Typography

In your lifetime you’ve seen billions of letters and millions of words, yet
you might never have consciously noticed the typefaces you read.

Type is important because it is an unconscious persuader. It attracts
attention, sets the style and tone of a document, colors how readers
interpret the words, and defines the feeling of a page — usually without
the reader realizing. In short, the best typography goes often
unnoticed. The art of typography illuminates the meaning of the copy.
The basic rules of page layout help the designer to express the
content visually.



Typography

Change your typeface and you go from casual to formal, silly to
serious, staid to stylish, old-fashioned to modern.

You’'d dress your best if you were going to an important meeting, and
your documents need to be well-dressed, too. Type can reinforce your
image as a company or an individual. If you use it consistently enough,
people will start to associate you with certain typefaces. They might
find themselves thinking of you when they see that typeface, without
knowing why.



Typography

Type has an effect on you even if you don’t consciously notice it. You
can use this power to your advantage to attract attention, strengthen
message, and improve your image, or you can overlook it and work
against yourself saying one message with your text while conveying
another with your font.

Communication means relaying information about our logic and
emotions to others. The better you learn to communicate, the better
others will know your message.

The right typeface can encourage people to read your message. The
wrong typeface or wrong typography (type usage) can make your
message go unread.



Typography

Type is on the page to serve the text.

It should make the words easy to read and provide a suitable
background. Type should not overpower the text. Type can be beautiful
and decorative — but if it calls undue attention to itself or makes it
more difficult to read the text — then it becomes self-conscious and
distracting — like bad movie direction.

There are not good or bad typefaces, there are appropriate and
inappropriate typefaces.

Think about your reader and the feeling you want to convey, then
choose a typeface that fits.



Typography

Type is emotional on subliminal level because of the connotations it
conveys. For example, Helvetica is used on tax forms. Now, how do
you think you’re going to feel when you read something in Helvetica?
You may not consciously realize it is the same typeface, you may not
even know it is Helvetica. What matters is that you've seen the
typeface before and not under the most pleasant circumstances.



Typography

If your business is one that needs to be taken seriously, such as
banking, don’t choose a whimsical such as University Roman or you'll
loose credibility.

If you have a fun business, don’t use serious typeface such as
Helvetica or you’ll come across as boring. With that in mind, find the
most appropriate typeface, not the prettiest, not the most space-
efficient but the most appropriate.

University Roman
Helvetica



Typography

If the absolutely most important thing about your document is that it
has to be easy to read by anyone of any age with any kind of eyesight
under any kind of lighting conditions, than the typeface you choose
must fit those criteria and you will probably end up with something that
has large x-height such as

If the most important thing is that it looks traditional, then you’ll choose

a typeface such as

If you want something casual and friendly, you’ll choose something like

Serifa Palatino Souvenir



Typography

Look at it and decide for yourself or hand out samples to your friends
and ask them what it reminds them off. Think about the reader and
what you want to convey. See how different typefaces convey different
feelings. At least 80% of typography is common sense.



Typography

The answer is usually simple: serif faces work best with sans serif
faces. This means that if your body text is in , a serif
face, you should use a sans serif as a companion. Don’t use

(they’re both serif faces). It will look sloppy if
you do.

Goudy

Garamond

Goudy
Frutiger



Typography

Avoid the overused. Most people turn first to the default fonts in their
computer when they are choosing type. While this is convenient it is
not necessarily effective because these typefaces are overused and
have lost some of their impact. are
the most overused ones. When you use them, you are looking like
everyone else. There are thousands of typefaces to choose from so
choose wisely.



Typography

are the electronic files that contain typefaces. A single typeface
IS made up of the upper and lowercase letters of the alphabet, the
numbers, punctuation marks, and special characters, all in particular
style, such as Garamond.

Is always measured in points. There are approximately 72
points per inch. Body text is generally set from 10 to 12 points.



Typography

A serif is the small crossbar (or finishing
stroke) that ends the main stroke of letters. Sans (French for “without”)
serif typefaces don’t have serifs.

Classic serif: Goudy, Garamond, Caslon, Palatino, Bodoni, Times,
Baskerville, Cheltenham

Classic sans serif: Helvetica, Folio, Impact, Futura, Frutiger, Gill Sans,
Univers, Optima

Sernt

AN



Typography

Typefaces generally come in several weights such as regular,
italic, bold and bold italic. Different weights of the same typeface are
called a family.

Faces designed for headings and headlines may have only one weight
but body text face usually have four, with professional fonts offering as
many as 16 or so, from very light to very black.



Adobe Garamond type family, designed by Robert Slimbach, 1988

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

Adobe Garamond Regular

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

Adobe Garamond Italic

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

Adobe Garamond Expert (Small Caps)

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

J - 1J ‘1 1 ]
Adobe CGaramond Bold and Semibold

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

) ~ 1] i 1) ] ¢
Adobe Garamond Bold and Semibold Italic

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

Adobe Garamond Regular and Expert numerals




Typography

iInvolves moving letters closer together or farther apart so that
they appear evenly spaced which in turn makes them easier to read.
Most fonts include kerning pairs (To, Tr, We and so on) that adjust their
spacing automatically when typed consecutively. These are all you
need for body text but sometimes you need to kern large type
manually.



Takes two LOVE LETTERS

nearly touch rub

nearly touch

Takes two  LOVELETTERS




Typography

involves the spacing within a whole word, sentence or
paragraph.

Too loose > letters do not relate
Too tight > letters collide



LOVE LETTE RS NORMAL TRACKING NECATIVE TRACKING
Letters do love one another. Letters do love one another
SCALA CAPITALS, normal tracking However due 16 thelr However due o their
anatomical differences, some anstoemical differences, some
letters have a hard time letters have 3 hard time
L O V E L E TT E R S achieving intamacy. Consider achieving intamacy Consider
the letter V, for example, the Jeter V/ for example,
SCALA CAPITALS, lovse lrau:‘king whose seductive valley makes whieee seductive valley makes
her limbs stretch out above her limbs stretch outabove
her base. In contrast, L ber base. In contrast, L
solidly holds his ground yet salidly holds his vet
LOVE LETTERS LOVE LETTERS harbors a cenajngemptiness harboesa mmm
SCALA SMALL CAPITALS, normal vs, loose fftk'fkl‘"g above the waist. Automated shove the waist. Austomated
keming tables solve these keming tables sobve these
problems in most situations, problems in mist situstions,
but some letters may require but some ketters may require
love ]'etter S love lEtterS personal attention at larger personal atention at larger
SCALA ROMAN AND ITALIC, normal tracking sizes. Capital letters, being sizes. Capital letters, being
square and conservative, aquare and conservative,
prefer to keep a little distance prefer to keep a bittle distmce
love letters love letters from thelt nelghbers. from ek neghbors
SCALA, ROMAN AND ITALIC, loose tracking
Lowercase letters respond less TYPE CRIME:
favorably to letterspacing than NEGATIVE TRACKING

do uppercase lellers, because Make the shoe fit, not the foot.
they are designed to sit logether Don't use negative tracking to
intimately on a line. SAVE SPaCe.



Typography

a Aa Aa Aa

Humanist Transitional Modern Egyptian

Aa Aa Aa

Humanist Sans Transitional Sans Geometric Sans




Few good fonts

BASKERVILLE

Designed by John Baskerkville, 1757

BODONI

Designed by Giambattista Bodoni, 175

ADORE CA. S LON

Designed by Caral Twomébly, 1990, based on
tvpes by William Caslon, 173470

CENTAUR

Designed by Briwe Rogers, 191214,
['he italic, by Frederic Warde, 1s based on the

fifteeenth-century hand of Lsdovice dedli Arriohs
&

]
(=]

CENTURY EXPANDED

Desigmed by Morris Fuller Benton, 1980

CLARENDON

Named for the Clarendon Press, Oxford,
who commissionaed il in 1845

HTF [) I [) () T

Designed by Jonathan Hoefler 1go2,
based on tvpes by Francois Ambroise Didot, 1784

FEDRA SANS

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



FILOSOFIA

Designed by Zuzana Licko, 1996,

a revival of the types of Bodons

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 Simbach, 1989,
based on pages printed by Clande Garamond

in the sixteenth century

...................

HELVETICA

Desgned by Max Miedinger, 1957

HOEFLER TEX'T

Designed by Fonathan Hoefler, c. 1995

INTERSTATE

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



De

-------------------

.-‘\DCIBEJ E N S O N

Designed by Robert Slimbach, 1995

META

Designed by Erik Spiekermann, 1991

MRS EAVES

E)Q’higllf’(l 1)}' suzana Licke, 1996,

inz_n]_}iru:-d ],:cy' pages l_‘ll'ill[t‘{l b.\" Jahn Baskeryil

NEUTRAFACE

o by Christian Schwartz Hoo:

“"'.—-1'-.' l ; J an l‘_‘ enng Crea —_11_] l The architect

Richard Neutra « -~ 19405 00 500

...................

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 cocked 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



Alignment:
how a line of text relates to the edges of a column

Justified text makes a clean, figural shape on
the page. Its efficient use of space makes it
the norm for newspapers and books of continuous
text. Designers choose to set text flush left when
they want to respect the organic flow of language
and avoid the uneven spacing that plagues
Flush right text  narrow columns of justified type. Flush right text
makes effective can be a welcome departure from the familiar.
captions and It makes effective captions, sidebars, and marginal
marginal notes.  notes, suggesting affinities among elements on
the page. Centered text, which is is formal and
classical, invites the designer to break a text for
sense and create an organic shape responding to
the flow of content. Flush left text
respects the organic
Sflow of language.



The arrangement of text into columns with hard
or soft edges is called alignment. Each basic
style of alignment brings aesthetic qualities and
potential hazards to the design of page or 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 page after page of straight-edged
columns. Justified type makes efficient use of
space, and it also creates a clean shape on the
page. Ugly gaps can occur, however, when the
line length is too short in relation to the size of
type used. Hyphenation breaks up long words
and helps keep the lines of text tightly packed.
Letterspacing can also be used to to adjust a line.

Ugly gaps appear when
the designer has made

the line length too
short, or the author
has selected words
that are too long.




In flush left/ragged right text, the left edge is hard
and the right edge is soft. Word spaces do not

fluctuate, so there are never big holes inside the
lines of text. This format, which was rarely used
before the twentieth century, respects the flow
of language rather than submitting to the law
of the box. Despite its advantages, however, the
flush left format is frought with danger. Above
all, the designer must work hard to control

the appearance of the rag along the left edge.

A good rag looks pleasantly uneven, with no
lines that are excessively long or short, and with
hyphenation kept to an absolute minimum.

A rag is considered “bad” when it looks too
even (or too uneven), or when it begins to form
regular shapes, like wedges, moons, or diving
boards.

A bad rag will fall
into weird shapes
along the right
edge, instead

of looking
random.




Flush right /ragged left is a variant of the more
familiar flush lefl setting. It is common wisdom
among typographers that flush right text is hard

to read, because it forces the reader’s eye to find a
new position at the start of each line.

This could be true, or it could be an urban legend.
At any rate, the flush right setting is rarely
employed for long bodies of text. Used in smaller
blocks, however, flush right text forms effective
marginal notes, sidebars, pull quotes, or other

passages that comment on a main body or image.
A flush or ragged edge can suggest attraction
(or repulsion) between chunks of information.

Lots of punctuation
(at the ends of lines)
will attack, threaten,

and generally weaken
the flush right edge.
Watch out for this.




Centered text is symmetrical,
like the facade of a classical building.
Centered type is often employed on

invitations, title pages, 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
or the date of her wedding)
or to allow a new thought to begin on its own line.
Breaking lines in this manner is called
breaking for sense.




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.



hierarchy:

the use of size, weight, placement, and spacing to express the
parts of a page or document and their relative importance.

HIERARCHY

I Division of angels
A, Angel
B. Archangel
C. Cherubim
D. Seraphim

Il Ruling body of clergy
A. Pope
B. Cardinal
C. Archbishop
D. Bishop

1T Parts of a text
A. Work
B. Chapter
C., Section
D. Subsection

SYMBOLS, INDENTS,
AND LINE BREAKS

Hierarchy

Division of angels
Angel
Archangel
Cherubim

Seraphim

Ruling body of clergy
Pope
Cardinal
Archbishop
Bishop

Parts of a text
Work
Chapter
Section
Subsection

INDENTS AND
LINE BREAKS ONLY

HIERARCHY

DIVISION OF ANGELS
Angel
Archangel
Cherubim
Seraphim

RULING BODY OF CLERGY
Pope
Cardinal
Archbishop
Bishop

PARTS OF A TEXT
Work
Chapter
Section
Subsection

FONT CHANGE, INDENTS,

AND LINE BREAKS



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.

TYPE CRIME:

TOO MANY SIGNALS BULD) ITALIC!

Emphasis can be created

winjus s UNDERLINED
CAPS!






