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* Good morning, Mr. Friedman.

Your mission, should you choose to accept it,
is type relevancy. Learn the evolution of

from hand to screen and in-between, to
use it appropriately.
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SUMMARY

How do you get to be good at typographic design?
Practice.

Typefaces and type families number in the tens of
thousands. To help designers select just the right
typeface for a particular job, printers organized all of this
type into classifications based on visual characteristics
and historical relevance.

How do you get to the point where you can recognize
and expertly choose the right font for a project out of
the tens of thousands of typefaces out there? Start
small. Limit yourself to a small group of typefaces and
styles—fewer than 100. Look for both the obvious and
subtle defining characteristics of a single typeface. Use
that typeface in a design. Redesign the piece. Do it
again. Select another typeface. Use it in a design. Select
another and another—practice, practice, practice. Look
atand learn from the masters. Practice leads to smart
(and sometimes great) typographic design.

How to win awards in the Type Directors Club?

Practice for years.

X
X

X XXX

homc\Je +o FREDERIC GOvoy
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& PROJECTS

1. KNOW THY TYPE
INDIVIDUAL AGTIVITY

A. BUILD A TYPE TOOLKIT: Designing starts with and
requires great sensitivity to the individual parts, the
whole, and spaces in between letterforms—along

with the look and feel of the massed type. To gain
sensitivity and control in designing with type, build a“type
toolkit”—a limited selection of typefaces with which to
practice. By limiting the number of typefaces, you become
more intimately aware of the visual tone, texture, and
rhythm of type on the page and screen.

SUPPLIES: Access to professional typefaces such as
those distributed by ITC, Adobe, Emigre, etc.

COMPOSE AND SHARE RESULTS

- Select one or two typefaces in each major type

classification: old style serif, transitional, modern, slab
serif, sans serifs (humanist, geometric), a script, and
one display or decorative.

- Separate these typefaces from all others you may have
and practice designing only with those in the toolbox.

INDIVIDUAL ACTIVITY

B. TYPE PAIRS: Type design looks most professional when
more than one typeface is used to distinguish information
and set the visual tone and communication. Generally,

use one typeface for headers and another for running

text. Itis tempting to employ many typefaces (and styles).
More than three typefaces in a small document will start
to cause confusion. Practice type design by limiting to
complementary type pairs. Less is more.

SUPPLIES: Access to professional typefaces such as
those distributed by ITC, Adobe, Emigre, etc.

COMPOSE AND SHARE RESULTS
Think contrast for clarity. Pair two to three typefaces that
are complementary in form, style, and/or classification.

Suggestions include but are not limited to:
« 0Id Style serif + sans serif light

« script + geometric sans serif

« Modern + grotesque sans serif

- one Modern + a light humanist sans

- keepgoing. ..
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geometric shapes, 168
glyph, 38
glyph space, 117
gothic typefaces, 82-83
Goudy, Frederic, 16, 38,91, 100
Grandjean, Philippe, 14, 15
graphics
lines of type used as, 165
separating paragraphs with, 141
grid structure, 150157
breaking out of, 156
columnsin, 151, 154
creativity within, 155
elements contained in, 150
examples of designing, 152-153
exercises/projects about, 157
marginsin, 151
screen-based, 152

‘ ide of ‘
Griffo, Francesco, 8, 42 Qutsideof & QQ&

Gutenberg, Johannes, 7, 44

 book js @
H man’s best friend.
handmade typefaces, 89
handwriting, 3, 34, 65 &
ancawriing Inside of a dog,

hanging indents, 141
hatch marks, 41
height of type, 98
hierarchy, visual, 187, 188-189
hieratic cursive, 2
hieroglyphs,2 T —
Hische, Jessica, 25
history of type design, 2-27
ancient civilizations and, 2-5
distillation of form in, 21
Enlightenment age and, 15
European Renaissance and, 7-14
exercises/projects about, 27
Industrial Revolution and, 16-20
letterform unification in, 6
modern pluralism and, 23-26
personal computer and, 22
Hoefler, Jonathan, 8, 23
Hofmann, Armin, 196
hue, 173
humanist letterforms, 54
humanist revolution, 7

“,”00 dark toread. |

|

indents, 140

Indiana, Robert, 107
Industrial Revolution, 16
initial caps, 142-143
inter-letter spacing, 123
italics, 74

J

Jannon, Jean, 12
Jenson, Nicolas, 8
Jones, Alfred Garth, 85

K

kerning, 122-123

kerning table, 122,123
knowledge assimilation, 199
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L
Lanston, Tolbert, 16

metric kerning, 122
TR Meyer, Rudolf, 84
layout software, 150 /7 middle ground, 185, 186
lead type, 106, 133 ﬁ i Miedinger, Max, 16, 44
leading, 96, 98, 133-135" <§/ modern roman typefaces, 82-83

legibility, 101, 112 Mondrian, Piet, 26

Lenz, Anette, 185 Morison, Stanley, 8
letterforms, 32 Morla, Jennifer, 189, 196
anatomy of, 50-53 Morris, William, 8, 16
humanist, 54 Mosier, Eugene, 24

ornamental, 114-115
rational, 54 N

shapes of, 161, 169
space around, 116-117
strokes in, 54
unification of, 6

negative/positive shapes, 166
negative/positive space, 116
nuclear families, 77

K numerals, 41
lettering, 34
letterspacing. See tracking
Licko, Zuzana, 15, 22, 25, 45 0
ligatures, 38 Oberman, Emily, 155 T -
line breaks, 141 obliques, 74
lines old style roman typefaces, 82-83
spacing between, 98, 118, 133135 optical kerning, 122
visual element of, 164-165 organic shapes, 168
Linotype machine, 16, 18 ornamental letterforms, 114-115
Lobe, Sascha, 194 orphans, 124
loose leading, 135
loose tracking, 125 P
Lubalin, Herb, 21, 35, 45 Pannartz, Arnold, 8
: paragraphs
M alignment of, 138-139
Manutius, Aldus, 8, 10 drop or initial caps for, 142-143
margins, 151 separation of, 140-141
Matter, Herbert, 20, 21 spacing of, 118
McDermid, Dawnmarie, 107 parchment, 3
measuring type, 95-107 patterns of type, 177
exercises/projects on, 107 phonetic alphabets, 2
height and width, 98 picas, 97 M
line spacing, 133 picture plane, 184-186 -
origin of system for, 96 points, 97, 101 T
points and picas, 97 positive/negative shapes, 166
purpose considerations in, 103 positive/negative space, 116
readability considerations in, 101 Prins, Ralph, 84
text vs. display type, 101 proportions, 55
x-height, 99 proximity in design, 190
megafamilies, 77, 78-79 punctuation, 41

Mergenthaler, Ottmar, 16




R

radial balance, 195
rational letterforms, 54
readability, 101,113,134, 175
regular/roman type, 74, 82
Renaissance humanism, 7
Renner, Paul, 21, 44
repetition in design, 190, 191
rhythm, 187, 191
Robbins, Alan, 115
Rogers, Bruce, 8, 16, 100
roman type, 74, 82
Rosario, Marc, 26

ON MY PLANET, 1T

o= MEANS "HOPE."
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sans serif typefaces, 86-87, 89
saturation, 173
Scher, Paula, 25, 85, 107, 173, 191
Schmidt, Joost, 21
Schwartz, Christian, 24
screen-based design
grids for, 152
marginsin, 151
type colors for, 172
script typefaces, 86-87
semi-bold type, 74
Sepulveda, Stephen, 111
serifs, 58-60, 89
shapes of type, 166-169
geometric and organic, 168
human brain and, 169
language systems and, 161
positive and negative, 166
visual weight and, 193
similarity in design, 190
slab serif typefaces, 86-87
Slimbach, Robert, 8, 22, 24, 44
small caps, 41
smart quotes, 41
Smith, Erin, 121
Sochis, Reba, 164
Soffici, Ardengo, 159
spacing, 116-136
glyph, 117
kerning as, 122-123
line, 118, 133-135
paragraph, 118, 141

IT'S NOT AN S

positive/negative, 116

purpose of, 119, 120

tracking as, 124-126

word, 118, 130-131
Spiekermann, Erik, 44
stress (stroke axis), 54
stroke modulation, 54
styles

layout software, 150

type, 73-76
superfamilies, 77
swashes, 63, 64-65
Sweynheym, Konrad, 8
symmetrical balance, 194

T

terminals, 62-63

terminology of type, 30-47

text design, 111-147
captions used in, 144-145
color used in, 174-175
drop or initial caps in, 142-143
exercises/projects about, 146-147
grid structure for, 150-157
kerning in, 122-123
leading in, 133-135
legibility and, 112
paragraph alignment in, 138-139
paragraph separation in, 140-141
readability and, 113
screen-based, 151, 152
spacesin, 116-136
tracking in, 124-126
typographic color and, 136-137
word spacing in, 130-131

text type, 101, 164

textures of type, 177

thin/light type, 74

tight leading, 134

tight tracking, 125

tracking, 124-126
good vs. bad, 124
loose, 125, 126127
tight, 125

Trajan’s column, 3,4

“transitional roman typefaces, 82-83

Troxler, Niklaus, 181, 196
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Trump, Georg, 85
Tschichold, Jan, 44, 188
Twombly, Carol, 24, 45
type
anatomy of, 48-67
characteristics of, viii—ix
color of, 172-175
designing with, 182-197
grid structure for, 150-157
historical overview of, 2-27
legibility and readability of, 101, 112-113 Writing surfaces/tools, 3
measurement system for, 95-107 Wunderlich. Gert. 194
shapes of, 166-169, 193 ! !
terminology for using, 3-47 @
text design and, 111-147 X
visual element of, 160-181 x-height, 99, 135
type designers, 43,44, 115
type relevancy, 81
type toolkit, 91
typefaces, 38-41, 70-91
classifying, 80-89
definition of, 70

- THE WORLD'S GREATEST
exercises/projects about, 91 @3 No_13 DESIGN HERO
families of, 76-79 STt

fonts related to, 40

historical references in, 71

names for, 39, 71

shapes of, 166-169

styles of, 73-76
typographers, 43
typographic color, 136-137
typography, 43, 111

Visual hierarchy, 187, 188-189
visual tension, 192

. visual weight, 192-193

" volume of type, 168

W

weight of type, 99, 193
Wells, H. G., 118

width of type, 98

word spacing, 118, 130-131

1
Zapf, Hermann, 45
Zwart, Piet, 72

]
unity, 187, 190

V

van Dyck, Christoffel, 13

VanderLans, Rudy, 84

visual element of type, 160-181
color and, 170-175
dots and, 162
exercises/projects about, 181
lines and, 164165
testing your knowledge of, 178-179
textures/patterns and, 177
type shapes and, 161, 166-169
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