adA)







This page intentionally left blank



id

John Kane |

“type

JoUWl

Prentice Hall
Boston Columbus Indianapolis New York San Francisco Upper Saddle River Amsterdam Cape Town Dubai London
Madrid Milan Munich Paris Montréal Toronto Delhi Mexico City Séo Paulo Sydney Hong Kong Seoul Singapore
Taipei Tokyo



Editor-in-Chief: Sarah Touborg

Acquisitions Editor: Billy Grieco

Editorial Assistant: Jessica Parrotta

Assistant Managing Editor: Melissa Feimer
Senior Operations Supervisor: Brian K. Mackey
Director of Marketing: Brandy Dawson
Executive Marketing Manager: Kate Mitchell

Cover design: John Kane

Credits and acknowledgments borrowed from other
sources and reproduced, with permission, in this textbook
appear on the appropriate page within the text or in the
Picture credits opposite.

ISBN-13: g78-0-205-06644-5
ISBN-10: 0-205-06644-5

Commissioning Editor: Kara Hattersley-Smith
Senior Editor: Melissa Danny

Production Manager: Simon Walsh

Designer: John Kane

Photo Researcher: Evi Peroulaki

Copy Editor: Fiona Biggs

Proofreader: Emily Asquith

Indexer: Vicki Robinson

Printed in China

Copyright © 2011, 2003 by Pearson Education, Inc,
publishing as Prentice Hall, 1 Lake St, Upper Saddle River,
NJ 07458. All rights reserved. This publication is protected
by copyright, and permission should be obtained from the
publisher prior to any prohibited reproduction, storage in
a retrieval system, or transmission in any form or by any
means, electronic, mechanical, photocopying, recording,
or likewise. To obtain permission(s) to use material from
this work, please submit a written request fo Pearson
Education, Inc,, Permissions Department, 1 Lake St,
Upper Saddle River, NJ 07458.

Library of Congress Cataloging-in-Publication Data
Kane, John, 1949-

A type primer / John Kane. -- 2nd ed.

p. cm,

Includes bibliographical references and index.

ISBN-13: 978-0-205-06644-5 (pbk. : alk. paper)

ISBN-10: 0-205-06644-5 (pbk. : alk. paper)

1, Graphic design (Typography) 2. Layout (Printing) I.  Title.

Z246.K36 201

686.2'2--dc22

2010040655

wgB7654321

Prentice Hall
is an imprint of

PEARSON
e www.pearsonhighered.com

Picture credits

All numbers refer to page numbers
(t = top; b = bottom; c = center; r =
right; | = left).

Courtesy of Apple 47; © James
Austin, Cambridge, UK 1gt; The
Aviation Picture Library, London 45;
reproduced with the kind permis-
sion of Transport for London 42;
Bibliothéque Royale de Belgique
20l; Bildarchiv Foto Marburg 2ot;
Courtesy of the Trustees of the
Boston Public Library/Rare Books
19r, 201, 21, 22, 23|, 231, 24l, 24r,

32, 34, 38; © The British Library
Board 26; © Trustees of the British
Museum 16; The Museum and
Study Collection at Central Saint
Martins College of Art and Design
37b; Fototeca Unione, American
Academy in Rome 17r; © Peter
Kent, London, 43; A.F. Kersting,
27t; LKP Archive 31, 33, 30, 41/©
Cameraphoto Arte, Venice 25t/Paul
MR. Maeyaert, Mont de I'Enclus
(Orroir), Belgium 2gt, 35/€© Peter
Ashworth 37t; Nina Pattek 4o0b; ©
Hattula Moholy-Nagy/DACS 2010
40t; RMN, Paris, 171; © The Isamu
Noguchi Foundation and Garden
Museum/ARS, New York and DACS,
London 2010 44; Shutterstock 88;
E.M. Thompson, An Introduction to
Greek and Latin Paleography, 1912,
Clarendon Press 18|, 18c, 18r, 1gl, 19¢c;
D.B. Updike, Printing Types: Their
History, Forms and Use, Volume

II, 1922, by permission of Oxford
University Press 28.

This book was designed and
produced by Laurence King
Publishing Ltd, London

wwmmcxona  www.|aurenceking.com



Acknowledgments

Author Grace Paley once pushed
Hippocrates a bit to say that she
wrote short stories because ‘Art is
too long, life is too short’ That senti-
ment nicely sums up what has kept
this second edition off the shelves
until now. The petty illnesses of
middle age, combined with expanded
professional responsibilities, didn't
always allow me to stick as closely
to this project as perhaps | should
have. Apologies for the delay.

This edition grew out of the

support and suggestions of valued
colleagues. | am grateful to Nancy
Skolos for inviting me to teach

type at Rhode Island School of
Design, and to Ernesto Aparacio,
Jan Fairbairn, Lucinda Hitchcock,
Matthew Monk, Bill Newkirk, Akefeh
Nurosi, Douglass Scott, Hans van
Dijk, Tom Wedell, Franz Werner,

and — especially — Cyrus Highsmith
and Krzysztof Lenk for their lessons
in collegiality and professionalism.
Students Mitchell Goldstein and
Katherine Hughes at RISD offered
invaluable teaching support.

At Northeastern, Ed Andrews, Isabel
Meirelles, and Russell Pensyl kept
me employed (no small thing);
Cynthia Baron generously shared
her expertise and advice; and
Elizabeth Cromley actually read the
first edition, which she proved by
finding its one typo (minuscule!).

| owe much to my students Dwight
Roell, Kate Terrado, and Mitch Weiss
for their assistance in wrestling
various parts of this project to the
ground. Fellow lecturers Sophia
Ainslie, Julia Hechtman, and Karen
Kurczynski make every day plain old
fun, while colleague Mary Hughes
gently punctures every pretension |
throw her way. Department admin-
istrator Judy Ulman remains the
heart and soul of all we do. But most
of all, thanks with deep admiration
and affection to Andrea Raynor and
Matthew Rich, who school me daily
in the ways of hard work, the Red
Sox, handicapping throroughbreds,
and All Important Things.

Thanks to the reviewers of the last
edition: Andrea Marks (University of
Oregon), Robert Newman (Savannah
College of Art and Design), Liz
Resnick (Massachusetts College

of Art & Design), and David Smart
(University of Plymouth, UK).

Generous students at RISD and
Northeastern provided some of the
examples that appear in this edition.
| have credited them individually
where their work appears, but |
must thank them all, whether or not
they're included in these pages, for
giving me the best reason anyone
could wish for to get out of bed
each morning.

| have leaned too heavily on the
goodwill and broad experience of
my family and friends. In particular,
| remain indebted to my mother,
Carole Kane, for her unfailing
encouragement and unflinching
affection, even after all these years.

Finally...

Some things don't change. Just

as with the first edition—in fact,
just as with everything | do—the
touchstones for this project remain
Julie Curtis, David W. Dunlap,

Nina Pattek, and my partner, Mark
Laughlin. To them, once again, this
book is dedicated.

JK



vi

Contents

Development

Letters, words, sentences

Text

viii

G =

10
12

15
16
48

51
52
56
b7
62
64
70
80

89
90
94
96
o9
100
106
114
116
122
124
126
132
136

Acknowledgments
Introduction

Describing letterforms
The font

Describing typefaces
Measuring type
Comparing typefaces
Display typefaces

A timeline
Text typeface classification

Understanding letterforms
Maintaining x-height
Form/counterform

Contrast

Reinforcing meaning

Making sentences, finding sense
Type and color

English is not Chinese

Tracking: kerning and letterspacing
Formatting text

Texture

Typing is not fypesetting
Leading and line length
Kinds of proportion
Components of the text page
Placing text on a page

Front matter, back matter
Indicating paragraphs
Highlighting text

Headlines within text
Widows and orphans



Columnar organization

Grid systems

137
138
144
146
156
162

177
178
179
180
188
194
200
212

226

227
228

Columnar layouts
Cross-alignment

Expressing hierarchy

Tabular matter

Type as image and information

Introduction

An example

Components of the grid

A simple grid

Grids at large scale

Creating a grid for text

Creating a grid for text and images

Next

Selected bibliography
Index



viii

Introduction

Design is solving problems. Graphic
design is solving problems by
making marks. Type is a uniquely
rich set of marks because it makes
language visible. Working success-
fully with type is essential for
effective graphic design.

That said, | can tell you that

this is a practical
book.

Over the last 20-odd years

teaching typography, | have been
unable to find a text that spoke
clearly to beginning students about
the complex meeting of message,
image, and history that is typography.
Some of the best history texts are
weak in examples; some of the best
theoretical texts speak more to the
professional than the novice. And no
text provides background informa-
tion to the student in a sequence
that supports the basic exercises

in any introductory type course.

My intention here is to present the
basic principles and applications

of typography in a way that mirrors
what goes on in the classroom and
to back up that information with a
series of exercises that reinforce the
acquired knowledge.

My intent here is to get you, the
beginning student of graphic design,
to the point where you can under-
stand and demonstrate basic
principles of typography. If instinct

is the sum of knowledge and expe-
rience, this book is an attempt to
broaden both in order to strengthen
your own typographic instincts.

I should also point out that this is
an autodidact's book. What | know
about typography llearned from
reading, from practice, and from
observation. | was lucky enough to
read Emil Ruder first. And | was
lucky to work in Boston at a time
when dozens of gifted practitioners
were trying to solve the same
problems | was confronting daily,
as we all moved from metal type
through photoset type to digital
type off our Macs. What | learned
from them was constant application
of theory to practice, unflagging
respect for the letterform, and a
ceaseless search for that moment
when the personal met, or at least
approached, the platonic.

Paul Rand once wrote: Typography
is an art. Good typography is Art,
and therein lies the problem for both
teacher and student. Craft can be
taught. Art lies within the individual.
Many beginning students are
frustrated by the fact that there are
no hard and fast rules in typography,
no foolproof map to success. The
pedagogic difficulty is that type has
a system of principles, based on
experience, and those principles
keep evolving as language and
media evolve, Countless times,
students have asked, Is this right?'
when in fact there is no such thing
in typography as 'right’ The question
they should be asking themselves
is, ‘Does this work? Is it useful?
Designers use type as a response—
to a message, to an audience, to a
medium. The only way to recognize
successful typography is through
informed, direct observation. It takes
time, trial, and error to know what
works and to lose anxiety over what
may or may not seem 'right

If you work through the examples

in this book for yourself, you should
have enough experience to test
your own ideas in typographic appli-
cations. After all, it is what each
designer brings to a project—the
sum of what he or she knows and
feels, his or her unique experience—
that guarantees that variety, excite-
ment, and, occasionally, brilliance
will continue to enliven typographic
design. This book is not about
style—a characteristic expression of
attitude —so much as a clear-headed
way of thinking and making. Style
belongs to the individual; delight in
thinking and making can be shared
by everyone.

The guiding attitudes behind what
follows are those that have vitalized
most 20th-century art:

Content dictates form.
Less is more.
God is in the details”

These three tenets neatly identify
the typographer's job: appropriate,
clear expression of the author’s
message, intelligent economy of
means, and a deep understanding
of craft.

* The first idea is a variation of architect

Louis Sullivan's famous dictate, 'Form ever
follows function’ The second, although
popularized by architect Ludwig Mies van
der Rohe, was first articulated by Robert
Browning in ‘Andrea del Sarto] 1855 (and, in
fact, the idea has existed in lterature since
Hesiod's Works and Days’ (700 RCE), in
which he writes They do nof even know
how much more is the half than the whole)
The third, although atiributed to architect
Louis Kahn, has no source that | have been
able to uncover.



The basic thinking behind this book
comes out of two simple observa-
tions. First,

type is physical.

Until quite recently, any study of type
would necessarily begin by hand-
setting metal type. There is still no
better way to understand the abso-
lute physicality of the lefterform—its
‘thingness! With each passing day,
however, working with metal type
becomes less and less possible.

To approximate the experience of
handling type, there are examples

in this book that require careful
hand-rendering of letterforms. (I've
suggested these exercises primar-
ily for readers who don't have, as |
did not, the benefit of a classroom
experience. They are not intended
to supplant working with a capable
instructor, although | certainly hope
that they can enhance that process.)
These exercises not only help you
hone your hand/ eye coordina-

tion, but also help you develop a
typographic sensibility. You cannot
achieve this sensibility merely by
looking and thinking. The only way to
appreciate the reality of type is first
to make your own.

The second observation, particularly
in terms of text type, is that

type evolved from
handwriting.

While there are any number of
things you can do with text type
(particularly on a computer), your
work will have the most integrity
when what you do reflects the same
impulse that leads us all to put pen
to paper—effective, direct, useful
communication.

Particularly in later examples, | have
assumed that people using this
book have a working familiarity with
Adobe lllustrator and Quark Xpress
or Adobe InDesign. You should also
have at least one font from each

of the classifications described on
pages 48—50; in fact, you could do
a lot worse than to choose the ten
typefaces highlighted on page 12.
They provide a rock-solid foundation
for any typographic design problems
you may encounter in the future.

I've used numerous examples ix
to demonstrate the points | raise
because one of the joys of work-
ing with type is that you can see
immediately what is successful and
what isn't (for that same reason I've
tried to keep text to a minimum). |
have designed almost every example
in this book to reflect what was,

and still is, possible on a simple
type press. I've kept these examples
as simple as possible for two
reasons: ‘simple’ is deceptively
difficult (and, in typography, often
desirable); and, as | said earlier, this
book is about intent and content,
not effect or style.

This second edition incorporates
many additions and amendments

to the first; perhaps the most signifi-
cant is the companion website
(www.atypeprimer.com). There you
will find examples of student work,
discussions of best typographic
practice for the web, recommenda-
tions for a strong typeface library,
links to typographic resources, and
other timely topics. | consider the
website a logical extension of the
material in this book, and | encour-
age you to refer to it often. Perhaps
the most surprising discovery I've
made since the first edition is the
direct correspondence between
good print typography and good
web fypography. | hope that this
book's website clearly demonstrates
how the principles in print translate
to the screen.



The sequence of examples in this
book is built to demonstrate that the
character and legibility of type only
exist in the context of voids—

what type designer Cyrus Highsmith
describes as ‘where type isn't!

A serious typographer constantly
monitors and manipulates the
relationship of form (where type is)
to counterform (where it isn't). To
understand this relationship, it is
essential to see type as a progres-
sion of spaces (right). Changing any
one space immediately alters its

relationship with all the other spaces.

Those of you familiar with Gestalt
Principles will doubtless find similar-
ity to the concepts of contiguity,
continuity, and closure. | conclude
the introduction with this observa-
tion because it is central to all good
typography and because it offers us
an ideal point from which to start.
As you go through this book, keep
in mind how the spaces operate,
both in the examples shown and in
the pages themselves.

The space inside the form
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The space between words
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Describing letterforms

As with any craft that has evolved
over 500 years, typography employs
a number of technical terms. These
mostly describe specific parts of
letterforms. It is a good idea to
familiarize yourself with this lexicon.
Knowing a letterform's component
parts makes it much easier to iden-
tify specific typefaces.

(In the entries that follow, boldface

texts denote terms described
elsewhere in the list.)

Baseline

ABC

Stroke
Any line that defines the basic
letterform.

The imaginary line defining the visual
base of letterforms (see the diagram

below).

Median

The imaginary line defining the
x-height of letterforms (see the

diagram below).

X-height

The height in any typeface of the
lowercase 'x' (see the diagram

below).

ascender height
cap height

median

baseline

descender height

AMYV

Apex/Vertex

The point created by joining two
diagonal stems (apex above,
vertex below).

FTY

Arm

Short strokes off the stem of the
letterform, either horizontal (E, F, T)
or inclined upward (K, Y).

bdhk

Ascender

The portion of the stem of a lower-
case letterform that projects above
the median.

CGS

Barb
The half-serif finish on some
curved strokes.

..... s
i x-height
B\ A



ETL

Beak
The half-serif finish on some
horizontal arms.

bdpgq

Bowl

The rounded form that describes a
counter. The bowl may be either
open or closed.

Tl

Bracket
The transition between the serif
and the stem.

adPC

Counter

The negative space within a
letterform, either fully or
partially enclosed.

AH

Cross Bar
The horizontal stroke in a letterform
that joins two stems together.

ft

Cross Stroke
The horizontal stroke in a letterform
that intersects the stem.

Croich
The interior space where two
strokes meet.

PqYy

Descender

That portion of the stem of a lower-
case |etterform that projects below
the baseline.

Ear
The stroke extending out from the
main stem or body of the letterform.

Em/en

Originally referring to the width of
an uppercase M, an em is now

the distance equal to the size of the
typeface (an em in 48 pt. type is 48
points, for example). An en is half
the size of an em. Most often used
to describe em/en spaces and
em/en dashes.

fa

Finial
The rounded non-serif terminal
to a stroke.

LKR

Leg

Short strokes off the stem of

the letterform, either at the bottom
of the stroke (L) or inclined down-

ward (K, R).



ftifitlfl hn

Ligature

The character formed by the combi-

nation of two or more letterforms.

g

Link
The stroke that connects the bowl
and the loop of a lowercase G.

<)

Loop

In some typefaces, the bowl
created in the descender of the
lowercase G.

ATM

Serif
The right-angled or oblique foot at
the end of the stroke.

Shoulder
The curved stroke that is not part
of a bowl.

S

Spine
The curved stem of the S.

bqG

Spur

The extension that articulates
the junction of a curved and
rectilinear stroke.

Stress

The orientation of the letterform,
indicated by the thin stroke in
round forms.

ATW

Swash
The flourish that extends the stroke
of a letterform.

Qj

The curved or diagonal stroke at the
finish of certain letterforms.

TVbp T t

Stem
The significant vertical or
oblique stroke.

Terminal

The self-contained finish of a stroke
without a serif. This is something of
a catch-all term. Terminals may be
flat (T}, above), flared, acute,

(', above), grave, concave, convex,
or rounded as a ball or a teardrop
(see finial).



The font

The full font of a typeface contains
much more than 26 letters, 10
numerals, and a few punctuation
marks. To work successfully with
type, you should make sure that
you are working with a full font and
you should know how to use it.

Uppercase

Capital letters, including certain
accented vowels, the ¢ cedilla (¢)
and n tilde (i), and the a/e and
o/e ligatures (e, ce).

Lowercase

Lowercase letters include the same
characters as uppercase plus /i, /1,
/1, 1/1/i, and £//l ligatures, and the
‘esset’ (German double s).

Small capitals

Uppercase letterforms, drawn to the
x-height of the typeface. Small caps
are primarily found in serif fonts.
Most type software includes a style
command that generates a small cap
based upon uppercase forms. Do not
confuse real small caps with those
generated artificially.

Aa Aa

Baskerville Baskerville
small cap small cap
artificially from the
generated font

AAAAAAAAZBCCDEE
EEEFGHIIIIIJKLMN
OOO0OO0OOOEPQRS
TUUUUUVWXYZ

adadiadebccdeécée
fiflfffiflghiifiijklmni
060606opqrsh
tutiluuvwxyz

AAAAAARAZEBCCDEEEEE

FGHIIIIIJKLMNN

A\

030000 ®EPQRSS
TUOUUOUVWXYYZZ

Typeface shown:
Monotype Baskerville



Uppercase numerals

Also called lining figures, these
numerals are the same height as
uppercase letters and are all set to
the same kerning width. They are
most successfully used with tabular
material or in any situation that calls
for uppercase letters.

Lowercase numerals

Also called oldstyle figures or text
figures, these numerals are set

to x-height with ascenders and
descenders. They are best used
wherever you would use upper- and
lowercase letterforms. Lowercase
numerals are far less common in
sans serif than in serif typefaces.

Italic

Most fonts today are produced

with a matching italic. Small caps,
however, are almost always only
roman. As with small caps, artificially
generated italics are not the same
as real italics.

Note the difference below between
a 'true’ italic and what is called an
‘oblique’ The forms in a true italic
refer back to 15th-century Italian
cursive handwriting. Obliques are
typically based on the roman form
of the typeface. Contemporary
typefaces often blur the distinction
between italic and oblique, but you
should be aware of the differences.

aa dada

Baskerville Univers 55
roman with (roman) with
italic Univers 56

(oblique)

1234567890

1234567890

AAAAAAAE£BCCD
EEEEEFGHIITIIFKLM
NNOOGOOOOEPQRST
UUUUUVWXYZ
1234567890
adddaddebegdeééeéffiflff
Mfflghiiiiigklmniionddode
pagrsftuiidadowxyz
1234567890



Punctuation,

miscellaneous characters
Although all fonts contain standard
punctuation marks, miscellaneous
characters can change from type-
face to typeface. It's important to be
acquainted with all the characters
available in a typeface before you
choose the appropriate type for a
particular job.

Dingbats

Various symbols and omaments

that are intended for use with type
are called dingbats. The majority of
dingbats are marketed as their own
fonts and not in conjunction with any
particular typeface.

[ e DI R[] 7 b ) e
/2:TE8O0«»&#HSs¢ L ¥
TM©®@aOm<>+i:
+e°P3bpf mp/ "
% %0 /8 /4 1/3%/8 /2 /8 %/3 3/ /8

+—-X+==
@°" % % B

PN TN
VOAXRDORDSD
1 1I@IZ@IN
-mlC[ [ ]X
* ki R SV
...=B|#z=2

Typefaces shown:
Monotype Baskerville (pages 6-7) and Universal News and
Commercial Pi (page 7, bottom)



Describing typefaces

Roman

[talic

Boldface

Light
Condensed

Extended

Once you can recognize the parts
of the letterform, you can apply
what you know to identify different
typefaces. Beyond the characteristic
gestures of a typeface, however,
there are also style applications that
you should recognize. Keep in mind
that some, all, or combinations of
these styles may be found within
one type family.

Roman

The basic letterform style, so called
because the uppercase forms are
derived from inscriptions on Roman
monuments. When used to describe
a type style, the term ‘roman’ is
always lowercase. In some type-
faces, a slightly lighter stroke than
roman is called ‘book!

ltalic

Named for 15th-century Italian
handwriting on which the forms were
based. (See page 6 for a description
of ‘oblique)

Boldface

Characterized by a thicker stroke
than the roman form. Depending
upon the relative stroke widths
within the typeface, it can also be
called ‘semibold; ‘medium, ‘black,
‘extra bold, or ‘super. In some type-
taces (notably Bodoni), the boldest
rendition of the typeface is referred
to as ‘poster!

Light

A lighter stroke than the roman
form. Even lighter strokes are often
called 'thin!

Condensed

As the name suggests, a condensed
version of the roman form. Extremely
condensed styles are often called
‘compressed!

Extended

Exactly what you would think.
An extended variation on the
roman forms.



The confusion of styles within fami-
lies of typefaces may seem daunting
to the novice; it certainly remains a
small nuisance even to the experi-
enced designer. The only way to deal
with the profusion of names—like
learning irregular verbs in French—is
memorization. See page 44 for
Adrian Frutiger's attempt to resolve
the naming problem.

Adobe Caslon SemiBold
Akzidenz Grotesk Regular
Akzidenz Grotesk Medium
Bodoni Old Face Medium
Futura Book

Helvetica Compressed

Gill Sans Heavy

Gill Sans Extra Bold
Gill Sans VUi<ra Bold
Grotesque Black

Meta Normal

Univers Thin Ulra Condensed (Univers 39)



Measuring type

Along with its own lexicon, typo-
graphy also has its own units of
measurement. Originally, type size
was determined by the height of
actual pieces of lead type. Obviously,
we no longer commonly use lead
type in setting type; however, the
concept of letterforms cast on small
pieces of lead remains the most
useful way of thinking of type size.
Although type size originally referred
to the body of the type (the metal
slug on which the letterform was
cast), today we typically measure it
from the top of the ascender fo the
bottom of the descender.

Similarly, the space between lines
of type is called ‘leading’ because it
was originally strips of lead placed

Point size ——)‘

between lines of metal type. A

We calculate the size of type with
units called ‘points! A point as we
use it now is 1/72 of an inch or
.35mm. The ‘pica; also used exten-
sively in printing, is made up of

sisjpw||iw ¥'sT
sd z2
seoid g
youl L

48 pt. Janson

twelve points. There are six picas
to an inch.

When writing out a dimension in
picas and points, the standard
abbreviation is p.

6 picas
is written
6p or 6p0

6 picas, 7 points
is written
6p7

7 points
is written
7 pts,, 0p7, or p7

When specifying type size and
leading, use a slash between the
two numbers.

10 pt Univers with
2 pt leading

is written

10/12 Univers

48 pt. type —>

3 pt. leading — e ————

48 pt. Janson with
3 pt. leading—
48/51 Janson



Set width

All letterforms have set widths: the
width of the form itself plus the
space required on either side to
prevent one letter from bumping into
another, Set widths are described in
units, an entirely arbitrary measure
that changes from one system to
another. In the example opposite, the
uppercase M (typically the widest
letterform) is 20 units wide and the
lowercase a is g units wide; the
measurements might just as easily
be 40 units and 18 units.

When type was cast by hand, it was
possible for every letter, upper- and
lowercase, to have a unique set
width. As mechanized typesetting
evolved, type designers were forced
to restrict the number of set widths
in any typeface to accommodate the
limitations of the system (metal or
photo) that produced the type. An

‘a’ and an 'e| for instance, might be
assigned the same set width

in some systems because the
technology wasn't able o express
finer distinctions. Current digital
technology has gone a long way
toward restoring the variety of hand-
cast type. Many softwares work at a
scale of 200 units to the set width
of an M.

Whenever you open a computer
program that involves typesetting,
make sure you set your default
measurements to points and picas.

1,234,567.00
450,118.19

1,234,567.00
450,118.19

Traditionally, uppercase numerals
had identical set widths so that

they would align vertically (above).

Lowercase numerals, designed
with varying set widths, did not.
For many typefaces, Open Type
has removed these distinctions.



Comparing typefaces

Image, history, and meaning meet in
every aspect of typography, even the
simplest of letterforms.

The ten typefaces displayed
opposite represent 500 years of
type design. The men and women
who rendered them all sought to
achieve two goals: easy readability
and an appropriate expression of
contemporary esthetics. These type-
faces (and there are others) have
surpassed the latter goal. They have
remained in use for decades—in
some cases, centuries —after they
were first designed, still considered
successful expressions of how we
think, how we read and write, and
how we print.

As a beginning typographer, you
should study these ten faces
carefully. For any of the exercises in
this book—and for almost any early
projects—these are all you need to
develop your skills. Once you under-
stand how to use these faces appro-
priately and effectively, you'll be

well prepared to understand and
appreciate other typefaces as you
encounter them.

Most of the typefaces shown here
are fully displayed in the chapter on
Development, pages 15—50.

Bembo

Garamond

Janson

Caslon

Baskerville

Bodoni

Serifa

Futura

Gill Sans

Univers

Radiography
Radiography
Radiography
Radiography
Radiography
Radiography
Radiography
Radiography
Radiography
Radiography



As you study other designers' work,
you'll notice that many people who
work seriously with type employ a
limited palette of typefaces. Some, in
fact, go through their entire careers
using only one or two.

For our purposes, what is worth
noting is not the similarities among
these typefaces, but their differ-
ences —the accumulation of choices
that renders each unique. Compare,
for example, different forms of the
lowercase ‘a":

aadaaaaadad

Beyond the gross differences in
x-height, these forms display a
wealth of variety in line weight,
relative stroke width and other
internal relationships, and in feeling.
For any good typographer, each of
these feelings connotes specific
applications determined by use and
expression. In other words, the type-
faces suggest applications for which
they are appropriate.

The uppercase R (above) displays
the range of attitude typefaces are
capable of conveying. If you examine
these forms long enough, you are
bound to decide that some of the
tails seem more whimsical, some
more stately; some will appear more
mechanical, some more calligraphic,
some harmonious, some awkward.
As much as anything, what this
examination tells you is how you feel
about type and specific typefaces.

It tells you what you bring to the
discussion of appropriateness in
type choices.

As Eric Gill said, letters are

things, they are not pictures of
things. While the generic letter ‘A’
may indicate a variety of sounds, the
lowercase ‘a’ as rendered in Bembo
is a specific character, different in
form and sensibility from the lower-
case ‘a’ rendered in Bauer Bodoni,
Serifa 55, Helvetica, or Futura. All
five convey the idea of ‘A; each
presents a unique esthetic.
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Display typefaces

For the bulk of this book, the type-
faces that we're investigating have
been designed as text type—that is,
type intended primarily for
presentation at between 6 pt. and
12 pt. Type presented at 18 pt. and
above, for headlines or call-outs,

is referred to as display type.
Typefaces designed exclusively for
use in display easily account for the
majority of fonts produced today.

It's easy to understand the popular-
ity of display typefaces. As these
examples (right) demonstrate, they
carry with them an endless variety
of character, personality, history, and
style. Experienced typographers
use them to add spice to an already
balanced composition. Neophytes,
sadly, too often rely on them to give
voice to what is otherwise irredeem-
ably shapeless and bland.

The very characteristics that make
display typefaces attractive at large
scale—extreme compression or
extension of form, unusually large or
small counterforms, complex details,
strong pictorial references —make
them unsuitable at text sizes (bottom
right). Keep in mind that display
typefaces are meant to be ‘seen’
more than ‘read!

Top to bottom:
Bifur
Broadway
Brush Script
Cooper Black
Futura Black
Goudy Text
Haettenschweiler
Hobo
Kaufmann
Mistral

Onyx

Peignot
Playbill

Runic

HAMBURGS
Hamburgs
Hambarnge
Hamburgs
Hamburgs
Ihamburgs
Hamburgs
Hamburgs
Hamburgs
Hamburgs

Hamburgs o
Hamburgs
Hamburgs
Hamburgs

Y

Hamburgs

Ef






A timeline

An alphabet is a series of culturally
agreed upon marks —letters—that
represent specific sounds. Before
the Pheenicians (a seafaring
mercantile group living in current-
day Lebanon) developed an alphabet
around 1500 B.C.E, written language
had depicted entire words at a time.
The picture of a bull meant a bull,
independent of its pronunciation.
Being able to write—to document
speech—meant knowing the thou-
sands of marks that represented

all the things in the known world.
By developing a system depend-
ent upon sound (‘ah’) and not
object (bull) or concept (love), the
Pheenicians were able to capture
language with 20 marks instead of
hundreds or thousands., Writing—
cuneiforms, hieroglyphs—had been
practiced for several millennia before
the Pheenicians developed their set
of marks, but, for our purpose—the
study of letterforms—in the begin-
ning was the alphabet.

The evolution of the letterform ‘A’

K<

Pheenician
1000 B.C.E.

The word ‘alphabet’ is a compression
of the first two letters of the Greek
alphabet: alpha and beta. By 8oo
B.CE, the Greeks had adapted the 20
letters from the Pheenician alphabet,
changing the shape and sound of
some letters. (The Pheenician alpha-
bet is also the forerunner of modern-
day Hebrew and Arabic, but our
focus is on its European evolution.)

On the Italian peninsula, first the
Etruscans and then the Romans
appropriated the Greek alphabet
for their own use. The Romans
changed the forms of several Greek
letters and, on their own, added the
letters G, Y, and Z. As Rome's influ-
ence spread throughout Europe,
Asia Minor, and northern Africa, so
too did the Roman alphabet—and
Roman letterforms.

Early letterform development:
Pheenician to Roman

4th century B.C.E.

Pheeniclian votive stele
Carthage, Tunisia

The stele bears a four-line inscrip-
tion to Tanit and Baal Hammaon,

Initially, writing meant scratching
into wet clay with a sharpened stick
or carving into stone with a chisel.
The forms of uppercase letterforms
(for nearly 2,000 years the only
letterforms) can be seen to have
evolved out of these tools and

materials. At their core, uppercase
forms are a simple combination of
straight lines and pieces of circles,
as the materials and tools of early
writing required. Each form stands
on its own. This epigraphic (inscrip-
tional) or lapidary (engraved in
stone) quality differentiates upper-
from lowercase forms.

A A

Greek
9200 B.C.E.

Roman
100 B.C.E.



The alphabet moved from
Pheenicia through Greece to
Rome, then throughout the
Roman empire.

T
..'t W Lt L

004sse0esPhosnicia

Date unknown
Greek fragment
Stone engraving

Late 1st century B.CE 17
Augustan inscription in the

Roman Forum

Rome

The Greeks changed the direction
of writing. Pheenicians, like other
Semitic peoples, wrote from right to
left. The Greeks developed a style of
writing called boustrophedon, (‘how
the ox ploughs’), which meant that
lines of text read alternately from
right to left and left to right.

Not all early writing was scratched
in clay or carved in stone. Business
contracts, correspondence, even
love songs required a medium that
was less formal and less cumber-
some than stone allowed for. From
2400 B.CE, scribes throughout the
eastern Mediterranean employed a
wedge-shaped brush and papyrus
for writing. Papyrus was made from
a bamboo-like plant that grew in the
Nile Valley. The plant's inner fibers
were pulped, then flattened and
dried under heavy weights.

As they changed the direction of

reading, the Greeks also changed
the orientation of the letterforms,

like this:

OITO3AIAIHTAIDNAHIYIHTEA
NOFREADINGTHEYALSOCHANG
ATT31IHTAOMNOITATIIAOIHTAT

(Note: the Greeks, like the Phceni-
cians, did not use letterspaces or
punctuation.) Subsequently, the
Greeks moved to a strictly left-to-
right direction for writing.

Despite its relative ease of use,
papyrus had several drawbacks.

It could not be written on on both
sides, and it was too brittle to be
folded. Its main drawback, however,
was its single source—Egypt.
Availability was limited not only

to the size of the papyrus crop
from year fo year, but also to the
Pharaoh's willingness to trade.

Etruscan (and then Roman) carvers
working in marble painted letter-
forms before inscribing them. Certain
qualities of their strokes—a change
in weight from vertical to horizontal,
a broadening of stroke at start

and finish—carried over into the

carved forms.

Ephemeral communication—notes,
calculations, simple transactions—
were often scratched out on wax
panels framed in wood. When

the communication had served

its purpose, the wax could be
smoothed out for subsequent use.
This practice continued into the
Middle Ages.



By 400 CE. the codex (individual
parchment sheets stitched together)
had replaced the papyrus scroll as
the preferred format for books.

Hand script from 100-1000 c.E.
4th or 5th century Late 3rd to mid-4th century 4th century
Square capitals Rustic capitals Roman cursive

Square capitals were the written
version of the lapidary capitals that
can be found on Roman monuments.
Like their epigraphic models, these
letterforms have serifs added to

the finish of the main strokes. The
variety of stroke width was achieved
by the use of a reed pen held at an
angle of approximately 60° off the
perpendicular.

By 150 B.C.E, parchment had
replaced papyrus as the writing
surface of choice. Most famously
manufactured in Pergamum (from
which the word is derived), parch-
ment was made from the treated
skins of sheeps and goats (vellum—
a particularly fine version of parch-
ment—was made from the skins of
newborn calves). Unlike papyrus,
parchment could be written on on
both sides and folded without crack-
ing. Its harder surface also stood up
to a hard-nibbed reed pen, which in
turn allowed for smaller writing.

A compressed version of square
capitals, rustic capitals allowed for
twice as many words on a sheet of
parchment and took far less time

to write. The pen or brush was held
at an angle of 30° off the perpen-
dicular. Although rustic capitals
were faster and easier to write than
their square counterparts, they were
slightly harder to read because of
the compressed nature of the forms.

Paper was invented in China in

105 C.E. by Ts'ai Lun, a court eunuch,
who made a pulp of various avail-
able fibers, which he then spread
over a piece of cloth and allowed to
dry. His contemporaries (and those
who followed) used a brush to ‘paint’
characters on the resulting, rather
rough, sheet. Over time, the drying
cloth was replaced by a dense
screen of thin strips of bamboo.
The technique did not reach Europe

for goo years.

Both square and rustic capitals were
typically reserved for documents of
some intended permanence. Every-
day transactions, however, were
typically written with a cursive hand,
in which forms were simplified for
speed. We can see here the begin-
ning of what we now refer to as
lowercase letterforms.

Papermaking spread to Japan in
the 7th century, to Samarkand
(now Uzbekhistan) in the 8th, and
then, via the Moors, to Spain, where
papermaking was practiced around
1000 CE. A paper mill (or factory),
using water-powered machines to
pulp linen fiber and fine screens to
produce smooth, flexible sheets, was
operating in Fabriano, Italy by 1300.
The process spread quickly through
Europe. By 1600, more than 16,000
paper mills were in operation.



Abbey Church of Sainte-Foy
Conques, France
Late 10th-11th century

4th-5th century
Uncials

Ctl
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Uncials incorporated some aspects
of the Roman cursive hand, espe-
cially in the shape of the A, D, E, H,
M, U, and Q. 'Uncid’ is Latin for a
twelfth of anything; as a result, some
scholars think that uncials refer to
letters that are one inch (one twelfth
of a foot) high. It might, however, be
more accurate to think of uncials
simply as small letters. The point

for the scribe, after all, was to save
expensive parchment, and the broad
forms of uncials are more readable
at small sizes than rustic capitals.

Roman numerals, used in the 1st
millennium throughout Europe,
matched seven Roman letters.

I VXLCDM

1 5 10 B0 100 500 1000

With the development of lowercase
letterforms, the numerals came to be
written in lowercase as well.

1 vxx]1]l cdm
1 5 10 EO 100 500 1000

c. 500
Half-uncials

quodc‘\
abolcre
(reyaaQe

Afurther formalization of the cursive
hand, half-uncials mark the formal
beginning of lowercase letterforms,
replete with ascenders and descend-
ers, 2,000 years after the original
Pheenician alphabet. Due to the
political and social upheaval on the
European continent at the time,

the finest examples of half-uncials
come from manuscripts produced in
Ireland and England.

What we call Arabic numerals
originated in India between 1,500 and
2,000 years ago. Our first evidence
of their use in Arabic is from an
Indian astronomical table, translated
in Baghdad around 8oo C&. Arab
scribes referred to them as Hindu
figures, and they looked like this
(remember, Arabic reads from

right to left):

981 Y2 TI

925 19
Caroline minuscule

920 magl{‘. ‘f“"ff

Charlemagne, the first unifier of
Europe since the Romans, issued an
edict in 789 to standardize all eccle-
siastical texts. He entrusted this task
to Alcuin of York, Abbot of St Martin
of Tours from 796 to 804, under
whose supervision a large group

of monks rewrote virtually all the
ecclesiastical and, subsequently,
secular texts then in existence. Their
‘print'—including both majuscules
(upper case) and minuscules (lower
case)—set the standard for calligra-
phy for a century, including capital-
ization and punctuation.

As with papermaking, use of Arabic
numerals spread from Moorish
Spain to Europe around 1000 CE.
The numerals were quickly adopted
by merchants and scientists, not
only because of their legibility but,
significantly, because they brought
with them the Hindu concept of
zero, which allowed for decimals and
place value. Compare:

M 1000

~.. and
viii 8
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West fagade
Amiens Cathedral, France
1220-1269

Blackletter to Gutenberg’s type

c. 900 1455

Blackletter (Textura) 42-line bible
Johann Gutenberg
Mainz

uTin confils
% 11 Peck

/e m
e non fedit

With the dissolution of Charlemagne’s
empire came regional variations
upon Alcuin’s script. In northern
Europe, a condensed, strongly
vertical letterform known as black-
letter or textura (for the woven
effect it produced on a page of
text) gained popularity. In the south,
a rounder, more open hand, called
'rotunda, prevailed. In northern
France, England, and the Low
Countries, a hybrid of the two, called
batarde, was predominant In the
north, the blackletter style remained
the standard for almost 500 years.

In the south, particularly in Italy,
scholars were rediscovering,
analyzing, and popularizing Roman
and Greek texts. Their sources
were written in Aleuin's Caroline
minuscule, which they mistakenly
believed to be that of the ancient
authors. Scribes adapted the rotunda
style to the Caroline as they copied
the manuscripts, calling it ‘scrittura
humanistica' —humanist script.

We know that Johann Gutenberg

did not singlehandedly invent type-
casting or printing, but what little

we know of him—mostly from court
documents describing a lifetime

of unpaid debts—is a good deal
more than what we know of his few
contemporaries. We do know that his
achievement has endured, and so he
is central to the development of type.

Born in Mainz in 1397, Gutenberg
moved in 1428 to Strasbourg, where
he worked as a goldsmith. Printing
at that time—and it was a new idea
in Europe —consisted of burnishing
a piece of paper against a carved,
inked block of wood. By 1436 he
had begun experimenting with a
new technology—an adjustable
mold system for ‘casting’ movable,
re-usable type from molten lead.

In 1438 he designed his first press,
based on the grape press used

in winemaking. Along the way he
developed an ink that had enough
tack to stick to his metal type. By
1448 he had returned to Mainz and
borrowed 150 gulden from a relative
to set up shop.

By 1455, a subsequent mortgage
from merchant Johann Fust had,
with interest, reached 2,000 gulden.
When Fust foreclosed, Gutenberg
had to forfeit all his equipment—
including his work in progress, the
42-line bible. Fust and his son-in-law
Peter Schaffer finished production
on the bible and sold it for a hand-
some profit. Fust and Shéffer contin-
ued printing and publishing with
great success. Fust died in 1466.
Gutenberg died penniless two years
later. At Schéffer's death in 1502, his
son Johann took over the business.

(below [detaill and opposite)

ulz Iuxta 1 g
yueriie. Dixitgs
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Gutenberg's skills included engineer-
ing, metalsmithing, and chemistry. He
marshaled them all to build pages
that accurately mimicked the work of
the scribe's hand. For his letterforms,
Gutenberg referred to what was
known in his time and place—the
blackletter of northern Europe. His
type mold required a different brass
matrix, or negative impression, for
each letterform. Because he wanted
his type to resemble handwriting as
closely as possible, he eventually
worked with 270 different matrices,
including variants of individual letter-
forms and numerous ligatures.
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European
cities with
printing
offices,

Humanist script to roman type 1455-1500

1

By 1500 there were 1,000 printing
offices in 240 cities in Europe.
12,000,000 printed copies of
35,000 books were in distribution,
more than all the books hand-
copied in the previous one and

a half millennia.

14

1456 1470 1480 1500

In 1462, the city of Mainz was
ransacked by troops of the
Archbishop of Nassau. Printers—
many of whom had come from other
countries to learn the new technol-
ogy—spread back out across Europe
in search of safer havens for the
practice of their craft.

In 1465, two German printers—
Conrad Sweynheym, who had
clerked for Schoffer in Mainz, and
Arnold Pannartz—established a
press at the Benedictine monastery
in Subiaco, some 31 miles (50 km)
east of Rome. After printing just four
books, they moved their press to the
Palazzo de' Massimi in Rome, where
they worked until 1473. Just as
Gutenberg cast his type to mimic the
prevailing writing style in the north,
Sweynheym and Pannartz cast their
type to match the ltalian calligraphic
hand—humanist script

In 1469, German Johannes da Spira
set up the first press in Venice.

His type, too, reflected humanist
script, but it displayed a regularity

of tone that far exceeded the work
of Sweynheym and Pannartz. Da
Spira died in 1470, and his press was
taken over by Nicholas Jenson, a
Frenchman who had gone to Mainz
in 1458 to learn type-casting and
printing and who is believed to have
cast da Spira's original fype. Whether
he did or not, in his own work until
his death in 1480 Jenson effectively
codified the esthetics of type for
those who followed.

c. 1460

Lucius Lactantius

De Divinis Institutionibus
Venice

These three pages (above and
opposite, with details below),
produced within around ten years
of each other, demonstrate the
transition from humanist script

to roman type in Italy. Nicholas
Jenson's accomplishment—in
terms of both craft and form—is
all the more vivid when compared
to the contemporary work of
Sweynheym and Pannartz.
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Some early 1461 Bamberg 1470 Paris 1474 Valencia
printing 1462 Strasbourg Toulouse 1475 Bruges
offices, 1465 Subiaco 1473 Lyons 1476 London
by date 1466 Cologne Utrecht 1477 Delft
1468 Augsburg Ulm
1469 Venice
1472 1471
Cardinal Johannes Bessarion Quintilian

Adversus Calumniatorem Platonis
Conrad Sweynheim and

Arnold Pannartz,

Subiaco Press, Rome
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The spread of 1603 Turkey 1656 India
printing in the 1508 Romania 1563 Palestine
16th century 1515 Greece 1584 Peru
15634 Mexico 1690 Japan
Venetian type from 1500 1550 Ireland
1563 Russia
1499 1515
Colona Lucretius

Hypnerotomachia Poliphili
type by Francesco Griffo

De Rerum Natura
type by Francesco Griffo
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Venetian publisher Aldus Manutius
(1450—1515) was the first of the
great European printer-scholars, his
books valued for their accuracy and
scholarship. Their beauty owed much
to Francesco Griffo da Bologna, a
type-caster working for Manutius. By
making the uppercase letters shorter
than the ascenders in the lower
case, Griffo was able to create a
more even texture on the page than
Jenson had achieved.

Manutius's achievements include
the first pocket-sized books, whose
low cost and easy portability helped
foster the spread of knowledge
among Renaissance scholars. In
1501, editions of Virgil and Juvenal
featured Griffo's first italic type-
face, based on the chancery script
favored by Italian papal scribes. The
immediate value of the italic was its
narrower letterforms, which allowed
for more words on a page, thereby
reducing paper costs. Griffo's italics
were produced only in lower case.
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Gentile Bellini

Procession of the Reliquary of the
Cross in Piazza San Marco (detail)
1496

Galleria del’Accademia, Venice
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A B C D E F G HIJKLM on type cut by Francesco Griffo

in 1495 for an edition of De
Aetna by Pietro Bembo. This

N O P Q R ST U VWX YZ revival of Griffo's typeface was

first produced by the Monotype

1234567890 Corporation In 1929, under the

direction of Stanley Morison.
The italic is based not on Griffo’s

a b C d efg h ij k l mn type, but on the calligraphy

of early 16th-century scribes
Ludovico degli Arrighi and

Op q s t Uurwx y o Giovantonio Tagliente.
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The Golden Age of French printing

During the first quarter of the 16th
century, Geofroy Tory introduced the
colon, accent marks, and the cedilla
(¢) into printing.

The earliest printers in France
brought with them the blackletter
they had learned to cast in Mainz.
By 1525, however, a group of
French printers—among them Henri
and Robert Estiennes, Simon de
Colines, Geofroy Tory, and Jean de
Tournes —had made the Venetian
model their own, mirroring contemp-
orary French interest in Italian
Renaissance culture.

Of particular importance to the
history of type is Parisian Claude
Garamond (1480-1561), the first
independent typefounder. Beyond
establishing type-casting as a
profession distinct from printing,
Garamond created letterforms more
expressive of the steel in which he
worked than of the strokes made by
a calligrapher's pen. A comparison
of a Venetian ‘a’ (Monotype Dante,
below left) with Garamond's (Adobe
Garamond, below right) clearly
demonstrates the difference:

d d

Around 1540, Garamond and his
collaborator Robert Granjon devel-
oped the first italic forms that were
intended for use with roman forms,
including an italic upper case.
Granjon’s work in italic continued
until 1577 when he designed a type-
face called Civilité that reverted back
to the elaborate French bafarde
handwriting of the day. Although it
did not supplant italic, it did spur a
line of script typefaces that contin-
ues to the present day.

1531

Terentiani Mauri Niliacae Syenes
Praesidis

Printed by Simon de Colines
Paris

Type-cast by Claude Garamond

t
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Chateau Azay-le-Rideau
France
1518-1527
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1615 by Jean Jannon, based

OPQRS TUVWXYZ on Garamond's work. Robert

Slimbach produced Adobe
1 23 45 67890 Garamond (shown here) in
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specimens of Garamond’s
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The spread of 1602 Philippines 1642 Finland

printing in the 1610 Lebanon 1643 Norway
17th century Bolivia 1644 China
1639 America
Dutch printing ¢. 1600 1640 Iran
1572

By the end of the 16th century,
Dutch publishing houses, particularly
the Plantin-Moretus and Elzevir
family enterprises, were among the
most successful in Europe. At first,
these publishers and printers bought
much of their type from French
foundries. By the 17th century,
however, they were buying from
typefounders closer at hand.

Dutch type was widely recognized
not so much for its intrinsic beauty
as for its clarity and sturdiness.
Compare, for example, (French)
Adobe Garamond (left) and (Dutch)
Linotype Janson (right):

d d

Virtually all English type of the period
was purchased in Holland. The
Oxford University Press, founded in
1667, purchased its first type from
Christoffel van Dijck of Amsterdam.
In 1672, Bishop John Fell brought
over punches and matrices cut

by Dirk and Bartholomew Voskens
for the press.

Polyglot Bible (Preface)
Printed by Christophe Plantin
Antwerp

REGNI NEAPOLITANI
PRIVILEGIVM

PHILIPPVS DEI GRATIA REX
CASTELLZE, ARAGONVM, VTRIVSQVYE
Si1cinrg, Hignvsare s, Vioants, Darmatin et Croatis, 8.
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English type from the 18th century

In the 18th century, a forma
distinction in English spelling was
accepted between ' and T, 'u’ and 'v.
At the same time, 'w, as opposed to
‘v, became a distinct character.

1734

William Caslon

Type specimen sheet
London

A SPECIMEN

By W.CASLON, Letter-Founder, in Ironmonger-Row, Old-Street, LONDON.

DousLe Pica RoMman.

Double Pica Italick.

ABC

ABCDE

ABCDEFG

ABCDEFGHI
ABCDEFGHIJK

ABCDEFGHIJKL
ABCDEFGHIKLMN

French Cannon.

Quoulque tan- ==
dem abutere,
Catilina, pati-

Quoufque tandem .
abutere. Catilina.

Quoufque-tandem abutere, Cati-
lina, patientia noftra ? quamdiu
nos euarn furor ifte tuus eludet?
quem ad finem fefe effrenata jac-
ABCDEFGH JIKLMNOP

Great Priver Romaw.

Quoufque tandem abutére, Catilina, pa-
umm mﬁn? uamdiu nos etiam fu-
ror ifte tuus eludet? quem ad finem fe-
[ effrenata jadtabit audacia 7 nihilne te
nodturnum Emﬁd.ﬂun palatii, nihil ur-
bis vigiliz, nihil timor populi, nihil con-
ABCDEFGHIJKF&NOPQRS

Evorisn Romar.
%‘rz tandem sbutére, Catilina, patientia
rjnmﬁumumﬁuw;ﬂ:mu;duh?
finem fefe efffenata jaflabit dudacia ?
mlnim te noflurnum prefidiim palatii, nihil
urbis vigilix, mhﬂmmr nihil confen-

fus bonorum hic
ﬁBCDEFGHUKLM\ OPQ__STVUW

Pica Romax.
Melium, novis rebus fudertem, mang fus occldit.
Fuit, fuic ifts quondam in hac repub. virtes, wt viri

munitiffimus  merw

Quoufque tandem abutere, Catili-

nay patientia noftra ? gquamdiu

nos etiam furor iffe tuus eludet ?

quem ad finem fefe effrenata jac-

ABCDEFGHFIKLMNO
Great Primer Italick.

“Quoufyue tandem abutéve, Catilina, pa-

tientia mofira P guamdiu nes etiam fu-
ror ifle tuus dnuzr ? gquem ad finem fefe
effrenata jallabit audacia ¥ nibilne te
nolfurmun pra n’mm palatiiy nibil ur-
6:: Y n‘r.n:, il ﬁw nibil con-
D EFG H IFKELMNOPRR
Engljb Jtalick.
Q\?@w tandew abutere, Catilin, pmm‘u ugﬁ
pmd: ney etiam furer gé.-‘k ‘ as ?
ezt
mYE N dor ol
bis wigilie, nibsl n-nr }npub n‘ﬂ’

Ascneramsz, ;‘soruswﬁ'

Pica [Dislick.,
Melivm, wovis rebus ﬂa&arm, mamw ﬁu eceldit,
Fuit, fanr s guendam in bac repub, wirths, of viri
ferter -rrmlh’;ﬁ?f\hm! rmlﬁmwb;i-. quam a-

coércerent

I’onu acrioribus fuppliciis civem p:mxnﬁ.m‘ quun

narufoafultum in te, Catilina, Vﬂmm. &pnw
mon decft reip. omﬁlnum, neque autoritay ha;n or-

ABCDE.FGHUKE!G\OPQ_RST\ UWJ(.
Suars Prea Rouaw Non
i Pulerioers

At nos vighfmum' e Drm

ugﬁh- in fe, Catiling, vebewess, &,
¢ anteritas bufes m!\mt sy,

l' ; ul fules defimus. Decrevit quendem
DEFGHIY LMNOFRITFU I}'Z
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William Caslon (1692—1766) was the
first notable English type designer.
He introduced his sturdy, albeit idio-
syncratic, typeface in 1734. It gained
widespread acceptance almost
immediately and, except between
1800 and 1850, has been a standard
ever since. The influence of Dutch
models is clear if you compare
Janson (left) with Caslon (right):

d d

Caslon's type was distributed
throughout England’s American
colonies, and was the typeface used
in the first printed copies of the U.S.
Declaration of Independence and
Constitution. Through his sons,

the foundry was to continue well
into the second half of the 1gth
century.
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Baskerville's innovations

At the turn of the 18th century,
Philippe Grandjean was almost a
decade into production of a romain
du roi for Louis Xv's royal press—a
project that would carry on 30 years
past his death in 1714. Characterized
by thin, unbracketed serifs, extreme
contrast between thick and thin
strokes, and a perpendicular stress,
the typeface marked a clear depar-
ture from the types of Griffo and
Garamond, and met with immediate
acclaim. However, as the personal
property of the king, it could not be
used by commercial printers.

Enterprising typefounders in
France began copying Grandjean’s
work almost immediately, but the
most successful application of his
ideas came from John Baskerville
(1706-1775), a self-taught type-
founder, papermaker, and printer

in Birmingham. Baskerville's type
featured pronounced contrast
between thick and thin strokes and
a clear vertical stress. Compare
Bembo (left) and Baskenville (right):

To maintain the delicacy of his type
on the page, Baskerville had to
develop several ancillary technolo-
gies. To prevent his shiny ink from
spreading beyond the actual imprint
of the page, he crafted his own
very smooth paper (now called a
‘wove' finish; earlier, ribbed sheets
are called 'laid’). He also pressed
his sheets between heated copper

plates after printing to hasten drying.

1761

Willlam Congreve

The Works of William Congreve

typeset and printed by John Baskerville
Birmingham

The LivE of CONGREVE. xix
natural, that, if we were not apprifed of i,
we fhould never have fufpeQed they were
Tranflations. But there is one Piece of
his which ought to be particularly diftin-
guifhed, asbeing fotruly an Original, that
though it feems to be written with the ut-
mofl Facility, yet we may defpair of ever
feeing it copied : This ishis Doris, fo high-
ly and fo juftly commended by Sir Richard
Steele, as the fharpeft and moft delicate Sa-
tire he had ever met with.

His two Pieces of the DramaticKind, do
him equal Honor asa Poet and asa Loverof
Mufic, viz. The Fudgment of Paris, a Malque,
and The Opera of Semele. Of thefe, the for-
mer was afted with great Applaufe, and
the latter finely fet to Mufic by Mr. Eccles.
In Refpect to both, it is but Juftice to fay,
that they have the fame Stamp of Excel-
lency with the Reft of his Writings, were
confidered as Mafter-pieces when publifh-
ed, and may ferve as Models to Pofterity.

His Effay upon Humor in Englith Comedy,
is, 'without Doubt, as inftrutive, as enter-

taining,



George Hepplewhite

Window stool

from The Cabinet-Maker and Upholsterer’s Guide
London

1790
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Continental refinements

1818

Giambattista Bodoni

Manuale Tipografico

Parma (published posthumously)

Baskerville's innovations exerted

a notable influence on European
typefounders, particularly the Didot
and Fournier families in France and
Giambattista Bodoni (1740—1813)

in Italy.

Serving as the subsidized private G_I AMB ATTI ST A BODONI

printer to the Duke of Parma,
Bodoni produced over 100 type-
faces. His early typefaces retain A CHI LEGGE.
some elements we associate with
Baskerville, primarily in the gentle
slope of the upper serits of the i
it and 'I! Firmin Didot, by contrast,
produced type with unbracketed,
purely horizontal serifs. Compare
Bauer Bodoni (left) and Linotype

Didot (igh) Eccovt i saggi dell'industria e delle

® ] fatiche mie di molti anni consecrati

con veramente geniale impegno ad

un’arte, che ¢ compimento della pitt

bella, ingegnosa, e giovevole inven-

zione degli nomini, voglio dire dello

Bodoni carried forward the tech- scrivere, di cui ¢ la stampa la mi-
nological advances begun by 2 . . ;

Baskerville, improving both ink glior maniera, ogni qual volta sia

and paper surface to show off his pregio dell’opera far a molti copia

delicate type to best advantage.

delle stesse parole, e maggiormente

quando importi aver certezza che
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Nineteenth-century types

ABC

Boldface

The Industrial Revolution of the
early 1gth century, triggered by

the invention of the steam engine,
changed printing, typesetting, and
type-casting from the product of
the human hand to the product of
power-driven machinery. The sheer
speed of mechanized presses meant
that thousands of copies could be
printed in the time it formerly took
to print dozens. The sudden, wide
dissemination of printed matter
contributed to the rise of literacy
as dramatically as the invention of
printing itself had three and a half
centuries earlier. It also created a
new market of consumers for manu-
facturers. Products (and services,
for that matter) could be advertised
to broad masses at relatively low
cost. Printers began to distinguish
between book printing and jobbing,
or commercial printing. This new
printing required a new esthetic.

W CASLON JUNR

Typefaces from the previous
centuries, designed for text settings,
seemed inadequate for the new
medium of advertising. Bigger,
bolder, louder type was required to
make messages stand out in the
otherwise gray printed environ-
ment. One of the first typefounders
to experiment with a ‘fat face' was
Robert Thorne who, in 1803, cast
the face that would bear his name
(above left). Hundreds of boldfaces
followed.

For several decades, boldfaces
existed in a class distinct from

text type. However, by the time
typefaces from the 16th, 17th, and
18th centuries were revived in the
early 2oth century, typefounders
(notably Morris Benton of American
Type Founders) were so accustomed
to working with boldface that they
chose to retrofit bold forms into
each typeface ‘family, along with
existing italics, small caps, etc.

Sans serif

One variation of the boldface idea
involved losing serifs altogether. First
introduced by William Caslon wvin
1816 (above right), sans serif type,
featuring no change in stroke
weight, was reserved almost exclu-
sively for headlines, although there
are occasional examples of sans
serif captions.

Caslon named his type ‘Egyptian,
probably because the art and
architecture of ancient Egypt had
colored European imagination since
Napoleon's campaign and the discov-
ery of the Rosetta stone in 17gg. But
the label didn't stick. Opponents of
the form quickly called it ‘grotesque;’
others termed it ‘gothic’ (a style that
was also enjoying a revival in the
early 1gth century). English type-
founder Vincent Figgins was the first
to call it ‘sans syrruph, in 1832.



Charles Barry and A.W.N. Pugin
Houses of Parliament

London

1840-1860

Display faces

Since medieval copyists had illumi-
nated initial letters in manuscripts,
typographers had often produced
oversized, intricately detailed letter-
forms to provide color and contrast
on the text page. In the 19th century,
at the same time as the develop-
ment of boldface and for much the
same reason, typefounders began
casting entire typefaces—upper- and
lowercase—decorated (illuminated)
to suggest various architectural

and natural motifs. Typically, these
typefaces were intended for use as
headlines or display material; hence,
the term ‘display face! In most cases
the vogue for any particular display
face lasted only as long as the trend
in fashion it mimicked.

The subsequent evolution of type
technology (first phototypesetting,
then digital rendering), combined
with the desire of some designers to
introduce novelty for its own sake,
has given rise to the use of these
display faces (and their 20th-century
offspring) in all kinds of settings,
from 100-pt. display material in
advertising to 7-pt. phone numbers
on business cards. As it happens, we
all know our alphabet well enough
that we can usually read the letters
and numbers in display faces despite
the tortuous machinations they have
endured.
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Of the Theatre Royal, Covent Garden,
W o will uppear in Two of his favourite Characters.

On Thursday, August 4th, 1831,

Will be presented Sheridan’s Comedy of—The

SCHOO

‘The Part of Sir Peter Teazle, by Mr. MEADOWS,
. GRANBY,
. HANCE.

. CLIFFORD.
Mr. EDWARDS.
. STANHOPE.
Mr. M-GIBBON,

Mrs. RIGNOLD,
. Mrs. SAUNDERS,
Mrs. GRANBY.

Miss SIDNEY.




The first square serifs

1817

Vincent Figgins

Specimens of Printing Types
London

Two Lines GREAT PRIMER, IN SHADE.

ABCLDENCGEILJRLNING
QRIS YINU VAV ANQY 71898 3

Two Lines BREVIER, IN SHADE.

ABCDENGIIJELMNOPORITGV WL AAL 3%

Two Lines NoNPAREIL, IN SHADE.

ABCOEMGRIIJRLMINOPQRITUVWR X LEBS§2="

Four Lixes Prca, ANTIQUE.

MANKIND

Two Lines SmaLr Prca, ANTIQUE.

ABCDEFGHIJKLMNOPQRSTUVW

A fourth 1gth-century development in
typography —the square serif—first
appeared in England in 1817. Just as
William Caslon v was eliminating
serifs altogether, other typefound-
ers were fattening them up to have
the same weight as the strokes

of the letterform itself. First called
‘Antique’ by Vincent Figgins (above),
the type eventually became known
as 'Egyptian, perhaps because its
strong serifs mirrored the base and
capital of an Egyptian column.

Although some 1gth-century square
serifs (such as Clarendon) drew
upon traditional letterforms (and,
like Clarendon, had bracketed
serifs), many 20th-century typefaces
referred to geometric models.

V. FIGGINS.

The mechanization of printing, and
the allied rise of advertising, contrib-
uted to a general degradation of
both the printer's and the typogra-
pher’s craft. By the end of the 1gth
century, however, movements were
afoot in both the U.S. and the UK to
revive the handicraft and the care of
previous centuries’ printing. Central
to this revival was William Morris's
Kelmscott Press, founded in 1891,
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Early 20th-century sans serifs

The movement to revive older

type models, led by T. J. Cobden-
Sanderson, Stanley Morison, and
Beatrice Warde in the UK and
Daniel Berkeley Updike, Frederick
W. Goudy, W. A. Dwiggins, and Bruce
Rogers in the U.S, flourished in the
early 20th century. Their scholarly
work showed typography, for the first
time, to be a subject worthy of study
even as they demonstrated the value
of earlier forms.

At the same time, the astonishing
and often bewildering technological
developments of the new century,
combined with widespread social
upheaval in Europe and America,
caused many to seek new forms of
graphic expression. Sans serif type—
until then reserved for headlines
and captions—was seen by many
as most appropriate for asymmetric
page composition that broke with
traditional models. It is worth noting
that the idea of graphic design as
a profession distinct from printing,
type-casting, or 'fine' art, began at
the same time.

1923

(top)

Prospectus for the Bauhaus
Léaszlé Moholy-Nagy

STAATLICHES

1959

(bottom)

New Graphic Design

Josef Miiller-Brockmann, Richard
Lohse, Hans Neuberg and Carlo
Vivarelli, eds.

1919
1923

-

WEIMAR

s

N

Neue Grafik
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Lyubov Popova

set design of Fernand
Crommelynk, Le Cocu magnifique
State Institute of Theatrical Art
Moscow

1922
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abcdefghijkimn typeface, Alzidensz Grotesic was
developed by the Berthold type

O p q rs t u v nyz foundry in 1896. (‘Akzidenz’ is
German for the ‘schrift’ or type
used by commercial —as opposed
to book—printers, and ‘grotesk’
is the German word for sans
serif. In the U.S,, the typeface
was known simply as Standard.)
The light weight includes a
set of lowercase numerals
(shown in red) designed by Erik
Spiekermann in 1990.
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Edward Johnston

London Underground logo
London

1916
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abcdef ghijkimn
Op qutuvwxyZ Designed by Eric Gill in 1928, Gill

Sans is based on the typeface
his teacher, Edward Johnston,
created in 1916 for the sighage
of the London Underground. Gill
also designed several serif type-
faces (Perpetua, Joanna, Aries)
which share many of the propor-
tions and characteristic counters
of Gill Sans. Although strictly
contemporary in effect, Gill's type,
like Johnston’s before him, owes
much to the proportions and
forms of the Renaissance letter.
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(Le Corbusier)
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Designed by Paul Renner in 1927,
Futura is the first geometric sans
serif typeface designed for text
applications. Although Futura
seems to use basic geometric
proportions, it is in fact a complex
combination of stressed strokes
and complex curves, with
stronger connections to preced-
ing serif forms than its spare
effect would at first suggest.

Renner designed a number of
lowercase forms and numerals
for Futura (shown in red), which
the Bauer foundry abandoned,
but which were revived by The
Foundry (London) as Architype
Renner in 1994.
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Isamu Noguchi
Coffee table
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Frutiger's grid
44
Univers Univers Univers Univers
53 63 73 83
Univers Univers Univers Univers
54 64 74 84
Univers Univers Univers Univers Univers
45 55 65 75 85
Univers Univers Univers Univers Univers
46 56 66 76 86
Univers Univers Univers
47 57 67
Univers Univers Univers
48 58 68
niers Univers Univers
bl 19 h9

By mid-century, phototype-
setting had replaced metal
type for most commercial work,
further freeing both typesetting
and layouts from the technical
restrictions of older traditions.
Phototypesetting had its own
drawbacks, however, which
were finally resolved with

the introduction of desktop
publishing in the 1g80s.

Although Adrian Frutiger is well
respected for a number of widely
used typefaces, his masterwork
is Univers, released in 1957 by
the Deberny & Peignot foundry in
Paris for both metal and photo-
type. In an effort to eliminate the
growing confusion in typeface
terminology (thin/light, regular/
medium, bold/black) Frutiger
used numbers rather than names
to describe the palette of weights
and widths in Univers. (Opposite:
Univers 55)

In any two-digit descriptor, the
first number designates line
welight (3- is the thinnest, 8-

the heaviest) and the second
designates character width (-3 is
the most extended, -9 the most
condensed). Even numbers indi-
cate italic, odd numbers roman.
Frutiger has subsequently used
this system on other typefaces
he has designed (Serifa, Glypha,
Frutiger, Avenir, etc.), and other
type manufacturers have adapted
his system for some of their type-
faces (Helvetica Neue, etc.).
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Apple Computer
Macintosh SE
1987

Digital type

As the personal computing industry
blossomed in the 1980s, so too did
the concept of desktop publishing,
whereby a designer had at his or
her fingertips all the tools neces-
sary to design, typeset, and illustrate
a project, without having to resort

to outside vendors. In many ways,
the work method was a return to
medieval scriptoriums. Bitstream, Inc.
began offering digital typefaces in
1981; Adobe Systems, Inc. followed
shortly thereafter. By 19go, virtu-

ally every type foundry in the world
offered digital versions of their
typefaces, and numerous type shops
had opened up offering exclusively
digital fonts. By 2000, 500-year-old
methods of producing type had been
relegated to the province of purists
and hobbyists. An entire professional
class—the typesetter—was extinct.

However, thanks to the early contri-
butions and high standards of type
designers Matthew Carter, Sumner
Stone, and many others, this change
in production did not necessarily
mean a lessening of quality. The
field of type design has continued
to thrive, coupled with welcome
advances in digital technology.
Designers have never before had
so much type—and so much good
type—at their disposal.

Top: Bottom:
36 pt. Univers 75 bitmapped 36 pt. Univers 75 vectored
for screen presentation for printing



An expanded type ‘family’

In the last two decades, some
typographers —notably Otl Aicher,
Martin Majoor, Erik Spiekermann,
and Sumner Stone—have developed
families of typefaces that not only
include a range of color (light/regu-
lar/bold/black), but also incorporate
serif and sans serif versions. Shown
here are samples from Aicher's Rotis
family, drawn in 198g.

Rotis Rotis
SemiSans SemiSans
Light Light Italic
Rotis Rotis

Sans Serif Sans Serif

Light Light Italic

Apple Computer
MacAir
2008

et |

- Regular
= Regular
= Reqular
oS Reg ular

47

Rotis Rotis Rotis

Serif Serif Serif

Regular Italic Bold

Rotis Rotis

SemiSerif SemiSerif

Regular Bold

Rotis Rotis Rotis Rotis
SemiSans SemiSans SemiSans SemiSans
Regular Italic Bold Extra Bold
Rotis Rotis Rotis Rotis

Sans Serif Sans Serif Sans Serif Sans Serif
Regular Italic Bold Extra Bold
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Text typeface classification

Dates of origin approximated to
the nearest quarter century

As you have seen, type forms have
developed in response to prevail-
ing technology, commercial needs,
and esthetic trends. Certain models
have endured well past the cultures
that spawned them. Recognizing the
need to identify the stages of type-
form development, typographers
have come up with a number of
systems to classify typefaces, some
of them dizzying in their specificity.

The classification here, based on
one devised by Alexander Lawson,
covers only the main forms of text
type. Decorative styles have been
omitted, and sans serif forms have
been grouped together without
differentiation between humanist
and geometric forms.

This system offers a usetul, if simpli-
fied, description of the kinds of type
you will most often encounter work-
ing with text. As your experience
with type develops, you should defi-
nitely familiarize yourself with other,
more specific, systems. Keep in mind
that the best system is the one that
most helps you recognize kinds of
typefaces and their historical origins.

Blackletter Examples:
1 450 The earliest printing types, these Cloister Black

forms were based upon the hand- Goudy Text

copying styles then used for books

in northern Europe.

Oldstyle Examples:
1 475 Based upon the lowercase forms Bembo

used by ltalian humanist scholars Caslon

for book copying (themselves based Dante

upon the gth-century Caroline Garamond

minuscule) and the uppercase letter- Janson

forms found inscribed on Roman Jenson

ruins. The forms evolved away Palatino

from their calligraphic origins over
200 years as they migrated across
Europe, from Italy to England.

Italic

1500

Echoing contemporary Italian
handwriting, the first italics were
condensed and close-set, allowing
more words per page. Although
originally considered their own class
of type, italics were soon cast to
complement roman forms. Since
the 16th century, virtually

all text typefaces have been
designed with accompanying italic
(or oblique) forms.




i550

1750

Script

Originally an attempt to replicate
engraved calligraphic forms, this
class of type is not entirely appro-
priate in lengthy text settings. In
shorter applications, however, it has
always enjoyed wide acceptance.
Forms now range from the formal
and traditional to the casual and

contemporary.

Transitional

A refinement of Oldstyle forms,
this style was achieved in part
because of advances in casting
and printing. Thick-to-thin relation-
ships were exaggerated and
brackets were lightened.

Examples: 49
Kuenstler Script

Mistral

Snell Roundhand

Examples:
Baskerville
Bulmer
Century
Times Roman

Modern Examples:
1775 This style represents a further Bell

rationalization of Oldstyle letter- Bodoni

forms. Serifs were unbracketed, Caledonia

and the contrast between thick and Didot

thin strokes was extreme. English Walbaum

versions (like Bell) are also known

as Scotch Roman and more closely

resemble transitional forms.

Square serif Examples:
182 5 Originally heavily bracketed serifs, Clarendon

with little variation between thick and Memphis

thin strokes, these faces responded Rockwell

to the newly developed needs Serifa

of advertising for heavy type in
commercial printing. As they evolved,
the brackets were dropped. This
class is also known as slab serif.

4
1
1
1
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Sans serif Examples:
As its name implies, these type- Akzidenz Grotesk
faces eliminated serifs altogether. Grotesque
Although the form was first intro- Gill Sans
duced by William Caslon vin 1816, Franklin Gothic
its use did not become widespread Frutiger
until the beginning of the 20th Futura
century. Variations tended toward Helvetica
either humanist forms (Gill Sans) Meta
or the rigidly geometric (Futura). News Gothic
Occasionally, strokes were flared to Optima
suggest the epigraphic origins of Syntax
the form (Optima). Sans serif is also Trade Gothic
referred to as grotesque (from the Univers
German ‘grotesk’) and gothic.
Serif/sans serif Examples:

1 990 A recent development, this style Rotis
enlarges the notion of a family of Scala
typefaces to include both serif and Stone

sans serif alphabets (and, often,
stages between the two).
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Understanding letterforms

Here are two forms of a relatively
simple letter—the uppercase ‘a’ Both
suggest the symmetry of the form as
someone might print it, but neither is
in fact symmetrical at all. It's easy to
see the two different stroke weights
of the Baskerville form (above); more
noteworthy is the fact that each of
the brackets connecting serif to
stem expresses a unique arc.

The Univers form (opposite) may
appear symmetrical, but a close
examination shows that the width of
the left stroke is thinner than that of

the right stroke. Both demonstrate
the meticulous care a type designer
takes to create letterforms that

are both internally harmonious

and individually expressive.
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The complexity of each individual
letterform is neatly demonstrated
by examining the lowercase 'a’ of
two seemingly similar sans serif
typefaces—Helvetica and Univers.
Acomparison of how the stems
of the letterforms finish and how
the bowls meet the stems quickly
reveals the palpable difference in
character between the two.






Maintaining x-height

56

As you already know, the x-height
generally describes the size of
lowercase letterforms. However, you
should keep in mind that curved
strokes, such as in 's| must rise
above the median (or sink below
the baseline) in order to appear to
be the same size as the vertical and
horizontal strokes they adjoin.

median

baseline

Compare the 'a' in the large exam-
ples above with the ‘o' and 's! The
latter two characters clearly seem
too small, and bounce around within
the perceived x-height of the type-
face, because they do not extend
beyond the median or baseline.



Form/counterform

Just as important as recognizing
specific letterforms is developing

a sensitivity to the counterform (or
counter)—the space described, and
often contained, by the strokes of
the form. When letters are joined

to form words, the counterform
includes the spaces between them.
The latter is a particularly important
concept when working with letter-
forms like the lowercase 'r' that have
no counters per se. How well you
handle the counters when you set
type determines how well words
hang together—in other words, how
easily we can read what's been set.
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Helvetica Black

One of the most rewarding ways

to understand the form and coun-
ter of letters is to examine them

in close detail. Beyond giving you
an appreciation of the meticulous
care that goes into each compound
curve, these examinations also

provide a good feel for how the
balance between form and counter
is achieved and a palpable sense of

a letterform’s unique characteristics.

It also gives you a glimpse into the
process of letter-making.

It's worth noting here that the sense
of the 'S’ holds at each stage of
enlargement, while the ‘g’ tends

to lose its identity as individual
elements are examined without the
context of the entire |etterform.






Norman Ives (1923—1978), an
eminent graphic designer, collagist,
and muralist, worked extensively
with pieces of letterforms in his
complex constructions.

A
T
<

Linotype Didot

T
2
A

\
8
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Contrast

Light/bold

Organic/machined

The basic principles of graphic
design apply directly to typography.
Above, some examples of contrast—
the most powerful dynamic in
design—as applied to type, based on
a format devised by Rudi Ruegg.

Roman/italic

Combining these simple

contrasts produces numer-

ous variations: small+organic/
large+machined; few+bold/
many-+light; etc. Adding color
increases the possibilities even more

(i.e. black/red).

BB

Condensed/extended

DD




E

i

Small/large Positive/negative

FH

Serif/sans serif Ornate/simple




Reinforcing meaning

64

LOUD

miss ng added

It's possible to find typographic
equivalents for words. Simple
choices in typeface, size, weight, and
position on the page can strengthen
representation of the concepis,
objects, and actions that words
describe. Here, we've stuck to one
weight of one typeface, Akzidenz
Grotesk Medium, but played with
size and placement.

The examples above express some
quality of the adjectives on display.
‘Quiet’ is small and lowercase, ‘loud'
large and uppercase. The second
in ‘missing’ is, in fact, missing, and
the second 'd' in ‘added’ is in the
process of being added.




TRAIN bird

NONCONFORMIST shadow

The examples above all carry some
quality of the nouns expressed.

In ‘train, for example, a Fibonacci
sequence of type sizes (see page
109), aligned at the cap height,
creates the illusion of perspective—
we can easily imagine a long train
receding into the distance—or, for
that matter, pulling into a station.

The dot on the ' in 'bird’ flies above
the rest of the letters; the *f' in
‘nonconformist’ does not conform
with the other letters; 'shadow’ casts
a shadow. The examples of contrast
in type on pages 62—63 offer a
number of possibilities for building
on these simple changes.
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stand

] mp

(&°

The meaning of the verbs on this
page is reinforced through place-
ment within the frame. Direction is
implied by how we read (left-to-right
= forward; top-to-bottom = down,
and so forth),

6“2“




fly

flaat

In the second row on this page,
meaning is further enhanced by
covering up some portion of the
word (and, in the case of 'sink] by
tilting the type slightly downward).
Imagine taking a bite out of ‘eat!

Sinr.
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dance

dance

dance

dance

dancedancedance

Here, simple placement of the word
‘dance’ in the square suggests the
activity in a place, possibly a stage.
Breaking the letters apart suggests
a dancer moving.

Repetition of the word (this page
and opposite) suggests different
kinds of rhythm and, in fact, different
kinds of dancing.



dancedancedance dance
dancedancedance dance
dancedancedance dance
dancedancedance dance dance
dancedancedance dance
dancedancedance dance
dancedancedance dance
dancedancedance dance
dancedancedance dance
dancedancedance dance
ancedancedanced dance
ncedancedanceda dancedance
cedancedancedan dance
edancedancedanc dance
dancedancedance dancedance
ancedancedanced dance
ncedancedanceda ncedancedanceda
cedancedancedan dance

69
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Making sentences, finding sense

One way to make sentences (or,

for that matter, sentence fragments)
more expressive is to reinforce

the sense of the words through
type play. The examples shown here
provide various methods of support-
ing (or subverting) the author's
intent, by manipulating the size,
weight, and placement of words.

The text in this sequence is taken
from the Déclaration des droits de
I'homme et du citoyen (Declaration
of the Rights of Man and of the
Citizen, 1789): ‘Article 11. The free
communication of ideas and opin-
ions is one of the most precious of
the rights of man. Every citizen may,
accordingly, speak, write, and print
with freedom, but shall be respons-
ible for such abuses of this freedom
as shall be defined by law!

Flush left

Article 11

The free communication of ideas and opinions is one
of the most precious of the rights of man. Every citizen
may, accordingly, speak, write, and print with freedom,
but shall be responsible for such abuses of this freedom
as shall be defined by law.

Flush right

Article 11

‘The free communication of ideas and opinions is one
of the most precious of the rights of man, Every citizen
may, accordingly, speak, write, and print with freedom,
but shall be responsible for such abuses of this freedom

as shall be defined by law.

Simply, set the text.

Or, perhaps, not so simply. When
setting type in a field, it's useful to
keep in mind the expression ‘lines of
type! Compositionally, they operate
on a page in much the same way
that simple lines do in a basic design
study, with two important exceptions:

1

The Latin alphabet always reads
left to right.

2

The quality of the line is determined
by the size and weight of the type-
face, by the inherent gray value

of the typeface itself, and by the
leading (space) between the lines

of type.




For more on text setting,
see pages 94—105.

At actual size (36 picas square), T
—_—— type is 14/17 Janson.

Article 11

‘The free communication of ideas and opinions is one
of the most precious of the rights of man. Every citizen
may, accordingly, speak, write, and print with freedom,
but shall be responsible for such abuses of this freedom
as shall be defined by law.

Justified

Achice 1 = illll’

The free ion of ideas and opinions is one
ufﬁemmtpmnnsnfdmnghﬁnfman Every citizen

Centered may, accordingly, speak, write, and print with freedom, Narrow setting Vertical
but shall be responsible for such abuses of this freedom
as shall be defined by law.
/ =
Diagonal Larger type
setting

Placement of the type (see exam-
ples above) is as much about where
type isn't as where it is. Designers
working with type must always
balance the importance of dynamic
counterform with the need for type
to remain readable; the most inter-
esting composition may not be the
most accessible.

Studies in perception have shown
that readers' comprehension
increases relative to the ease of
scanning the text. In other words,
fewer visual distractions lead 1o
greater retention of content. This
simple observation is most useful to
keep in mind when setting extended
text. Shorter settings such as we see
here, however, reasonably allow for
more ‘play’ in the presentation.

In short, while it may be possible to
heighten meaning through distinctive
and directed arrangement of type,
direct consideration of the content
and the reader should always be
one's uppermost goals.
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The free communication of ideas and opinions is one
of the most precious of the rights of man. Every citizen
may, accordingly, speak, write, and print with freedom,
but shall be responsible for such abuses of this freedom

Ardics 77 Article 11

_%]&. i ol iatamd of ppréins ‘;.,.,._9/ ‘The free " icati oﬁd:umd pini ‘ifum:of

A P ftho rihls o ey aitizan man dlemmpmou:ufdzndmufmnlivuyunmmy,
2 P 2 s accordingly, speak, write, and print with freedom, but shall

istuirsbing e el sl cisujpriet it huscion destutad be sesponaible far such el of this freesom 2 shall he

daplnnct by lreer

Article 11 Article 11

The free communication of ideas and opinions is ane

of the most precious of the rights of man. Every citizen
may, accordingly, speak, write, and print with freedom,
but shall be responsible for such abuses of this freedom

as shall be defined by law.

Choosing an appropriate typeface
depends on a number of factors,
some of them seemingly contradic-
tory: the content of the text, the
tone of the author's voice, the period
in which the text was written, and
the intended audience. Each of the
examples above speaks to some
quality of the text.

Top left: the script setting
(Kuenstler Script) reflects the
original, calligraphed presentation
of the text to Louis XVI. Top right:
this 16th-century typeface (Adobe
Garamond) is closely identified
with classic French printing.

as shall be defined by law.

Bottom left: the design of this
French typeface (Linotype Didot),
was contemporaneous with

the first publication of the text
Bottom right: a sans serif font
(Univers 55) speaks directly to
the modern audience.




Mticke M
a1 bhall be defimed by Lo

ARTICLE 11

THE FREE COMMUNICATION OF IDEAS AND
OPINIONS 1S ONE OF THE MOST PRECIOUS

OF THE RIGHTS OF MAN. EVERY CITIZEN MAY,
ACCORDINGLY, SPEAK. WRITE, AND PRINT
WITH FREEDOM, BUT SHALL BE RESPONSIBLE
FOR SUCH ABUSES OF THIS FREEDOM AS SHALL
BE DEFINED BY LAW.

Here we see two approaches 73
that work against any serious
communication. Top: a typeface so
distinctive (Mistral) that it interrupts

direct access to the content. Bottom:

a ‘formal’ typeface (Trajan), set in all

caps, that needlessly dresses up the

text (what the French might describe

as péter plus haut que son cul).

In both cases, before the reader can
get to the matter, he or she must
see through the effect of the type-
faces themselves (in all likelihood,
this also occurred when coming
upon the script example on page
72). These examples highlight the
problems inherent in using display
typefaces for setting text (see

page 14).
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Article 11

The free communication

of ideas and opinions

is one of the most precious of the rights of man.
Every citizen may, accordingly,

speak, write, and print with freedom,

but shall be responsible

for such abuses of this freedom

as shall be defined by law.

Examine the syntax. The irregularity of the rag, some-
One way to make short text more thing to be avoided assiduously in
expressive is to break it up for longer text settings, in this instance
sense. In the example above, the two provides both cues for how to read
sentences in Article 11 have been the text and a lively interraction of
set so that each line contains one form and counterform.

discrete component of the thought.




Article 11
The free communication
of ideas and opinions
is one of the most precious

of the rights
of man.
Every citizen may, accordingly,
speak,
write, and
print with freedom,
but shall be responsible
for such abuses of this freedom
as shall be defined
by law.
Above, the idea is taken one step Text set in this manner is called
further by organizing the sense asymmetric because it does not
of the text both horizontally and conform to the typical methods
vertically. Visualizing the syntax in of typesetting displayed on pages
this way generates rich, complex 72 and 73. In practice, lines in
counterform on the page. asymmetric type are broken as

much for appearance on the page
as for the sense of the text.
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Article 11

Find the core message.
Highlighting the key words in the
text, by changing either their weight
or their size, keys the reader in to
the heart of the text, separated from
its natural grammatical setting.

The free communication
of ideas and opinions

1s one of the most precious of the rights of man.
Every citizen may, accordingly,
speak, write, and print with freedom,
but shall be responsible

for such abuses of this freedom
as shall be defined by law.

Notice that there is no shift from
roman to italic. Despite its long use
in text to call out certain words,
phrases, and titles, italic does not
provide enough visual difference
from roman to serve the purpose of
this exercise.

Above: A bold sans serif (Univers
75) has been paired with the
roman (Linotype Didot). For a
discussion of this approach, see
pages 128-129.




Article 11

The free communication
of1deas and opinions

is one of the MOSt preclous

of the I‘ightS of man.

Every citizen may, accordingly,
speak, write, and print with freedom,
but shall be responsible

for such abuses of this freedom

as shall be defined by law.

Above: Change in scale highlights
key phrases in the text

T
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Article 11

The free communication
of1deas and opinions
is one of the MOSt precious
of the I‘ightS of man.

Every citizen may, accordingly,
speak,
write, and
print
with freedom,

butshall be TESPONSible
for such abuses of wis freedom
as shall be defined by law.

Combine scale and structure.
In the example above, the two
previous strategies are combined.
Both the organization of the text
and the use of scale support the
meaning.




Article 11

The free
communication
of ideas and
opinions

is one of the most precious of the rights of man.
Every citizen may, accordingly,

speak, write, and print with freedom,

but shall be responsible

for such abuses of this freedom as

shall be defined
by law.

As you can see above, and as we
have all seen in countless real
world examples, scale, weight,
and organization conspire to
subvert the intended meaning of
the text.
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Type and color

As the previous examples demon-
strate, typography continually offers
the designer opportunities to exploit
color on a page, even in a ‘one-color’
situation. Each typeface—assembled
in regularly occurring lines, grouped
into paragraphs and columns, or set
in single words or simple phrases—
creates a unique tone on the page.
As the samples of Akzidenz Grotesk
(right) demonstrate, changes in
weight and compression or expan-
sion of the letterforms all contribute
to a palette of typographic tones.

Akzidenz Grotesk Light

Akzidenz Grotesk Regular

Akzidenz Grotesk Medium

Akzidenz Grotesk Bold

Akzidenz Grotesk Extra Bold

Akzidenz Grotesk Super

Condensed

The guidng atwudes behind what follows are thass that have wadized
most twenseth-centery art: content dictates form; less s more; pod Is
i the details, These fhree fenels neatly identify the typographer's job:
appropriate, clear expression of the authar's message, intelligent economy
of means, and 2 desp understanding of oraft

The guiding attitudes behind what follows are thase that have
sitalized mast twentieth-century art: content dictates form; less is
more; god i in the details. These three tensts neatly identify the
typagrapher’s job: appropriate, clear expression of the authar's
message, intelligent economy of means, and a deep understand-
ing of craft

The quiding ttitudes bahind what follows arp thesa that hava vitalized
most twenfeti-cetury art: content dictaes form; less Is more; god ks

in the datails. These thrae tanats neatly identify the typographar's job:
pproprists, claar exprassion of the authar's message, intalligent ecanony
of means, and & deep understanding of crafl.

The guiding ettitudes behind what follows are those that
have vitalized most twentieth-century art: content dictates
form; lass is more; god is in the details. These three
tenats neally identity the typographer's job: appropriats,
clear expression of the author's message, intelligent
economry of means, and a deep understanding of crafi.

The guiding attitudes behind what follows are
thoss that have vitallzed most twentieth-century
art: content dictates form; less Is more; god Is in
the details. These three tenels neatly identify the
typographer's job: approprists, clear sxpression
of the author's message, Intelligent economy of
means, and a deep understanding of craft.



Roman

The guiding attitudes behind what follows are
those that have vitalized most twentieth-century
art: content dictates form; less is more; god

is in the details. These three tenets neatly
identify the typographer's job: appropriate, clear
expression of the author's message, intelligent
economy of means, and a deep understanding
of craft

The guiding attitudes behind what follows are
those that have vitalized most twentisth-century
art: content dictates form; less is more; god is
in the details. These three tenets neatly iden-
tify the typographer's job: appropriate, clear
expression of the author's message, intelligent
economy of means, and a deep understanding
of craft.

The guiding attitudes behind what follows
are those that have vitalized most twenti-
eth-century art: content dictates form; less
is more; god is in the details. These three
tenets neatly identify the typographer's job:

riate, clear ion of the author's
message, intelligent economy of means, and
a deep understanding of craft.

The guiding attitudes behind what follows
are those that have vitalized most twenti-
eth-century art: content dictates form; less
is more; god is in the details. These three
tenets neatly identify the typographer's

ltalic

The guiding aftitudes behind what follows

are those that have vitalized most twentiath-
century art: content dictates form; less is more;
god is in the details. These three tenets neatly
identify the typographer's job: appropri

clear expression of the author's message, intel-
ligent economy of means, and a deep under-
standing of craft.

The guiding attitudes behind what folk
are those that have vitalized most iwenti-
eth y art: i form; less
is mare; god is in the details. These three
tenets neatlly identify the typographer’s job:

ppropriate, clear exp ion of the author's
ge, intelligent y of and
a deep understanding of craft.

The guiding aititudes behind what
follows are those that have vitalized
most feth Yy art:

dictates form; less is more; god is in the
fetails. These three teneis neatly identify

Job: appropriate, clear exp lon of the
author's message, intelligent economy of
means, and a deep understanding of craft.

The guiding atithedes behind what follows
are those that hawe vitalized most tweniieth-
century art: content dictates form; less ks
more; god Is in the detalis. Thasa three tensis
neatly ideniify the typographer's job: appropei-
ate, clear expression of the suthor’s message,
Inteligent aconomy of means, and a deep
understanding of craft.

The guiding attitudes behind what
follows are those that have vitallzed
most twentleth-century art: content
dictates form; less Is more; god Is In
the detalls. These three tenets neatly
Identify the typographer's job: appropri-
ate, clear expression of the author's
message, Intelligent economy of

the typographer's Job: appropri clear
expression of the author's message,
intelligent economy of means, and a
deep understanding of crait.

Extended

The guiding attitudes behind what
follows are those that have vitalized
most twentieth-century art: content
dictetes form:; less Is more; god Is
in the details. These three tenets
neatly identify the typographer's job:
eppropriate, clear expression of the
author's message, intelligent econ-
omy of means, and a deep under-

The guiding attitudes behind what
follows are those that have vitalized
most twentieth-century art: content
dictates form; less is more; god is
in the details. These three tenets
neatly identify the typographer's
job: appropriate, clear expression
of the author's message, intelligent
economy of means, and a deep

The gulding atttudes behind
what follows are those that
have vitalized most twentieth-
century art: content dictates
form; less Is more; god Is In
the details. These three tenets
neatly identify the typographer's
job: approp y p
sion of the author's message,

form; less is more; god is in
the detalls. These three tenets
neatly identify the typographer’s
job: appropriate, clear expres-
slon of the author's message,
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In addition to properties best

discussed elsewhere—hue, satura-

tion, temperature—each color has a

specific value, a tone that describes 100% color
the color's weight on the page as a

percentage of black.

Consider the color shown opposite,
Pantone 032. Compare how the
color meets black, white, and tints
of black. We can see that it provides
more or less the same contrast

to white as to black, and neither
advances nor recedes when seen
next to a 50% screen of black. We
can therefore describe it as having
a gray value of approximately 50%.

Understanding—being able to see—

gray value contributes significantly senennens
to readability in simple “two-color’ :
printing situations.

This Is a line of type

This is a line of type

This is a line of type

ne of type

Thisisal

This is a line of type

90% black

70% black

50% black

30% black

10% black

50% black



45% black

33% black

22% black

12% black

3% black

5
3
2
3
v

gray value
<« Inconsistent
gray value

10% color

Because, as we already know, full
saturation of our color has a gray
value of 50%, it will always be
lighter than a similar percentage

of black. For example, 90% of this
color has a gray value of more or
less 50% x g0%, or 45%. Note that
straight math is only an approximate
indicator. Trust your eye.

90% black

70% black

50% black

30% black

10% black
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Although ink on paper remains a
strictly two-dimensional phenom-
enon, we can imply a sense of
depth on any page by manipulating
contrast between colors. As these
examples show, greater contrast
between colors suggests a greater
distance from front to back, figure
to ground if you will. Less contrast
suggests proximity.

One obvious use of color is to rein-
force typographic hierarchy. In the
examples on this page the black ‘a's,
because they provide more contrast
with the white background, are
clearly more important than the red
or gray ‘a’s.

A
a

In these examples above, the

‘a’ seems to advance because it
contrasts most strongly with the
tones in both the background and
the ‘A’




Here (above), the maximum
contrast exists between the ‘A’
and the background. As a result,
the ‘a’ tends to recede, confusing
what appears to be the intention
of the composition.

Although we tend to think of color
as a way to highlight text elements
within the black-and-white environ-
ment, the fact is that color—because
it reduces contrast to the white
background—often weakens read-
ability, making text recede into,
rather than advancing from, the
page. See pages 127-129 for
examples of how the convention

of color contrast competes with the
goal of emphasis.
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Article 11

speak,

The free communication of ideas and opinions

write, and

is one of the most precious of the rights of man.

print

Every citizen may, accordingly, speak, write, and print with

with

freedom, but shall be responsible for such abuses of this

freedom

freedom as shall be defined by law.

Here, color and scale work
together to reinforce the main
thrust of the black text.




If you can't make it good,

make it -

If you can't make it big,
make it

red.

Here, simple contrast of scale,
weight, and color is used to
dramatic effect to demonstrate
the idea of the statement.
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English is not Chinese

A characteristic of type design is
that the letterforms themselves have
evolved as a response to handwrit-
ing—the marks we make as we
scrawl across a page. One of the
identifiable features of those marks
is that we make them as part of a
horizontal flow, from left to right. This
is something we all take for granted,
as natural a part of written language
as the use of upper- and lowercase.

Not all languages are written

this way. Hebrew and Arabic, for
instance, read right to left, and
books in those languages begin at
what we would consider the back.
Look how illegible English would be
if we encountered it set from right
to left:

eb dluow hsilgnE elbigelli woh kool
thgir morf tes ti deretnuocne ew fi
tfel ot

Letterforms in typefaces have any
number of attributes intended to
reinforce the left-to-right flow of
the written language: ascenders,
descenders, consistent x-height,
counters in lowercase forms typi-
cally appearing to the right. All these
contribute to the sense of a line of
text. And from the moment when
we first learn to read, our brain
assimilates these characteristics as
essential for readable type.

Now to the point: written Chinese,
unlike English, is not based on an
alphabet; rather it is written in a
series of characters called picto-
graphs—forms that express an entire
word or idea without necessarily
indicating how to pronounce it.

Until recently, Chinese characters
were typically read top to bottom,
right to left, like this:

f:r{é}#k#iri&f!’%
TOBROm o M4 % K e w
D R
Kl & 44 % & £ 2
T A o s ok ok R ¥
B ewm *med L
LTI Y

The simple fact that all Chinese
characters are drawn to the same
width makes this reading very
simple. You can see in the example
above that the characters descend-
ing the page make natural and
obvious columns.

Occasionally, you will come across
English type that has been set
like Chinese:

OZ=--ZmMLVOS
@3 —30W0W =0 S

As you can see, English letterforms
are not all drawn to the same width.
In left-to-right reading, the difference
in widths presents no problem to
readability; in fact, it adds to variety
and color on the page. In verti-

cal reading, all the type can do is
create a shape. (Look at the profiles
created by the difference between
the wide W and the less-wide O, or
between the N and the I.) When you
consider that the primary purpose
of type is to convey information with
as little intrusion as possible, and
that letterforms exist as a response
to the lateral gestures of hand
writing, then it should be clear that
setting type vertically is inherently

anti-typographic.

When the composition calls for verti-
cal type, be mindful of the properties
of the letterforms themselves, and
set the type accordingly.

Buinoidw

While you're at it, keep in mind how
the baseline of the vertical type can,
or cannot, relate to the vertical axes
suggested by the rest of your type
(in this instance, the left margin of
the text).
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Tracking: kerning and letterspacing

Originally, the term ‘kern’ described
the portion of a letterform that
extended beyond the body of the
type slug. As the example on the
right shows, this adaptation was
required in letterforms with angled
strokes, so that spacing between
letters within a word would remain
optically consistent. Today the term
‘kerning’ describes the automatic
adjustment of space between letters
as prescribed by a table embedded
within the digital font.

Because kerning removes space
between letters, it is often mistak-
enly referred to as ‘letterspacing.
In fact, letterspacing means adding
space between letters, not remov-
ing it. For our purposes, the term
‘tracking, used in most computer
programs that incorporate type-
setting, best describes the addition
or removal of space between letters.
Keep in mind that even the best
tracking table sometimes requires
minor adjustments, especially at
larger point sizes.

Without kerning With kerning

Without kerning With keming

Yellow rifts

Normal tracking

Yellow rifts

Loose tracking (letterspacing)

ellow rifts

Tight tracking (kerning)




As type size increases, particularly
into display sizes of 24 pt. and up,
it's often a good idea to tighten the
tracking slightly.

step3TE

Univers 55 Normal tracking

stes t«

Tight tracking Loose tracking
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When setting text, tracking is critical Normal
to maintain easy reading. Note how tracking
loosely tracked text practically disin-
tegrates right on the page, whereas
tightly tracked text sacrifices read-
ability as it comes to resemble no
more than a series of stripes.
Loose
tracking
Tight
tracking

Miss Brooke had that kind of beauty which
seems to be thrown into relief by poor dress.
Her hand and wrist were so finely formed
that she could wear sleeves not less bare of
style than those in which the Blessed Virgin
appeared to Italian painters; and her profile
as well as her stature and bearing seemed

to gain the more dignity from her plain
garments, which by the side of provincial
fashion gave her the impressiveness of a fine
quotation from the Bible—or from one of

Miss Brooke had that kind of beauty
which seems to be thrown into relief by
poor dress. Her hand and wrist were so
finely formed that she could wear sleeves
not less bare of style than those in which
the Blessed Virgin appeared to Italian
painters; and her profile as well as her
stature and bearing seemed to gain the
more dignity from her plain garments,
which by the side of provincial fashion
gave her the impressiveness of a fine

Miss Brooke had that kind of beauty which seems
to be thrown into relief by poor dress. Her hand
and wrist were so finely formed that she could wear
sleeves not less bare of style than those in which the
Blessed Virgin appeared to Italian painters; and her
profile as well as her stature and bearing seemed

to gain the more dignity from her plain garments,
which by the side of provincial fashion gave her the
impressiveness of a fine quotation from the Bible—
or from one of the elder poets—in a paragraph of
today’s newspaper.



Designers often letterspace upper-
case letters, but there has long been
strong resistance within the type
community to letterspacing lower-
case letters within text The reason
for this resistance is quite clear

if you look at the examples here.
Uppercase forms are drawn to be
able to stand on their own (consider
their epigraphic origins). Lowercase
forms require the counterform
created between letters to maintain
the line of reading (consider their

origins in calligraphy).

Even though, when displayed alone
and not as text, lowercase forms
allow for some play in tracking, a
moment occurs when readability is
sacrificed for effect and meaning
is lost.

IN MEMORIAM

In Memoriam

AFFLUENCE

affluence

EPISTEMOLOGY

epistemology
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Formatting text

Flush left

This format most closely mirrors
the asymmetrical experience of
handwriting. Each line starts at the
same point but ends wherever the
last word on the line ends. Spaces
between words are consistent
throughout the text, allowing the
type to create an even, gray value.

Centered

This format imposes symmetry upon
the text, assigning equal value and
weight to both ends of any line. It
transforms fields of text into shapes,
thereby adding a pictorial qual-

ity to material that is non-pictorial
by nature. Because centered type
creates such a strong shape on the
page, it's important to amend line
breaks so that the text does not
appear too jagged.

Flush right

This format places emphasis on the
end of a line as opposed to its start.
It can be useful in situations (like
captions) where the relationship
between text and image might be
ambiguous without a strong orienta-
tion to the right.

Justified

Like centering, this format imposes
a symmetrical shape upon the text. It
is achieved by expanding or reducing
spaces between words and, some-
times, between letters. The resulting
openness of lines can occasionally
produce ‘rivers’ of white space
running vertically through the text.
Careful attention to line breaks and
hyphenation is required to amend
this problem whenever possible.

Flush left,
ragged right
(f, rr)

Centered
(cent)

Flush right,
ragged left
(fr, )

Justified
(just)

If you know Starkfield, Massachusetts, you
know the post-office. If you know the post-
office you must have seen Ethan Frome drive
up to it, drop the reins on his hollow-backed
bay and drag himself across the brick pave-
ment to the white colonnade; and you must
have asked who he was.

If you know Starkfield, Massachusetts,
you know the post-office. If you know the
post-office you must have seen Ethan Frome
drive up to it, drop the reins on his
hollow-backed bay and drag himself across
the brick pavement to the white colonnade;
and you must have asked who he was.

If you know Starkfield, Massachusetts, you
know the post-office. If you know the post-
office you must have seen Ethan Frome drive
up to it, drop the reins on his hollow-backed
bay and drag himself across the brick pave-
ment to the white colonnade; and you must
have asked who he was.

If you know Starkfield, Massachusetts, you
know the post-office. If you know the post-
office you must have seen Ethan Frome drive
up to it, drop the reins on his hollow-backed
bay and drag himself across the brick pave-
ment to the white colonnade; and you must
have asked who he was.

All text, 10/13.5 Janson



Designers tend to set type one way
or another depending upon several
factors, not the least of which are
tradition and personal preference.
Prevailing culture and the need to
express oneself play important,
inevitable roles in any piece of
communication. However, when
setting a field of type, keep in mind
the typographer's first job—clear,
appropriate presentation of the
author's message. Type that calls
attention to itself before the reader
can get to the actual words is simply
interference, and should be avoided.
Quite simply, if you see the type
before you see the words, change
the type.

Preconceptions about how
something should look often
interfere with effective, appropri-
ate design of the message at
hand. The formality of a wedding
invitation, for example, is not
necessarily tied to centered
type —nor to script, for that
matter.

e Hheir forrctis
Gl gou lp focn Shern
0 Uhe colbbpalion of

28 Toane 2007
Vtyge Fonlt
Gowrninglarrn Corter
3

Foecgntion to fotboee:

Anna Klein, Mitchell King
and their families

invite you to join them

in the celebration of

their wedding.

23 June 2001

Village Hall
Framingham Center
1:30 P.M.

Reception to follow.

R.S.V.P.
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Texture

Beyond learning about the unique
characteristics of each typeface—
and understanding its place in
history—it's very important to
understand how different typefaces
feel as text. Different typefaces suit
different messages. A good typo-
grapher has to know which typeface
best suits the message at hand.

On pages 12—13 we discussed how
typefaces Helt’ different from each
other. On the next three pages, you
can see how those ten typefaces
compare with each other in identical
text settings. Here you can see that
the difference between typefaces

is expressed not only in individual
letterforms but also—and most
importantly—in lines of type massed
together to form blocks of text.

Consider too the different textures
of these typefaces. Type with a
relatively generous x-height or rela-
tively heavy stroke width produces a
darker mass on the page than type
with a relatively smaller x-height or
lighter stroke. Sensitivity to these
differences in color is fundamental
for creating successful layouts.

Call me Ishmael. Some years ago—never mind
how long precisely—having little or no money
in my purse, and nothing particular to interest
me on shore, I thought I would sail about a little
and see the watery part of the world. It is a way
I have of driving off the spleen, and regulating
the circulation. Whenever I find myself growing
grim about the mouth; whenever it is a damp,
drizzly November in my soul; whenever I find
myself pausing before coffin warehouses, and
bringing up the rear of every funeral I meet;
and especially whenever my hypos get such an
upper hand of me, that it requires a strong moral
principle to prevent me from deliberately step-

10/13.5 Bembo

Call me Ishmael. Some years ago—never mind
how long precisely—having little or no money
in my purse, and nothing particular to inter-

est me on shore, I thought I would sail about a
little and see the watery part of the world. It is
a way I have of driving off the spleen, and regu-
lating the circulation. Whenever I find myself
growing grim about the mouth; whenever it is a
damp, drizzly November in my soul; whenever
I find myself pausing before coffin warehouses,
and bringing up the rear of every funeral I meet;
and especially whenever my hypos get such

an upper hand of me, that it requires a strong
moral principle to prevent me from deliber-

10/13.5 Adobe Caslon



Call me Ishmael. Some years ago—never mind
how long precisely—having little or no money

in my purse, and nothing particular to interest
me on shore, I thought I would sail about a little
and see the watery part of the world. It is a way

I have of driving off the spleen, and regulating the
circulation. Whenever I find myself growing grim
about the mouth; whenever it is a damp, drizzly
November in my soul; whenever I find myself
pausing before coffin warehouses, and bringing
up the rear of every funeral I meet; and especially
whenever my hypos get such an upper hand of
me, that it requires a strong moral principle to
prevent me from deliberately stepping into the

10/13.5 Adobe Garamond

Call me Ishmael. Some years ago—never mind
how long precisely—having little or no money
in my purse, and nothing particular to interest
me on shore, I thought I would sail about a little
and see the watery part of the world. It is a way
I have of driving off the spleen, and regulating
the circulation. Whenever I find myself growing
grim about the mouth; whenever it is a damp,
drizzly November in my soul; whenever I find
myself pausing before coffin warehouses, and
bringing up the rear of every funeral I meet;
and especially whenever my hypos get such

an upper hand of me, that it requires a strong
moral principle to prevent me from deliberately

10/13.5 Monotype Baskerville

Call me Ishmael. Some years ago—never 97
mind how long precisely—having little or no
money in my purse, and nothing particular

to interest me on shore, I thought I would

sail about a little and see the watery part of
the world. It is a way I have of driving off

the spleen, and regulating the circulation.
Whenever I find myself growing grim about
the mouth; whenever it is a damp, drizzly
November in my soul; whenever I find myself
pausing before coffin warehouses, and bring-
ing up the rear of every funeral I meet; and
especially whenever my hypos get such an
upper hand of me, that it requires a strong

10/13.5 Janson

Call me Ishmael. Some years ago—never
mind how long precisely—having little or no
money in my purse, and nothing particular
to interest me on shore, I thought I would
sail about a little and see the watery part of
the world. It is a way I have of driving off
the spleen, and regulating the circulation.
Whenever I find myself growing grim about
the mouth; whenever it is a damp, drizzly
November in my soul; whenever I find myself
pausing before coffin warehouses, and bring-
ing up the rear of every funeral I meet; and
especially whenever my hypos get such an
upper hand of me, that it requires a strong

10/13.5 Bauer Bodoni
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Call me Ishmael. Some years ago—never
mind how long precisely—having little
oI no money in my purse, and noth-

ing particular to interest me on shore,

I thought I would sail about a little and
see the watery part of the world. It is

a way I have of driving off the spleen,
and regulating the circulation. Whenever
I find myself growing grim about the
mouth; whenever it is a damp, driz-

zly November in my soul; whenever

I find myself pausing before coffin
warehouses, and bringing up the rear

of every funeral I meet; and especially

10/13.5 Serifa

Call me Ishmael. Some years ago—
never mind how long precisely—having
little or no money in my purse, and
nothing particular to interest me on
shore, | thought | would sail about a
little and see the watery part of the
world. It is a way | have of driving off the
spleen, and regulating the circulation.
Whenever | find myself growing grim
about the mouth; whenever it is a damp,
drizzly November in my soul; when-
ever | find myself pausing before coffin
warehouses, and bringing up the rear

of every funeral | meet; and especially

10/13.5 Univers 55

Call me Ishmael. Some years ago—never
mind how long precisely—having litle or no
money in my purse, and nothing particular
to interest me on shore, | thought | would
sail about a little and see the watery part
of the world. It is a way | have of driving
off the spleen, and regulating the circula-
tion. Whenever | find myself growing grim
about the mouth; whenever it is a damp,
drizzly November in my soul; whenever

| find myself pausing before coffin ware-
houses, and bringing up the rear of every
funeral | meet; and especially whenever my
hypos get such an upper hand of me, that it

10/13.5 Futura Book

Call me Ishmael. Some years ago — never
mind how long precisely — having little or no
money in my purse, and nothing particular
to interest me on shore, | thought | would
sail about a little and see the watery part

of the world. It is a way | have of driving off
the spleen, and regulating the circulation.
Whenever | find myself growing grim about
the mouth; whenever it is a damp, drizzly
November in my soul; whenever | find myself
pausing before coffin warehouses, and bring-
ing up the rear of every funeral | meet; and
especially whenever my hypos get such an
upper hand of me, that it requires a strong

10/13.5 Meta Plus Normal



Typing is not typesetting

For the better part of the 20th
century, the distinctive forms of type-
writer type (notably its single
character width and unstressed
stroke) characterized the immediacy
of thought: getting the idea down
without dressing it up. Now that
computers have replaced
typewriters, most word processing
programs default to Helvetica or
Times Roman (or their derivatives) as
the typographic expression of simple
typing (see below). E-mail—currently
the most immediate form of typed
communication—appears on our
computer screens as an electroni-
cally neutered serif or sans serif, any
individuality scraped off in deference
to the requirements of the pixel.

As a typographer, you should
recognize the difference between
typing and typesetting. Time and
usage may ultimately make Inkjet
Sans the expected typeface for
letters. For now, however, on paper,
typewriter type (like Courier, shown
below) is still the best expression of
the intimate, informal voice —direct
address. Imitating the formalities of
typesetting in a letter is always inap-
propriate because it suggests an
undeserved permanence—the end
of a discussion, not its continuation.

I have great trouble, and

some comfort, to acquaint you
with. The trouble is, that my
good lady died of the illness

I mentioned to you, and left

us all much grieved for the
loss of her; for she was a dear
good lady, and kind to all us
her servants. Much I feared, as
I was taken by her ladyship to
wait upon her person, I should
be quite destitute again, and
forced to return to you and my
poor mother, who have enough to
do to maintain yourselves; and,
as my lady’s goodness had put

| have great trouble, and
some comfort, to acquaint
you with. The trouble is,
that my good lady died of
the illness | mentioned to
you, and left us all much
grieved for the loss of her;
for she was a dear good
lady, and kind to all us her

10/12 Helvetica

I have great trouble, and some
comfort, to acquaint you

with. The trouble is, that my
good lady died of the illness

I mentioned to you, and left
us all much grieved for the
loss of her; for she was a dear
good lady, and kind to all us
her servants. Much I feared,

10/12 Courier

10/12 Times Roman
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Leading and line length

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
wio severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—I mean of a practical scheme; but it
has struck me that they sometimes throw off
a bold conception—such as a man would not

10/10 Janson

10 pt. type
10 pt. line

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—I mean of a practical scheme; but it
has struck me that they sometimes throw off

10/10.5 Janson

10 pt type
105 pt line

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—I mean of a practical scheme; but it
has struck me that they sometimes throw off

10/11 Janson

10 pt. type
11 pt line

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—I mean of a practical scheme; but it
has struck me that they sometimes throw off

10/11.5 Janson

10 pt. type
11.5 pt. line

The goal in setting text type is to
allow for easy, prolonged reading. At
the same time, a field of type should
occupy the page much as a photo-
graph does.

Type size

Text type should be large enough
to be read easily at arm’s length—
imagine yourself holding a book in
your lap.

Leading

Text that is set too tightly encour-
ages vertical eye movement; a
reader can easily lose his or her
place. Type that is set too loosely
creates striped patterns that distract
the reader from the material at hand.



I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal

view—I mean of a practical scheme; but it

10/12 Janson
10 pt. type
12 pt. line

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—1I mean of a practical scheme; but it

10/12.5 Janson
10 pt. type
125 pt. line

Virtually every computer program
assumes a default leading of 120%
of type size (10 pt type is set to a 12
pt. line, 12 pt. type is set to a 14.4 pt.
line, etc.). If your program says your
type is leaded to ‘default; fix it.

I had taken Mrs. Prest into my confidence; 101
in truth without her I should have made but

little advance, for the fruitful idea in the

whole business dropped from her friendly

lips. It was she who invented the short cut,

who severed the Gordian knot. It is not

supposed to be the nature of women to rise as

a general thing to the largest and most liberal
view—I mean of a practical scheme; but it

10/13 Janson

10 pt. type
13 pt. line

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as

a general thing to the largest and most liberal

10/13.5 Janson

10 pt. type
135 pt. line
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Line length
Appropriate leading for text is as

much a function of line length as it
is a question of type size and
leading. Shorter lines require less
leading; longer lines, more.

In general text settings— specifi-
cally not including captions and
headlines—a good rule of thumb
is to keep line length somewhere
between 35 and 65 characters. In
practice, limitations of space or the
dictates of special use may require
longer or shorter lengths. In any
event, be sensitive to that moment
when extremely long or short line
lengths impair easy reading.

I had taken Mrs. Prest into my confidence; in truth without
her I should have made but little advance, for the fruitful idea
in the whole business dropped from her friendly lips. It was
she who invented the short cut, who severed the Gordian
knot. It is not supposed to be the nature of women to rise as a
general thing to the largest and most liberal view—I mean of
a practical scheme; but it has struck me that they sometimes
throw off a bold conception—such as a2 man would not have
risen to—with singular serenity. “Simply ask them to take you
in on the footing of a lodger”—I don’t think that unaided I
should have risen to that. I was beating about the bush, trying
to be ingenious, wondering by what combination of arts

I might have become an acquaintance, when she offered this
happy suggestion that the way to become an acquaintance was
first to become an inmate. Her actual knowledge of the Misses
Bordereau was scarcely larger than mine, and indeed I had

10/12 Janson x 22p3

I had taken Mrs. Prest into my confidence; in truth without
her I should have made but little advance, for the fruitful idea
in the whole business dropped from her friendly lips. It was
she who invented the short cut, who severed the Gordian
knot. It is not supposed to be the nature of women to rise as a
general thing to the largest and most liberal view—I mean of
a practical scheme; but it has struck me that they sometimes
throw off a bold conception—such as a man would not have
risen to—with singular serenity. “Simply ask them to take you
in on the footing of a lodger”—1I don’t think that unaided I
should have risen to that. I was beating about the bush, trying
to be ingenious, wondering by what combination of arts

I might have become an acquaintance, when she offered this
happy suggestion that the way to become an acquaintance was
first to become an inmate. Her actual knowledge of the Misses

10/13 Janson x 22p3



I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—I mean of a practical scheme; but it
has struck me that they sometimes throw off
a bold conception—such as a man would not
have risen to—with singular serenity. “Simply
ask them to take you in on the footing of a
lodger”—I don’t think that unaided I should
have risen to that. I was beating about the
bush, trying to be ingenious, wondering by

10/12 Janson x 16p3

I had taken Mrs. Prest into my confidence;

in truth without her I should have made but
little advance, for the fruitful idea in the
whole business dropped from her friendly
lips. It was she who invented the short cut,
who severed the Gordian knot. It is not
supposed to be the nature of women to rise as
a general thing to the largest and most liberal
view—1I mean of a practical scheme; but it
has struck me that they sometimes throw off
a bold conception—such as a man would not
have risen to—with singular serenity. “Simply
ask them to take you in on the footing of a
lodger”—I don’t think that unaided I should
have risen to that. I was beating about the

10/13 Janson x 16p3

I had taken Mrs. Prest into 103
my confidence; in truth
without her I should have
made but little advance, for
the fruitful idea in the whole
business dropped from her
friendly lips. It was she who
invented the short cut, who
severed the Gordian knot.

It is not supposed to be the
nature of women to rise as

a general thing to the larg-
est and most liberal view—

I mean of a practical scheme;

but it has struck me that
they sometimes throw off a

10/12 Janson x 10p4

I had taken Mirs. Prest into
my confidence; in truth
without her I should have
made but little advance, for
the fruitful idea in the whole
business dropped from her
friendly lips. It was she who
invented the short cut, who
severed the Gordian knot.
It is not supposed to be the
nature of women to rise as
a general thing to the larg-
est and most liberal view—

I mean of a practical scheme;
but it has struck me that

10/13 Janson x 10p4
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Larem ipsum dolor sit amet, consectetuer adipiscing clit, sed diam non-
mnﬂmmwmdduemmm
volutpat. Ut wisd enim ad weniam, exerc tathon
wllamearper. Suscipit lobartis nis! ut aliquip ex ea commada consequat.
Dhais auter vel eum iriure dolor in hendrerit in valputste velit cse
‘mobeste consequat, vel illam dolore eu feagiat nulla facilisis ar vero
eros et accwmaan, Tesn odin dignissim gui hlandit pracsent leptaam
zaril delenit angae duis dolore te frugait nalla facilis. Lorem ipram
dolor sit amet, consectetoer adipiscing elit, sed dlam nonumomy aibh
mnndmn&mnwhesdnhzmnhqmmaxmhpr_U:
wist enim ad minim exerd tation
dﬂmkm“ﬂ-ﬁunm“qml}-ﬁmd
emm iriare dolor in
!di.hndvlw!whptmlhidlﬂttmmumer
fastn odio dignisim qui blandit pracsent hapamm il delenit sugue
duis dolore te fragait nalls faclid. Nam bber tempor com solats aohis
eleifend option congue nihil imperdiet doming id quod mazim placerat
facer possim asmm, Immwdﬂunm.mmtﬁw
ing elit, sed di o e 1dune
'magna aliquem erat voletpat. Ut wisi enim 3d minim veniam, quis nos-
‘rud exerci don ullameorper sescipit loborts nisl ar aliquip ex ca
commaodo cofsequat. Dhais sutem vel sum itfare dolor in bendreds in
velpatate velit esse molesti quat, vel ilbum dolore eu feugiat rulls
facilisis at vero cros ef scoumsan of fusto odio dignissim qui blandit
praesent lupeatum el delenit sugoe duis dolore te feugait nolls facl-
isi. Imupmﬂrnlns,mmdplm:pnddm

dahrh henriukh ﬂmd{mmﬁlﬂﬂnmﬂ.-ﬂm
ol ot S

m-mmbhnﬁlpmhmml delenit angue duis dolore

Compositional requirements

Text type should create a field that
can occupy the page much as a
photograph does. Think of your
ideal text as having a middle gray
value (above, left), not as a series of
stripes (above, right).

Lorem ipsum dolor sit amet, consectetuer adipiscing elit, sed dism non-
ummy nibh exiemod dncidone ut laorest dolore magna aliquam erat
volutpat. Ut wisi enim 2d minim venizm, quis nostrad exerci tation
ullasmcorper. Snscipit lobortis nisl ot aliquip ex ea commodo consequat.
Dhais sutem vel cum irfure dolor in hendreriz in velputste velic cosc
malestie consequat, vel illom dolore eu frugist nolls facliss at vero
cros et sccumsan. Tusto odio dignissim qui blandit pracsent pramm
il delenis sugoe s dolore o= feogait malla fcilisi Lorem ipsa
dalor sit amex, ing elit, sed di nibh
evismnd tincidant ut laoreet dalore magna aliquam erat volurpat. Ut
wisl entm ad minim veniam, quis nostrud esered tatdon allimeorper gus-
cipit lobortis nisl ot aliqeip ex ea commodo consequat. Duis autem vel
eum iriure dolor in hendrecit in valpatate velit lesth

vel illum dolore en feagist nolls faciliss at vero eros ot accumsan et
st odio dignisdm qui blandit praesent luptatumn zazil delenit sugue
dais dalare te feugait malla facilisi. Nam liber tempor com solvts nobis
eleifend option congue nibil imperdiet doening id quod mazim placerat
ing elit, sed dizm nonummy nibh evisnod tincidant ut laoreet dolore
md@mw-ﬂmblwﬂuﬁ.dmﬂnvﬂhq&m
trud exerci ration ull e liquip ex e3
mmﬂw%mdmmmhwh
vulputate velit esse molestic consequat, vel illum dolore en frogiat nolls
facilicis at fusto odio dignissien qui blandit
pracsent haptatum zzril delenit sugee duis dolore t fougait il fcil-
s, Lorem: ipsum dolar sit amet, consectetser adip Lorem ipmam dalor




It is often useful to enlarge type
400% on the screen to get a clear
sense of the relationship between

descenders on one line and ascend-

ers on the line below. Here you can
clearly see the difference one point
of leading can make—a difference
that is unrecognizable at 100% on
most monitors.

Keep in mind that nothing replaces
looking closely at an actual print-out
of your work. The best screen is still
an electronic approximation of the
printed page.

" I had taken Mrs. Prest into

my confidence; in truth
without her I should have
made but little advance, for
the fruitful idea in the whole
business dropped from her
friendly lips. It was she who

_ invented the short cut, who |

10/12 Janson @ 400%

I had taken Mrs. Prest into

my confidence; in truth
without her I should have
made but little advance, for

the fruitful idea in the whole

business dropped from her

friendly lips. It was she who |

10/13 Janson @ 400%
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Kinds of proportion

A designer’s first consideration is
the size and shape of the page.
Although practical limitations—
particularly economies of paper—
often limit the designer's options, it
is extremely useful to understand
how the proportions we work with
have evolved, and then to test your
own responses against the received
wisdom. Remember that these
proportions —like so much else in
typography and design in general —
are the result of direct observation
of, and interaction with, the world
around us. Only your own practice
and experimentation will give you
a feel for what page size is most
appropriate for each project

To find the golden section
in a square:

1
Draw the square abed.

The golden section

A dominant influence on the sense
of proportion in Western art is the
golden section. The term ‘golden
section' describes a relationship that
occurs between two numbers when
the ratio of the smaller to the larger
is the same as the ratio of the larger
to the sum of the two. The formula

expressing this relationship is b

a:b=b:(ath).
The aspect ratio described by a
golden section is 1:1.618.

The golden section has existed as a
model for proportion since classical
times, employed by architects and
visual artists in determining composi-
tion at all scales, from the shape of
a page to the fagade of a building.
Its relation to contemporary graphic
design, however, has become some-

what attenuated (see page 113).
] e ]
A
d f c

2

Bisect the square with line ef.
Draw an isoceles triangle cde.

Project the line ce along the base
of the square, forming line cg.



When you remove the square
from a golden rectangle,

you are left with another
golden rectangle.

4

Project the line de along the base
of the square, forming line dk.

5

Draw the new rectangles efgh
and efkj.

Both rectangles efgh and efkj

have the proportions of the golden
section; the relationship of eh to gh
is the same as the relationship of gh
to (eh + gh). Similarly, the relation-
ship of ej to jk is the same as the
relationship of jk to (ej + jk)—all are
1:1.618.




108  Fibonacci sequence
Another useful model when
considering proportions is the
Fibonacci sequence. Named for
ltalian mathematician Leonardo
Fibonacci (c.1170—1240), a Fibonacci
sequence describes a sequence in
which each number is the sum of
the two preceding numbers:

0

1

1 [1+0]

2 [1+1]

3 [1+9]
5 [2+3]
8 [3+5]
13 [5+8]
21 [8+13]
34 [13+21]

As the numbers in a Fibonacci
sequence increase, the proportion

between any two numbers very i
closely approximates the proportion —
in a golden section (1:1.618), For ‘_,,"'
example, 21:34 approximately equals ’
11,618, Nature is full of examples Above, a spiral describ-
of the Fibonacci sequence and the ing a Fibonacci series (and
golden section, from the intervals of the growth of a chambered
branches on a tree to the shell of a nautilus). The red rectangle
chambered nautilus. on the upper right approxi-
mates a golden section. As
Fibonacci's sequence always began each square in the sequence
with 1 but the proportion between is added, the orientation of
any two numbers remains constant the golden section changes
when the sequence is multiplied: 2 3 from vertical to horizontal.
5

o 0 0

2 3 4 Left, one of the many exam-

2 3 4 ples of a Fibonacci sequence

4 6 8 is the musical octave as

6 9 12 seen on a piano—eight white
10 15 20 keys and five black keys
16 24 32 (separated into a group of
26 39 52 two and a group of three).
42 63 84
68 102 136




Series of type sizes based on a
Fibonaccl sequence:

The basic sequence
(beginning at 1):

5 pt, 8 pt, 13 pt, 21 pt, 34 pt,
and 55 pt.

The sequence doubled:
6 pt, 10 pt.,, 16 pt., 26 pt, 42 pt.,
and 68 pt.

The first and second sequences
interlaced:

6 pt, 8 pt, 10 pt, 13 pt, 16 pt,
21 pt,, 26 pt., 34 pt, and 42 pt.

Compare with a straightforward
arithmetic sequence (+5):

5 pt, 10 pt,, 15 pt., 20 pt, 25 pt.,
30 pt, 35 pt, and 40 pt

Or, a geometric sequence (x2):
4 pt, 8 pt, 16 pt, 32 pt, and 64 pt.

.raAa AQ Aa Aa
raAa Ad Aa Aa

wraha Aa Aa A Aa Aa Aa

..AaAa Aa Aa Aa Aa

Aa AQ Aa

109
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+16

420

Sheet

Traditional page sizes

For the first 300 years of printing,
the standard printing sheet ran
anywhere between 16 x 20 in (406 x
508 mm) and 19 x 24 in (482 x 60g
mm). Page sizes were referred

to as folio (half sheet), quarto (quar-

ter sheet), and octavo (eighth sheet).

Specific dimensions of these page
sizes varied according to size of the
basic sheet. Note that only the folio
and octavo sizes approximate the
golden section.

i10 R ,, Folio

+16

Octavo

Quarto

Standard American paper sizes
In American printing (and in those
countries dependent upon American
suppliers), most paper sizes are
based on a page size of 85 x 11in
(216 x 279 mm) or g x 12 in (229 x
305 mm). As you can see opposite,
these sizes derive from the tradi-
tional sheet, although they have
been modified based on the econo-
mies of the current standard print-
ing sheet. There is no longer any
relationship to the golden section
except for the 5.5 x 85 in (140 x 216
mm) sheet.



8.5 x 11 in (216 x 279 mm) sheet
Aspect ratio 1:1.294

5.5 x 8.5 in (140 x 216 mm) sheet
Aspect ratio 1:1.545

9 x 12 in (229 x 355 mm) sheet
Aspect ratio 1:1.333

6 x 9 in (152 x 229 mm) sheet
Aspect ratio 1:1.5

m
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Al

Ab

AT

w10

AB

A2

AO
Al
A2

Ab
AB
AT

A9
A10

mnn

[T |

([

841 x 1189 mm
594 x 841 mm
420 x 594 mm
297 x 420 mm
210 x 297 mm
148 x 210 mm
105 x 148 mm
74 x 105 mm
52 x 74 mm
37 x 52 mm
26 x 37 mm

An AD sheet, divided into
component parts. An A0 sheet
measures exactly Tm2.

Approximate inches
33.1x468in
234 x331in
165 x 234 in
117 x 165 in
83x11.7 in
58x83in
41x58in
29x 4.1 in
2x29in

1.5 x2in
1x15in



Relative size and proportion of
A4 (black), 8.5 x 11 in (216 x

279 mm; red), and golden section

taken from A4 (dotted black)
and 85 x 11 in (216 x 279 mm;
dotted red)

European paper: the SO system
In Europe—and many other parts
of the world—paper sizes are
based on what is called the 1ISO
(International Organization for
Standardization) system.

The ISO system was originated at
the beginning of the 20th century
by Nobel laureate Wilhelm Ostwald,
who proposed an aspect ratio of 1
to the square root of 2 (1.414) as the
basis for all printed matter—from
postage stamps to oversized post-
ers. The beauty of this ratio is that
any sheet of paper trimmed to this
format, when cut or folded in half,
produces a sheet with exactly the
same aspect ratio (1:1.414). The basic
ISO sheet sizes are:

A0 (841 x 1189 mm)
BO (1000 x 1414 mm)
C0 (917 x 1297 mm)

In practical applications, the A series
is the basic page size (A4 is the
equivalent of the American 85 x

11 inch sheet). The B series is often
used for books and flyers; this book
is trimmed to the B5 format (6.9 x
9.8 in; 176 mm x 250 mm).

Other than the mathematical
elegance of the ISO system and

the possible esthetic preference for
its proportions, nothing necessarily
recommends |SO over American
format other than use. And there is
nothing to say that only standard
sizes are appropriate for any particu-
lar task, as we shall see later.

13
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Components of the text page

When designing a book with sequen-
tial text, we need to be familiar with
the terms that describe what makes

up a page.

Recto

The right-hand page. In book work,
this page is always odd-numbered
(i.e. page 1 is always a recto).

Verso
The left-hand page. This page is
always even-numbered.

Text page

(Top) This is the area of the page
that is used exclusively for text.

The size of this area depends upon
several factors: the size of the page
itself, the size of the text type, and
the length of a line of text. Common
sense should dictate all three. For
example, a book meant to be hand-
held can be much smaller than a
book intended to rest on a flat read-
ing surface. Text type should typically
be readable approximately half a
meter (19 inches) away from the eye.
Finally, the ideal line length is no
more than 65 characters maximum.

Margins

(Bottom) This is the part of the page
where text isn't. This area must
be large enough to accommodate
any marginalia (see following), the
amount of paper hidden by the
book’s binding, and, perhaps most
importantly, the space needed for
one's hands —specifically one’s
thumbs—to hold the book open
without obscuring the text

Verso

Top: A spread showing text pages

Bottom: A spread showing margins



Folios /headers

Folios (page numbers) and headers
are material in the margins that tells
the reader where he or she is in the
text. Depending where on the page
they appear, headers are referred to
as running heads (top), running
shoulders (sides), or running feet
(bottom). Headers may display

the book or part title on the verso
and the chapter title on the recto,
or chapter title on the verso and
subsection title on the recto. Folios

may appear in any of these locations.

(See also pages 186—187)

@

=

@

1

Running heads

2

Running shoulders
3

Running feet

@
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Placing text on a page

1.5

ipsum dolor sit amet, consectetuer adipiscing el
nibh eui ineids

d ut

diam

velit esse

dignissim qui
duis dolore 2

volurpat. Ut wisi enim ad mini
Samas g ER
ea commodo consequat. Duis sdtem vel eam iriure in e

hendrerit in vulputate velit,

h

illugd dolore en feogiat nulla
et justo odio di
zzril delenit

is nisl ut aliquip ex exerci

molestie consequat,
illum dolore eu feugiat Aulla facilisis ar vero eros et
accumsan et fusto odio/dignissim qui blandit praesent

luptatom zzril delenit duis dolore te feugait oulla

facer possim agdum. Lorem ipsum dolor sit
iscing elit, sed diam nomummy ni

is at vero cros et
im qui blandit praesent
duis dolore te frugait nulla

11 | 1 gexeomes
euismod

valutpat.

dol magna aliquam erat volupar Ut wisi
inint, veniam, quis nostrud exercd tatio
suscipit lobortis nisl ut aliquip ex ea
Dhuis vel com iriure dolor in
ie consequat,
nulla facilisis\at vero eros of accumsan et iusmo odio

nim ad

consequat.
it in vulputate
um dolore eu feugiat

Toptatum zeril delenit augue
ing elit, sed diam nomammy nibh 2
dolore magna aliquam erat

wisi enim, ad minim veniam, quis nostrud

ullsmeorper

consequat.
endrerit in vulputate velit

illum dolore eu feugiat
sccumsan et iusto odio digniss
luptaturn zzril delenit augue duis‘dolore te feugait ouolla

facilisi. Nam liber tempor cum
congue nihil imperdiet doming id
possim assum. Lorem ipsum ‘dolor sit amet,
adipiscing elit, sed diam

ipit lobortis nisl ut aliquip ex
is autem vel eum irure dolor in
molestie consequat, vel
facilisis at vero eros et
qui blandit praesent
is eleifend opti

my nibh

comsecteruer

cuismod ut lsoreet dolore magna erat tincidunt vt laoreet dolore aliquam crat

volutpat. wisi enim ad minim veniam, nostrod volutpat. Ut wisi enim ad minim veniam, guis nostrud

exerci tation ullamcorper suscipit lobortis nisi ot aliquip ex exerd tation suscipit lobortis nis] ex

e consequat. Duis sutem vel iriure dolor in ea commodo Duis autem vel eum iri olor in
it in volputate velit esse estie consequat, vel hendrerit in wvul velic esse molestie el

illum dolore ew feugise. nulla facilisis ar vero et
sccumsan et justo odio i

luptatam zzril delenit sugue

im qui blandit
dolore te frugait

Just as the golden section can be
seen as one ideal of proportion,
there is also an ideal layout based
on the golden section. Shown above,
this layout has been considered an
ideal since the creation of illumi-
nated books in the Middle Ages,
although by the advent of printing
it was a ‘custom more honored in
the breach than the observance’
(Shakespeare).

The rules for this layout are simple:

1

The height of the text field equals
the width of the full page ().

2

The placement of the text field is
determined by the diagonals that
describe both the page and the field.
3

The margins at the gutter of the
spread (along the spine of the book)
define 1 unit of measure. The margin
at the top of the page equals 1.5
units. The margins to the outside

of the page equal 2 units. And the
margin at the bottom equals 3 units.

Note that part of what makes this
layout appealing is the tension
created by the different margins.
Text occupies approximately 40%
of the page area.




ipsum dolor sit amet, consectetner adipiscing elit,
sed nonummy nibh evismod tncidunt ut laorest
dalore aliquam erat volutpat. Ut wisi enim ad

suscipit Jobortis nistat alquip ex ea commodo L
Duis autem vel eum iri in hendrerit i valputate
welit esse molestie consequar, wel illom dolopt en fengiat
nulla facilisis at vero eros et et ji odio dignis-
sim qui blandit pracsent luptatum t augue
duis dolore te feugait nulla facilisi. i dolor
=it amet, dipiscing sed diam

nibh enismod tncidunt ut dolore magna aliq
crat volutpat. Ut wisi enim weniam, quis

exerci tation ullamcorper suscipit lobortis nisl ut aliquip ex
ea commaodo consequat. Duis autem vel eum irfure dolor
in hendrerit in vulputate velit esse molestie consequar, vel

ilham dolore ew nulla facilisis at vero eros et acoum-
san et ivsto odio im qui blandit praesent luptatum
zzril delenit duis dolare te feagait nulla facilisi. Nam
liber tem saluta nobis eleifend option congue nihil
i ing id quod mazim placerat facer possim
assum. ipsum dolor sit amet, consectetuer adipise-

ing clit, sed diam nomammy nibh euismod tincidunt ot
dolore magna aliquam erat volutpat. Ut wisi enim
‘minim veniam, quis nostrud exerc tation ullameorper
suscipit Jobortis nis] ut aliquip ex ea commodo consequat.
Dhuis autem vel eum iriure dolor in hendrerit in valpatate
welit esse molestie consequat, vel illum dolore eu feugiat
nulla facilisis at vera eros ct accumsan et fusto odio dignis-
sim qui blandit praesent luptatum zzril delenit augue duis

ipsum dolor sit amet, consectetuer adipiscing
diam nonummy nibh evismod tincidunt ut
magna aliquam erat vohurpat. Ut wisi engot’ad

suscipit is nisl ut aliquip ex ea eonsequat.
Duis eum iriure dolor i it in vulputate

velit esse ie consequat, yel ilhom dolore eu feugiat

nulla facilisis at eros f accumsan et insto odio dignis-
sim qui blandit Toptatum zzril delenit sugue
duis dolore & nulla facilisi. Lorem ipsum dolor

Ut wisi minim veniam, quis nostrud

i tation ullameorper suseipit lobortis nisl ut aliquip ex

e commodo consequat. Duis

in headrerit in vulputate velit esse molestie consequat, vel

illum dolore en feugiat nulls facilisls at vero eros et acoum-
san et justo odio dignissim qui blan: lupratum
zril delenit sugue duis dolore la facilisi. Nam
liber tempar com soluta nobis eleifend opton congue nibil
imperdiet doming id quod mazim placerat possim
assum. Lorem ipsum dolor sit amer, adipise-
ing chit, sed diam nibh enismod tinc ut

laoreet dolore magna aliquam erat volutpar. Ut wisi enim
ad minim veniam, quis nostrud ezerd tation

suscipit lobortis nisl ut aliquip ex es commodo

Duis autem vel eum iriure dolor in hendrerit in

welit esse molestie consequat, vel illum dolore eu feagiat
nulla facilisis at vero eros et sccumsan et fusto odio dignis-
sim qui blandit praesent luptatum eril delenit augue duis

85 x 11 in (216 x 279 mm)

The requirements of contemporary
printing take us far away from the
medieval ideal. The examples above
show how the layout principle in
the golden rectangle page (width of
page equals height of text) do not
convert to an 8.5 x 11 in (216 x 279
mm) or an A4 sheet. Clearly, the
proportions of these pages require
their own set of rules. We live in an
era when xerography rules, and, as
often as not, whatever comes most
easily out of the copier or laser
printer determines the most appro-
priate paper sizes—none of which
approximates a golden rectangle.

A4

Book printing allows for more
freedom in choosing page sizes,

but economies of paper typically
demand far narrower margins and
longer lines than the ancients would
have tolerated (look at any textbook).
Commerce demands printed pieces
that are best suited to sizes and
shapes of paper unimagined in 1455
(consider flyers, mailers, brochures,
folders, schedules—and on and on).
Very few of the messages in these
pieces demand the kind of sustained
reading best served by a single field
of text carefully placed on the page.

So typographers now operate in a
world where readability, meaning,
clarity, and appropriateness are
constantly being tested against the
realities of the marketplace and the
specific requirements of the page.
Our task becomes that of applying
what we can of the old principles to
contemporary situations.

ny
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Because reading is a physical act,
the first goal of designing text is to
make the experience pleasurable.
On the page opposite, a first page
of text (in this case, Jane Austen's
Pride and Prejudice) displays
several of the considerations that
contribute to successful text setting.
Page size (B5) makes for a portable
book, comfortable in the hand, easy
to read in a variety of environments.
Margins provide adequate room for
the reader to hold the pages open
without obscuring text. Type size and
leading (11/14 Janson Text) is clear
to the reader when the book is held
at arm's length. Moderate line length
(approximately 65 characters) helps
prevent fatigue as the eye jumps
from the end of one line to the
beginning of the next.

While satisfying the larger require-
ments, text design allows for a
variety of details that can ornament
the page without intruding on easy,
pleasurable reading. Some of the
widely used options for chapter
openers are displayed on this page.

Note that title pages do not have
headers, but do have folios.

Chapters always begin on a recto.
The first line of text after a head
typically does not indent.

ok o Fortume s b st of 4w,
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Text: flush left, ragged right
Head: Centered, rule above
Folios: Flush out

Chapter I

| P ——_——

properny of wume st o st of i dinghioes.
My doer M Beronce i iy 2 birm ey, e o b
e Noarad Park b o s

e e A i
Bt e o s

i
o o el e i i g

W e

o b i o g

Text: Justified

First line: Drop cap

Head: Flush left, rule above
Folios: Flush out

Text: flush left, ragged right
First line: Centered indent with
initial cap

Head: Centered italic

Folios: Centered

L
o oo oorpns mmun b B v o 4 i,

=gl gy of e e o e of e denghems
My doar M. Ban,” vl D Ty %0 s e i, D e Dol
et Netherfield Pack in Lot ot lal”
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ety
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Thlewas vieion smcmph.

Text: flush left, ragged right, line
space between paragraphs
First line: Initial cap

Head: Flush left

Folios: Flush out

Opposite: Flush left head and
text, paragraph indent 1 em. Note
that the folio aligns visually with
the right rag, not with the abso-
lute right edge of the text page.










PRIDE AND PREJUDICE

“Oh, single, my dear, to be sure! A single man of large fortune —four
o five thousand a year. What a fine thing for our girls!

“How 507 How can It affect them?'

“My dear Mr. Bennet,’ replled his wife, "how can you be so tiresome?
‘You must know that | am thinking of his marrying one of them."

Is that his design In settling here?"

CHAPTER ONE

“Deslgn? nonsense, how can you talk so! But it is very lkely that he
may Fall in love with one of them, and therefore you must visit him as
s00n as he comes.”

“I see no occasion for that. You and the girls may go, or you may
send them by themselves, which perhaps will be still better; for as you

_are as handsoma as any of thee, Mr. Bingley may like you the best

PRIDE AND PREJUDICE

“Oh, single, my dear, to be surel A single man of large fortune —four
of five thousand & year. What a fine thing for our gifs!"

“‘How so0? How can Tt affect them?

My dear Mr. Bennet,’ replied his wife, "how can you be so tiresome?
You must know that | am thinking of his marrying one of them."

Is that his design in settling here?

CHAPTER ONE

“Design? nonsense, how can you talk sol But it ks very likely that he
may fall in love with one of them, and therefore you must visit him as
soon as he comes.”

*I see no occasion for that. You and the girls may go, or you may
sand them by themsetves, which perhaps will be still better; foras you

are as hand: of them, Mr. may like you the best

PRIDE AND PREJUDICE

“Oh, single, my dear, to be sure! A single man of large fortune —four
or five thousand a year. What a fine thing for our girls!"

“How 507 How can it affect them?'

"My dear Mr. Bennet,” replied his wife, *how can you be so tiresome?
You must know that | am thinking of his mammying one of them.

“Is that his design in settling here?*

CHAPTER ONE

“Design? nonsense, haw can you talk so! But it is very likely that he
may fall in love with one of them, and therefore you must visit him as
so0n as he comes.’

*I se# no occasion for that, You and the girls may go, or you may
mmwmwnmmummhmm

f them, Mr. may like you the best

PRIDE AND PREJUDICE

“Oh, single, my dear, to be sure! A single man of large fortune —four
or five thousand a year. What a fine thing for our gifs!*

“How sa? How can It affect them?'

“My dear Mr. Bennet,’ replled his wife, how can you be so tiresome?
‘You must know that | am thinking of his marrying one of them."

‘Is that his design in settling here?*

CHAPTER ONE

“Deslgn? nonsense, how can you talk sol But it Is very lkely that he
may fall in kave with one of them, and therefore you must visit him as
s00n s he comes.”

*I see no occasion for that. You and the girls may go, or you may
send them by themselves, which perhaps will be still better; for as you
are a5 handsome as any of them, Mr. Bingley may Uka you the best

2 PRIDE AMD PREJUDICE

“Oh, single, my dear, to be sure! A single man of large fortune —four
or five thousand & year. What & fine thing for our girls!"

“How so? How can It affect them?'

My dear Mr. Bennet,’ replied his wife, how can you be so tiresome?
Yau must know that | am thinking of his marrying one of them.”

Is that sign in settling here?

CHAPTER ONE 3

“Design? nonsense, how can you talk so! But it ks very likely that he
may fall in love with one of them, and therefore you must visit him as
so0n as he comes.”

*I se no occasion for that. You and the girls may go, or you may
sand them by themsebves, which perhaps will be still better; for as you
are as handsome as any of them, Mr. may like you the best
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Opposite: Sans serif text (10.5/14 Above: Five simple variations

Meta Book) set flush left, ragged on placement of running heads:

right, paragraph indent 1 em. centered, centered with rule

Note that the folio and running above, flush out, flush left with

head align left with the text. rule above, and flush in with
folios flush out The possibilities
go on.

It should be easy to imagine
that the possibilities are just as
numerous for placement of folios.
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Front matter, back matter

Material preceding or following the
text proper is called front matter
and back matter. The content

and sequencing of these pages has
evolved over the centuries since
Gutenberg, and continues to be
adjusted to fit particular circum-
stances (the Table of Contents

and Introduction in this book,

for instance, begin on versos as
opposed to rectos). Consider the list
here to be suggestive, and, except
for pages i—iv (half title through
copyright page), not prescriptive.

Pages in front matter are numbered
in lowercase roman numerals, Back
matter pages continue the arabic
numerals of the text. The visual
presentation of these pages should
grow logically out of the typefaces,
type sizes, and margins used in the
main body of the text.

ron Bty of Tom Jomss, & rminiima

History of
Tom Fones,

A FOUNDLING

Henry Fielding

Page |
Half title

(ontents

o Do

u Gl
The meradunsion to the waek, or bl of fie o the o

W g

‘Brdye: Albworiy, b drics.
& Gl

[E——r———

LN i

ke et cocdenceuicn of Mis Bridges Ahwurry.

Table of contents

Page iii
Full title
(Page ii—frontispiece —is blank)




Front matter

These pages include everything
that precedes the first page of
Chapter One.

i

Half title

(also called bastard title)

The first page, containing only
the title of the book. No folio on
this page.

i

Frontispiece

Although typically blank, the page
opposite the title page may display
artwork. In some cases, it lists other
books by the same author. No folio
on this page.

iiii

Title page

The page shows the title, subtitle,
author's name, and publisher. If the
book is a new edition of a previ-
ous publication, the number of the
edition will appear after the title. No
folio on this page.

iv
Copyright page
This page lists the rights for the

book, as well as any other important

bibliographic information.

No matter where the front matter
ends, remember that the text proper
begins on page 1, which is always

a recto.

Dedication/epigraph/acknowl-
edgments

This page is the author's chance to
thank those who helped him or her,
or to provide a quote that sets the
tone for the text.

Table of contents

This page is treated as any first
page in a chapter of text. The table
of contents takes as many pages
as required.

Foreword/introduction/preface
The foreword is typically written by
someone other than the author. The
introduction states the goals of the
book. The preface describes the
book’s origins, and may include the
acknowledgments.

Back matter

These pages round out the text,
explaining technical terms, expand-
ing notes, citing sources, cross-
referencing important terms, and
describing the physical production
of the book. It may (but does not
have to) include:

Appendix(ces)

Addendum

This material is supplemental to, and
typically supports, the main work.

Glossary

This contains alphabetized defini-
tions of words and terms central
to a full understanding of the text.

Bibliography

This is a list, alphabetized by author,
citing texts that inform, or have been
quoted in, the book. It also includes
websites, listed separately.

Footnotes

These may occur at the foot or the
shoulder of the page where cited, at
the end of the chapter, or at the end
of the book.

Index

This is an alphabetized list of key
names or terms used in the text,
followed by the pages on which
they appear.

Colophon

The colophon is a brief description
usually located at the end of a book,
describing production notes relevant
to the edition and may include a
printer's mark or logotype.
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Indicating paragraphs

There are several options for indicat-
ing paragraphs. In the first example,
(top left) we see the pilcrow (1), a
holdover from medieval manuscripts
and seldom used today.

In the second example (top right),
paragraphs are indicated simply

by the start of a new line. If you
employ this method, keep in mind
that a long line at the end of one
paragraph may make it difficult to
read the start of the next. Similarly,
a sentence within a paragraph that
happens to fall at the beginning

of a line may be mistaken for a

new paragraph.

The example shown bottom left

(and throughout this book) is a line
space between paragraphs. Some
designers occasionally set this space
to be less than a full line, a solution
that can be elegant in pages with a
single column of text, but one that
works against cross-alignment in
layouts with multiple columns.

In the example bottom right, you

can see the standard indentation.
Typically, the indent is either an em—
the size of the type—or the leading
(as shown in this example—in this
case, 135 pts).

The nonsense words used on
the pages shown here are called
‘greeking, despite the fact that
most of the words are Latin

or corruptions of Latin words.
Typesetters have used greeking
files to generate sample type
since the 16th century. For the
history and source of greeking,
go to www.lipsum.com.

ullamcorper suscipit lobc
ex ea commodo consequz
vel eum irfure dolor in h
tate velit esse molestie co
dolore eu feugiat nulla fa
et accumsan et iusto odig
blandit praesent luptatun
augue duis dolore. Ut1|
minim veniam, quis nosti
ullamcorper suscipit lobc
ex ea commodo consequA
eum iriure dolor in hend
velit esse molestie consec
dolore eu feugiat nulla fa
et accumsan et iusto odic
blandit praesent luptatun
augue duis dolore te feug
Nam liber tempor cum s

eleifend option congue n
doming id quod mazim p

Lorem ipsum dolor sit ar
adipiscing elit, sed diam 1
euismod tincidunt ut laol
aliquam erat volutpat. U
minim veniam, quis nos |
ullamcorper suscipit lobg
ex ea commodo consequs

Duis autem vel eum iriur
drerit in vulputate velit e
sequat, vel illum dolore €
facilisis at vero eros et ac
odio dignissim qui blandi
tum zzril delenit augue d
gait nulla facilisi. Lorem
amet elit, sed diam nonu
mod tincidunt ut laoreet
quam erat volutpat.

Ut wisi enim ad minim v

Lorem ipsum dolor sit at
adipiscing elit, sed diam 1
euismod tincidunt ut laot
aliquam erat volutpat.
Dhuis autem vel eum iriur
drerit in vulputate velit e
sequat, vel illum dolore €
facilisis at vero eros et ac
odio dignissim qui blandj
tum zzril delenit augue d
gait nulla facilisi.
Lorem ipsum dolor sit at
nonummy nibh euismod
laoreet dolore magna alic
pat.
Ut wisi enim ad minim v
trud exerci tation ullamex
lobortis nisl ut aliquip ex
consequat. Duis autem vt
dolor in hendrerit in vuly

Lorem ipsum dolor sit zuJ
adipiscing elit, sed diam
euismod tincidunt ut laoz
aliquam erat volutpat. Ut
minim veniam, quis nost
ullamcorper suscipit lobg
ex ea commodo consequ

Duis autem vel eum i
hendrerit in vulputate ve!
consequat, vel illum dolo
facilisis at vero eros et ac
odio dignissim qui blandi
tum zzril delenit augue d
gait nulla facilisi. Lorem
amet elit, sed diam nonu
mod tincidunt ut laoreet
quam erat volutpat.

Ut wisi enim ad minir
nostrud exerci tation ulla
lobortis nisl ut aliquip ex




Lorem ipsum dolor sit amet, consectetuer
adipiscing elit, sed diam nonummy nibh
euismod tincidunt ut laoreet dolore magn
aliquam erat volutpat. Ut wisi enim ad
minim veniam, quis nostrud exerci tation
ullamcorper suscipit lobortis nisl ut aliqui
ex ea commodo consequat.

Duis autem vel eum iriur
dolor in hendrerit in vulputate velit esse
molestie consequat, vel illum dolore eu
feugiat nulla facilisis at vero eros et accur
san et iusto odio dignissim qui blandit
praesent luptatum zzril delenit augue duis
dolore.

Ut wisi enim ad minim
veniam, quis nostrud exerci tation ullam-
corper suscipit lobortis nisl ut aliquip ex e
commodo consequat. Duis autem vel eum
iriure dolor in hendrerit in vulputate velit

Above, two less predictable methods
for indicating new paragraphs. In

the first, type indents radically. This
approach requires great care if the
creation of widows (see page 136) at
the end of the paragraph (as seen

in the second paragraph above) is to
be avoided. In the second example,
the first line of the paragraph is
exdented (as opposed to indented).
This method creates unusually wide
gutters between columns of text.
Despite these problems, there can
be strong compositional reasons for
considering either option.

esse molestie consequat, vel illum dolore

Lorem ipsum dolor sit amet, consectetuet!
adipiscing elit, sed diam nonummy nib
euismod tincidunt ut laoreet dolore
magna aliquam erat volutpat. Ut wisi
enim ad minim veniam, quis nostrud
exerci tation ullamcorper suscipit lobot
tis nisl ut aliquip ex ea commodo cons¢
quat.

Duis autem vel eum iriure dolor in hen-
drerit in vulputate velit esse molestie
consequat, vel illum dolore eu feugiat
nulla facilisis at vero eros et accumsan
et iusto odio dignissim qui blandit prae
sent luptatum zzril delenit augue duis
dolore.

Ut wisi enim ad minim veniam, quis nos-
trud exerci tation ullamcorper suscipit
lobortis nisl ut aliquip ex ea commodo
consequat. Duis autem vel eum iriure
dolor in hendrerit in vulputate velit ess
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Highlighting text

Lorem ipsum dolor sit amet, cont
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet doldI
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exerc
ullamcorper.

Suscipit lobortis nisl ut aliquip ex ea
consequat. Duis autem vel eum iviur
hendrerit in vulputate velit esse moly
quat, vel illum dolore eu feugiat nul,
at vero eros et AcCUmMSan.

Tusto odio dignissim qui blandit f
luptatum zzril delenit augue duis
feugait nulla facilisi. Lorem ipsun

sit amet. cansectetner adiniscing

Italic type

Some simple ways to highlight
content within a column of text are
shown here. Note that different
kinds of emphasis require different
kinds of contrast.

Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonum
euismod tincidunt ut laoreet dola
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exert
ullamcorper.

Suscipit lobortis nisl ut aliquip!
commodo consequat. Duis aut
eum iriure dolor in hendrerit i
tate velit esse molestie conseqi
illum dolore eu feugiat nulla fa
vero eros et accumsan,

Iusto odio dignissim qui blandit f

luptatum zzril delenit augue duis

fengait nulla facilisi. T.arem ineun

Boldface serif type

In the first example, type is high-
lighted with italic, in the second
with boldface. In terms of ‘color] the
contrast established by the bold

is obviously clearer. In the third
example, a sans serif bold (Univers
75) is used instead of the bold serif
type (Janson) for even stronger
contrast. In this example, the size of
the Univers 75 has been reduced to
8.5 pts. to make its x-height match
that of the 10 pt. Janson (see detail
opposite). Finally, the actual color
itself is changed from black to red
(refer to the discussion on page 85).



Lorem ipsum dolor sit amet, con;
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolg
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer

ullamcorper.

Suscipit lobortis nisl ut aliquip

commodo consequat. Duis au
eum iriure dolor in hendrerit in
tate velit esse molestie conseq
illum dolore eu feugiat nulla f
vero eros et accumsan.

Tusto odio dignissim qui blandit

luptatum zzril delenit augue duis
fengait nulla faeilisi T.arem inen

Boldface sans serif type

Lorapsum

Lorgsum

Matching x-heights between
typefaces. Top, 8.5 pt. Univers 75
against 10 pt. Janson. Bottom,
10 pt Univers 75 against 10 pt.
Janson. (Examples at 400%.)

Colored type

Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolo
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exert
ullamcorper.

Suscipit lobortis nisl ut aliquip ex
modo consequat. Duis autem vel
ure dolor in hendrerit in vulputat
esse molestie consequat, vel illum
eu feugiat nulla facilisis at vero e1
accumsan.

Tusto odio dignissim qui blandit g
luptatum zzril delenit augue duis

feneait nulla faecilisi. T.arem ineun
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Lorem ipsum dolor sit amet, con!
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolg
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer
ullamcorper.

Suscipit lobortis nisl ut aliquip ex
modo consequat. Duis autem vel
ure dolor in hendrerit in vulputa

esse molestie consequat, vel illu
eu feugiat nulla facilisis at vero e
accumsan.

Tusto odio dignissim qui blandit g
luptatum zzril delenit augue duis|
fenoait nulla facilisi T.arem insun

Reversed type

Here, the type has been highlighted
by placing it in a field of color. In
the first example, the type has
simply been dropped out of a field
the same color as the text. In the
third example, the type is surprinted
over a field in a second color. In
both instances, the left axis of the
type remains constant. The fields
are expanded to accommodate the
type. Keep in mind the importance
of a gutter between columns large
enough to allow space between two
color fields.

Lorem ipsum dolor sit amet, con:
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolg
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer(
ullamcorper.

Suscipit lobortis nisl ut aliquip ¢
commodo consequat. Duis aute
eum iriure dolor in hendrerit i

velit esse molestie consequat, v
dolore eu feugiat nulla facilisis 3
eros et accumsan.

Tusto odio dignissim qui blandit f
luptatum zzril delenit augue duis
feneait nulla facilisi T.arem inenn

Reversed, indented type

Maintaining a consistent left type
axis in these two examples facili-
tates reading, without compromising
the purpose of the highlight. If the
fields were to align with the text
margins and the type subsequently
indented (the second and fourth
examples), reading suffers.



Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolo
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer
ullamcorper.

Tusto odio dignissim qui blandit
luptatum zzril delenit augue duis

fenoait nnlla facilici T.arem insn

Surprinted type

Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolo
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer

ullamcorper.

Tusto odio dignissim qui blandit
luptatum zzril delenit augue duis
fenoait nulla facilici T.arem inen

Surprinted, indented type
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Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolo
aliquam erat volutpat:

* Ut wisi enim ad minim veniam
® Quis nostrud exerci tation ullan
suscipit
® Lobortis nisl ut aliquip ex ea ca
consequat.

Duis autem vel eum iriure dolor
drerit in vulputate velit esse mole
sequat, vel illum dolore eu feugia
facilisis at vero eros et accumsan
odio dignissim qui blandit praese
tum zzril delenit augue duis dolo

gait nulla faeilisi T.arem inenm d

Exdenting text

Sometimes it's necessary to place
certain typographic elements outside
the left margin of a column of type
(exdenting, as opposed to indenting)
in order to maintain a strong visual
axis.

Notice, in the first example, that
even though the bulleted list aligns
with the left type margin, the bullets
themselves produce obvious indents,
thereby weakening the left axis. In
the second example, the bullets have
been exdented, maintaining the axis.

Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonumm
euismod tincidunt ut laoreet dolc
aliquam erat volutpat:

* Ut wisi enim ad minim veniam

¢ Quis nostrud exerci tation ullamc
suscipit

* Lobortis nisl ut aliquip ex ea com
consequat.

Duis autem vel eum iriure dolor
drerit in vulputate velit esse mole
sequat, vel illum dolore eu feugia
facilisis at vero eros et accumsan
odio dignissim qui blandit praese
tum zzril delenit augue duis dolo:

gait nulla facilici T.arem inenm d




“Lorem ipsum dolor sit amet, con
adipiscing elit, sed diam nonummn
euismod tincidunt ut laoreet dolg
aliquam erat volutpat. Ut wisi en
minim veniam, quis nostrud exer:
ullamcorper suscipit lobortis nisl
ex ea commodo consequat.

“Duis autem vel eum iriure dolot
drerit in vulputate velit esse mole
sequat, vel illum dolore eu feugia
facilisis at vero eros et accumsan

odio dignissim qui blandit praese
tum zzril delenit augue duis dolo
gait nulla facilisi. Lorem ipsum d

amet, consectetuer adipiscing elit
diam nonnmmuy nihh enismnd tin

This is a good time to point out that 131
a prime is not a single quote or an
apostrophe, nor are double primes

quotes. Compare:

' 1
" un

The prime is an abbreviation for feet
or for the minutes of arc. The double
prime is an abbreviation for inches or
the seconds of arc. Because of the
limited number of keys, they were
used on typewriters as substitutes
for single and double quotes and
apostrophes, and came to be known
as ‘dumb quotes’ When used as
quotes in typesetting, they aren't just
‘dumb’'—they're criminal.

Quotation marks, like bullets, can
create a clear indent when they

are aligned with the text margin.
Compare the exdented quote at the
top of the column with the aligned
quote in the middle.
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Headlines within text

Many kinds of text have sub-
divisions within major sections (such
as chapters), which are typically
indicated by subheads within the
text. These subheads are labeled
according to the level of their impor-
tance: A heads, B heads, C heads,
etc. (only the most technically written
texts have three or more levels of
subheads). The typographer's task
is to make sure that these heads
clearly signify to the reader both
their relative importance within

the text and their relationship to
each other.

A heads

A heads indicate a clean break
between topics within a section.
They need to offer the reader a
palpable pause, a chance to catch
a breath. Space—typically, more than
one line space —between topics
clearly suggests this sense of
resting. In the first examples here,
A heads are shown set larger than
the text, set in small caps, and set
in bold. The fourth example shows
an A head exdented to the left

of the text.

euismod tincidunt ut laores
aliquam erat volutpat. Ut v
minim veniam, quis nostru
ullamcorper.

A head

Suscipit lobortis nisl ut alic
modo consequat. Duis aute
ure dolor in hendrerit in v

x

euismod tincidunt ut laoreet dolore magy
aliquam erat volutpat. Ut wisi enim ad
minim veniam, quis nostrud exerci tation

ullamcorper.

A head in bold

Suscipit lobortis nisl ut aliquip ex ea com
modo consequat. Duis autem vel eum iri
ure dolor in hendrerit in vulputate velit
esse molestie consequat, vel illum dolore
en fengiat nulla facilisis at vero eros et
accumsan.

Tusto odio dignissim qui blandit prac-
sent luptatum zzril delenit augue duis
dolore te feugait nulla facilisi. Lorem

euismod tincidunt ut laorec
aliquam erat volutpat. Ut w
minim veniam, quis nostru
ullamcorper.

A HEAD IN SMALL CAPS

Suscipit lobortis nisl ut alic
modo consequat. Duis aute
ure dolor in hendrerit in vt

euismod tincidunt

aliquam erat volut
minim veniam, qu

ullamcorper.

A head in bold

Suscipit lobortis n
modo consequat. ]
ure dolor in hend:

esse molestie conﬁ

eu feugiat nulla ll



B heads

Subordinate to A heads, B heads
indicate a new supporting argument
or example for the topic at hand. As
such, they should not interrupt the
text as strongly as A heads do. Here,
B heads are shown in small caps,
italic, bold serif, and bold sans serif.

C heads

Although not common, C heads
highlight specific facets of material
within B head text. They should not
materially interrupt the flow of read-
ing. As with B heads, these C heads
are shown in small caps, italics, serif
bold, and sans serif bold. C heads
in this configuration are followed by
at least an em space, to distinguish
them from the text that follows.

aliquam erat volutpat. Ut w
minim veniam, quis nostru
ullamcorper.

B HEAD IN SMALL CAPS

Suscipit lobortis nisl ut alic
modo consequat. Duis aute
ure dolor in hendrerit in vt

aliquam erat volutpat. Ut v
minim veniam, quis nostru
ullamcorper.

B head in italics

Suscipit lobortis nisl ut alic
modo consequat. Duis aute
ure dolor in hendrerit in vt

aliquam erat volutpat. Ut w
minim veniam, quis nostru
ullamcorper.

B head in bold
Suscipit lobortis nisl ut alic
modo consequat. Duis aute

ure dolor in hendrerit in v

aliquam erat volutpat. Ut w
minim veniam, quis nostru
ullamcorper.

C HEAD IN SMALL CAPS Susc
ut aliquip ex ea commodo ¢
autem vel eum iriure dolor
vulputate velit esse molesti

aliquam erat volutpat. Ut v
minim veniam, quis nostru
ullamcorper.

B head in bold
Suscipit lobortis nisl ut alic
modo consequat. Duis aute

ure dolor in hendrerit in v

aliquam erat volutpat. Ut w
minim veniam, quis nostru
ullamcorper.

C bead in italics Suscipit lo
aliquip ex ea commodo cor
autem vel eum iriure dolor
vulputate velit esse molesti

aliquam erat volutpat. Ut w
minim veniam, quis nostru

ullamcorper.

C head in bold Suscipit I
aliquip ex ea commodo cor
autem vel eum iriure dolor,
vulputate velit esse molesti

aliquam erat volutpat. Ut v
minim veniam, quis nostru

ullamcorper.

C head in bold Suscipit |
aliquip ex ea commodo cor
autem vel eum iriure dolor
vulputate velit esse molesti
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Putting together a sequence of
subheads: hierarchy

Here are three examples of subhead
treatment within text. In the first,
hierarchy of subheads is indicated
by size and style of type. In the
second, a hierarchy of consistently
bold subheads is indicated simply by
the relationship of head to text. In
the third, hierarchy is established by
color of type (bold/italic) and posi-
tion relative to text.

Obviously, there is no single way to
express hierarchy within text; in fact,
the possibilities are virtually limitless.
Once clarity has been established,
the typographer can—and should—
establish a palette of weights and
styles that best suits the material at
hand and the voice of the author.

euismod tincidunt ut laoreet dolo
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exer

ullamcorper.

A head

Suscipit lobortis nisl ut aliquip ex
modo consequat. Duis autem vel
ure dolor in hendrerit in vulputat
esse molestie consequat, vel illum
eu feugiat nulla facilisis at vero er
accumsan.

B HEAD IN SMALL CAPS
Iusto odio dignissim qui blandit g
luptatum zzril delenit augue duis
feugait nulla facilisi. Lorem ipsun
sit amet, consectetuer adipiscing
diam nonummy nibh euismod tin
laoreet dolore magna aliquam er4

pat.

C head in italic Ut wisi enim ad n
veniam, quis nostrud exerci tatiot
corper suscipit lobortis nisl ut ali
commodo consequat. Duis autem
iriure dolor in hendrerit in vulpu




euismod tincidunt ut laoreet dolg
aliquam erat volutpat. Ut wisi eni
minim veniam, quis nostrud exert

ullamcorper.

A head in bold

Suscipit lobortis nisl ut aliquip ex
modo consequat. Duis autem vel
ure dolor in hendrerit in vulputat
esse molestie consequat, vel illum
eu feugiat nulla facilisis at vero et
accumsan.

B head in bold

Tusto odio dignissim qui blandit g
luptatum zzril delenit augue duis
feugait nulla facilisi. Lorem ipsun
sit amet, consectetuer adipiscing

diam nonummy nibh euismod tin
laoreet dolore magna aliquam era

pat.

C head in bold Ut wisi enim ac
veniam, quis nostrud exerci tatio
corper suscipit lobortis nisl ut ahlJ
commodo consequat. Duis autem
iriure dolor in hendrerit in vulpu

A head in bold

euismod tincidunt 1
aliquam erat volutp
minim veniam, quis
ullamcorper.

Suscipit lobortis nis
modo consequat. D
ure dolor in hendre
esse molestie conse
eu feugiat nulla faci
accumsan.

B head in bold
Tusto odio dignissin
luptatum zzril del
feugait nulla facilisi
sit amet, consectety
diam nonummy nik
laoreet dolore magt
pat.

C head in italic Uty
veniam, quis nostru
corper suscipit lobg
commodo consequs
iriure dolor in henc
esse molestie conse
eu feugiat nulla faci
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Widows and orphans

In traditional typesetting (the kind
that still endures among fine book
publishers and conscientious
commercial publishers), there are
two unpardonable gaffes —widows
and orphans.

Awidow is a short line of type left
alone at the end of a column of
text. An orphan is a short line of
type left alone at the start of a new
column. (An easy mnemonic device:
orphans start out alone, widows end
up alone,) Consider the example
opposite. You know already that
text is meant to read as a field of a
more-or-less middle tone. You can
see how an unusually short line at
the top or bottom of a paragraph
disrupts that reading—in fact,
creates a shape that draws attention
away from simple reading.

In justified text, both widows
and orphans are serious gaffes.
Flush left, ragged right text is
somewhat more forgiving toward
widows, but only a bit. Orphans
remain unpardonable.

The only solution to widows is to
rebreak your line endings throughout
your paragraph so that the last line
of any paragraph is not noticeably
short. Orphans, as you might

expect, require more care. Careful
typographers make sure that no
column of text starts with the last
line of the preceding paragraph.

Eleifend option congue nihil imperdiet
doming id quod mazim placerat facer pos-
consectetuer adipiscing elit, sed diam non-
ummy nibh cuismod tincidunt ut laorect
dolore magna aliquam erat volutpar. Ut
‘wisi enim ad minim veniam, quis nostrad
exerci tation ullamcorper suscipit lobortis
nisl ut aliquip ex ea commodo consequat.
Duis autem vel eum iriure dolor in hen-
drerit in vulputate velit esse molestie con-
sequat, vel fllum delore eu feagiat mlla
facilisis at vero eros et accumsan et fusto

/immquihknditmmthw—

| zeril
gait mulla
adip Lorem ipsum
dolor sit amet, consectetuer adipiscing elit,
sed dizm nonummy nibh evismod tin-
cidunt ut lsoreet dolore magna aliquam
erat volutpat. Ut wisi enim ad minim veni-
suscipit lobortis nisl ut aliquip ex ea com-
modo consequat. Duis autem vel eum iri-
dalor in headrerit in vulp wvelit
esse molestie consequat, vel illum dolore
en feugiat mulla facilisis at vero eros et
accumsan et iusto odio dignissim qui
blandit praesent luptatum zzril delenit
sugue duis dolore te feogait nulla facilisi.
Lorem ipsum dolor sit amet, consectetuer
adipiscing elit, sed dism nonummy nibh
aliquam erat vohuotpar. Ut wisi enim ad
minim veniam, quis nostrud exerci tation
ullameorper suscipit lobortis nisl ut aliquip

Two widows and
an orphan (above).

g,

[ &N |
\ liber cum soluta nobis eleifend
-option cgrigue nihil imperdiet doming id

adipiscing elit, sed diam nonummy nibh
enismod tneidunt ut laoreet dolore magna
aliquam erat volutpat. Ut wisi enim ad
ullameorper suscipit lobortis nisl ut aliquip
ex ea commodo consequat. Duis autern vel
eum irfure dolor in hendrerit in valputate
wvelit esse molestie consequat, vel illum
dolore eu feugiat nulla facilisis at vero eros
et accumsan et iusto odio dignissim qui
‘blandit praesent lupratum zeril delendt

e duis dolore te feugait mulla faclis.
II/E;ﬂTdulmmmt,mmu
L







138

Columnar layouts

Lorem ipsum dolor sit amet
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A two-column layout

It is often useful to think of your text
area divided into columns —consis-
tent horizontal intervals that allow
for more than one field of text per
page. Working with columnar layouts
helps you maintain a manageable
line length and allows white space
onto the page in places other than
the margins. Keep in mind the
dynamic relationship between type
size, leading, and line length. Altering
the last always affects the first and
the second.

A three-column layout




The use of columnar layouts in
printing dates right back to
Gutenberg's 42-line bible (1455).

| Lorem ipsum dolor sit amet
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' Lorem ipsum dolor sit amet
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A five-column layout

Notice how a five-column layout
allows for two fields of text and a
third, narrower field for secondary
information, such as notes, author
profile, etc. The narrower field may
in fact be too narrow for any kind of
sustained reading.

An eight-column layout

You can see how this application
does much the same as a five-
column layout, with slightly narrower
fields of text and a wider field for
supplemental information. Obviously,
many other variations are possible.
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Horizontal layouts allow for wider
fields of text, which tend to support
sustained reading more comfortably
than narrower fields.

Lorem ipsum dolor sit amet
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A two-column layout
Lorem ipsum dolor sit amet
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A three-column layout
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A five-column layout

Lorem ipsum dolor sit amet

TR | g, e, - Dt i
) o o, o st
L 5 . : H
faciis. Lorwes ipssem dolor
ooy P
e | et ol dixm
e
o quie momeud ek
— - ol
. i I
dl s sk Mo sl e 4 i Loress ipanan doker
Tempor i e, d di
Dt wisl mmizm

A six-column layout

Six columns allow for two wide
fields and two narrow fields per
page, which can be useful in heavily
annotated documents.
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 Lorem ipsum dolor sit amet

Most often, text layouts will involve
spreads (two facing pages) and
not single sheets. Always keep the
spread in mind when you're setting
up your page. You can see here
how different a spread of horizontal
pages (top) feels from a spread of
vertical pages (bottom).
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Lorem ipsum dolor sit 2

Lorsm ipsum Larem ipsum dolor sit amet, con-

dolor slt amet | scctetucr adipiscing elit, sed diam
nonummy nibh suismod tincddunt
ut laoreet dolore magna ali

consequal
dolore eu feugiat nolla faciliss at

VEro eros et accumaan et fusto odio

met

adiplecing
alit

Sed diam
monwmmy
nibh

Nibh enismod tincidunt ut laoreet
dolore magna aliguam esat volut-
pat. Ut wisi enim ad minim veniam,

drerit in vulputate velit esse
‘molestie consequat, vel illm
dolore en feugiat nulla facilisis ot
WErO eros et accumsan et insto odio
dignissim qui blandit pracsent hap-
atam zzril delenit sugue duis
dolore te feugait nulla facilisi,
Logem ipsum dolor sit amet, con-
sectetuer adip Lorem ipsum dalor

sit amet, consectemuer adipiscing
mod

“Tincidunt ut laoreet dolore magna
aliguam erat volutpat. Uk wisi enim
od prinim veniam, quis nostred

exerei ration ullameorper suscipit
lobortis nisl ut aliquip cx ca com-
‘medo consequat. Duais autem vel
cum iriure dolor in hendrerit in
wulputate velit esse molestie conse-
quat, vel illum dolare eu feugiat
nulla facilisis at yero eros et accum-
blandit pracsent luptatum zril
delenit augue duis colore te feugait
nulla facilisi. Lorem ipsum dolor sit
amet, consectetuer adipiscing elit,
sed diam nonammy nibh eaismod
tincidunt ot lacreet dolore magns.
aliquam erat volutpat. Ut wisi enim
ud minim veniom, quis nostred

Lobortis nisl ut aliquip ex ea com-
‘modo consequat. Druis autem vel

san et insto odio dignissim qui
‘blandit

Veniam quis
nostrud axarel

Prassent hupratum zeril delenit

ut laoreet dolore magna aliquam
erat volurpat. Ut wisi enim ad
‘minim veniam, quis nostrud ezerd
tation ullamearper suscipit lobortis
nisl ut aliquip ex ea commodo con-
sequat. Duis autem vel eum iriure
dolor in hendrerit in volputate velic
esse molestie consequat, vel illum
dolare cu feagiat nulls facilisis at
ero eros et accumsan et usto odio
dignistim qui hlandit praesent lup-
tatum zeril delenit sugue duis

Columnar layouts are effective for
many different formats. Above, a
three-column layout is applied to
each of the three panels on an 85 x
11in (216 x 279 mm) sheet.
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Cross-alignment

Euismod tincidunt ut laoreet
dolore magna aliquam erat

.aliquip ex ea commodo consequat. Duis autem vel eum iriure .
:m"m"i:"utlmd::;' dolor in hendrerit in vulputate velit esse molestie consequat,.....
molestie consequat, vel illum... ... vel illum dolore eu feugiat nulla facilisis at vero eros et accum-
::m’;::"e‘:w:'”f:f:"" ....san et iusto odio dignissim qui blandit praesent luptatum ...
iusto odio dignissim qui blandit zzril delenit augue duis dolore te feugait nulla facilisi. Lorem .
r;m:m: t:z;:uﬁ;"'t ..........ipsum dolor sit amet, consectetuer adipiscing elit, sed diam......
nulla facilisi. Lorem ipsum dolor...... nonummy nibh enismod tincidunt ut laoreet dolore magna ...
aliquam erat volutpat. Ut wisi enim ad minim veniam, quis......
................ nostrud exerci tation ullamcorper suscipit lobortis nisl.ut............
.................... aliquip ex ea commodo consequat. Duis autem vel eum iriure. .
dolor in hendrerit in vulputate velit esse molestie consequat, ...
...vel.illum dolore eu feugiat nulla facilisis at vero eros et accum-
.. SN €E TUSTO Od10. dignissim.qui. blandit praesent luptatum ...........
......................... .. 22111 delenit augue duis. dolore te feugait nulla facilisi. Nam ...
liber tempor.cum soluta nobis eleifend option congue nihil ...
...imperdiet doming id quod mazim placerat facer possim assum.
......................... ... LOTem. ipsum. dolor sit amet, consectetuer adipiscing elit, sed...
.................... iie..diam. nonummy nibh euismod tincidunt ut laoreet dolore...........
..magna aliquam erat volutpat. Ut wisi enim ad minim veniam, .

commodo consequat. Duis.

7/9 Univers 75 x 10p4 10/13.5 Janson x 22p3

Cross-aligning headlines and
captions with text type reinforces
the architectural sense of the page—
the structure —while articulating the
complementary vertical rhythms. In
this example, four lines of caption
type (leaded to g pts.) cross-align
with three lines of text type (leaded
to 13.5 pts.).



Lorem._lpsum

dolo

..Lorem ipsum dolor sit amet, consectetuer

.enismod tincidunt ut laoreet dolore magna

adipiscing elit, sed diam nonummy nibh

aliquam erat volutpat. Ut wisi enim ad
minim veniam, quis nostrud exerci tation

ullamcorper suscipit lobortis nisl ut aliquip
ex ea.commodo consequat. Duis autem vel ...

erat Volutpat

....eum iriure dolor in hendrerit in vulputate

.......................................................................... . VElit esse. molestie consequat, vel illum ..

.dolore eu feugiat nulla facilisis at vero eros......

et accumsan et iusto odio. dignissim qui blan-.

dit praesent luptatum zzril delenit augue duis..

Ut wisi enim ad dolore te feugait nulla facilisi. Lorem ipsum .
minim veniam, dolor sit amet, consectetuer adipiscing elit, ...

sed diam nonummy. nibh enismod tincidunt ...
quis nostrud ...ut Jaoreet dolore magna aliquam erat volut-....
exercltatlon ...pat. Ut wisi enim ad minim veniam, quis..........
............................................................................................................. nostrud exerci tation ullamcorper suscipit..........

lobortis.nisl ut aliquip ex ea commodo................

...nulla facilisis at vero.eros.et. accumsan et

24/27 Janson x 16p (top)
14/18 Univers 75 x 10p4 (bottom)

consequat. Duis autem vel eum iriure dolor.....

.in hendrerit in vulputate velit esse moles-........

tie.consequat, vel illum dolore eu feugiat

10/13.5 Janson x 16p

Above, (top left) one line of headline
type cross-aligns with two lines of
text type, and (bottom left) four lines
of headline type cross-align with five
lines of text type. Later on, we'll look
at ways of choosing proportional text
sizes. For now, if's important simply
to keep in mind this relationship
between different leadings.



146

Expressing hierarchy

In most circumstances, a designer's
first goal is to make material
comprehensible to a reader. In other
words, you should understand the
material well enough to know how
someone else needs to read it to
make the best sense out of it. This
understanding happens on two
levels: content and form.

The recipe on the right is a fairly
straightforward presentation of

the making of an apple tart. With
the exception of one or two terms
specific to cooking, its content does
not require any special knowledge.
However, in its form—the manner in
which information is set and placed
on a page—the process it describes
can be made clearer than it appears
as plain typescript.

To understand the form, you must
first understand the kinds of infor-
mation the recipe contains and

then rank them according to levels
of importance, thereby creating a
hierarchy. In this recipe there are the
following levels of information:

title (1)
subtitles (2)
text (3)

Within the text there are:

ingredient lists (3A)

oven temperature instructions
(3B)

directions (3C)

Successfully setting this recipe in
type requires that you make each
of these distinctions clear to the
reader. Using some of the kinds
of contrast discussed on pages
62—63 and the methods outlined
on pages 132—135 will help you
express these distinctions.

Apple tart
The shell

tablespooons frozen butter*

cup frozen flour*

tablespoons ice-cold water*

teaspoon cider vinegar

pinch of kosher salt

It is important to have these ingredients as cold as
possible.

PO W

Preheat the oven to 400°.

In a food processor fitted with a steel blade, combine
all the ingredients until they form a solid mass that
rises above the blade. You can add extra water by the
tablespoon if the mass does not congeal within the
first minute. Tiny pieces of butter should still be
visible in the dough when it's done. Remove the dough
from the bowl and work it quickly into a ball on a
lightly floured surface. Cover with plastic wrap and
refrigerate for at least half an hour.

After the dough has rested in the refrigerator, roll
it out on a lightly floured surface until it forms a
circle approximately 13 inches in diameter. Center the
circle of dough in a 10-inch tart pan with a remove-
able bottom. Use your knuckles to make sure that the
dough tucks neatly against the edge of the pan and run
the rolling pin around the rim to remove the excess.
Cover and refrigerate again for at least half an hour.

Line the tart shell with aluminum foil, being careful
to cover the edges. Pierce the aluminum and the dough
several times with a fork and fill the shell with dried
lentils. Bake for 20 minutes. Remove the aluminum and
the lentils and continue baking until the shell is
golden brown, about 15 minutes more.

The apples

6 Granny Smith apples
Juice of one lemon
Cinammon to taste
Nutmeg to taste

Peel, core, and halve the apples. Either by hand or
with a food processor, cut the apple halves cross-
wise into thin (less than 1/4-inch) slices. In a large
bowl, toss the appples in the lemon juice, cinammon,
and nutmeg. Cover and set aside.



The pastry cream Unset text 147
(left and opposite)

1/4 cup sugar

1 tablespoon flour

2 teaspoons cornstarch

1 large egg

1 cup milk

3 tablespoons unsalted butter

1/4 teaspoon vanilla extract

Sift the sugar, flour, and cornstarch together into a
mixing bowl. Add the egg and beat until light. In a
heavy-bottomed saucepan, bring the milk to a boil.
Stir half the milk into the egg mixture, then pour the
whole mixture back into the saucepan. Cook over high
heat, stirring constantly, until the center bubbles
and the mixture is wvery thick. Remove from heat and
stir in the vanilla and the butter. Pour the pastry
cream into a bowl, cover tightly with plastic wrap,
and refrigerate. (Be sure to press the plastic wrap
right onto the cream to prevent a skin from forming.)

The assembly and baking

2 tablespoons sugar
8 ounces currant jelly

Preheat the oven to 375°.

Spread the pastry cream over the bottom of the shell.
Arrange the apple slices in a circle around the outer
edge of the shell, making sure the slices overlap.
When the outer circle is completed, make a smaller
cirele, overlapping about half of the outer circle. If
there's room, make a third circle. Fill the hole in
the center with pieces of a few slices--let them stand
upright. Cover the tart with a circle of wax paper and
bake for 25 minutes. Remove the wax paper and sprinkle
the sugar over the apples. Bake uncovered for 5-10
minutes more, until the sugar melts.

Boil the currant jelly until it reduces by one-third.
With a pastry brush, paint the top of the tart with
the currant glaze. Allow time for the glaze to set and
the tart to cool before serving (10 minutes).
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7 tablespooons frozen butter™

1 cup frozen flour*

3 tablespoons ice-cold water®

1 teaspoon cider vinegar

A pinch of kosher sale

* It is important to have these ingredients
as cold as possible.

6 Granny Smith apples
Juice of one lemon
Cinammon to taste
Nutmeg to taste

1, cup sugar

1 tablespoon flour

2 teaspoons cornstarch

1 large cgg

1 cup milk

3 tablespoons unsalted butter
1/, teaspoon vanilla extract

2 tablespoons sugar

8 ounces currant jelly

Apple rrt

‘The shell
Preheat the oven to 400°.

In a food processor fitted with a steel blade, combine all the ingredients until they form a
solid mass that rises above the blade. You can add extra water by the tablespoon if the mass
does not congeal within the first minute. Tiny pieces of butter should still be visible in the
dough when it's done. Remove the dough from the bowl and work it quickly it into a ball on
a lightly floured surface. Cover with plastic wrap and refrigerare for at least half an hour.

Afer the dough has rested in the refrigerator, roll it out on a lightly floured surface unil it
forms a circle approximately 13" in diameter. Center the circle of dough in a 10-inch tart pan
with a removeable bottom. Use your knuckles to make sure thar the dough tucks neadly
against the edge of the pan and run the rolling pin around the fim to remove the excess.
Cover and refrigerate again for at least half an hour.

Line the tart shell with aluminum foil, being careful o cover the edges. Pierce the aluminum
and the dough several times with a fork and fill the shell with dried lentils. Bake for 20 min-
utes. Remove the aluminum and the lentls and continue baking until the shell is golden

brown, about 15 minutes more.

“The spples

Peel, core and halve the apples. Either by hand or with a food processor, cut the apple halves
crosswise into thin (less than '4") slices. In a large bowl, toss the appples in the lemon juice,
cinammon and nutmeg. Cover and set aside.

‘The pastry cream

Sift the sugar, flour and cornstarch together in a mixing bowl. Add the egg and beat until
light. In a heavy-botcomed saucepan, bring the milk to a boil. Stir half the milk into the cgg
mixture, then pour the whole mixture back into the saucepan. Cook over high hear, stirring
constantly, until the center bubbles and the mixture is very thick. Remove from heat and stir
in the vanilla and the burrer, Pour the pastry cream into a bowl, cover tightly with plastic
wrap and refrigerate. (Be sure to press the plastic wrap right onto the cream to prevent a skin
from farming,)

The asscmbly and baking
Prcheat the oven to 375°.

Spread the pastry cream over the bottom of the shell. Arrange the apple slices in a circle
around the outer edge of the shell, making sure the slices overlap. When the outer circle is
completed, make a smaller circle, overlapping about half of the outer circle. If there's room,
make a third circle. fill the hole in the center with pieces of a few slices—ler them stand
upright. Cover the tart with a circle of wax paper and bake for 25 minutes. Remove the wax
paper and sprinkle the sugar over the apples. Bake uncovered for 5-10 minutes more, until the
sugar melts.

Boil the currant jelly until it reduces by one-third. With a pastry brush, paint the top of the
tart with the currant glaze. Allow time for the glaze to set before serving (10 minutes).

Option 1
One typeface, one size
throughout

9/11 Adobe Garamond
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Establishing a format

After analyzing and organizing

the content, devise a format that
expresses differences within the
text. In Option 1 (opposite), all the
ingredients are separated from the
directions. Because the line length
required for easy reading of direc-
tions is more or less twice the line
length required for a list of ingre-
dients, the area within the margins
of the sheet is divided vertically
into three intervals, or columns.
Ingredients occupy the first column,
directions the second and third
columns. Groups of ingredients
cross-align with the directions that
refer to them.

against the edge of the pan an
Cover and refrigerate again fo

Line the tart shell with alumis
and the dough several times w
utes. Remove the aluminum 1
brown, about 15 minutes mor

The apples

Peel, core and halve the apple;

crosswise into thin (less than

minamenan and saoateeas o

Establishing a hierarchy

Single line spaces indicate breaks
between paragraphs. Double line
spaces indicate breaks between
sections of text.

!4 cup sugar

1 tablespoon flour

2 teaspoons cornstarch

I large egg

1 cup milk

3 tablespoons unsalted butter
1/, teaspoon vanilla extract

Typeface choice

When numbers and fractions occur
frequently in the text, choose a type-
face with an expert set that includes
lowercase numerals and fraction
characters. (See page 6 for a brief
discussion of lowercase numerals,)

esson@t@ed with a
: rises above the bl
-al within thé first
’s done. Remove ¢
d surface. Cover v

Ligatures

Virtually all text typefaces have
ligatures for /i and /I combinations.
Some also have ligatures for /1,
1/1/i, and 1//1.

149



Apple tart
The shell
Preheat the oven to 400°.
7 tablespooons frozen burter® In a food processor fitted with a steel blade, combine all the ingredients uneil they form a
1 cup frozen flour*  solid mass that rises above the blade. You can add extra water by the tablespoon if the mass
3 tablespoons ice-cold water*  does not congeal within the first minute. Tiny pieces of butter should still be visible in the
1 teaspoon cider vinegar  dough when it’s done. Remove the dough from the bowl and work it quickly it into a ball on
A pinch of kosher salt a lightly floured surface. Cover with plastic wrap and refrigerate for at least half an hour.
* It is important to have these ingredients as
cold as possible.  After the dough has rested in the refigerator, roll it out on a lightly floured surface undil it
forms a circle approximately 13" in diameter. Center the circle of dough in a 10-inch tart pan
with a removeable bottom. Use your knuckles to make sure that the dough tucks neatly
against the edge of the pan and run the rolling pin around the rim to remove the excess.
Cover and refrigerate again for at least half an hour,
Line the tart shell with aluminum foil, being careful to cover the edges. Pierce the aluminum
and the dough several times with a fork and fill the shell with dried lentils. Bake for 20 min-
utes. Remove the aluminum and the lentls and continue baking until the shell is golden
brown, about 15 minutes more.
‘The apples
6 Granny Smith apples ~ Peel, core and halve the apples. Either by hand or with a food processor, cut the apple halves
Juice of one lemon crosswise into thin (less than '4") slices. In a large bowl, toss the appples in the lemon juice,
Ci o taste i and nutmeg. Cover and set aside.
Nutmeg to taste
‘The pastry czeam
14 eup sugar Sift the sugar, flour and cornstarch together in a mixing bowl. Add the egg and bear until
1 tablespoon flour  light. In a heavy-bottomed saucepan, bring the milk to a boil. Stir half the milk into the egg
2 teasp h i then pour the whole mixture back into the saucepan. Cook over high heat, stirring
1largeegg  constandy, untl the center bubbles and the mixture is very thick. Remove from heat and stir
rcup milk  in the vanilla and the butter. Pour the pastry cream into a bowl, cover tightly with plastic
3 tablespoons unsalted butter wrap and refrigerate. (Be sure to press the plastic wrap right onto the cream to prevent a skin

from forming,)

The asscmbly and baking
Preheat the oven to 375°

Spread the pastry cream over the bottom of the shell. Arrange the apple slices in a circle
around the outer edge of the shell, making sure the slices overlap. When the outer circle is
completed, make a smaller circle, overlapping about half of the outer circle. If there's room,
make a third circle. Fill the hole in the center with pieces of a few slices—let them stand
upright. Cover the tart with a circle of wax paper and bake for 25 minutes. Remove the wax
paper and sprinkle the sugar over the apples. Bake uncovered for §-10 minutes more, until the
sugar melts.

Boil the currant jelly until it reduces by one-third. With a pastry brush, paint the top of the
tart with the currant glaze. Allow time for the glaze to set before serving (10 minutes).

Option 2
Type set flush right and flush left

9/11 Adobe Garamond
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Reinforcing structure
Setting the ingredients flush right
against the gutter between the

first and second columns strength-
ens the formal organization of the
page. Keep in mind that setting type
flush-right causes you to read the
shape created by the type before
you read the actual text. Similarly,
the counterform created by the
gutter between the two kinds of text
(ingredients and directions) becomes
a dominant, possibly intrusive
element on the page.
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6 Granny Smith apples
Juice of one lemon
Cinammon to taste
Nutmeg to taste

2 tablespoons sugar

8 ounces currant jelly

Apple tart

The shell
Preheat the oven to 400°,

In a food processor fitted with a steel blade, combine all the ingredients until they form a
solid mass that rises above the blade. You can add extra water by the tablespoon if the mass
does not congeal within the first minute. Tiny picces of butter should still be visible in the
dough when it's done. Remove the dough from the bowl and work it quickly it into a ball on
a lightly floured surface. Cover with plastic wrap and refrigerate for at least half an hour.

After the dough has rested in the refigerator, roll it out on a lightly floured surface until it
forms a circle approximately 13" in diameter. Center the cirde of dough in a 10-inch tart pan
with 2 removeable botrom. Use your knuckles to make sure chat the dough tucks neatdly
against the edge of the pan and run the rolling pin around the rfim to remove the excess.
Cover and refrigerate again for at least half an hour.

Line the tart shell with aluminum foil, being careful 10 cover the edges. Pierce the aluminum
and the dough several times with a fork and fill the shell with dried lentils. Bake for 20 min-
utes, Remove the aluminum and the lentls and continue baking until the shell is golden
brown, about 15 minutes more.

The apples

Peel, core and halve the apples. Either by hand or with a food processor, cut the apple halves
crosswise into thin (less than ¥/,") slices. In a large bowl, toss the appples in the lemon juice,
cinammon and nutmeg. Cover and set aside.

The pastry cream

Sift the sugar, flour and comnstarch together in 2 mixing bowl. Add the egg and beat until
light. In a heavy-bottomed saucepan, bring the milk to a boil. Stir half the milk into the egg
mixture, then pour the whole mixture back into the saucepan. Cook over high heat, stirring
constantly, until the center bubbles and the mixture is very thick. Remove from heat and stir
in the vanilla and the butter. Pour the pastry cream into a bowl, cover tightly with plastic
wrap and refrigerate. (Be sure to press the plastic wrap right onto the cream to prevent a skin
from forming,)

Preheat the oven to 375°

Spread the pastry cream over the bottom of the shell. Arrange the apple slices in a circle
around the outer edge of the shell, making sure the slices overlap. When the outer circle is
completed, make a smaller circle, overlapping about half of the outer circle. If there's room,
make a third circle. Fill the hole in the center with pieces of a few slices—let them stand
upright. Cover the tart with a circle of wax paper and bake for 25 minutes. Remove the wax
paper and sprinkle the sugar over the apples. Bake uncovered for §-10 minutes more, untl the
sugar melts.

Boil the currant jelly until it reduces by one-third. With a pastry brush, paint the top of the
tart with the currant glaze. Allow time for the glaze to set before serving (10 minutes).

Option 3
Italic added, two sizes

9/11 and 18/22 Adobe Garamond




Apple tart

The shell
Preheat the oven to 400°.

In a food processor fitted with :
solid mass that rises above the k
does not congeal within the firs

donich uhan ife dana Namaoua

Title treatment

Enlarging the size of the title not
only reinforces hierarchy, but also
provides an unambiguous starting
point for reading.

Line the tart shell with aluminy
and the dough several times wi
utes. Remove the aluminum an
brown, about 15 minutes more.

The apples

Peel, core and halve the apples.
crosswise into thin (less than 1/,
cinammon and nutmeg. Cover

Secondary heads

Using italic for secondary heads
reinforces their place in the overall
hierarchy already indicated by the
additional line space.

7 tablespooons frozen butter*
1 cup frozen flour®

3 tablespoons ice-cold water*
1 teaspoon cider vinegar

A pinch of kosher salt

* It is important to have these ingr
as cold as possible.

ltalic within the text

ltalic within the list of ingredients
indicates information that affects
the items in use. Note also how the
exdented asterisk (see page 130)
strengthens the left margin of the
type. Compare with Option 1.
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7 tablespooons frozen butter*
1 cup frozen flour*

3 ablespoons ice-cald water®
1 teaspoon cider vinegar

A pinch of kosher salt

* It is important to have these
ingredients as cold as possible,

6 Granny Smith apples
Juice of one lemon
Cinammon 1o taste
Nutmeg to taste

iy cup sugac

1 tablespoon flour

2 teaspoons cornstarch

1 large egg

1 cup milk

3 tablespoons unsalted butter
i/, teaspoon vanilla extract

2 tablespoons sugar

8 ounces currant jelly

Apple tart

The shell

In a food processor fitted with a steel blade, combine all the ingredients until they
form a solid mass thar rises above the blade. You can add extra water by the table-
spoon if the mass does not congeal within the first minute. Tiny pieces of burter
should still be visible in the dough when it's done. Remove the dough from the
bowl and work it quickly it into a ball on a lightly floured surface. Cover with
plastic wrap and refrigerate for at least half an hour.

After the dough has rested in the refigerator, roll it out on a lightly floured sutface
until it forms a circle approximately 13" in diameter, Center the circle of dough in
a 10-inch tart pan with a removeable bottom. Use your knuckles to make sure
that the dough tucks neatly against the edge of the pan and run the rolling pin
around the rim to remove the excess. Cover and refrigerate again for at least half
an hour,

Line the tart shell with aluminum foil, being careful 1o cover the edges. Pierce the
aluminum and the dough several times with a fork and fill the shell with dred

lentils. Bake for 20 mi. R the aluminum and the lentils and continue
baking until the shell is golden brown, about 15 minutes more.

The apples

Peel, core and halve the apples. Either by hand or with a food processor, cut the
apple halves crosswise into thin (less than 4,") slices. In a large bowl, toss the app-
ples in the lemon juice, cinammon and nutmeg. Cover and set aside.

The pastry cream

Sift the sugar, flour and cornstarch together in a mixing bowl. Add the egg and
beat until light, In 2 heavy-bottomed saucepan, bring the milk to a boil. Stir half
the milk into the egg mixture, then pour the whole mixture back into the
saucepan. Cook over high heat, stisring constantly, until the center bubbles and
the mixture is very thick. Remove from heat and stir in the vanilla and the butter.
Pour the pastry cream into a bowl, cover tightly with plastic wrap and refrigerate.
(Be sure to press the plastic wrap right onto the cream to prevent a skin from
forming)

The assembly and baking

Spread the pastry cream over the bottom of the shell. Arrange the apple slices in a
cirele around the outer edge of the shell, making sure the slices overlap. When the
outer circle is completed, make a smaller circle, overlapping about half of the
outer circle. If there's room, make a third circle. Fill the hole in the center with
pieces of a few slices—ler them stand upright. Cover the tart with a circle of wax
paper and bake for 25 minutes. Remove the wax paper and sprinkle the sugar over
the apples, Bake uncovered for 5-10 minutes more, untl the sugar meles.

Boil the currant jelly until it reduces by one-third. With a pastry brush, paint the
top of the tart with the currant glaze, Allow time for the glaze to set before serv-
ing (10 minutes).

Preheat the oven

0 400°,

Preheat the oven
to 375"

Option 4
Two typefaces, two sizes
7-column format

9/11 and 18/22 Adobe Garamond
8/11 Univers 75
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Revised format

Dividing the type area into seven
columns provides a new, separate
column for oven settings, creates a
narrower (and easier to read) line
length for instructions, and increases
white space on the page.
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Tabular matter

Designers often encounter typo-
graphic problems that are not based
on narrative or instructions (This
happened, then this happened, or
‘Do this, then do this"). Timetables,
financial statements, lists of dates,
weather charts—many kinds of
information design—often need to
accommodate reading in two direc-
tions simultaneously. Setting up
columns and rows that read clearly
requires a thorough understanding
of working with tabs.

The timetable to the right (actual
size: 6 in or 152 mm square)
demonstrates many of the problems
with overdesigning tabular matter.
Extraneous rules, both vertical and
horizontal, have been imposed on
the basic typographic organization
to correct for unfortunate first
choices about type size, leading,
and placement.

1 stops only on request

SATURDAYS AND SUNDAYS
INBOUND 1204 1208 1212 1216 1220 1224
READ DOWN AM. AM. PM. P.M. P.M. P.M.
Dep: Haverhill T15 1015 115 415 713 1s
Bradfiord 19 1017 117 417 717 1017
Lawrence 726 10 26 126 426 726 1026
Andover 731 1031 131 431 731 1031
Ballardvale 736 10 36 136 14 36 1736 fi0 36
'North Wilmington 1742 f10 42 142 14 42 742 flo 42
Reading 751 10 51 1351 451 7351 10351
Wiakefield 757 1057 157 457 757 10 57
Greenwood 3 00 f11 00 2 00 5 00 8 00 11 0
Melrose Highlands 802 1102 202 502 802 1102
Park 8 04 f11 04 20 1504 1804 f11 04
Wyoming Hill 18 06 f11 06 2 06 15 06 & 06 f11 06
“Malden Center 809 1oy 09 509 809 1108
Arr: North Station 319 1119 219 519 819 1119
OUTBOUND 1205 1209 1213 1217 1221 1225
READ DOWN AM. AM. PM. P.M. PM. PM.
Dep: Neorth Station 845 11 45 245 545 B 45 1130
Malden Center 855 11 55 255 555 8355 11 40
‘Wyoming Hill 8 58 f11 58 2 58 15 58 18 58 f1143
Melrose/Cedar Park 900 12 00 300 16 00 900 1145
Melrose Highlands 902 1202 oz 602 902 1147
Greenwood 904 1204 e gic] 16 04 04 fl1 49
Wikefield 908 1208 308 608 908 11 53
i 514 12 14 314 614 914 11 59
North Wilmington 922 fl222 522 1622 £©22 fizo7
928 12 28 128 1628 928 fi213
Andover 9133 1233 3 633 933 1218
Lawrence 933 1238 338 638 938 1223
Bradford 947 1247 347 647 947 1232
Arr: Haverhill 545 12 49 349 649 949 1234
HOLIDAYS
SATURDAY SERVICE
July 4 and New Year's Eve con- Presidents” Day SUNDAY SERVICE

‘tact Customer i ser- Day A ial Day + Labor Day

vice updates at 617-222-3200 New Year's Day Thanksgiving Day « Christmas Day




Saturdays and Sundays

Uppercase numerals were initially
designed to all have the same set
width, in part so that they would
align vertically in columns of figures.
Lowercase numerals were not

Weekend service

July 4 and New Year's Eve

As with the previous exercise, the
first step is to set all the material

in one size of one typeface in order
to uncover the internal logic of

the information.

Inbound 1204 1208 1212 1216 1220 1224

Dep: Haverhill 7:15 10:15 1:15 4:15 7:15 10:15

Bradford 717 10:17 197 417 7:17 10:17

Lawrence 7:26 10:26 1:26 4:26 7:26 10:26

Andover 7:31 10:31 1:31 4:31 7:31 10:31

Ballardvale 7:36* 10:36* 1:36* 4:36* 7:36* 10:36*
North Wilmington 7:42* 10:42* 1:42* 4:42*% 7:42* 10:42*
Reading 7:51 10:561 1:51 4:51 7:51 10:561

Wakefield 7:57 10:57 1:67 4:57 7:57 10:57

Greenwood 8:00* 11:00* 2:00* 5:00* 8:00* 11:00*
Melrose Highlands 8:02 11:02 2:02 5:02 8:02 11:02

Melrose/Cedar Park 8:04% 11:04* 2:04% b:04* B:04* 11:04%
Wyoming Hill 8:06* 11:06* 2:06% 5:06*% 8:06* 11:06*
Malden Center 8:09 11:09 2:09 5:09 8:09 11:09

Arr: North Station 8:19 11:19 2:19 5:19 8:19 11:19

QOutbound 1205 1209 1213 1217 1221 1225

Dep: North Station 8:45 11:45 2:45 5:45 8:45 11:30

Malden Center 8:55 11:55 2:55 5:55 8:55 11:40

Wyoming Hill 8:58*% 11:68* 2:68% 5:58*% 8:68* 11:43*%
Melrose/Cedar Park 9:00* 12:00* 3:00% 6:00* 9:00* 11:45*%
Melrose Highlands 9:02 12:02 3:.02 6:02 9:.02 11:47

Greenwood 9:04* 12:04* 3:04* 6:04* 9:04* 11:49%
Wakefield 9:08 12:08 3:.08 6:08 9:.08 11:53

Reading 9:14 12:14 314 6:14 9:14 11:69

North Wilmington 9:22* 12:22* 3:22* 6:22* 9:22* 12:07*
Ballardvale 9:28* 12:28* 3:28* 6:28* 9:28* 12:13*
Andover 9:33 12:33 3:33 6:33 9:33 12:18

Lawrence 9:38 12:38 3:38 6:38 9:38 12:23

Bradford 9:47 12:47 3:47 6:47 9:47 12:32

Arr: Haverhill 9:49 12:49 3:49 6:49 9:49 12:34

Holidays

Presidents’ Day ® Independence Day ® New Year's Day »
Memorial Day # Labor Day ® Thanksgiving Day ® Christmas Day

contact Customer Service for service updates at 617-222-3200

* stops only on request

Here a sans serif typeface (Univers
45) is chosen because the relatively
large x-height and open counters
aid reading at smaller sizes. The
horizontal rules used on the original
schedule have been replaced by line
spaces. Vertical rules and the ‘frame’
of the original have been eliminated
altogether. Centered type has been
reformatted to flush left/ragged
right. The term ‘READ DOWN' has

been eliminated and the ‘f' before
some entries in the schedule has
been replaced with an asterisk after.

From this point, the goal is to
reinforce the two directions of read-
ing (across and down) without intro-
ducing elements that supersede the
information itself.
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Saturdays and Sundays

Inbound 1204
Dep: Haverhill 7:15
Bradford 7:17
Lawrence 7:26
Andover 7:31
Ballardvale 7:36%
North Wilmington 7:42*
Reading 7:51
Wakefield 7:57
Greenwood 8:00*
Melrose Highlands 8:02
Melrose/Cedar Park 8:04*
Wyoming Hill 8:06*
Malden Center 8:09
Arr: North Station 8:18
Outbound 1206
Dep: North Station 8:45
Malden Center 8:55
Wyoming Hill 8:58*
Melrose/Cedar Park 9:00*
Melrose Highlands 9:02
Greenwood 9:04*
Wakefield 9:08
Reading 914
North Wilmington 9:22*%
Ballardvale 9:28*
Andover 9:33
Lawrence 9:38
Bradford 9:47
Arr: Haverhill 9:49
Holidays

Weekend service

July 4 and New Year's Eve

10:15
1017
10:26
10:31
10:36*
10:42%

10:51
10:57
11:00%
11:02
11:.04*
11:06*
11:09
11:19

11:45
11:65
11:68*
12:00*
12:02
12:04%
12:08
12:14

12:22%
12:28*
12:33
12:38
12:47
12:49

1212

1:15
1:17
1:26
1:31
1:36*
1:42*%
1:51
1.57
2:00*
2:02
2:04*
2:06*
2:09
2:19

1213
2:45
2:55
2:58*%
3:00*
3:02
3:04*
3:08
3:14
3:22%
3:28*%
3:33
3:38
3:47
3:49

Two weights of boldface (Univers 65 This latter use of boldface is more

and 75) are added, both to indicate
hierarchy (days of the week, trains’
numbers and directions, ends of
the line) and to distinguish morning
and afternoon/evening times at a
quick glance.

an issue with 12-hour American time
systems than with 24-hour European
systems. Still, the distinction
between before and after noon can
be useful for quick orientation.

1216

4:15
4:17
4:26
4:31
4:36*
4:42%
4:51
4:57
5:00*
5:02
5:04*
5:06*

5:09
5:19

1217
5:45
5:55
5:58%
6:00*
6:02
6:04*
6:08
6:14
6:22*
6:28*%
6:33
6:38
6:47
6:49

1220

7:15
717
7:26
7:31
7:36%
7:42%
7:51
7:57
8:00*
8:02
8:04*
8:06*
8:09
8:19

1221
8:45
8:55
8:58*%
9:00%
9:02
9:04%
9:08
9:14
9:22%
9:28*%
9:33
9:38
9:47
9:49

Presidents’ Day ® Independence Day ® New Year's Day
Memorial Day ® Labor Day ® Thanksgiving Day ® Christmas Day

contact Customer Service for service updates at 617-222-3200
* stops only on request

1224

10:15
10:17
10:26
10:31
10:36*
10:42*
10:51
10:57
11:.00*
11:02
11:04*
11:06*
11:09
11:19

1226

11:30
11:40

11:43*
11:45%
11:47
11:49*%
11:63
11:59

12:07*
12:13*
12:18
12:23
12:32
12:34




ATURDAYS AND SUNDAYS

Weekend service

Inbound 1204 1208 1212 1216 1220 1224
Dep: Haverhill 7116 10:15 1:15 4:15 7:15 10:15
Bradford 717 10:17 1:17 4:17 717 10:17
Lawrence 7:26 10:26 1:26 4:26 7:26 10:26
Andover 7:31 10:31 1:31 4:31 7:31 10:31
Ballardvale 7:36* 10:36* 1:36* 4:36* 7:36% 10:36*
North Wilmington 7:42*% 10:42* 1:42% 4:42*% T:42% 10:42*
Reading 7:51 10:51 1:51 4:51 7:51 10:51
Wakefield 7:67 10:567 1:57 4:57 157 10:57
Greenwood 8:00* 11:00* 2:00* 5:00% 8:00* 11:00*
Melrose Highlands 8:.02 11:02 2:02 5:02 8:02 11:02
Melrose/Cedar Park 8:04* 11:04* 2:04* 5:04* 8:04* 11:04*
Wyoming Hill 8:06* 11:06* 2:06* 5:06* 8:06* 11:06*
Malden Center 8:09 11:09 2:09 5:09 8:09 11:09
Arr: North Station 8:19 11:19 2:19 5:19 8:19 11:19
Outbound 1205 1209 1213 1217 1221 1225
Dep: North Station 8:45 11:456 2:45 5:45 8:45 11:30
Malden Center 8:55 11:65 2:55 5:55 8:55 11:40
Wyoming Hill 8:58* 11:658* 2:58*% 5:58% 8:58*% 11:43*
Melrose/Cedar Park 9:00* 12:00* 3:00* 6:00* 9:00* 11:45*%
Melrose Highlands 9:02 12:02 3:02 6:02 9:02 11:47
Greenwood 9:04* 12:04* 3:.04* 6:04*% 9:04* 11:49%
Wakefield 9:08 12:08 3:08 6:08 9:08 11:53
Reading 9:14 12:14 3:14 6:14 9:14 11:59
North Wilmington 9:22* 12:22* 3:22% 6:22% 9:22% 12:07*
Ballardvale 9:28% 12:28* 3:28* 6:28% 9:28* 12:13*
Andover 9:33 12:33 3:33 6:33 9:33 12:18
Lawrence 9:38 12:38 3:38 6:38 9:38 12:23
Bradford 9:47 12:47 3:47 6:47 9:47 12:32
Arr: Haverhill 9:49 12:49 3:49 6:49 9:49 12:34

Presidents’ Day ¢ Independence Day ® New Year's Day ®

Memorial Day ® Labor Day ® Thanksgiving Day ® Christmas Day

July 4 and New Year's Eve

contact Customer Service for service updates at 617-222-3200
* stops only on request

Hierarchy is reinforced by intro-
ducing rules to signify major breaks
in information. Major heads are
reversed out of wide black rules,
secondary heads follow hairlines.
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SATURDAYS AND SUNDAYS
Inbound 1204 1208 1212 1216 1220 1224
Dep: Haverhill 7:15 10:15 1:15 4:15 7:15 10:15
Bradford 717 10:17 1:17 417 717 10:17
Lawrence 7:26 10:26 1:26 4:26 7:26 10:26
Andover 7:31 10:31 1:31 4:31 73 10:31
Ballardvale 7:36* 10:36* 1:36* 4:36* 7:36* 10:36*
North Wilmington 7:42*% 10:42* 1:42*% 4:42* 7:42% 10:42*
Reading 7:61 10:51 1:51 4:51 7:51 10:51
Wakefield 7:b7 10:57 1:57 4:57 7:57 10:57
Greenwood 8:00* 11:00* 2:00* 5:00* 8:00* 11:00*
Melrose Highlands 8:.02 11:02 2:02 5:02 8:02 11:02
Melrose/Cedar Park 8:04* 11:04* 2:04* 5:04* 8:04* 11:04*
Wyoming Hill 8:06* 11:06* 2:06* 5:06* 8:06* 11:06*
Malden Center 8:09 11:09 2:09 5:09 8:09 11:09
Arr: North Station 8:19 11:19 2:19 5:19 8:19 11:19
Outbound 1205 1209 1213 1217 1221 1225
Dep: North Station 8:45 11:45 2:45 5:45 8:45 11:30
Malden Center 8:55 11:55 2:55 5:65 8:55 11:40
Whyoming Hill 8:58* 11:58* 2:58* 5:58* 8:58* 11:43*
Melrose/Cedar Park 9:00* 12:00* 3:00* 6:00* 9:00* 11:45*
Melrose Highlands 9:02 12:02 3:02 6:02 9:02 11:47
Greenwood 9:04* 12:04* 3:04* 6:04* 9:04* 11:49*
Wakefield 9.08 12:08 3:.08 6:08 9:08 11:53
Reading 9:14 12:14 314 6:14 9:14 11:59
North Wilmington 9:22* 12:22* 3:22* 6:22% 9:22% 12:07*
Ballardvale 9:28* 12:28* 3:28* 6:28* 9:28* 12:13%
Andover 9:33 12:33 3:33 6:33 9:33 12:18
Lawrence 9:38 12:38 3:38 6:38 9:38 12:23
Bradford 9:47 12:47 3:47 6:47 9:47 12:32
Arr: Haverhill 9:49 12:49 3:49 6:49 9:49 12:34
HOLIDAYS
Weekend service Presidents’ Day ® Independence Day ® New Year's Day

Memorial Day ® Labor Day ® Thanksgiving Day ¢ Christmas Day
July 4 and New Year's Eve contact Customer Service for service updates at 617-222-3200

* stops only on request

The space between columns of
times already supports vertical
reading. Screened wide horizontal
rules, added between alternating
lines of arrival/departure times, aids
readability across the timetable.



Inbound

Dep: Haverhill
Bradford

Lawrence

Andover
Ballardvale

North Wilmington
Reading

Wakefield
Greenwood
Melrose Highlands
Melrose/Cedar Park
Wyoming Hill
Malden Center
Arr: North Station

Outbound

Dep: North Station
Malden Center
Wyoming Hill
Melrose/Cedar Park
Melrose Highlands
Greenwood
Wakefield

Reading

North Wilmington
Ballardvale
Andover

Lawrence

Bradford

Arr: Haverhill

Weekend service

1204

7:15
717
7.26
7:31
7:36"
7:42*
7:61
7:57
8:00%
8:02
8:04*
8:06"
8:09
8:19

1205

8:45
8:bb
8:58*
9:00*
9:02
9:04*
9:08
9:14
9:22*%
9:28*
9:33
9:38
9:47
9:49

1208

10:15
10:17
10:26
10:31
10:36*
10:42*
10:51
10:57
11:00*
11:02
11:04*
11:06*
11:09
11:19

1209

11:45
11:66
11:58*
12:00"
12:02
12:04*
12:08
12:14
12:22*
12:28"
12:33
12:38
12:47
12:49

1212

1:15
1:17
1:26
3
1:36"
1:42%
1:51
1:57
2:00"
2:02
2:04"
2:06"
2:09
2:19

1213

2:45
2:55
2:58"*
3:.00"
3:02
3:04%
3:08
3:14
3:22*
3:287
3:33
3:38
3:47
3:49

1216

415
4:17
4:26
4:31
4:36
4:42
4:51
4:57
5:00*
5:02
5:04%
5:06*
5:09
5:19

1217

5:45
5:55
5:58*
6:00"
6:02
6:04%
6:08
6:14
6:22*
6:28"
6:33
6:38
6:47
6:49

1220

7:15
717
7:26
7:31
7:36"
7:42"
7:51
7:57
8:00"
8:02
8:.04"
8:06"
8:09
8:19

1221

8:45
8:55
8:58"
9:00*
9:02
9:04*
9:08
9:14
9:22*
9:28"
9:33
9:38
9:47
9:49

SATURDAYS AND SUNDAYS

1224

10:15
10:17
10:26
10:31
10:36"
10:42*
10:51
10:57
11:00*
11:02
11:04"
11:06
11:09
11:19

1225

11:30
11:40
11:43
11:45*
11:47
11:49"
11:53
11:59
12:07*
12:13*
12:18
12:23
12:32
12:34

HOLIDAYS

Presidents’ Day ® Independence Day ® New Year's Day ®

Memorial Day * Labor Day ® Thanksgiving Day ® Christmas Day

July 4 and New Year's Eve

A second color reinforces existing
organization both by highlighting
primary and secondary information
and by calling attention to excep-
tions to the regular schedule. The
hairline rule signifying outbound
trains (rendered redundant by the
use of color) is removed.

contact Customer Service for service updates at 617-222-3200

stops only on request
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Type as image and information

Before digital type, every type-
setter provided—and every designer
owned—specimen books, which
displayed not only the typefaces the
typesetter owned but also the sizes
in which they were available. Beyond
their use as a handy reference,
specimen books more importantly
gave the designer the opportunity
to visualize clearly how his or her
material would look when set in a
specific typeface at a specific size.
To this day, many designers collect
specimen books, often works of art
in their own right, for the sheer
pleasure of admiring type on paper.

Digital type has effectively made
every designer his or her own type-
setter. In obviating the typesetting
profession, it has also eliminated
the source of specimen books.
These days, if we want to see what
a font looks like, we google it.
Unfortunately, the digital representa-
tion of type is, even at its best, an
approximation. Nothing supplants
seeing the actual type, at actual size,
on paper held in the hand.

To redress this loss, some designers
produce their own specimen books,
for their own use, as a visual aid in
their daily work.

This page and opposite:

Janson text roman and italic at
various sizes. A specimen book
presents this material in a coher-
ent fashion so that designers
can familiarize themselves with a
typeface’s salient characteristics.

Specimen books offer an interesting
design challenge because they
present type both as image and
information; the designer has to
show 7 pt. italic even as he or she
identifies what is being shown.
Providing text-size type in actual
text settings, ideally with more than
one kind of leading, is more useful
than merely presenting a character
set. At larger scale, because design-
ers often choose display type for
the shape of a particular character,
showing display-size type as actual
headlines may not be as useful as
allowing the reader to see a full
character set.

[ @
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‘This bookish inclination at
length determined my father
to make me a printer, though
he had already one son (James)
of that profession. In 1717

my brother James returned
from England with a press and
letters to set up his business in
Boston. I liked it much better
than that of my father, but still
had a hankering for the sea. To
prevent the apprebended effect of
such an inclination, my father was
impatient to have me bound to my
brother. 1 stood out some time, but
at last was persuaded, and signed
the indentures when I was yet but
twelve years old.

—The Autobiography of
Benjamin Franklin

D3
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Below:

Reduced specimen sheets for
Janson on 8.5 x 11 in (216 x 279
mm) pages. The three-column
layout provides a suitable line

length for text samples. Centered

type references the traditional

nature of the typeface. Text
settings are shown in 6, 7,8, 9, 10,
11, and 12 pt, each with 0, 1, and
2 pts. of leading. Display type is
shown in 18, 24, 36, 48, and 60 pt

Janson 12 polnt

ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

ABCDEFGHIJELMNOPQRSTUVWXYZ

abedefghijklmnopqrstuvwxyz

1234567890
0 &.,5470

ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890
abedefghijklmnopgrstuvwxyz
1234567890
I, 5
12112 12113
This bookish inclination at "This bookish inclination at
length determined my father length determined my father
to me a printer, though 't make me a printer, though
h?tll,;d alrc?dy_one son (James)  pe had already one son (James)
gr tht profession. In 1 ;}7 MY of that profession. In 1717 my
E b ] e amtﬁs *e d i)m brother James returned from
nganc with a press and '€ | England with a press and let-
ters to set up his business in & hispbusin ;
Boston. I liked it much better =~ Ters to setup ARSI

than that of my father, but sdll
had a hankering for the sea. To

Boston. I liked it much better
than that of my father, but still

B e e | B
such an on, er ea
was impatient to bave :{ bound mb an iﬂm my father
mbat :rhs{t stood out Wd, was impatient to have me bound
and ;':gm; the inden wmm when I iy ;;Z? wﬁmpwmt s{m’de
was yet but twelve years old. me;igm: ttbe mgfnm 'wb::: I
—The Autobiography of
Beniamin Fm was yet but twelve years old.

e —The Autobiography of

Benjamin Franklin

12114

This bookish inclination at
length determined my father
to make me a printer, though
he had already one son (James)
of that profession. In 1717 my
brother James returned from
England with a press and let-
ters to set up his business in
Boston. I liked it much better
than that of my father, but still
had a hankering for the sea. To
prevent the apprebended effect
of such an inclination, nry father
was impatient to have me bound
to my brother. 1 stood out some
time, but at last was persuaded,
and signed the indentures when I
was yet but twelve years old.
—The Autobiography of
Benjamin Franklin




Janson 18 point

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz

L M

1234567890 ?!0&.,:;

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890
abcdefghijklmnopqrstuvwxyz

L EEE

1234567890 2!()&.,:;

Janson 24 polnt

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz

Jo CEM€

1234567890 ?!()&.,:;

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890
abcdefghijklmnopqrstuvwxyz

N XE

1234567890 /()&
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Above and opposite:
Sample spreads from the Janson
specimen book.

Opposite, below:

The covers in this series of
specimen books all feature the
italic ampersand: Janson (left),
Caslon 540 (upper right), and
Didot (lower right).
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Above and opposite:

Reduced specimen sheets on A4
pages. The seven-column format
allows for flexibility in the presen-
tation of both display type and
text samples.
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A broadside is another device that
type designers and printers have
used to acquaint their clients with
their product (see William Caslon’s
specimen sheet on page 30). Even
now, they serve the useful purpose
of giving users the chance to
encounter a typeface 'in the flesh’'-
real ink on real paper.

The broadsides that follow (actual
size A2, 16,5 X 23.4 in, 420 x

594 mm), present typefaces as
both physical objects—images,

if you will—and as carriers of
language —text. Both presentations
carry information.

The designer determines the hier-
archy of that information by the
manipulation of scale, color, and,

as always, counterform—where the
type isn't. As we already know, large
scale reads easily from a distance;

small scale rewards close inspection.

We also know that black advances
off the white page; color, depend-
ing upon its value, tends to recede
toward the background. Contrast in
counterform—tight spaces against
large expanses of white—heightens
the sense of space from foreground
to background. Overlapping dispa-
rate elements further reinforce the
sense of depth in an otherwise two-
dimensional space.

Right above and following pages:
Finished broadside with text

and character set for reading

at arm’s length.

Right below:

Building up layers for reading
from a distance. Change in value
makes some elements appear
closer than others.

a typefounder and printer in eigh th-century England
and introduced in Birmingham in r752. Baskerville's
types are classified as transitional, that ia, those that are

stylistically between oldstyle and modern designs. Because
of their high readability, Baskerville's designs have been

produced by by all of the major type foundries, and have
become a standard typeface for long text, especially book
work, and for display purposes as well
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Baner Bodoni was cat in 1926 by Lenis HalL, under the
direction of Heinrich Jost. This version is the closest v
the original, designed by Glembattista Bodoai in 1790,
Ciambattista ran the printing howse Regia of Parma
where he began creating his own typefaces. Refinement
in printing and paper allowed Bodoni to design  typeface
eoncerned with harmony between different type sines,
and betwoen text nnd the page. He realized that space
between letters, lines of text and columes could enhance
the bensty of his pages. This is evident in the Manuals
Typagraphia prblished afeer his death_

Bome typefaces that bear the nams Bodond do not resen-
ble the criginal punches. Baner Bodoni is charncterined
by th

pure
wvertical wiress, and unbrackessd bairline serifs. Thess fea-
tures give the reinterpretation of Bodani the clean, refined
appearanse that Giambacriss intended,

Bauer Bodoni

Louis Hérr, HEiNrRICH JosT
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Giambattista Bodoni of Parma, Italy,
at the end

designed and cut bia ty
of the eighteenth ce
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“Meta has been hailed
as ‘the typeface of the
nineties’; young designers
seem to appreciate its
rugged charm, which
owes a lot to the detail
requirements of small
type on bad paper. It
was never designed to
be a trendy typeface,
rather it was designed to
solve specific problems.
Maybe it is that honest,
unpretentious background
which appeals to graphic
designers and typogra.
phers around the world.”
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Type designer Eric Gill's most popular Roman
typeface is Perpetua, which was released by
the Monatype Corporation between 1925 and
1932. It first appeared in a limited edition of the
book The Passion of Perpetua and Felicity, for
‘which the typeface was named. The italic form
‘was originally called Felicity. Perpetua's clean
chiseled look recalls Gill's stonecutting work
and makes it an excellent text typeface, giving
sparkle to long passages of text; the Perpetua
this one of the finest display alphabets available.

comes with Old Style figures for all its
 falics, Smary Cars, Bold

TOURJEN UBULUED)
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At this point, it's worthwhile to
examine the compositional instincts
behind these broadsides. As you
can see, in each instance a specific
columnar rhythm informs these
seemingly free choices. The results,
of course, are by no means precise;
devising columnar organization for
the broadsides was not a stated part
of the program. The point is that the
instinct to find consistent intervals
as a basis for organizing the diverse
elements in a composition is as
intrinsic to working with type as

are the internal rhythms within any

given typeface.

It should be obvious that the same
sense of visual rhythm that orga-
nizes the compositions from left to
right also, in all likelihood, organizes
material from top to bottom. In other
words, there is probably a grid under-
lying each broadside, one specific
to the material presented. How that
grid evolves, and how it is applied, is
the subject of the next chapter (see
pages 194—199).
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Introduction

So far, we've looked at text organiz-
ation in terms of columnar arrange-
ment. More complex information
often requires expression of not only
vertical but also horizontal organiz-
ation. In those situations, a grid is an
essential tool.

A grid is a pattern of horizontal and
vertical lines that intersect at regular
intervals. In typographic design, a
grid system is a method for organiz-
ing and clarifying text on a page, and
amplifying its meaning.

A grid is not about painting a page —
creating the perfect composition
within the frame of the paper trim.
Rather, it is about building a page —
providing a framework within which
visual and typographic elements
work to reinforce meaning.

This sense of building the page
comes directly from the days when
type itself was physical. Lines of
lead type built upon other lines of
type —not unlike courses of bricks
standing one upon the other—to
create the page. And, as with bricks,
the stronger the construction, the
more durable the results.

It's important to remember that a
grid is a system, not an object in
itself. For that system to be effec-
tive it has to be both organic and
responsive. In other words, before
you can devise a grid, you have to
understand clearly

the amount of text/images

the kinds of text/images

the levels of meaning and impor-
tance within the text/images

the relationship between text and
images

the relationship between text/
images and the reader.

-

Another way to describe the grid
system is to see it as a way of
providing distinct articulation to the
different voices expressed within the
text through both color and position
on the page. Or you might prefer
thinking of a grid as Josef Muller-
Brockmann described it: a means of
expressing both the architecture (or
structure) and the music (or rhythm)
inherent in the material. No matter
how you look at it, the underlying
principle behind any grid is that

it is most successful as an expres-
sion of content.

Going through the following section,
you're going to encounter some
terminology and a lot of rules. As
with any system, perhaps the most
important thing to keep in mind is
when it's necessary to break those
rules. Beyond the usual employment
of contrast within the system, always
be on the lookout for opportunities
to contrast the order of the system
itself with its opposite —the seeming
lack of order.

You will learn that the kind of

grids that follow are described as
establishing starting points on a
page, never ending points. A clear
expression of that notion is the use
of flush left/ragged right text—type
that articulates a strong left axis and
a strong top axis, but weak edges
to the right and below. Therefore, in
the examples that follow | have only
used flush left, ragged right type. A
useful corollary to this notion is to
make sure that adjacent columns of
text are flush to the top, ragged at
the bottom.



An exam

ple

horizontal inte

e basic 24-field grid used to
design this boi‘allo ws for three

s (columns) and

eight vertical inte

rval§ (rows). The

based on seven
8 pt. Akzidenz G

eight of the vertical intervals is

lines| of text type,
rotesk, leaded

0 a 10.25 pt. lin
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10.25 Akziden:

A secondary gri
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z Grotesk.
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first, breaks eac

field into four.

sixteen rows. Re

Subsequently, the 24-field grid
becomes 96 fields—s
ws are now based

s—six columns,

on three lines o

type.
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Components of the grid

Many of the components of the grid
are the same as those we examined
in the text exercises:

Text page
Margins
Folios
Headers

In addition, there are a few terms
that relate specifically to how the
grid is constructed:

Fields
Gutters (both vertical and
horizontal)

For the sake of clarity, we're going to
begin by examining all these compo-
nents in detail.

Right and opposite:

Note that a columnar layout
addresses only vertical organiz-
ation. A grid addresses vertical
and horizontal organization.

A two-column layout




A nine-field grid
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Text page

Also known as the type or text area,
the area on a page where type
appears. The text page contains

the fields and gutters that make

up the grid.



Margin
The space that distinguishes the text
page from the paper around it
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Active Active
corner comer
x ®_ x
e B N
Active Active Active
comer corner comer
* \ A 3
, o 8
\\ \\
Active Active Active
corner corner corner
Field For the kinds of grids we'll be work- In the example above, there are nine
The basic component of any grid. ing with, it's useful to remember active corners—nine starting points

The height of a field is calculated
as a multiple of the text leading. lts
width is determined by the length of
a line of text. (See Creating a grid
for text, pages 200—211))

that the upper left corner of any
field is considered the strong or
active corner. The lower right
corner is considered the weak or
passive corner.

for titles, text, images, and captions.




Vertical/horizontal gutter

The gutter separates fields from
each other. The height of a hori-
zontal gutter is typically based on
the leading of the text type. The
width of a vertical gutter should be
a distance sufficiently larger than
an em (the size of the text type) to
prevent reading from one column
of text to another. (See Creating a
grid for text, pages 200—211)

1.5-2 ems

vertical
gutter

v onlv
v J leading =
horizontal
th ought WAS | ouier
of you.
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In a grid system, folios and running
matter above or below the text page
always appear flush left to the grid
(like the text). Thus, they seldom, if
ever, appear symmetrical to each
other on a spread.

Running head

1apjnoys Bujuuny Japjnoys Bujuuny

lap|noys Bujuuny

Running foot

Running head

Running foot

Running head

Running foot

lap|noys Bujuuny Japinoys Bujuuny

Jopjnoys Bujuuny

Running head/ running foot/
running shoulder

In longer documents, a guide for
readers to show them where they
are in the manuscript. These may
contain the title of the book, the
title of a section of the book, or

the author’s name. Like folios,

they sit outside the text page,

but should always relate to it either
vertically or horizontally. Running
heads appear above the text page,
running feet below, running shoul-
ders to the sides.




123 123 123
123 123
123 123
123 123
123 123 123
Folio

The page number. This typically
sits outside the text page, but,

like running matter, it should always
relate to the grid either vertically

or horizontally.
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A simple grid

Grids are particularly useful for
creating a sense of simultaneity on
the page, as this simple exercise
demonstrates. We have here a title
page for a catalog. Page size is g in
(229 mm) square. Copy consists of
a title, a subtitle, and a publisher—
three levels of information, each in
three languages (English, German,
and French).

First, the type is set in three weights
of a typeface (here, Akzidenz
Grotesk Regular, Medium, and Bold),
in three sizes based on a Fibonacci
sequence (13, 21, and 34 pt, each
with 2 pts. of leading). Certainly, it is
possible to articulate the hierarchy of
information by changing just the size
or the weight. As you know by now,
these are the decisions that make
each designer's work personal.

Word and image

Posters from the collection

Museum of Modern Art New York

Wort und Bild

Plakate von der Sammlung

Parole et
image

Les affiches de la collection



The page is then arranged in a
nine-field grid, three fields by three
fields—mirroring the three levels

of information presented in three
languages. Note that because all our
type is essentially display type, not
text, the gutters are not specifically
keyed into leading or ems.
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Word
and
image

Posters from
the collection

Mussum of Modem At
Mew York

Posters from
the collection

Word
and
image

Mussum of Modem At
New York

Wort
und
Bild

Plakate von
der Sammiung

Museum des Modems Kunst
New York

Plakate von
der Sammlung

Wort
und
Bild

Even with only nine fields, there are
many possibilities for placing the
information on the grid. In the
examples on this page, each
language reads down. Levels of
hierarchy read across.

La parole
et

image

Les affiches
de la collection

Musde dart modeme
Nerw York

Les affiches
de la collection

Parole

ord Wort La parole |
nd und et
image Bild Iimage
rs Plakate von W
the collection der S I de la collecti
N“mmmm New York New Yoric
Posters from Plakate von Les affiches
the collection der Sammiung de la collection
ord Wort Parole
nd und et
mage Bild image




LNord

Posters fro Museurn of Modem Art
Word the collectlz:u ucdin
and
image

Plakate
Wort der Samvr::mu
und
Bild
Les affichi
Parole dela mll:;:ion
et
image
Posters from Mussum of Modem At
ot Word Hlew York
and
image
Plakate von wort
der Sal I
ersammie und
Bild
Les affiches
de la collection ParOIe
et
image

In the examples on this page,

the reading is reversed from the
previous examples —languages
read across, hierarchies read down.

Posters from | Museu of Modern At
the collection
nd

image
Plakate vor

un‘:.‘lrt d:r Slmvr::.:mg

Bild
Les affiches

| amle de la collection

et

image

an:'hr! frol " Mussim of Mo At

[ T Word i
and
image

lakate vo

der Samvn?llr:.mu Wort
und
Bild

—

d:sla mll:r;on Pamle
et
image
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Word and image Eotime wow

Wort und Bild Piakate von
der Sammiung

= Les affiches
Parole et image de la collection

Museurn of Modeim At
Nerw York

Lﬂ!ord and image Fostars from

oo o \Word and image

Posters from
the collection

Wort und Bild

Plakate von
der Sammlung

Parole et image

Les affiches
de la collection

In the examples above, horizontal
reading is stressed by extending
the title on one line and connecting
two levels of information in one type
block. First, we connect the subtitle
and the publisher. Then we connect
the fitle and subtitle.

the collection
Wort und Bild L
[ —
Parole et image iaghous i
|Museum of Modem Art
1] Yk
N 4| \WWord and image
Posters from
the collection
Wort und Bild
Plakate von
der Sammlung

Parole et image

Les affiches
de la collection




You are probably going to find some
of these solutions more successful,
more expressive, more dynamic, or
maybe just 'prettier’ than others. Or
you may find them all too obvious,
too simple. A grid of 3 x 3 may not
provide enough options. It certainly
does not take into account the
pages of material that would follow
the title.

The point of this beginning exercise
is to sensitize you to the possibilities
for both organization and expres-
sion that the grid offers. Where you
take it next — however many more
fields you think the page requires,
whatever typeface, size, and weight

you deem appropriate — is up to you.

What's most important is to follow
through the process, to explore a
fair number of possibilities within

each system.

Wordand fmmim 5
umage I
Wort und | Plakat=ven
Bild || |
Parole et | fhm““' .
fage)
5 x 5 grid
10, 26, and 42 pt. Janson
Wofdand m‘“‘m 1=
pmage || | pollecfin
ort und m;
Bild| || Semmiyng ||
Parole et | l‘;‘;:ﬂ*d’” [
image collection
6 x 5 grid
10, 26, and 42 pt. Didot
| 'Word and image
JPostss from tha pollaction
| Wort und Bild
Plakate von det Saumbung,
Len afiches de |2 collection
4 x 4 grid

13, 21, and 36 pt. Adobe Garamond
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Grids at large scale

The Baskervibe typjes were creased by Jdhin Buskerville,

produced by by al b (e maer trpe fiedeien, and hisve

work, and for gy parposcs an well.

The Baakrvii fypes were creasod by Jobn Baakersill,
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1234567890
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On page 176 columnar organiza-

tion was applied to seemingly ‘free’
compositions of the typographic
broadsides to uncover expressions of
horizontal rhythm within each piece.
Here, organization by rows finds
similarly consistent vertical rhythms.
The resulting fields grow out of the
type details in the upper-right corner
of the composition.

Baskerville

M J=ime,.

Boskervil

1254567850
IBRENATO ()] J= "2

c

The result, as shown above and
opposite, demonstrates how grids
can support — and, in some cases,
strengthen — complex typographic
compositions. They also suggest the
importance of allowing the grid to
evolve out of the requirements of
the content.

However, it is important o note
that in this composition the grid's
role is secondary. The hierarchical
sequence — the order of perception
first from a distance, then close

up —is primarily established by

use of scale, color, tone, and
manipulation of counterform.

Note that the word 'Baskerville’
aligns to the grid at its x-height—
one of two clear horizontal axes
in the word, the other being the
baseline. At display sizes, the
relationship of type to the grid
often depends on visual cues
other than the height of the
ascender alone.




The Baskerville types were created by John Baskerville,

a typefounder and printer in eighteenth-century England
and introduced in Birmingham in 1752. Baskerville’s

types are classified as transitional, that is, those that are
stylistically between oldstyle and modern designs. Because
of their high readability, Baskerville’s designs have been
produced by by all of the major type foundries, and have
become a standard typeface for long texts, especially book
work, and for display purposes as well.
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Shown here (right and opposite) is
an A2 (16,5 x 23.4 in, 420 x 594 mm)

two-color poster for a series of jazz
concerts. Each event starts at the
beginning of a field; concerts are

arranged vertically and horizontally
by date. Primary and secondary
display type aligns to horizontal axes

on the x-height. June 13

In this example, the grid not only

organizes the composition but also
expresses hierarchy. Clearly, the
same rules that determine a grid at
text scale operate at larger scale

as well. The considerations of type
operating as image and information
are merely applied to the rigors of a

gridded environment. j

g
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Here (right and opposite) is the
same problem for a smaller series
of concerts. Each venue is identi-
fied by its own typeface and its own
shade of the second color. Main
display type (UVC Jazz Festival
Paris’) is set with baseline alignment
to the horizontal axes. Secondary
display type (‘8 jours, 8 salles, + de
8o musiciens’) centers vertically in
its fields.
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In both this poster and the type
broadside on pages 194-195,
the designers have chosen not
to express vertical or horizontal
gutters. Nonetheless, we can see
that gutters are being employed.
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Creating a grid for text

oomurs delipaam im, semmodiar, s
2 dip o, qest. Am, qefpenac cnt sim i i, e Am, yuigemact ene i o

Place a column of text type on an Examine the horizontal relation-
85 x 11 in (216 x 279 mm) page. ship of white space to text.
Be sure to include left and right
margins. (For this exercise,
assume that the left and right
margins are three picas each.)

Most grids—like the material they
illuminate—are not so straight-
forward as what we've just worked
with. Working with text demands
solutions that are less pictorial —less
from without—and more organic,
coming from within the text itself.




s gy st el

Determine the horizontal ratios.
These horizontal ratios are
perhaps best described as the
ratios between line length of the
text and the width of white space
to either side of it In the example
shown, it happens that the line
length of the text is more or less
the same as the width of the
white space to the left (1:1), and
more or less one and a half times
as wide as the white space on
the right (3:2). Hence, + 3 and

+ 2 neatly approximate the
distances shown.

i i, . A g n i

Draw in all the vertical axes that
express the horizontal ratios,
being sure to include gutters.
The general rule of thumb for
vertical gutters is + 2 ems of the
text typeface (8 pt. text = 16 pt.
gutter, 10 pt. text = 20 pt gutter,
etc.). This decision really hangs
on making sure that there’s no
danger of reading on from text
in one column to text in the next.
In the example shown, we've
used 1p6.
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Assume a top margin (again,
assume three picas). Introduce a
‘type ruler’ — a column of type set
to the same size and leading as
your text type — that runs down
the left edge of the page. Adjust
your text type vertically until it
aligns with the type ruler.
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Determine vertical intervals. In
the example shown above, these
intervals grow out of the position
of the type in relation to the top
of the text page.

When you set up your horizontal
gutters, remember that the height
of the gutter is determined by the
leading of one line of text type.
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Draw in all the horizontal axes
that express the vertical intervals,
being sure to include gutters.
Your bottom horizontal axis
defines the bottom margin.
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Remove the type ruler and the

dummy type.

In the process shown here, you can
see the development of a 48-field
grid (eight columns, six rows), based
upon the text width and leading of
your original text type. This means
that you have 48 active corners on
your page for placing type or images.

Once you have devised your grid,
find out what size and line length
type has to be to feel like a caption.
What is small/short enough? What
is too small? Most important, what
works within the grid? Finally, devise
the optimum headline. What is big
enough? Or, in both cases, is a shift
in size required at all?

As you establish your type samples,
keep in mind that both the caption
and headline lengths should be
multiples of the text length. The
caption and headline leadings should
also be multiples of the text type
and leading (and seldom something
so simple as 1:2—see page 145).
Every few lines, all three compo-
nents should cross-align with each
other. Do yours? Work with them
until they do.
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In application, text grids often have
to accommodate two or more levels
of text in two or more sizes. In this
hypothetical example, sidebars high-
light individuals or incidents touched
upon in the main text.

First, typeface, size, leading, and line
length is determined for the text and
the sidebars.

Lorem ipsum dolor sit amet, consectetuer adipiscing elit,
sed diam nonummy nibh euismod tincidunt ut laoreet
dolore magna aliquam erat volutpat. Ut wisi enim ad
minim veniam, quis nostrud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex ea commodo consequat.
Duis autem vel eum iriure dolor in hendrerit in vulputate
velit esse molestie consequat, vel illum dolore eu feugiat
nulla facilisis at vero eros et accumsan et iusto odio dignis-
sim qui blandit praesent luptatum zzril delenit augue

duis dolore te feugait nulla facilisi. Lorem ipsum dolor

sit amet, consectetuer adipiscing elit, sed diam nonummy
nibh euismod tincidunt ut laoreet dolore magna aliquam
erat volutpat. Ut wisi enim ad minim veniam, quis nostrud
exerci tation ullamcorper suscipit lobortis nisl ut aliquip ex
ea commodo consequat. Duis autem vel eum iriure dolor
in hendrerit in vulputate velit esse molestie consequat, vel
illum dolore eu feugiat

10/13 Adobe Caslon x 20p, fl, rr

Lorem ipsum dolor sit amet,
consectetuer adipiscing elit, sed diam
nonummy nibh euismod tincidunt ut
laoreet dolore magna aliquam erat
volutpat. Ut wisi enim ad minim
veniam, quis nostrud exerci tation
ullamcorper suscipit lobortis nisl ut
aliquip ex ea commodo consequat.
Duts autem vel eum iriure dolor

in hendrerit in vulputate velit esse
molestie consequat, vel illum dolore
eu feugiat nulla facilisis at vero eros
et accumsan et 1usto odio dignissim
qui blandit praesent luptatum zzril
delenit augue.

8/9.5 Adobe Caslon Italic
x 9p3fl, rr



Based on the line lengths, horizontal
fields are established. Five intervals
most closely match the text as set,
but adjustments to the line lengths
are necessary.

sed dism nomummy nibh exismod tingidunt ut lnoreet
dolose magns sliquam erat vohstpat. Ut wisi enim ad
‘minim veniam, quis nostrud everci 1 us-
cipit lobortis nisl ur aliquip ex ea commodo consequar.
Duin mute vel cun iriure dolar in hendresit in vulpeate
welit este molestie consequat, vel ilum doloee eu fengist
alla Gucilisis at vero cros et dccumsan et fusto odio digris-
dalure te feugait nalla facilisi. Locem ipeum daolor it amet,
consectetuer adipiscing slit, sed dinm somummy nibh euie-
mid timcidunt ut loreet dolore magna aliquam esat vobat-
pur. U wisi enim ad minim veniam, quis nostrud exerci
[y R "

Lt i

commo conssepaat. Dhis aaters vel suen ifure dlor fu
hendrerit in valputate lestic consequat, vel
o dolirs tx Foogiet s Bl _

sar: et fustn odio digninim qui blandit pracsent luptaram
sccril dedendt augue duis dolose te feugait nulla Guilis,
ihil impendiet deming id ;
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Line lengths are adjusted to match
the five horizontal fields. Text is
checked for readability.

Lovem ipmsm dolor st amet,

ing elit, sed diam nooummy nibh esismed tin-
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Leading is adjusted to allow for
cross-alignment (5 pt. is added to
the text, .5 pt is removed from the
sidebar). Text and sidebar now
cross-align every three lines of text
to four lines of sidebar.

lolor in hen

m dolor sit amet, consectetuer adipisc- |
diam nonummy nibh euismod tin-

oreet dolore/magna aliquam erat volut-
enim ad minim veniam, quis nostrud
uﬂam(‘nrp T suscipit_lnbm:tis...nisl_ut_ ................
a commodo consequat. Duis autem vel
it in vulputate velit esse
1sequat, vel illum dolore eu feugiat
s at vero eros et accumsan et iusto odio.
ui blandit praesent luptatum zzril

1e duis dolore te feugait nulla facilisi. |

et, consectetuer adipisc-

. :_ \amet, consectetuer adipiscing
:)refat dolore' magna athuam'erat volut L ot Ko memaminy 008
-enim ad minim veniam, quis nostrud | euismod tincidunt ut lagreet ..
o s \dolore magna aliquam erat
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commodo consequat. Duis autem vel | |minim veniam, quis nostrud |

\conseguat. Duis autem vel eun

7 nibh euismod tin- | facilisi. Lorem ipsum dolor sit.

\Lorem. ipsum. dolor sit amet, ...
consectetuer adipiscing elit, sed
\diam nonummy nibh euismod
|tincidunt ut laoreet dolore
magna aliquam erat volutpat.
\Ut wist enim ad minim veni-
ullamcorper suscipit lobortis

\nisl ut aliquip ex ea commodo

\triure dolor in bendrerit in
vulputate velit esse molestie
\consequat, vel illum dolore eu.
feugiat nulla facilisis at vero
eros et accumsan ef iusto odio
\luptatum zzril delenit augue
duis dolore te feugait nulla

10/13.5 Adobe Caslon

x 17p3, fl, rr

8/9 Adobe Caslon Italic
x 8p, fl, rr
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Based on cross-alignment, vertical
fields are established. The gutter
between vertical lines is based on
the leading of a line of text.

k . . N v emsectetuer adiii .
qedmnﬁddm’n?ﬂmwnibtwm- i ‘l :
pat Uit witi enirm ad mink amm, qui ol T ke
e tmticm ull ; it bobortia nial ut por
aliquip d quat, D o b =
‘aen brfere: ddor i hendrerit in valputase velit case iy
‘mclestie consequat, vel llem dolose eu frugist e e o i
wulls facilsis at itoodinl st o e
g g b pracsent patm il | RS
dedenit angue duis dolore te frugait malks fcilis. ﬁ-pw-
Larem ipsumn dalor sit amet, consectetucr adipisc- M‘h:‘i rier
ing elit, sed diam nonammy nibh culmod tin- e Larew g sl st
ich L dolore magna aki volut-

e e, und irm
pat. Ut wisi enim ad minim veniam, quis nostred s imidens dom e s
exered mation i d ut Tk nir i o
aliquip ex ¢ commads consequat. Duds sutem vel mnl-gd-n‘
\eum ixfure dolor in hendrerit in vlp - emetrrp
‘molestie consequat, vel iffum doloce eu feagist 2‘.—&%‘— N
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ignissim qui blandit pracsent lupratom wedl sy et comiust, o0
dclenit ague duis dolore te fougait malla faclisl, | e deer o st s
MNam liber tempor cum saluta nobis elezfend [T —




Finally, the grid is tested by setting
up possible layouts. Headlines

for the sidebars are introduced,
running flush bottom in their grid
fields to reinforce the strong hori-
zontal axis created by the columns
of fext beneath.

Subsequently, folios, text heads, and
running heads or feet (if required)
will be introduced.

ing elir, ved diam nosummy nibh evismod tin-
eidhant ur lareet dalore magna aliquam erar volat-
pat. Ut wiki esiim ad misien veniam, quis ostrad
exerct tation ullsmenrper suscipit lobartis nisl ut

|aliquip ex e2 commodo consequat. Dhuis autem vel |

Larvm ipmun dodoe it are, - mebin | foriici Larem ipoom dofr st | cam irbure dolor in hendserit in wlpatete velit cose
el e e g | adipiist, | maleatic consequat, vel illum dolore eu feugiat
iy h nf PR s
Bt i rh ribdeny g dignissim qui blandit p Lep il
. e | ol i veniem, g woéred | dleleit sugue dhia dolore tz foagait mulls facikis,
s e e T ik Lotem ipram dolor sit amet, consectetoer |
eseguas. Diuls aters vl cam Ty ) et vmmads cxmsopant Dk adipscing elit, sed diam namummy nibh casmed |
ki doler &8 endverit in emlass, guis nourred wntirm el irvare doler &0 tincidunt ut laoreet dolore magra lquam et
mseguss, ool idhem dalors e Inborti ciguc? e malcti emin g, el vohistpat. Ut wisi enim 2d minim veniam, quis
i nphrleirS wapust. D ") : 4 _'w‘w“ ﬂau'p'tlnhms
rmm gt bl it s ai nisl ur aliquip ex ea commodo consequat, Duis
o - - ’ aatem vel eum iriure dolor in hendreeit in valpu- |
i Lo sprs dod o 7 iNew | tatevelit lestie consequat, vel illum dolore |
= b e Sigririn : en frugiar nulla facifisis ut vero eros et sccumen et
o o s e i e i e mpevdict doming i o iusto odin dignissim qui blendit prassent luptarum
gt i il delemit angue duia doloce te frugai nulla
plim e | B | i | R _
. Remcigs el Nam Liber tempor cum solista nobis cleifend
il i option congue nihil imperdict doming id quod
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210 We now arrive at the moment
when the grid becomes a system 4 Primary text
for expressing hierarchy. Horizontal
axes are established for primary, I T 1 ] | ] oo
secondary, and tertiary texts. In addi- ¢ mal?e:l?
tion to type size and line length,
the ‘voice’ of the text is expressed
by where it appears on the page
from top to bottom. Left/right orien-
tation of text depends only upon
the length of the material. Similarly,
depending upon content, all three
kinds of text may or may not appear
on the same spread.

4= Tertiary text

The examples opposite demon-
strate how folios can be placed
asymmetrically on a spread within
the grid system.
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Creating a grid for text and images

Most grids are developed to accom-
modate both text and images. Here,
the goal is to devise a grid for a
book on design principles.

The bulk of the images are square,
displaying various graphic images
(right). Images are presented singly
or in sequences of five. Text serves
as introduction to and explanation of
the compositions.

The page size is B5 (6.9 x 9.8 in, 176
x 250 mm) horizontal. Approximate
margins are established (opposite),
and sample text is set to determine
type size, line length, and leading

(in this case, all text and captions
are the same size and leading; line
lengths vary).

(W -

|

....\\\\\\.\\

Typical art



Page with margins

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam
nonummy nibh euismod tincidunt ut
laoreet dolore magna aliquam erat
volutpat. Ut wisi enim ad minim veniam,
quis nostrud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex ea
commodo consequat. Lorem ipsum
dolor sit amet, consectetuer adipiscing
elit, sed diam nonummy nibh euismod
tincidunt ut laoreet dolore magna
aliquam erat volutpat.

Sample text
Akzindenz Grotesk Light
8/10.25 x 11p, fl, ir
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&
&&

drilll

L

Different sizes of the square art

are tried out within the page size,
and certain relationships begin to
emerge. A square that is more or
less the full height of the text page
is more or less two-thirds the width
of the page. As you might expect,

a square half the height of the page
is more or less one-third its width.

A square more or less half the width
of the page is more or less three-
quarters its height. And a square
one-quarter the height of the page is
approximately one-sixth its width.

These simple arrangements imm-
ediately suggest six intervals across.
They also suggest four intervals

-

driflf
P

up-and-down; however, to determine
exactly where those intervals occur,
we need to bring in the text.
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L i dolor sit amet,
ndipiscing ellt. Allguam nith, Integer eu
libaro nec lea poswera aliquam Cum socis
natoque penatibus et magnis dis parturient
montes, nascetur ridiculus mus. Vivamus
vilae ipsum al sem venenals placerat
Phasalus nibh. Proin diam, Donee interdum
‘wisi i nisl Lorem ipsum dolor sit amet,
ponsecitetuer adipiscing et Proin at arcy
sed nunc posuere loborfs. Suspendisse
Hristique, Phascius pollentosgus, loctus vias
| it dbh, at
fringilla lorem talus nec nunc. Duis blandit
deler non uma. Lit nec metus non matus
ullamcorper tincidunt Sed molestie tampor
it Donec feugiat neque a risus. Duls
megna libero, pulinar nec, tempar et, inct-
dunt non, feks. Etiam a dul. Curabltur purus
Juste, ullameorper ac, malesuada 8, ultricies
o, dolee. Mullam adipiscing sapian & ribh.
Prein valputate augue. Maurs in ipsum vel
augue hendrert bibendum. Aliquam rhoncus
placerat velit Lorem ipsum dolor sit amet,
e i

s, Vivamus Bbero libero, fringla af,
fempus nec, venenatis ey, eros. Sed isculis
eht ac runc. Praesent arcu justo, mellis

Bu, consechetuer id, tempus acg, pede. Cras.
|uchss massa ac mi. Curabitur quis metus
quis sapian luctus tristique. Donec tristique.
bibendum massa. Ouisque nis! telkus, faugist
eget, lacreet phanatra, malssuada pubinas,
augue. Aenean ut ligula vitas nulla eulsmod
peflartesque. Vivamus sit amet leo quis wisl
|acinia semper. Akguam at tortor non nunc
faucibus ulirkdes. Duls lacinia risus ac tortor
|uchus vehicula. Morbl endm nibh, consequat
skt amet, elementum eu, incidunt eget,
velit. Alguam tristigua libaro adipiscing mi
Buspandisse malesuada vulputate dul

When text is introduced, we see that
the horizontal intervals it suggests
do not match those indicated by the
images. One obvious response to
this discrepancy is to alter the line
length of the text to fit the exist-

ing structure. However, once we've
determined that the line lengths
prescribed by the images would

feel either too long or too short for
the sense of the text, we need to
consider a second response—
altering the horizontal intervals. In
this case, changing the number of
intervals from six to twelve provides
a format that accommodates both
image and text.

We've already determined that

the art suggests four vertical
intervals. Qur text as set allows for
somewhere between 30 and 40
lines of text per page. Establishing
nine lines of text per field gives

us the four vertical intervals
suggested by the images.




Lorem ipswr dolor 5t amet, consicietuer
ndlipiscing el & Aliquam nibh. I+deger eu bero
nec leo posiene aliquam. Cur socils natogue
penatibus ot magris dis parh. fien: montes,
nnascatur ridizulus mus, Vivamus v tae ipsum
Bt sam vaneqatis placerat Phasel us nibh.
Proin diam. Donec intardum vési 4 nisl Lorem
fipsum dolor Jit amed, consectsbuar adipiscing
it Proin at arcu sed nunc poswe s lobortis.
Suspendisse trisigqua. Phasel us [ellentssque,
fectus vias i mpardet molks, 1Urpe: eit omare
nibh, et fring Ba lorem telles nsc nune Duis
Ibiandit dodor non uma. Ut nec ma e non
metus ullamoorpar tincidunt Sed nolestie
tempor eft. [lonec feugiat nejue 1 risus.
Duis magna libate, pulvinar noe, timper at,
lincidunt nor, fels ESam a dul Corabitur
purus justs, ullamesrper ac, m ales ada a,
wiricies e, dolor. Nullam adipiscing sapien 2
Piph. Hroin valpy ste sugue. Meurs in ipsum
wel augue he ndm:nt bibendun. AN Juam
rhoncus placent velit Lorem ipsun dolor sit
amat, consentat er adipiscing it Vestbulum
i mawiris. Vivamus libero beto, fringilla at,
tompus nec, venanatis eu, ercs. Sad laculls
efit ac nunc. Praesent arcu jueste, molis eu,
consactebue- id, empus ac, pade. Cras kictus
massa ac mi Cursbiur quls nietiss quis saplen
luctus trisfique. Dionec frisSoue biendum
massa. Uuisiue nis! teius, Tengal eget,
laoreat phanira, malesuads fubar, augua,
Aanean ut ljgula vitas nulta enismod pellen
tesque. Vivarnus sit amet leo quis wisi lacini
semper. Aligiam at torter non nur e faucsbus
wltricies. Duis lacinia risus ac torer luclus
wehicula Mo-bi enim nibh, consed sat sit amet,
elementum tu, ficidunt eget veliz Aliquam
trisfique libero acipiscing mi Sus; endisse
malesuads v dpubate dul
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L Tpsum dolor sif amet, et
pdipiscing et Aliquam nibh, Infeger eu libero
nec ke posuere aliquam, Cum sociis nafoque
penatibus ot magnis dis parkuient montes,
nascetur ridiculus mus. Vivamus vites ipsum
&t sam venanatis placerat. Phasallus nibh.
Proin diam. Donec intardum wisi id nisl Lorem
|psum dolor sit amet, consactatuer adipiscing
Bt Proin at arcu sed nunc posuere lobortis.
Suspendisse trisfigue. Phaselus pellentesque,
lechus vitae imperdiet mollis, furpls elft omare
nith, et fringllla loram felius nec nunc. Duls
blancit doler non uma. Ut nec metus nan
metus ulameaper tincidunt. Sad molestie
tempor et Donec faugiat neque a risus.
Duis magna Bbers, pubinas nee, lampar el
Hincidurtt non, felis. Etiam a dul Curabitur

purus por 8,
ultricies eu, dolor. Nullam adipiscing sapien &
nibh. Proin vulputate augue. Maurs in ipsum
ved augue hendresit bibendum Allguam
thoncus placarat vakt. Lorem ipsum dolor sit
amed, consectetuer adipiscing edt. Vestibulum
In masrs. Vivamus Ebero liberg, fringita af,
tempus nec, vanenatls e, enos. Sed laculls
bt ac runc. Prassent arcu jusio, mollls ey,
consecteiuer id, tempus ac, pede. Cras luctus
massa ac mi, Curabitur quis metus quis sapien
luchus tristigua. Donec Fistique bibendum

engan ut hgula vitss nulla eutsmed pellen-
tesque. Vivamus sit amet leo quis wisi lacinia
pampes Aliquam et toror noa nune faucibus
Ulricies. Duis kacinia risus ac foror luches
vehicule. Morbi enim nibh, consequat st amet,
elementum ey, Sncidunt eget, velit. Aiquam
tristiou X mi S

Setting up the gutters involves

the same process as used in the
text-only example. Vertical gutters
(above) equal 1.5—2 times the size of
the type (the em). Horizontal gutters
equal one line of leading.



LLorem ipsum dolor st amet, consecietuer
‘ndipéscing e, Aliquam nibh. Integer ey Rero
nec leo posuene aliguam. Cum socils natogue
penatibus of magris dis paruricnt montos,
nascatur ridiculus mus. Vivamus vitae ipsum
&t sam venenatis placerat Phasellus nibh.
Proin diam. Donec interdum wisi id nisl Lorem
fpsum dolor sit amed, consectatuer adipiscing
it Proin at arcu sed nunc posuers lobortis,
Suspendisse iristique. Phasalius pelantesqus,
lectus vitae imperdiel moliis, furpis eff omare
inioh, et fringia lorem tellus nec nunc. Duls
[bdandit dodor non uma. Ut nec mebus non
metus ullameorper tincidunt. Sed molestie
tempor efit Donec feugiat neque a risus.
Duis magna libero, pubinar nec, tempor el,
tincidunt non, felks. Efiam a dul. Curabitur
purus jusio, ullamcorper ac, malesuada a,
utricies i, dolos. Nullam adipiscing sapien &
pibh. Proin vulputate augue. Mauds in ipam
wel augue hendrerit bibendum. Aliquam
thancus placerat veit Loram ipsum dolor sit
amat, consectatuer adipiscing elt. Vessbulum
n mauris. Vivamus ibero lbero, fringdla at,
tempus nec, venenalis eu, eros. Sed laculls
it ac nunc. Pragsent arcu |usto, mols eu,
rconsectetuer id, tempus ac, pade. Cras ctus
massa ac mi, Curabitur quis metus quis sapien
luctus frisSque. Donec frisSque bibendum
|misssal Cuisqias nisl follus, Tougial egof,
lacreat pharetra, malesuada pulvinar, augue.
Aenean ut ligula vitas nulla sutsmod pellen-
tesque. Vivamus sit amet leo quis wisi lacinia
semper. Aliquam at taror non nune faucibus
uitricies. Duis lacinia risus ac tortor luctus
wehiculn. Morbi enim nibh, consequat sit amed,
elomentum ey, tincidunt sget veit Alquam
trisfique libern adipiscing mi Suspendisse
malesuada vulputate dul

Proin diam. Donec interdum wisi id sisl. Lorsm
ipsum dofor 1t amet, consechotues wd piscing
0% Froin o2 arzu sed nune posvens kbors.
Hutpetase Fang A Mt relds e,
loctus vine imperdict molls, berpis ol orane
mioh, ot fringlia lorem fellus sec nenc. Du's
biarcit door non wna Ut nec metus non
b damcormen Encdurt, Sed moieste
Enempor o, Dorae g/t g & deus.
Duis magna e, pubinasr nes, lempor et
Encidunt nos, felis. Etam a dul Cussbitur
puarn sk, ulamcorper ac, messund 8,
etricion ou, dokor, Mu/lam adipiscing sapion &
#50 Proen vttt &gt Maurt o ous
vl g handlrart bibard.m. A quam
Foscus placerst vl Lorem ipsam dolor s
amet, consectstuer sdiplscing elft VesSbubum
n mauris, Vivamus Fbeco Boeeo, fingiia at,
bompus nec, verenatis ou, oos. Sed inculs
it ac rene. Prissert arcy josto, moill su,
eonsactstuer i tempus a2, zada. Cras ucus
masse o el Cunbivr quis metes gquis sapien
ristious bibandus

Anr o 14 Ble vian re's nuasod pallatr
besque, Vivemea sit emet loo quis wisi lecinia.
e, Aliguarm arl Indior son nune faucibus.
irices. Duls lucisla dsus ac fortor luckis
wobicae, Morbi orim nibh, cossoout sil e,
wamaniam s, Encidunl agel vail Aluen
Fristisun Ibaro adipiscing sl Sespendiess
aiesuada wiputais éo
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Proportion studles

L [’ dolor sit

adipiscing el t Allquam nibh, Inlegar au libero
pec bao pesvera aiquam. Cum socis natoque
penatibus et magnis dis parturiant montes,
nascetur ridizulus mus Vivamus vitae |psum
&t sem venenatis placenat. Phasellus nibh
Proin diam. Donec interdem visi id nisl Lorem
Ipswm dolor 4t amet, consect stuer adipiscing
et Proin et arcu sed nunc posue e lobortis.
Suspendisse trisique. Phasel us pelentesque,
lactus vitae | mpardiet mollis, furpis eiit omare
pibh, et fring lla kuram talius nec nunc. Duls
blandit delor non uma Ut nec melus non
metus ullameonpar tincidunl Sed molestie
tempor elit Denec feugiat neque a risus.
Duls magna Sbero, pubvinar nc, tsmpor ef,
fincidurt nor, fels. Etiam a dul Curebibur
purus jusin, ullsmeorper ac, malssuada 8,
ultricies ey, dolor. Nullam adipiscing saplen &
i, Froin visipuate augue. Maur s in ipsum
‘i augue hendredt bibendum. Aliguam
rhoneus placerat vakt Lorem ipsumn doler sit
amed, consectell e adipiscing et Vestibulum
in mauris. Vivamus Bbero libero, fr ngita at,
tempus nec, venenatis eu, encs. Sed iculis
Bt ac runc.

Here, the grid is applied. Note that
the text grid and the art as placed
do not exactly coincide. The art
tends to run short of the right edge
of the fields. This seeming discrep-
ancy is a fine example of the notion
that grids have active corners and
passive comers. There is no need for
the art to fill the fields.




Compression yind extraction

LLorem ipsuwm dolor sit amet, consaclstuer
adipiscing ol t Aliquam nibh. IMeger sy Bbaro
nec lao posuens aliquam. Cum socils natoqua
penatibus et magnis dis partunient montes,
nascetur ridiculus mus. Vivamus vise ipsum
&t sam venenatis placerat Phaselus nibh
Proin diam. Donec interdum wisl i nisl. Lorem
Ipsum dolor 5it amet, consectstuer adipiscing
it Proin ot arcu sed nunc posue'e lobordis,
Suspendisse trigique. Phasel us pelontosque,
124 lectus vitae | npandiat molls, turps: eit ormare
nibh, et fring la lurem tellus nec nunc. Duis
[blandit dodor nan uma. Lt nec meus non
metus ullameorpar tincidunt. Sed molestie
tempor et Donec feuglat neque arisus,
Duis magna libein, pubinar nec, imgar et,
tincidunt nor, fals. Edam & dul. Crabétur
[purus |usio, ullamcorper ac, rale: uada &,
ultricies au, dolor, Nullam adipiscing sapian &
i, Froin vulpu e augue. Maur s in igsum
Vel aLgue nRendrunt bibendum. Alijuam
rhancus placerat velt Lorem ipsum dolor sit
amet, er adipiscing elit Ve I
I iz, Vivamus libero Boers, fr gl ul,
tempus nec, vernenatis ey, ercs. Sad inculis
elit ac nunc.

The placement of the folios activates
the least used horizontal axis.

ek
[ —
O agra e 2 e S o
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Contrast studios

L dolor sit
adipiscing el t Allquam nibh, Inlegar au libero
pec bao posuera aiquam. Cum socis natoque
penatibus et magnis dis parturiant montes,
nascetur ridizulus mus Vivamus vitae |psum
&t sem venenatis placenat. Phasellus nibh,
Proin diam. Donec interdem visi id nisl Lorem
Ipswm dolor 4t amet, consect stuer adipiscing
it Proin et arcu sed nunc posue e lobortis.
Suspendisse trisique. Phasel us pelentesque,
124 lectus vitae | npardiet mollis, fupis elit omane
pibh, et fring lla kuram talius nec nunc. Duls
blandit delor non uma Ut nec melus non
metus ullameompar tincidunl Sed molestie
tempor elit. Denec feugiat neque a rfsus.
Duls magna Sberg, pubvinar nc, tsmpor ef,
fincidurit nor, fels. Etiam a dul Curabliur
purus jusin, ullsmeorper ac, malsuada 8,
ultricies ey, dolor. Nullam adipiscing saplen &
b, Froin visipu e augue. Maurs in [psum
‘vl augue hendredt bibendum. Aliguam
h p velt Lorem ip dolor sit
amed, consectet er adipiscing ot Vestibulum
In maurs. Vivemus Bbero libero, frngia af,
tempus nec, vencnatis e, ercs. Sed iculis
Bt ac runc.

1

Y -

0

The placement of identification (2.1’
etc,) for the images in the spread
above demonstrates when it is
appropriate to break the rules—the
numbers fall flush bottom in their
fields. If they appeared at the top of
their respective fields, their connec-
tion to the art would be lost. Clarity
of meaning and ease of reading
always trump the formal restraints of
working with grids.
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2.1

T

Y

Wec loo posuere aliquam. Cum Wec lsc posuers alquam. Cum Nec lea posuere allguam. Cum
saclls nelogue penatibus st sadlls nalogue penatibus st socils natoque penatibus ot
11T magnis dis parturiest mortes, magnis dis parturient mories, magnis dis parturient montes,
nascetur fdiculus mus. nascetur fdiculus mus. nascetur rdcuus mus.
Vivarnus vites ipsum st sam Vhvamnus vites ipsum ot sem Vivarmus vitas [psum st sam
- . Pro g Donaciear i Pro G Do | Menrrondam Do
‘ ‘ ‘ ‘ durn wial id misl Locam lpsurm curn wisl Id nisl Lorom Ipsuem dhuarn wisl Il sl Lorsen psum
dolor sit amel, conseclabuer dotor it amel, conseciatuer dokor 4.7 amat, consecteluar
| nelipiscing et Proin st sy nclipiacing it Proin st srcy wdipiscing slit Proin st srcu
At the same time, placing the
identification at the bottom of a
field strengthens the structure of
the page — the sense of the grid —
even though specific placement -
works against one of the grid's
seeming requirements.
-
-
0O 0 = -
=
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With all the primary relationships
among text and images sorted

out, the grid now expresses a true
system —the logic of the present-
ation. Position on the page is now an
expression of hierarchy and mean-
ing, not just an esthetic choice.
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Next

Rather than attempt to sum up the
preceding 200 pages, | want to leave
you with three recommendations:

Slow down.

My colleague and good friend

Nina Pattek says that the design
process —how we get from idea

to final—is a series of ‘considered
responses to direct observation! This
process requires the one thing our
magnificent technological advances
conspire against: taking one's time.
Working at a computer is so easy,
the software so powerful, that results
can seem effortless and inevitable.
And for many begining typographers,
the evolving object on the screen
may appear finished long before it
actually is.

An integral part of slowing down

is printing out your work as you go
through the process, not just when
you think you're done. Doing this
externalizes your work, giving you
the chance to see it for what it is,
not necessarily what you wish it
were. It also gives you the time to
think about what you're doing. Time
is central to good work.

Be wary of ‘creativity’

American artist Chuck Close once
said, 'Inspiration is for amateurs:
The point is that professionals work;
they know the principles, they've
mastered the craft, and they under-
stand and engage in the process.
Amateurs may entertain some
fantasy about the creative moment,
that bolt out of the blue that knocks
us out of bed at three in the morn-
ing; professionals know that real
insight, real innovation come only
from deliberate process.

Keep your eyes open.

As the title suggests, this book is
just a beginning. | encourage you

to use the bibliography to learn
what other people have to say and
show about typography. Beyond
that, look around. Every time you
see language, you are looking at
type. Test what you do against what
other people do and learn how to
articulate the differences. Keep a
sketchbook, and note all your obser-
vations. Include your own examples.
And take advantage of every oppor-
tunity, however humble, to put type
on paper. | hope this book prompts
an ongoing exploration of a dynamic
and demanding craft. With luck, it
will stimulate a process that leads
to type becoming an integral part of
your professional life.
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