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Kerning

Kerning is an adjustment of the space between two letters. The characters of the
Latin alphabet emerged over time; they were never designed with mechanical or
automated spacing in mind. Thus some letter combinations look awkward
without special spacing considerations, Caps occur, for example, around letters
whose forms angle outward or frame an open space (W, Y, V, T). In metal type, a
kKerned letter extends past the lead slug that supports it, allowing two letters to
fit more closely together. In digital fonts, the space between letter pairs is
controlled by a kerning table created by the type designer, which specifies spaces
between problematic letter combinations, Working in a page layout program, a
designer can choose to use metric kerning or optical kerning as well as adjusting the
space between letters manually where desired. A well-designed typeface requires

little or no additional kerning, especially at text sizes.

METRIC KERNING uses the kerning tables that are built into the typeface. When you select
metric kerning in your page layout program, you are using the spacing that was intended by the
type designer. Metric kerning usually looks good, especially at small sizes. Cheap novelty fonts

often have little or no built-in kerning and will need to be optically kerned.

OPTICAL KERNING is executed automatically by the page layout program. Rather than using
the pairs addressed in the font's kerning table, optical kerning assesses the shapes of all
characters and adjusts the spacing wherever needed. Some graphic designers apply optical
kerning to headlines and metric kerning to text. You can make this process efficient and

consistent by setting kerning as part of your character styles.



Takes Two

SCALA PRO, WITH KERNING SUPPRESSED
Spacing appears uneven, with gaps around Tfa, Tfw, and w,

Takes Two

SCALA PRO, WITH METRIC KERNING
Spacing appears more even between Tfa and Tfw.

Takes Two

SCALA PRO, WITH OPTICAL KERNING
Spacing seems more even between Tfa, Tfw, and w/o.

Warm Type

SCALA PRO ITALIC, WITH KERNING SUPPRESSED
Spacing appears uneven between Wfa and Tfy.

Warm Type

SCALA PRO ITALIC, WITH METRIC KERNING
Spacing appears more even between Wia and Tjy.

Warm Type

SCALA PRO ITALIC, WITH QPTICAL KEENING
Spacing is comparable to metric kerning,

LOVE LETTERS

SCALA PRO ALL CAPITALS, WITH KERNING SUPPRESSED
Spacing is tight between T/T,

LOVE LETTERS

SCALA PRO ALL CAPITALS. WITH METRIC KERNING
Improved spacing between T[T.

LOVE LETTERS

SCALA PRO ALL CAPITALS, WITH OPTICAL KERNING
Improved spacing between T/ T and OfV.



Kerning Headlines

The subtle differences between metric and optical kerning become more
apparent at larger sizes, Most problems occur between capital and lowercase
letters. The spacing between H/a, T/a, and T/o improves with optical kerning. The
optical kerning applied here in InDesign has created tighter spacing for large
text and looser spacing for small text. Look at both effects before choosing a

kerning method.



I I a METRIC KERMING
I I a OFTICAL KERNING



Books And Harlots Have Their Quarrels In Public.

Books and hadots—

Books And Harlots ==

stockings of the other.

Can Be Taken To Bed.

—WALTER BENJAMIN, 1925

QUADRAAT SANS, WITH METRIC KEERNING

Books And Harlots Have Their Quarrels In Public.
Books And Harlots &
Can Be Taken To Bed.

—WALTER BENJAMIN, 1925

QUADRAAT SANS, WITH OPTICAL KERNING

NERD ALERT: [n addition to using optical kerning, the text
above has word spacing reduced to 8o percent. With large type,
normal word spacing often looks too wide. Adjust word spacing

in the Paragraph=[ustification menu in InDesign.



Tracking

Adjusting the overall spacing of a group of letters is called tracking or letterspacing.
By expanding the tracking across a word, line, or entire block of text, the
designer can create a more airy, open field. In blocks of text, tracking is usually
applied in small increments, creating a subtle effect not noticeable to the casual
reader. Occasionally, a single word or phrase is tracked for emphasis, especially
when CAPS or SMALL CAPS are used within a line, Negative tracking, rarely
desirable in text sizes, can be used sparingly to help bring up a short line of text.

White type on a black background is considered more legible when it is tracked.



NORMAL TRACKING
Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example, whose
seductive valley makes her
limbs stretch out above her
base. In contrast, L solidly
holds his ground yet harbors a
certain emptiness above the
waist, Capital letters, being
square and conservative, prefer
o keep a little distance from
their neighbors,

POSITIVE TRACKING (+20)
Letters do love one another,
Haowever, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example,
whose seductive valley makes
her limbs stretch out above
her base. In contrast, L solidly
holds his ground yet harbors
a certain emptiness above the
waist. Capital letters, being
square and conservative,
prefer to keep a little distance
from their neighbors.

NEGATIVE TRACKING (-20)
Letters do love one another,
However, due to their anatomical
differences, some letters have

a hard time achieving intimacy.
Consider the letter V, for
example, whose seductive valley
makes her limbs stretch out
above her base, In contrast,

L solidly holds his ground yet
harbors a certain emptiness
above the waist. Capital letters,
being square and conservative,
prefer to keep a little distance
from their neighbaors.

TYPE CRIME

TIGHTLY TRACKED TEXT

Letters are tracked too close

for comfort.

Books and harlots—Dboth have their
type of man, who both lives off and
harasses them. In the case of books,
critics, WALTER BENJAMIN, 1925

VERSED TYPE, TRACKED +2§

Books and harlots—both have their
type of man, who both lives off and

harasses them. In the case of books,
critics. WALTER BENJAMIN, 1025




Tracking Headlines and Logos

Designers most commonly apply tracking to headlines and logos (where kerning
adjustments are also frequently required). As text gets bigger, the space between
letters expands, and some designers use tracking to diminish overall spacing in
large-scale text. Loose or open tracking is commonly applied to capitals and

small capitals, which appear more regal standing slightly apart.



LOVE LETTERS

CAPITALS: NORMAL TRACKI NG

LOVE LETTERS

CAPITALS: LOOSE TRACKING (+75)

LOVE LETTERS, LOVE LETTERS

SMALL CAPS: NORMAL VS. LOOSE TRACKING (+75)

love letters, love letters

LOWER CASE] NOREMAL TRACKIMNG

love letters, love letters

LOWER CASE. LOOSE TRACKING |:+'j"5}

TYPE CRIME: TRACKING LOWERCASE LETTERS
Loosely spaced lowercase letters—especially italics—look
awkward because these characiers are designed to sit
closely together on a line.



EROS

EROS LOGOTYPE, 1962, Design: Herb Lubalin. Ultra-tight letterspacing was a hallmark of
progressive commercial graphics in the 1960s and 1970s. Here, the letters cradle each other with

an intimacy appropriate to the subject matter.
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CRUET ¢ WHISK AND THYMES Logotypes, 2006, Design: Duffy & Partners, The generously tracked

capitals in these logotypes give them an affable, antiquarian flavor while imparting an overall

lightness to the designs.



Project: Space and Meaning

You can express the meaning of a word or an idea through the spacing, sizing,
and placement of letters on the page. Designers often think this way when
creating logotypes, posters, or editorial headlines. The compositions shown here
express physical processes such as disruption, expansion, and migration through
the spacing and arrangement of letters. The round Os in Futura make it a fun

typeiace to use for this project.
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Line Spacing

The distance from the baseline of one line of type to another is called line spacing.
It is also called leading, in reference to the strips of lead used to separate lines of
metal type. The default setting in most layout and imaging software is 120
percent 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 distinctive typographic
arrangements. Reducing the standard distance creates a denser typographic
color, while risking collisions between ascenders and descenders. Expanding the
line spacing creates a lighter, more open text block. As leading increases, lines of
type become independent graphic elements rather than parts of an overall visual

shape and texture,.



different

different
folks folks
different different
strokes strokes
TYPE CRIME Adjusting line spacing with
Here, auto spacing yields the haseline shift tool helps create
W WREVER !"ﬁ&l}i. AR EVER MPPEH FtCE,

ﬁ 2 NERD ALERT: A baseline shiff is a manual
S

adjustment of the horizontal position of one

or more characters. Baseline shifts are often
used when mixing different sizes or styles of type. The
baseline shift toel can be found in the Type tool bar of
standard software applications.



The distance from the baseline of one
line of type to another is called fine
spacing. It s also called leading. In ref-
erence to the strips of lead used to
5e¥amm lines of metal type. The
default setting in most layout and
imaging software is 122 percent of the
type size. Thus 1o-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive layouls. Reducing the stan-
dard distance creates a denser

ﬁemphiﬂ color—while risking collisions

twveen ascenders and descenders.

GG SCALA PRO
(G pt type with G 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 12 percent of the
type size. Thus 1o-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive layouts, Reducing the stan-
dard distance creates a denser typo-
graphic color—while risking collisions
between ascenders and descenders.

G /7.2 SCALA PRO
(Auto spacing; G pt type
with 7.2 pts line spacing])

The distance from the baseline of one
line of type to another iz called line
spacing. It is alzo called leading, in ref
erence to the sirips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 12¢ percent of the
type gize, Thus 1o-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive lavouts. Reducing the stan-
dard distance creates a denser typo-
graphic color—while risking collisions
between ascenders and descenders,

68 scaLA PRO

(G pt type with
& 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
geparate lines of metal type. The
default setting in most layout and
imaging zoftware is 120 percent of the
type size. Thus 1o-pt type iz set with 12
pts of line spacing. Designers play with
line spacing in order to create distine.
tive layouts. Reducing the standard
distance creates a denser typographic
color—while risking collisions between

azcenders and descenders.

G/12 SCALA PRO
(G pt type with
12 pts line spacing)



Centered text is symmetrical,

like the facade of a classical building.

Centered type often appears on

invitations, title pages, certificates, and tomb stones.

The edges of a centered column

are often dramatically uneven.

Centered lines should be broken to emphasize a key phrase

(such as the name of the bride
or the date of her wedding)

or to allow a new thought to begin on its own line.

Breaking lines in this manner is called

breaking for sense.

CENTERED
Lines of ueven length on a central axis

Centered text is formal and classical. It invites
the designer to break a text for sense and
create elegant, organic shapes. Centering is
often the simplest and most intuitive way to
place a typographic element. Used without
care, centered text can look staid and
mournful, like a tombstone.

TYPE CRIME
POORLY SHAPED
TEXT BLOCK In most
uses, centered text

RESPOND TG THE should be broken into
RHYTHM OF THE

WRITTEN TEXT.

THIS DEEARY SHAPE
HAS RANDOM LINE
BREAKS THAT DON'T

phrases with a variety
of long and short lines.

Justified text, which has even edges on both the left
and right sides of the column, has been the norm
since the invention of printing with movable type,
which enabled the creation of page after page of
straight-edged columns. In metal type setting, the
printer justifies each line by hand, using small
metal spacers to alter the spaces between words
and letters and thus make all the lines the same
length. Digital typesetting performs the same
labor automatically. Justified type makes efficient
use of space. It also creates a clean, compact
shape on the page. Ugly gaps can occur, however,
when the line length is too short in relation to the
size of type used. Hyphenation breaks up long
words and helps keep the lines of text tightly
packed. Designers often use negative tracking to fit
additional characters on a line, or positive tracking
to even out a line of type that looks too loose.

JUSTIFIED

Left and right edges are both even

Justified text makes a clean shape on the page.

Its efficient use of space makes it the norm for

newspapers and books. Ugly gaps can occur,
however, as text is forced into lines of even

measure. Avoid this by using a line length that
is long enough in relation to the size of type.

As type gets smaller, more words will fit on
each line.

TYPE CREIME
FULL OF HOLES
A column that is too

Ugly gaps appear when
the designer has made
the line length too ;
short, or the author MarTow is full of gaps.
has selected words that
are too long.



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

fluctuate, so there are never big holes

inside the lines of text. This format, which was
used primarily for setting poetry before

the twentieth century, respects the flow of
language rather than submitting to the law of the
box. Despite its advantages, however, the flush
left format is fraught with danger. Above all, the
designer must work hard to control the
appearance of the rag that forms along the right
edge. A good rag looks pleasantly uneven, with
no lines that are excessively long or short, and
with hyphenation kept to a minimum. A rag is
considered “bad” when it looks too even (or too
uneven), or when it begins to form regular
shapes, like wedges, moons, or diving boards.

FLUSH LEFT/RAGGED RIGHT

Left edge is hard; right edge is soft

Flush left text respects the organic flow of
language and avoids the uneven spacing that
plagues justified type. A bad rag can ruin the
relaxed, organic appearance of a flush left
column. Designers must strive vigilantly to
create the illusion of a random, natural edge
without resorting to excessive hyphenation.

Flush right fragged left is a variant of the more
familiar flush left setting. It is common wisdom
among typographers that flush right text is hard to
read, because it forces the reader’s eye to find a
new position at the start of each line.

This could be true, or it could be an urban legend.
That being said, the flush right setting is rarely
employed for long bodies of text. Used in smaller
blocks, however, flush right text forms effective
marginal notes, sidebars, pull quotes, or other
passages that comment on a main body or image.
A flush or ragged edge can suggest attraction

{or repulsion) between chunks of information.

FLUSH RIGHT/RAGGED LEFT
Right edge is hard; left edge is soft

Flush right text can be a welcome departure from
the familiar. Used for captions, side bars, and
other marginalia, it can suggest affinities among
elements. Because flush right text is unusual, it
can annoy cautious readers. Bad rags threaten
flush right text just as they afflict flush left, and
punctuation can weaken the hard right edge.

TYPE CRIME
A bad rag will fall BAD RAG

LB B An ugly wedge shape spoils

along the right
e fro e the ragged edge.

of looking
random.

TYPE CRIME
FUNCTUATION EATS
THE EDGE Excessive
punctuation weakens the

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

and generally
weaken the flush "ight edge.

right edge.



Alignment: Classic Variations

The four modes of alignment (centered, justified, flush left, and flush right) form

the basic grammar of typographic composition. Each one has traditional uses

that make intuitive sense to readers.

CENTERED
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for Coppet. But when the eighty days had passed
and the bugaboo was safely on board the Beller-
ophon, she came back to the scenes she loved
so well and to what for her was the only heaven:

Paris. (] She has been called a phtlasn::ph-:r
and a literary llghl: But she was only socio-
literary. Her written philosophy does not repre-
sent the things she felt were true—simply those
things she thought it would be nice to say. She
cultivated literature, only that she might shine.
Love, wealth, health, husband, children—all
were sacrificed that she might lead society and
win applause. No one ever feared solitude more:
she must have those about her who would min-
wter to her vanity and upon whom she could
shower her wit. Asa type her life is valuable, and
in these pages that traverse the entire circle of
feminine virtues and foibles she surely mu#t have
a place. § In her lagt illness she was attended
daily by those faithful subjects who had all along
recognized her soverelgnty—in Society she was
Cueen. She surely now had won her heart's de-
sire, for to that bed from which she was no more
to rise, courtiers came and kneeling kissed her
hand, and women by the score whom she
had befriended paid her the tnbute of their
tears =8 She died in Paris at the age of filty-one.

T



LENNEMI

Ma jeunesse ne fut qu'un ténébreux orage,
Traversé ¢i er B par de brillants soleils;

Le tonnerre et la ploie ont fa un tel ravage,

Q'] reste en mon jardin bien pea de froirs vermeils.

Vaoild que fai tonché lauromne des idées,

Ex qu'il faut employer la pelle et les ritcaux

Pour rassembler 3 neof les rerres inondées,

O l'can creuse des trous grands comme des tombeaux.

Ex qui sait si les fleurs nouvelles que je réve
Trouveront dans ce sol lavé comme une gréve
Le mystique aliment qui ferair leor viguear?

— O doulear! & douleur! Le Temps mange la vie,

Ex lobscur Ennemi qui nous ronge le cceur
Du sang que nous perdons croir et se fortifie!

LK
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Technique

No shields

Flexible

Typographic

things that could not have been done at all had he
stuck to his original idea.

Trade-markery is a country cousin of heraldry: it
can claim that kin, but native good taste will keep it
from trying o ape its noble relative. 1 mean that trade-
marks in the form of shields are a joke—as comical as
those mid-Victorian trade devices surrounded by the
Gartér. Things like that, in first instances (they are
now meaningless survivals), were efforts on the pare of
Trade to sit in the same pew with Race. Under the
modern dispensation, with kings at a discount, the
feudal touch may be dispensed with. One makes this
comment about shields as trade-marks because a cos-
mi¢ law operates to convinoe every expectant proprietor
of a new trade-mark that he wants his device in the
shape of a shield.

A good trade-mark iz the thing that lives inside a
boundary line—not the boundary line itself. It should
be possible for the device w step outside its circle, or
triangle, or what not, and still be the same—an unmis-
takable embiem. In other words, marks that depend
for their individuality upon triangular frames, circles,
squares, erc., are weak brethren; they are of a low order
of trade-mark vitality.

For the greater number of advertising uses a trade-
mark design needs to be mven & typographic flavor.
It will stand in close relation to type in the usual
advertisement and its stance will be more comfortable
if it is browght into sympathy with type. This means
that the proprieror will have to relax the rigor of his
rule and allow his design (originally rendered in soft
lithographic grays and stpples) o be redrawn in
positive line, with considerable paper showing. It is
not necessary to ape the style of 2 woodcur in this
effort after typographic flaver; but it is necessary to
echo, to & certain extent, the crisp black lines and



Text is an ongoing sequence of words,

distinct from shorter headlines or captions.

The main block is often called
the “body,”

comprising the principal mass of content.

Also known as “running text,”
it can flow from one page, column, or box to another.

Text can be viewed as a thing

—a sound and sturdy object—

or a fluid poured into the containers of page or screen.

Text can be solid or liquid,

body or blood.

Text is an ongoing sequence of words, distinct from
shorter headlines or captions. The main block is
often called the “body,” comprising the principal
mass of content. Also known as “running text,” it can
flow from one page, column, or box to another. Text
can be viewed as a thing—a sound and sturdy
object—or a fluid poured into the containers of page
or screen. Text can be solid or liquid, body or blood.
As body, text has more integrity and wholeness than
the elements that surround it, from pictures,
captions, and page numbers to banners, buttons, and
menus. Designers generally treat a body of text
consistently, letting it appear as a coherent substance
that is distributed across the spaces of a document.
In digital media, long texts are typically broken into
chunks that can be accessed by search engines or
hypertext links. Contemporary designers and writers
produce content for various contexts, from the pages
of print to an array of software environments, screen
conditions, and digital devices, each posing its own
limits and opportunities.

Each basic mode of alignment has distinct chara

Text is an ongoing sequence of words, distinct from
shorter headlines or captions. The main block is often
called the “body,” comprising the principal mass of
content. Also known as “running text,” it can flow
from one page, column, or box to another. Text can be
viewed as a thing—a sound and sturdy object—or a
fluid poured into the containers of page or screen. Text
can be solid or liquid, body or blood. As body, text has
more integrity and wholeness than the elements that
surround it, from pictures, captions, and page numbers
to banners, buttons, and menus. Designers generally
treat a body of text consistently, letting it appear as a
coherent substance that is distributed across the
spaces of a document. In digital media, long texts are
typically broken into chunks that can be accessed by
search engines or hypertext links. Contemporary
designers and writers produce content for various
contexts, from the pages of print to an array of
software environments, screen conditions, and digital
devices, each posing its own limits and opportunities.

Text is an ongoing sequence of words, distinct from
shorter headlines or captions. The main block is often
called the “body,” comprising the principal mass of
content. Also known as “running text,” it can flow
from one page, column, or box to another. Text can be
viewed as a thing—a sound and sturdy object—or a
fluid poured into the containers of page or screen. Text
can be solid or liquid, body or blood. As body, text has
more integrity and wholeness than the elements that
surround it, from pictures, captions, and page
numbers to banners, buttons, and menus. Designers
generally treat a body of text consistently, letting it
appear as a coherent substance that is distributed
across the spaces of a document. In digital media, long
texts are typically broken into chunks that can be
accessed by search engines or hypertext links.
Contemporary designers and writers produce content
for various contexts, from the pages of print to an
array of software environments, screen conditions, and
digital devices, each posing its own opportunities.

eristics and typical uses.




_Alabdma Séhool Rezoning Plan

Brings Out Cry of Resegregation

By SAM DILLON

+ TUSCALOOSA, Ala. — After
white parents in this racially
mixed city complained  about
school overcrowding, school au-
thorities set out to draw up ‘a
sweeping rezoning plan. The re-
sults: all but a handful of the hun-
dreds of students required to
move this fall were black—and
many were sent to virtually all-
black, low-performing schools.

: Black parents have been bat-
~ tling the rezoning for weeks, call-
ing it resegregation. And in a new
twist for an integration fight, they

DAVE MARTIN FOR THE NEW YORK TIMES
~Kendra Williams and other
+ black parents argue that the
plan violates federal law.

are wielding an unusual weapon:
the federal No Child Left Behind

“law, which gives students in
schools deemed failing the right
to move to better ones.

“We’re talking about moving
children from good schools into
low-performing ones, and that’s

- illegal,” said Kendra Williams, a
" hospital receptionist, whose two
children were rezoned. “And it’s
all about race. It’s as clear as

the schoolhouse door to keep
blacks out of the University of
Alabama, also has had a volatile
history in its public schools.
Three decades of federal deseg-
regation marked by busing and
white flight ended in 2000.
Though the city is 54 percent
white, its school system is 75 per-
cent black.

The schools superintendent
and board president, both white,
said in an interview that the re-
zoning, which redrew boundaries
of school attendance zones, was a
color-blind effort to reorganize
the 10,000-student district around
community schools and relieve
overcrowding. By optimizing use
of the city’s 19 school buildings,
the district saved taxpayers mil-
lions, officials said. They also ac-
knowledged another goal: to
draw more whites back into Tus-
caloosa’s schools by making
them attractive to parents of
1,500 children attending private
academies founded after court-
ordered desegregation began.

“I'm sorry not everybody is on
board with ' this,” said Joyce
Levey, the superintendent. “But
the issue in drawing up our plan
was not race. It was how to use
our buildings in the best possible
way.” Dr. Levey said that all stu-
dents forced by the rezoning to
move from a high- to a lower-
performing school were told of
their right under the No Child law
to request a transfer.

When the racially polarized,
eight-person Board of Education
approved the rezoning plan in

The return on carnage is suspicion: Zain Muhammad, whose father was slain by neighbors.

JOHAN SPANNER FOR THE NEW YORK TIMES

Vatican Tree Penance: Forgive Us Our CO,

By ELISABETH ROSENTHAL

TISZAKESZI, Hungary — This
summer the cardinals at the Vati-
can accepted an unusual dona-

tion from a Hungarian start-up

called Klimafa: The company

'| said it would plant trees to re-

store an ancient forest on a de-
nuded stretch of land by the Ti-
sza River to offset the Vatican’s
carbon emissions.

The trees, on a 37-acre tract of

TISZAKESZI JOURNAL

ide as the Vatican will produce in
2007: driving cars, heating of-
fices, lighting St. Peter’s Basilica
at night.

In so doing, the Vatican an-

' nounced, it would become the

world’s first carbon-neutral state.
“As the Holy Father, Pope Ben-
edict XVI, recently stated, the in-
ternational community needs to
respect and encourage a ‘green
culture, ” said Cardinal Paul Pou-
pard, leader of the Pontifical
Council for Culture, who took

in which God placed man as
guardian over the earth to make
it fruitful.”

In many respects, the program
seems like a win-win-win propo-
sition. The Vatican, which has re-
cently made an effort to go green
on its own by installing solar pan-
els, sought to set an example by
offsetting its carbon emissions.

Hungary, whose government
scientists are consulting on the
project, will take over large
swaths of environmentally de-

York, who led the fight to oust Mr.
Gonzales, issued a statement on
Sunday evening praising Mr.
Maikasey — a suggestion that
Democrats, who are already

| challenging Mr. Bush over the

Continued on Page Al6

| Veto Risk Seen

In Compromise

On Child Health

By ROBERT PEAR

WASHINGTON, Sept. 16 —
Senate and House negotiators
said Sunday that they had agreed
on a framework for a compro-
mise bill that would provide
health insurance to four million
uninsured children while relax-
ing some of the limits on eligibil-
ity imposed by the Bush adm1ms-
tration.

The compromise, which resem- -
bles a bill passed by the Senate -

with bipartisan support, sets the =

stage for a battle with President
Bush, who has denounced similar
legislation as a step “down the
path to government-run health
care for every American.”

Tony Fratto, a White House
spokesman, said Sunday, “The
House and the Senate still appear
to be far away from legislation
that we would find acceptable.”

Republicans will come under
political pressure to support the
compromise. But if the president
vetoes it, he will probably have
enough votes in the House to sus-
tain his veto, Republicans say.

The compromise would in-
crease tobacco taxes to finance
health insurance for more chil-
dren.
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Project: Alignment

Use modes of alignment (flush left, flush right, justified, and centered) to actively
interpret a passage of text, The passage here, from Walter Ong's book Orality and
Literacy: The Technologizing of the Word, explains how the invention of printing with
movable type imposed a new spatial order on the written word, in contrast with
the more organic pages of the manuscript era. The solutions shown here
comment on the conflicts between hard and soft, industrial and natural,

planning and chance, that underlie all typographic composition.

Examples of student work from Maryland Institute College of Art



FRINT
sitwates words in space maore relentlessly
than writing ever did. Contral of position
it everything in print. Printed rexts look
machine-made, as they are. Typographic

control typically impresses most by Qs
WRITING
tidiness and invisibility: the lines perfectly
moves words from the sound world
regular, all justified on the right side,
to a world of visual space,
everything coming out even visually, and
but print locks words
without the aid of guidelines or ruled
into position in this space.
borders that often occur in AN UsCTipis,
In handwriting, contral of space
This is an insistent world of cold,
tends 1o be ormamental, omarte,
non-human, facts.
as in calligraphy.

Passages of flush left and flush right text hinge from a central axis.
Johnschen Kudos

Wriring moves words from the sound

Print situares words
in space more
relentlessly than
writing ever did.
rerld to a world of visual space,
but print locks
words into position
in this space.
Contral of position
is everything in
print. Printed rexts
look machine-made,
as they are.

It handweriving, contral of space tends ro be ormamental, ormate.

Typographic control
typically impresses
most by its tidiness
and invisibility: the

lines perfectly regular,
all justified on the
right side, everything
coming out even
visually, and without
the aid of guidelines
or ruled borders that

often occur in
manuscrips,

This iz an insisrent
wiarld of cold,
non-human, facts.

Long, centered lines are bridges between narrow, rageed columns.

Benjamin Lutz



relentlessly than writing ever did. Writing Print situates words in space more relendessly than writdng ever

moves words from the sound wodd w a
world of visual space, but print locks words did. Writing moves words from the sound world 1o a world of
into position in this space. Control of posi- visual space, but print locks words into position in this space.
ton is everything in print. Printed rexs

look machine-made, as they are. In hand- Control of position is everything in print,
writing, control of space tends to be oma- Printed texts look machine-made, as they arc. In handwriting,

mental, omate, as in calligraphy. Typo-

graphic control typically impresses most by control of space tends 1o be omamental, omate, as in calligraphy.

its tidiness and invisibility: the lines per-

Typographic control qu:ric:ll]}r impresses most by its tidiness and
fectly regular, all justified on the righr side,

everything coming out even visually, and invisibility: the lines perfectly regular, all justified on the right
without the aid of guidclines or ruled bor- side, everything coming out even visually, and without the aid of
ders that often occur in manuscripts. This

is an insistent world of cold, non-human, puidelines or ruled borders that often occur in manuseripts. THIS
facts.

I8 AN INSISTENT WORLD OF COLD, NOMN-HUMAN, FACTS.
Print situares words in space more

The beginning of the paragraph is moved to the end. A single line slides out of a justified block.
Daniel Arbello Kapila Chase



Print simuates waords in space
more relentlessly than writing

ever did, Print situates sound warld 1o
Whising moves words words in space a wearld of visual
frons the sensel sworld more relentlessly space, but print
io a world af than writing ever locks words into
did. Writing mowves position in this
v I 8 U A L S P A C E wonds from the space.
but print locks words into Contral of machine-made,
position in this space. Contrel position is as they are. In
of position is everything in everything in handwriting,
print. Printed texts look print. Printed comtrol af space
machine-made, as they are. texrs loak tends 1o be
fa ﬂ*ﬁq “W of ormamental, by s ticliness
Wamﬂr r:r mﬁrm‘!;f’ ormate, & in and invisibilivy:
' b }T].rpagr:phi.: contral cypically cﬂligupl'q.r._ the lines perfectly
impresses most by Qs tidiness T?Pﬂgnphlf: .“F'!hr’ all
and invisibility: the lines mmml typically justified on the
perfectly regular, all justified Lmpresses most right side,
on the right side, everything everything coming in manuscr pés,
coming out even visually, and out even visually, This is an
withour the aid of guidelines and without the insistent world of
or ruled borders that often aid of guidelines cold, non-
QOCUr in manuscripts. or ruled borders human, facts.

that often oceur
Thiz is an insistent world of

cold, mon-human, Facrs.

Elements break away from a justified column. Text is forced into a grid of ragged squares.
Efrat Levush Kim Bender



Vertical Text

Roman letters are designed to sit side by side, not on top of one another. Stacks
of lowercase letters are especially awkward because the ascenders and
descenders make the vertical spacing appear unever, and the varied width of the
characters makes the stacks look precarious. (The letter I is a perennial problem.)
Capital letters form more stable stacks than lowercase letters. Centering the
column helps to even out the differences in width. Many Asian writing systems,
including Chinese, are traditionally written vertically; the square shape of the
characters supports this orientation. The simplest way to make a line of Latin
text vertical is to rotate the text from horizontal to vertical. This preserves the

natural affinity among letters sitting on a line while creating a vertical axis.
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TYPE CRIME SMALL CATSE STACEED top to bottom  hottom to top  both directions

STACKED LOWERCASE
VERTICAL BASELINES There is no fixed rule
determining whether type should run from top to
hottom or from bottom to top. [t is more common,
however, especially in the United States, to run text
on the spines of books from top to bottom. (You can
also run text up and down simultaneously. )
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Marking Paragraphs

Paragraphs do not occur in nature. Whereas sentences are grammatical units
intrinsic to the spoken language, paragraphs are a literary convention designed
to divide masses of content into appetizing portions. Indents have been common
since the seventeenth century. Adding space between paragraphs (paragraph
spacing) is another standard device. On the web, a paragraph is a semantic unit
(the <p> tag in html) that is typically displayed on screen with space inserted
after it. A typical indent is an em space, or a quad, a fixed unit of space roughly the
width of the letter's cap height. An em is thus proportional to the size of the type;
if you change the point size or column width, the indents will remain
appropriately scaled. Alternatively, you can use the tab key to create an indent of
any depth. A designer might use this technique in order to align the indents
with a vertical grid line or other page element. Avoid indenting the very first line
of a body of text. An indent signals a break or separation; there is no need to
make a break when the text has just begun. Despite the ubiquity of indents and
paragraph spacing, designers have developed numerous alternatives that allow

them to shape content in distinctive ways.

NERD ALERT: Use the Space After Paragraph feature in your page layout program to insert a
precise increment of space between paragraphs. Skipping a full line often creates too open an
effect and wastes a lot of space. Cet in the habit of inserting a full paragraph return (Enter key)
only at the end of paragraphs; insert a line break when you don't want to add additional space

(Shift + Enter).




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

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

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

— Jean Baudrillard, 1969

INDENT AND LINE BREAK

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

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

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

— Jean Baudrillard, 1969

OQUTDENT |:H.-"'. MG IMG ]HIJI:ZH'I'.-TI'[UN:I AMD LINE BREAK

The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in itz saucer. B Everything iz protected and sur-
rounded. Even in the garden, each cluster is encircled with
wire netting, each path is outlined by bricks, mosaics, or
flagstones. M This could be analyzed as an anxious sequestra-
tion, as an obsessional symbolism: the obsession of the cottage
owner and small capitalist not only to possess, but to underline
what he possesses two or three times. There, as other places,
the unconscious speaks in the redundancy of signs, in their
connotations and overworking.

— Jean Baudrillard, 196g

SYMBOL, WTHOUT INDENT OR LINE BREAK

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

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

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

— Jean Baudrillard, 1969

LINE BREAK AND If2 LINE SPACE (PARAGRAPH SPACING)

The table is covered with a able cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in its saucer. Everything is protected and sur-
rounded. Even in the garden, each cluster is encircled with wire
netting, each path iz outlined by bricks, mosaics, or
flagstones. This could be analyzed as an anxious sequestra-
tion, as an obsessional symbolism: the obsession of the cottage
owner and small capitalist not only to possess, but to underline
what he possesses two or three times. There, as other places,
the unconscious speaks in the redundancy of signs, in their
connotations and overworking.

— Jean Baudrillard, 1969

EXTHEA SPACE INSIDE LINE, WITHOQUT LINE BEREAKR

The table is covered with a table cloth which itself is pro-
tected by a plastic table cloth. Drapes and double drapes are at
the windows. We have carpets, slipcovers, coasters, wainscot-
ing, lampshades. Each trinket sits on a doily, each Aower in its
pot, and each pot in its saucer.

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

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

— Jean Baudrillard, 19069

TYPE CRIME: ToO MANY sicNaLs Using paragraph spacing
and indents together squanders space and gives the text block a
flabby, indefinite shape.



Paragraphs: Classical and Experimental

Different kinds of content invite different approaches to marking paragraphs. In
early printed books, paragraphs were indicated with a symbol, such as ||, with no
additional space or line break. In the seventeenth century, it became standard to
indent the first line of a paragraph and break the line at the end. Commercial
printing tends to embrace fragmentation over wholeness, allowing readers to
sample bits and pieces of text, Modern literary forms such as the interview invite

designers to construct inventive typographic systems,
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ALL BUILT-IN FIXTURES are f[urnished
with nickel hardware and 1}4-inch easing, to
be veed as o casing or as a ground for the
finished casing.

— e

Stock carried in pine (unlnished).

— . —

All ironing boards carried in stock are 12

inches wide—any width made to order.
e —

“PEERLESS” equipment iz very simple to
install, will require no special arrangements of
your plans and will make your house or apart-
ment a real home, a good investment and add
a distinction you could not acqguire otherwise,

e
Hoosier Cabinets furniched in ocak or flat

white finish., Also with aluminum or poreeliron
tahle alides.
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doeminate its hoard?

1" e mereeested we know what Moxwell Anderson aned
Dl Pioss think abaist the possibilingy of changing the
memhership of srscum boards so that they asore fully
represent the communities they claim w serve. Can we
1|rrup;i|m A Whitnery bl uscian boarnd that is not a rich
man's club?

Irvisg Sandler

There are diverse misesm andbenses. & significant con:
atipaency eonsists of aniss They need what they sco 1o
muake art. In walking o aniss, m beast of my peneration,
et LT has told me of the 'irn'pn-rt-lurl.--l:rl' the Musoum
of hlodern An's pereanent callectivn in the develop-
et of their are. T would hope that muaseams oould
serve all of their diverss andisaces, but the health of
arl and its fursee depends on how they mest the aeak
of artists

Maurice Bemar

Dan, you wrobe: “Becawse of this feeling of beng excluded.
1 belicve that one of the meost inypor a1 cammilimneeats
any massam professional can make is to try 1o reach oul
wnd conoect wo the public through conuimuons lectares,
gallery 1eurs, warkshogps, ond the difficuly but necessary
weiting of readable wall wind boochuse e ™

This is & very imperant paint, yet I saspect dhal you may
he the cxception rather than the rule. A1 wea often,
Thasve Fouamsd (A8 & comsulians w o number of moseuans)
resistance on the part of many curators o ocaesining
aed improving their pedagogical skills. Indeed, ocucstion
depariments are often manginsl we or Lol e of the cura:
rarinl [iETeEss, Ohn "Thursday, T will open a two-diy seston
oa muset edizcation, pablic sddocs, and pedagogy.

Irvimg, yom wiate: “A sigoiliant constinsency consists of
artists. They need what they see o nake wn , . T wenld
biepe thar wissrms eoold serve all of thear diverss amd-
ences, bt the health of arr and iis utuse dopends on
how they meet the seelk of ariisia®

A very importanl elsesvation—thie i a8 a space of
cdizcation, mspiration, and molivalion far otler artists.

Manwell L. & ndsreon

Alai asked aboar the pessibility of spening up major
mmimenan boards, i ook me quits some Gme o persads
the Whitneey Museumn board that il would be bagacal 1o
have a seat For wn artt, T was hecky epongh w have three
artksis on the board of Toronte's Ay Gallsry of Onagio,
a souch larger muscwm spanning from the Renaisancs o

thee presvul with a nxlget :u'nplnﬂt' tn the "i'i"hilﬂ.l"}"l

The oo caprosesd by the YWhiiney's boand was that
having an arekt could create conllicts of buverest, | ot
that it might well e @ conflicd of inierest to have
triasteed wha actively cellected in the general areans that
ther mascam dors, bt that | crost membors 1 recuse
themnselves when discussions warrant i

Evcutually, I was given the green light by the Mominadimg
Comnirees 1o lnwite Chisck Close, who gracionily ncoept
wtl over @ butile of Glenlivel in his stsdio, aned :|'u'l.'w.ﬂ'| b
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weig e s Jums
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arsll e will be tervifie as long as e cares to stay oo, My
preference was to altermate, ot the end of sach throg-year
e, L tween a T somior arts and @ midraveer anise

As far as other positions on boards, the prevailing desine
ull most namimating commiliess i b0 heve rrostees with
the meas necessary o fuel a campaign amd suppent the
amniel el Wirden of the operating todget. (e can
understand the ungralee, On the otber biral, soross (he
mation there is sull on unfilbed need for greater ethnic
dversisy and better representation of varicas segments
of an aristic specErum— -im the Whilmeey's cnse, for exnme
ple, for more callectors of contemparary wrt,

Far the makeup of o beand to change, there has to be an
vverarching will o do i Tlar s oot the iapulse anound
the United Siates ioday When times are night, whatever
will there mighn be is par ve the side in & quest 1w fus]
people with proven capasiy to give.

Mary Hally

Chver the years, | have motioed hoaw the same watk, shown
im different contexts, deaws vastly diffecent uadiences,

i terms ol numbers and nesporees, and perhagps thas is
why I placed emphiases en the ssar of seorption in my
eurlier remarks OF coarse, i making a work, there i

i mghinezhon investraent that pESURDS An A s,

or put apother way, the desire of the othor T think aruiss
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cal. sncial, grnzr.l.l.rl.rm!.l. or gungrﬁp'l‘l:l.'. bt this b rever
thie same Eiedisnnoe comatroctad by the exhibition.
Conssdersd a5 a “statement,” you could sy an exhibiton
6 formulaied by o eorader ssthor 'Lrhvu-il.g;iwn the
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Enlarged Capitals

IN THE BEGINNING OF A TEXT, the reader needs an invitation to come inside.
Enlarged capitals, also called versals, commonly mark the entrance to a chapter in
a book or an article in a magazine. Many medieval manuscripts are illuminated
with elaborately painted rubrics. This tradition continued with the rise of the
printing press. At first, initials were hand-painted onto printed pages, making
mass-produced books resemble manuscripts, which were more valuable than
printed books. Initials soon became part of typography. A printer could set them
together with the main text in wood blocks or cast lead characters, or add them
with a separate process such as engraving. Today, enlarged caps are easily styled

as part of a publication's typographic systern.
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The University’s Crisis of Purpose

s o v w8 s o ey ey thormrmrd Py genf -« aemnts of Mgt o prcbecmlor sy off Aomwrmnes by The cwsd staty o0 P sedin.
e vl T 0 W Y s e ey e, o w e b gy S 5 dpy e e b B ey, ol

W worid evesswdy gviee sl
v e ol B wh O will
g Uher P ol Bl et
L [ vm g umervrr s both pat
i el v mbe. e et e vpared
Hintad Coerbtwedty S gl
P ;e e (R b v o
Hm-l-““*
L CRELELT (RLRE B D
PRy

ATy SneTEaE T ey
e ¥ ey EEe o
e s W s el
e o aversl s
aie watimead wreds sl 15 v
e b 4 e e L led
bl e el g vy Gl
i che pamad chec e w8 bl wech

wonbued iy priie ad ety it & el wiems o lmld sy Ted e
by Degerrs. Maghey Filie alnm o Bl | S b RS pacoal ), st Py Enare
I Tl sl Jel Aeewew | ey T Dy < Fisrames Pl - Wivy Our
il Sl | Sesarsen [last Lomm Uy an 1w Mg of Lie " wead
gt [v Srmpns’y "Wiwrn [dsrmwer The Foiory of §aor sl Sy om
- maper Arkeaamr ] w b T e e e e e L

g i Brgtee il armw

A T g e bt s il gl sewer sy ey S
e eyl Dt wiarks & 00wl v kel ©ming e hade] | ey
e ke e st e @ P bop M ol @ reont mareery of Apeerioes iEeees
rretiked thasl ) prrveed of revpeesdont s Joeeeslcsyd e etk et il (e
e R e e

e e k| #Il‘“ ol il sler T beT e et i Bl
e Sl AR I el SR 6 WA S N [eTeen gy can b
A AT e e iy O B e S

I s pesgeTTE, ThES pe mew rerw e mhees R ews owveal e P e v
T sy il ey of e uates  esleg P o O e s Skl e
ﬂl**m—ﬂ-ﬁ-_iﬂ_—-rru i
e, Uil eveer el o e sty by i W T e e
T e e SRt O iy i s i P grrilierreda e
her Lppired Sty weisd| bl § o amoem ol de [rdeepe age pepeeliaiies Ther s e
bt 14 e by PR b ] e prve ol et 3 | DR Thery By e s Borsl
rrarty 8 g T | il sty bt el b e Al Sl T el
g i lern ¢ Dol i b v sl @ i

-”---ml“““m*“
T T B T T W el el [ e v o Ve el re iy s
e s i Lasrwsre |y e @ T Baor Bevserres Foiliss s
st v e ol e reasr w b sl S ieewrernd bl sy aeily
shrmerst el (her | Sy e Falrst Parfiemt 8 taseiter of e Saesn @ L
rvrElagr of B prml ¥ sty o adepr ooy sl Lori dev ey sl e e
whrmekews et bk b il Segide e Taisoge il Btelte s @l Wil
e o PR s Dy b O A Feageali

s mlot g uslege covecs bureer plavrd b onifie ae rode e vewsfioss prre e
andvrrecE by edme mied ryareies] ey props s of S vl sl Se b,
gy iy g, el o v e g

gl Wharsl W 11 & remassry e o Ve sl adider Pt il W oy g

Errw (g Foust &
“hi Fagaalila o

o Pl il Wy i (e i M il Pl by
[ g e g A mvaens el By

SEEe———— LR e -

e W anbataghon ] D peeon 'y med sy o bugherr arrey sl e el
el Tl EeeEg B e g e ey b e e et s e
1ol prsrwrrh Ths swarked soew Baes siprefe e - Toadieign s Wi enled al Jtls Js 0
rredure wik, demeaberd mererraly T b Slekily ¥R & ST g Y B
e A . dirs T ved s T 7 TR BN, O 1 | TR 1R B
o ol e i B el allinl Bl Fra B 8 TR TR e Sleyrastwen b
i i i e MO DR | v ol g b prenband b reaeaes b
Vo ol A R St G A ke e s 8wl

Ty o e AC T s Rl SR ' TREDS B R MY R R
P 0 M resteorrend Ao s dewp eemed monee Suae @ criege degTer werae
Y e ae i by @ e ' Prom rewd cn sy
Sty s b e At od L wh e bairabnd ol g e e
el e mib e D s T e o s o Cee e damiees & [
el ol e ey P e DNOR 8 Teal of Deaderafiap. Charung ow Pa
vy il Plagbws Fdm iasn, Cuw #8008 (PRI | (TGENTERYS e s an wih
e sl v sy o ooleaive prosperrs” Bl eves ey 5o s haey
b vl S e TR b o Drowth posd sgortemsy wr it
ety fhat colleprs s EETTTebE 0 g d grve denl Peey e swa
st wtity (e erhagm ary sthe preee e = e merbd (lerey e
et g virw el ey he bl of jrdaial prespe ooy sl ok B Tarpaasial
Al poror el

P bty o s 1 d el gl n b Pl e ] e Bl e B T
Vel ey Ll el bl — el w s el Ol e e Al G
Vs i MRkl Pagaiy P 1 sy el o WP [RRECE IR b
EEEREEFY i PR ] S AT (i e rem b el ke § gl
Pl sl |

im e e o b resle e ol gty e s e gl Ao
werkd], Al ety bleas, ol e e Ul ge Pl @ barmer Soam B
Tewh | ety i |, ey T gooew sl homnas of oo jartfe

e e estrver s They ool e asgees. “wisl ofher it s ol (e it -

w1 s, wak marErery o Bered ey Swisbrrrnd s bl mel
kil T ksrrakin T ety nadhers P clwer s, Barer peafeiend @ s en ewaled

rpe—— ety b s o b e, P g 4 Do w
[P UNSOUIE U I S PR SR T S R S
. ‘ Ih—: b b ke e e ol
. L il
twes have pre- e e
werived 0 e s v ek ar u ple e s 8 gl sty
, o vemmn Bl bl T Sl B ol Suilarp s rsdw-
COMMMIEA 10 e g ot vy ey i T i s b
T R e e
irresponsibdliy? =70

A il e U] il o g lnllehie: off L jruagers -
7 aul b b il il Feacll] wierre dilebe
B T Cpakd T ok Tl Ml m TRl M Pl
greanar sFamn b AR Uhe pEraimE of risk maed
deir Ul TR Rler rarae] § e
remgra prmpeg i w pe———" ek p S
s ey oy s mpurey b (e peesnbunr sl weabby  pur preers ey
e s e el ekl b e D S Eaared ol sl e bty sivsd d ol
P el simam
Nl Kl [ phare B b & s deioe 1 e pae emiagy @l o slaers
_‘.ﬁ“ﬂ_m‘-ﬁ_‘-“ o pre-
prodveens wekirrrekats dopreey Beseeres i reee Byl e memd prpedar o
derpr mbaite Tege wEk beew i ey e b et e bl 8 i v
i i gy ol e Pl ol dially b Tl st o i (el el Bl a1 1l
Ak waleem we beeel e ik Saes Dhad Das Tl ad ofess Ml i | Lglesi bd sy
il R el e Al T D RPN el DR O TR BRSO SR
F TN ERR RV ML, TR Rl P R, e g ad
apErey W el B ot The geererier whvad rem by st s o @i b by
v PR M v e, e e e s 5 e

Tl Wl PR TTEE AR YA

NEW YORK TIMES BOOK REVIEW Newspaper page, 20009, Art director: Nicholas Blechman.

[llustrator: Ellen Lupton. The dropped capital is a separate illustration placed in the layout.




N THIS PARAGRAPH, the enlarged capital sits on the same
baseline as the text that follows. This simple solution is easy to im-
plement on both page and screen. Setting the first few words of the
text block in smMaL1L capiTaLs helps smooth the transition between
the initial and the text.

N ENLARGED LETTER cut into the text block is called a
dropped capital or drop cap. This example was produced
using the Drop Caps feature in InDesign. The software
automatically creates a space around one or more characters and
drops them the requested number of lines. The designer can adjust
the size and tracking of the capital to match it to the surrounding
text. Similar solutions can be implemented on the web in CSS. The
space around the capital is rectangular, which can be visually awk-
ward, as seen here with the sloping silhouette of the letter A.

AS IT THE BEST OF TIMES, the worst of times, or just
Times New Roman? The dropped capital used here
(The Serif Bold) was positioned as a separate element. A
text wrap was applied to an invisible box sitting behind the capital,
so that the text appears to flow around the intruding right prow of
the W. Likewise, the left prow extends out into the margin, making
the character feel firmly anchored in the text block. Hand-crafted
solutions like this one cannot be applied systematically.

easvouR DESIGNERS SOMETIMES ADAPT the drop cap convention

HEEADER BY

rus camowas  fOT Other purposes. An illustration or icon can appear in

$vER 137 60 place of a letterform. Purely typographic alternatives are
also possible, such as inserting a title or subtitle into space carved
from the primary text block. Such devices mobilize a familar page

structure for diverse and sometimes unexpected uses.



Hierarchy

A typographic hierarchy expresses the organization of content, emphasizing
some elements and subordinating others, A visual hierarchy helps readers scan a
text, knowing where to enter and exit and how to pick and choose among its
offerings. Each level of the hierarchy should be signaled by one or more cues,
applied consistently across a body of text, A cue can be spatial (indent, line

spacing, placement) or graphic (size, style, color). Infinite variations are possible,

Writers are trained to avoid redundancy as seen in the expressions “future
plans” or “past history.” In typography, some redundancy is acceptable, even
recommended. For example, paragraphs are traditionally marked with a line
break and an indent, a redundancy that has proven quite practical, as each signal
provides backup for the other, To create an elegant economy of signals, try using

no more than three cues for each level or break in a document,

Emphasizing a word or phrase within a body of text usually requires only one
signal. Italic is the standard form of emphasis. There are many alternatives,
however, including boldface, sMALL caPs, or a change in color. A full-range type
family such as Scala has many weight and style variations designed to work
together. You can also create emphasis with a different font. If you want to mix

font families, such as Scala and Helvetica, adjust the sizes so that the x-heights

align.



BOLD,
ITALIC,
UNDERLINED
CAPS!

TYPE CRIME
TOO MANY SIGNALS
Emphasis can be created
with just one shifi.



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

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

III Parts of a text
A, Work
B. Chapter
. Section
D. Subsection

SYMBOLS, INDENTS,
AND LINE BREAKS

Division of angels
Angel
Archangel

Cherubim
Seraphim

Ruling body of clergy
Pope
Cardinal
Archbishop
Bizhop

Parts of a text
Work
Chapter
Section
Subsection

INDENTS AND
LINE BREEARKS GNLY

DIVISION OF ANGELS
Angel
Archangel
Cherubim
Seraphim

RULING BODY OF CLERGY
Pope
Cardinal
Archbishop
Bishop

PARTS OF A TEXT
Work
Chapter
Section
Subsection

FONT CHANGE, INDENTS,
AMD LINE BREARS

DIVISION
OF AMGELS

RULING BODY
OF CLERGY

PARTS OF
A TEXT

angel
archangel
cherubim

seraphim

pope
cardinal
archbishop
bishop

work
chapter
section
subsecton

ALIGNMENT, FONT CHANGE,

ANIDY LINE BREARS



MAIN HEAD

MAIMN TEXT

SUBSECTIONS

There are endless
WS L0 EXpress
the hierarchy

of a document.

_ COMMON TYPOGRAPHIC DISEASES

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

Typaphilia

Typophobia

Typochordria

Tymothermia

TYPOPH ILIA An excessive attachment to and fascination with the
shape of letters, often to the exclusion of other interests and
object choices. Typophiliacs usually die penniless and alone.

TyrorHOBIA The irrational dislike of letterforms, often marked
by a preference for icons, dingbats, and—in fatal cases—bullets
and daggers. The fears of the typophobe can often be quieted

(but not cured) by steady doses of Helvetica and Times Roman.

TYPOCHONDRIA A persistent anxiety that one has selected the
wrong typeface. This condition is often paired with oKD (optical
kerning disorder), the need to constantly adjust and readjust the
spaces between letters.

TyroTHERMIA The promiscuous refusal to make a lifelong
commitment to a single typeface—or even to five or six, as some
doctors recommend. The typothermiac is constantly tempted to
test drive “hot” new fonts, often without a proper license.

COMMON TYPOGRAPHIC DISEASES

Various forms of dysfunction appear among populations

exposed to typography for long periods of time. Listed
here are a number of frequently observed afflictions.

An exceszive attachment to and fascnation with the shape of
betters, often to the exchusion of other interests and object choices.
Typophiliacs usually die penniless and alone.

The irrational dislike of letterforms, often marked by a preference
for bcons, dingbats, and—in fatal cases—bullets and daggers.

The fears of the typophobe can often be quisted (but not cured)
by steady doses of Helvetica and Times Roman.

A persistent anxiety that one has selected the wrong typelace.
Thiz condition iz often paired with ok (optical kerming disorder),
the nead to constantly adjust and readjust the spaces between
letiers.

The promiscuous refusal to make a lifelong commitment to a
single typeface—or even o five or =ix, a5 some doctors recommend.
Thie rppethermin is constantly tempted to test drive “hot™ new fonts,
often without & proper licenss.
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