1llen Lupton:
Leading + Line Spacilng




VARIATIONS IN LINE SPACING

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The default
setting in most layout and imaging
software is 120% of the type size. Thus
10-pt type is set with 12 pts of line
spacing. Designers play with line spac-
ing in order to create distinctive lay-
outs. Reducing the standard distance
creates a denser typographic color—
while risking collisions between
ascenders and descenders.

6/6 scALa
(7 pt type with 7 pts line
spacing, or “set solid”)

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120% of the type
size. Thus 10-pt type is set with 12 pts
of line spacing. Designers play with
line spacing in order to create distinc-
tive layouts. Reducing the standard
distance creates a denser typographic
color—while  risking  collisions
between ascenders and descenders.

6/7.2 sCALA
(Auto spacing; 6 pt type
with 7.2 pts line spacing)

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120% of the type
size. Thus 10-pt type is set with 12 pts
of line spacing. Designers play with
line spacing in order to create distinc-
tive layouts. Reducing the standard
distance creates a denser typographic
color—while risking collisions between
ascenders and descenders.

6/8 scara
(6 pt type with
8 pts line spacing)

Designers adjust line spacing to create different textures.

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The default
setting in most layout and imaging
software is 120% of the type size. Thus
10-pt type is set with 12 pts of line spac-
ing. Designers play with line spacing
in order to create distinctive layouts.
Reducing the standard distance creates
a denser typographic color—while risk-
ing collisions between ascenders and

descenders.

6/12 sCALA
(6 pt type with
12 pts line spacing)




LINE SPACING: EXPERIMENTAL

intermindvel do embarque, decido respirar um pouco e procurar o

sr. Creso com mais calma, outra hora.

PISO OCIDENTAL - EMBARQUE

A 4rea de embarque é chamada de “aqudrio”: um longo corredor com
paredes e portas de vidro que separam o pré-embarque das platafor-
mas. O 6nibus estaciona nas baias, | fora, e um funciondrio abre as
tais portas de vidro, chamando os passageiros. S6 entdo eles passam
3 regido do embarque. Protegem-se, assim, os demais usudrios da fuma-
ca emitida pelos veiculos, em parte absorvida por um enorme tubo
exaustor pintado de amarelo.

Em pé, na plataforma 1, enxerga-se o corredor inteiro, até o fim. Em
primeiro plano, um rel6gio de ponteiros e uma larga escada em caracol
que leva ao piso superior. No vdo embaixo da escada, algumas lanchone-
tes e lojas de miudezas encaixam-se com perfeicdo. De ambos os lados,
indicados ao longo do corredor, sucedem-se os niimeros das plataformas
1a 50, pintados de branco dentro de quadrados verdes, sobrepondo-se
ligeiramente uns aos outros como em uma agenda telefonica.

H4 poucas criancas vagando pela drea. Em compensagdo, sdo
muitos os sequrancas, funcionarios de limpeza e vendedores de bebidas

caminhando com seus carrinhos. A maioria dos passageiros é compos-

ta de adultos que esperam em pé, pois ndo ha lugar para sentar (ape-
nas quatro cadeiras de pldstico laranja diante de cada plataforma).
Consegue-se escutar remotamente o som dos alto-falantes que tocam
“Ovelha negra” em versdo acustica e diversas mdsicas instrumentais;
para dar a impressdo de que o terminal é calmo. “Mas sé pra dar a
impressdo, mesmo”, brinca um dos fiscais da Socicam.

Antes da primeira plataforma par, ergue-se uma sala VIP, como
a dos aeroportos. E um espaco envidragado voltado exclusivamente
para o bem-estar dos passageiros das empresas Cometa, 1001 e Cata-
rinense, em viagens a Santa Catarina, Parana, Rio de Janeiro e Minas
Gerais. A abertura das portas é automatica e o usudrio é recebido
por duas mocas de saia azul,.salto alto e lencinho amarelo, que con-
ferem os bilhetes e aconselham os passageiros a se sentir em casa.
Nas paredes, posteres de capitais: Curitiba, Florianépolis, Sdo Paulo e
Belo Horizonte. No teto, a pintura de um céu azul-escuro com estrelas
e o cometa Halley, simbolo da Viagdo Cometa. H& longas fileiras que
somam ao todo 160 cadeiras estofadas em dois tons: marrom-terra e
azul-marinho, sob o piso limpissimo e brilhante. H4 duas TVs sintoni-
zadas no canal Globo News, duas maquinas de café e chocolate, uma
mdquina de refrigerante, quatro aparelhos de ar-condicionado e um

galdo de dgua gelada ou natural, “vestido" com um pano branco onde
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O LIVRO AMERELO DO TERMINAL Book spread, 2008.
Designer: Vanessa Barbara with Elaine Ramos and Maria
Carolina Sampaio. Publisher: cosac NATFy.

Staggered lines with extreme spacing allow lines of type to show through from the other side.




VISIONARY CITIES: THE ARCOLOGY OF
PAOLO SOLERI. Book, 1970. Design: Paolo
Soleri. This classic work of postmodern
design uses ultra-tight line spacing to create
dramatic density on the page. Produced
long before the era of digital page layout,
this book exploited the possibilities of
phototypesetting and dry transfer lettering.
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The designer has created an extreme texture with ultra-tight line spacing.




LINE SPACING: EXPERIMENTAL

CRANBROOK DESIGN:
THE NEW DISCOURSE
Book, 1990. Designers:
Katherine McCoy, P. Scott
Makela, and Mary Lou
Kroh.

A complex yet readable effect is created by experimenting with line spacing.

KAaTHERINELcCoy
MICHAEL
mcCoy

ArTscience

Nothing pulls you into the territory between art and
science quite so quickly as design. Itisthe porderline where contradictions and ten-
sions exist between the quantifiable and {he poetic. It is the field between desire
and necessity. Designers thrive in those ¢onditions, moving between land and wa-

ical critique at Cranbrook can eagily move in a matter of minutes between
i S e e

a discussion of the object as a validation of Leing to the precise mechanical proposal

for actuating the object. The discussion moves from Heidegger to the “strange

material of the week” or from Lyotard to
beat. The free flow of ideas, and the leaps
from the attempt to maintain a studio plat-
Desine

find his or her own voice as a designer. The
and faculty to encounter their own
process that is at times chaotic,
Watching the process

fluences, and the incredible range of in-
Myrhotocy

an annual experience that is always amaz-
partment has had

metamorphose into

into software humanists. Yet it all seems
sonal vision to an area that desperately
Purist

ence is warming up the cold precision of
Unlike the Bauhaus,

teaching method or philosophy, other than
find his or her own way, in the company of
gaged in the same search. The energy at
Individual

the mutual search, although not the mutual
shouldn’t it have all the complexity, vari-

Much of the work

to changing the status quo. It is polemical,

DaNceErROUS

printing technologies without missing a
from the technical to the mythical, stem
form that supports each student’s search to
necessity

studio is a hothouse that enables students
visions of the world and act on them — a
conflicting, and occasionally inspiring.
of students absorbing new ideas and in-
terpretations of those ideas into design, is
technology

ing. In recent years, for example, the de-
the experience of watching wood craftsmen
high technologists, and graphic designers
consistent. They are bringing a very per-
needs it. The messiness of human experi-
pluralist

technology to make it livable, and lived in.
Cranbrook never embraced a singular
Saarinen’s exhortation to each student to
other artists and designers who were en-
Cranbrook seems to come from the fact of
communal

conclusion. If design is about life, why
ety, contradiction, and sublimity of life?

done at Cranbrook has been dedicated

calculated toruffle designers’ feathers. And

rigorous
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