clearly 

the way one navigates a timetable is different from 

the way one reads a story. I wanted to take these 

different types of visual navigation and introduce 

them to each other: a timetable reordering all of 

the words to Beauty and the Beast, or a newspaper 

report on Snow White." 

Despite the fact that the outcome of Winston's 

work is always self-published "graphic" material, 

interest in his work has come predominantly from 

galleries and collectors and the results have come 

to be called artworks. 

Other works by Sam Winston can be seen in the 

special collections of the Museum of Modern Art, 

New York, and the Tate Galleries, Victoria and 

Albert Museum, and British Library, all in London. 

Posters 

Winston's series of posters 

deconstruct well-loved stories 

and present them in a form 

that provides the reader with 

new insights into the author's 

preoccupations. "I wanted to 

play with the idea of 

sophisticated adult books 

meeting the more innocent 

children's books: a metaphor 

for some of the issues that 

need to be dealt with when 

growing up." In the main 

image (opposite) each 

individual word has been cut 

out and placed in a list on the 

poster, arranged 

alphabetically. 
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11 you were to place an julull and child's world aloogsidc each olher you 
would we two extremely dilTercol landscjqjcs. One bs ixipulsted with facts 
and scructurewhercaslhe other one is wild with make believe. 

The bridge between these two happens in ihe grey place wo call growing up. 
A plnce «'hwe facts aren't fully undefslood aiid fantasy completely tamed. 

a made-up {true story 

Even though hooks aren't human they still manage to have personalities 
beyond their authors. This stuns wlwn they lea^'c the oriier's desk and 
enter the wortd a< laigc. 

Take fntrytales and rule boolw. they couldn’t be more dilTcnml from each 
other - fairytales ha« the ogilicy to get awny n ith wliaiever myth they sec 
lit and are loved by children, while rule hooks bear (he duty of gening things 
done precisely and correctly. 

So wliat happens when a tinwiable. art ctK-yclopcdia and a newspaper 
approach some fairyuiles aod hold iliem to McoumV 

The beast, from &cauty and the Bea.<n. fehabump on the page and turned 
round to .sec his stoty change- The ifmetablc had arrived. 

The tree's baric wtis awaiting delivery, the stream li#d unforeseco delays and 
everyone was a Utile niore confused because the -who’ 'why' and 

'what'bad been stuck togeiltcr. The limotable had 
re-ordered his fantasy world so that 

everything filled into a time line, 
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5 For example, some of the research 

done before, and at approximately 

the same time as, this 1969 report: 

C. W. Ovink, Legibility, 

Atmosphere-value, and Forms 

of Printing Types, Leiden, 1938. 

Donald Paterson, Miles A.Tinker, 

How to Make Type Readable, Harper 

6 Brothers, 1949. 
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1 Sue Walker, "How Typewriters 
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Analysis of Prescription and 

Practice," Visible Language, 

xviM 2,1984, 
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Post-Era Books, 1985. 

4 John Westwood, A Manual for 

Typists and Authors, HMSO, 1975. 

(Westwood was Chief Graphic 

Designer for Her Majesty's 

Stationery Office.) 

Rural communication 

1 M. Lewis and D. Wray, Writing 
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Linguistics 

1 Rain. Nouns: cloudburst, deluge, 
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Verbs: bestow, bucket, deposit, 

drop, expend, heap, lavish, pour, 

spit, sprinkle, teem. Adjectives: 

damp, dripping, drizzly, hyetal, 
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Glossary of punctuation and letter parts 

An apostrophe ('3 signifies an omission: 
it's, font is, ortho', for though. It also 
signifies the possessive branch of the 
genitive case; Rita's book. It is also used in 
Irish names, as in O'Brien but is not used in 

abbreviated Scottish names. The apostrophe 
also forms the latter part of quotation marks. 

The brace {) is used to connect, for example, 

two or more subtitles on different lines within 
a single, tabulated entry. The brace should 
always point towards its cross-referred entry. 

A colon (:) signifies a pause; a turning point 
within a clause or sentence. Positioned within 
a sentence in which the preceding part is 
complete in sense while the following part 
is a statement or remark arising from it. The 
colon is also used to introduce a list of points, 
an example, ora quotation. 

A comma (,) separates and defines the 
adjuncts, clauses, and phrases within a 
sentence. It should also follow each adjective 
except the last. A comma is also used to 
clarify high numbers —separating each set 
of three consecutive numbers from the right 
when there are four or more. 

An ellipsis (...) is made up of three full 
points each separated by a short space 
(larger than that normally between 

characters, but smaller than a word space) 
and signifies the omission of a word. Where 
an ellipsis occurs at the end of a sentence a 
fourth full point should be added, its distance 
from the final full point of the ellipsis being 
the same as those within the ellipsis itself. 

An em dash (—) is used in place of a comma 
or parentheses, offering the author a more 
dramatic pause where it is necessary forthe 
construction of a sentence to be changed 
or even halted. It is also used to signify a 
faltering pause: "Well —perhaps...'' 

An en dash (-) is used (rather like a virgule) 
to connect two facts, such as dates 
(1968-1969) or to signify a partnership 
(Smith-Jones). 

An exclamation mark (!) is used afterwords 
or sentences expressing a striking thought or 
utterance. It should be placed at the end of 
the exclamation, whether this occurs at the 
beginning, middle, or end of the sentence. 
It should not be followed by a full point if 

placed at the end of a sentence, or any other 
punctuation if in the middle of a sentence, 
except a quotation mark. 

A full point (.) signifies the end of a 

sentence. Do not use a full point in titles, 
or subtitles. 

A hyphen (-) is used to connect. When a 

word has to be broken at the end of a line a 
hyphen is used to signify its incompleteness 

and its connection to the second part of the 
word at the beginning of the following line. 
It is also used to connect words that 
represent a common idea, such as mind- 
blowing. Where two or more compound 

words have a common base this latter can be 
represented in all but the last by a hyphen as 
in upper- and lowercase. The hyphen is used 
to clarify meaning, as in re-mark (as distinct 
from remark). Generally, the hyphen should 
not be used at the end of more than two 
consecutive lines and must never be placed 
at the beginning of the second line. Also, 
avoid using a hyphen at the end of the last 
line of a page and in particular, the right 
hand (verso) page. 

Parentheses (), like brackets (see square 
brackets'), are used to separate additional 
remarks or responses within a text. The key 

to the practical relationship of brackets and 
parentheses is consistency. Where a remark 
in brackets requires a second remark to 

be isolated, then parentheses should be 
used and vice versa. If possible, avoid 
(words [words]). 

A question mark (?) should follow each and 

every question, however short, if a separate 
answer is required, as in; What is type made 
of? How is it defined? Where did it start? 
A question mark should not be followed by 
a full point if placed at the end of a sentence, 
or any other punctuation if in the middle of 
a sentence, except a quotation mark. 

Square brackets [ ], also called brackets 
or crochets, are used to separate comments, 
corrections, or explanations from the main 
body of text in which they appear. 

A raised, turned comma (') is used in the 
abbreviation of the Scotch Mac (M'Donald). 
It also forms the first half of quotation marks. 

A double em dasb (-) is used to signify 
the interruption of a sentence or the 
omission of a word or part of a word, as in; 
"He called him a-."Not often included in 
contemporary fonts, but easily composed by 
Joining two em dashes together. 

A virgule {/), also commonly called a forward 
slash, expresses the choice either or both. 
For example and/or and together/apart. 



General glossary 

accented Those letters with the various 

additional marks that indicate pronunciation 

and/or signal regional or social identity: 

aaaaaipeeeetmhooddouuuy. 

align To position letters, words, or images 

to fit on the same vertical line: "aligned 

left,""aligned right." 

ampersand An abbreviation for and: &. 

Arabic numerals 1234567890, as distinct 

from Roman (111 in iv v vi vil viii x). 

ascender Vertical stroke rising above the 

x-height in lowercase letters: bhkt. 

ASCII A data or file format containing text 

and paragraph markers, but no formatting 

information. 

auto-leading Default interline spacing 

in typesetting software. Generally set to an 

arbitrary 20% of the body height of type 

size. Should always be overridden. 

baseline The imaginary line on which 

a line of letters sits. 

baseline grid Lines at fixed, user- 

definable intervals on which the text can 

be made to sit. 

bit-map A bit-map describes the location 

and binary state (on or off) of "bits," 

which defines a complete collection of 

pixels comprising an image or letterform. 

black letter A general term used to 

describe letterforms originally drawn with 

a broad-nibbed pen. 

body The rectangular area occupied 

by a letter. 

body copy Continuous text, not including, 

for example, captions, page numbers, etc. 

bullet A solid dot (•)■ Normally used to 

indicate the start of a new item, etc. 

cap height Height from the top of 

a capital letter to its baseline. 

capitals (or caps) Letterforms of 

even height, derived from the Roman 

"square capitals." 

caps, small (small caps) Capital letters 

of the same weight as lowercase letters 

and of a height designed to harmonize 

with them when set as text. 

centered Symmetrical arrangement of type. 

color The tonal value of a page of text. 

copy Written material before it is typeset. 

copyright ® Legal right to control the use 

of intellectual property or created material. 

counter The enclosed or semi-enclosed 

space within a letterform. 

cursive Flowing, sloped letterforms 

(eg. italic or script typefaces). 

descender Stroke falling below the 

baseline in lowercase letters: gjpqy. 

design To plan an appropriate solution. 

diacritic An accent or mark above or 

below a character. 

digital The imaging of type on screen by 

use of bit-maps or outlines of letterforms 

stored electronically. 

diphthong (ee /E oe CE) One glyph that 

represents two vowels. 

display Monitor or screen. 

display type "Headline" or "novelty" type 

designed to attract attention. 

DPI (dots per inch)The resolution used 

to display an image. 

expert set "Supplementary" font of 

characters extra to those provided in the 

standard font. Might include nonllning 

numerals, fractions, additional ligatures, etc. 

font (originally fount in the UK) A set 

of characters (letterforms, punctuation, 

symbols, etc.) of a given typeface. 

format The shape and size of a given 

project (book, poster, leaflet, etc.). Also 

a transitive verb describing the exact 

specification for textual area, size of type, 

typeface, leading, etc. 

grammar The conventions of language. 

glyph A single character, accent, or symbol. 

H&J Hyphenation and Justification. 

indent Line of type positioned inward 

from the left margin. Usually used to 

indicate the start of a paragraph. 

italic Cursive companion to a roman type. 

justified Text set in lines of equal length 

requiring the adjustment of intenword 

spacing for each line excepting the last 

line in each paragraph. 

kerning Adjustment made to interword 

or intercharacter spaces. (Also called letter 

spacing.) 

Latin The standard alphabet used in most 

Western European countries, based on 

Roman sources. 

leading Interline spacing. 

legibility Recognizability. 

letterpress Printing method in which 

paper is brought into contact with raised, 

inked surfaces. 

ligature (fi fl)Two (or three) letters 

combined into one character. 

lining numerals Numerals that are all the 

same height (e.g. the same height as caps 

of the same font). 1234567890 ABCDE. 

lowercase Small letterforms derived from 

handwritten letters (see minuscules). 

majuscules Capital (or cap) letterforms. 

measure The length of a full line of type 

(line length). 
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minuscules Lowercase letterforms. 

Modern Class of typeface with extreme 

contrast in line thickness (e.g. Bodoni) 

nonlining numerals (Old-style numerals) 

Numerals with ascenders and descenders. 

1234567890 

oblique A sloped letterform. Equivalent 

in some fonts to the italic. 

Old style Class of letterform characterized 

by an angled stress and low to moderate 

variation in line thickness (e.g. Garamond, 

Jenson, Casio o'). 

Old-style numerals (or Old-style figures). 

See nonlining numerals. 

orphan Simultaneously the last word of a 

paragraph and the first word on a new page. 

phoneme A sound which is the smallest 

unit of speech within a language. 

phonetics The study of sounds that make 

up human speech. 

Pi characters Symbols and pictographs. 

pictograph (or pictogram) A symbol 

representing a person or object. 

pixel Screen dots used to render an image. 

point size The means of "measuring" the 

body of the type. Type size is expressed in 

points; 72 points is equivalent to 1 inch. 

preference box Dialog box that allows the 

user to change the software default settings. 

ranged left Alignment of text with a 

vertical left- and a ragged right-hand edge. 

ranged right Alignment of text with a 

vertical right- and a ragged left-hand edge. 

resolution Density of pixels (or dots) 

in a specified area (e.g. dots per square 

inch, see DPI). 

roman Upright (as opposed to italic) 

letterforms. 

river Connecting white spaces running 

(usually vertically) through poorly set text. 

sans serif Class of type with no serifs. 

semantics The study of the meaning 

of language. 

serif Accretion at the end of stems of 

roman letterforms. Styles include bracket, 

slab, wedge, etc. 

set solid Text set with no leading (e.g. 10 

on 10 point, or lo-point type on lo-point 

leading). 

smart quotes The correct "curly" rather 

than straight quote marks. 

soft return Line break instruction within 

a paragraph. 

software Computer operating procedures 

and instructions that control hardware. 

style (of type) Light, bold, italic, etc. 

style sheet Sets of typographic attributes 

used to providea text with structure and 

clarity. By using style sheets all attributes 

can be styled at once and with consistency. 

swash Decorative flourish added to a letter. 

symbol See Pi character. 

tabular numerals (or figures). See lining 

numerals. 

textual Formal term for lowercase 

character set. 

TIFF (or TIF) Tagged Image File Format. 

A file format used for scanned, high- 

resolution, bit-mapped images, and for 

color separation. 

tracking Equal adjustment to spacing 

values applied to a line or page of text. 

transitional Class of type stylistically 

between Old style and Modern 

(e.g. Baskervllle). 

type family Related variants in a font of 

type (e.g. light, bold, italics, small caps, etc.). 

Unicode An international standard 

character set that will contain all the 

characters required by all the world's 

languages. 

unjustified Column of text in which the 

interword space remains constant, usually 

ranged left or ranged right. 

uppercase Capital letters. 

weight The relative thickness of line or 

stroke in a letterform. 

word break See hyphen in the Glossary 

of punctuation. 

WYSIWYG (What You See Is What You 

Get) What you see on screen is what you 

get on paper. 

x-heightThe height of the main part of 

lowercase letterforms (e.g. x). 
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Further reading 

The following titles are just a few of the many 

helpful books concerned with various aspects of 

typographic matters. Not all are in print, but public 

libraries will be able to locate copies and specialist 

libraries will certainly have them on their shelves. 

The date provided is that of the edition I have; 

in many cases there will be more recent issues. 

I have listed each in only one category although 

there are a number that could comfortably appear 

within two, three, or all categories. 

History (general) 

E. EISENSTEIN, The Printing Press as an Agent of 

Change, Cambridge University Press, 1979. 

L. FABVREAND H.-J. MAKT\N,The Coming of the 

Book, New Left Books, 1976. 

R. KINROSS,/Wodern Typography, Hyphen Press,i992. 

s. MORISON, Four Centuries of Fine Printing, Ernest 

Benn Limited, 1960. 

D. B. UPDIKE, Printing Types, two volumes, Oxford 

University Press, 1937. 

History (twentieth-century typography) 

H. BAYER, w. GROPIUS, I. GROPIUS, The Bauhaus 

1919-1928, Museum of Modern Art, New York, 1938. 

c. BURKE, Paul Renner, Hyphen Press, 1998. 

E. GILL, An Essay on Typography, Lund 

Humphries, 2001. 

R. KINROSS, Anthony Froshaug, two volumes. 

Hyphen Press, 2000. 

M. LOMMEN fed.), Bram de Does, UitgeveriJ De 

Buitenkant Publishers, 2003. 

R. MCLEAN, Jon Tschichold, Lund Humphries,i975. 

j. MORAN, Stanley Morison, Lund Humphries, 1971. 

A. PETERSEN, Sondberg, Designer and Director 

of the Stedelijk, oio Publishers, 2004. 

H. SPENCER, Pioneers of Modern Typography, 

Lund Humphries, 1969. 

J. TSCHICHOLD,Die Neue Typographie, 

Bildungsverband der Deutschen Buchdrucker, 

1928. Penrose Annual First issue in 1895 (as 

Penrose Work Year Book), last issue 1973. 

These books constitute a unique record of the 

far-reaching changes in printing and designing 

for print. Individual copies are a common sight 

in secondhand bookstores. 

History (typefaces) 

M. ANNENBERG, Type Foundries of America, Oak 

Knoll Press, 1994. 

G. DOWDiNG, An Introduction to the FUstory of 

Printing Types,Jhe British Library & Oak Knoll 

Press, 1998. 

J. DRUCKER, The Alphabetical Labyrinth, Thames & 

Hudson, 1995 (for a wider account of the history 

of letterforms). 

N. GRAY, Nineteenth Century Ornamented 

Typefaces, Faber & Faber, 1951. 

A. LAWSON, Anatomy of a Typeface, Hamish 

Hamilton Ltd, 1990. 

J. MIDDENDORP, Dutch Type, 010 Publishers, 2004. 

J. MOSLEY, The Nymph and the Grot, Friends 

of the St. Bride Printing Library, 1999. 

Book typography 

J. BLUMENTHAL, The Printed Book in America, 

The Scholar Press,i977. 

c. EDE(ed.), The Art of the Book, The Studio 

Publications, 1951 (covers 1939-1950). 

J. HOCHULi, R. KINROSS, Designing Books, 

The Hyphen Press,i996. 

J. LEWIS, The Twentieth Century Book, 

Van Nostrand Reinhold Co, 1967. 

H. WILLIAMSON, Methods of Book Design, 

Oxford University Press, 1956. 
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Technology 

M. TWYMAN, Printing 1770-1970: An Illustrated 

History of its Development and Uses in England, 

The British Library Press in association with 

Reading University Press,i970. 

L. w. WALLIS, Typomania, Sever\s\de Printers Ltd, 1993. 

General reference 

Numerous printers'"house-style books" can be 

found in secondhand bookstores along with; 

F. H. cotUNS, Authors' and Printers' Dictionary, 

Oxford University Press, numerous editions. 

H. HART, Rules for Compositors and Readers, 

Oxford University Press, numerous editions. 

Type design 

R SMEiJERS, Counterpunch, Hyphen Press, 1997. 

w. TRACY, Letters of Credit, Cordon Fraser, 1986. 

Typography in a wider context 

D. CRYSTAL, The Cambridge Encyclopedia of 

Language, Cambridge University Press, 1987. 

M. A. EORRESTER, Psychology of Language, Sage 

Publications, 1997. 

E. LUPTON, J. A. MILLER, Design, Writing, Research, 

Princeton Architectural Press, 1996. 

M. MCLUHAN, The Gutenberg Galaxy, Routledge, 1967. 

c. NUNBERC,rhe Euture of the Book, University of 

California Press, 1996. 

R. SASSOON, Handwriting of the Twentieth Century, 

Routledge, 1999. 

1. WILKINSON, Inclusive Des/gn, Joint publication 

between the Royal National Institute of the Blind 

and the International Society forTypographic 

Designers, 2005. 

Journals 

There are a number of excellent journals that 

have made a major contribution to our 

understanding of typography, although the 

majority of material is concerned with the 

nineteenth and early twentieth centuries. 

Alphabet (1964) 

Alphabet and Image (1946-1948) 

The Fleuron (1923-1930) 

Journal of the Printing Historical Society (since 1965) 

Matrix (since 1981) 

The Monotype .Recorder (since 1902) The house 

journal of the Monotype Corporation, this provided 

an excellent and scholarly view of typographic 

history married to technical and trade issues. Its 

appearance has become very rare in recent years, 

but the centenary issue"One hundred years of type 

making 1897-1997" (new series. No. 10,1997), is 

particularly useful. 

Motif 0958-1966) 

Signature (1935-1940 and 1946-1954) 

Typographica (1949-1967) 

Typography (1936-1939) 

Typography Papers (since 1996) A recent welcome 

addition to this list, published by the Department 

of Typography and Communication at Reading 

University. 

Contemporaryjournals that cover historical and 

current typographic issues are: 

bose//ne (since 1970), published quarterly, 

www.baselinemagazine.com 

TypoGraphic fs'mce 1971), a triannual, 

www.istd.org.uk 
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A2-Craphics/SW/HK 154-9 

abbreviations 146 

acronyms 146-7 

allographs 80 

alphabets 86,88-9,136 

American English 86-7,106 

anatomy 70-1 

Arabic numerals 92-3,146 

Aristophanes 90 

Arts and Crafts movement 

44,46 

ascenders 20,22,82,141 

Atelier David Smith 172-7 

Atelier Works 178-83 

Austin, Richard 93 

authority 32-7,39,68 

authors 32,38-9,74,87,102, 

124,144,147,150 

avant-garde 28, 30,44,46 

Baroque 150 

Baskerville, John 22-3 

Bauhaus30,46 

Baumann & Baumann 188-95 

Baumann, Barbara 188 

Baumann, Cerd 188 

Belford, Paul 160-5 

Belgium 121 

Bell, John 93 

Bill, Max 30 

Bisticci, Vespasiano da 35 

Boag Associates 184-7 

Bockting, Hans 230 

Bodoni, Giambattista 23,122, 

124-5 

body size 16, 20,141 

Bracciolini, Poggio 35 

brackets 150 

brands64,184, 208,214, 224 

business communication 54-9 

calligraphy 25,80,84, 93,122, 

134,136,141,144,166 

capitals88-9,94,134,146-8 

Cartlidge, Ian 196 

Cartlidge Levene 196-201 

cartographers 113-14 

casting off 58 

character range 14 

Chartered Society of Designers 

238 

The Chicago Manual 38, 40 

Chilvers, Ian 178 
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chromolithography 121 

Clarendon Press 38 

colon 90,136 
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