mDESIGN PRINCIPLES

Tips on designing web pages

Two of the most important factors in good web design are repetition and
clarity/readability. A visitor should never have to figure out how to use
your navigation system, where they are in the site, or whether they are still
in your-web site or have jumped somewhere else.

Repetition

Repeat certain visual elements on every page in your web site. This not
only lets the visitor know they are still at your site, but also provides unity
and continuity, intrinsic features of any good design.

Once you get to content pages, the visitor should find the navigation in
the same-place, in the’same order, with the same graphics. Not only does
this make it easy for the visitor to find their way through your site, but it
provides a unifying factor to the collection of pages.

Clarity/Readability

One of the most unreadable places to read text is on a monitor, whether it’s
television, video, or computer. So we need to make a few adjustments to the
text on web pages to make sure it’s as easy to read as possible.

Use shorter line lengths than you might use on paper. The body copy should
never run the entire width of the web page, which means you must put the
text in a table or use css code (or at least use a block indent, which indents
the text from both the left and right sides). But don't use such short line
lengths that you break up the phrasing of the sentences too much.

If you are specifying the text to appear in a certain typeface (if you're not,
ignore this), typically Helvetica or Arial and Times or Times Roman, please
specify Geneva or Verdana or Trebuchet in front of Helvetica, and New
York or Georgia in front of Times. This will make the text on Macintoshes
appear so much cleaner and easier to read. (If you use a Mac, set your
default font to New York instead of Times, and you will be amazed at how
much easier it is to read web pages. Change it back to Times before you
print a page.) Verdana and Trebuchet are found on all operating systems
updated within the past few years, and they're excellent choices for body
copy on the web.

The second half of this book

deals specifically with type,
since type is what design
is all about, yes?

This sect‘ioln particularly ..
addresses the problem
of combining more than one

typeface on the page.

Although I focus

on the aesthetics of type,
never forget

that your purpese is
communication.

The type should pever

inhibit the communication.
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€ SHALL I use’

The gods refuse

* because

they

do not _ effectively together?

how In Life, when there is more than one of anything, a dynamic relationship

is established. In Type, there is usually more than one element on a
page—even a document of plain body copy typically has heads or subheads
or at least page numbers on it. Within these dynamics on the page {or in
Life), a relationship is established that is either concordant, conflicting,
or contrasting.

A concordant relationship occurs when you use only one
type family without much variety in style, size, weight,
and so on. It is easy to keep the page harmonious, and the
arrangement tends to appear quiet and rather sedate or
formal—sometimes downright dull.

A conflicting relationship occurs when you combine
typefaces that are similar (but not the same) in style, size,
weight, and so on. The similarities are disturbing because the
visual attractions are not the same (concordant), but neither
are they different (contrasting), so they conflict.

A contrasting relationship occurs when you combine
separate typefaces and elements that are clearly distinct from
each other. The visually appealing and exciting designs that
attract your attention typically have a lot of contrast built in,
and those contrasts are emphasized. .

Most designers tend to wing it when combining more than one typeface
on a page. You might have a sense that one face needs to be larger/or an,
element needs to be bolder. However, when you can recognize and name

“the rontracte. vou have nower over them—vou can then cet ta the root of
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Concord

A design s concordant when you choose to use just one face and the other :

_elements on the page have the same qualities as that typeface. Perhaps
you use some of the italic version of the font, and perhaps a larger size
for a heading, and maybe a graphic or several ornaments— but the basic
impression is still concordant. : '

Most concordant designs tend to be rather calm and formal. This does
“not mean concord is undesirable—just be aware of the i 1mpre351011 you
give by using elements that are all in concord with each other '

Life’s but a walking shadov?, a poor player

that struts and frets his hour upon the stage,

and then is heard no more; it is a tale

told by an idiot, full of sound and fury, b
signifying nothing.

This concordant example uses Cochin. The first letter is larger
cnd there is some talic type {Cochin ltalic), but the entire
piece is rather calm and subdued,

typefaces
Cochin Medium asd ltalic

NINE

TyrEeE (&6L1FE)EH

| My name is

l My theme song is

1 When I grow up I want to be

w%mﬁm

The heavy typeface (Aachen Bold) combines well with the heavy
border. Even the line for writing on is heavy.

A

q . gg:
Yose are cond/mﬂ’%/ tndited %
£

to share in oun %

e

>

Gan)
(Epril 1
3 oebock in the ﬂ,]g{e/mmw
EBME.@E@LJ/ Sq,ucm,e/

Cd

R T

The typeface (Linoscript),
the thin border, and the
delicale ornaments all
give the same style
impression.

Look familiar? Lots of
folks play it safe with
their wedding invitations
by using the principle

of concord. That's not a
bad thing! But it should
be a conscious thing.
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Conflict

A designisin conﬂ_ict'_whenyou set two or more typefaces on the same

- page that are similar—not really d_iffer_ent'al_id not really the same. I have
seen countless students trying to match a typeface with one on the page,
looking for a face that “looks similar” Wrong. When you put two faces
together that look too much alike without really l'Jein'g' so, most of the
time it looks like a mistake. The problem is in the similarities because
the similarities conflict. o R

' .Coht':ord_ is a solid and useful concept; conflict should be avoided.

Life’s but a walking shadow, a poor player
that struts and frets his hour upon the stage,

and then is heard no more; it is a tale

_told by an idiot, full of sound and fary,
signifying nothing. .

As you read this example, what happens when you get to the
phrase, “full of sound and fury”? Do you wonder why it’s in
another typeface? Do you wonder if perhaps it’s a mistake?
Does it make you twitch? Does the large initial tetter look like
it's supposed to be there?

typefaces
Cochin Medium and 1TC Garamond Light

NINE @ TYPE {(&L1FE) ]

What's up?

My name is

My theme song is

When { grow up | want to be

W [T

Look particularly ot the “g,” the *t,” and the “s” in the headline and
the other lines. They are similar but not the same. The border is
not the same visual weight as the type or the lines, nor are they

in strong contrast. There is too much conflict in this little piece.

. This small invitation

- uses two different

- scripts—they have

- many similarities with

Youw ane w/cdia/geyz indited - each other, but they

© are net the same and
to share in oun . they are not different,

© The ornaments have
A, - the same type of
- conflict—too many

G@W(g% Olive @// -~ similarities. The piece

o looks a bit cuttered.

(Tpril 4
3 aclock Lruf,ﬂwaffimnmw
Borkoleyy Square

e



ElPESIGNING WITH .TYPE

Contrast

There is no quczhty in this world that is not what it is merely by
contrast. Nothing exists in itself. —Herman Melvﬂle

Now this is the fun part. Creating concord is pretty easy, and creating
conflict is easy but undesirable. Creating contrast is just fun.

Strong contrast attracts our eyes, as you learned in the previous section
about design. One of the most effective, simplest, and satisfying ways
to add contrast to a design is with type.

Life’s but a walking shadow, a poor player

that struts and frets his hour upon the stage,
and then 1s heard no more;

1t is a tale told by an idiot,

tall} ot Sugud e duey

signifying nothing.

In this example it’s very clear that the phrase “full of sound
ond fury” is supposed to be in another typeface. The entire
plece of prose has a more exciting visual attraction and o
greater energy due to the contrast of type,

typefaces
Cochin Medium &ai fysoin

NINE : TYPE (&L1FE) ]

Hello!

My name Is

My theme song Is

When | grow up | want to be

Now the contrast between the typefaces is clear (they are actuatly
in the same famity, Antique Olive)—the very bold face contrasts
the light face. The line weights of the border and writing lines also
have a clear distinction.

g This invitation®

YOU ARE CORDIALLY INVITED . USes two very
. different faces—
TO SHARE IN QUR ~ they are different

WEDDING CELEBRATION! - Inmany ways.

Fpeye
@w“@b@ @y/
=

. The font for Popeye
© and Olive Oyl

: (called Zanzibar)

= includes ornaments
 (one of which is

. shown here) that

- work well with the

APRIL 1 % typeface.
3 0'CLOCK b
N T AFTERNOOR . B
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Summary

Contrast is not just for the aesthetic look of the piece. It is intrinsically tied
in with the organization and clarity of the information on the page. Never
forget that your point is to communicate, Combining different typefaces
should enhance the communication, not confuse it.

There are six clear and distinct ways to contrast type: size, weight, structure,
form, direction, and color. The rest of this book talks about each of these
contrasts in turn.

Although I elaborate on each of the contrasts one at a time, rarely is one
contrast effective. Most often you will strengthen the effect by combining
and emphasizing the differences. '

If you have trouble seeing what is wrong with a combination of typefaces,
don’t look for what is different between the faces—look for what is similar
It is the similarities that are causing the problem.

The major rule to follow when contrasting type is this: Don't be a wimp!

But...

Before we get to the ways to contrast, you need to have a familiarity with
the categories of type. Spend a couple of minutes with each page in the
next chapter, noting the similarities that unify a category of type. Then try
to find a couple of examples of that kind of type before you move on to the
next category. Look in magazines, books, on packages, anything printed.
Believe me, taking a few moments to do this will make everything sink in
so much faster and deeper!

There are many thousands of different typefaces available right now, and
many more are being created every day. Most faces, though, can be dropped
into one of the six categories mentioned below. Before you try to become
conscious of the contrasts in type, you should become aware of the similarities
between broad groups of type designs, because it is the similarities that
cause the conflicts in type combinations. The purpose of this chapter is to
make you more aware of the details of letterforms. In the following chapter
I'll launch into combining them.

Of course, you will find hundreds of faces that don't fit neatly into any
category. We could make several hundred different categories for the
varieties in type —don’t worry about it. The point is just to start looking at
type more closely and clearly. '

I focus on these six groups:

Oldstyle

Modern | -
Slab serif

Sans serif

nnﬂn!‘ﬂ'l‘illn BTV R I T T ol . Y IV oY |
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Oldstyle

: Typefaces created in the oldstyle category are based onthe handletterlngf-"'
of scribes— you can imagine a wedge -tipped pen held in the hand.
Oldstyles always have serifs (see the call-out below) ; and the serifs of
lowercase letters are always.at an angle (the angle of the pen). Because of
that pen, all the curved strokes in the letterforms have a transition from
thick to thin, technically called the “thick/thin transition” This contrast
in the stroke is relatively moderate, meaning it goes from kind-of-thin

to kind-of-thicker. If you draw a line through the thinnest parts of the_
“curved strokes, the line is dlagonai Thls is’ called the stress— oldstyle'_
__'type has a dragonal stress ' o '

Serif (pronounced
“sairiff,” not

“suh reef”)
Diagonat Serifs on lowercase
letters are slonted

Ol ﬁtyle

Moderate thick/thin
transition in the strokes

Goudy Palatino Times

Baskerville Garamond

Do these faces all look pretty much the same to you? Don't worry—they look
the same to everyone who hasn'’t studied typography. Their “invisibility” is

exactly what makes oldstyles the best type group for extensive amounts of -

Lo For s T mceim sm s sramaers Jer v vmcr o] cdian resact et e e vt bmrc b inm ot et =l A

TEN : CATEGORIES OF TYPE@

Modern

- Oldstyle faces rephcated the humanist pen stokes. Butas hlstory rnarched_ .
on, the structure of type changed. Type has trends and succumbs to
lifestyle and cultural changes, just like hairdos, clothes, architecture,
or language: In the 1700s, smoother paper, more sophisticated printing-
techniques, and a general increase in mechanical devices led to type '
becoming more mechanical also. New typefaces no longer followed
the pen in hand. Modern typefaces have serifs, but the serifs are now
horizontal instead of slanted, and they are very thin. lee a steel bridge,
the structure is severe, with a radical thlck/thm transition, or contrast,
in the strokes. There is no evidence of the slant of the pen; the stress is
perfectly vertical: Moderns tend to have a cold, clegant Iook

Vertical stress Serlfs on lowercaose letters
cxre thin and horizontal

M (' d [.“ Bodoni Poster Compressed

Radical thick/thin transition
in the strokes

Bodoni Times Bold (nyx
Didot, Bold Walbaum

Modern typefaces have a striking appearance, especially when set very
large. Because of their strong thick/thin transitions, most moderns are not
good choices for extended amounts of body copy—the thin lines almost

Adicannear the thirk linee are nromitent and the affort A Fhe nace ic callad
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Slab serif

Along with the industrial revolution came a new concept: advertising.
At first, advertisers took modern typefaces and made the thicks thicker.
You've seen posters with type like that—from a distance, all you see are
vertical lines, like a fence. The obvious solution to this problem was
to thicken the entire letterform. Slab serifs have little or no thick/thin
transition.

This category of type is sometimes called Clarendor, because the typeface
Clarendon (shown below) is the epitome of this style. They are also
called Egyptian because they became popular during the Egyptomania
craze in Western civilization; many typefaces in this category were given
Egyptian names so they would sell (Memphis, Cairo, Scarab).

Serifs on lowercase letters are Vertical
honzontai and thick slab stress

Clarendon

Very little or no thick/thin transition,
or contrast, in the strokes

Clarendon Memphis

New Century Schoolbook
Silica Regular, Light, Black

Many of the slab serifs that have a slight thick/thin contrast (such as

Clarendon or New Century Schoolbook) are very high on the readability -

scale, meaning they can easily be used in extensive text. They present an

TEN : CATEGORIES OF TYPE

Sansserif

The word “sans” means “without” {in French), so sans serif typefaces are
those without serifs on the ends of the strokes. The idea of removing the
serifs was a rather late development in the evolution of type and didn’t
become wildly successful until the early part of the twentieth century.

- Sans serif typefaces are almost always “monoweight,” meaning there is

virtually no visible thick/thin transition in the strokes; the letterforms
are the same thickness all the way around.

Also see the following page fdr important information on sans serif.

No serifs No stress becguse
anywhere there’s no thick/thin

S serl

Franklin Gothic

No.thick/thin transition
in the strokes

Proxima Nova  Formata
Folio  Shannon Book, Bold |
Bailey Sans, Bold  Syntax

If the only sans serifs you have in your font library are Helvetica/ Ariaiilland
Avant Garde, the best thing you could do for your pages is invest in a sans

- serif family that includes a strong, heavy, black face. Each of the families
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Most sans serifs are monoweight, as shown on the preceding page. A very
few, however, have a slight thick/thin transition. Below is an éxample of
Optima, a sans serif with a stress. Faces like Optima are very difficult to
combine ona page with other type—— they have similarities with serif faces
in the thick/thin strokes, and they have similarities with sans serifs in
the lack of serifs. Be very careful when working with a'sans like this.

Sans serif .

Optimao is an exceptionally beautiful typeface, but you
must be very careful about combining it with other
faces. Notice its thick/thin strokes. It has the classic
grace of an oldstyle (see page 154}, but it's a sans serif.

MAKES YOU*THINK ABOUT
YOUR IMMORTALITY.

P. FHILIP DAVIES

Here you see Optima (the smaller text) combined
with Tabitha. Tabitha's spunky informality is a
nice contrast with Optima’s classic grace.

TEN " CATEGORIES OF TYPEE

SCI‘lPt

' The scrlpt category mcludes aH those typefaces that appear to have been

‘handlettered with a calligraphy pen or brush, or sometimes with a pencﬂ
ortechnical pen. This category could easﬂy be broken down into scripts
that connect, scripts that don’t connect, scripts that look like hand
printing, scripts that emulate traditional calligraphic styles, and so on.
But for our purposes we are going to l_ump them a_ll into one, po_t.‘

M brid Nty Serp-
Yountain Pen L., At
Coddail Shaleer

Scripts are lilkke cheesecake—they should be used sparingly so nobody gets
sick. The fancy ones, of course, should never be set as long blocks of text
and never as all caps. But scripts can be particularly stunning when set
very large—don’t be a wimp!




DESIGNING WITH TYPE : TEN | CATEGORIES OF TYPEm

Decorative _Be consc1ous

Decorative fonts are easy to identify —if the thought of reading an entire S To use type effectwely, you have t0 be conscious, By that I mean you
book in that font_makés you wanna throw up, you can probably put it in must keep your eyes open, you must notice details, you must try to state
the decorative pot. Decorative fonts are great—they're fun, distinctive, the problem in words. Or when you see something that appeals to you
easy to use, oftentimes cheaper, and there is a font for any whim you strongly, put into words why it appeals to you.

wish to express. Of course, simply because they are so distinctive, thel.r Spend a few minutes and look through a magazine. Try to categorize

the typefaces you see. Many of them won't fit neatly into a single pot,
‘but that’s okay—choose the category that seems the closest. The point

JUNIPER THE NALL Tabitha b oyt i e
oasHonry SIJSTHL Blue Island

_ o S g Little Quiz #3: Categories of type

l’-A JITA S@ J\;K i E II Draw lines to match the category with the typeface!

When using a decorative typeface, go beyond what you think of as its initial L o ;
impression. For instanice, if Pious Henry strikes you as informal, try using it Oldstyle . A-l- T"E RODEO
in a more formal situation and see what happens. If you think Juniper carries :

use is limited.

a Wild West flavor, try it in a corporate setting or a flower shop and see what :
happens. Depending on how you use them, decoratives can carry obvious j Modern ngh Society
emotions, or you can manipulate them into carrying connotations very ' :

different from your first impression. But that is a topic for another book.

Slab serif @0@ 8%4% ffgw WM

TUJHYS |S u | sasserit ~ As [ remember, Adam .

YBS Br 3 Script The enigma continues
! S arund.-
Wisdom sometimes benefits from the Decorative lt:s your attitUde
use of decorative fonts. ‘
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Little Quiz #4: Thick/ thin trans1t10ns
' Do the following typefaces have::

A moderate thlck/thln trans1t10ns o
B radlcal th1ck.v’th1n tran51t10ns '

C no (or negl1g1ble) thick/thin transitions

Giggle Jiggle

A B C A B C

Diggle Piggle

A B C : AB C-

Higgle Wiggle

A B C~ A B

TEN : CATEGORIES: OF TYPEE

Little Quiz #5: Serifs

Do the lowercase ietters in the examples below have:_ |
'A thin, horizontal serifs '
B thick, slabby [hint] horizontal serifs -
C no serifs

D slanted serifs

Diggle Riggle

A B CD A BCD

Figgle DBiggle

A B CD A B CD

Miggle Tiggle

A B CD A B CD




DESIGNING WITH TYPE

Summary

"I can't stress enough how 1mportant itis that you become conscious of
these broad categories of type. As you work through the next chapter,
it will become clearer why this is 1mportant :

A simple exercise to continually hone your visual skills is to collect
samples of the categories. Cut them out of any printed material you
can find. Do you see any patterns developing within a broad category?
Go ahead and make subsets, such as oldstyle typefaces that have smail
x-he1ghts and tall descenclers (see the example below). Or scripts: that
are really more like hand prmtmg than, cursive handwrltmg Or extended
faces and condensed faces (see below). It is this visiial awareness of the
letterforms that will give you the power to create mterestmg, provocatwe,
and effective type combinations. :

Ascenders are the parts of letters
that are taller than the x-height.

The x-height is the height of the
main bedy of the lowercase letters.

Bernhard q
30 pomt LL
Descenders are the parts of letters

Baseline. that are below the baseline (the

Wy

invisible line on which the type sits).

Notice the x-height of Bemhard as compared to Eurostile, below—look at
the x-height in relation to the ascenders. Bernhard has an unusually small
x-height relative to its ascenders. Most sans serifs have large x-heights.
Start noticing those kinds of details,

Eurostile BOId 18 pomt Bernhard 18 polnt
Eurostile Bold Extended
Eurostile Bold Condensed

Extended typefaces look stretched out; condensed typefaces appear to be
squished. Both are appropriate in certain circumstances.

This chapter focuses on the topic of combining
pages describe the various ways type can be con
specific examples, and at the end of this sectionare’ i :
principles of contrasting type on your pages. Type contrast is not only for
the aesthetic appeal, but also to enhance the communication.

d. Each page

A reader should never have to try to figure out what is happening on the
page —the focus, the organization of material, the purpose, the flow of
information, all should be recognized instantly with a single glance. And
along the way, it doesn’t hurt to make it beautiful!

These are the contrasts I discuss:

5.
Weight
Structue

RM
Dlrectlon

YA/ Y
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‘ A contrast of size does not always mean you must make the type lérgef_it -
. In which category just means there should be a contrast. For instance, when you see a small .
_ of type does this _ line of type alone on a large newspaper page, youare Compelled to read:

5
face belongs it, right? An'important part of what compels you is the contrast of Very .
small type on that large page.

_A contrast of size 1s falrly obvious: b1g type versus little type To make
a contrast of size work effectively, though, dow’t be a-wimp. You cannot
_contrast 12-point type with 14-point type; most of the time they will
simply conflict, You cannot contrast 65-point type with 72-point type.
- If you're going 't_o contrast two typographic elements through their size,
- then do it. Make it pbviou:s_—d_q_n’t let people think it’s a nii_st_ak__e._--_ o

t. If you came across this full page
~ in a newspaper, would you read
. that small type in the middle?

= Contrast does that.

Huba e mode ock!

HEY, SHE'S CALLING YOU A LITTLE

s {curmirure dok Al duss el ;

rep rohend evit in volup  ¢xcepter sint occaccat cu-

e el st moles ioson | pid at mon provident, simdl

it cempor, Sirt in culpa qui of

. jat nulla pari ficia descrunt aliquan erat
stoodia  vahupat, Lorem ipsm doloz
ismissimm gl S, amet, consectetur adip

e .

scing el diam na nnumy.

Decide on the typegraphic element that you want seen as a focus. :
Emphasize it with contrasts. B T T RS R

I N C 0] R P o] R A T E D

Totume 1 » amber | ey R0 Sometimes the contrast of big over little can be overwhelming; it

) - : can overpower ihe smaller type. Use that to your advantage. Who
Ofte'] other tgpogmph'c elements have 1o be there, bu? ' _ wants to notice the word “incorpeorated” anyway? Although it's
aren’t really that |mp0rﬁunt to the general reading publz'c. ' small, it's certainly not invisible so it's there for those who need it, -
Make them smail. Who cares what the volume number is? - .

if someone does care, it can still be read. 1t'$ okay not to
set it in 12-point type!
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Over and over again | have recommended not to use all caps. You probably
use all caps sometimes to make the type larger, yes? Ironically, when type
is set in all caps, it takes up a lot more space than the lowercase, so you
have to make the point size smaller. If you make the text lowercase, you
can actually set it in a much larger point size, plus it’s more readable.

_ Thls title is in 20-point type. That's the largest size
| can use in this space with all caps.

Mermaid Tavern

. Silica Bold
- WVmﬂg’ Wrledivm.

By making the title lowercase, | could enlarge it to 28-point
type, plus stili have room to make it heavier.

typefaces

ELEVEN : TYPE CONTRASTSE

Use a contrast of size in unusual and provocative ways. Many of our
typo graphic: symbols, such as numbers, ampersands, or fquotation marks,
are very beautiful when set ‘extremely large. Use them’ as. decoratwe
elements in a headline or a pull quote, or as repetltwe elements through-

out a publication.

An unusual contrast of size can become a typefaces =~
graphic element in itself—handy if you are Lgexifar Regailag
limited in the images that are available for (Zanaiba: Kogulae
a project.

Travel Tips

Take twice as much money
as you think you’ll need.

Take half as much clothing
as you think you’ll need.

Don’t even bother taking all
the addresses of the people

who expect you to write. - opefaces
Bodoni FPoster
*. Baner Bodoni Reman




EJrESIGNING WITH TYPE

In which
category of
tupe does this
face belong?

The weight of a typeface refers to the thickness of the strokes. Most type
famnilies are designed ina variety of weights: regular, bold, perhaps extra
bold, semibold, or light. When combining weights, remember the rule:
don’t be a wimp. Don't contrast the regular weight with a semibold—go for

- the stronger bold. If you are combining type from two different families,
one face w111 usually be bolder than the other—so emphasize it.

'Most of the typefaces that come standard with your personal computer

are missing a very strong bold in the family. I heartily encourage you
to invest in at least one very streng,, black face. Look through online
type catalogs to find one. A contrast of weight is one of the easiest and
most effective ways to add visual interest to a page without redesigning
a thing, but you will never be able to get that beautiful, strong contrast
unless you have a typeface with big, solid strokes.

Formata Ligh‘[ These are examples of
Formata Regular the various weights that
Formata Medium usually come within

a family. Notice there
is not much contrast
of weight between
the light and the next

Formata Bold

Silica Extra Light ~ weight (variously called
Silica Regular regular, medium, or
Silica Bold bock).
Silica Black Nor is there a strong
contrast between the
. semibold weights and
Garamond Light the bolds. If you are
Garamond Book going tc contrast with
weight, don't be a
Garamond Bold .

wimp. If the contrast
Garamond Ultra is not strong, it wilt look

like a mistcke.

ELEVEN

ANOTHER NEWSLETTER

TYPE CONTRASTS

Another Newsletter

Headline
Lotem ipsum dofor sit
smel, consectelur afips

" ying lit, diam nonmumy
eiusmod tempor incidunt
ut Jobore et dolore nopna
sligoam erat valupat AL
enim ad minimim veniami
quis noslrud exercitation
ullameorper suseripit
Labaris nisi ut slguip cxea
commoda cansequat.

Another Headline
Duts autern ol eum irvre
dolor in reprcheadeit in
voluptate velit ossc mol-
zrutic son conswaual, vel
illum dolore en guiat nalla
pAFiaur, AL VEIo csos o
accusam et juslo odio dis-
nissim qui blandit pracseat
tupatun delenit aigue duos
dolor ct.

Melestuis exteptur sint
occaceat cupidat nan
provident, simil tempor.

Sit in culpa qui afficiu
deseruat oliquan crat
~valupst. Lorem ipsum
dolor sit amel, conses
tetur adipscing olit, dizm
avnnumy elosmod ter
por incidunt ut [ohers

First subhaad

Tt dolore napna aliquam
crat volupal. AL enim ad
minimim veni ami quis
nostrud exer citation
wllameoper sus eripit
Tabaris nisi ut 7] guip ex
s commodo cansequat.
Duis aulem ef eum irure
dolor in vep cohead erit in
voluptate velit csse moles.
1aic son conswagual, vel
illam dolors en fuiat
nalla pariatur. At vero

£505 ck accusam el justa
odio disnissim qui blan
dit praeseat lpatun dek
cnit sigac duns dolor et
molestals execptur sint el

Baadllnu

Lorcm ipsum dotes sit
wmet, tobseceir adips
cing <lit, diam nonoumy
eiusmod tempor incidunt
ut labare ot dolore nagna
aliquam crat voluput At
enit od minimim venizmi
quis npstrud excrcitation

Sirtin culpa qui officia

" deserunt stiquun erat

volupat. Lorem: ipsum -
dalor it amet, consec
ehr adipscing <lil, diam
nonaumy eiusmod lem
por incidunt ut Iobore

ﬂ.nil subhead

Inboris s u alquip exea
commodo consequt.

Another Headline
Iruis autem el eurt iture
dolar In reprehenderit in
voluptule velit esse mol-
eratic son conswauat, vl
illum dolose en guiat nulle
paristur. At vera esos et
gecusam ct jusio odin dis-
nissim qui blandit pracsent
tepatum delenit aigus duns
doleret.

Malestais oxecptut sint
occaccat cupida non
provident, simil tempar.

aliquam
erai volupat, At chim ad
miaimio vent ami quis
nostrud exer cilation
ullarneorper sus eripit
Izbosis nisi ut a1 quip ex
+a commado consegual.

Duis autem €l eym inure
dolor s rep rehend orlt in
voluptate velit esse males
aie son conswquat, vel
ithum dolore en puiat
nulfa pariatr, A¢ vera
c30s ¢l accusam cf juste
edio disaissim qui blan
dit pracsent lupamm del
enit aigue duos dolor <t
molestais exeeplur sint

cum irure dolor 1n tepre-

Remember these examples iri the first part of the book?
On the left, | used the fonts that come with the computier;
the headlines are Helvetica (Arial) Bold, the body copy is
Times Roman Regular.

On the righs, the body copy is still Times Reman Regular, but { used
d heavier (stronger weight) typeface for the headlines (Aachen .
Bold). With just that simple change—a heavier weight for contrasi—
the page is much more inviting to read. {The title is also heavier
and is reversed out of a black bhox, adding contrast.)

Mermaid Tavern

Remember this example from the previous page? By setting
the company name in lowercase instead of all caps, | could
net only make the type size larger, but | could make it heavier
e wnll thie adding maore contrast and vieual interest to the




DESIGNING WITH TYPE

Not only does a contrast of weight make a page more attractive fo your
eyes, it is'one of the most effective ways-of organizing information. You
do this already when you make your newsletter headlines and subheads
holder. So take that idea and push it a little harder. Take a look at the table
of contents below; notice how you instantly understand the hierarchy of
information when key heads or phrases are very bold. This technique is
also useful in an index; it enables the reader to tell at a glance whether
an index entry is a first-level or a second-level entry, thus eliminating
the confusion that often arises when you're trying to look up something
alphabetically. Look at the index in this book (or in any of my books).

Contents : ' | Contents

Intreduction............ e —— o INtroduction .......coovvvveeereeiienieeen 9
Furry Tells.......oooooiviin 17 Fursy Tells...
Ladle Rat Rotten Hut................ 19 Ladle Rat Rotten ]—{ut
Guilty Looks............... UUPTTTT 21 v Guilty Looks.........ccoooenne. »
Center Alley..............ooviin 27 Center Alley............... perrreeeran
Noisier RAMIS. .cooocroieerresceeess 33 NOTSIEF RAMS .......ovrnieereieneen 33
Marry Hatter Ladle Limb ... 35 oo Marry Hatter Ladle Limb.......... 35
. Sinker Sucker Socks Pants........ 37 S Sinker Sucker Socks Pants......... 37
ERErvescent ...ccoovverveeeereeerns .39 : EFervescent .......oceeeeereceenner. 19
Qiled Mudder Harbored ........... 40 Oiled Mudder Harbored ....... . 40
Fey-Mouse Teils.... ... Fey-MouseTells __..........
Casing Adder Bet ... Casing Adder Bet.
Violate Huskings. Violate Huskings..
Lath Thing Thongs! Lath Thing Thongs! ...
Fryer Jerker.... Eryer Jerker

Hormone Derange................ .59

Hormone Derange ...

Bu making the chapter headings bolder, the important information
is available at a glance, and there is also a stronger attraction:
for the eye. Plus it sets up « repetition (one of the four main
principles of design, remember?). | also added a tiny bit of space
abeve each bold heading so the headings would be grouped
more ciearly with their subheadings (principle of proximity,
remember?}.

ELEVEN : TYPE CONTRASTS

If you have a very gray page and no room to add graphics or to pull
out quotes and set them as graphics, try setting ey phrases in a strong
bold. They will pull the reader into the page. (If you use abold sans serif
within serif body copy, you will probably have to make the bold sans
serif a point size smaller to make it appear to be the same size as the
serif body copy.)

Wants pawn term florist, an yondernar  taught temb shelf,
dare worsted ladle  sorghum-stenches, Oil tickle shict court
gull hoe lift wetter  dun stopper torque  tutor cordage offer
murder snner ladle  wet no strainets! groin-murder. Oil
cordagebonoritch of Hoo-cake, murder,  ketchupwetterlelter,
ferlodge, dock, florist.  resplendentLadleRat  and den—Q borel

Diskladlegnllorphan  RottenHub,andstut-  Soda wicket woof
worey putty ladle rat  tered oft oft. Honor  tucker shirt court,
click wetter ladle mt  wrote tutor cordage  an whinny retched a
hut, an fur disk raisia. offer groin-murder, cordage offer groin-
pimple calder Ledle Ladle RatRottenHur murder, picked
RatRotten Hut. mitten anomalous  ioner windrow, an

Wants pawa term  Dundaily-doilyinner  wicket wonf, butter
dace woested ladie Horist, an yondernor  tauglht tomb shelf,
gull hoe lift wetter sorghum-stenches, Ol Hekle shirt court
marder inner Jadle dun stopper lorque  futor cordage oifer
cordage honor itch  wetno strainers! groln-murder. Oil
offerlodge, dock, flo-  Hoe-coke,mueder,  ketchupwetter letter,
st Disk ladle gull resplendentladleRat  and den—O bore!

etphan wemy pretty  Rotten Hue, and stat- Soda wicket wool
ladle rat cluck wet- tered oft oft. Honor  tucker shirt court,
ter ladle rat hut, an wrote tutor cordage  an whinoy retched a
firr disk caisin pimple  offer groin-murder, cordage offer groin-
colderLadle RatRot- Ladle RatRotenHul murder, picked

SRS S SR s s e

Wan moaning woof Wail, wail,wail, sore debtor pare oil ten Hut, mitten anomalous inner windrow, an
Ladle Rat Rotten set diskwicket woof, worming worse lion : Wan moaning waof, Wailywail wail, sore debtor pore oil
Hut's murder colder EvanescentLadleRat  inner bet. Ladle Rat Rotten set disk wicket woof, worming wouse lion
inset. Rotren Hut! Wares Inaer flesh, disk Hut's mutder colder  EvanescentLadleRat  inncrbet

Ladle Rat Rotten  are putty ladle gull  abdaminal woof 3 inset. Rotten Hut! Wares Inner flash, disk
Hut, Beresy ladle  goring wizard cued  lipped honor bet, . Ladle Rat Rotten are putty ladle gull abdominal woof
bsking winsome ladlebasking? paunched honer pore £ Hut, heresy lagle goring wizard cued | lipped honoer bet,
burden barter an  Armor goring olworminganygar- bsking winsome ladlebasking? paunched honorpore
shirkee cockles. Tick  tumor oiled groin- - bled erupt. Dendisk . - burden barter an  Armor goring oil worming, any
disk ladle basking murder's, reprisal ratchetammomolpot £ shirker cockles. Tick  tumar oiled groin-  garbled erupt. Ben
tutor cordage offer  Jadlegull. Gmmmars  henorgroin-murder’s e disk ladle basking murder's, reprisal digh ratchet am-
groin-surder hoe  seeking bet. Armor  nut cup an grat-gun, tutor cordage offer ladlegull. Grammar's  smonok pot honor
lifts honor udder sit  ticking arson birden . any curdled opeinner (9 grein-murder hoe secking ber. Armor  groin-murder's aut
offer florist. Shaker barter an shicker bet, paunched honor i lifts honor udder sit  ticking arson burden * gup an gnat-gun,
lake! Dun stopper  cockles. pore il worming, S offer fiorist. Shaker barter an shirker anycurdled opeinner
hundry weote! Den O hoe! Heifer any garbled ermpt. g lake! Dun stopper cockles, bet, paunched honor
stapper peck floors!  gnats woke, setier  Innerledlewile, Ladle - laundry wrote! Dun O hoe! Heifer poreoilwormingany

Dundaily-doilyinner  wicket woof, butter  Rat Rotten Hata raft - stapper peck floors!  goats woke, setber. pasbled erupt Inner

A completely gray page may discourage a casudl reader from perusing
the story. With the contrast of bold type, the reader can scan key peints
and is more likely to delve into the information. '

{Sometimes, of course, what a recder wants is o plain gray page. For
instance, when you're reading a book, you don't want any fancy type
tricks to interrupt your eyes—you just want the type to be invisible. ™~
And some magazines and journals prefer the stuffy and formal look

of a gray page because their audience feels it imports a more serious
impression. There is ¢ place for everything. Just make sure the look ycu
are creating is conscious.)




EJpESIGNING WITH TYPE ELEVEN : TYPE CONTRASTS

: In.:VhiCh " Did you read The Mac is not a typewriter or The PC is not a typewritef?'}'
r l I c l I re ?;ngdoc;isothis (If you haven't, you should.) In that bookI state you should never put
face belong?

two sans serif typefaces on the same page, and you should never put two

The structure of a typeface refers to how it is built. Imagine that you
were to build a typeface out of material you have in your garage. Some
faces are built very monoweight, with almost no discernible weight shift
in the strokes, as if you had built them out of tubing (like most sans
serifs). Others are built with great emphasis on the thick/thin transitions,
like picket fences {the moderns). And others are built in-between. If
you are combining type from two dlfferent famlhes, use two famzhes
with different structures. : '

Remember wading through all that stuff earlier in this section about
the dlfferent categories of type? Well, this is where it comes in handy.
Each of the categories is founded on similar structures. S0 you are well
on your way to a type solution if you choose two or more faces from
two or more categories.

Ode Ode Ode o=

name each of

the typeface
Ode Ole  Ode ==
: represented here

{one category

Ode Ode Ode =

If not, re-read

that section

Ode Ode Ode i
e e simple concept is

very important.

Structure refers to how a letter is built, and as you
can see in these examples, the structure within each
categery is quite disiinctive.

Robin’s Rule: Never put two typefaces from the
same category on the same page. There's no way
you can get around their similarities. And besides,
you have so many other choices—why make life
difficuli?

serif typefaces on the same page—until you have had some typographic
training. Well, this is your typographic training—you are now qualified
and licensed to put two sans serifs or two serifs on the same page.

The law is, though, that you miist pull two'fices from two different
categories-of type. That is, you can use two serifs as long as one is an
oldstyle and the other is a modern or a slab serif. Even then you must
be careful and you must emphasize the contrasts, but it is perfectIy
possible to make it work.

Along the same line, avoid setting two oldstyles on the same page—they °

"have too many similarities and are guaranteed to conflict no matter what

you do. Avoid setting two moderns, or two slabs, for the same reason.
Avoid using two scripts on the same page. -

| {
You can t let There are five different

' typefaces in this one little
the SeedS quote. They don’t look 00

bad together because of -
sSstop youL one thing: they each have
a different structure; they

from enj oying , are each from a different

z j category of type.




DESIGNING WITH TYPE

At first, different typefaces seem as indistinguishable as tigers in the zoo.
So if you are new to the idea that one font looks different from another,
an easy way to choose contrasting structures is to pick one serif font
and one sans serif font. Serif fonts generally have a thick/thin contrast in
their structures; sans serifs generally are monoweight, Combining serif
with sans serif is a time-tested combination with an infinite variety of
possibilities. But as you can see in the example below-left, the contrast of
structure alone is not strong enough; you need to emphasize the difference
by combining it with other contrasts, such as size or weight.

iah - _h?;_'_
o S —sans serif
thick/thin—V'S. Serif g«

'You can see that the contrast

of structure alone is not enough
to contrast type effectively.

Oiled Mudder Harbored
Oiled Mudder Harbored
Wen tutor cardboard

. Toe garter pore darker born.
Bud wenchy gut dare
Door cardboard worse bar
An soda pore dark hat known.

R B

As the example above shows,
the comizination of typefaces
with two different structures is
not enough. It's still weak—the
differences must be emphasized.

7]
=,
—

sans serif vs. v —

TIENTR

But when you add the element
of size—voild! Contrast!

Oiled Mudder Harbored

QOiled Mudder Harbored

Wen tutor cardboard

Toe garter pore darker born.
Bud wenchy gut dare

Door cardboard worse bar

An soda pore dark hat known.

T " el
B e e P e

See how much better this looks!
Adding weight to the title highlights
ihe difference in the structure of the
two typefaces—and strengthens
the contrast between the two.

ELEVEN : TYPE CONTRASTS

Setting two sans serifs on one page is always difficult because there is

only one structure—monoweight. If you are extraordinarily clever, you

might be able to pull off setting two sans serifs if you use one of the rare
ones with a thick/thin transition in its strokes, but I don’t recommend
even trying it. Rather than try to combine two sans serifs, build contrast
in other ways using different members of the same sans serif family. The
sans serif families usually have nice collections of light weights to very
heavy weights, and often include a compressed or extended version (see
pages 182—185 about contrast of direction).

Your : Look two serifs together! .
- o - Bui notice each face has
attitude a different structure, one
1s your from the modern category

MAXIMIZE

your options,
she said with a smile.

{Bodoni) and one from
the slab serif (Clarendon).
| also added other
contrasts—can you

name them?

Here are two sans serifs together,
but notice | combined a mono-
weight sans (Imago) with cne of
the few sans serifs that has a thick/
thin transition in its letterforms
(Cotoris), which gives that sans a
different structure. 1 also maximized
the contrasts by using Imago in all
caps, larger, bold, and roman.

And here are three sans serifs
working well together. But these
three are from the same famity,
Universe: Ultra Condensed,
Bold, and Exira Black. This isj
why it's good to own ot least
one sans serif family that has

1 ot ok A femr et €£mmvmilir Fr b re




Il DESIGNING WITH TYPE

In which category
of type does this
face belong?

The forimof'a létte_;é-refefsf_tq: its'shapezCharacters may have the same
structure, but different “forms.” For instance, a capital letter “G” has
the same structure as a lowercase letter “g” in the same family. But their
actual forms, or shapes, are very different from each other. An easy

~way to think of a contrast of form is to think of caps versus lowercase.

G g The forms of each of these
capital letters (Warnock Pro Light
Disptay) are distinctly different
from the forms, or shapes, of the
A a lowercase letters. So caps versus
lowercase is another way to
contrast type.

This is semething you've probably

been doing already, but now,

heing more conscious of it, you

can take greater advantage of its
potential for contrast.

T
Q>

ELEVEN ! TYPE CONTRASTS j

In addition to each individual capital letterform being different from
its lowercase form, the form of the entire all-cap word is also different:
This is what makes all caps so difficult to read. We recognize words not
only by their letters, but by their forms, the shapes of the entire words.
All words that are set in capital letters have a similar rectangular form;
as shown below, and we are forced to read the words letter by letter.

You're probably tired of hearing me recommend not using all caps. I don’t

- mean never use all caps. All caps are not impossible to read, obviously.

Just be conscious of their reduced legibility and readability. Sometimes
you can argue that the design “look” of your piece justifies the use of all
caps, and that’s okay! You must also accept; however, that the words are -

not as easy to read. If you can consciously state that the lower readability -

is worth the design look, then go ahead and use all caps.

Every word in all caps has the same form: rectongulczr..

Caps versus lowercase (contrast of form) usually needs
strengthening with other contrasts. Size is the only other
contrast added in this example.




EJpEsiGNING WITH TYPE

Another clear contrast of form is roman versus italic. Roman, in any
typeface, simply means that the type stands straight up and down, as
opposed to italic or script, where the type is slanted and/or flowing.
Setting a word or phrase in italic to gently emphasize it is a familiar
concept that you already use regularly.

G g nerdette The first line is reman type;

the second line is ftalic.
They are both Brioso Pro;
G g nerdette their structures are exactly
' the same, but their forms
(shapes) are different.

Particularly notice that

Bef ar.ﬂ ung away “rue-drawn” italic {first ling)
is not simptly slanted roman
{second lin&). The true-drawn

Be fal” ﬂl,lﬂg &W&y italic letterforms have actually
been redrawn into different
shapes. Look carefully at the
differences between the g, 1,
a, g, and y (both lines use the
same font).

Be far fl U ng away Sans serifs faces usually

(not always) have “oblique”
versions, which look like the

Be far flung away letters are just tilted. Most
sans serif reman and oblique
forms are not so very different
from each other.

“Yes, oh, yes,” she éhirpe’d.
“Yes, oh, yes,” she chirped.

ELEVEN : TYPE CONTRASTS E:J

Since all scripts and italics have a slanted and/or flowing form, it 1s_'-
important to remember to never Combme two different italic fonts, or
two different scripts, or an italic with a script: Doing so will 1nvar1ably':
creatéa conﬂlct—there are too many similarities. Fortunately, it’s not
difficult to find great fonts to combine with scripts or italics.:

Lol Foard

" There is no shortcut.

R IR

So what do you think about these two tupefaces
together? Is something wrong? Does it make you twitch?
One of the problems with this combination is that both
faces have the same form—they both have a cursive,
flowing form. One of the fonts has to change. To what?
(Think cbout it}

Yes—one face has to change to some sort of roman.
While we're changing it, we might as well make the
structure of the new typeface very different also,
instead of one with a thick/thin contrast. And we

can make it heavier as well. '

Work Hard §

féewwmo/wufcut

typefaces
Clazme :
Goudy Oldstyle Italic




DESIGNING WITH TYPE

Direction

In which
category of
ype does
this face
belong?

" An obvious interpretation of type “direction” is type on a slant. Since
this is so obvious, the only thing I want to say is don’t do it. Well, you
might want to do it sometimes, but only do it if you can state in words
why this type must be on a slant, why it enhances the aesthetics or
communication of the piece. For instance, perhaps you can say, “This

-notice about the boat race really should go at an angle up to the right
because that particular angle creates a paositive, forward energy on the
page.” Or, “The repetition of this angled typé creates a staccato effect which

“emphasizes the energy of the Bartok composition we are announcing.
But please, never fill the corners with angled t}{'pe. . '

Tupe slonting upward fo the
right creates a positive energy.
Type slanting downward
creates a negative energuy.
Occasionally you can use
these connotations to gour
advantage.

Sometimes a strong re-direction
of type creates a dramatic

Amusing, Tantailzmg. and Educahve

dolor sitamet,

-
Q
Ol
al
Q
o
©
Q
Ql
79
Q
=
1|
o
N

comsecterur adips cing el
dism nonaumy ciusmod
tempoz incidunt ut labare
ctdolore nagnaaliquam ecar
volupat, Atedim adminimim.
veniami quis nos trud ex
ercitation ullameatper suz
cripit laboris misi ut alquip
eates commoda consequat.
Unexpected

Duis autem o ewn jrare
dalosin reprabenderit inveln

209 pevident, smultempa:
Sict in culps qui offlcia des
arunt aliquan crat volupat.
Lotem ipsuns dalor sit amet,
consec tetur adip scing efit,
diars o mumy clusmaod eem
oz incidunt ut lobore.
intriguing and
Contraversinf
Erdolore nagnaabiquam ecat
vulupat Atenim ad minimim
veni ami qu:s nostrud exer

P
conswaquat, vel iflm dolore
<n guiat nulls patiatur, At
vers sror et accnsam et justo
odto disnissim qui blandit
praesenty delenit ai

persuscripit
Yaborie nist ut al quip ex e

commodo eonsequat,
Duis autem el eum fruce
sholor in rep rehand erie in
it

vie duos dolor ct. Molestais

Dﬁﬂ\e\(hﬂads forthwith.

VOLUPTATE vuu- essE moles taie son conswguat, vel fllam

dolare en guiat.

Atverocsas et jsto

odio disnissim qui blan dit pracsent lopatut del enit aigue

duos dalor et mal estais exeeptur sint. El cum irure dolor in
rep rehend evit in valaplate, At enim ad minimis veaiami
quis nostrud ex erdtation nllameorper s crioit Tahars nict

impact or a unigque format—
which is a good justification
forits use. : ' '

ELEVEN : TYPE CONTRASTS

But there is anot er form of “direction.” Every element of type has a
direction, even though it may run straight across the page. A line of
type has a horizontal direction. A tall, thin column of type has a vertical
direction. It is these more sophisticated directional movements of type
that are fun and mterestmg to contrast. For instance, a double-page spread -

~ with a bold headline running across the two pages and the body copyina
- series of tall, thin columns creates an mterestmg contrast of direction. -

Exper-icnece

- teac hes

you to
recognize
a mistake -

when ' If you have a lgyout thot has
g the potential for a contrast

made it

again.

- youue of direction, emphasize it.

Perhaps use an extended
typeface in the horizontal
direction, and a tall typeface
in the vertical direction.
Emphasize the vertical by
adding extra lnespace, if .
appropriate, and narrower
columns than you perhags
originally planned on. |




DESiGNlNG WITH TYPE

You can involve other parts of your layout in the contrast of type direction,
such as graphics or lines, to emphasize or contrast the direction.

STAFF AND FACULTY

Lorem fpsum deler sit amet fur gravamstein, pro Bpsum dictrep amesterpan e plisoudd, tak droprelm em.

and bio
A Jittle hit A Jiile bit A Hivs hit -4 Thitde hiv A little bir Alrsle vit
abouk & Hfa, 2bout & I shout 4. life. about. & itke. uherat a Tife. abmt a Hfe.

WW&SWW TR

Long honzontats and totl th[n columns can be combined in an endless
variety of elegant laycuts. Alignment is a key factor here—strong visual
- alignments will emphasize and strengthen the contrasts of direction.

typefaces

ITC American Typewriter
Medium and Bold
MiniPics HeadBuddies:

50ck
and
buskin

In this example,
the direction of

shoes

that .
) the text provides g
inspire
counter-balance to
deama

a horizontal image.

ELEVEN : TYPE CONTRASTSES

In the example below, there is a nice, strong contrast of direction. But
what other contrasts have also'been employed to strengthen the piece?
There are three dlfferent typefaces in that arrangementmwhy do they .
work together? '

Also notice the texture that is created from the structures of the various
typefaces, their linespacing, their letterspacing, their weight, their size,
their form, If the letters were all raised and you could run your fingers over
them, each contrast of type would also give you a contrast of texture—you
can “feel” this texture visually This is a subtle, yet irhportant partof type.
Various textures will occur automatlcally as you employ other contrasts, '
but it's good to be conscious of texture and'its effect:

MARY SIDNEY

COUNTESS OF PEMBROKE ===

impetlent grief? Or

EF §TS$ BEEN whare shalt T unfold

my inwerd pain, that

=SAad E} AR my enniven bogrt may

" find relief?

ENSL;EM, To heavens? AR, they

alas the suthors ware,

Spend a few minutes” BALTY anc workera of my

i : unremedied wos: for
to put into words why A PYE oy oressowhssous
these three typefaces heppons nere, and they

BT Y =5, foresam, sat suffered

‘thisbe so.

work together.

Ty men? Ah, thay alag
like wretched be, and

If you chcose a modern

-in CI“. CGDS for the aibject to the heavane
. ordinancs: Bound to
headline, what would il wit sven tho
be a logical choice for . dooron, thalr hask™
? redregs is thelr bash

body text® outforanas,

Then to my self will ¥

H you had, instecd,
my SUrTOW Maurnm,
chosen a modern stnas nose alive ik
sorrowlul remains, and
typeface for the short R
quote, what would then shall back return, io
be a logical choice for £u shels sy wih

doutled palns.
the headline? |




EDESIGNING WITH TYPE

_ In which
category of

type does this

face belong?

Color is another term, like direction, with obvious interpretations. When
you're talking about actual color, remember to keep in mind that warm
colors (reds, oranges) come forward and command our attention. Qur
eyes are very attracted to warm colors, so it takes very little red to create
a contrast. Cool colors (blues, greens), on the other hand, recede from
our eyes. You can get away with larger areas of a cool color; in fact, you
need more of a cool color to create an effective contrast,

. Notice that even though
the name “Scarlett” is much

F I OREN‘ :E smaller, it competes with the
larger word because of the

“warm color.

Now the larger name in the
warm color overpowers the

FI OREN‘ :E smaller name. You usually
want to avoid this—or take

advantage of it.

t'f{t"' ?f{@i’?’L

Fl OREN( :E . Notice how the light blue
“Scarlett” almost disappears.

w2 P gy
Hocrwtof? g
To contrast with a cool color

F I OREN‘ :E effectively, you generally
_ ‘ need to use more of it.

ELEVEN : TYPE CONTRASTS

But typographers have always referred to black-a_i'ld-White type on a
page as having color. It’s easy to create contrast with “colorful” colors;
it takes a more sophisticated eye to see and take advantage of the color
contrasts in black-and-white.

In the quote below, you can easily see different “colors” in the black
and white text. '

“Color” is created by such variances as the weight of the letterforms, the
structure, the form, the space inside the letters, the space between the
letters, the space between the lines, the size of the type, or the size of
the x-height. Even within one typeface, you__can_e_reate different colors.

Just as the voice adds emphasis
to important words, so can type:
it shouts or whispers
by variation of size.

Just as the pitch of the voice adds
interest to the words, so can type:

it modulates by lightness
or darkness.

Just as the voice adds color to the
words by inflection, so can type:
it defines elegance,
dignity, toughness

by choice of face.

Squint your eyes

! and look at this. Get
" Used to considering

the different values

of blocks of text as

Jan V. White
: having “color”
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If you add some “color” to your heads and subheads with a stronger
weight, or perhaps set a quote, passage, or short story in an obviously
different “color; then readers are more likely to stop on the page and
actually read it. And that’s our point, right?

A light, airy typeface with lots of letterspacing and linespacing creates a
very light color (and texture). A bold sans serif, tightly packed, createsa
dark color (with a different texture). This is a particularly useful contrast
to employ on those text-heavy pages where there are no graphics.

Besides making the page more inviting to read, this change in color also |
helps organize the information. In the example below, it is now clearer
that there are two separate stories on the page.

A gray, text-only page can be very dull to look at and uninviting to read.
It can also create confusion: in the example below, are these two stories

related to each other?

Ladle Rat Rotten Hut . -

Wants pawn term dare worsted ladle
gull hoe lift wetter murder inner ladle
cordage honor itch offer lodge, dodk,
florist.  Disk ladle gull orphan worry
Putty ladle rat cluck wetter ladle rat hut,
an fur digk raisin pimple colder Ladle Rat
Rotten Hut.

Wan moaning Ladle Rat Rotten Hut's
murder colder [nset, “Ladle Rat Rotten
Hut, heresy ladie basking winseme
burden barter an shirker eockles. Tick
disk ladle basking tutor gotdage offer
groln-murder hoe lifts hener udder site
Gffer forist. Shaker lakel Dun stopper
{aundry wrote! Dun stopper peck floors!
Dun dally-dolly inner florist, an yander
nor sorghum-stenches, dun stepper
torque wet strainers!”

“Hoe-cake, murder! resplendent Ladle
Rat Rotten Hut, an tickle ladle basking
an stuttered oft. Honor wrote tutor
cordage offer groin-murder, Ladlc Rat
Fotten Hut mitten anomaleus woof.

“Watl, wail, waill® set disk wicket
woof, “Evanescent Ladle Rat Rotten Hut!
Wares ave putty ladie gull goring wizard
Tadle basking?”

“Armor goring tumor groln-murder’s;”
reprisal ladle guil "Grammar's secking
bet. Armar ticking arson burden barter
an shirker cackles

"0 hoe! Heifer gnats woke setter
wicket woof, butter taught tomb shelf,
Ol tickle shirt court tutor cordage
offer groin-murder. Cil ketchup wetter
lettes; an den—0 bore!™

Soda wicket woof tucker shirt court,
an whinay retched a cordage offer

groin-murder, picked inner windrow, an
sore debtor pore ofl worming worse lien
inner bet. Inner flesh, disk abdominal
woof lipped honar bet, paunched honor
pore oil worming, an garbled crupt.
Den disk ratchet ammonol pot honor
groin-murder’s nut cup an gnat-gun, any
curdled ope inner bet. .

Inner ladle wile, Ladle Rat Rotten Hut
a raft attar cordage, an ranker dough

Pall. “Comb ink, sweat hard!’ setter -

wicket woof, disgracing is verse. Ladle
Rat Rotten Hut entity bet rum, an stud
buyer groin-murder’s bet.

“0 Gmmmar!” ecrater ladle guoll
historically, *Water bag icer gutl A
nervous sausage bag icel”

“Battered Incky chew whiff, sweat
hard? setter bloat-Thursday woof, wetter
wicket small honors phase.

“0), Grammar, water bag noisel

A nervous sore Sutiwe anomalous

prognosis!”

“Bawtered small your whiff, doling,”
whiskered dele woof, ants mouse worse
waddling.

“C Grammar, water bag mouser gut!
A nervous sore suture bag mouse!"

Daze worry on-forger-nut ladle gulls
lest warts. Cil offer sodden, caking affer
carvers an sprinkling otter bet, disk
hoard-hoarded woof lipped own pore
Ladle Rat Rotten Hut &n garbled erupt.

Mural: Yonder nor sorghum stenches
shut ladle gulls stopper torque wet
strainers.

—H. Chace
Anguish Languish -

0Old Singleton

... Singleton stood at the doer with his face
to the light and his back to the darkness.
And alone in the dim emptiness of the
sleeping forecastle he appeared bigger,
colossal, very old; old as Father Time
himself, who should have come there
into this place as qulet as a sepulcher to
conterplate with patient eyes the short
victory of sleep, the conscler Yet he was
only a child of time, a lonely relic of a
devoured and forgotten generation. He
stood, still strong, as ever unthinking: a
ready man with a vast empty past and with
no future, with his childlike impulses and

< his man's passions already dead within his

tartooed breast.
—Jnseph Corrad

Ladle Rat Rotten Hut

Wants pawn term dare worsted ladle
gull hoe Tift wetter murder Inner ladle
cordage honer itch offer lodge, dock,

florist. Disk ldle gull orphan worry

Putty ladle rat chack wetter ladle mt hut,
an fur disk raisin pimple colder Ladle Rat
Rotten Hut.

Wan moaning Ladle Rat Rotten Hut's
murder cofder inset. “Ladle Rat Rotten
Hut, heresy ladle basking winsome
burden barter an shitker cockles. Tick
disk ladle basking tutor cordape offer
groin-murder hoe Kfts honor udder site
offer flarist. Shaker lakel Dun stopper
laundry wrote! Dun stopper peck floors!
Dun daily-deily inner florist, an yonder
naor  sorghum-stenches, dun  stopper
torque wet strainersI®
“Hoe-cake, murder; resplendent Ladle
Rat Rotten Hut, an tickle ladle baskinp an
stuttared oft, Honor wiote tutor cordage
offer groin-murder, Ladle Rat Retten Hut
mitten anomalous woof,

“Wail, wail, wall?" set disk wicket woof,

“Evanescent Ladle Rat Ratters Hut! Wares
are putty ladle gull poring wizard ladle
basking?”

“Armor goring tumor groin-murder’s”
reprisal ladle gull. “Grammar's seeking
bet, Armor ticking arsen burden barter
an shirker cockles”

“0 hoe! Heifer gnats woke setter
wicket woof, butter taught tomb shelf,

“Qil  tickle shirt court tutor cordage offer
grofn-murder. Oil keichup wetter letter,
an den—O bore!”

Soda wicket woof tucker shirt court,
an whinny retched a cordage offer

groin-murdes, picked inner windrow, an
sore debtor pare ail worming worse lion
inner bet. Inner fAesh, disk abdominal
woof lipped honor bet, paunched honor
pare il worming, an garbled srupt.
Den disk ratchet ammonol pot honor
groin-murder’s nut cup an gnat-gun, any
curdled ope inner bet.

Inner Iadle wile, Ladle Rat Rotten Hut
4 raft attar cordage, an ranker dougk ball.

“Comb ink, swaeat hard) setter wicket
woof, disgracing 5 verse. Ladle Rat
Rotten Hut entity bet rum, an stud buyer
groin-murder’s bet.

‘O Grammatr! coater  ladle  gull
historically, “Water bag icer gut! A
nervous sausage bag icel”

“Bartered lucky chew whiff, sweat
haed)” setter bloat-Thursday woof, wetter
wicket smail honors phase,

"0, Grammar, water bag noisel
A nervous sore suture anomalons
prognosist”™

“Battered small your whiff, doling’
whiskered dole woof, ants mouse worse
waddling,

“0 Gramimar, water bag mouser gut!
A nervous sore suture bag mausel”

Daze worry on-forger-nut ladle gull's
lest warts. Qil offer sodden, caking
offer carvers an sprinkling otter bet, disk
hoard-hoarded woof lipped own pore
Ladle Rat Rotten Hut an garbled erupt.

Mural: Yonder nor sorghom
slanchos shut Iadio yulls siepper
torqua wet sirainers,

—H. Chace, Anguish Languish

Old Singteton

- . - Singletan stood at the door
with his face to the light and his
back to the darkness. And alone in
the dim emptiness of the sleeping
forecastle ha eppa;red bigger,
aolpssal, very old; old as Father
Time himself, wha should hava
come thera into this pface as quiet
as a sepulcher to cuntémplate
with patient eyes the short
victory af sleep, the conscler.
Yet he was anly a chiid. of time,
a lonely refic of a devoured and
forgotten generstion. He stood,
still strong, as ever unthinking;
a réady man with a vast empty
past and with no future, with his
childlike impulses and his man's
passions akeedy dead within his

tattoned hreast., -—Joseph Conrad

This is the same layout, but with added “celor.” Alse, look again
at many of the other examples in this book and you'll often see
contrasting typefaces that create variations in color.

This might be a typical page in a newsletter or other publication.
The monotcnous gray d_oes not attract your eye; there's no
enticement to dive in and read.
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Below you see just plain examples of typeface color, without any of the:
extra little manipulations you can use to change the type s natural color. -

Below, notice how you can change the color in one typeface, one size,
with minor adjustments. As you can see, these minor ad;ustments can

also affect how many words fit into, a'space.

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming war
furry wicket an shellfish parsons,
spatially dole stop-murder, hoe dint
lack Center Alley an, infect, word

9 point Warnock Regular, 10.6
leading.

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns.
Daze worming war furry wicket
an shellfish parsons, spatially
dele stop-murder, hoe dint lack

9 point Warnock Bold, 10.6 leading.

This is exactly the same as the
example above, except itis the -
Bold version.

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming war
© furry wicket an shellfish parsons,
" spatially dole stop-murder, hoe dint
lack Center Alley an, infect, word
orphan traitor pore gull mar lichen

9 point Warnock Light, 10.6 leading.

This is exactly the same as the first
examgle above, except it is the
Light version of the font, not the
Regular.

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns.
Daze worming war furry wicket
an shellfish parsons, spatially
dole stop-murder, hoe dint lack

9 point Warnock Light,
13 leading, extra tetterspacing.

Notice it has a lighter color than the

example above (same font) due o
the extra space between the lines
(the leading) and the letters.

Center Alley worse jester pore
ladle gull hoe lift wetter siop-
murder an toe heft-cisterns, Daze
worming war furry wicket an
shellfish parsons, spatially dole
stop-murder, hoe dint lack Center

2 point Warnock Light Italic,
13 leading, extra letterspacing.

This is-exactly the same as the
one above, exceptitalic. It has
a different coler and texture.

“Most good type books display a. wide: variety of ‘typefaces in blocks -

of text so you can see the color and texture on the page. An excellent
type specimen book from a type vendor might show you each face ina
block of text for color comparisons, or you can make your own on your

computer.

Center Alley worse jester pore
ladle gull hoe lift wetter stop-
murder an toe heft-cisterns.
Daze worming war furry wicket'
an shellfish parsons, spasially
dole stop-murder, hoe dint lack -
Center Alley an, infect, word

Americgn Typewriter, 8/10

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming war
furry wicket an shellfish parsons,
spatially dole stop-murder, hoe dint
tack Center Alley an, infect, word
orphan traitor pore gull mar lichen
ammonol dinner hormone bang.

Imago, 8/10

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an toe
heft-cisterns. Daze worming war furry
wicket an shellfish parsons, spatially
dole stop-murder, hoe dint lack Center
Alley an, infect, word orphan traitor
pore gull mar lichen ammonol dinner
hormaone bang.

Photina, 8/10

Center A]ley worse jester Pa;w ladle gu]l hoe
Lift wetter E.I:upfmu_rcler an toc heft-cisterns.
Daze worming war fu_rry wicket an shellfish
parsons, spat.laHy dole stap- murc}er, hoe dint
lack Ccntcr Alley an, ml:ect word curphzm

. traitor pore guﬂ mart llchen ‘m‘mmnol chnner

l'mrmnne ]]aug

Bernhard Modern, 810

Center Alley worse jester pore ladle
gull hoe lift wetter stop-murder an
toe heft-cisterns. Daze worming war
furry wicket an shellfish parsons,
spatially dole stop-murder, hoe dint
lack Center Alley an, infect, word
orphan traitor pore gull mar lichen
ammeongel dinner hormone bang.

Memphis Medigm, 810

Center Alley worse jester
pore ladle gull hoe lift
webter stop-murder an
toe heft-cisterns. Daze
worming war furry wicket
an shellfish parsons,
spatially dole stop~murder,
hoe dint lack Center Alley

Eurostile Extended, 8/1Q
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Combine the contrasts

Don’t be a wimp. Most effective type layouts take advantage of more than
one of the contrasting possibilities. For instance, if you are combining two
serif faces, each with a different structure, emphasize their differences by
contrasting their form also: if one element is in roman letters, all caps, set
the other in italic, lowercase. Contrast their size, too, and weight; perhaps
even their direction. Take a look at the examples in this section again—each
one uses more than one principle of contrast.

For a wide variety of examples and ideas, take a look through any good
magazine. Notice that every one of the interesting type layouts depends on
the contrasts. Subheads or initial caps emphasize the contrast of size with
the contrast of weight; often, there is also a contrast of structure {serif vs.
sans serif) and form (caps vs. lowercase) as well.

Try to verbalize what you see. If you can put the dynamics of the relationship
into words, you have power over it. When you look at a type combination
that makes you twitch because you have an instinctive sense that the faces
don't work together, analyze it with words.

Before trying to find a better selution, you must find the problem. To find
the problem, try to name the similarities—not the differences. What is it
about the two faces that compete with each other? Are they both all caps?
Are they both typefaces with a strong thick/thin contrast in their strokes?
How effective is their contrast of weight? Size? Structure?

Or perhaps the focus conflicts—is the larger fype a light weight and the
smaller type a bold weight, making them fight with each other because each
one is trying to be more important than the other?

Name the problem, then you can create the solution.

i

ELEVEN : TYPE CONTRASTSE

Summary

This is a list of the contrasts I discussed. You might want to keep this
list visible for when you need a quick bang-on-the-head reminder.

jze Dontbe awimp.

®
Contrast heavy weights with light
weights, not medium weighls. -

Look at how the letterforms are
ruc ure built—monoweight or thick/thin.

Caps versus lowercase is a contrast
of form, as wetl as roman versus italic

or script. Scripts and italics have
similar forms—don’'t combine them.

Dircecction

Think more in terms of horizontal type versus tall, narrow columns of
type, rather than type on a slant,

Warm colors come forward; dool

colors recede. Experiment w1th the'
O r “colors” of black text.
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L1tt1e Quiz #6: Contrast orconflict L1tt1e Qu1z #'7 Dos and don’ ts _
“Look carefully at ‘each of the followmg examples Decide- whether the._- Rather than gwe You a hst of dos and don’ts, r m gomg to let you dec1de
“type cornbmatlons contrast effectlvely, orifthereisa conflict gomg on. S what should and should not be done Clrcle the correct answers

State why the combination of faces works (look for the differences),

or state why it doesn’t (look for the similarities). [Ignore the words

themselves—don’t get wrapped up in whether the typeface is appropriate 1 Do Don't  Usetwo scripts on the same page.
for its product, because that’s another topic altogether. Just look at the

Don’ ) ifs,
typefaces.] If this is your book, circle the correct answers. 2 De omt  Usetwo moderns, two sans serifs

two oldstyles, or two slab serifs on
the same page.

| contrasts . FANCY 3 Do Don't Add importance to one typographic

element by making it bolder, and to another

conflicts @EFF[LME on the same page by making it bigger.

4 Do Don't Use a script and an italic on the same page.

5 Do Don't If one face is tall and slender, choose

contrasts e,,//tpew.e/éa? Weoé another face that is short and thick.

- OG-PébD 6 Do Don't  Ifone face has strong thick/thin transitions,

conflicts
' choose a sans serif or a slab serif.
7 Do Don't If you use a very fancy decorative face,
MY MOTHER find another fancy, eye-catching typeface
contrasts to complement rt

This is an essay on why my Mom will

confiicts always be the greatest mother in the world. ' 8 Do Domt  Createatype arrrangement that is =
Un#il T tirn into a teena ger extremely interesting, but unreadable.

9 Do Dont Remember the four basic principles of

design when using any type in any way.

gontrasts FUNNY FARM . ' 10. Do Don't Break the rules, once you can name them.

conflicts Health Insurance

contrasts lotim PR RIS |t
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An exercise in combining contrasts

Here is a fun exercise that is easy to do and will help fine-tune your
typographic skills. All you need is tracing paper, a pen or pencil (the little
colorful plastic-tip markers are great for this), and a magazine or two.

Trace any word in the magazine that appeals to you. Now find another
word in the magazine that creates an effective contrast with the one you
just traced. In this exercise, the words are completely irrelevant—you are
looking just at letterforms. Here is an example of a combination of three
faces that I traced out of a news magazine:

The first word | traced was “Hawk.” Once
| did that, | didn’t even have to look at
any more sans serifs. “Rebate” has a very
different form from *hawk,” and | neeced -
something smatl and light and with a
market timerbig different struciure as a third face.

Trace the first word, and then make a conscious, verbal decision as to
what you need to combine with that word. For instance, if the first word
or phrase is some form of sans serif, you know that whatever you choose
next won't be another sans serif, right? What do you need? Put your choices
into conscious thoughts.

Try a few combinations of several words, then try some other projects,
such as a report cover, a short story on one page with an interesting title,
énewsletter masthead, a magazine cover, an announcement, and anything
else that may be pertinent to you. Try some colored pens, also. Remember,
the words don’t have to make any sense at all.

The advantage of tracing from magazines is that you have an abundance
of different typefaces that you probably don't have on your computer. Is
this going to make you lust after more typefaces? Yes.

Is all this making sense to you? Once you see it, it seems so simple, doesn't
it? It won't take long before you won't even have to think about the ways to
contrast type—you will just automatically reach for the right typeface. That
is, if you have the right typeface in your computer. Fonts (typefaces) are so
inexpensive right now, and you really only need a few families with which
to make all sorts of dynamic combinations—choose one family from each
category, making sure the sans serif family you choose contains a heavy
black as well as a very light weight.

And then go to it. And have fun!
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