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BASKERVILLE
Designed by Jokn Baskerkville, 1757

BODONI

Designed by Giambattista Bodoni, 1790s

ADOBE CASLON

Designed by Carol Twombly, 1990, based on pages
printed by William+Casion, 1734-70

CENTAWR

Designed by Bruce Rogers, tg12—14.
The italic, by Frederic Warde, is based on the ﬁf‘[ccnr]!—ccrlrury

hand of Ludovico deali Arriphi.

CENTURY EXPANDED

Designed by Morris Fuller Benton, 1900

CLARENDON

Named for the Clarendon Press, Oxford,
who commissioned it in 1845

wDIDOT

Designed by Jonathan I fmﬂm; 1992, inspired by
the types of Frangois Ambroise Didot, 1784

" FEDRA SANS

Designed by Peter Bilak, 2001, who was asked
to create a "de-Prostestantized Univers”

FILOSOFIA

Designed by Zuzana Licko, 1996,
arevival of the types of Bodoni

FRUTIGER

Designed by Adrian Frutiger, 1976

FRANKLIN GOTHIC

Designed by Morris Fuller Benton, 1904

FUTURA

Designed by Paul Renner, 1927, who sought an
“honest expression of technical processes.”

GEORGIA

Designed by Matthew Carter, 1996,
for display on screen

GILL SANS

Designed by Eric Gill, 1928,
It has been described as Britain's Helvetica.

. GARAMOND

Designed by Robert Slimbach, 1989,
based on pages printed by Clande Garamond
in the sixteenth century

- GOTHAM

Designed by Tobiés Frere-Jones, 2000,
inspired by lettering found at

" Port Authority Bus Terminal, New York City




HELVETICA

Designed by Max Miedinger, 1957

HOEFLER TEXT

Designed by Jonathan Hoefler; c. 1995

INTERSTATE

Designed by Tobias Frere-Jones, 1993,
inspired by U.S. highway signs

wo JENSON

Designed by Robert Slimbach, 1995

META

Designed by Erik Spiekermann, 1991

MRS EAVES

Designed by Zizana Licko, 1996,
inspired by pages printed by fohn Baskerville

NEUTRAFACE

2002, based an lettering created by the architecl
Richard Neutra in the 19405 and 19505

NOBEL

Designed by Tobias Frere-Jones, 1993,
based on 1929 types by the Dutch typographer
Sjoerd Henrik de Roos.
Frere-Jones describes Nobel as

“Futura cooked in a dirty pan.”’

NEWS GOTHIC

Designed by Morris Fuller Benton, 1908

QUADRAAT
Designed by Fred Smeijers, 1992

SABON

Designed by Jan Tschichold, 1966,
inspired by the sixteenth-century types of
Claude Garamond

SCALA

Designed by Martin Majoor, 1991

THESIS SERIF

Designed by Lucas de Groot, 1994

TRADE GOTHIC

Designed by Jacksan Burke, 1948-60,
inspired by nineteenth-century grotesques

UNIVERS

Designed by Adrian Frutiger, 1957

'VERDANA

Designed by Matthew Carter, 1996,
for display on screen

WALBAUM

. Designed by Justus Erich Walbaum, 1800
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THE ORGANIZATION OF LETTERS on a blank page—or screen—is the
designer’s most basic challenge. What kind of font to use? How big? How
_should those letters, words, and paragraphs be aligned, spaced, ordered,
shaped, and otherwise manipulated?

Anyone who regularly and enthusiastically commits acts of visual
communication will find something to use and enjoy in this book, which
offers practical information within a context of design history and theory.
Some readers will be chiefly interested in the sections that present basic
typographic principles in concise, non-dogmatic layouts. Others will spend
more time with the critical essays, which look at the cultural frameworks
of typography. '

I decided to create this book because there was no adequate text to
accompany my own courses in typography, which I have been teaching at
Maryland Institute College of Art in Baltimore since 1997. Some books on
typography focus on the classical page; others are vast and encyclopedic,
overflowing with facts and details. Some rely too heavily on illustrations of
their authors’ own work, providing narrow views of a diverse practice, while
others are chatty and dumbed-down, presented in a condescending tone.

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

I had no alternative but to write the book myself.

Thinking with Type is assembled in three sections: LETTER, TEXT, and GRID,
building from the basic atom of the letterform to the'organization of words
into coherent bodies and flexible systems. Each section opens with a
narrative essay about the cultural and theoretical issues that fuel typographic
design across a range of media. The demonstration pages that follow each
essay show not just how typography is structured, but why, asserting the
functional and cultural basis for design habits and conventions.
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THINKING WITII TYPE 8

The first section, LETTER, reveals how early typefaces referred to
the body, emulating the work of the hand. The abstractions of neoclassicism
bred the strange progeny of nineteenth-century commercial typography.
In the twentieth century, avant-garde artists and designers explored the
alphabet as a theoretical system. After digital font design became a cottage
industry and a mode of underground publishing in the 198os, typography
became a narrative form that revived its connections with the body.

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

The third section, Gr1D, looks at spatial organization. Grids

underlie every typographic system. In the early twentieth century, Dada and
Futurist artists attacked the rectilinear constraints of metal type and exposed
the mechanical grid of letterpress. Swiss designers in the 19408 and 1950s
created design’s first total methodology by rationalizing the grid. Their work,
which introduced programmatic thinking to a field gove rned by taste and
convention, remains profoundly relevant to the systematic thinking required
when designing for multimedia.

Throughout the book, examples of design practice demonstrate
the elasticity of the typographic system, whose rules can all be broken.
Finally, the ApPENDIX contains handy lists, helpful hints, dire warnings,
and resources for further study.

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




AS A DESTGNER, WRITER, AND VISUAL THINKER, | am indebted to my teachers
at the Cooper Union, where I studied art and design from 1981 to 1985.
Back then, the design world was rather neatly divided between a Swiss-
inflected modernism and an idea-based approach rooted in American
advertising and illustration. My teachers, including George Sadek, William
Bevington, and James Craig, staked out an odd place between those worlds,
allowing the modernist fascination with abstract systems to collide with

the strange, the poetic, and the popular.

The title of this book, Thinking with Type, is an homage to James
Craig’s primer Designing with Type, the utilitarian classic that was our text
book at Cooper. If that book was a handyman’s guide to basic typography,
this one is a naturalist’s field guide, approaching its subject as an organic
system that is more evolutionary than mechanical. What I really learned
from my teachers was how to think with type: how to use visual and verbal
language to develop and deliver ideas. As a student, discovering typography
was finding the bridge connecting written language to visual art.

To write my own book for the twenty-first century I have had to
educate myself all over again. In 2003 I enrolled in the Doctorate in
Communications Design program at the University of Baltimore. There 1
have worked with Stuart Moulthrop and Nancy Kaplan, world-class scholars,
critics, and designers of networked media and digital interfaces. Their
influence is seen throughout this book.

My colleagues at Maryland Institute College of Art have built
a distinctive design culture at the school; special thanks go to Ray Allen,
Fred Lazarus, Elizabeth Nead, Bernard Canniffe, Jennifer Cole Phillips,
Rachel Schreiber, and all my students, past and future.

My editor, Mark Lamster, has kept this project alive and conscious
across its seemingly endless development. I also thank Eric Karnes and Elke
Gasselseder, Kevin Lippert at Princeton Architectural Press, Timothy Linn at
Asia Pacific Offset, William Noel at the Walters Art Museum, Paul Warwick
Thompson and Barbara Bloemink at the Cooper-Hewitt, National Design
Museum, and all the designers who shared their work with me.

I learn something every day from my children, Jay and Ruby,
and from my parents, my twin, and the amazing Miller family. My friends—
Jennifer Tobias, Edward Bottone, Claudia Matzko, Darsie Alexander,
and Joy Hayes—sustain my life. My husband. Abbott Miller, is the greatest
designer I know, and I am proud to include him in this volume.
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MARTIN MAJOOR began designing the typeface Seria
with this napkin sketch made on a train from Berlin to
Warsaw in 1996. The typeface was released by FontShop
International in 2000, Most contemporary typefaces
ultimately take o digital form, but many are rooted in
calligraphic tradition and originate in handwritten
sketches and prototypes.
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" Lower Case.
A Pair or Cases.
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I'16. 2.—Showing Lay of Cascs.

California Job Case.
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TYPE, SPACES, AND LEADS
D];]I_,‘m m from boalk, 1917
Author: Frank . Henry

I a traditional printing shop,
gridded cases hold fonts of type
and spacing malerial. Capital
letters are stored in a drawer
above the minuscule letters.
Hence the terms “uppercase”
and “lowerrase” are derived
from the physical space of the
print shop,
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THIS 1S NOT A BOOK ABOUT FONTS. It is a book about how to use them.
Typefaces are an essential resource employed by praphic designers, just as
glass, stone, steel, and countless other materials are employed by architects.
Graphic designers sometimes create their own fonts and custom lettering.
More commonly, however, they tap the vast library of existing typefaces,
choosing and combining them in response to a particular audience or
situation. To do this with wit and wisdom requires knowledge of how—
and why—letterforms have evolved.

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

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

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

a single form).

‘Laws ol the Letter,” Ellen
n Writing Research: Writing

This chapter extends and revi:

| Hﬁhﬂf’ﬂgﬁﬁ qanmimulngﬁjm] on Graphic Design {New York: Kiosk, 1996; London: Phaidon,
| Tt upoves Dugait rptings. Db 1099 50
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NICOLAS JENsOX learned Lo print in Mainz,
the German birthplace of typography, before
establishing his own

ilos appellatur mariti
euir dicitur frater mar

i ratrizappellantur qu:
enisbed . icing fratrum 8 mat
atrueles matrum fratr
Sfobrini ex duabus ed
_tafuntin antiquisau

printing press in Venice.
His letters have strong
vertical stems, and the

[Lorem ipsum dolor si

consectetuer adipiscing el

CENTAUR, designed from
J[J'IJ_’ to IJ;.@ I_‘}' Hr'ufe‘
rogers,isa revival of[uctus ullamcorper, au

Jenson's type that

Integer ph;—u.‘etra, nisl

tortor egestas ante, vel

emphasizes its ribbonlike
stroke.

pede urna ac neque. N

ac mi eu purus tincidt

vanum laboraverunt
si Dominus custodie
istra vigilavit qui cost
RUIT s designed num est VOblS ante ll
by the Dulch typographer, . 3
teacher, and theorist rgere POStquam Sede
Gerrit Neordzif. This i manducatis anem
digitally constructed font, ' 2 i P : :
designed in the 19905, M1 dederlt dllectls sui
caplures the dynamic,
three-dimensional quality AL MI IVXTA LXX
of fifleenth-century roman :
typefaces as well as their gothic (rather than humanist) origins,
As Noordzif explains, Jenson “adapted the German letters

to Italian fashion (somewhat rounder, somewhat lighter), and thus
created roman type.”
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YEADE WV ICACIIC WL, WT10IE
the ifii wekis, and how1

lord, yet thechirchemal
that istowete, of thathe
and of that he cometh t(
in thoffyce of the chirc!
tynges that ben in this
one partie, & that othe
causeof thecomynge of
ben of iove and oladne:

Lorem ipsum dolor sit
consectetuer adipiscin
Integer pharetra, nisl u
luctus ullamcorper, auy
tortor egestas ante, vel |
pede urna ac neque. M
ac mi eu purus tincidu

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

scaLa was introduced in 1991 by the
Dutch typographer Martin Majoor. Although
this thoroughly contemporary typeface has

geometric serifs and rational, almost modular

forms, it reflects the calligraphic origins of

type, as seen in letters such as a.

GOLDEN TYPE
wis created by the
English design
reformer William
Morris in 1890. -
He sought to

recapture the dark

and solemn !
density of Jenson's

pages.

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



LETTER | I3

§ cd ne forte tuo atred

Hic timor eft ipfis
N on adeo leuiter nof?

vt meus oblito puly
L llic phylaades ineu:

Non potuit ceas i
S ed aupidus filfis ari

ThefJalis antiquam
X llic quicquid ero fér

Traidt ¢g fas litw
I llic foymofee wenian

Qubds dedit argui
Qudarum nulla tua fi

Gratior, ¢ tellus b
Quvdmuis te longee rei

Cdra tamen lachry

FRANCESCO

GRIFFO

Roman and italic

types designed for

Aldus Mamutius,

c. 1500. They are

conceived as hwo

separate typefaces.

JEAN JANNON

Roman and llalic types
Jor the Imprimerie Royale,
Paris, 1642, coordinated
into a larger type family.

HUMANISM AND THE BODY

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

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

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

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

Italic letters, also introduced in fifteenth-century Italy (as their
name suggests), were modeled on a more casual style of handwriting,
While the upright humanist scripts appeared in prestigious, expensively
produced books, the cursive form was used by the cheaper writin g shops,
where it could be written more rapidly than the carefully formed lettera
antica. Aldus Manutius was a Venetian printer, publisher, and scholar who
used italic typefaces in his internationally distributed series of small,
inexpensive books. The cursive form saved money because it saved space.
Aldus Manutius’s books often paired cursive letters with roman capitals;
the two styles still were considered fundamentally distinct.

In the sixteenth century, printers began integrating roman and
italic forms into type families with matching weights and x-heights (the
height of the main body of the lowerface letter). Today, the italic style in
most fonts is not simply a slanted version of the romun: it incorporates the
curves, angles, and narrower proportions associated with cursive forms.

comme iay des-ia remarqué, *S. Augu- S vt On the complex origins
{tin demandeaux Donatiftes en vne fem- Top et of roman type, see Gerrit

Noordzij, Letterletter

blable occurrence : Luoy donc 2 lors gue 12, v

rﬁ”“’équcf“' {Vancouver: Hartley and
iy I f admodum lo- £ RS r
nous lifons , oublions nous comment nows ations quilileamus  \farks, 2000).
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T LOUIS
0 N _'L,f T GEOFROY TORY SIMONNEAU
[ S 1 argued thal designed model
S 1= — letters should lesterforms for
reflect the ideal the prinking press
himan body. Regarding the letter A, he wrote: of Louis XIV. Instructed by a royal commitiee,
“the cross-stroke covers the man's organ of Simonnem designed his letters on a finely meshed
generatios, to signify that Modesty and Chastity grid. A royal typeface (romain du roi) was then
are required, before all else, in those who seek created by Philippe Grandjean, based on
acquaintance with well-shaped letters.” Simonneaw's engravings.

By WILLIAM CASLON, S P E C I 1\

B C DousL)
uft t JOLIN
A %;: P‘é‘é’im xeennre By FOHXN BASKERY ILIA

was a privler

nos etiam fu ril ; .

A B C D E quemad fin """ Am indebted to you for two i fo me
ABCDEF Fand in the il J

. Letters dated from Corcyra.  Couniry

17505 titd

WILLIAM CASLON created 17605, He aimed to surpass Caslon by creating
| typefaces in eighteenth-century sharply detailed letters with more vivid contrast
| England with crisp, upright between thick and thin elements. Whereas

characlers that appear, as Robert Caslon’s letters were widely used in his own lime,
Bringhurst las written, Baskerville’s work was denounced by many of his
“more modelled and less written contemporarics as amatenr and extremist.,

than Renaissance forms.”

|

| AUSTERLITII
GIAMBATTISTA BODONI created letters at the

close of the eighteenth century that exhibit abrups,

unmodulated contrast between thick and thin and A_ G’ A L L I S
razor-thin serifs that are unsupported by curved ,
“brackets.” Stmilar typefaces were designed in the

same period by Frangois Ambroise Didot (1784)
in France and fustus Erich Walbaum (18c0o) C I I |

I .
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GEORGE BICKHAM, 1743.
Samples of “Roman Print”
and “lNalian Hand.”

This accusation was reported
to Baskerville in a letter from

his admirer Benjamin °
Franklin, For the full letter, see
F, E. Pardoe, Johi Baskerville
of Birmingham: Letter-Founder
and Printer {London: Frederick
Muller Limited, 1973), 68.

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

ENLIGHTENMENT AND ABSTRACTION

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

A committee appointed by Louis X1V in France in 1693 set out
to construct roman letters against a finely meshed grid. Whereas Geofroy
Tory’s diagrams were produced as woodculs, the gridded depictions of the
romain du roi (king's alphabet) were engraved, made by incising a copper
plate with a tool called a graver. The lead typefaces derived from these
large-scale diagrams reflect the linear character of engraving as well as the
scientific attitude of the king’s committee.

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

Eighteenth-century typography was influenced by new styles of
handwriting and their engraved reproductions. Printers like William
Caslon in the 1720s and John Baskerville in the 17505 abandoned the rigid
nib of humanism for the flexible steel pen and the pointed quill,

instruments that rendered a fluid, swelling path. Baskerville, himself a

master calligrapher, would have admired the thinly sculpted lines that
appeared in the engraved writing books. He created typefaces of such
sharpness and contrast that contemporaries accused him of “blinding all
the Readers in the Nation; for the strokes of your letters, being too thin and
narrow, hurt the Eye.” To heighten the startling precision of his pages,
Baskerville made his own inks and hot-pressed his pages after printing.

The severe vocabulary of Baskerville was carried to an extreme by
Giambattista Bodoni in Ttaly and Firmin Didot in France at the turn of the
nineteenth century. Their typefaces—which have a wholly vertical axis,
extreme contrast between thick and thin, and crisp, waterlike serifs—were
the gateway to a new vision of typography unhinged from calligraphy.

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




PVIRGILII MARONIS

BUGOILIC A

ECLOGA 1. cui nomen TITYRUS.

i MerisoEus, TITYRUS.

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

7. O Meliboee, Deus nobis hac otia fecit:
Namgque erit ille mihi femper Deus: illius aram
Sape tener noftris ab ovilibus imbuet agnus.

Ille meas errare boves, ut cernis, et iplum

10 Ludere, qua vellem, calamo permifit agreft,

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

Hic inter denfas corylos modo namque gemellos,

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

De ceelo ta@tas memini pradicere quercus:
Sape finiftra cava pradixit ab ilice cornix.
Sed tamen, ifte Deus qui fit, da, Tityre, nobis.

20 7. Urbem, quam dicunt Romam, Melibeee, putavi
Stultus ego huic noftr fimilem, quo fpe folemus
Paftores ovium teneros depellere foetus.

Sic canibus catulos fimiles, fic matribus heedos
A Noram;
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VIRGIL (LEFT)

Book page, 1757
Printed by John Baskerville

The typefaces created by John T R A. G E D I E-
Baskerville in the eighteenth
century were remarkable—

even shocking—in their day for
their sharp, upright forms and
stark contrast between thick

and thin elements. In addition

1o a roman text face, this page

utilizes italic capitals, large- A C T E P R E M I E R_
scale capitals (generously

letterspaced ), small capitals

(scaled to coordinate with

lowercase text), and non-lining -

or old-style numerals (designed S C E N E I-

with ascenders, descenders, and

a small body height to work JOGCAST E, OLYM PE.

with lowercase characlers).

RACINE (RIGHT) ! JOCASTE.

RaRLE 100 I s sont sortis, Olympe? Ah! mortelles douleurs!
Printed by Firmin Didot )

The typefaces cut by the Didot Qu'un moment de repos me va couter de pleurs!

family in France were even more

L those Mes yeux depuis six mois étoient ouverts aux larmes,

of Baskerville, with slablike, Et le sommeil 1(‘5 ferme en de teﬂes alarmes!
unbracketed serifs and a stark : - s
contrast from thick to thin. Puisse plutot la mort les fermer pour jamais,

Nineteenth-ce r printers ana . . L .
Nin J;.mrj re,frnu] printers and Et m,empecher de voir le plus noir des fOI‘faltS!
typographers called these

glitiering typefaces “modern.” Mais en sont-ils aux mains?

Both pages are reproduced
from William Dana Orcutt,
In Quest of the Perfect Boalk
{New York: Little, Brown and
Company, 1926); margins are
nol accurate.
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PAT FACE is the name thal
was given Lo the inflated,
hyper-bold type style
introdured in the early
nineleenth century, These faces
exaggerated the polarization
of letters into thick and thin

cormponents seen in the formal
typography of Bodoni and
Didot.

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

-~

EXTRA CONDENSED typefaces
are designed Lo fit in narrow
spaces. Nineteenth-century
advertisements often combined

fonts of varying style and

proportion on a single page.
These bombastic mixtures were
typically aligned, however, in
stalic, centered compositions.

GOTHIC s a nineteenth-cenlury
lerm for letters with no serifs,
Such lypefaces could commard
attention with their massive

frontality. Although sans-serif
fonts often served in the

twentieth century to convey
neutrality, flamboyantly
decorated gothics were once
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My person was hideous, my stature gigantic. What did this mean? Who was I? What was I?...
Accursed creator! Why did you create a monster so hideous that even you turned away from
me in disgust? Mary Shelley, Frankenstein, 1831
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ANTIQUE

Type historian Rob Roy
Kelly (1920—2004) studied
the mechanized design
strategies that served to
generate a speclacular
variety of display leters in
the nineteenth centiery.
This diagram shows how
the basic square serif
form—called Egyptian or
slab—was cut, pinched,
pulled, and curled to spawn
new species of ornantent,
Serifs were transformed
from calligraphic end-
strakes o independent
geometric elements that
conld be freely adjusted.

MONSTER FONTS

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

With the rise of industrializalion and mass consumption in the
nineteenth century came the explosion of advertising, a new form of
communication demanding new kinds of typography. Big, bold faces were
designed by distorting the anatomical elements of classical letters. Fonts of
astonishing height, width, and depth appeared—expanded, contracted,
shadowed, inlined, fattened, faceted, and floriated. Serifs abandoned their
role as finishing details to become independent architectural structures, and
the vertical stress of traditional letters migrated in new directions.

T‘I'"IIT"TTY TTeETYTY

LATIN/ANTIQUE TU

CLARENDON CAN TUSCAN

Lead, the material for casting metal type, is too soft to hold its shape at large
sizes under the pressure of the printing press. In contrast, type cut from
wood could be printed at gigantic scales. The introduction of the combined
pantograph and router in 1834 revolutionized wood-lype manufacture.

The pantograph is a tracing device that, when linked to a router for carving,
allows a parent drawing to spawn variants with different proportions,
weights, and decorative excresences.

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

For extensive analysis and examples of decorated types, see Rob Roy Kelly,
American Wood Type: 1828-1900, Notes on the Evolution of Decorated and Large Letters
(New York: Da Capo Press, 196g). See also Ruari McLean, “An Examination

of Egyplians,” Texts on Type: Critical Writings on Typography. ed. Steven Heller and
Philip B. Meggs (New York: Allworth Press, 2001), 70-76.
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DURYEA'S IMPORTED
CORNSTARCH {LEFT)
Lithographic trade card, 1878
The rise of advertising in the
nineteenth rentury stimulated
demand for large-scale Tetlers thal
could contmand altention in
urban space. Heve, a mar is
shawn posting a bill in flagrant
disregard for the law, while a
police officer approaches from
around the cormer.,

FULL MOON (RIGHT)
Letterpress poster, 1875

A dozen different fonts are used
in this poster for a steanmship
cruise. A size and style of typeface
Jas been chosen for each line fo
maximize the scale of the letters
in the space allotted. Although
the typefaces are exatic, the
centered layout s ns static and

conventional as a lombstone.
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TEMPERANCE BAN]]

Prof. V. Yeager, Leader, will give a
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To Osbrook and Watch ill,

On Saturday Evening, July 17th,

Leaving Wharf at 72 o’clock. Returning £0 Westerly
- at 103 o’clock. Kenneth will be at Gsbrook.

TIGKETS, ~ FORTY GENTS,

G. B. & J. H. Utter, Steam letera Westerly, R. I.
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CHEQ VAN DOTSRURG, founder and chief promater E D I I D | I H I I

of the Dutch De Stijl movement, desiged this alphabet
with perpendicudar elements in 1919. Applied here to

the letterhead of the Union of Revolutionary Socialists, H E
the hand-drawn characters vary in width, allowing 5 u I I H I I 5

them 1o fill out the overall rectangle. The De Stijl

moverent called for the reduction of painting, In I I
architecture, objects, and letters to elemental uiits, |

"

. De Stijl in 192y, Wherens
— Van Doeshurg's characters are
- unbroken, Huszar's letters

consist of pixel-like modules,

i) §) (EEED (s e
this [or the magazine

qudefqhi FETTE FUTURA
iKImnopQqr

S ’ruvwx(;qg Go E T H

HERBERT BAYER created this typeface design,
called universal, at the Bauhaus in 1925.
Consisting only of lowercase letters, it is built
from straight lines and circles.

PAUL RENNER designed Futura
in Germany in 1927. Although

il is strongly geometric, with
perfectly round Os, Fulura is
practical, subtly designed typeface
that remains widely used foday.
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15 pernussible it Ornariental Forms.

disproportion and Tndistinciness|

EDWARD JOHNSTON hased
this 1906 diagram of “essential”
characters on ancient Romarn
inscriptions. While deriding
commercial display lettering,
Johnston accepted the
embellishment of medieval-
inspired forms.

On Futura, see Christopher
Burke, Paul Renier: The Art

of Typography (New York:
Princeton Architectural Press,
1998). On the experimental
typefaces of the 1920s and
1930s. see Robin Kinross,
Unjustified Texts: Perspectives
on Typography (London:
Hyphen Press, 2002}, 233—45.

REFORM AND REVOLUTION

Some designers viewed the distortion of the alphabet as gross and
immoral, tied to a destructive and inhumane industrial system. Writing in
1906, Edward Johnston revived the search for an essential, standard
alphabet and warned against the “dangers” of exaggeration. Johnston,
inspired by the nineteenth-century Arts and Crafts movement, looked back
to the Renaissance and Middle Ages for pure, uncorrupted letterforms.

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

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

Such experiments approached the alphabet as a system of abstract
relationships. Like the popular printers of the nineteenth century, avant-
garde designers abandoned the quest for an essential, perfectly shaped
alphabet, but they offered austere, theoretical alternatives in place of the
solicitous novelty of mainstream advertising.

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

The calming, abstract forms of those new typefaces that dispense with handwritten movement
offer the typographer new shapes of tonal value that are very purely attuned. These types can be
used in light, semi-bold, or in saturated black forms. Paul Renner, 1931
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WIM CROUWEL published
Juis Hew
alphahet, sisting of no
diagonals or curves, in 1t

The Fnumfr"‘ {London,
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WIM CROUWEL presenled

this “scanned” version of a
Garamond a in contrast

with his own new alphabet,
whose farms aceept the gridded
Structire rllflfh! Screen,

ZUZANA LICKO created
coarse-resolidion fonts for
desktap screens and printers in
1985, These fonts have since
been integrated into Hmigre's
extensive Lo-Res font family,
designed for print and digital
media.

See Rudy VanderLans

and Zuzana Licko, Emigre:
Graphic Design into the
Digital Realim (New York:
Van Nostrand Reinhold,
1993).

TYPE AS PROGRAM

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

where curves and angles are rendered with horizontal scan lines. In a
brochure promoting his new alphabet, subtitled “An Introduction i
for a Programmed Typography,” he proposed a design methodology in
which decisions are rule-based and systematic.

JbcdepdhiikELnnopqr
Fuddzyp 4

In the mid-1980s, personal computers and low-resolution printers put the
tools of typography in the hands of a broader public. In 1985 Zuzana Licko
began designing typefaces that exploited the rough grain of early desktop
systems. While other digital fonts imposed the coarse grid of screen displays
and dot-matrix printers onto traditional typographic forms, Licko embraced
the language of digital equipment. She and her husband, Rudy VanderlLans,
colounders uFFm[gl’e Fonts and Emigre magazine, called themselves the

“new primitives,” pioneers of a technological dawn. |

Emigre Oakland CII[IE0 |

By the early 19gos, with the introduction of high-resolution laser printers i
and outline font technologies such as PostScript, type designers were less

constrained by low-resolution outputs. The rise of the Internet as well as cell
phones, hand-held video games, and PDAs, have insured the continued |
relevance of pixel-based fonts as more and more information is designed for

publication directly on screen.

Living with computers gives funny ideas. Wim Crouwel, 1967
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| CURATOR : JOSEPH WESNEF
Linda Ferduson

Steve Handschu
JamesHay

= Matthew Holl andscu":PTum

Q. GaryLaatsch
| w=Jr=Brian Liljeblad

Dora Natella
M at t h ew S Ch el Ienb er g £D FELLA produced a body
R ic har d Strin g of r.\',rn'r'l'r‘fn'f:luf typograply

that strongly influenced

URE

- typeface design in the 19905,
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% damiged and defective forms,
Ro be rt Wl]'h e |m drawn by hand or culled
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Template

TYPE AS NARRATIVE

In the early 199o0s, as digital design tools began supporting the seamless
reproduction and integration of media, many designers grew dissatisfied
with clean, unsullied surfaces, seeking instead to plunge the letter into the
harsh and caustic world of physical processes. Letters, which for centuries
had sought perfection in ever more exact technologies, became scratched,
bent, bruised, and polluted.

Gothic: flawed technology

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

by Emigre Fonts, its use spread worldwide, making it an emblem of “digital

typography” for the 19gos.

Dead History: feeding on the past

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

CcDdEeFfGgHhI]jKk

The Dutch typographers Erik von Blokland and Just van Rossum have
combined the roles of designer and programmer, creating typefaces that
embrace chance, change, and uncertainty. Their 199o typeface Beowulf
was the first in a series of typefaces with randomized outlines and
programmed behaviors.

The industrial methods of producing typography meant that all letters |
had to be identical....Typography is now produced with sophisticated '
equipment that doesn't impose such rules. The only limitations are in

our expectations. Erik van Blekland and Just van Rossum, 2000
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BACK TO WORK

Although the 1ggos are best remembered for images of decay, typeface
designers continued to build a repertoire of general purpose fonts designed
to comfortably accommodate broad bodies of text. Rather than narrate the
story of their own birth, such workhorse fonts provide graphic designers
with flexible palettes of letterforms coordinated within larger families.

working woman

Zuzana Licko, fearless pioneer of the digital dawn, produced historical
revivals during the 1ggos alongside her experimental display faces.
Her 1996 typeface Mrs Faves, inspired by the eighteenth-century types
of John Baskerville (and named after his mistress and housekeeper
Sarah Eaves), became one of the most popular typefaces of its time.

all-purpose Baroque

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

blue-collar curves

In 2000 Tobias Frere-Jones introduced Gotham, derived from letters found
at the Port Authority Bus Terminal in New York City. Gotham expresses a
no-nonsense, utilitarian attitude that persists today alongside the aesthetics
of grunge, neofuturism, pop-culture parodies, and straight historical
revivals that are all part of contemporary typography.

When choosing a font, graphic designers consider the history
of typefaces and their current connotations as well as their formal qualities,
The goal is to find an appropriate match between a style of letters and the
specific social situation and body of content that define the project at hand.
There is no playbook that assigns a fixed meaning or function to every
typeface; each designer must confront the library of possibilities in light of

a project’s unique circumstances,
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Arnhem is a reliable type family initially designed for the Nederlandse
! Staatscourant, the daily newspaper of the Duteh state. Tt has a roman, an
italic and matehing small caps, lining figures, non-lining figures and
SR x-height lining figures in four weights. As well as that it has two weights of
<) E:E” 'Fine' titling variants in roman and italic. Arnhem is available in TrueType
= and PostSeript formats, for both PC and Mac platforms. OpenType isdue

CLASSES / CUSTOOR 17 i
JENTOR in February 2004.

@

FACKAGES & PRICING
SHOPPING BASKET

WEW PRCKAGES & PRICING

OURTYPL.COM

Web sile, 2004

Designers and publishers: Fred
Smieijers and Rudy Geeraerls
This Flash-bused Web site for a
digital type foundry allows users
to test fonts on the fly. The designers
launched their own “label” after
creating fonts such s Quadraal
for FontShop International,
Displayed here is the typeface
Armhem.
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2. a font that has projective memory that reminds You 10 rement
iy

3. a font with a IImItEdenw'

4. a font with an enplir;:r.|

5. a font that's pons s

an we envision 6. a font without temporal inflection, without the imprintof s

7. an apolitical font, a font that doesn|

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

9. a font withaut family, "-'i:h-l.lzin‘m]
10. a Marshall McLuhan font that stubbornly persisis in Uidding farewell t
11, a font that takes advantage of all that promised rocessing powe!

12, a font that does something other than sit on its ass in a digital musen
13. a font with the scily ta breed with olfer fu
14. a recombinant font — every letterform the unruly child of a predictable but 1=idam proces

15. a font that sounds as good a5 it [osh

16. a font that writes its oun sop
17. a fant that thickens thepie
18, a font that responds and reacts to the meaning it carries and
19, a font that assumes the intelligence of its s
20. a font that might sense your level of agitation, fear, or aggs
21, a font prone to sudden outbursts and tans
22, a tont that exceeds the typographic g
23, a font whose parents are Father Time and the Mutheroflnnrﬁ::

24, an ambient font, a font without g:alés
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font that writes b

[font that refuses to utter imperatives or commands

a lip-synching font, a forit without a volce of its own

faracke font,
4 font that listens while it speaks

ot that toggles effartlessly between languages

S font for speaking in tongues

j font that spe
_almpolilan font for uptown, the ghetlo, and suburbia alike

3 font that simultancously translates

Lfont that sings the plaintive songs of lonely whales

Hont that <rows
84 font that learns
an gvolutionary font
an entropic font
3 live!" font
mmlscuous font, a font that fucks fonts, a font-fucking-font

3 font that emerge <, (nfolds, performs, evalves, and passes away

& ont of youth

816 fonts, identical but ¢ stinct

:: erative font that renders Itself according to behavioral tendencies

4 fant that is something other than a recording

font that is different every time you "Playl" it

with the metaholism of a fly

LIFE STYLE In this post-industrial manifesto,
Rook, 2000 graphic designer Bruce Mau
Designer and author: Bruce Mau imagines a typeface that comes
Publisher; Phaidon alive with sinndlated tntelligence.,

Photograph: Dan Meyers
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CAP HEIGHT ks

X-HEIGHT[ 1 C
BASELINE|_/
g STEM |BDWL SERIF —— DESCENDER

i [LIGATURE ASCENDER
FINIAL
!T‘ERMINAL ASCENTER
Tspine
UPPERCASE SMALL CAPITAL
GROSS BAR [COUNTER  |LOWERCASE
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Some elements may

extend slightly above

the cap height.

X-HEIGHT is the
main body of the lowercase letter
for the height of a lowercase x),
excluding its ascenders and

descenders.

body

Although kids learn to write
.lh'.i.'.'g ruded paper that divides
letters exactly in half, most
typefaces are not designed thal
way, The x-height usually

¥

The bigger

the x-height is in relation to the

of the cap het

cap height, the higger the letters

look. In a field of text, the

itest density occurs behween
the baseline and the top of the

x-height.,

kin,

ipies slightly mere than half

CAP HEIGHT
is the distance from the baseline
to the top of capital lelter.

The cap height of a typeface

determines its point size,

IHE BASELINE {5 where all the
letters
axis along a line of text, and it

1. This is the most stable

is a crucial edge for aligning texl

with images or with other text,

Hey, look!

They supersized.

my x-height.

ANATOMY

The curves at the bottom of

|||'|'J|'."' LI .|II asoorc .'Iltl||'f_"

J ¥ below the haseline,
Commas and semicolons also
cross the baseline. If a typeface

I

1ed this way,

it would appear lo teeter
precariously, lacking a sense

of physical grounding.

T hlocks of text

are often aligned along
e !J[H r'mf IHI_"'["“}L’.'.

Here, 14/18 Scala

{1q-pl type with 18 pts
of line spacing) is paired
with 7/9 Scala.



SIZE

12 poinls ®

equal 1 pica

6 picas
{72 points)
equal 1 inch
GO-POINT SCALA
A typeface is measired
from the top of the
| capital letter to the
| . bottom of the lowest
descender, plus a small
! buffer space.
|

In metal type,

[
Q _
| Q\‘ " the point size

| \ is the height of
I the type slug.

| WIDE LOAD

INTERSTATE BIACK
The set width is the body of the letter

plus the space heside it.

TIGHT WAD

{NTERSTATE BLACK COMPRESSED
The letters in the cond
have a narrower set width,

WIDE LOAD

TIGHT WAD

TYPE CRIME:
HORIZONTAL & VERT 1CAL SCALING

The proportions of the letlers have been

digitally distorted in order to creale wider

or narrower letters,

ed version of the typefuce

LT ER (demonstrations_3 6

HEIGHT Altempts to standardize the measurement
of type began in the eighteenth century. The point
system, used to measure the height of a letter as
well as the distance between lines (leading), is the
standard used today. One point equals 1/72 inch
or .35 millimeters. Twelve points equal one pica, the
unit commonly used to measure column widths.
Typography also can be measured in
inches, millimeters, or pixels. Most software
applications let the designer choose a preferred unit
of measure; picas and points are a standard default.

ARBREVIATING TICAS AND POINTS
8 picas =8p

8 points = p8, 8 pls

§ picas. 4 poinls = Sp4

8.point Helvetica with ¢ points of line spacing =
%9 Helvetica

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

You can change the set width of a typeface by
fiddling with its horizontal or vertical scale.

This distorts the proportion of the letters, forcing
heavy elements to become thin, and thin elements
1o become thick. Instead of torturing a letterform,
choose a typeface with the proportions you need,
such as condensed, compressed, or extended.
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32-PT SCALA 32-PT INTERSTATE REG ULAR

Do I look fat in this

These letters are all the same point size, but they have different
Xeheights, line weighls, and proportions.

When two typefaces are set in the same poinl size,
one often looks bigger than the other. Differences

in x-height, line weight, and character width affect
the letters’ apparent scale.

nice x-hei

48-PT HELVETICA 48-PT MRS EAVES

Every lypeface wants to know, “Do | look fat
in this paragraph?” It's all a matter of context.
A font could look perfectly sleek on screen,
yet appear bulky and out of shape in print.
Some typefaces are drawn with heavier lines
than others, or they have taller x-heights.
Helvetica isn't fat. She has big bones.
Q/12 HELVETICA
Every typeface wants to know,
‘Do | look fat in this paragraph?”
It's all a matter of context. A font
could look perfectly sleek on
screen, yet appear bulky and
out of shape in print.

12/14 HELVETICA

32-rT BODONI

SIZE

32-PT MRS EAVES

paragraph?

Mrs Faves, designed by Zuzana Licko in 1990,
rejects the hwenticth-century appetite for
supersized x-hel| The font. inspired by the
cighteenth-century designs of fohn Baskerville,
is named afier Sarah Eaves, Baskerville's

mistress, housekeeper, and collaborator.
The couple lived together for sixteen years

before marrying in 170.4.

ght

Bigger x-heights, introduced in the tuentieth
century, make fonls look larger by maximizing
the area within the overall point size.

Every typeface wants to know, "Do I look [at in this
paragraph?” It's all a matter of contexst. A font could
look perfectly sleek on sereen, yet appear bulky and
out of shape in print. Some typefaces are drawn with
heavier lines than others or have taller x-heights. Mrs

Eaves has a low waist and a small body.

9/12 MRS EAVES'

Every typeface wants to know: "Do [
look fat in this paragraph?” It’s all a
matter of context. A font could look
perfectly sleek on screen, yet appear
bulky and out of shape in print. Mrs.
Eaves has a low waist and a small body.

1214 MRS EAVES

The default type size in many software applications is 12 pis.
Although this generally creates readable type on sereen displays,
12-pt text type usually looks big and horsey on a printed page.

{12 pts is o good size for children’s books.) Sizes behween g and 11

pts are commaon for printed text. This caption is 7.5 pls.
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REVOLVER:

ZEITSCHRIMT FiER FIIM

[MAGAZINFE T'OR FILM)
Mapazine, 1998-2003
Designer: Gerwin Schmidt

This magazine is created by and
Sor filin divectors. The contrast
between the big lype and the small
pages creates drana and surprize,
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JASPER MORRISON!
KVERYTHING BUT THE WALLS
Book, zooz

Bool: designers: Jasper
Morrison, Lars Miiller,
Matilda Pléjel

Publisher: Lars Miiller

Cappellini store windows
designed by Jasper Morrison
Phatograph: Dan Meyers

Typography is realized at an

III'IIJl’rH seale it ':'fl‘l'i'JI-]'I”lJ

created by the industrial de

Ju

archilecture determines the size

r Mordson, The ex

and pacing of the monumental

lesters,




CLASSIFICATION

NOEVS

HUMANIST OR OLD STYLE
The roman typefaces of the

tfleenth and sixteenth centuries

emulated classical calligraphy.
Sabon was designed by
Jan T&

on the sixteenth-century

ichold in 19066, based

ypefaces of Claude Garamond.

FTTTAHEIASYH

TRANSITIONAL
These typefaces have sharper
serifs and a more vertical axis

than humanist letlers, When the

fonts of John Baskerville were
introduced in the mid-cighteenth
century, their sharp forms and
high contrast were considered

shocking.

TYPE CLASSIFICATION A basic system for classifying typefaces was devised

in the nineteenth century, when printers sought to identify a heritage for

their own craft analogous to that of art history. Humanist letterforms are

closely connected to calligraphy and the movement of the hand. Transitional

and modern typefaces are more abstract and less organic. These three main

groups correspond roughly to the Renaissance, Baroque, and Enlightenment

periods in art and literature. Historians and critics of typography have since

proposed more finely grained schemes that attempt to better capture the

| i

T

SN¥S 1

HUMANIST SANS SERIF
Sans-serif typefaces became
conmmon in the hwentieth
century. Gill Sans, designed by
fric Gill in 1928, has humanist
charactenistics. Note the small,
lilting counter in the letter a,
and the calligraphic variations

in line weight.

diversity of letterforms. Designers in the twentieth and twenty-first centuries
have continued to create new typefaces based on historic characteristics.

YOILIATAH

TRANSITIONAL SANS SERIF
Helvetica, designed by Max
Miedinger in 1957, is one of

the world's most widely used
typefaces. Ils uniform, upright
characler wmakes it similar to
transitional serif letters. These
fonts are also referred to as

“anonynious sans serif.”

LETTER 42

INOodod

MODERN

The typefaces designed by
Giambattista Bodoni in the lale
eighteentl and early nineleenth

centuries are radically abstract.

Note the thin, straight se

vertical axis; and sharp contrast

from thick 1o thin strokes,

NOONITIAYID

EGYPTIAN OR SLAB SERIF
Niemerous bold and decorative
typefaces were introduced in the
nineteenth centiry for use in
advertising, Fgyptian fonts have

heavy, slablike serifs.

GEOMETRIC SANS SERIF
Some sans-serif lypes are built
around geomeltric forms.

1ed by Paul

, the Os are

perfect circles, and the peaks

In Futuri, desi

Renner in 1927

of the A and M are sharp

Iriangles,



Sabon

14-PT SABON

Baskerville

[4+I"T BASKERVL LLE

Bodoni

14-PT BODONT

Clarendon

14+PT CLARENDON
LIGHT

Gill Sans

[4-PT GILL SANS

Helvetica

14-PT HELVETI CA

Futura

[4-PT FUTURA

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

g/12 SABON

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

9 I." 12 BASKERVILLE

This is not a book about fonts. 11 i a book about how
lo uge them. Typefaces are essential resources lor the
graphic designer, jusl as ghi:-i:-\. slone, steel, and other
malerials are employed by the architect.

§.5/12 BODONI BOOK

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

8/12 CLARENDON LIGHT

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

9/12 GILL SANS REGULAR

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

8/12 HELVETICA REGULAR

This is not a book about fonts. It is a book about how

fo use them. Typefaces are essential resources for the
graphic designer, just as glass, sfone, steel, and other
materials are employed by the architect.

8.5/12 FUTURA BOOK

CLASSIFICATION

Selecting type with y
wit and wisdom i
requires knowledge i
of how and why

letterforms evolved, |

719

Selecling type with (1
wit and wisdom |
requires knowledge

ol how and why

letterforms evolved. "

RN ‘ |

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

7-5/9
Selecting lype with

|
|
|
wil and wisdom |
requires knowledge |
}
of how and why |

letterforms evolved. i

6y |.

Selecting type with I11I8
wit and wisdom i
requires knowledge 1111164
of how and why 1158
letterforms evolved. !

7/9 it

Salecling type with | ]
wit and wisdom
requires knowledge of
how and why
letterforms evolved, I

Gly

Selecting type with
wit and wisdom
requires knowledge
of haw and why
letterlorms evolved.

6.5/9 ,
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MOSWEENEY'S

Magazine cover, 2002
Designer and editor:

Dave Eppers

This magazine cover wses the
Garamond 3 typeface family
in various sizes. Although
the typeface is classical and
conservative, the obsessive,
slightly deranged layout is
distinctly contempaorary.
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The idea of organizing typefaces into matched
' Jamilies dates back to the sixteenth century, when
Adobe Garamond was designed by Robert Slimbach in 1988. printers began coordinating roman and italic faces.
; The concept was formalized at the turn of the
‘ twentieth century.

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

The roman form, also called “plain” or “regular,” is the
standard, upright version of a typeface. 1 is typicaily conceived
as the parent of a larger family.

ADOBE GARAMOND REGULAR

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

ADOBE GARAMOND ITALIC The italic form is not simply a mechanically slanted version of the
‘ roman: it is a separate typeface. Note thal the letter a has a different H
| shape in the roman and italic varianls of Adobe Garamond. |

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

Small caps (capitals) are designed to integrate with a line of text,
where full-size capitals wordd stand out awkwardly. Small capitals
are slightly taller than the x-height of lowercase letters.

ADOBE GARAMOND EXPERT (SMALL CATS)

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

Rold versions of traditional text fonts were added in the twentieth
century o meet the need for emphalic forms. Sans-serif familics
ofien incliude a broad range of weights (thin, bold, black, etc. ).

ADOBE GARAMOND BOLD AND SEMIBOLD

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

ADORBF GARAMOND BOLD AND SEMIBOLD ITALIC The typeface designer tries to make the bold versions feel similar
I in contrast to the roman, withow! making the overall form too
heavy, The counters need o stay clear and open al small sizes.
! )

' A full type family has two sets of numerals: lining (123) and non-lining (123).

; ADOBE GARAMOND REGULAR AND EXPERT NUMERALS Lining numerals occupy wniform umnits of horizontal space, so
that the numbers line up when used in tabulated columnns.
Non-lining numerals, also called “text” or “old style” numerals,
have a small body size plus ascenders and descenders, so that

! they mix well on a line with lowercase letlers.

!

A type family can sE faked by slnting or inflating, or SHRINKING letters. '

e —

[‘I.-\|I 1c BOLD SMAI ll CAPS TYPE CRIME: TYPE CRIME: TYPE CRIME:
PSEUDO ITALICS PSEUDO BOLD PSEUDO SMALL CADS
The wide, ungainly  Padded around the These shrinken
forms of these skewed  edges, these letters versions of full-size
letters look forced  feel blunt and dull. caps are puny
r and unnahiral, and starved.

| |




BIG FAMILIES

THESIS FAMILY
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Designed by Lucas de Grool, LucasFonts, 1964

Thesis is one of the world's largest type families.

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

THESIS SERIF MEDIUM ROMAN

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

THESIS SERIF MEDIUM ITALIC

OTHER MATERIALS ARE EMPLOYED BY THE ARCHITECT. SOME DESIGNERS CREATE

THESIS SERIF MEDIUM SMALL CATS

their own custom fonts. But most

THESLIS SERIT BLACK ROMAN

graphic designers will tap the vast

THESIS SERIF EXTRA BOLD ROMAN

store of already existing typefaces,

I'HESIS SERIF BOLD ROMAN

choosing and combining each with

THESIS SERIF SEMI HOLD ROMAN

regard to the audience or situation.

[HESIS SERIF MEDIUM ROMAN

Selecting type with wit and wisdom

THESIS SERIF SEMI LIGHT

requires knowledge of how and why

THESIS SERIF LIGHT ROMAN

letterforms have evolved. The history

[HESIS SERIF EXTRA LIGHT ROMAN

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

THESIS SANS MEDIUM ROMAN

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

THESIS SANS MEDIUM 1TALIC

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

THESIS SANS MEDIUM SMALL CAPS

energize typography today. Writing

THESIS SANS BIACK ROMAN

in the West was revolutionized early

THESIS SANS EXTRA BOLD ROMAN

in the Renaissance, when Johannes

[HESIS SANS BOLD ROMAN

Gutenberg introduced moveable type

THESIS SANS SEMI BOLD ROMAXN

in Germany. Whereas documents and

THESIS SANS MEDRIUM ROMAN

books had previously been written by

THESIS SANS SEMI LIGHT ROMAN

hand, printing with type mobilized all

THESIS SANS LIGHT ROMAN

of the techniques of mass production.

THESIS SANS EXTRA LIGHT ROMAN
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Interstate Light
Interstate Light Compressed sttt 41t
Interstate Light Condensed =
Interstate Regqular
Interstate Regular Compressed
Interstate Reqular Condensed

Mrdeaih tnnbeirs 13k EAD -30p

L gy —
et e e WAL (R gt

Nirrers arws o G0 L

el Ao e grgzien
aft 18- 37 Bt au opabinom 3050 8750 15 D)

Interstate Bold i
Interstate Bold Compressed = a%
Interstate Bold Condensed igl
Interstate Black —— i

i

(sl (| ol

Interstate Black Compressed =
Interstate Black Condensed

Desighed by Tobias Frere-Jones, Font Bureau, 1993 UNIVERS was designed by the Swiss typographer Adrian
He designed 21 versions of Univers, in five

Frutiger in 193
weights and five widths. Whereas many typographii
Jamilies grow over time as they become popular, Univers

was conceived as a total system from its inception.

ﬂ I]. i W % A traditional roman book face typically
i has a small family—a “nuclear” group
consisting of roman, italic, small

Scala Scala Sans caps, and possibly bold and semibold
Scala Ttalic Scala Sans ltalic {each with an italic variant). Sans-serif

families often come in many more

Scaia CApPs ScALA SANs CAPS SR e D
weights and sizes, such as thin, light,
SCH]H B()ld Sca'a Sans Bold black, compressed, and condensed.
oro R In the 199os, many type designers
jech nners Sea, Scala Sans Bold created families that include both serif

used throughout this book,

as a serif typeface. s
i SCALA JEWEL CRYSTAL
later added a sans-

if sub-family as well as SCALA JEWEL DIAMOND traditionally reserved for serif fonts)
e are included in the sans-serif versions
of Thesis, Scala, and many other big
SCALA JEWEL SAPHYR contemporary families.

and sans-serif versions. Small capitals

and non-lining numerals (a courtesy

SCALA JEWEL PEARL

spine,
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i | MERCURY BOLD SMALL CADS
| Proof, 2003
Designer: Jonathan Hoefler,
The Hoefler Type Foundry
! for modern

Mercury is designed
newspaper lr}.l{J{Jlll{tl{Jﬂ—ﬁuf high-
volwme printing on cheap paper.
The notes marked on this proaf,
which shows sample letters from just
one variant of the vast Mercury

family, comment on everything from
the width or weight of a letter Lo the
size and shape of a serif.
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MIOST

For more than five hundred years, typeface
production was an industrial process. Most type

f was cast from lead until the rise of photo typesetting |
a‘ awa ‘ in the 1960s and 1g7o0s; early digital typefaces
: ! (also created in that period) still required specialized I

equipment for design and production. It was not

IAS VEGAS! CASTAWAYS until the introduction of desktop computers that

Drawing and finished type, 2001 typl_’fa(:('_‘ clesign became a widely accessible field.
Artand type direction: Andy Cruz By the end of the twentieth century, digital “type

speface design: Ken Barber ¥ iy y
Typefacc design: Ken Barber foundries” had appeared around the globe, often

Font engineering: Rich Real .
run by one or two designers.

House Industries
Castaways Is from a series of digital fonls based on
! commercial signs in Las Vegas. The original signs were however, an enormous task. Even a relatively small ;
created by lettering artisls who worked by hand to make type family has hundreds of distinct characters,
custom graphics and logos, House Industries is a digital
type foundry that creates typefaces inspired by popular
culture and design history, Designer Ken Barber makes
pencil drawings by hand and then digitizes the outlines. is to be SPHCE'd- what software p]utﬂ)rms it will use,
and how it will function in different sizes, media,

Producing a complete typelace remains,

each requiring many phases of refinement. The
typeface designer must also determine how a font

and languages.
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EFT] AND
MELT BANANA (RIGHT)

Screenprint poster

De

ST (L

THE LOCU

2002

signer: Nolen Strals

Not all let
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these posters
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LOGOTYPES

Ingenieurbliro
Informations- und
Funktechnik

Johannes Hiibner
Tel 0351-427 2181
Fax 0351-427 21 91
Funk 0172-351 3564

BiinaustraBe 21
01109 Dresden

] B on g

Il atalaY www.johannes-huebner.de
H] § 2 58 g HER,
] el iAW mail@johannes-huebner.de

| Titel 1
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HUBNER

[dentity program, 1998

Designer: Jochen Stankowski
This identity for an engineering firm
uses the letter H as a trademark.
The proportions of the mark change
in different contexts.
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LOGOTYPES use lypography or leltering to depicl
the name of an organization in a memorable way.
Whereas some trademarks consist of an abstract
symbol or a pictorial icon, a logotype uses letters
to create a distinctive visual image.

Logotypes can be built with existing fonts
or with custom-drawn letterforms. Modern
logotypes are oflen designed in different versions
for use in different situations. A logotype is part

of an overall identity program, which the designer

conceives as a "language” that lives (and changes)
in various circumstances.

the

THE NOGUCHI MUSEUM

Logotype, 2004

Designers: Abbott Miller and

Jeremy Hoffman, Pentagram

The sides of a square have been gently contoured
in reference to the work of Isamu Noguchi,
namesake of the Nogrehd Musenm. The concave
square coordinales with the typeface Balance,
used i the logotype, which also has softly curved

elements.

museum

LOGOTYPES

RACHEL COMEY
|.I.rJHUl_\-|N_'S. 2003

Designer: Anton Ginzburg
These logotypes for a fashion
designer use traditional
letterforms in a conlemporary
manner. Writing the designer's
wame in lowercase letlers soffens
the formality of the classic script
characrers, while the capital
letter M in “coMey” infects the
name with an clement L_?lf.

SUPPFISe.




BITMAP FONTS LETTER | 56

Bitmap fonts are designed for digital display,

bitmap fants are designed for digital display at & specific size.

Bitmap fonts are designed for digital display.
Bitmap fonts are designed for digital display.

bitmap fonts are designed for digital display at a specific size.
Bitmap jonts are designed for digital display at a specific size.

LO-RES FasiLy Designed by Zuzana Licko for Emigre, 1985
These bitmap fonts incorporate Licko's earlier Emigre, Emperor, Oakland, and Universal fonl families.

Eitrnap fonts are designed for digital display at 2 specific size.
Sitmrap Fonts are desigred for ohaital afspiay at soecific size.

s

Bitmap fonts are designed for digital display at specific size.

Hitmap fants are designed for digital display at @ specific size.

8-POT PIXELLA REGULAR, ITALIC, BOLD, AND BOLD ITALIC
Desigined by Chester for Thirstype, 2003

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.
Bitmap fonts are designed for digital display at a specific size.

Eitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

8-r1 FEF CORPORATE Designed by Waller Apai for Fonts for Flash, 2003
These fonts are designed specifically to work with the Macromedia Flash maultimedia authoring application,
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BITMAP FONTS are built out of the pixels
(picture elements) that structure a screen display.
Whereas a PostScript letter consists of a vectorized
outling, a bitmap character contains a fixed number
of rectilinear units that are either “on” or “off.”
Outline fonts are scalable, meaning that they
can be reproduced in a high-resolution medium
such as print at nearly any size, Outline fonts are
often hard to read on screen at small sizes, however,
where all characters are translated inlo pixels. (Anti-
aliasing can malke legibility even worse for small
text.) In a bitmap font, the pixels do not melt away
as the letters get bigger. Some designers like to
exploit this effect, which calls allention to the letters’
digital geomnetry. Pixel fonts are widely used in both
print and digital media.

8 px Corporate

16,« Corporate

24, Corporate
5.

A bitmap font is designed to be used at a specific
size, such as 8 pixels, becavse its body is precisely
constructed out of screen units, A bitmap font
should be displayed on screen in even multiples of
its root size (enlarge S-px type to 16, 24, 32, and

s 0n).

Corporate

BITMAP FONTS

EOERHANDEL. MITHOF & LEE
STAALESTRAAT 13-6
1011 JK FHETERDAN

22/05/03 13:12 01
000000 #0094 EBED.Y

VERZENDHIST . 42.50
TYFOGRAFTE £.00
TYROGRAFIE 14.50
TYFOBRAFTE 19.50
TYPOGRAFIE 33.93
TYFOGRAFIE G939
FOGRAF TE 32.00
TYFOGRAF IE 59.00
TYFOGRAF TE 40.00
TYFOGRAFTE a0.40
TYFOGRAFIE 67,23
TYFOGRAFTE 80.00
TWFOGRAFIE 31.70
SUETOTAL 520.15
ETY LAAG 29.44
STUKS 158

CREDIT 520.15

00K ANTIRUARIAAT
TEL:020-6203780
F AR 020-6393294

NIJIIOF & LEE

Receipt, 2003

This cash register receipt,
printed with a bitmap font,
is from a design and
typography hookstore in
Amsterdam. {The author
is still in debt from this
transaction.)




LETTER EXERCISE LETTER | 58

Create a prototype for a bitmap font by
designing letters on a grid of squares.
Substitute the curves and diagonals of
traditional letterforms with rectilinear
elements. Avoid making detailed
“staircases,” which are just curves and
diagonals in disguise. This exercise looks
back to the 19108 and 1920s, when avant-
garde designers made experimental
typefaces out of simple geometric parts.
The project also reflects the structure of
digital technologies, from cash register N

display, showing how a typeface functions
as a system of elements.

Examples of student work from
Marpland Institute College of Art

WENDY NEESE

i)l

JAMES ALVAREZ
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JOEY POTTS
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.

Lafi-lk

BREUCE WILLEN
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BRENDON MCCLEAN




THE XIX AMENDMENT

Typographic installation in Grand Central Station,
New York City, 1995

Designer: Stephen Doyle

Client: The New York State Division of Women
Sponsors: The New York State Division of Women,
the Metropolitan Transportation Authority, Revlon,
and Merrill Lynch 1
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CYHERSPACE AND CIVIL
SOCIETY

Poster, 1996

Designer: Hayes Henderson
Rather than represent
cyberspace as an ethereal grid,
the designer has used blotches
of overlapping text to build an
ominous, looming body.
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LETTERS GATHER INTO WORDS, WORDS BUILD INTO SENTENCES.
In typography, “text” is defined as an ongoing sequence of words, distinct
» from shorter headlines or captions. The main block is often called the !

“body,” comprising the principal mass of content. Also known as “running :
text,” it can flow from one page, column, or box to another. Text can be |
viewed as a thing—a sound and sturdy object—or a fluid poured into the '
containers of page or screen. Text can be solid or liquid, body or blood. 1

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

Designers provide ways into—and out of—the flood of words
by breaking up text into pieces and offering shortcuts and alternate routes
through masses of information. From a simple indent (signaling the

location), typography helps readers navigate the flow of content. The user |
could be searching for a specific piece of data or struggling to quickly I
process a volume of content in order to extract elements for immediate use.

Although many books define the purpose of typography as enhancing the Il
readability of the written word, one of design’s most humane functions is, (1l
in actuality, to help readers avoid reading. |




PSALTER-HOURS

English, thirteenth century
Walters Ms, W.roz, fol. 33v
Collection of the Walters Art
Museum, Baltimaore

“The monk is climbing up the

rd ,‘!1 page lo replace a

""" of faulty text with the
corrected line in the botton
margii.
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Marshall McLuhan,
The Gutenberg Galazy
(Toronto: University of
Taronto Press, 1962).

On the future of
intellectual property, see
Lawrence Lessig, Free
Culture: How Big Media

Uses Technology and the Law

fo Lock Down Culture and
Control Creativity (New
York: Penguin, 2004}

ERRORS AND OWNERSHIP

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

Printing with movable type was the first system of mass
production, replacing the hand-copied manuscript. As in other forms of
mass production, the cost of setting type, insuring its correctness, and
running a press drops for each unit as the size of the print run increases.
Labor and capital are invested in tooling and preparing the technology,
rather than in making the individual unit. The printing system allows
editors and authors to correct a work as it passes from handwritten
manuscript to typographic galley. “Proofs” are test copies made before final
production begins. The proofreader’s craft ensures the faithfulness of the
printed text to the author’s handwritten original.

Yet even the text that has passed through the castle gates of
print is inconstant. Each edition of a book represents one fossil record of a
text, a record that changes every time the work is translated, quoted,
revised, interpreted, or taught. Since the rise of digital tools for writing
and publmlnng md‘nusulpt orwnmlq have all but vanished. Eleetrenie
itor. On-line texts can be

D“' (=]

downloaded by users and reformatted, 1‘epurposed, and recombined.

Print helped establish the figure of the author as the owner of a
text, and copyright laws were written in the early eighteenth century to

protect the author’s rights to this property. The digital age is riven by battles

between those who argue, on the one hand, for the fundamental liberty of
data and ideas, and those who hope lo protect—sometimes indefinitely—
the investment made in publishing and authoring content.

A classic typographic page emphasizes the completeness and
closure of a work, its authority as a finished product. Alternative design
strategies in the twentieth and twenty-first centuries reflect the contested

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

Typography tended to alter language from a means of perception and exploration
to a portable commodity. Marshall McLuhan, 1962




THE TELEPHONE BOOK!
TECHNOLOGY, SCHIZO-
PHRENIA, ELECTRIC SPEECH
Book, 1989

Desipner: Richard Eckersley

* Author: Avital Ronell

Compositor: Michael Jensen
Publisher: University of ) |
Nebraska Press |
Photograph: Dan Meyers

This book, a philosophical study
of writing as a matefial
technology, uses typography

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

typographic design.

On the Way to Lainguage

“How  indeed could Taim my argunicnt at some singular destination,
atone  oranotheramong you whose proper name 1 might  forexam ple
know?  And then, is knowing a proper name antamount 0 knowing

someone?” (MG, 2). Derrida demanstrares for his part that the most

general  strucmure of the mark participates in a speech destined in ad.

vanceto addressees (detinataires) who arc noteasily  determinable or

who,as  far as any possible calculation is concerned, in- any case com-
manda  greatreserve of indetermination. This involvesa language op-
cratingas  asystem of marks: “Language, however, is only onc among
those systems o marks that claim this curious rendency as their prop-
erty: they  smdtancously incline towards increasing the reserves of
random indetermination as well as the capaciry for coding and over-

coding or,  in other words, for control and self-regulation™ (MC, z),

We begin 1o discern how the simultancity of determining, coding,

andeven  supercoding forms a decp cooperation with the  inclination
in language toward anticoding, or whar Derrida sees as che inflated re-
serves of  random indererminateness, This double-cdped coding, we

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

such athing  there be, “Such competition berween randomness and
code disrupts  the very systemariciry of the system while it also, how-
ever, repulates  the restless, unstable interplay of the system.
Whatever its singularity in this respect, the linguistic system of
these tracesor - marks would merely be, it seemstome,  justapar-
ticular example  of the law of destabilizaton” (MC, 2). Tt may be
usefultonore  thar Derndaunderstands languageinterms  primar-
ily of traces  and marks, where Lainguage  concerns  signs in the
first place,  and in particular the broken  mpportof  thar which is
signifying o what ostensibly lies hidden  behind ir,  or the discon-

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

ledroassume  the latency of asingle, unique,  localizable  bucimid

presence—rather  than_trace or residual mark—from where it

could be securcly  determined who — speaks, and to whom,

Thisalltoobrief  oxcursioninto "My Chances,” which  may unwit-
tingly reproduce the effece and trauma  of a chance encounier,
means to engage  a dialogue berween the question of address
rased by Laing  and theones raisedin -~ rurn by Derrida. Forit now
appears that Laing  places his bets on the sustained systematicity
of the system which  Derridashows  always already o fall undera
law afdestabilization ®  Morcover,  Derridadoesnot  suggest lan-

puagetobe s
secmis o want
eransdation of 9
lightofan  aul
been saying @
make contact
stract or  fem
touch. In  faalk
that 1 throw,
COME JCFOS5 10
and Laing had
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the case with thar
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SPACING

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

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

With the invention of typography, spacing and punctualion ossified
from gap and gesture to physical artifact. Punctuation marks, which were
used differently from one scribe to another in the manuscript era, became
part of the standardized, rule-bound apparatus of the printed page. The
communications scholar Walter Ong has shown how printing converted the
word into a visual object precisely located in space: "Alph;lbet letterpress

printing, in which each letter was cast on a separate piece of metal, or type, marked a psychological
breakthrough of the first order....Print situates words in space more relentlessly than writing ever did.
Writing moves words from the sound world to the world of visual space, but print locks words into

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

and New Yorlk: Methuen,
1981). See also Jacques
Derrida, Of Grammatology,
trans. Gayatri Chakravorty
Spivak (Ballimore: Johns
Hopkins University Press,
1976).

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

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

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

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

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

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

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

The text, in contrast, is impossible to contain, operating across a dispersed
' web of standard plots and received ideas. Barthes pictured the text as “woven entirely with citations,
references, echoes, cultural languages (what language is not?), antecedent and contemporary, which
cut across and through in a vast stereophony... The metaphor of the Text is that of the network.”

| Writing in the 1960s and 1970s, Barthes anticipated the Internet as a Roland Barthes, “From
Worl to Text,” lnage/

| decentralized web, of connections.
Music/Text, trans, Stephen

' Barthes was describing literature, yet his ideas resonate for e
) e : Heath {New York: Hill
typography, the visual manifestation of language. The singular “body” of and Wang, 1977), 155-64.
the traditional text page has long been supported by the navigational features
|| of the book, from page numbers and headings that mark a reader’s location

to such tools as the index, appendix, abstract, footnote, and table of contents.
These devices were able to emerge because the typographic book is a fixed
sequence of pages, a body lodged in a grid of known coordinates.
_ All such devices are attacks on linearity, providing means of
' entrance and escape from the one-way stream of discourse. Whereas
talking flows in a single direction, writing occupies space as well as time.
Tapping that spatial dimension—and thus liberating readers from the
i bonds of linearity—is among typography’s most urgent tasks.
' Although digital media are commonly celebrated for their potential
as nonlinear potential communication, linearity nonetheless thrives in the |
electronic realm, from the “CNN crawl” that marches along the bottom of
| the television screen to the ticker-style LED signs that loop throtigh the
' urban environment. Film titles—the celebrated convergence of typography

and cinema—serve to distract the audience from the inescapable tedium

of a contractually decreed, top-down disclosure of ownership and authorship.

Linearity dominates many of the commercial software applications ,

that have claimed to revolutionize everyday writing and communication.
Word processing programs, for example, treat documents as a linear stream.
(In contrast, page layout programs such as Quark XPress and Adobe
InDesign allow users to work spatially, breaking up text into columns and

A text...is a multi-dimensional space in which a variety of writings,
none of them original, blend and clash. Roland Barthes, 1971

R e -




On the linearily of word pages that can be anchored and landmarked.) PowerPoint and other
processing, see Nancy Kaplan,  presentation software programs are supposed to illuminate the spoken word

“Blake's Problem and Ours: s : : s i
. by guiding the audience through the linear unfolding of an oral address.
Some Reflections on the 2

tmage and the Word," Typically, however, PowerPoint enforces the one-way flow of speech rather

Readerly/ Writerly Texts, 3.2 than alleviating it. While a single sheet of paper could provide a map or

(Spring/Summer 1990}, 125 ¢, yymary of an oral presentation, a PowerPoint show drags out in time

On PowerPoint, see Edward i F

R. Tufte, “The Cognitive Style dCTosS NUMEroUs screens. |

of PowerPoint.” {Cheshire, Not all digital media favor linear flow over spatial arrangement, il

Conn.: Graphics Press. 2003). Y qwevar. The database, one of the defining information structures of our ol
N time, is an essentially nonlinear form. Providing readers and writers with

a simultaneous menu of options, a database is a system of elements that
can be arranged in countless sequences. Page layouts are built on the fly ‘
]

from freestanding chunks of information, assembled in response to user
feedback. The Web is pushing authors, editors, and designers to work
inventively with new modes of “microcontent” (page titles, key words, alt Il
tags) that allow data to be searched, indexed, bookmarked, translated into
audio, or otherwise marked for recall.

Databases are the structure behind electronic games, magazines,

On the acthetics of the and catalogues, genres that create an information space rather than a linear

database, see Lev Manovich, — geayence. Physical stores and libraries are databases of tangible objects found i
The Language of New Media : ; " v ou : . I
e 6 gfsias iy in the built environment, Media critic Lev Manovich has described language (i
(Cambridge: MIT Press, ; : : = ; : [ 11N
2002). itsell as a kind of database, an archive of elements from which people i

assemble the linear utterances of speech. Many design projects call for the

emphasis of space over sequence, system over utterance, simultaneous
structure over linear narrative. Contemporary design often combines aspects
of architecture, typography, film, wayfinding, branding, and other modes

of address. By dramatizing the spatial quality of a project, designers can
foster understanding of complex documents or environments.

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

Database and narrative are natural enemies. Competing for the same territory of human culture, |
each claims an exclusive right to make meaning of the world. Lev Manovich, zoo2
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VISUAL THESAURUS 2.0
Interaclive media, 2003 !

Designers: Plumb Design Inc. .

This digital thesaurus presents words within a three-dimensional

web of relationships. The central term is linked to nodes representing .
that word's different senses. The more connections cach of these

satellite nodes contains, the bigger and closer it appears on the

sereen. Clicking on a satellite word brings that term to the center,
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Succeeding the Author, the scriptor no longer bears within him passions,
humours, feelings, impressions, but rather this immense dictionary from
which he draws a writing that can know no halt. Roland Barthes, 1968
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CRANBROOK DESIGN:
THE NEW DISCOURSE

Book, 1990

Designers:

Katherine McCay,

P. Scott Makela, and

Mary Lou Kroh

Publisher: Rizzoli
Photograph: Dan Meyers
Under the direction of
Katherine and Michael McCoy,
the graduate program in
graphic and industrial desigr
at Cranbrook Academy of Art
was o leading center for
experimental design from the
1g70s through the early 1990s.
Katherine McCoy developed

o model of “typography as
discourse,” in which the designer
and reader actively interpret

an author’s lext.

BIRTH OF THE USER

Roland Barthes’s model of the text as an open web of references, rather than
a closed and perfect work, asserts the importance of the reader over the
writer in creating meaning. The reader “plays” the text as a musician plays
an instrument. The author does not control its significance: “the text itself
plays (like a door, like a machine with ‘play’) and the reader plays twice over,
playing the Text as one plays a game, looking for a practice that reproduces
it” (102). Like an interpretation of a musical score, reading is a performance
of the written word.

Graphic designers embraced the idea of the readerly text in the
1980s and early 1990s, using layers of text and interlocking grids to explore :
Barthes’s theory of the “death of the author.” In place of the classical model : t
of typography as a crystal goblet for content, this alternative view assumes :
that content itself changes with each act of representation. Typography '
becomes a mode of interpretation.

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

Another maodel, which undermined the designer’s new claim to |
power, surfaced at the end of the 19gos, borrowed not from literary criticism
but from human-computer interaction (HCI) studies and the fields of
interface and usability design. The dominant subject of our age has become
neither reader nor writer but user, a figure conceived as a bundle of needs
and impairments—cognitive, physical, emotional. Like a patient or child, the
user is a figure to be protected and cared for but also scrutinized and
controlled, submitted to research and testing.

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

Design a human-machine interface in accordance with the abilities and foibles of humankind,
and you will help the user not only get the job done, but be a happier, more productive person.

Jef Raskin, 2000




Graphic designers can use theories of user interaction to revisit
some of our basic assumptions about visual communication. Why, for
example, are readers on the Web less patient than readers of print? It is
commonly believed that digital displays are inherently more difficult to read
than ink on paper. Yet HCI studies conducted in the late 1980s proved that
crisp black text on a white background can be read justas efficiently from a
screen as from a printed page.

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

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

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

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

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

29, 5 (1987): 497-517-

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

On the failure of interface
icons, see Jef Raskin,

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



of thinking allows content to be reformatted for different devices or users,
and it also prepares for the afterlife of data as electronic storage media begin
their own cycles of decay and obsolescence. '
In the twentieth century, modern artists and critics asserted that
each medium is specific. They defined film, for example, as a constructive
language distinct from theater, and they described painting as a physical
medium that refers to its own processes. Today, however, the medium is not |
On transmedia design always the message. Design has become a “transmedia” enterprise, as
thinking, see Brenda Laurel,  authors and producers create worlds of characters, places, situations, and A
Utopian Entreprenenr : : ) . % ; : ‘
(Cambridge: MIT Press, » interactions that can appear across a variety of products. A game might live
2001), in different versions on a video screen, a desktop computer, a game console,
and a cell phone, as well as on t-shirts, lunch boxes, and plastic toys. : ‘
The beauty and wonder of “white space” is another modernist ‘
myth that is subject to revision in the age of the user. Modern designers
discovered that open space on a page can have as much physical presence as .
printed areas. White space is not always a mental kindness, however. Edward l
Tufte, a fierce advocate of visual density, argues for maximizing the amount L
of data conveyed on a single page or screen. In order to help readers make i ;I
connections and comparisons as well as to find information quickly, a single |
surface packed with well-organized information is sometimes better than (i |
multiple pages with a lot of blank space. In typography as in urban life, j-',l
density invites intimate exchange among people and ideas. [N
3 In our much-fabled era of information overload, a person can
Jef Raskin talks about the still process only one message at a time. This brute fact of cognition is the
scarcity of human attention  secret behind magic tricks: sleights of hand occur while the attention If
aswellas the myth of white of the audience is drawn elsewhere. Given the fierce competition for their
space in The Hwmane ; : \ X i
B - New Directions for attention, users have a chance. to shape:the information economy by H
Designing Interactive Systems, choosing what to look at. Designers can help them make satisfying choices. | :
cited on p. 74. Typography is an interface to the alphabet. User theory tends to
favor normative solutions over innovative ones, pushing design into the |
background. Readers usually ignore the typographic interface, gliding i |1
comfortably along literacy’s habitual groove. Sometimes, however, the i
interface should be allowed to fail. By making itself evident, typography can il
illuminate the construction and identity of a page, screen, place, or product. | il

If people weren’t good at finding tiny things in long lists, the Wall Street
Journal would have gone out of business years ago. Jef Raskin, 2000




TYPOGRAPHY, INVENTED IN THE RENATSSANCE, allowed text to become a
fixed and stable form. Like the body of the letter, the body of text was
transformed by print into an industrial commodity that gradually became
more open and flexible.

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

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

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

Hypertext means the end of the death of literature. 5

EAK st T s e
t Moulthrop, 1991
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On electronic writing, see
Peter Lunenfeld, Snap lo
Grid: A User's Guide to
Digital Arts, Media, and
Cultreres (Cambridge: MIT
['ress, 2001); Jay David
Bolter, Writing Space:
Computers, Hypertext, and
the Remediation of Pring
{Mahwah, NJ: Lawrence
Erlbaum Associates, zoo1),
and Stuart Moulthrop, “You
Say You Want a Revolution?
Hypertext and the Laws

of Media,” The New Media
Reader, ed. Noah Wardrip-
Fruin and Nick Monfort
{Cambridge: MIT Press,
2003), bgI-703.
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The corpse of the Australopithecus he had
killed lay nude before him. Using two flat
stones, he made a cradle to hold his musie,
hea thick book of mysteries he had found
the weeds: Grant's Anatomy and Dissector.
e knelt down beside her, a cellist about to
erform. Hold the scalpel like a cello bow,
Do we not have hand R A
organs, dimanaiong?e, read, gripping a sharpened clam shell.
. __E,_J _[Phen—a quick check against the diagram
e

in the book—hg pressed the «»=ll's point
" into the ape-woman's chest » he flesh yielded
agily, blood oozing out noi as from a mortal
uncture but with no pressure or urgency,
as though it was okay, and he continued his
bow’s stroke—the low opening of a requiem—
gaining confidence as he lengthened the
ineision toward her Mons Veneris (figcd).
He wiped thé sweat from his eyes. Since she
was more‘simian than a Neanderthal, he had
axpecl_._eci Jher hide to be at least as thick as
lu callus so was surprised to find how much
[liké himself an Australopithecus could be.

I:IESS FUR THF‘: HMANUFACTURE OF WEDLLY MICKDFARRICATED DIOGENSORS

n [t




He took a deep breath, then began a séconnﬂ 7
long cut, curving around the other breast;”
then the navel, duplicating the pattern”
in the book till her torso was dominate
by a brilliant red Y]
...genses, affections, passiong?—
Ag it said in Grant's, Sl:_[uare cut a 'f_buttonho{q" i et ket
near her navel. Hooking a finger through i, . "rooa nurt with the
he pulled the skin of her torso up gtnd over hersame weapons, subject to
face. Just as cuick, she was transfigured beforethe same diseases?...
him: a shimmering anatomical sculpture of rop
muscles, pink and red with striations of yellow l‘a.j.
A scent of fresh meal wafted iip, making hi
\_"' 1ostrils twitch!.

In the book, transparen. Jyerlays, Bmcotﬂz
as membranes, presented the\body as layers
where everything rhymed, and ﬁurning a leaf,
he wished it were that easy. His thumb lef VAS! AN OPERA IN FIATLAND
a bloody smudge print oh one stanza, Book, 2002
s A
...divide the pleura, Dem% careful mi.... Designer: Stephen Farrell
! i Author: Steve Tomasula
Publisher: Station Hill Press,
I this typographic novel aboul
post-genelic civilization, texls
and images align against a
series of thin rules incising the
outer margins. The boldface
Yo s letters along the flush edge of
. FaTENT Aa S0 & the text body accentuate the
column structure. The book is
printed throughout in three
colors (flesh, blood, and black).
The body of text is explored as
an open systen.




KERNING

Takes two

SCALA, WITH KERNING SUPPRESSED

Spacing appears uneven, with gaps around the T and w.

Takes two

SCALA, WITH KERNING

Spacing scems more even, although some characters nearly touch,

nearly touch

SCALA ITALIC, WITH KERNING SUPPRESSED

A gap appears between the | and y.

nearly touch

SCALA ITALIC, WITH KERNING
The characleristic intimacy of italic requires kerning.

“1ub my back

I.u my back

IUb my back
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KERNING If letters in a typeface are spaced too
uniformly, they make a pattern that doesn’t look
uniform enough. Gaps occur, for example, around
letters whose forms angle outward or frame an open
space (W, Y, V, T, L}. In metal type, a kerned letter
extends past the lead slug that supports it, allowing
two lellers to sit more closely together. In the digital
typefaces used today, the space between letters is
controlled by a table of kerning pairs, which specify
spaces between different lelter combinations.

LOVE LETTERS |

The VE and TT combinalions make the words look mismatched.

LOVE TREINNERSS

Kerning has been manually adjusted for a more even appearance.

KERNING LARGER s1zES Because the space

between characters expands as the type size

increases, designers often fine-tune letterspacing

when working with large letters. As the word

“rub” gels bigger, the gap between u and b grows

more ohvious. |

rub

TYPE CRIME:
TOO MUCH S$PACE
Mind the gap,

especially at larger sizes. !
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TRACKING Adjusting the overall space between
letters, rather than the space between two characters,
is called tracking, also known as letterspacing, It
is common practice to letterspace capitals and small
capitals, which appear more regal when slanding
apart. By slightly expanding the tracking across
a body of text, the designer can create a more airy
field. Negative tracking is rarely desirable. This
device should be used sparingly, to adjust one or
more lines of justified type.
.
Lowercase letlers respond less
[fuverably to letterspacing than
fII{J HPRErCase Illf“I'.".'i. IIJI'I_[H!SI'.‘
they are designed o sit together

intimately on a line.

NORMAL TRACKING
Letters do love one another.
However, due 1o their
anatomical differences, some
letters have a hard time
achieving intimacy, Consider
the letter 'V, for example,
‘whose seductive valley makes
her limbs stretch out above
her base. In contrast, L
solidly holds his ground yet
harbors a certain emptiness
above the waist, Automated
kerning lables solve these
problems in mosl situations,
but somne letters may require
personal attention at larger
sizes. Capital letters, being
square and conservative,
prefer to keep a little distance
from their neighbors,

TRACKING

LOVE LETTERS

SCALA CAPITALS, NOEMAL TRACKING

LOVE LETTERS

SCALA CAPITALS, LOOSE TRACKING

LOVE LETTERS LOVE LETTERS

SCALA SMALL CAPITALS, NORMAL VS, LOOSE TRACKING

love letters love letters

SCALA, ROMAN AND ITALIC, LOOSE TRACKING

love letters love letters

SCALA, ROMAN AND ITALIC, NORMAL TRACKING

POSITIVE TRACKING
Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy, Consider
the letter V, for example,
whose seductive valley makes
her limbs stretch out above
her base. In contrast, L who
solidly holds his ground yet
harbors a certain empliness
above the waist, Automated
kerning tables solve these
problems in most situations,
but some letlers may require
persun:ll attention at ]&lT,‘__},CT
sizes, Capital letters, being
square and conservative,
prefer to keep a little distance
from their neighbors.

NEGATIVE TRACKING
Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example, whose
seductive valley makes her
limbs stretch out above her
base, In contrast, L solidly holds
his ground yel harbors a certain
emptiness above the waist.
Aulomated kerning tables solve
these problems in most
situations, bk some letters may
require additional guidance at
larger sizes. Capital letters,
being square and conservative,
prefer to keep a little distance
from their neighbors.

TYPE CRIME:
NEGATIVE TRACKING

Make the shoe fit, not the fool.
Daon't use negalive tracking to

Sue 5f?ui'k‘_
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Ancient maps of the world

K An

i | when the world was flat

Avid

inform us, concerning the void

|
| Dream
"| 'l where America was waiting
i Of

i to be discovered,

|

I Trans-

! | - Here Be Dragons.

;; for-

" O tobea dragon. o

[ mation.... ...

MARGO JEFFERSON

DANGE INK! AN AVID DREAM
OF TRANSFORMATION
Magazine page, 1992
Designer; Abbatt Miller
Publisher: Patsy Tarr

The extreme line spacing
fleading) allows two strands

of text to interweave.

S
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The distance from the baseline
of one line of type to another

is called line spacing. Tt is

also called leading, in relprence
to the strips of lead used to
separate lines of metal type,
The default setting in maost
layout and imaging software is
slightly greater than the cap
height of the letters, Expanding
this distance creates a text
Dlock with a lighter, mare open
color. As line spacing increases
further, the lines of type
become independent linear
elements rather than parts

of an overall texture.

7/ SCALA

7-pt type with
7 pis line spacing

This is called “set solid."”
When lines are sef this closely
together, the ascenders and
descenders begin fo fouch, an
wncomfortable effect.

The distance from the baseline
of one line of type to another
is called line spacing, It is

also called leading, in reference
to the strips of lead used to
separate lines of metal type.
The default setting in most
layout and imaging software is
slightly greater than the cap
height of the letters. Expanding
this distance creates a text
block with a lighter, more open
color. As line spacing increases
further, the lines of lype
become independent linear
elements rather than parts

of an overall texture,

7/8.5 scaLa
Auto spacing: 7-pl lype with
8.5 pis line spacing

In most page layout programs,
the defanlt line spacing
{leading) is 120%, or slightly
greater thaw the cap height.

The distance from the bascline
of one line of type to anather
is called line spacing. It is

also called leading, in reference
to the strips of lead used to
separate lines of metal type,
The default setting in most
layout and imaging software is
slightly greater than the cap
height of the letters, Expanding
this distance creates a text
block with a lighter, more open
calor, As line spacing increases
further, the lines of type
become independent linear
elements rather than parts

of an overall texture.

7/9 SCALA
7-pt type with *
o pts line spacing

This column is sel with wider
line spacing (leading) than the
standard default.

LINE SPACING

The distance from the baseline
of one line of type to anather
is called line spacing. It is

also called leading, in reference
to the strips of lead used to
separate lines of metal type,
The default setting in most
layout and imaging software

is slightly greater than the cap
height of the letters. Expanding
this distance creates a text
Llock with a lighter, more open
color. As line spacing increases
further, the lines of type
become independent linear
clements rather than parts

ol an overall texture,

7/10 scAaLA
7-pt type with
10 pis line spacing

As the line spacing hecomes
mare extreme, the block of text
begins to read as separate lines
rather than a shade of gray.




ALIGNMENT

The arrangement of text into columns with hard
ot soft edges is called alignment. Each basic style
of alignment brings aesthetic qualities and
potential hazards to the design of page ar screen.
Justified text, which has even edges on both left
and right, has been the norm since the invention
of printing with movable type, which enabled the
creation of pape alter page of straight-edped

columns, Justified type makes efficient use of

space, and it also creates a clean shape on the
page, Ugly gaps can accur, however, when the

line length is too short in relation to the size of

type used. Hyphénation breaks up long words
and helps keep the lines of text tightly packed.
Letterspacing can also be used to to adjust a line,

JUSTIEIED
The left and right edges are both even.

When it is good: Justified text makes

TEXT | 84

Inn flush left fragged right text, the left edge is
hard and the right edge is soft. Word spaces do
not fAuctuate, so there are never big holes
inside the lines of text. This formal, which was
rarely used before the twentieth century,
respects the flow of language rather than
submitting Lo the law of the box. Despite its
advantapes, however, the flush left format is
frought with danger. Above all, the designer
must work hard to control the appearance

of the rag alang the left edge. A good rag looks
pleasantly uneven, with no lines that are
excessively long or shart, and with hyphenation
kept to an absolule minimum. A rag is
considered "bad" when it looks too even {or too
uneven), or when it begins o form regular
shapes, lilke wedges, moons, or diving boards.

FLUSH LEFT/RAGGED RIGHT
The lefi edge is hard, and the
right edge is soff.

When it is good: Designers choose to set
text flush left when they want to respect
the organic flow of language and avoid

the uneven spacing that plagues narrow

a clean, figural shape on the page.

* Its efficient use of space makes it
the norm for newspapers and books
of continuous text.

When it is evil: Ugly gaps can occur
as text is forced into lines of even
measure. Avoid this by making

sure the line length is long enough
in relation to the size of type. As the
font gets smaller, more words will
fit on each line.

Uply pgaps appear TYPE CRIME:
when the designer has py1L oF HoLES
made the line length A colymn shat is too
too short, or the 0 full of gaps.
author has selected :
words that are loo

| a n g

columns of justified type.

When it is evil: The flush left column
loses its organic appearance when
disgraced with a “bad rag.” Strive
vigilantly to create the illusion of a
random, natural edge without yielding
to the sin of hyphenation,

A bad rag will fall TYPE CRIME:
into weird shapes BAD RAG

along the right An ugly wedge-shape
edge, instead spoils the ragged edge.
of looking & <
random.
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Flush right/ragged left is a variant of the more
familiar flush left setting, It is common wisdom
amang typographers that flush right text is hard to
read, because it forces the reader’s eye to find a
new position at the start of each line.

This could be true, or it could be an urban legend.
At any rate, the flush right setting is rarely
emplayed lor long bodies of text. Used in smaller
blacks, however, flush right text forms effective
marginal notes, sidebars, pull quotes, or other
passages that comment on-a main body or image.
A fush or ragged edge can sugpest attraction

for repulsion) between chunks of information.

ALIGNMENT

Centered text is symmetrical,
like the facade of a classical building,.

Centered type is often employed on
invitations, title papes, certificates, and tomb stones,
The edges of a centered column
are allowed to be dramatically uneven,

Centered lines are often broken to emphasize a key phrase

{such as the name of the bride

ar the date of her wedding) [
ar to allow a new thought Lo begin on its own line, |
Brealing lines in this manner is called

breaking for sense.

CENTERED
Uneven lines are centered between

the left and right edges.

FLUSH RIGHT/RAGGED LEFT
The right edge is hard, and
the left edge is soft.

When it is good: Centered text is formal |
and classical, bearing rich associations

with history and tradition. It invites the

designer to break a text for sense and

create an organic shape in response to

the flow of content.

' When it is good: Flush right text can be
a welcome departure from the familiar.
It makes effective captions, sidebars,
and marginal notes, suggesting affinities
among elements on the page.

When it is evil: Flush right text can be an
unwelcome departure from the familiar,
annoying cautious readers. Bad rags and conventional. Used without care,

can threaten flush right text just as they it looks stodgy, static, and mournful,

afflict flush left, with the added difficulty like a tombstone. '
that punctuation at the ends of lines can |
weaken the hard right edge.

When it is evil: Centered text is static

Lots of puncluation TYPE CRIME: ! Dealli is not a crime, |

tat the ends Dﬂiﬂi‘s}l PUNCTUATION EATS and neither is cenlered
will attack, threaten, 715 gner REST type. Embrace the
and generally This is not a true crime L
wealen PEACE
the flush right edge.
Watch out far this.

staid formality of this i
so much as a situation sefting with caution,

of compromise. lowever.
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Embroidery, woodcarving; and:minutely detajled ceramiciglazes-are
- nottechnigues we usually associalewilh contemporary art and desigin
b Theseage-old methods nonetheless play.a prominent partin.the wark
L. of several current arists'and: desluners mcludmg Berend Slnk W|n1
Delvoye;and Halla Jongerius: =l :
 Berand: Strikisowvork nﬁembles #n amdlgam 01 mudem vulgar auls
ture, old crafts, and new subject matier;For. anesof his:hestknown
pleces (Untitled; 1993); Strik pasied gaping female mouthsinatow cut
away a similar number:of phalluses ;and accentuated the:lip'outlines
with elegantlines of cross-stitching and other ormamental embroidery.
The motification tempts the spectator away fromthe.obvious: porno:
graphicinterpretation soithaty suddenty; thestrains of & heavenly choir
seenito emerge from those unmistakably:lubricious lips:The publicas
tion of French: philosopher:Georges: Bataille's book Les:armes:d'Eros !
{1986) has madeus awate of just howsfar religious destasyis intertwinad
with: sexuality, death,cand: violence: Strik's: subject |s-the:sama; His
quaint embroidarytechniguechallenges the hypoarisy with'whishpast

HELLA JONGERIUS

Book, zoo3

Designers: COMA, Amsterdam/New York
Author: Louise Schouwenberg

Publisher: Phaidon

Photograph: Dan Meyers







THE BEGINNING

i looked into the form without really knowing it at first; [ saw walls
e. The tilting planes climbed and cut into each ather,

flying across spac _
building in the conventional sense.

yialent, shattering any notion of

And the dialogue began batween Daniel Libeskind and myself, how

- couldsucha form be built?

Jt: kind took me back to ancient times, to the Pyramids. We talked of

.one 2nd how to build a form like this from masonry - but the oblique

laries and [arge spans would hae needed huge ‘strapping’ with

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

primitive urges, | advocated concrete or steel to maintain the
daring alignments.

There were two ways to consider the question:

implant a certain massiveness and celebrate a high redundancy in
the configuratian;

pt_hetilting planes ina modern rationale of discrete ‘framing’.

he former would give concrete as a material of tradition, used in an
‘extreme definition; the latter would reduce the great planes to a

aming buttressed by internal stiffeners and cross bracing. One

od provides density, opacity, and three-dimensional surface as
structure, the other lightness and openness that is then clad and

ed, The first answer [eads to a labyrinth, the second to transparency.

We exchanged metaphors.

[ fqrm were closed, it could be a mineral deposit, or if an open
transparent steel framed building, it could be a lantern or a beacon. If it

. Were heavy, could it be hacked out of granite, or was it buildable out of
special masonry? The images helped loosen the thinkin

and inspi
us 10 look for the radical, 3 epired

193

INFORMAL

Baok, 2002

Designer: Januzzi Smith
Author: Cecil Balmond
Publisher: Prestel
Photograph: Dan Meyers
This book (s a manifesto

Jor an “informal” approach to
striectiral engineering and
architecture. Throughout the
book, the typography combines
Sush left and flush right
alignments, creating a Liny bul
ingistent seam or fissure inside
the text colwmmn, and irregular
rags on the owler edges.

This constriction beawtifilly
expresses the principle of
informality, underscored by
the integration of skelches

wilh the typography of the hook,
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LU FRAN MOTEL
{FAR LEFT)
Wildwood, New Jersey
Photographer:
Dorothy Kresz

ILLUMINATED SIGNS
{LEFT)

Japan, 1924
Commercial signs
ofter employ stacks

af characters,

EEAAEN GANSHTNEAT

SHELF OF SPINES

Stacked letters sometines
appear on the spines of books,
but vertical baselines are more
conmon, Starting from the
top and reading down is the
predominant direction,
especially in the U.S.
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SMALL CAPS, STACKED

STACKED CAPITALS
Roman letters are
designed to sit side by
side, not on top of

one another. Uppercase
letters form more stable
stacks than lowercase
letters. Centering the

column helps to even out

the differences in width.
(The letter Iis a
perennial problem.)

TYPE CRIME:
STACKED LOWERCASE

STACKED LOWERCASE
Stacks of lowercase
letters are especially
awkward because
the ascenders and
descenders make the
vertical spacing
appear uneven, and
the varied width of
the characters makes
the stacks look
precarious.

VERTICAL ALIGNMENT

vertigo

YOIPIH PJTV 4q W ¥

0311I9A

YPOIPIH PRIJTV 4q WY ¥

vertigo

A film by Alfred Hitchcock

SCALA LOWERCASE, VERTICAL BASELINES
lop to bottom battom to top hoth directions

VERTICAL BASELINES

The simplest way to make a line of

text form a vertical line is to change

the orientation of the baseline from
horizontal to vertical. This preserves
+the natural affinity among letters sitting
on a line.

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

English is not Chinese. John Kane, 2002
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Aspekte zeitgenissischer
Teil 1: 17.05. his 06.07.97
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PARALLELEN 1M
SCHNITTPUNKT

[CROSSING PARALLELS)
Posters, tgg7

Designer: Gerwin Schmidt
Publisher: Art-Club Karlsruhe
The axes of type and landscape
intersect to create these posters
that are simple, powerful, and
direct, The type is mirrored in
German and French.
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HIERARCHY Hierarchy HIERARCIIY HIERARCHY
I Division of angels Division of angels DIVISION OF ANGELS
A, Angel Angel Angel angel
B. Archangel Archangel Archangel niviston  archangel
C. Cherubim Cherubim Cherubim OF ANGELS  cherubim
D. Seraphim Seraphim Seraphim seraphim
Il Ruling body of clergy Ruling body of clergy RULING BODY OF CLERGY
A, Pope Pope Pope pope

cardinal

B. Cardinal Cardinal Cardinal RULING BODY
C. Archbishop Archbishop Archbishop or cirrey  archbishop
D. Bishop Bishop Bishop bishap
111 Parts of a text  * Parts of a text PARTS OF A TEXT
A, Work Worle Work work
B. Chapter Chapter Chapter PARTS OF chapler
C. Section Section Section A TEXT section
[, Subsection Subsection Subsection stubsection

SYMBOLS; INDENTS, INDENTS AND

AND LINE BREAKS LINE BREAKS ONLY

HIERARCHY A typographic hierarchy expresses an
organizational system for content, emphasizing
some data and diminishing others. A hierarchy helps
readers scan a text, knowing where to enter and exit
and how to pick and choose among its offerings.
Each level of the hierarchy should be signaled by

one or more cues, applied consistently across a body
of text. A cue can be spatial (indent, line spacing,
placement on page) or graphic (size, style, color of
typeface). Infinite variations are possible.

FONT CHANGE, INDENTS,

AND LINE BREAKS

ALIGNMENT,

FONT

CHANGE, AND LINE BREAKS

REDUNDANCY Writers are generally trained to

avoid redundancy, as in'the expressions

“future

plans” or “past history.” In typography, some
redundancy is acceptable, even recommended. For
example, paragraphs are traditionally marked with
a line break and an indent, a redundancy that has

proven quite practical, as each signal provides

backup for the other. To create an elegant economy

of signals, try using no more than three cues for

each level or break in a document.

BOLD, ITALIC,
UNDERLINED
CAPS!

TYPE CRIME:
TOO MANY SIGNALS
Emphasis can be crealed

with just ane shift.

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

——— ——
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MAIN HEAD COMMON TYPOGRAPIIC DISEASES

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

MAIN TEXT

TYpopHILIA An excessive attachment to and fascination with
the shape of letters, often to the exclusion of ather interests and
abject choices. Typophiliacs usually die penniless and alone.

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

HeRaou i g TYPOCHONDRIA A persistent anxiety that one has selected the
wrong typeface. This condition is often paired with oo joptical
kerning disorder), the need to constantly adjust and readjust the

spaces between letters,

TyporHERMIA The promiscuous refusal to make a lifelong
commitment to a single typeface—ar even to five or =ix, as some 49

doctors recommend, The typothermiac is constantly tempted to
test drive "hot” new fonts. aflen without a proper license, |

COMMON TYPOGRAPHIC DISEASES

There are endless VYarious forms of dysfunclion appear among pepulations
exposed to typography for long periods of time, Listed
hete are a number of lrequently observed afflictions,

ways to express
the hierarchy
of a document. Typapiilia

Tument 1o and fascination with ¢
the exclus.on of

penile

stiery, often o T interests any

Typaphiliacs usually die

oftert marked by o preference

nd |
olten be quictsd (Sut not cored| {
nd Times Rowan, |

The irrational dislike of letrerforms,

fir feons, dingh

1e Wrong typ

kerning disosider),
paces between

leters.

usal o nake o il

The promiscu
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-Karl Kraus zhlt Wilhelm 11,
zu ,den S_chwérverbrechern
auf dem Thron* mit der
»Beteuerung, daf sie es nicht
gewollt h_al_:er_l, woran sie,
da sie es taten, doch schuldig

sind” [F 595,2].
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~— — (Momentan sind wir 2, B, bei der
seit der Thronbesteigungl) — —

— -— So erlebte ich, daf er ejpen doch i
Major, den Adjutanten des Kronprinzen, ga
Ohrzog ihm einen tachtigen Schla
gab und sagte: — —

— — empfing er in Tempelhof im Sy
minister und den Chef des Militirkabinettes mi
alten Esel glaubt, dal ihr alles besser i

*) Deutsche Verlagsanstalt, Stuttgart, 19

E SRR AR TR R A AN

B e

Und dafi das »gemeinsame Vorgehen« fiir de:
war, »sobald Kraus die Satire auf Kaiser Wilhels|
werde«, beweist eine Vertrautheit der Inndf,
Programm, die ich selbst am Nachmittag nochaf
ihnen in die Falle gegangen! Aber wenn einer o
Innsbruck auf Demonstrationen ausgehen, bis {4
Abends eine Ahnung von dem Vorhandenseinf =
will ich dem Wilhelm glauben, daf} er es nichtgef™
Josef, daf} er alles reiflich erwogen hat. Die Wilfs
einer vagen Kenntnis meiner Gesinnung, ahery
die ihre auszuleben, in den Saal gefiihrten ln
Abends ein Dutzend weit besserer Anlisse —¢
zwei Diebsgenerale — hatten voriibergehen las
der Laut auf den Lippen erstarb, und erst zurg
iiber die eigene Unregsamkeit ihnen Bewuls
ihre Anwesenheit legitimierten, indem sie
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WHRITERBUCH DER REDENSARTEN/
KARL KRAUS, DIE FACKEL

Book, 1999

Designer: Anne Burdick

publisher: Osterreichischen Akademie der Wissenschaften
This ook presents essuys from the jowrnal Die Fackel,

published by the Viennese writer Karl Kraus from 1899 to 1936.
The journal’s text appears in the center of cach page. This lext is
sometimes represented with an image of the original publication
and sometimes fillered through the modern typography of the new
edition. In the beige-colored margins, different styles and sizes of
type indicate different modes of editorial commentary.
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LEs el Disefio Grifico Universal?

Is graphic design a universal language? As the face of the United
States changes, how do designers fit into the growing language
challenges? For instance, the new light rail system in Minneapolis has
ticket machines that have instructions i four languages: English,

Spanish, Somali and Hrmong.

Continue reading this antry

5 By brook on Feb.2

Can graphic design save iteelf? What exactly do we need to save
ourgelves from? Questions like these plagued me after reading Andrew
Blauvelt’s essay in Emigre # 64 Towards Gitical Autonermy or Can
Graphic Design Save Itself? This wasn't the first time Blauvelt’s writing
had incited me. Building Bridaes: A Research Agenda for Education and
Practce called for a refinement of graduate study and practics in
graphic design. We should push beyond the limits already
experienced, And that's where his Emigre article put a bigger fire
under me. Change what we do, not haw we do it, It's more about point

of view than visualizing your point, with a great opportunity for
revalutionary wark. Obvious? For me it wasn't.

Are There Too Many Of Us?

Going toa bar or a coffes shop theae days, it seems like the city is
overrun by art directors, designers and other creative professionals, It
used to be that when you stated to be a graphic designer, it wag
perceived as exctic and even speclal and people looked at you with the
“ah, that explaing it" type of loak, Now everyone szems to be in the
creative field, And I don’ t think I frequent spots that are congidersd
designer-hang-outs, However, live and work in Los Angeles and what
happens here might not be the norm for the rest of the country, but
naticed the same in Switzerland, whers [ grew up and went through
art echool. Mavhe not to the extent as here in southern California, but
still, the shift is significant.

Contin aading thiz entry

By Petar Scharrer on Feb, 18,2004 » Link + Comments [1

stgnt Alive and Well, and Living

in the Midwast [27]

A Branded Education [25]
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SPEAK UP (LEFT)

Web site, 2004

Designer: Armin Vit; logo by Michael Clark
This an-line design fortan presents readers with a
dense menu of content articulated tnto a clear
hierarchy. Each type of content is labeled
{interview, discussion, essay). Featured threads are
presented at Lhe center of the screen, where a
substantial passage of text allows readers to deride
whether to proceed further. Tiles are given drama
and importance through placement, color, and
font choice, Site branding is kept to a minimum,
allowing the content to dominate.

WEB HIERARCHY

Most Web sites are controlled by hierarchies in an
even more systematic way than print documents,
A site's file structure proceeds from a root down to
directories holding various levels of content. An
HTML page contains a hierarchy of elements that
can be nested one inside the other. The site’s
organization is reflected in its interface—from
navigation to the formaltting of content. Typography
helps elucidate the hierarchies governing all these
features.
Dynamic Web sites use databases to build .
pages on the fly as users search for specific content. 1l
Databases cut across the planned hierarchy of a site, Hill
bringing up links from different levels and content
areas—or from other Web sites. Typographic style
sheets are used to weight the information gathered,
helping users find what they need.

Home

Sign_In

J, \Q Search: [Ellen Lupton
e

feta

Web Results [do:=] Showing 1 - 10 of about

7,270 |

Ellen Lupton: New Home Page

Think mora, design lass, Announcemeants, Archive, This
site is an informal archive and design resource drawn
from the work of Ellen Lupton and Abbott Miller, ...

http: /www. designwntingresearch.org, - 4k Cached
r 3 g

Design Writing Research: Ellen Lupton

About us, Ellen Lupton is a writer, curator, and

graphic designer, She is diractor of the MFA program in
graphic design at Maryland ...

http: Zwww, des tingresearch,org/lupton_page. html
5k Cachad (3

¥

. - Speak Up > Ellen Lupton » “Thinking With
Design” . .

... Ellen Lupton » "Thinking With Design”. Ellen Lupton
To Present "Thinking With Design”. Ellen Lupton,
curater, graphic designer ...

{ http://www,undercansideration,com/spaakup,/archives

¥

- Triennial
- by Donald Albrecht, Ellen Lupton, Steven Holt, and

- Letters from the Avant-Garde: Modern Graphic

50

Hello, slan in to enable site features,

Showing 1 - 10 of about
470

Book Results [co:e]

Design Writing Research
by Eflen Lupton (10 June, 1999}

AasIg waiess usdp

Skin: Surface, Substance, and Design
by Ellen Lupton, Jennifer Tobias, Alicia Imperiale,
Grace Jeffers, and Randi Mates (March, 2002) |

Design Culture Now: The National Design

Steven Shov Haolt (15 March, 2000)

Mixing Messages: Graphic Design in
Contemporary Culture
by Ellen Lupton {September, 1998)

Design
by Ellen Lupton and Elaine Lustig Cohen (March,

1996)

WWW.AQ.COM, Search engine, 2004
A search engines applies a typographic hierarchy to
the results it calls wp, using color, size, weight, and
underlining to differentinle its parts.




WEB ACCESSIBILITY

Many designers are passionately committed to
building accessible sites for the Web. This medium
was invented in order to provide universal access
to information, a goal it may some day achieve,
regardless of a user's physical abilities or access to
specialized software.

| DESEQREQATION
I TIMELINE

ABDUT THE FIL
CHARACTER RESQUATRS

TEXT | 10O

Cascading Style Sheets (CSS) allow designers to
plan alternate layouts depending on the user’s
software and hardware. For example, cell phones
and personal digital assistants display Web sites in a
text-only format, while some users have outdated
browsers or lack the software “plug-ins” required
for displaying certain kinds of files. Style sheets can
also be used to design print-friendly versions of
interactive documents.

CORTAGT

AROUT THE FILM | CHARACTERS | DESEGHEGATION TIMELINE | RESOURCES | CONTACT

BRICK-BY-BERICK.ORG

Web site, 2001

Designers: Red Canoe
Publisher: Kavanagh
Productions

This Flash-enabled site was
created for a documentary film
about desegregation. 1t includes
o text-based, HTMI. version,
destgred for users without access
to Flash. The HTML version is
also easy to print and is useful
fo journalists or researchers
desirving divect access fo the lext,

BRICK BY BRICK

a civil Hohts story

tory is a documentary by Bill Kavanagh
memporary America's mast important baktles

fk-lpBrick com. Use this page o7 easy 1eacng o
" WET ELPD

ABOUT THE FILM

Synopsis

Bill Kavanagh's Brick by Aric
decumentary that folloves thr
path as they canfront ciby pe

‘onsers, WY through a winding
sion and werk to change

their hometowri. The Him follows o d 11 sfruggle over
desegregation in a contempnrary N cale.

Thee filins ceals with the solation of a of color in an institutianally
creatad puklic b =iregated ols in this
communily. 8 ory goes on to dacy

> t
progress of communily ac thools and finally a federal suit

filed to force the ciby b act.
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Visually impaired users employ
automated screen readers that
“linearize” Web pages into a continuous
text that can be read aloud by a

machine. Techniques for achieving

THIE { =
Clﬂ[?hla{n accessibility include the captioning of
NSTITUTE

all layout tables (or, better yet, the

avoidance of tables altogether), the

consistent use of “alt tags” (which

identify image files), and the placement

of page anchors in front of repeated

navigation elements that enable users '
to go directly to the main content.

Various software programs allow

designers to test the linearization of

their pages.

ar fa parraral i

The apharn Institute | Histerdical Contesxt

hHip /A claphaminstifute arg/histary html ]

Discornested
ShiptaContent | Main Navigation: Missionand Fyrpose @ liztarical Cantect c Lurcest Chservation - Leaderah p Profils : Hews|stler Srcljype

FIG Ak Clapbem Loge [ink ta homesd MGy

Ars pmlﬂ ef calumn
AR histary guote C1G: F1G:

‘Histor|cal Cortact

AMGsharizanisl lire

PG4 Forqotten Past The first-certury church was remarkadle for influsncing cultural elites and ehanging Foman society. 1n s imilar
ways, both the Puritans and the Refor mers changed |lves and sociely, Historizally, the church viswed revival and reform s belng of anz

8| fabric. This seamleas view waa torn aaunder &3 1he church assumed “& comfortable cobalitation with the Enlightenment.” 2 a reaulf, 1he
= | twenty -Tirst century chureh oflen esponses o sacred/secular dichotomy and has forgotten this rich legacy of revival and refarm Faith bas
largely collapsed into e cultural ghetto and privatized experience

(M54 Future Hape The Claphem Institute believes the syalem s 1he problsm. 'We offer an aiernative modsl ta recover & meral wision for

CLAPHAMINSTITUTE.ORG perzoral revival and cultural reneval. Examples abaurd of leadera cantei bating to & *Fefurmatian of manners™ thal changed the courss of
+ * history. The Clapham | natitute helps leacers stand on the shouldzrs of the early church, Auguatine, the Puritans, véilliam i lberforee and

\UCb site, 20073 Abe Clapham Sact, L5 Lewls, anc Lesalie Mewbigin—in erder to ergage and |nfiuence contermporary collure,

Designer: Calin Day, Exclamation AMGsharizontal Fine

Communications PIKLSCLAPHAMMETITUTE CRG | 410 544, 7680

. . 269 MICHENERCT WEST, SEVERNA PARK, MD 21146-2052
Publisher: The Clapham Institute et

This site was designed Lo be accessible to
sighted and non-sighted users, Al right is
a linearized version of the page above,

ol #6: nksDeslgn by EC1|
G rey
AIHIG-batie mshadow

One of the defining principles of the Web is that it should provide all
people, regardless of physical or technological readiness, with access
to information. Patrick Lynch and Sarah Horton, 2001




PARAGRAPH EXERCISE

pARAGRAPHS do not occur in nature. Whereas
sentences are grammatical elemenls intrinsic

to the spoken language, paragraphs are a wholly
literary convention designed to divide content
into portions that are more appetizing to readers
(and writers) than an endless stream of
discourse. In the seventeenth century, it became
standard to mark the beginning of a new
paragraph with an indent, and to mark its close
with a line break. Before then, typographers
sometimes left extra space between paragraphs
or sentences (without a line break), preserving
the clean edges of the text block. Despite the
ubiquity of the indent/line break convention
today, numerous alternatives can be used in its
place. Inventing new ones is an intriguing
typographic exercise.

This exercise indebted to George Sadek and
William Bevington at the Cooper Union

For the glorye of the uan whiche shal be yeuen atthe last
comyn, neuer ende ne fyng::he. And to tl:l.l'snigmrfya
aunce the first nce of the weke of aduent hath iiii
ircmmrdnmcﬁzlnrin patri & filio for one to the reporte of
the iiii wekis, and how be it that there be iiii mmy'no%ﬂ of our
lord, yet thechirche makethmencionin especial butot tweyne,
that istowete, of thathecamein humaynenature totheworld,
and of that he cometh to the ugunmt&.domc,uita crith
in thoffyce of the chirche of this tyme. And therfor e fas.
tynges that ben in this tyme, ben of gladnes and of joye in
one partie, & that other partie is in briternesse of herte. By
causcof thecomynge of ourlorde in ournaturehumayne, they
ben of joye and gladnes. And by cause of the comyng at the
day of Jugement they be of bitternes and heuynes.

RIBLIA INNOCENTIUM
Page detail, 1892

Designer: William Morris
Publisher: Kelmscott Press
William Morris admired the
dense pages of the early
Renaissance. Here, he has used
a paragraph symbol in place

of line breaks and indents,
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The table is covered with a table clath which itsell is
protected by a plastic lable cloth, Drapes and double drapes
are at the windows. We have carpets, slipcavers, coasters,
wainscating, lampshades. Fach trinket sits on a doily, each
Aower in its pol, and each pot in its saucer,

Evervthing is protected and surrounded. Even in the
garden, each cluster is encircled with wire nelting, each path
is outlined by hricks, mosaics, or flagstones.

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

notations and overworking,

— Jean Baudrillard, 1969

NDENT AND LINE BREAK

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

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

This could be analyzed as an anxious sequestration, as an
obsessional symbolism; the obsession of the cottape owner
and small capitalist not only 1o possess, but to underline
what he possesses two or three fimes, There, as other places,
the unconscious speaks in the redundancy of signs, in their

connotations and overworking.

— Jean Baudrillard, 1969

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

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

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

notations and overworking.

— Jean Baudrillard, 1969

LINE BREAK ONLY, WITHOUT INDENT

The table is covered with a table cloth which itsell is protected

by a plastic table cloth. Drapes and double drapes are at the

windows. We have carpets, slipcovers, coasters, wainscoling,
lampshades. Each trinket sits on a doily, each flower in its pat,

and each pot in its saucer.

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

lined by bricks, mosaics, or flagstones.

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

notations and overworking.

— Jean Baudrillard, 1969

LINE BREAK AND 1/2 LINE 5PACE

EX:

PARAGRAPHS

The table is covered with a table cloth which itsell is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoling,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in its saucer.  Everylhing is protected and sur-
rounded. Even in the parden, each cluster is encircled with
wire netting, each path is oullined by bricks, mosaics, or
flapstones.  This could be analyzed as an anxious sequestra-
lion, as an absessional symbolisin: the obsession of the cottage
owner and small capitalist not enly to possess, but lo underline
what he possesses two or three times. There, as other places,
the uncanscious speaks in the redundancy of signs, in their

connotations and overworking.

— Jean Baudrillard, 1969

I'BA SPACE INSIDE LINE, WITHOQ LINE BREAK

The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows, We have carpets, slipcovers, coasters, wainscoting,
lampshades. Fach trinket sits an a doily, each Hower in its pot,
and each pat in its saucer. @ Everything is protected and sur-

rounded. Even in the garden, cach cluster is encircled with

wire netling, each path is oullined by bricks, mosaics, ar
flagstones. B This could be analyzed as an anxious sequestra-
tion, as an obsessional symbalism: the obsession of the cot-
tage owner and small capitalist not only to possess, bul to
underline what he possesses two or three limes. There, as
other places, the unconscious speaks in the redundancy of

signs, in their connotations and overworking,

— Jean Baudrillard, 1969

SYMBOL; NO INDENT OR LINE BREAK

The first word of the first line is the critical word of that particular body of text.

Let it start flush, at least. W. A. Dwiggins




WORD EXERCISE

You can express the meaning of a word
or an idea through the spacing, sizing,
and placement of letters on the page.
Designers often think this way when
creating logotypes, posters, or editorial
headlines. In this project, physical
processes such as disruption, expansion,
and migration are expressed through
the spacing andearrangement of letters.
The round Os in Futura make it a fun
typeface to use for this project.

Examples of student work from
Muaryland Institute College of Art

dis‘uption

JOHNSCHEN KUDOS

TEXT | 104

sition transiti

JOINSCHEN KUDOS

¢ O mpression

JOHNSCHEN KUDOS




TEXT | 103

~expansion |
MARCOS KOLTHAR
v
o
o
o
o
o
o
o
o
repetition

HEATHER WILLIAMS

WORD EXERCISE
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HEATHER WILLIAMS




TEXT EXERCISE

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

Examples of student work from
Maryland Institute College of Art

PRINT

situates words in space more relendessly
than writing ever did, Conteol af position
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WRITING
tidiness and invisibilicy: the lines perfecely

moves words Fram the sound warld
regalan, all justified on the riglit side,

o o world of visual space,
everything coming our even visually, and

bust print locks words
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inra pasition in this space.
harders te aften pecur i manuseriprs,

In handwriting, contiol of space
This is an insiscent world of cold

tends 1o be arnamental. arare,
non-human, facts.

as in calligraply.

Passages of flush lefi and flush right text hinge from u central axis.
JOHNSCHEN KUDOS

TEXT | 106

PRINT SITUATES WORDS 1IN SPACE

MORE RELENTLESSLY THAN WIITING

EVER DID. wril moves words the sound  warld

From BUT PIIK T LOCKS WORDS 1970 oo world of visal o space,
TOSITION [N THHS SPACE. CONTRIO

OF POSITION 15 EVERVIHING TN

PRINT, PRINTED TEXTS LOOK
MACHINE-MADE, AS TIHEY ARE.

H 1 T - e
i handwriting, contral ol space o o arRAMERGIl

TYPOGRATIIC CONTROL TY¥PICALLY

IMPHESSES MOST HY 113 TIDINESS

armate, a5 in calligraphy.

AND INVISIBILUTY: TIE LINES
PERFECTLY REGULAR, ALL JUSTIFIELD
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WITHOUT THE AT OF @UIDELINES
O RULED BORDERS THAT OFTEN

OUCUR 1M MARKUSCRIPTS, THIS 15 AN

IMEISTENT WORLD OF COLL, NON-

HUMAN, FACTS,

Randomly spaced words break free from a rigidly justified column.
LU ZHANG

P'ring siruares words
in space more
relentlessly than

cet did,

Whiting moves words fravm the in o g it of

but print luchs

i everything in
print. Printed reses
loak machine
e, as they are

g, controd af ipice tetids t be ormamenial, aviae,
o

lines perfectly regular,
all justified on the
viph side, everythiog

This 15 an insiscent
world of cell,
Lorning aur even nai-hiiman, fcts,
wisually, and without
the aid of guideline
wr ruled borders thar

ofren vecur in

HOLSCEIE,

Long, centered lines are bridges between narrow, ragged columns.
RENJAMIN LUTZ
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Trine sicuares wards in space more relentleasly than weiting ever x

relenlessly than writing ever did, Writing
moves worids [rom the sound world o s A i _ )
world of visual space, but print locks did, Weiting moves words From the sound world w aworld of

words inta posicion in this space, Canceol viswal space, but print locks words into positien in s space,

in print, Princed

of position s evervthing Lof
: Control of position is evervthing in prine.
tents ook machine-made, as they are, In RLlps yring in p

handwriting, conrral of space tends ro be Printed texts Jook machine-made, as they are. In handuwriting,

otpamental, omate, as o calligraphy.

comtral of space wends w be ornamental, ornate, as in calligraphy.
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nunt-lunan, facts. TIIS 15 AN INSISTENT WORLG OF COLD, NON-HUMAN, FACTS,

Prine situates words in space maore

A single line slides out of a justified block,

The beginning of the paragraph is moved to the end.
KAPILA CHASE

DANIEL ARBELLO

I'rine sitwdres wonds in space :
mare relentlessly than writing Trine sl J "
SR, rint situaces saund warld 10
words in space awonld of visial
s wiaredi i
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o il Writing muves this
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bue print locks words into
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evervehing in handwriting,
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This is an insistenc world of
cold, nen-luman, fcrs. |

Elements break away from a justified column, Text Is forced into a grid of ragged squares.

EFRAT LEVUSH KIM BENDER
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: Second Skin

NANCY DALVA DISSECTS
GEOFFREY BEENE

DANCE INK! SECOND SKIN
Magazine, 1996

Designer: Abbott Miller
Photographer: Jack Deutsch
Publisher: Patsy Tarr

Like a diagram from an
anatonty book, the typegraphy

maps the body seen through
the skin of the page.
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HISTORIA NATURALLS

Rook, 1472; printed by
Nicolas Jenson, Venice
Collection of the Walters Art
Museum, Baltimere y
During the first century of
printing, the French-born
printer Nicolas fenson
established a printing business
inVenice, a thriving commercial
center. This hook fealures an
elegant, unbroken text block set
in one of the first roman
typefaces. The page has no line
breaks or indents.
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A GRID BREAKS SPACE OR TIME INTO REGULAR UNITS. A grid can be

simple or complex, specific or generic, tightly defined or loosely interpreted.

Typographic grids are all about control. They establish a system for

arranging content within the space of page, screen, or built environment. ;
Designed in response to the internal pressures of content (text, image, data) '
and the outer edge or frame (page, screen, window), an effective grid is not

a rigid formula but a flexible and resilient structure, a skeleton that moves

in concert with the muscular mass of information.

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

-In addition to their place in the background of design production,
grids have become explicit theoretical tools. Avant-garde designers in the
rgros and 1920s exposed the mechanical grid of letterpress, bringing it to

“the polemical surface of the page. In Switzerland after World War 11, graphic
designers built a total design methodology around the typographic grid,
hoping to construct with it a new and rational social order.

The grid has evolved across centuries of typographic development.
For graphic designers, grids are carefully honed intellectual devices, infused
with ideology and ambition, and they are the inescapable mesh that filters,
at some level of resolution, nearly every system of writing and reproduction.
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LATIN BIBLE (LEFT)
Baok page, 1497

Printed by

Anton Koberger

A two-column grid engulfs
a second set of columns,
Each page is a dense mass
incised with narrow gutlers
and open spaces where
illuminated capitals would
have been added by hand,
The layout changes from
page to page.
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GRID AS FRAME

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

Until the twentieth century, grids served as frames for fields of text.
The margins of a classical book page create a pristine barrier around a flush,
solid block of text. A page dominated by a solitary field of type remains
today’s most common book format, although that perfect rectangle is now

broken with indents and line breaks, and the margins are peppered with

page numbers and running heads (text indicating the book or chapter title).

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

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

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

The frame...disappears, buries itself, effaces itself, melts away at the moment it deploys its
greatest energy. The frame is in no way a background...but neither is its thickness as margin

a figure. Or at least it is a figure that comes away of its own accord. Jacques Derrida, 1987
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HIBLIA POLYGLOTTA
Book pages, 1568

Printed by Christopher
Plantin, Antwerp

Plantin’s polyglot Bible is
zoned for five different
translations {Hebrew, Greek,
Aramaic, Syriac, and Latin).
Each zone (s uniquely
proportioned to accommodate
the verbal and typographic
lexture of o particular scripl.
The page is a dense rectangle
cut into parts, The pleces—
though highly individualized—
fit together into a unified
whole. Reproduced from
William Dana Cradt, In
Quest of the Perlect Book
{New York: Little, Brown and
Co., 1926).
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CHAPITRE SECOND.

[ F i

1. La colanne de Pompée, IL On ne comvient pas fir fos mefuaes. 111 Col
o Alexandre Severe,

A famenfe * colonne de Pompée eft auprés d'Aleandrie < on ne faic
pour quelle raifon elle poree le nom de Pempée ; je croirois volantiers
que c'elt par quelque erreur poprlaire. Pluficurs voiageurs en ant paslé , tous
conyiennenc qu‘ul}c elt dune grandeur énorme. Deix des plus modernes
en ont donné le defein & les mefiies ; mais ils different confidecablement
encre cx fir la haueeur du piedeltal, de la colonne 8 du chapiteai : cepen-
dant tous deux difent qu'ils }i"un: mefurée,
5 = Pourics qlli elt L‘]cllﬂ colonne, dit I'un, { celt Cormneille Brun P kdis)
5 elle el fur un Picdcl].ﬂ (1I.I:]1'I:é , hane de fepr ou huic pieds & [;11'5(‘ de qua-
,» torze A chacure de fes faces. Ce piedellal eft polé fur une bafe quartée ,
+» haute d'environ un demi I:if.‘ii, .53 lnrgc de \'iulc‘l't, faite de p[ill??llra picires
5, miagonnées enfemble. Le corps de la colonne méme o'eft que d'une feuls
»» pietre, que quelgues-uns croent Eure de granie 5 dlaneres difeas que ceft
syline (_-J_Pm:c de pate au de cimenc, qui avec letemsa pris la forme de pierre.
»» Pour moi je exoi que ceft une veaie pierre de aille, du moins aurant que
»» jai pu le reconnotte par |'éprenve que j'en ai faite, Er fi cela elt veai, com-
,» me perfonne prelque n'en doure, il'y a fujec de s'éronner comment on a
a5 U cFrr.ﬂE-r une pierre de cette grandeur : car apres 1'<1:vuir melurée , j'ai trou-
. VE L‘lu'c]lu 7 clu.nrc-\.‘hagt-dix pieds de haut , & quefa gl‘oﬂi:LJl: elt relle, Fuc
5y 11 hommes peuvent a peine l'embrafler ; ce qui revient , felon la melure
5 que jen at prife,, d trente-huic Eiuds. Au Jr.ul} ily aun bean chapirean pro-
5 portionné a la grofleur de la colonne, mais fait d'one picre fepard
L'aucre, gu.i elt M. Paul Lucas, en parle en cene maniere t,, Un de mes
,, premiers foins fur d'aller examiner 12 colonne de Pompée, qui et prés d'A-
Fexa:ld:ie du ceé du couchant, & je croi quiil feroit difficile de rien ajon-
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GRID | 118

SUPPLEMENT AU LIVRE

DE UANTIQUITE (LEFT)
Book. Paris, 1724

The two-column grid devised
for this bilingual book provides
a large, single-column block
Jor the French text, with fo
columns below for the Lalin.
The quotation marks serve as a
frame along the left edge of the
guoted passage.

THE ILLUSTRATED LONDON
NEWS (RIGHT)

Newspaper page, 1861

Early newspaper advertisements
were designed by the paper’s
printer, not supplied by the
client or an advertising agency.
This dense field of entries
occupies a four-column grid,
with ruled lines to create order.
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t .Fu t'aima + — X 20 caresses + la lune et les Li.q aUx

chantent sous les arbres... paradis de mes bras Viens

LES MOTS EN
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= . LIBERTE FUTURISTES:
vanitéesceececceceete bagur rubis 8OO0 + LU RIS L
6000 frs. echaussures LETTRE D'UNE JOLIE FEMME

Demain chez  moi A UN MONSIEUR FASSEISTE

AI prpprp Suis séricuse Trois Poem, 1912
baisers fuluristes Author: F, T. Marinetti

T this Futurist poent,
Marinetti attacked the
conventions of poetry and the
restrictions imposed by the

mechanical grid of lefterpress.
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Postcard, 1925
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i Collection of Elaine !
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MATERIAAL VOOR Piet Zwart was influenced by
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as Constructivism. In the visual

| ‘| ' SCHO ORSTEENMAN TELS identity he crealed for Fortoliet,

a floortng company, Zwart
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DIVIDING SPACE

In the nineteenth century, the multi-columned, multimedia pages of news-
papers and magazines challenged the supremacy of the book and its insular
edge, making way for new typogologies of the grid. By questioning the
protective function of the frame, modern artists and designers unleashed the
grid as a flexible, critical, and systematic tool. Avant-garde artists and poets
attacked the barriers between art and everyday life, creating new objects and
practices that merged with urban experience.

The assault against print’s traditional syntax was led by F. T.
Marinetti, who established the Futurist movement in 19og. Marinetti
devised poems that combined different styles and sizes of type and allowed
lines of text to span multiple rows. Marinetti’s ingenius manipulations
of the printing process work against—but inside—the constraints of
letterpress, exposing the technological grid even while trying to overturn it.
Dada artists and poets performed similar typographic experiments, using
letterpress printing as well as collage, montage, and various forms of photo-
mechanical reproduction.

Constructivism, which eriginated in the Soviet Union at the end of
the 1910s, built on Futurist and Dada typography, bringing a more rational
approach to the attack on typographic tradition. El Lissitzky employed the

elements of the print shop to emphasize the mechanics of letterpress, using

printer’s rules to make the technological matrix actively and physically
present. Constructivism used rules to divide space, throwing its symmetry
into a new kind of balance. The page was no longer a fixed, hierarchical
window through which content might be viewed, but an expanse that could
be mapped and articulated, a space extending beyond the edge.

For Dutch artists and designers,‘the grid was a gateway to the
infinite. The paintings of Piet Mondrian, their abstract surfaces crossed by
vertical and horizontal lines, suggest the expansion of the grid beyond the
limits of the canvas. Theo van Doesburg, Piet Zwart, and other members of
the Dutch De Stijl group applied this idea to design and typography.
Converting the curves and angles of the alphabet into perpindicular systems,
they forced the letter through the mesh of the grid. Like the Constructivists,
they used vertical and horizontal bars to structure the surface of the page.

Typography is mostly an act of dividing a limited surface. Willi Baumeister, 1923




The new typography not only contests the classical “framework”
but also the whole principle of symmetry. Paul Renner, 1931
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DAS BAUHAUS IN DESSAU
Letterhead, 1924

Designer: Herbert Bayer
Collection of Elaine Lustig
Cohen

Herbert Bayer's letterheads for
the Bauhaus are manifestos for
a new typographic order. Rather
than provide o decorative frame
or a centered title, Bayer treated
the entire page as a surface to be
divided. Points, short hatches,
and lines of lype indicate axes
for folding the sheet and
positioning text. This lelterhead
also promales Bayer's idea that
all letlers should be lowercase,

a point expounded in small
print across the battom,
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Jan Tschichold’s book The New Typography, published in Germany
in 1928, took ideas from Futurism, Constructivism, and De Stijl and
conveyed them as practical advice for commercial printers and designers,
Functionally zoned letterheads using standard paper sizes were central to
Tschichold’s practical application of modernism. Whereas Futurism and
Dada had aggressively attacked convention, Tschichold advocated design as
a means of discipline and order, and he began to theorize the grid as a
modular system based on standard measures.

By describing the expansion of space in all directions, the modern
grid slipped past the classical frame of the page. Similarly, modern
architecture had displaced the centered facades of classical building with
broken planes, modular elements, and continuous ribbons of windows,

THE NEW TYPOGRAPIY Tichichold's dingram of geod and bad mogazine design
Diagram, 1928 advocates staggering images i relation fo content instead of
{redravn) Joreing text to wrap around blocks ineored at the center of
Designer and author: the page. Explaining this experiment, Tichichold wrote that
Jan Tschichold fis redesigned pages would be even more effective if the photo-

graphic halftones {called “Bocks”) were produced in fixed
rather than arbitrary sizes,

I have intentionally shown blocks of different and “accidental” widths,
since this is what usually has to be contended with (although in the
future, with standard block-sizes, it will happen less often).

Jan Tschichold, 1928
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ZAHN-NOPPER
Store identity, 1961-63
Designer: Jochen Stankowski
This identity system
demonstrates programmatic
approach to design, using a
limited set of elements to
constriect diverse yet genetically
linked solutions, The system is

not grounded is governed by

Mlexible rules for construction

rather than a fixed logotype.
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Classics of Swiss design
theory include Josel Mitller-
Brockmann, Grid Systems in
Graphic Design (Switzerland:
Ram Publications, 1996;
first published in 1961) and
The Graphic Artist and his
Design Problems (Switzerland:
Arthur Niggli Ltd., 1961);
and Karl Gerstner, Designing
Progranunes (Swilzerland:
Arthur Niggli, 1964). See also
Emil Ruder, Typograplty (New
York: Hastings House, 1981,

first published in 1g67).

GRID AS PROGRAM

During the post-World War 1T period, graphic designers in Switzerland
honed ideas from the New Typography into a total design methodology.
[t was at this time that the term “grid” (raster) became commonly applied
to page layout. Max Bill, Karl Gerstner, Josef Miiller-Brockmann, Emil
Ruder, and others were practitioners and theorists of a new rationalism
that aimed to catalyze an honest and democratic society. Rejecting the
artistic clichés of self expression and raw intuition, they aspired to what
Ruder called “a cool and fascinating beauty.”

Karl Gerstner’s book Designing Programmes (1964) is a manifesto
for systems-oriented design. Gerstner defined a design “programme”
as a set of rules for constructing a range of visual solutions. Connecting his
methodology with the new field of computer programming, Gerstner
presented examples of computer-generated patterns that were made by
mathematically describing visual elements and combining them according
to simple rules.

Expanding on the pioneering ideas of Bayer, Tschichold, Renner,
and other designers of the avant garde, the Swiss rationalists rejected the
centuries-old model of the page-as-frame in favor of a continuous
architectural space. Whereas a traditional book would have placed captions,
commentary, and folios within a protective margin, the rationalist grid cut
the page into multiple columns, each bearing equal weight within the
whole, suggesting an indefinite progression outward. Pictures were cropped
to fit the modules of the grid, yielding shapes of unusual proportion.

‘Constructing ever more elaborate grids, the Swiss designers used the

confines of a repeated structure to generate variation and surprise. Such
grids could be activated in numerous way$ within a single publication,
always referring back to the root structure.

This approach, which quickly became known as “Swiss design,”
found adherents (and detractors) around the world. Many American
designers dismissed Swiss rationalism as irrelevant to a society driven by
pop culture and hungry for rapidly transforming styles. Programmatic
thinking is now being revived, however, as designers today confront large-
scale information projects. The need is greater than ever for flexible
“programs” accommodating dynamic bodies of content.

The typographic grid is a proportional regulator for composition, tables, pictures, etc....
The difficulty is: to find the balance, the maximum of conformity to a rule with the maximum
of freedom. Or: the maximum of constants with the greatest possible variability.




14, Elngangshalle

2 Mohrfamillenhduser im Doldertal Zlrich

Riwmliche Qrganisation

SHuslion: Dle bejden b

halber Hihe des westwirls nblallrru..-l
dem Erundstick werlaull aul der Nordwesls

llegen im Vil , auf
Ziirlchterg” [¢]. Lings
le elne BMuntlichs Paik-

anlzga mit elnam cichien ‘Baumkbestand. Die Zubahrisstaassn geraned
wDoldertal “hal oin Geldile von 10% urd I3t nicht dnr:hnchﬂnn Dla
S,

Schrbgslellung der Bibcks zur Daulinle erglat sina

Wolnung gehdrt nech win nul Héhe Dachgsschos degondes Sannen-
oad [12] {16), durch eine Eisortruppe von der Terrasse erreichbar,
In beiden Wahnungan llegen Troppe urd Kilche anssrhnly des sl gent-
lichnn ‘Wehnafhche (Schallisolation); cennach hal dis Kiche eine
ehalscnrinedi zentrale Lage {(Veralaoung mit d:r anru:;r. |e

GriD [ 126

13. Treppe

runger, Grésse cos

it dem Fallndarknstan; foster Toll olwarts kopabar zom Rairipes.
Die Sidlundter ces Wohnraurmes aind mil def Bristung rosammes
pebaul fepl. (2], [22], (23] Oie Kichenfenster sird doppll, ile
\arigen Fenater am Bnu sind elnfach varglnst, Dle Alalles teee

5 em hahe

eine Durchrelche nechk Esspintz wnd T
ein grosses und oin Walnas Aleller, Alateliriums I|r|

=pponbie.

lage f0r die Wahnrdume, eine Abdrehung der Schialriume van dlr

Straace und clne lackere Gesemiarlage. ohie
(Sinhe ruch

Schimalselina,

(vol. Technlache Du‘urll]

Fan-

Raumprogrammi Ea (sl yaraucht wordan, die Vorzige des Elnrnmlllnn—

hauses sawell als maghich mul die
treles, : Wahinen,

Elageawahnurg tu Ubertragen
der Landschalt, progse

Innere A

Im

Gedeckter Vorplatz mil zwel Garagen, Eingangshaiio mil Treppen-

nu'gang, Abstellshume, Vorraishaller,

Waschkirche und Trochentaur,

die balden letelern nur im untern Haus. Under der Elngangshalle mit
besanderm Elngang [8] (7} liegen Helnmn und Im Par-

] Jerung ml: [ Hohlslelnan, 1 mit
Gipad'elen, Dle Faseaden sind konsiruktly van den Zwlscherdechen
uelrennl. Dus zurickgesntria Dachgesclhass bestehl aus Holr mi|
elner hugsern Elarcitveriloldung, Zur Fertlgsiellung des Aussern aind
aupschllellich Materlaflen mit unlerhalleleerr Obarfikehe vermondaf
worden: Edelpulr [woizser Zement, Naturstelnparlbelr, ohan Farb-
beignbe); Eternil fir Roiladankasten, Brislungen, Sonnen-Storen-
Vordach und Dachgeschcleidbay; tachierlen Helr fir Redloden und

Nagpen, sowie gelsen fas verglants Fansler mit normaler Bristarg

Verglanung: Wahnange'saster
fichler Rahplas, Treppenb

usfenster Drahtglas.
die Woknzimmeddensier vor die Fassade gehdngle Sonsansieas
[21] (), fir dle Schiafzimmer Rali-dalousien. Hllnm £ Hizx

fnt  snine  elgene

olwcheltig for die Warmwasserbereitung benblet wird, Pra Hiss
ein Warmwasserhallor mit 1000 Lijer Inhait,
Wahnungssusstallung: Die beiden Hiuser sipd fir ansprucasale
Mieter, jednch ohne Lurus nusgesiaied,

entaprochand garhumig dimensianlert (Woharaum 55,00 m’, Teraes
2 mY). Dle Shelelthonslruktion erlaubl |lduru|1 wine gan Win-

achen der Miefer

und ein Ein-

tesrn: aine

zlmmer-Appartment mit dluhlm Dnﬂann vem Garten, |m Ober.

sine 5/0.

mnhiuner lm Doldertal

mit Zu d

Ziirich £ 4

Huplor tir shmiliche
Elser dir Fensterblache, Gelander. Geetrichan sird ludiglich .d.ll
Fensfer ur'ﬂ newhle M:hl}lrlls ous architehtenischon Grilnden,

bk in Féhrerhalz (n den Weh-

Wah bufindet slch eln aflener Kamia und #in breites Farster:
brett iy Blumen, Elngebnule Schrinke fm Hoeridor, in o

klminer Al

(Eschu Im Wahnraum, Eiche in den Gbrigen Riuman uu Im Knﬂwl.




B Tellansichl von Sadwest mit Elngang und Garugen

h |5, Eloks won und erelchi. In der rhum-
Schlalrdumen, liche Gllsgorung iteter wiolfach schrdg varinufende Winee al,
waddrch elna pewlsse Aullocherung der Fechiwinkligielt arreicht
wird, Die Elngangshalie gun In Glas hnt Ieetn Form und lisat den
Durchblich in den rickwirtsilenendan Park frel.

Der Garlen relcht iber dle weitorgefihiien Gartanplatien (Graalt) als

wise Linofeum; in michel - Iblech, Kihisehrank,
\rische Beleughtung: Diese |5t In allen Wohn- und
Gangan, Kichen, Atollers elne Indirasie,

Ia dan Kéchen sind Slelnesugpliatien, vess
den Bddern Terazze, schwars, mit woissen Rearmorkdrmeen. Die
Trepperirilte unil Pocloste hesleben sbaniall nus Terracso (Tritie
farilge Plstlen, Pocesls Im Bau gegoasen und peachiifien). Dle Stlm-
AbiLen dar Trite une din Sochsl sind mil weissen, hartglasierion Plattan

Okonamische Angaben
Die beiden Hauser sind Privaoesitz von Hern O, § Glecion, Zeniral-

Belegt [14]. Dis Bidan dor Alelara sind mil hellgrzuem Linoleum

Balegt i in Fhumen, Kalk- sedsathr der [nierpatianalen Kongrenss dor Heurs Bauen, Die Buu- 2um Treppenaufgang. In den Wohnriiumen und Afsliers reichen dis

| abrieh In Kochen, Badern und Aborler., Die Wihnde der Zimmer sind, kosten Inal, klanh betragon: 43,5 d Fanafer bis zur Drcka, In den Schinfrdumen int eln Slurz van 40 cm.
In der Dimensiopierung von Bauleilen und Avaslatlungsdelalls Is$

m? gmbaulen Raumes bol folal 1985 m® pro Maus, offens Halle Im
i p |

Partarre zur HAlfta gerechned. Dle { i elne den Materinl helt sowin

mit Leiriste gestiichen, mit Ausnahme dedenigen in den Wohn-

 thuman und Gangen (lapnclert mit Gruncpapler und Letmiaanstrich,
edar Dilarbansliich nuf Siofibespaanungd, In den Atelisrs Vorhiol normale Véahnbauten in Ziidch, ohme bosanderen Ausbat, betragen eine arganlsche und pepflegte F worden.
dunp dee Wilndle T Hole mit I hat ai bl 43 a Haumen. {1 Mald.— Fr.1.72 Muderlzibshandiung unid Furhgebung: Aussnn wiken die Baistofie In
fralscna Birnal, 1nas;ad] {hrer natirllchan Struklur und Farte: Edelputs {weinsor Zemeni mit
In mit Offarbe g ratan, sch wnd d ), Etarnlt, lacklerles.
llfare | gespachtell und mit Ripatin ge- Asthelischar Aulli Haly, Elzenteile lenorverzinkt, mil Aluminlumbnbe gestrichen, Farbs
Alrichen: der Handlaul in Elaen, im Feuar welss emailliort. Fansiar- Die Schragsteliung der Blacks arglbt elnernelts eine lochere Granmt- an fa) Aiellunt F Jink hi b=
" almaen: Diese bestelen in allen Rdumen der Wahnungen aus pers nanlage wid erhihi ile daren plasli Dar | eel e und Shulen sind
Soeluelan, 3 em siarken Schieferplaltan, Aussintiung der Bdder und swaigeschossige Charakler der Hiluser (Baubestimmuny dec Ientref- narmal verpuizt und hallgrau gestrichen. Im [nnern: Dl Whndeim Trep-
fenclen Zone] wind durch dos Losldsan ces Baukdrpers vam Temaln panhnus, in dua Gilnger und 4 sl wed benso d

FKichert Griwae des Bncan In den Wohnungen B m? mit Radwanne,

Hidel und rwel Lavabos, W,C. Der Spiogel (her den Lavabon ist gegert und durch das Zurlickeslzen des Dachgeechosses gawahrl. Dieser gosamte Holzwerk, Andlaloron, Leitungen, Die Winde der Wohn- und

fle {estynrglasto Fenaterfiche pehbrgt (Licht aul dan Genlchl]). Dle Eindruck wird veratiid durch die vam Hauptbau abiwelchends Kone Sehlaliume sind ket grtért (beige, rosa, hellblag, grau), Besanders
Kdchen sird vollatindig asgesiatiet, | eine Durchreiche ns Treppen- strublinn des Dachgenchosses (Hatz und Eternitl. In der Soclassade farblge Abzante kommen wador aussen noch innen var; en 3] damiider
(e nd 1 them Wahr-E: itelliger Autwaschiiseh In Chrem- it durch Weglnasen der gemai Bristungen ein dunseres Zusain- den geltngan wanden,

53 2 Mehrlamilieshiuser im Doldertal Zirleh

DIE NEUE ARCHITEKTUR/ Designed by Max Bill in 1940, this book is
THE NEW ARCHITECTURE considered the first use o,l";; spstematic, modular
Book, 1940 grid. Each image is sized to fit the colunmn
Designer: Max Bill structure—as fan Tschichold had predicted in

F:ut}mr:_ Max Roth 1928—filling one, two, or three zones.

Photograph: Dan Meyers Acknowledging the originality of its layout,
the author credits Bill as “the creator of the
typographical siructure of the book.”
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Die Balsplele diesar Seiton gaben die Physlognomis
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PROGRAMME ENTWERTEN
[DESIGNING PROGRAMS)
Book, 1964

Designer and author:

Karl Gerstner

Publisher: Arthur Niggli
Pholograph: Dan Meyers

Karl Gerstner’s book Designing
Programs is a design theory
classic whose relevance has been
renewed in the age of networked
edia. Shown here is Gerstrer's
identity for Boite a Musigue
{Music Box), in which a spstem
of elements changes in response

to its context,




GRID A5 TABLE

Tables and graphs are a variant of the typographic grid. A table consists of
vertical columns and horizontal rows, each cell occupied by data. A graph is
a line mapped along the x and y axes of a grid, each dimension representing
a variable (such as time and stock value, shown below). As explained by
Edward Tufte, the leading critic and theorist of information design, tables
and graphs allow relationships among numbers to be perceived and rapidly
compared by the eye. In tables and graphs, the grid is a cognitive tool.

Tables are a central aspect of Web design.The table feature was
incorporated into HTML code in 1995 so that Web authors could present
tabular data. Graphic designers, eager to give shape to the Web’s wide and
flacid text bodies, quickly devised unauthorized uses for the nTMmL table,
transforming this tool for representing data into nothing more nor less than
a typographic grid. Designers have used the table feature to control the
placement of images and captions and to build margins, gutters, and
multicolumn screens. Designers also use tables to combine multiple styles
of alignment—such as flush left and flush right—within a document, and
to construct elegantly numbered and bulleted lists.
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COLLAPSE OF ENRON {BELOW)
Interactive information
graphic, 2002
NYTimes.com; courtesy of
The New York Times

This on-line data graphic links
a timeline of events leading to
the financial collapse of the
Enron Corporation with a
graph of the company’s stock
price. As the user's cursor
pusses over each red circled
number, text appears describing
an event that occurred at that
time. For example, in October
the company's CEO froze his
employees’ qoi(k) refirement
funds as the company's stock
was plummeting.
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Enron reduces the assets on its balance sheet by $1.01 bilion to
correct an accounting error involving the Raptor partnerships.
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On the aesthetics and ethics
of information design, sce
Edward Tufte, Envisioning
Information (Cheshire, Conn.:
Graphics Press, 1990),

On designing accessible Web
sites, see Palrick Lynch and
Sarah Horton, Web Style
Guide: Basic Design Principles
for Creating Web Sites (New
Haven: Yale University Press,
2001). See also the site
www.webstyleguide,com.

MICA.EDU
Web site, 2004

Designers: Carton Donofrio
Partners

Publisher: Maryland Institute
College of Art

HTML tables, with their borders
gently expressed, are an element
of this neatly gridded Web page.

By creating cells that span multiple columns and rows, designers
build layout structures that bear little relation to the logically ordered fields
of a data chart. A master table typically establishes areas for navigation,
content, and sile identity, and each region contains a smaller table—or
tables—inside itself. Grids propagate inside of grids.

HTML purists reject such workarounds as spurious, even unethical,
design tactics. Visually driven, illogical layout tables can cause problems for
sight-impaired users, who implement various devices to translate digital
pages into sound, cell by cell, row by row. Assistive screen readers
“linearize” digital text into a stream of spoken words. Accessibility experts

encourage Web designers to “think in linear terms” wherever possible, and
to make sure their tables make sense when read in a continuous sequence.
Accessible Web sites also consider the needs of users working with older
software or text-only browsers. Linear thinking helps not only non-sighted
audiences but also the users of cell phones, hand-held digital appliances,
and other devices where space is tight and text is dominant.

7. FAQ's
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BEYOND HTML

urmr, the technology that allowed the Internet to become a global mass
medium, is the virtual counterpart to letterpress, which mechanized the
production of the book and cleared the ground for a world culture of print,
Like letterpress, HTML is a text-hungry medium that can be coaxed, with
some resistance, to display images. It is fundamentally driven by text, from
its open, readable source code to the type of content it is designed to display.
HTMI coexists with other languages on the Web, just as alternative
technologies appeared alongside letterpress. Lithography, invented for the
manufacture of images in the eighteenth century, quickly became an
advertising medjum that incorporated words as well as pictures, just as
letterpress made space in its mechanical grid for woodcuts, engravings, and
photographic halftone blocks. In the twentieth century, lithography replaced
letterpress as the world’s dominant printing method; used with digital or
photographic typesetting, it conveys text and pictures with equal comfort.
Lithography is not governed by grids as relentlessly as letterpress;
neither is Macromedia Flash, the animation software that became a
common Web-design tool. Flash was originally designed for the creation of
vector-based cartoons. Although its primary purpose was pictorial, it is now
used to construct the interface and content, both graphic and textual, of

entire Web sites,

Although Flash scripting manipulates objects in a field of x and y
coordinates, the sites created with this technology often appear less tightly
controlled by grids than the tabulated pages of rrrm1. The Flash sites that
became, in the late 19gos, icons of a new Web aesthetic are more cinematic
than typographic, and often feature a painterly mix of word and image.

00 GRAPHIC DESIGNHEL CONCENTRATE

FEED THE LITTLE CHOPPER
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ransparent gif

Hand-coding HTML is as
stow and deliberale as selting
metal type. Emply table cells
are used to oul areas of open
space, bul HTMI makes
these collapse if the cells are
truly emply. causing the grid
to implode. The transparent
images that offen fill these
spaces are virtual equivalents
ta the blank spacing material
af metal type.

FHE CIHOPPING BLOCK
Web pape (detail)

Designers: Thomas Romer,
Jason Hillyer, Charles
Michelet, Robert Reed,

and Matthew Richmond,

The Chopping Block

This Web site reprises the design
of early twenticth-century fruit-
crate labels, which were
produced as lithographic prints
that merge text and image.

The Web page is animaled,
loading elements over time,
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WWW.SANDRERG.NL

Web site, 2003

Designer: Luna Maurer
Publisher: Sandberg Institule
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The grid is a navigation device
that warps and changes as the
user rolls over it. The vertical
axis represents departments fn
the school, and the horizontal
axis represents types of program
information. As the user pusses
grid, cells fill with light
and appear to lift away from

overt

the screen, indicating the
availability of information at

that intersection,
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WILLIAM GIBSON'S 1984 NovEL Neuromancer envisions cyberspace as a
vast ethereal grid. Gibson’s data cowboy leaves behind the “meat” of his
body and drifts off into a “transparent 3p chessboard extending to infinity.”
The image of this grid is projected on an internal surface of the mind,
bound by no screen or window.

The grid as infinite space—defying edges and dominated by mind
rather than body—is a powerful instrument within modernist theory, where
it is a form both rational and sublime. In the early twentieth century, avant-
garde designers exposed the grid in order to dramatize the mechanical
conditions of print. After World War 11, Swiss designers built a total design
methodology around the grid, infusing it with ideological intention. The grid
was their key to a universal language. With the postmodern turn toward
historical, vernacular, and popular sources in the 1g7os and 1980s, many
designers rejected the rationalist grid as a quaint artifact of Switzerland's
own orderly society.

The rise of the Internet has rekindled interest in universal design
thinking. The Web was invented in the early 19gos (in Switzerland) to let
scientists and researchers share documents created with different software
applications. Its inventor, Tim Berners-Lee, never guessed it would become a
design-driven medium connecting vast numbers of differently abled and
divergently motivated people around the globe.

y Universal design systems can no longer be dismissed as the
irrelevant musings of a small, localized design community. A second
modernism has emerged, reinvigorating the utopian search for universal
forms that marked the birth of design as a discourse and a discipline nearly
a century earlier. Against the opacity and singularity of un iquevisual
expressions—grounded in regional preferences and private obsessions—
ideas of commuonality, transparency, and openness are being reborn as
information seeks to shed its physical body.

To produce designs that are objectively informative is primarily
a socio-cultural task. Josef Miiller-Brockmann, 1961
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On the invention of the

Web, see Tim Berners-Lee,
Weaving the Web (New York:
HarperCollins, 1999). Fora
cantemporary account of
universal design thinking,
see William Lidwell, Kritina
Halden, and Jill Butler,
Universal Principles of Design
{Gloucesler, Mass.: Rockport
Publishers, 2003). See also
William Gibson, Newromancer
(New York: Ace Books, 1984).
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We've just uploaced a Tew
demos of Vector Video Sulte 2,
wrhich re-complles video in

halftone forn galn using
custom vector assets,
Howvever, the halftone formst
scales the vector sssets to
creata pools of llght and dark-
Click here for more info.

Partnars, Branden Hall and

Joshua Davis, have developed &
sulte of software that re-

complles vi g any vector
bazed assets fed into the

system. Veclor Video Suite 1

has tha abiity to associate a
scope of vector assets o

specific tanges of color, a2 in

the flr=t typeface example. Click
hers for more Info. 3

e Just finished & nine minute
random generative DVD, :
issionad by Li Edefkoort,
' produced for her Lupcoming :
blennial *Armour, ihae fortification -
ot 40 Eais oy

1
for further information o 2o

JOSHUADAVIS.COM

Web site, 2004

Designed by Joshua Davis

The anonymous coolness of

“old school” Swiss rationalism
resurfaced in Web design, as seen
in the use of flush lefl, lowercase
Helvetica and consistent grid

Spstems,
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Flash guru foshua Davis, who
designs serene screen layouts with
scripted animations, is a leader
in this return to the rational roots
of mid-century graphics, now
inflected with the voice of new
media.
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Designers: Cyan, Berlin

In the pages of this
experimental journal, compact
columns of justified text are

pushed to the outer margins,

By marking paragraphs with
spmbols rather than indents and
line breaks, the designers have
maximized the density of the
text field. Running heads, page
numbers, and inages are
narrow channels cut into a solid
wall of text. Foolnotes are also
treated as fustified blocks,
turted go degrees against the



GOLDEN SECTION

No book about typography would be
complete without,a discussion of the golden
section, a ratio (relationship between two
numbers) that has been used in Western art
and architecture for more than two thousand
years. The formula for the golden section is
a:b=D0: (ath).
This means that the smaller of two elements
(such as the side of a rectangle) relates to
the larger clement in the same way that that
the larger element relates to the two parts
combined. In other words, side a is lo side
b as side b is lo the sum of both sides.
Expressed numerically, the golden section is
1: 1618

Grip [ 138

The golden section, which
appears in nature as well as in
art and design, has many
swrprising properties. for
example, wher you remove a
square from a golden
rectangle, the remainder is
another golden rectangle, a
process that can be infinitely -
repeated lo create a spiral.

Somie graphic designers are fascinated with

the golden section and use it to create various grids
and page formats—indeed, entire books have been
written on the subject. Other designers believe that
the golden seclion is no more valid as a basis for
deriving sizes and proportions than other methods,
such as beginning from standard industrial paper
sizes, or dividing surfaces into halves or squares, or
simply picking whole-number page formats and
making logical divisions within them.
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enienl witbii the o
thee inlesnal pressur
frame (page, screen,
it Dol
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letterpress,
Swatrerlard
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Golden rectangle of text on Golden rectangle of text on
8.5 % 11-tnch page (U.S. standard) A4 page (European slandard, 210 x 297 mm)

Commercial printer: )
prefer to worl with pages trinmed global navigation

to even measures rabher than with
obscure fractions. Fowever,

yoie can float golden rectangles
within a page of any trim size.
subcontent

For a mare detailed account of o ~man : b

content 2
links

desipn and the golden section,
see Kimberly Elam, Geometry

of Desipin (New York: Princeton
Architectural Press, 2o01),

For an emphasis on applying the
golden section to typagraphy,

see John Kane, A Type Primer
{Lendon: Laurence King, 2a02).

1t may well be absurd to base a Web site on the golden section,
but here, nonetheless, is a design for one, This wire frame diagram
describes @ Web puge thal is 500 x 8og pixels, The “golden screen”
is then divided with squares and golden rectangles.




SINGLE-COLUMN GRID
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This standard, 8.5 x 1t-inch page has even marging
all the way around. It is a Righly economical, but

not very interesting, design.

Every time you open a new documernl in Quark
XPress or Adobe InDesign, you are prompted
to create a grid. (Microsoft Word, on the other
hand, doesn’t ask; it just makes a grid for you.)
The simplest grid consists of a single column
of text surounded by margins.

By asking for page dimensions and margin
widths from the outset, layout programs
encourage you to design your page from the
outside in. (The text column is the space left

over when the margins have been subtracted.)
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tighils defired

This page (s an inch shorter than a standard
US office sheet. The text block is a square, leaving

margins of varying size.

Alternatively, you can design your page

from the inside out, by setting your margins
to zero and then positioning guidelines and
text boxes on a blank page. This allows you
to experiment with the margins and columns
rather than making a commitment as soon
as you open a new document. You can add
guidelines to a master page after they meet
your satisfaction.
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Books and magazines should be designed
as spreads (facing pages). The two-page

spread, rather than the individual page, is

the main unit of design. Left and right

margins become inside and outside

margins. Page layout programs assume that

the inside margins are the same on both
the left- and right-hand pages, yielding a

symmetrical, mirror-image spread. You are

free. however, to set your own margins and

create an asymmetrical spread.

SINGLE-COLUMN GRID

ERID AT PaGE DN

In this synunelrical double-page spread, the inside
marging are wider than the ontside margns,

creating more open space al the spine of the book.

In this asymmetrical layout, the lefl marain is

always wider than the right margin, whether it

appears along e inside or outside edge of the page.
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There are numerous ways Lo use @ basic columin Iti this variation, images and text share
grid. Here, one column has been reserved for column space.

images and captions, and the others for text,

While single-column grids work well for N | S [l il
simple documents, multi-column grids
provide flexible formats for publications that
have a complex hiearchy or that integrate text
and illustrations. The more columns you
create, the more flexible your grid becomes.

' You can use the grid to articulate the hierarchy
of the publication by creating zones for
different kinds of content. A text or image can

Elements
of varying
width are

staggered !

within the |
siructure of

the grid.

occupy a single column or it can span several.
Not all the space has to be filled.
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A horizontal band divides a text zone from an
image zone. Elemments gravitate lowards this line,

which provides an internal structure for the page.

In addition to creating vertical zones with L
the columns of the grid, you can also divide
the page horizontally. For example, an area =
across the top can be reserved for images and
captions, and body text can “hang” from

a common line, In architecture, a horizontal I
reference point like this is called a datum,

|

Columns of text hang from a datum,
falling dowmward with an uneven rag

across the bottom,




Ifang Leisalpa
(Schloss),
2090 Meter

Valser Quarzit
Druckfestigkeit:
elwa 217 Nfmm?
Rohdichta:

2.608 kg/m?
Wasseraufnahme-
koeffizient:
Masse -4 0,25
Gelriiste Stein-
platten: Starken
6,3, 4,7 und 3,7cm
Toleranz:1mm
Brellen:12-3ocm
Lingen: bis 3,20m
iber 6o.000 [fm
Fugenbreite:
etwazmm

und verdichtet, wie dies im Betonbau iiblich ist. Da der Beton
bei diesem Vorgang die Vor- und Rickspriinge der Riickseite
der Steinplattenwand umfliesst, entstand eine vorziigliche
Verzahnung und Verbindung der beiden Materialien Kunststein
(Beton) und Naturstein.

Allerdings konnten die Wéande nichtin ihrer ganzen Héhe
auf einmal hintergossen werden. Das musste in Héhenetappen
von 50 cm erfolgen. Erstwenn der Beton einer Lage eine bestimm-
te Festigkeit erreicht und sich mit dem Mauerwerk verbunden
hatte, konnte die ndchste Lage von 50 cm dariiber betoniert
werden. Eine hohere Schittmasse von fliissigem Beton hatte
die freistehenden Steinplattenwinde seitlich weggedriickt.

Insgesamt wurden fiir die Wande der Therme 450 m? oder
1300 Tonnen Valser Quarzitplatten zu 3100 m* Wandfléche in
20 Schichten pro m* verarbeitet. Die Lange aller verwendeten
Plattenstreifen zusammen ergibt ein Total von 62.000 Lauf-
metern, was der Strecke von Vals nach Haldenstein entspricht.

Peter Zumthor

Boden

Breiten der
Bahnen:8-1ocm
Lingen: bis 3.20m,
je Platte zum Tell
iber3m®in einer
Stiirke von 2 cm
Oberflachen:
poliert, gefrast,
gestockt, ge-
schliffenin allen
Maglichkelten
und einer Fugen-
breite van1 mm

Fugen und
Mirtelmasse
EMACO R 304
BARRA B0 Firma
wmeT | Eckverbin-
dungen, Schwel-
len, Sturzplatten,
Treppenunter-
sichte und Tritte,
Sitze als einzel-
ne Werkstiicke
gefertigt | minimale
Toleranzen (weit
unter sia-Morm)
beim Schneiden
und Vermauern
der Steine, wie zum
Beispiel auf 6 m
Hihe weniger als
s mmToleranz

Grotten
Trinkstein:
paolierte Quader
aufeinander-
geschichte Grosse
elwa o,5-1m?
Quellgrotie:
gehrochener
Steinim Innern
Schwitzstein:
eingefarbter und
polierter Beton
Steininsel:
grossformatige
gespaltene Platten
biszuam*je
Platte




STEIN UND VASSER,
WINTER 2003|04

Booklet, 2003

Designer: Clemens Schedler,
Biiro fiir konkrete Gestallung
Publisher: Hotel Therme,
Switzerland

This publication for a spa in
Switzerlund uses a five-column
grid. The main text fills a four-
column block. and the smaller
fexts occupy single columis.
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Architecture

Béla Bartok

Kenmeth Chafmers

= Sets Béla Bartdk (1881-1945) and his work In the context of his homeland Hungary and his
native city Budapest, where he lived for most of his adult life

* Covers the full range of his work from his early explorations of the folklore of Hungary to his
Third Plano Concerto composed on his deathbed In the United States

+ Brings out the singular nature of his genius and the ariginality of his conteibution to music

Kenneth Chalmers is an author, translator and campossr who has written on 8artdk, Berg,
Stravinsky, Verdi and Weill, and collaborated on Decca'’s 20-volume Mozart Almanac
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e 56 it The Beatles
Fyxble nines
L Allan Kozinn

- 2085 (AN
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« Follows the extraardinary development of the four self-taught musiclans from Liverpool
from thelr beginnings until the break-up In 1970

+ Examines why the innovative music of the Beaties - created, at least initially, as ephemera -
has remained so durable

+ Considers not only the commercially released disks but also studio outtakes, demos,
unreleased recordings and broadcast performances

+ Sets the group's evolution agalnst the backdrop of the popular culture explosion of the 19605

i Allan Kazinn has written musical criticism for the New Yark Times since 1977 and won ASCAP
b awards for his work, Including the book Mischa Elman and the Romartic Style

‘A well-rounded, readable account, Makes a convincing case for putting the Beatles on the
shelf between Bartok and Boulez. [The Sunday Times)

PHAIDON! FALL 2003
C.‘Jh‘l|og‘lu'. 2004

Designer: Hans Dieter Reichert
Publisher: Phaidon
Photograph: Dan Meyers

This catalogue for a boak
publisher provides a rational and
elegant structure for displaying
Tundreds of different books, each
one presented as o plysical object
annolated with documentary data.
The margine act as a navigational
interface for the catalogue.
Divisions occur both horizontally

ad vertically.




! Discovery in Dipital Craft
A Veyheards. digital and musical

Play serv

within understood ru

ma

military-industrial wotld of computing, one
important way lo do 50is to play,

Play takes many forms, For example, it can be
individual or social. According to one classic
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Malcalm McCultough 1

risk, Learning eccurs through qui
es of a game, ¢
ion, Play does not use Up S0 mMuch

builds is commen sense, Play's endlessly varabla
saries of awkward, exaggerated molions seeks oy
tha approximate arena for laler devalopment of frpe
competence,

There is much te be said for play in a madiym,
It a medium is defined by its affordances and con-
straints, then learning consists of exploring thase
properties, Experimentation is especially useful for
hecoming familiar with constraints: we learn {.van'.purl
mistakes, We must accept that beginning work inz
new meadium will be full of selbacks. There will alsa |

[axanomy, indnadual play includes pursuit of sensa-
tions, exercisa of molar apparatus and experimenta-
tian with higher mantal powers, This mental play
includes exercise of attantion, emation and will.
Attention play includes tests of memory, imagination,
focus and reason, On the cther hand, social play
includes lighting and rivalry, loving and couriship,
imitaticn and stalus seeking, Imitative play includes
movemants, drama, behavioural constructions and
emulaticn of inner stales. *

Crafts and craft learning embrace guite a ranpge
of these playful forms. Arguably, no productive
process comhbines so many so well, Sensalion, skilled
mation, attention, invalverneant, will — all musl be
balanced, and (his is the basis for craft as recreation.
Craft learning is a form al imilalive social learning,
Movements are physical skitls taught directly,
whelher by demonstration or coaching. Drama is a
lesser component here, although it may be under-
stood in the willful suspension of disbalief that allows
participation in an abstract mediugn. Constructions
are the artifacts, They are the plaslic play, the visual
oxamples, the operaticnal learming, Finally the inner
stata is the patience, reflectivity and intant that dis-
tinguish the mastar,

Play serves learning though experimentation
without risk, Play often lacks any immedialely obvi-
ous alm other than the pursuit of stimulation, but
functions almost instinclively to serve the process of
development, Learning occurs through quick, impre-
cise actions, conducted within understood rules of a
pame, and free from threat or consummation, Play
does not use up so much as build. One thing it

£ Kast Grons, The Plap of Man, Sew Yark: Apalefan and Co., 1601

ba forluilous discoveries, however particularly of
affordances, Design is not only invention, but alsy
sensilivity to a medium, Crafl cannot be merely in
service of technigue, ar of inappraprialely concelved
ends. Tha craftsman must begin to feel something
about the artifacts, and only cartain moves will fesl
right,

Of course when it comas to computation, wa
all must learn. In a sense, we're all children— the
medium is $hat naw, And of course, the most fluant
experls here are often quite young. As all of us lzam
about this promising new domain, a chain of develop:
ments should be clear: play shapes learning; lzaming
shapes the mind; mental structures shape software;
and software dala struclures afford work and play.

Structure and Improvisation
The mastar at play improvises. Consider the jaz
planist. In Ways of the Hand — The Organization of
Improvised Conduct (1978), the musician David
Sudnow gives us a rare description of otherwise taci
knowledge in action, Improvising en a piece tzkas
much more talent than simply playing fram a nota-
tion or learning by rote, Sudnow explains. Marzover,
improvising begins with a sense of struclurs, from
which it builds a cognilive map. Far example, the
‘way In' to an arpeggio is mentally mapped. The
structure of the keyboard presents a physical map of
a chord, which may be modified in countless ways by
physical moves, One could play the adjacent keys, for
example, or one could translate by any arbitrary Infer
val, One cauld transpose or invert, One could chang?
Lhe order in which the notes were played, or the
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1 Then Discavury n Bigital Cralt
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tempo, or the attack and decay, Of coursa ore could
cubstitute daminant. major and minor chords
Sudnow argues that becavse these varations

gre sequences of physical posihians, thoy are learned
g5 active shills no langer na ry to be understaod
atamental level, Eacl becomes a handiul, That the
hand gets a hald of & variation on a chord is indicat-
za vy observed tendencies to starl into particular
sequences with certain fingers on certain keys, The
manceuyra is knawn by the hand, and the mind anly
maps lhe way in. Tha ability to madify the run note by
note — which wauld require conscicus altention —
only comes later, Even witheut atlentive inlellectual

~ quidance, howaver, the natural tendency of the hand
15 nol to repeat itself, even in a series of figural repeti-
tions, Thus once a sufficient repertoire of runs is
laarned, this tandency inharently ensures a richnass
to the sound, The hand searches its territory for
sequences, which process replaces a faithfulness lo
fhe score, and that makes jazz. For example:

Malcalm MeCullaugh 113

]

5 the first, the doubled back
wenl fast again, but over differant pitches..,
There wera innumerable variations possihle;
Inoking at ‘structure' in this way and carra-
sponding to various continuily practices, ways
af the hand were cultivated that were suited to
the performance of such manoeuyres,..
Transpesidion of such a figure lo a naw seg-
ment and correct repetition with respect lo
pitch, withaut slowing it down or slowing down
parls of it. involved caping with the topegraphy
of the tarrain by the hand as a nagotiative
organ with various potentials and lirnitations, !

5

Although jazz is the chyvious case, it is hardly alane,
Impravisation plays a rele in many conlemporary
practices, and in many lraditional erafts, Few of {hese
woarlds employ such a singular Instrument as the
plana; few are able to turn so much aver to Lhe
hands, but all invelve playiul response to a structure,
For examnple. of industrial dasign, Herbert Read insist-
ed that *Art implies values more various than those
determined by practical necessily! ! As a modarnist
and industrialist, he fell admiration for fundamental
structural laws, such as the galden section also
admired by his contemporary Le Corbusier, Ho was
canvineed, however, that melrical irregularitias based
on a governing structure, rather than slavish adhar-
ence ta the laws in their precision, was the basis for
pleasurable expression, He ciled Ruskin's line that
"Bl beautiful lines are drawn under mathemalical
laws arganically transgressed,” * He hald that this
was the case even In tha usaful {induslrial) arts.
Consider the case of processing a digital pha-

The new run could ba in various olher ways |
only ‘essenlially related (o the preceding run.
Say the first staded slow and wenl up fast, then
doubled back and went fast again, while the sec-
ond started slowly and came back down through

EVen i

The natural tendency of the hand is net lo repeal is
a series of figural repetitions, Thus once a sufficiert reper-

tograph. The makeup of the rastar image file, the varl-
ous tane scale and filtration operators, provides a
very clear structure in which to work bul demands no
particular order of operalion. The complex
microstructure of the sampled pixals provides a sub-

toire of runs is learnad, this lendency inherently ensures a richness
to the sound. The hand searches its territory for sequences, which
process replaces a failhfuiness to the score, and that makes jazz,

1 Davld Sudnow, Ways of
Canduct, CurEridge, MA
A Herbart Read, Art and Irdustry-
Mw Yors: Harlzon Press. 1854 [193¢]
& thief
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"DESIGN IMDPLICATIONS

OF NEW MEDIA

Book. 1999

Designers: Mevis and

Van Deursen

Edilor: Jan Abrams
Publisher: Metherlands
Design Institute
Photograph: Dan Meyers

I this book about new media,
a fwo-column grid contains the
main body of text, The pull
quotes, running across two
colwmns, are framed in thinly
ruled boxes that suggest Hhe

overlapping “windows” on a
compuiter screen. The lop
margin, which resembles the
tool bar in a browser, provides
an interface to the book,
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DESIGNING TROCGRAMS
Grid diapram, r963 {redrawn)
Designer: Karl Gerstner
Arthur Niggli, Zurich

This square grid consists of six vertical
columns and six horizontal modules,
overlayed by grids of one, two, three,
and four units.

Vertically, the grid is governed
by a 10-point measure, which
would determine the spacing of
type from baseline to baseline.
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Cridsystems [ [ | I (Grid systems

This modular grid has four columns and four rows. Endless variations are possible.
| An image or a text block can occupy one or more
. ||Jl'.‘|'f||]lr"\.
A modular grid has consistent horizontal | ) ] '
divisions from top to bottom, in addition to oy 1 I
: 239 . . Ao Rt Grid systems
vertical divisions from left to right. These nekiot]

modules govern the placement and cropping
of pictures as well as text. In the 1950s and
1960s, Swiss graphic designers including
Karl Gerstner, Emil Ruder, and Josel Miiller-
Brockmann devised modular grid systems

like the one shown here.

Create the horizontal divisions f:}' J'.'e}-.fu,ll_' f

“type ruler” along the lefi edge of the page.

Uisingr this ruler, position guidelines corresponding

to the line spacing (leading) of the type.
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;s Création intégrale
intagial design L L

Seiton 228/227/228
Ein Bild- und Tewbuch, aul der Grundiage smes Ransiiea
4 Quadraten aulgebaut. D Ragter ist hlerdas Mitlel a1 2

,,. und Tu einar
. Endergetinis sall der Aaser alcht aulialen, e 5ol wn de e
sk dlur Werte und Bildsheman

Pages 226/227/218: A taok contaming fures and e et
onagrid gatiem of nina squares, This memel |
estnbilishing n larmal unity betaean i ditwentanaymas

text and dilfatent slzes and shapes of picture, The Fioes ‘
shauld nat i 3 inal her be
cancedled by the diversity of pistansl subjects ssdfr-
qraphical valugs

Pagees 226/227/228

U livra Hlustré conatruis surla base o'una e da d ik
Laframé eat e 'dmant d'unisé ruliard snre suxles S
tutes ot formats d'images. Dang |o résultat dbfingl, ity
doit pas Bere trop fappante, mals spulemant percapiid k
travars b divarsti des yatours &1 des sulsts d Tiksyatisn. ’

[
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Irlogral design
Gral design Critatian inidrala

TYPOGRATHY In this classic design lext,
Book, 1967 Emil Ruder demonstrales the
Designer and author: wse of @ modular grid.

Emil Ruder
Publisher: Arthur Niggli

Photograph: Dan Meyers
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Use a modular grid to arrange a text in as
many ways as you can. By employing just one
size of type, flush left only, you will construct a
typographic hierarchy exclusively by means of e
spatial arrangement. To make the project more
complex, begin adding variables such as
weight, size, and alignment.
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PERIODIC BREAKFAST TABLE
Magazine page (detail)
Designer: Catherine Weese
Photography: John Halpern
Publisher: Patsy Tarr,

2wice Magazine

This chart organizes breakfast cereals by
shape and annotates them according to a
dozen characleristics, from fiber content to
price per pound. Visual displays of data
allow readers to quickly compare itenms,
One might observe, for example. that in
breakfast cereals, intensity of sugar is
usually accompanied by intensity of color.

————
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NEW JERSEY TRANSIT, NORTHEASTERN CORRIDOR TIMETARLE
Original schedule with redesign by Edward Tufte

From Edward Tufte, Envisioning Information {Cheshire, Conn.: Graphics Press, 1990).

The original design {top) is organized with heavy horizontal and vertical divisions. Tufle calls this a
“data prison.” His redesign uses the alignment of the typographic elements themselves to express the

table's underlying structure.

The design of charts and graphs is a rich and

[lAceounT ‘ LCCOENTRAME HLALIECRIACED ¢ subtle area of typographic praclice. In a data
[07001 _ [instuctional Supphes I 305 | table, the grid acquires semantic significance.
| _ , - Designers (and sofltware defaults) often over-
[| 101002  [office Supplies [ 345 ! e : :
i emphasize the grid, rather than allowing the
| 102004 |Equipment- Non-Capital | 1,28 | =
[ ; i data to command the page and stake out its
- i .
| .II 105009 ]Travelt:onference Fees ’ F56 :, own territory.
|| 110004 | [Miscellaneous Entetainment | 56 |
[ 114005 [Postage/Shipping-Looal Courier | | joq L R R CRIME
| DATA PRISON
| [ 154109 ITemp glaltioatiaciual ’ 3% The rles and boxes used in data tables
| | 1511814 !Honoraria-CrﬂicsNis Arist | 1,000 should illuminale the relationships
| i among data, not trap each entry inside
] IDEPARTMENTALEXPEHDITURES ] Sran(r e
| i a heavily puarded cell,




DATA TABLE

EXERCISE
118 BEHAVIOUR TO INTOXICATED FRIENDS.
Tabular View.—Experiments on Ants under
Chloroform and Intozicated.
CHI,OROFORMED ANTS.
FrIENDE BIMANGERE
[ Unre- T Unre-
To Ness W.Efar mgizd To Nest Wn‘:er mlui\l;:d
Sept. 10 o+ 1
14 4 2 2
and brought
out again
16 1 1 3 2
and brought
out again
20 8 1
Oct. 2 5 1 4
3 and brought
ouf again
6 5 4
1 20 4 3 20 2
- INTOXICATED ANTS.
Nov. 20 3 2 b 1
22 2 2 i 8

cases some of the Ants had partly

recovered; in

the

In these
following they were quite insensible.
Dec. 1 7 2 3 (i
‘none brought all these
out again brought out
again
8§ 16 5 3 15
none brought all these
- out again brought out
again ,
Jan. 15 4 3 1
17 3 [
none brought one brought
out again out again
27 t 4 2 30 Ak
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INTOXICATED FRIENDS
Data table from Sir John Lubbock,
Ants, Bees, and Wasps (New York:
0. Appleton and Company, 1893).
The author of this experiment

. studied how ants responded upon

meeling either “friends” (members
of their own colony) or “strangers.”
Ini the first experiment, the fricnds
and strangers were rendered
unconscious with chloroform.

In the second experiment, the ants
were merely intoxicated. The
chloroformed ants—whether friends
or strangers—were usually taken

Jfor dead and pitched into a moat of

water surrounding the colony.

The intoxicated ants were treated
with more discrimination. Many of
the drinken friends were taken back
to the nest for care and rehab-
ilitation, whereas drunken strangers
were generally tossed into the moat.

Ants, one might conclude, should not

rely on the kindness of strangers.
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DATA TABLE EXERCISE
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FRIENDS STRANGERS
LEFI | TAKEN THROWN BOTH NEST LEFT TAKEN THROWN BOTH NEST
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Find a chart from an old science book or The redesign (above) eliminates many of the ruled
other source, and redesign it. Shown at lines, replacing them, where needed, with a pale tone
left is a nineteenth-century table that unifies the long horizontal rows of data. The
documenting an experiment about ants, redesigned chart also replaces most of the numerals
The old design emphasizes vertical with dots, a technique that lets the eye visually
divisions at the expense of horizontal compare the results without having to read each
ones, and it jumbles together text and numeral separately.

numbers within the table cells.
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.
Typotheque is a type foundry developing

and marketing conternpaorary ariginal
fonts for the Mac and PC. Our
commitment is to continue the traditions
of Independent type foundries,
contributing aur tiny bit to the continuous
sequance of typa history, creating quality
typefaces that reflect our time and serve
its naads,

—Fadrs Sans 2.0 released (16 Jul 2003)
—Fadra reviavad by Andy Crewdsaon (16
Jul 2003)

—Latt

<+ by Gerrit Haordzij with a 30%
discount (02 Jul 2003}

—=Fhe Flemants of Ty
available (06 Jul 2003)

hort iistory of the Prnkad W
auallahle (06 Jul 2003)

o Dut [18 Jun 2003)

iz now

Word now

A:Id vuurself to our naws amall list, We
use the list to help keep you infarmed of
tha naew fonts, spacdial limited offers, and
major updates, We never sell your emall.
(You will receive 3-4 emails a yaar)

TYPOTIHIQUE.COM
Web sile, 2003
Designer: Peter Bilak

Multi-column grids provide a
logical way to organize Web
pages. Conlent occupies the center;
the top and left “margins” are
reserved for branding and
navigation.

Fedra Sans2.0

L|,h' Boak Normal Medlum Bold

Version 2.0 of Fedra Sans Improves the
consistency of the font and adds new
varsions to the type family, Details of the
revision are explained in th

: Tha articles saction is our attarmpt to

: collect relevant published and previously
! unpublished taxts, not directed
exdusivaly to academic pears and

: students, but to a broader audience of

¢ individuals with an interest in design

E criticism, typography and graphic design,
i At the moment the collection contains

| avar BO texts |n four categories: features
E raviews, intary ¢

y our interactive Font Tecter with
memary, You can preview and try our
cormplete library of fonts, as well as chat
with your friands, Works also with special
characters and characters with diacritics,

1bo

GRID |

' @EBIE2003

k won the first prize at
s year's Greek Graphic Dasign &

llustration Awards, Both monotonic and

olytonic versions are coming oon.

dra Senf G

i Besides fonts, we offer a small selection
of ook s an type design and typography,
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HOUSE-A-RAMA

BUY IT NOW!

HOUSEIND.COM
Web sile, 2004
Designes: Andy Cruz, Tal

Leming, Ken Barber, Rich

Roat, and Bondé Prang
Publisher: House Industries
Like many Web sites, this one
places local navigation in the leff
column and reserves space for
branding and global navigation
across the top. These components

Serve ol t!_ﬁ'mn:tﬁ:r the content
at the center.

House-a-Rama Font Kin $100

Three Fonts
- 54 Dingbats
= 14 Hlustrations
= Four Patterns

BUY IT
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ALGAD JAMBALAYA
Poster, 1997

Designer: Stefan Sagmeister
Publisher: American Institute
of Graphic Arts

Letters can be }nudr:ﬁr}m

nearly anything, even chicken fecl,




Helpful hints, dire warnings,
and other resources
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These interruptions—especially the snide remarks--are driving me crazy.
CRIME: Tivo Diyphens in place of ent dash
document, dashes can be indicaled with bwo liyphens. Em dashes are
required, however, in typesetting, No spaces are used arounid dashes,

El Lissitzky lived 1890-1941. Rodchenko lived longer (1891-1956).

cRIME: Hyplien between nionbers

An en dash connects two mumbers. 18 means “up to and including,”
B not “hetween.” No spaces are wsed around en dashes.

It's okay to be second-best, but never, ever second-best.

’5 cRIME: Fu dash in hyphenated word

0|

h Do riof use en dashes where the humble hyphen (s required,

i In the beginning was...the word.... Typography came later.

i| i An eliipsis character is used here in place of separate points.

i

j |} The periods in an ellipsis can be separated with word spaces, or, as we prefer, they can be
| tracked open (letterspaced ). Most typefaces include an ellipsis character, whose points are

She was 5'2" with eyes of blue. "I'm not dumb," she said. "I'm prime."

CRIME: Prime marks (adea. dumb quotes) used in place of quotation marks

The purpose of prime marks, or hatch marks, is to'indicate inches
and feet, Their use to mark quolations is a common hlight across the

typographic landscape.

more tightly spaced. After a sentence, use a period plus an ellipsis (four dots).
|
| " “I'm not smart,” he replied. “I'm a quotation mark.”

|

|

Unlike prime marks, quotation mearks include an opening and closing

i character. Single close quotes also serve as apostrophes. Incorrectly used
“ prime marks must be routed out and destroyed.

cRIME;: Tivo spaces befween senlences

| Although writers persist in putting double spaces between senfences
' (a fabit ofters [earned in high school), all such spaces st be purged
Jrom a manuscript when it is set in type.

Don’t put two spaces between sentences. They leave an ugly gap.
|
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pasHES Dashes of different length have specific
uses that every designer must learn. Writers
or clients often supply manuscripts that employ
incorrect dashes or use substitute characters.
EM DASHES express sirong grammatical breaks. An em
dash is one-em wide—the width of the point size of the
typeface. In manuscripts, dashes are oflen represented
with a double hyphen {--); these must be replaced,
EN DASHES serve primarily o connect nimbers {i—10).
An en is half the width of an em, Manuscripts rarely
employ en dashes, so the designer needs Lo supply them,

HYPHENS connect inked words and phrases, and they
breal words at the ends of lines. 'Typesetting programs

break words automatically. Disable auto hyphenation when

working with ragged or centered text; use discretionary
hyphens instead, and only when unavoidable,

DISCRETIONARY HyYrHENS, which are inserted manually

to break lines, only appear in the document if they are
needed. (IFa text is reflowed in subsequent editing, a
discretionary hyphen will disappear.) Wayward hyphens

often occur in the mid-dle of a line when the typesetler has

inserted a “hard” hyphen inslead of a diseretionary one.

ruNcTuATioN Consull a definitive work such as
The Chicago Manual of Style for complete rules of
puncluation, The following are especially pertinent
for typographers.
QuoTtaTioN Marks have distinct “open” and “closed”
forms, unlike “hatch marks,” which are straight up and
down. A single close quote also serves as an apostrophe
{"I's Bob's font.”), Hatch marks should only be used to
indicate inches and feet {5'2"). Used incorrectly, hatches
are known as “dumb quates.” Although computer

operating systems and typesetting programs often include

aulomatic “smart quote” features, e-mailed, word-
processed, and for client-supplied lext can be riddled with
dumb quotes. Auto smart quote programs oflen render

] | prog

apostrophes upside down (‘tis instead of 'tis), so designers

must be vigilant and learn the necessary keystrokes.

FLLIrsES consist of three periods, which can be rendered
with no spaces between them, or with open tracking
{letterspacing), or with word spaces, An ellipsis indicates
an omitted section in a quoted text or..a temporal break,
Most typefaces include an ellipsis character, which
presents closely spaced points.

WORD SPACES are created b_\- the space bar, Use just one
space between sentences or after a comma, colon, or
semicolon. One of the first steps in typesetting a
manuscript is Lo purge it of all double spaces, Thus the
space bar should not be used to create indents

DASHES, SPACES, AND PUNCTUATION

or otherwise position text on a line, Use tabs instead.
v refuses to recognize double spaces altogether.

EN spacks are wider than word spaces, An en space can
be used to render a more emphatic distance between
clements on a line: for example, to separate a subhead
from the text that immediately follows, or to separate
elements pathered along a single line in a letterhead.

The keystrokes listed below are commonly used in word
processing, page layout, and illustration soflware.
Keystrokes will vary in some applications. (These work for
Quark XPress and InDesign.) Some fonts do not include
a full range of special characters,

DASHES
em-dash

en-dash

standard hyphen
discretionary hyphen

PUNCTUATION
single open quote
single close quote
double open quote
double close quote
ellipsis

OTHER MARKS
en space
dagéer

double dagger
copyright symbol
resister symbol
ff ligature

fi ligature

fl ligature
accent aigu
accent grave
accent grave
accent grave
cédille

umlaut

wmlaut

keystrokes (Mac)
shift-option-hyphen
option-hyphen
(hyphen key)
command-hyphen

keystrokes (Mac)
option-|
shift-option-|
option-|
shift-option-|
option-;

keystrokes {Mac)
oplion-space bar
option-t
shift-option-7
option-g
option-r
shift-option-2
shift-option-s
shift-option-6
oplion-e + e
oplion-" + e
option-" + a
option-" + u
option-c
option-u +u
option-u + o



EDITING

Only an editor can see beyond a writer’s navel.

No malter how brilliant your prose, an editor will discover errors
in spelling, grarmmar, consistency, redundancy, and construction.

Writers should not over-format their texts.

The time you spend fiddling with formatting will be spent again by the editor and for
designer, remaving extra keystrokes. Provide flush lefl copy, in one font, double-spaced.

Some lessons learned in high school are best forgotten.

One of them is dotting your i's with hearts and smiley faces. The other is leaving two
spaces belween sentences, In typesetting, one space only must be left between sentences,

The space bar is not a design tool.

Dow't use the space bar to creale indents (just key in a single fab), and don't use exlra
spaces o create centered gffects or layouts (unless you really are e. e. cumimirigs).

Every change threatens to introduce new errors.

Each time a file is “corrected” tew errars can uppear, from problems with rags, justification,
and page breaks to spelling mistakes, missing words, and hotched or incomplete corrections.

Don’t wait for the proofs to seriously examine the typeset text.

Changes made afler a printer’s proof has been made {blue line, press proof, or other)
are expensive. They also will stow down your project, which, of course, is already late.

Famous last words: “We’ll catch it in the blue lines.”

ATPENDIN | 166
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EDITORS Since the onslaught of desktop publishing
back in the dark days of the mid-198os, graphic
designers have taken on roles formerly occupied by
distinct trades, such as typesetting and mechanical
pasteup. Designers are often expected to be editors
as well. Every project should have a true editor, a
person with the training and disposition to judge the
correctness, accuracy, and consistency of written
content. Neither a project’s author nor its designer
should be its editor, who is rightly a neutral party
between them. If a project team includes no properly
trained editor, try to find one. If that fails, make sure
that someone is responsible for this crucial role, for
the failure to edit carefully is the source of costly and
embarrassing errors.

Editing a text for publication has three basic
phases. Developmental editing addresses broad issues
of the content and the structure of a work; indeed,
it can include judging a work’s fitness for publication
in the first place. Copy editing (also called line editing
or manuscript editing) seeks to root out
redundancies, inconsistencies, grammatical errors,
and other aws appearing across the body of the
work. The copy editor—who must study every word
and sentence—is not expected to question the overall
meaning or structure of a work, nor to alter an
author’s style, but rather to refine and correct.
Proofreading, which checks the correctness,
consistency, and flow of designed, typset pages, is
the final stage. Depending on the nature of the
project and its team, each of these phases may go
through several rounds.

EDITING

ANATOMY OF AN ErRrRoORr After a document has
been wrillen, edited, designed, and proofread, a
printer’s proofl is created by the printer from the
digital files supplied by the designer. At this point,
making changes is expensive. Many clients (or
authors) fail to recognize errors (or make decisions)
until the printer’s proofs are issued. This luxury has
its costs, and someone will have to pay.

rr's (prINTER'S ERRORS) These are errors thal can be
assigned lo the printer, and they must be corrected al no
expense to the desipner or client. A printer's error is an
obvious and blatant divergence from the digital files and
other instructions provided by the designer and agreed 1o
by the printer. Printer's errors are surprisingly rare in the
digital age.

AX's (AUTHOR'S ALTERATIONS) These are not so rare,
Author's alterations are changes to the approved text or
layout of the work. If the change originates with the
designer, the designer is responsible. If it originates with
the client or author, she or he is responsible. Keeping
records of each phase of a project’s development is helpful
in assigning blame later. Designers can charge the client a
fee for the aa on top of the printer’s fee, as the designer
muslt correct the file, print out new hard copy, get the
client’s approval (again), communicate with the printer
{again), and so on. If agreed to in advance, designers can
charge an fees for any change to an approved document,
even before the printer's proof is issued.

EA'S (EDITOR'S ALTERATIONS) Errors made by the editor are
the responsibility of the editor’s employer, typically the
client or publisher of the work. Good editors help prevent
everyone's'errors [roin occurring in the first place.

For more detailed information aboul the editorial
process, see The Chicago Manual of Style, 15th Edition
{Chicago: University of Chicago Press, 2003).

Manuscript editing, also called copyediting or line editing, requires attention to every word in
a manuscript, a thorough knowledge of the style to be followed, and the ability to make quick,
logical, and defensible decisions. The Chicago Manual of Style, 2003
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il DELETE
‘ Writers, editors, and designers use special symbols to mark changes such

hmsﬂfmns / subshtuhng
TRANSPOSE -e&ele&-m-?f osingtransjor mehﬁg-wmds or phrases. If you change

your nmind about a -el-ﬂlsa-t-ie:r?,/pJace dots beneath it. Remove a commagby

i PR oy “an ke "
‘ STET {“LET IT STAND") circling it. Add a period with a circled doﬁlf two words run)ogelher. insert a

i # | .
I_ addkpace straight line and a space mm'lD

(I SEPARATE] ADD SPACE

I = mme two paragraphs, connect them with a line and note the comment
secongrate
ADD HYPHEN

“run-in” in the margin. (Circling notes prevents the typesetter [rom

confusing comments with content.)

M
f%l#rr

REMOVEHXDHEN Insert two short lines to hyphenate a word such as seconclmte, When
M
Dashing-no? removing a hyphen, close up the ILIL(‘E:VH space. To n-p].u(' a hyphen with an ,

EM DASH {—)

N ;
1914-1918 the hyphen. If a manuscript indicates dashes with double hyphens--like this--

EN DASH (—)

em dashea symbol thal expresses a ummmdtlul luLtlk write a tiny u above

the typesetter or designer is expected to converl them without being told.
N

italic ,

Lk Use an en dash, not a hyphen, to connect two numbers, such as 1914-1918.

ITALIC

et In addition to correcting grammar, spelling, punctuation, and clarity of prose, |
Q f [N = 2

BOLDFACE editors indicate typographic styles such as italic (with an underscore) and

temove, ynderline boldface (with a wavy line). Underlining, which is rarely used in formal

[ e e al
REMOVE UNDERLINE - S N N R g !
tvpography, is umu\&q |\I|:e [h]'-\ I.i\’\u \\\mL \fhluug}l\?\\@@pnd]\\gttﬂ to
XXE change it to lowercase. underline a letter with three strokes to capitalize it.
: =

LOWERCASE \ . i i )
Use two underlines to indicate small capitals.

=

UPPERCASE Double-space the manuscript and leave a generous margin to provide room

for comments and corrections. Align the text flush left, ragged right, and

E

SMALL CAPS disable automatic hyphenation. )
Don't mark manuscripts

or proofs with Post-Tt notes.
They can fall off. block
the text, and make the

document hard to photocopy.
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EDITING SOFT COPY

Editing an electronic file and allowing the author to see the changes is
called redlining (also referred lo as “editing online”). Basic housekeeping
includes removing all double spaces and converting hatches (a.ka. "dumb
quates") to quotation marks and apostrophes (a.k.a. "smart quotes”). The
.editor need not point out these changes to the author.

Changes lo the structure and wording of the text must be

communicated to the author. A visual convenlion is needed for showing

deleted and added material. Werdste-berenteved are typically struck out,

in color. A line in the margin indicates that a change has been

recommended. [Queries to the author are set off with brackets.)*
Underlining, or striking out; punctuation is visually confusing, so the

editor often strikes oul an enlire word-e=phrase,—or phrase

in the freshly punctuated passage as an addition. To hyphenate a word such

and types

as seeerehiate second-rale, strike it out and add the hyphenated form. When
converting hyphens to en dashes (1914-18)—or changing double hyphens to
em dashes—the editor simply keys them in. 'f}fﬁograpric styles such as italic,
boldface, and smaLL capiTALS can also be changed directly,

Although redlining is wonderfully fluid and direct, it can be
dangerous. The editor must scrupulously remove all traces of the editing
process before releasing the file for design and typesetting. Potential disasters
include words that are stucktogether, a missing , or a forgotten comment to

the author [Are you nuts?].

A, Queries to the author can also take the form of footnotes. Idenlify these notes with
letters, so they are not confused with [oolnotes that belong to the text,
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EDITING SOFT COPY

Editing an electronic file and allowing the author to see the changes is
called redlining (also referred to as “editing online”). Basic housckeeping
includes removing all double spaces and converting hatches {a.ka. "dumb
quotes") to quotation marks and apostrophes (a.k.a. “smart quotes”). The
_editor need not point out these changes to the author.

Changes to the structure and wording of the text must be
communicated to the author. A visual convention is needed for showing
deleted and added material. Werdste-berentoved are typically struck out,
and words added or substituted can be underlined, highlighted, or rendered
in color. A line in the margin indicates that a change has been
recommended. [Queries to the author are set off with brackets.)*

Underlining, or striking out; punctuation is visually confusing, so the

editor often strikes out an entire word—e+phrase;—or phrase—and tvpes

in the freshly punctuated passage as an addition. To hyphenate a word such
as secerdrate second-rale, strike it oul and add the hyphenated form. When
converting hyphens to en dashes (1914-18)—or changing double hyphens to
em dashes—the editor simply keys them in. T}-'ﬁographi( styles such as italic,
boldface, and smaLL capiTALS can also be changed directly.

Although redlining is wonderfully fluid and direct, it can be
dangerous. The editor musl scrupulously remove all traces of the editing
process before releasing the file for design and typesetting. Potential disasters
include words that are stucktogether, a missing , or a forgotten comment to

the author [Are you nuts?].

A, Queries to the author can also take the form ol footnotes. Identify these notes with
letters, so they are nol confused with footnotes that belong o the text.



PROOFREADING

EDITORIAL CHANGE MARK IN TEXT

MARK IN MARGIN
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EDITORIAL CHANGE MARK IN TEXT

delete —dolata
delete and close up delete and rfm-:u p

e

R

led it stand (stet)
Insert text or character insertA

x | ran in
rui in paragrapi W
aragraph
paragrap

start new paragraph

insf:?\puncmnrinn

changgf punctuation

start new paragraph

-
|~ > ﬁe

insert punctuation
change punctuation

insert hyphen insr:r}{]ypht-u

inserl parentheses inser p-’!]'ETlHH‘hL‘E}\

insert en or em dash  insert en dash

insert guoles

inserl quotes :
AEA

capitalize

change to lowercase \V\N\\\\\‘

capitalize

change to small caps  small caps

|

5008 00

change to bold bald

change to roman

1) 3

wrong font wron

®

e(\e) \e

T
0
*
~+

Rz
< iz

| close up

letterspace

~
clo se up

Ei s

insert space insertypace

reduce fspace

: flush right
[:Hush lefl

D indent 1 em

move l[JI—Ji'l‘l—-liIF

51|p1.‘rr-'n-ri]w\l/

” align vertically

reduce space
transpose

flush right

flush Jefi

indent 1 em
nove to next line
suprerscripl

align vertically

align horizontally align horizontally

spell ont abbrevigtion  spell nuL
P

\

use ligature (flour)

use lipature

A
query that cannol be
resolved by proafreader
Proofieader’s imarks derived from The Chicago
Manual of Style and David fury, About Face:
Reviving the Rules of Typography { Fast Sussex:

Rotovision, 2o001), Marking conventions do

vary slightly from sowrce lo source,

MARK IN MARGIN

%ﬁto@

o
A
1)
H#

OF0 | =2 0808
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/~ PROOFREADING takes place after an edited manuscript has been
2’/ designed and typeset. New (-!rr{nrs can appear at any time during the
handling of a document, and old errorsfpreviously unrecognized— >
can leap to the eye once the text has beén set in type. The proofreader
corrects gross errors in spelling, grammar, and fact, but avoid A 5
changes in style and content. Changes at this stage are not only
f,\ expensive,but they can affect the page design and introduce new
problems.
o) Proofreading i:j\dilTerenL task from editing, although the editor
Cl)  may play a role in il, along with,or in addition to,the author or client.
Alth%g}] the designer or typesetter, should not be given the role of
proof reader, designers must nonetheless inspect their work carefully
for errors before sending it back to the editor, author, or client.

Mark all corrections in the margin of the prool, and indicate the position

Fofchammeswithin the text. Don't write between the lines. Many of the same
LR L e {

interline symbols are used in proofreading and in copy editing, but proofreaders
use an additional set of flags for marginal notes.

o Don't obliterate what is being crossed out and-delatad®o the lypesetter, can read it.
Marl all changes on one master proof, I several copies of the proof are
circulated [or approval, one person (usually the editor) is responsible for
transferring corrections to a master copy.

Don't give the designer a proof with conflicting or indecisive comments.

@ TYPES OF proofs Depending on how a project is organized and
produced, some or all of the following proofs may be involved.

Galley proofs are lypically supplied in a book-length project. They consist of text
that has been typeset but not paginated and do not vet include illustrations.

Page proofs are broken into pages and include illustrations, page numbers,
running heads, and other details,

Revised proofs include changes that have been recommended
3 by the proofreader
// I{ and input by the designer or typesetter. "-““;\“- E \%
Printer's proofs are generated by the printer. At this phase, changes become @

increasingly costly, complex, and ill-advised. In theory, one isémlyjluuﬁing}ﬁ)r
printers' errors—not errors in design or verbal style—at this stage. Printer's
praofs might include blue lines (one color only) and for color proofs,

r. The designer and typesetter may be the same person. In a design studio, as opposed
to a publishing house, designers are generally responsible for typesetting,
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Think more, design less.

Many desperale acts of design (including gradients, drop shadows, and the gratuitous use
of transparency) are perpetrated in the absence of a strong concepl. A good idea provides a
framework for design decisions, guiding the work.

Say more, write less,

Just as designers should avoid filling up space with arbitrary visual effects, writers should

- .
remember that no one loves thetr words as much as they do.

Spend more, buy less.

Cheap stuff is usually cheap because of how it's made, what it's made of,
and who made i, Buy befter quality goods, less often,

May your thoughts be deep and your wounds be shallow.

Always work with @ sharp blade. Although graphic design is not a terribly dangerous
occupation, many latenight accidents oceur invelving dull X-Acto blades. Profect your
printouts from senseless bloodstied,

Density is the new white space.

ed appeal.

Iin an era of exurban sprawl, closely knit neighborhoods have rene
So, loo, on page and screen, where a rich texture of information can function
better than sparseness and isolation,

Make the shoe fit, not the foot.

Rather than force content info rigid containers, create systems that are flexible and
responsive to the material they are intended to accommodale,

Make it bigger. (Courtesy of Paula Scher)

Amateur typographers make their type oo big. The 12-point default—which looks okay

on the screen—ofien looks horsey on the page. Experienced designers, however, miake

their lype too tiny: shawn here, 7.5 point Scala.

Lif
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FREE ADVICE

It is easier to talk than to listen.

‘ay attention to your clients, your users, your readers, and your friends.
Your design will get better as you listen Lo other people.

Design is an art of situations.

Designers respond to a need, a problem, a cirewmstance, that arises in the world.
The best work s produced in relation to interesting situalions—an open-minded

client, a good cause, or great conlent,

No job is too small.

A graphic designer can set out to change the world one business card al a time—
as long as it 15 the business card of a really tnleresting person.

An interface calls attention to itself at its point of failure.

Desigit helps tHe systems of daily life run smoothly, letting users and readers ignore
how things are put together. Design should sometimes announce itself in order to shed
light o the spstem, exposing ils construction, identity, personality, and politics,

The idea is the machine that makes the art. (Courtesy of Sol Lewitt)

A powerful concept can drive decisions about rolor. layout, type choice, format, and so on,
preventing senseless acls of whimsy. (On the other hand, senseless acts of whimsy sometimes

lead to powerful concepts.}

The early bird gets to work before everyone else.

Your best time for thinking cowld be early in the morming, late at wight, or even, in rare
circumstances, during class or between nine and five, Whether your best time is in the
shower, at the gy, or on the train, use i for your hardest thinking,

Build the discourse.

Design is soctal, [t lives in sociely, it creales soriety, and it needs a society of its own—
a convmunity of designers commitled to advancing and debating our shared hopes and
desires. Read, write, and talk aboul design whenever you can.

Go forth and reproduce,



PR A I s E THE ORGANIZATION OF LETTERS on a blank page or

screen is one of the designer’s most basic challenges.
FOR What kind of font to use? How big? How should
Thinking with Type those letters, words, and paragraphs be aligned,
spaced, ordered, and shaped? This groundbreaking
new text, created by leading design educator and
This beautifully designed book critic Ellen Lupton, provides clear and focused
on understanding typography fills a big guidance for those learning or brushing up on their
typographic skills. Informative essays are followed
V O I D by practical demonstrations that bring typography
to life with direct, engaging commentary. Examples

It enables the reader to grasp the principles of
of work by influential practitioners show how to

typography through inspiring examples coupled
with warm, straightforward explanations. be inventive within a system of typographic form—

[ will urge my students to read it. absorb it, and how to break the rules.
and be inspired by it. And I will do so myself.
PAULA SCHER ELLEN LUPTON is one of America's preeminent
design authors and educators. Her books include

Skin: Surface, Substance + Design, Design Culture Now,

This book is essential reading for the Mixing Messages, and Design Writing Research, among
design student and the perfect wake-up many others. She is curator of contemporary design at
Cooper-Hewitt, National Design Museum in New York,

D R U G and director of the Graphic Design MFA program at
Maryland Institute College of Art (MICA) in Baltimore.

for the most stodgy of design experts. Lupton's

prose is instructional, humarous, and wise. www.ThinkingWithType.com

JOHN MAEDA

Also in the Design Briefs Series from Princeton

This engaging book offers principles
Architectural Press: The Geometry of Design

without-dogma and history without
and Grid Systems by Kimberly Elam, and

A RC A N A . Elements of Design by Gail Greet Hannah.

In short, it is a compendium for
literate typographic practice.

ANDREW BLAUVELT

E"EI"I Lupfon isa styhsh PRINCETON ARCHITECTURAL PRESS

ISBN 1-56888-448-0 510,495

bl | 1111

| couldn't put it down.

ABBOTT MILLER

WWW.PAPRESS.COM




