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AVA Academia’s Basics Design

titles are designed to provide
visual arts students with 
a theoretical and practical
exploration of each of the
fundamental topics within the
discipline of Graphic Design.
Packed with examples from
students and professionals 
and fully illustrated with 
clear diagrams and inspiring
imagery, they offer an essential
exploration of the subject.

The Basics Design series
explores key areas of design
through a series of case studies
juxtaposed by key creative
‘basics’. Contemporary
work is supported by concise
descriptions, technical
expansions and diagrammatic
visualisations, enabling the
reader to fully understand 
the work being discussed.

The Basics Design series also
includes: Format, Layout, Image,
Colour, Print & Finish, Grids and
Design Thinking.

Ethical practice is well known,
taught and discussed in the
domains of medicine, law, science
and sociology but was, until
recently, rarely discussed in 
terms of the Applied Visual Arts.
Yet design is becoming an
increasingly integral part of our
everyday lives and its influence on
our society ever-more prevalent.

AVA Publishing believes that our
world needs integrity; that the
ramifications of our actions upon
others should be for the greatest
happiness and benefit of the
greatest number. We do not 
set ourselves out as arbiters 
of what is ‘good’ or ‘bad’, but 
aim to promote discussion 
in an organised fashion for an
individual’s understanding 
of their own ethical inclination.

By incorporating a ‘working with
ethics’ section and cover stamp
on all our titles, AVA Publishing
aims to help a new generation 
of students, educators and
practitioners find a methodology
for structuring their thoughts 
and reflections in this vital area.

Gavin Ambrose MA is a practising
graphic designer whose client 
base includes the art sector,
galleries, publishers and advertising
agencies. He has written and
designed several books on graphic
design, branding and packaging.

Paul Harris PG Dip is a freelance
writer, journalist and editor. 
Paul writes for international
magazines and journals in London
and New York. He is co-author 
and collaborator on books 
about packaging design and 
design principles.

ava publishing sa 
www.avabooks.com
http://blog.avabooks.com
enquiries@avabooks.com
sales@avabooks.com
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Client: Sony

Design: Intro

Typographic summary:

Dot-matrix typeface set

to convey a sense of speed

2 3

Defying Gravity
This booklet, created by Intro design studio, accompanied the launch of Wipeout
Fusion; a game for Sony’s Playstation 2. The dot-matrix typeface used is erratically
typeset and the use of overprinting, bleeds and different column configurations all
combine to reflect the frenetic sense of movement and speed that the game has.
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Typography is the means by which a written idea is given a visual form. 
Due to the volume and variety of typefaces available, the selection of the
components of this visual form can dramatically affect the readability of
the idea and a reader’s feelings towards it. Typography is one of the most
influential elements on the character and emotional quality of a design.
It can produce a neutral effect or rouse the passions, it can symbolise
artistic, political or philosophical movements, or it can express the personality
of an individual or organisation. 

Typefaces vary from clear and distinguishable letterforms that flow easily before
the eye, and so are suitable for extended blocks of text, to those more dramatic
and eye-catching typefaces that grab attention and so are used in headlines and
advertisements.

Typography is anything but static and continues to evolve. Many typefaces in
current use find their foundations in designs created during earlier historical epochs.
The fledgling printing industry in the 15th century established Roman capitals and
Carolingian minuscules, these were further developed during the reign of
Charlemagne as standard letterforms and many are still widely used today.

Looking at Type

Definitions of some of the most common typographical

terms are explained, providing a basic understanding

of letterforms and typography. Although often named

after superseded technologies, these terms are still in

general use and particularly relevant.

Type Classification

A sound understanding of how typefaces are classified

is crucial for the modern designer. It is necessary in

order to appreciate the historical relevance of type

and to recognise the nuances of available type forms.

Setting Type

Exploring how type can be measured and manipulated

facilitates a level of design control and finesse. Basic

techniques and structures are explained to help a

designer use type effectively. 

Type Generation

Many pieces of work require bespoke typographical

solutions, often these will include the adjustment of

existing typefaces or the generation of new ones.

Type Realisation

The realisation or placement of type can dramatically

add to the effectiveness and intensity of a design.

Considerations of paper stocks and printing

techniques can profoundly enhance a finished design

and the examples contained within this section serve

to demonstrate this.

Type in Practice

In this concluding section we explore some of the

more unusual requirements and demands made of

typography. The basic understandings discussed in

previous sections serve to underpin these more

experimental realisations.

Introduction
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Occasional Sights
Occasional Sights is a guidebook to London created by artist Anna Best, which
explores missed opportunities and things that do not really exist in the UK capital.
The design by Spin features a cover that also serves as a complete index to the
book’s contents; something more commonly contained within the closing pages of a
publication. The index uses highlighted, underlined, bold and regular versions of
Boton BQ, an Egyptian slab-serif typeface. This typeface closely mimics the
character impressions made by a typewriter and is traditionally used to compensate
for coarse paper stocks and low-grade printing. Ty
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Client:

The Photographers’ Gallery

Design: Spin

Typographic summary:

Highlighted, underlined, bold

and regular versions of slab

serif Boton BQ

6 7

Text

BDT_001-176  4/3/06  4:24 PM  Page 7



(WK) Job:01-76355  Title:Basic Design-Typography
175#  Dtp:119  Page:8

BDT_001-176  13/4/06  4:42 PM  Page 8

Client: Royal Mail

Design: Webb & Webb

Typographic summary:

Typography that takes

inspiration from a series of

postage stamps

1000 years 1000 words
These examples are taken from a book produced for Royal Mail, in conjunction with
Camberwell Press, and designed by Webb & Webb. The 48-page book features 48
stamps designed by leading artists and designers and specifically to celebrate the
dawn of the third millennium. The book has a perforated timeline that runs through
the centre of every page, which emulates the design of a sheet of stamps.

The 48 numbered stamps are printed using a combination of lithography and gravure
techniques, and the text pages print litho in a series of 11 special colours. Ty
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Gravure printing

Gravure printing

Gravure or rotogravure printing

is a high-volume intaglio print

process in which the printing

area is etched into the printing

plate. Ink is then transferred

from the plate to the substrate.

These examples take inspiration

from original stamp designs both

literal – the colours, shapes and

forms – and descriptive – the

‘story’ and context of each

design. These design ‘stories’ are

visually enlivened through the

considered use of typography:

This page 

(shown from, top to bottom)

Satellite agriculture by

Richard Cooke. The type is angled

to align with the geometric shape

made by the overhead image on

the stamp.

Weaver’s craft by Peter

Collingwood. A tapestry of words

forms a knitted pattern.

Destination Australia by

Jeff Fisher. The type runs upside

down and  underneath the

perforated centre line.

Jenner’s vaccination by

Peter Brookes. The displayed type

forms small red ‘smallpox’ dots.

Opposite page 

(shown from top to bottom)

City finance by Brendon Neiland.

The type displayed forms a city

skyline.

Strip farming by David Tress.

Furrows of type are formed by

the use of different shades of

green and different leading values

so that the lines run over one

another. All lines have a wide

measure, mirroring the subject.

(WK)

This book introduces different aspects of typographical design via dedicated
chapters for each topic. Each chapter provides numerous examples of creative
use of typography in design from leading contemporary design studios,
annotated to explain the reasons behind the design choices made. 

Key design principles are isolated so that the reader can see how they are applied
in practice.

Clear navigation

Each chapter entry has a clear

strapline to allow readers

to quickly locate areas

of interest.

Additional information

Supporting information

accompanies diagrams and

examples, putting the work

into context.

Background information

Summarised information

accompanies each example.

Explanatory texts

Key points are introduced and

simply explained.
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How to get the most out of this book
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Kerning

Kerning

Kerning

Kerning
-6pt -6pt -4pt -12pt -8pt -9pt

Akzidenz Grotesk

Even a single word 

can require a great deal 

of kerning.

Swiss 721

Here, the same 

kerning values 

create uneven 

distances on 

either side of the 

letter ‘i’.

Benguiat

Here, the same kerning 

values are collapsing 

the serifs together.

Apollo MT

Here certain pairs are

becoming joined,

while space is opening

between other pairs.
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Kerning
Kerning concerns the space between two
letters. Certain letter combinations have
too much or too little space between them,
which may make some words difficult
to read, as you tend to focus on the
typographical ‘mistakes’, as shown below. 

airport
airport

This problem can be reduced by kerning, the removal or addition of space between
letters. Some letter combinations frequently need to be kerned and are known as
kerning pairs. Kerning is used to achieve a balanced look for larger display type, and
to handle difficult combinations of letters in body copy.

There are two important rules to remember when kerning text:
1
As type gets bigger you will need to reduce spacing to compensate. The two words
above have the same relative kerning values. While the top example looks correctly
set, the bottom example is starting to look ‘loose’ in the middle section and would
benefit from being kerned in. The top example has had additional spacing entered
between the letters ‘r’ and ‘t’.
2
Do not kern type until the tracking values and typeface selections have been set,
as the time-consuming fine-adjustments could easily be wasted by any subsequent
change. Do not assume that one set of kerning values will transfer to another
typeface. Different typefaces possess particular characteristics and so require
bespoke kerning – as can be seen opposite.

Kerning
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Client: Barbican Gallery

Design: North

Typographic summary:

Futura Bold Italic, an oblique

typeface set, on a nine-degree

slanted line

Barbican Gallery Literature
This brochure of forthcoming events was created for the Barbican Centre’s Art Gallery
by North design studio, and features a version of Futura Bold Italic, which is actually
an oblique typeface. In this instance the type is set on a slanted nine-degree line. The
consistent use of a single typeface, employed in a single fashion, forms an integral
part of the identity, in this instance the typography is the identity, as it is the unique
setting of the type that becomes memorable and recognisable.

20 21

Italic or oblique?
Although there is a distinction between
italic and oblique typefaces (see below),
there are no right or wrong considerations
in the selection of either. As with all aspects
of design, selection of typeface style will 
be based upon making an informed
judgement about what works best in a
specific design for the intended purpose.

Helvetica Neue 75 (left) / Helvetica Neue 76 Italic (right)

The italic variation is actually an oblique as it is redrawn to resemble the

Roman character.

Obliques
The 20th century saw typographers begin to develop slanted versions of Roman
characters (particularly those of sans-serif typefaces), called obliques, because
italics were considered inappropriate for the industrial and non-calligraphic designs of
most sans-serif typefaces. Obliques are designed typefaces but their letterforms are
essentially slanted versions of their Roman counterparts. Confusion arises because
oblique typefaces are often incorrectly labelled as italics, as is the case with Helvetica
Neue 76 Italic.

Italics
A true italic is a drawn typeface based around an axis that is angled somewhere in
between 7–20 degrees. Italics have a calligraphic style and can sit compactly, in part
due to their use of many ligatures. They are usually based upon serif typefaces.
Notice the difference between the Roman and italic characters shown below.

Mrs Eaves Roman (left) / Mrs Eaves Italic (right)

This italic typeface is a true italic as it features drawn characters around

an axis that is between 7–20 degrees.
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Italic or oblique?

Diagrams

Diagrams add meaning to the

theory by showing it in action.

Technical information

Typographic theory and

terminology is decoded to foster

greater understanding

of typographic concepts.

Examples

Commercial projects from

contemporary designers 

bring the principles under

discussion to life.

Written explanations

Key points are explained

within the context of an

example project.

Introductions

Special section introductions

outline basic concepts that

are to be discussed.
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Looking at Type

Client: Royal Academy of Arts

Design: Why Not Associates

Typographic summary:

Logotype with infilled counters,

specifically designed for the

exhibition’s promotional

material
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Looking at Type

Within its broad parameters typography contains a wealth of
specialised terminology, which designers and printers use when
examining or describing typefaces and their associated
characteristics. Whilst each term has a specific meaning, some of
these definitions have become distorted over time or otherwise
altered by common usage, and this can result in confusion. For
example, many people incorrectly refer to ‘obliques’ as ‘italics’
simply because they both slant.

Many of these terms, such as ‘leading’ or ‘em rule’, originate from the 
hot-metal printing industry. Until the explosive impact of information
technology, seen in recent times, this industry was the bastion of
typography. Similarly a number of terms – including the names given to
individual parts of a single character – date back even further and find
their origins in stonemasonry. 

This chapter introduces and defines some of the most common
typographical terms used when looking at and describing a typeface,
as well as its synonyms and alternative, distorted uses.

An understanding of the terminology contained within this volume
will not only enable you to discuss, specify and communicate
typographic requirements with clients, designers and industry
professionals, but will also result in a deeper understanding of
the subject.

‘We should welcome typographic variety as the natural consequence
of human creativity.’
Sebastian Carter

Apocalypse (left)
This poster was created for the Apocalypse show at the Royal Academy of
Arts in London. Beauty and horror are visually expressed via the harsh juxtaposition
of the apocalyptic typography, which overlays and cuts into the serene image. The
simple removal of the counters from the letters serves to dehumanise them, and
implies sinister overtones. The typography appears in three distinct blocks that are
centred on the page, creating a simple hierarchy of information – who, what and
when. This text placement, often considered traditional, is also subverted by the
apocalyptic title.
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Where type is used
Type is everywhere. It is on almost
everything we buy, on the pages of books
and magazines, on walls, floors and street
signs. As the examples here demonstrate,
there are many typeface varieties and each
possesses a distinct personality. Some
typefaces are formal and convey a sense of
authority, while others are more relaxed
and appear to be less structured. Typeface
usage can therefore tell a reader as much
about the originator of the communication
as the message itself.

Type tells us what to do… …and what not to do. Type can have character…

If rendered sympathetically, a hand-drawn board outside a restaurant may imply the
menu changes regularly. However, if crudely presented, the board may give the
impression that preparation at the venue is sloppy; not a positive message for a
restaurant! Type is everywhere and how it is set affects how its message is read, as
this can be reinforced or contradicted by the typeface that is used to present it.
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Where type is used
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… or be utilitarian… …or austere. Type can be permanent…

…or temporary. Type can help us find our way… …or be confusing.

Type can make one thing… ...different from another. Type can be informal…

…or formal. Type can be festive and shout... ...or be sad.

Type can be crude… ...or anarchic... ...but it is everywhere.

Ty
po

gr
ap

hy
 W

he
re

 ty
pe

 is
 u

se
d

(WK)

12 13

Text

BDT_001-176  3/31/06  10:13 PM  Page 13



(WK) Job:01-76355  Title:Basic Design-Typography
175#  Dtp:119  Page:14

BDT_001-176  3/31/06  10:13 PM  Page 14

(WK)

Ty
po

gr
ap

hy
 L

oo
ki

ng
 a

t T
yp

e

What is type?
Typographer Eric Gill noted that ‘letters
are things, they are not pictures of things’.
Individual letters, when arranged in a
particular way, represent the sounds of a
spoken language and visually express ideas
in such a way that another person can
understand them in the manner intended.
Typography concerns the setting of letters within a design, usually for the purposes of
printing. The variety of typefaces and the different ways in which typefaces can be
used within a design, can enhance or alter the meaning of the very words that the
type is used to create. The style in which letters are formed and presented alters our
perceptions of the ideas they are portraying, as the examples below demonstrate.

Ornate Simple

Modern Handwritten

Futuristic Historical

Foundry Gridnik

The gridded lines pay homage to a font designed by

Wim Crowel in the late 1960s that was never released.

The even weight, angular structure and ‘visible’ grid-

lines result in a modern, almost futuristic typeface.

Zapf Chancery

In contrast Hermann Zapf’s distinctive calligraphic

typeface is based on chancery handwriting, a style

developed during the Italian Renaissance and used

by scribes. 

Kuenstler Script

Reminiscent of intricate handwriting, Kuenstler Script

sacrifices a degree of legibility in favour of overall flair.

Gill Sans

Originally produced for the London & North Eastern

Railway, here the emphasis is on legibility.

Eurostile

Aldo Novarese’s seminal font reflects the optimism

of 1950s’ and 1960s’ design.

Garamond

Evergreen font by Claude Garamond conveys a

sense of classicism and historical importance.

What is type?
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Client: Gina Ihuarula

Design: Browns

Typographic summary:

Akzidenz Grotesk Super set

phonetically in upper case

Gina Ihuarula
This bold identity created for London fashion designer Gina Ihuarula demonstrates
the power of type and colour. As the name ‘Ihuarula’ is difficult to pronounce, Browns
employed a phonetic construction to inform people of its correct pronunciation, EE-
WAH-RULER. The use of an upper case sans-serif typeface (Akzidenz Grotesk Super)
adds authority and clarity to the text.

Pictured above are several applications from the identity created, which illustrate how
the phonetic scheme was applied to those words that best relate to Gina Ihuarula’s
occupation as a fashion designer. Thus we have BIS-POKE (bespoke), LUN-DUN
(London) and AY-SIM-ET-RIK (asymmetric).
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Typefaces and fonts (or founts)
In common usage, the words ‘typeface’
and ‘font’ are used synonymously. In most
cases there is no harm in doing so as such
substitution is virtually universal and
most people, including designers, would
be hard pressed to state each word’s
‘correct’ definition if asked. However,
each term does possess separate and
quite distinct meanings. 
According to James Felici’s Complete Manual of Typography, a typeface is a
collection of characters, letters, numbers, symbols, punctuation (and so on), which
have the same, distinct design. A font however, is the physical means of typeface
production, be it the description of a typeface in computer code, lithographic film,
metal or woodcut. Felici explains this distinction in simple terms, and describes the
font as a cookie cutter and the typeface as the cookie produced from the cutter.
When looking at a design, one can ask what typeface it uses or what font the type is
set in, but strictly speaking, one cannot ask what font it uses.

Below left is the font (or cookie cutter), which is used to produce the typeface
(or cookie), shown on the right.

Typefaces and fonts (or founts)
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A typeface is
a collection of
characters, letters,
numbers, symbols,
punctuation (and so
on), which have the
same, distinct design.

A font (or fount) is
the physical means used
to create a typeface,
be it computer code,
lithographic film, 
metal or woodcut. 

Typeface

Font (or fount)
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This is illustrated below with the Helvetica Neue family. Roman is the basic cut and
base style in which the majority of body text will be set. The other family members are
variations of this and allow a designer greater flexibility to provide variation and
emphasis, as and when required, to produce a more interesting and useful design,
whilst preserving key typeface characteristics.

Helvetica Neue 56

A version of the Roman cut that

slopes to the right. Most type-

faces have an italic version.

Helvetica Condensed

Condensed is a narrower version

of the Roman cut.

Helvetica Neue Extended

Extended is a wider version

of the Roman cut.

Helvetica Neue 75

Uses a wider stroke than Roman

and is also called medium, semi-

bold, black, super and poster.

Helvetica Neue 35

A variation of the Roman cut with

a lighter stroke.

Typeface style
A typeface family contains the range of
different character styles, which can be
applied to the same basic Roman typeface. 

Helvetica Neue 55

Originates from inscriptions found

on Roman monuments – some

typefaces also carry a slightly

lighter version called ‘Book’.

Typeface style
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Stroom Invitation
This invitation for Stroom
– a visual arts centre in
the Netherlands – was
created by Faydherbe /
De Vringer and uses an
italic typeface to convey
the motion that one
associates with the
movement of a
paintbrush. The words
are slashed or truncated
to suggest a sense of
immediacy.

Client: Stroom

Design:

Faydherbe / De Vringer

Typographic summary:

Leviathan HTF black italic

typeface, slashed words

convey motion and immediacy
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Italic or oblique?
Although there is a distinction between
italic and oblique typefaces (see below),
there are no right or wrong considerations
in the selection of either. As with all aspects
of design, selection of typeface style will 
be based upon making an informed
judgement about what works best in a
specific design for the intended purpose.

Helvetica Neue 75 (left) / Helvetica Neue 76 Italic (right)

The italic variation is actually an oblique as it is redrawn to resemble the

Roman character.

Obliques
The 20th century saw typographers begin to develop slanted versions of Roman
characters (particularly those of sans-serif typefaces), called obliques, because
italics were considered inappropriate for the industrial and non-calligraphic designs of
most sans-serif typefaces. Obliques are designed typefaces but their letterforms are
essentially slanted versions of their Roman counterparts. Confusion arises because
oblique typefaces are often incorrectly labelled as italics, as is the case with Helvetica
Neue 76 Italic.

Italics
A true italic is a drawn typeface based around an axis that is angled somewhere in
between 7–20 degrees. Italics have a calligraphic style and can sit compactly, in part
due to their use of many ligatures. They are usually based upon serif typefaces.
Notice the difference between the Roman and italic characters shown below.

Mrs Eaves Roman (left) / Mrs Eaves Italic (right)

This italic typeface is a true italic as it features drawn characters around

an axis that is between 7–20 degrees.
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Italic or oblique?
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Client: Barbican Gallery

Design: North

Typographic summary:

Futura Bold Italic, an oblique

typeface set, on a nine-degree

slanted line

Barbican Gallery Literature
This brochure of forthcoming events was created for the Barbican Centre’s Art Gallery
by North design studio, and features a version of Futura Bold Italic, which is actually
an oblique typeface. In this instance the type is set on a slanted nine-degree line. The
consistent use of a single typeface, employed in a single fashion, forms an integral
part of the identity, in this instance the typography is the identity, as it is the unique
setting of the type that becomes memorable and recognisable.
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20 21

Job:01-76355  Title:Basic Design-Typography
(02-AC30671)  175#  Dtp:119  Page:21

Text

BDT_001-176  3/31/06  10:16 PM  Page 21



(WK)

abcdefghijklmnopqrstuvwxyz

abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
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Small caps provide a designer with a subtle means of highlighting a section of

text without it standing out too much, or overpowering the surrounding body

text. Titles, names and references can thus be distinguished without ‘shouting’

as they would if they were set in CAPITALS.

A small cap is far more harmonious with the body text because it has

been specifically re-cut to have the same width strokes as those of the regular

characters. This is not the case with ARTIFICIAL SMALL CAPS, which have strokes

that look thin and give the impression that the characters have been elongated.

The typeface is considered the base component for presenting a message as the
examples below from the Minion typeface family demonstrate.

Minion Regular

The basic Roman alphabet, used for body text.

Minion Regular Caps

The standard capitals used for initials and headline text.

Minion Regular Small Caps

A special set of capitals used for emphasising specific text.

Looking at a typeface
Perhaps one of the most important things
to keep in mind when looking at a typeface,
or extended typeface family, is that each
variation was originally created for a
specific function. 

Looking at a typeface
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S P A C I N G
s p a c i n g

TEXT SET IN MAJUSCULE CHARACTERS REQUIRES THE READER TO
CONSTRUCT THE WORDS BY READING EACH INDIVIDUAL CHARACTER, 
WHICH CAN BE SLOW AND TIRING.

Lower case letters were developed by Alcuin in the 8th century, these allowed text to
be divided into sentences and paragraphs by beginning the first word of a sentence
with a capital letter.

Certain languages can look uncomfortable when set in Roman, German for example
uses initial capitals at the start of written nouns. This disrupts the scanning motion
of the eye: ‘I went to the Shop in my Car to buy Food, a Book and a Video’.

Blocks of text are considered easier to read
when set in Roman, Old Style or Antiqua,
which is to say a combination of majuscule
(upper case) and minuscule (lower case)
characters. This is because the human eye
‘scans’ the text using the ascenders and
descenders to recognise words rather than
constructively reading each and every
word. Majuscules share the same height
and have fewer visual shortcuts for the eye
than minuscules, which have ascending or
descending stems that assist scanning.

As lower case letters tend to flow into one another

it is considered bad typographical practice to

letterspace them as this makes the text more difficult

to read. Capitals depend less on each other, and so

we are therefore more used to viewing and reading

them with spacing in place.
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Henry Peacock Gallery
Jonathan Ellery, a founding partner of Browns, created
this poster for an exhibition at London’s Henry Peacock
Gallery. In this example, the use of a majuscule text
block works well because the design uses a small
quantity of large-point letters and a condensed
Helvetica bold typeface. This combination means the
eye does not have to do much work for the reader to
interpret the message. The poster features a quotation
from boxer Muhammad Ali, which is foil blocked in 
to a reflective, metallic paper stock. The poster was
produced as a limited edition in four different colour
schemes.

Client: Henry Peacock Gallery

Design: Browns 

(Jonathan Ellery)

Typographic summary:

Helvetica bold condensed, 

majuscule text block
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Client: Bristol Old Vic 

Design: Thirteen

Typographic summary:

Avenir geometric typeface

set lower case

Bristol Old Vic 
This is an A5, 24-page,
four-colour brochure
designed by Thirteen for
the Bristol Old Vic. The
brochure contains details
of all the performances to
be held at the theatre
throughout the first
quarter of the 2004
season. 

The choice of the Avenir
sans-serif typeface set in
lower case wonderfully
highlights, and visually
exploits, the rounded
letters in the theatre’s
name. Interestingly, the
designer chose to omit
the dot over the letter ‘i’,
perhaps to maintain a
clean and uninterrupted
x-height line for those
letters without ascenders.

The typography forms
part of a wider brand
identity for Britain’s
oldest working theatre.
This spread, taken from
the brochure, shows
continued use of the
lower case sans-serif
typeface for all titles 
and captions, which
enforces the identity
design created by
Thirteen. However, notice
on the inner pages that
the dot above the letter 
‘i’ has been restored.
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Avenir
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Chin

The angled terminal part of 

the ‘G’.

Bracket

The curved portion of a serif that

connects it to the stroke.
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Typeface anatomy

Loop

The stroke that encloses, or

partially encloses, a counter in a

Roman. Sometimes used to

describe the cursive ‘p’ and ‘b’.

Hairline

The thinnest stroke in a typeface

that has varying widths –

can be clearly identified on a

‘v’ or an ‘a’.

Stress 

The direction in which a curved

stroke changes weight.

Stroke 

Refers specifically to the diagonal

portion of letterforms such as

those in ‘N’, ‘M’ or ‘Y’. Stems,

bars, arms, bowls etc. are 

collectively referred to as 

letterform strokes.

Vertex

The angle formed at the

bottom of a letter where the

left and right strokes meet

such as with the ‘V’.

Leg

The lower, downward sloping

stroke of the ‘K’, ‘k’ and ‘R’.

Sometimes used for the tail

of a ‘Q’.

Ascenders and descenders

An ascender is the part of a letter

that extends above the x-height;

a descender falls below the 

baseline.

Shoulder or body

The arch formed on the ‘h’ or

‘n’.

Apex

The point formed at the top of a

character such as ‘A’ where the

left and right strokes meet.

Job:01-76355  Title:Basic Design-Typography
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Terminal

The terminal describes the finish

of a stroke. Avenir contains a flat

terminal, with no additional 

decoration. Hoefler Text however,

is cut with an acute terminal.

Variations include flared, convex,

concave and rounded.
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The left-to-right curving stroke in

‘S’ and ‘s’. 
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Serif

The small stroke at the end of a

main vertical or horizontal stroke. 

Arm, bar or crossbar

A horizontal stroke that is open at

one or both ends, as seen on the

‘T’, ‘F’, ‘E’ plus the upstroke on

the ‘K’.

Ear

The right side of the bowl of the

‘g’, the end of an ‘r’ or ‘f’ for

example.

Link

The part that joins the two bowls

of the double-storey ‘g’.

Tail

The descending stroke

on the ‘Q’, ‘K’

or ‘R’. The descenders

on ‘g’, ‘j’, ‘p’, ‘q’ and

‘y’ may also be called tails as

can the loop of the ‘g’.

Crossbar

A horizontal stroke on the ‘A’ and

‘H’. A crossbar joins two stems

together.

Bowl / counter

The counter is the empty space

inside the body stroke, and is 

surrounded by the bowl. The

counter may be called an eye 

for the ‘e’.

Crotch

Where the leg and arm

of the ‘K’ and ‘k’ meet.

Cross stroke

The horizontal stroke on

the characters ‘A’, ‘H’,

‘T’, ‘e’, ‘f’ and ‘t’. This is

sometimes called a

crossbar. A cross stroke

intersects a single stem.

Stem

The main vertical or diagonal

stroke of a letter.
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X-height
The ‘x-height’ is a term applied to the
distance between the baseline and the
mean line of non-ascending or lower case
letters. The letter ‘x’ is used as a gauge
because it is flat at both its top and bottom.
The x-height is often used as a layout
anchor to produce consistent positioning
of images and text blocks.
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X-height

Mean line

Baseline

Ascender height

Descender height

Cap height

The x-height is a relative measure specific to the typeface in question. The physical
measurement will differ from typeface to typeface even if the point size is the same;
as shown in the examples opposite.

Cap height and ascender height

Cap height (the height of capital letters), and ascender height (the height of ascenders), are sometimes

equal although in certain typefaces they do vary slightly, and the ascender height is marginally higher

as demonstrated above.

X-height

Job:01-76355  Title:Basic Design-Typography
(02-AC30671)  175#  Dtp:119  Page:28

As different typefaces of the same point size have

different x-heights an optical distortion can occur.

X-height variations between typefaces of the

same point size create visual differences. For example,

Akzidenz Grotesk (used here), has a comparatively large

x-height, this means that less space appears between

the lines and there is less room for ascenders and

descenders than say, Cochin, which has a smaller x-

height. This creates the illusion that there is less leading

although it is identical in both examples.

As different typefaces of the same point size have different

x-heights an optical distortion can occur.

X-height variations between typefaces of

the same point size create visual differences. For example,

Akzidenz Grotesk has a comparatively large x-height, this

means that less space appears between the lines and there

is less room for ascenders and descenders than say,

Cochin (used here), which has a smaller x-height. This

creates the illusion that there is less leading although it is

identical in both examples.
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Caslon Century Schoolbook Bodoni

Book Antiqua Univers 75 Black Times New Roman

Eurostile Serifa Garamond Ultra

Courier Akzidenz Grotesk Super Bembo Italic

Cochin Rotis Sans Serif Clarendon

Copperplate Gothic Bold Tohoma Skia

Souvenir Bayer Universal Futura Display

Eras Demi Optima Lucida Sans Roman
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Hyphen

A hyphen is typically one-third

the length of an em. It is used

to separate parts of compound

words, to link the words of a

phrase in adjectival hyphenation

and to connect the syllables of a

word that is split between 

separate lines.

En

An en is a unit of measurement

equal to half of one em. It is

used in Europe to denote

nested clauses. It can also be

used to mean ‘to’ in phrases such

as, chapters 10–11, and

1975–1981. An en rule is also

used to mean ‘and’, for example,

between two surnames on the

spine of a book.

Em

An em is a unit of measurement

derived from the width of a

square body of the cast upper

case ‘M’. An em equals the size

of a given type, i.e. the em of

60pt type is 60pts. It is used for

paragraph indents and denoting

nested clauses in North America.

Type point size

The point size of a typeface is measured from the ascent line (top-most ascender), to the descent line (bottom-

most descender). The point system was created for metal type. When cast, these blocks or slugs have a space

or shoulder to provide some spacing between lines when set. The point size of a font is the measure of the slug

and not the letter formed on it.

The point system

The point measurement system

was developed in the 19th

century by Pierre Fournier and

François Didot. The modern

British / American (Anglo-Saxon)

point is 1/72 of an inch.

Ems, Ens and Hyphens

Absolute measurements
The white lines below are set 12pts apart and form a grid that has an absolute
measurement of 60pts. You will notice that the 60pt type sits within these lines
rather than being equal to the measurement.

Relative measurements
Certain typographical measurements are relative – rather than absolute – to the point
size of the type being set. An em set in 60pt type is 60pts. An en is equal to half an
em. These two measurements are used to set dashes, fractions and spacing, and
are useful as the measurement is directly linked to the type; as the type enlarges
so does the spacing.
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Absolute and relative measurements
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Client: Diesel

Design: KesselsKramer

Typographic summary:

Pattern created using a

wide variety of point sizes

Diesel
A variety of point sizes was used to create this poster for a Diesel campaign, and the
resulting pattern of type conveys a sense of natural harmony. The fixed measure and
varying point sizes create a dense block of type. This density affords the larger type
the appearance of pull-quotes or headlines.
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Client: Royal Society of Arts

Design: NB: Studio

Typographic summary:

16-page brochure and

broadsheet poster featuring

small-point type
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Royal Society of Arts
To do something slightly different for this RSA 16-page brochure – containing a
series of illustrations by Tom Gauld – NB: Studio created a broadsheet poster to
wraparound and contain the booklet. The poster carries the names of all the fellows
of the RSA. There are literally thousands of these to incorporate, which not only
indicates the popularity and importance of the organisation but also, on a more
practical level, demanded the use of a very small point size in order to print all the
information.

A simple hierarchy of ‘pattern’ and ‘text’ is created through the variety in point size of
the type used. Although all text can be read, it’s not intended that all text should be
read, and the dramatic differences in size help to enforce this.
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Type Classification

Client: Absolut Label

Design: KesselsKramer

Typographic summary:

Eclectic collection of

typefaces used in harmony

with their subject matter
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Type Classification

The vast array of typefaces available means that some system
of classification is essential, if for no other reason than to simplify
the specifications for a piece of work.

Typefaces and type families can be classified according to their
inherent characteristics. In order to understand the classification
system, and the means by which a typeface is classified, one must
be familiar with the terminology used to describe these characteristics.
Many typefaces – and much of the terminology used to describe their
distinctive features – originate from designs that span the past 500
years, and would have originally been cast in metal or cut in stone.
Even now in our digital age, such typefaces still contain the distinct
features associated with the physical necessities of the times in which
they were created. Typeface classification provides one of those rare
occasions when it is appropriate to form a judgement on appearance
alone. It is important to obtain an appreciation of how typefaces are
classified and the differences between their variations, in order to
understand when best to use them within a design. 

Typeface classification is based on anatomic characteristics and
usually divided between four basic categories: Block, Roman, Gothic
and Script (Human Factors in Engineering Design, Sanders and
McCormick, 1993). Additionally a further category; ‘Graphic’ (or
‘Experimental’ or ‘Symbol’), accounts for any typefaces that do not
naturally fit into any of the four basic categories. The four basic
categories can then be further sub-classified: Block (or Blackletter)
contains those typefaces based on German manuscript handwriting;
Roman houses all the serif typefaces; Gothic contains all the sans-serif
typefaces, and finally Script contains those typefaces that mimic
handwriting. 

Absolut Label (left)
These spreads are taken from the first issue of a fashion magazine sponsored by
Absolut. Designed by KesselsKramer, they feature distinctive typefaces for the
multiple covers, which reflects the variety of locations featured in the publication. 

Clockwise from top left: the cover combines a stencil typeface with clever use of
colour to convey a sense of militarism and defiance; ‘Greece’ uses a retro-futuristic,
Graphic typeface; ‘Sweden’ uses a Geometric typeface with exaggerated descender;
‘Russia’ demonstrates a Gothic, italic and bold typeface; ‘Turkey’ uses an extra-light
display type with a distinctive dot on the ‘i’; ‘Brazil’ uses a serif typeface; ‘Spain’
combines hand-drawn type with script and ‘France’ employs a typewritten typeface,
which is used almost as an anti-fashion statement.
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Blackletter 686

This typeface is based on some of the earliest printing forms, which in turn were based on the script of North

European books. Each stroke is accompanied by an offset hairline that produces a light / dark contrast.

Block, Blackletter, Gothic, Old English, Black or Broken typefaces are based 
on the ornate writing style prevalent during the Middle Ages. Nowadays, they
appear heavy and difficult to read in large text blocks, and seem antiquated.

Block

Book Antiqua

An old-style typeface, designed by Monotype that is a close copy of Hermann Zapf’s Palatino. It has little

contrast between stroke weights, which minimises distraction when reading.

Roman type has proportionally spaced letters and serifs, and was originally
derived from Roman inscriptions. It is the most readable type and is commonly
used for body text.

Roman
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Grotesque

Monotype’s Grotesque is a 1926 design with simple, clean lines that make it suitable for text use. The absence

of serifs is instantly noticeable. The ‘g’ has a loop rather than being double-storey as seen in serif typefaces.

Gothic, Sans-serif or Lineale typefaces do not have the decorative touches
that typify Roman typefaces. Their clean and simple design makes them ideal
for display text, but may make them difficult to read in long passages.

Gothic

Künstler Script Medium

Künstler Script was designed by Heidelberger Druckmaschinen and has a pronounced slope angle.

Script typefaces are designed to imitate handwriting so that when printed
the characters appear to be joined up. As with human handwriting, some
variations are easier to read than others.

Script
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Block typefaces

Block typefaces
Block, Blackletter, Broken, Old English or
Gothic typefaces (not to be confused with
sans-serif Gothic), are based on the heavy,
ornate writing style that was prevalent
during the Middle Ages. Due to the
complexity of the letterforms they can be
hard to read – particularly if used in large
blocks of text – and therefore usually serve
a similar function to the decorative use of
Scripts or initial capitals. Legibility is
however linked to familiarity, thus the
Gothic sans-serif styles that are common
to us today would be equally hard for
Middle Age man to decipher.
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Examples of Block typefaces 

(Shown left from top to bottom:

Engravers Old English, Goudy

Text, Fraktur)

These examples demonstrate

the ornate and decorative

letterforms that contrast hugely

with the relatively plain sans-

serif typefaces that are in

common use today.
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This text is set in Cloister Black, which
was designed by Morris Fuller Benton

and Joseph W Phinney in 1904. As you
can see, when a sizeable block of text is

set in a Block typeface the ornate
letters affect legibility. This has more
to do with the text styles that we, as

readers, are accustomed to interpreting
than being a fault of the typeface. When
printing was in its formative years those
people that could read would have had 

little trouble reading this text, but 
as we are now accustomed to reading 

simpler and cleaner typefaces the 
ornate elements of Block confuses the eye
and slows down tracking from letter to

letter. Legibility can be improved by being
more generous with the tracking between

letters or the space between words.
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Roman typefaces
The decorative serifs of Roman typefaces
help the eye track from letter to letter,
which is why they are typically used for
body text. Roman typefaces comprise the
oldest typeface classification and its
designs originate from text that was
carved into Roman stonework.

Many variations of Roman typefaces
have been developed. These variations can
be further sub-classified as Old Style
Venetian (or Humanist), Old Style Aldine
(or Garaldes), Old Style Dutch, Old Style
Revival, Transitional, Didone, Slab serif
(or Egyptian), Clarendon, and Glyphic.
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Examples of Roman

typefaces

(Shown left from top to bottom:

Cochin, Garamond, Souvenir)

Although these three examples

are all classified as serifs they

are quite different. In particular

take note of the ‘Q’, ‘g’, ‘J’ and

‘K’.
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Client: Deutsche Bank

Design: Spin

Typographic summary:

Cooper Black combined with

hand-drawn imitation, heavily

bracketed slur serif 

(see page 46)

Up and Down / Back and Forth
This catalogue for works by artist Richard Artschwager was created by Spin design
studio and features a series of charcoal-on-paper drawings. The inner pages of the
book are reflected in the design of the outer. The outer uses Cooper Black – an extra
bold old style revival typeface – set in pink against a woodgrain background. Cooper
Black is also used for the captions inside the publication. The inner pages feature a
reproduction of the cover hand-drawn in charcoal, which is a prelude to the work
that follows. Ty
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Perhaps it is because the Roman typefaces are such an important mainstay of the
printed word that so many variations have been developed. Over time, Roman
typefaces have been modified to reflect changes in style, which has resulted in the
evolution of new sub-classifications. These sub-classifications help us to more
precisely define and distinguish serif typefaces, as the differences between them 
can be extremely subtle and therefore hard to spot. Some typefaces straddle two 
or more classification groups to further complicate matters. Remember though the
classifications exist to guide and clarify the specifications of a brief.

Transitional
Transitional typefaces have a medium contrast between their thick and thin strokes and a lower degree of left-

inclined stress. A distinguishing feature of a transitional typeface is a flat or triangular tip where the diagonal

strokes meet, as can be seen in the ‘W’. 

Baskerville

Baskerville was designed by John Baskerville in the 18th century. A versatile font, Baskerville is used for both

body text and display type. Note the absence of a middle serif on the ‘W’ and the distinctive capital ‘Q’.

Old Style
Old style (or Antiqua), typefaces were developed in the 16th and 17th centuries to replace Block typefaces as the

standard letterforms in use. They are distinguished by their irregularity and slanted ascender serifs that have low

contrast between the thick and thin strokes. They also possess bracketed serifs and a left-inclined stress.

Bembo

Bembo was created by Monotype in 1929 for a Stanley Morison project. It is based on a Roman-face cut by

Francesco Griffo da Bologna, which Aldus Manutius used to print Pietro Bembo’s 1496 publication of De Aetna.

Morison modified letterforms such as the ‘G’ to create a typeface with legibility that was suitable for almost any

application.
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Client: 

The Cursing Stone Project

Design: Why Not Associates

and Gordon Young

Typographic summary:

Quotations set in Bembo and

sandblasted into rock

The Cursing Stone
The Cursing Stone, created for Glasgow’s millennium project, was the result of a
collaboration between Why Not Associates and artist Gordon Young. Text quotations
from the 1525 Mother of all Curses speech by Glaswegian Archbishop Gavin Dunbar
were set in Bembo and sandblasted into a 14-tonne boulder.
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Modern (or Classicist or Empire)
These typefaces were developed towards the end of the 18th century and are recognisable by the high contrast

between the thick and thin strokes of each glyph, as well as the flat, unbracketed and often thin serifs. 

Bodoni

Based on an 18th-century design by Gianbattista Bodoni this typeface has hairline serifs and heavy down strokes.

Clarendon
A slab serif sub-classification, which uses subtle serif brackets.

Century Schoolbook

Has a greater contrast between the thick and thin strokes than those of slab serif typefaces, this is particularly

noticeable on the serifs. The tail of the ‘Q’ penetrates the counter and the ‘J’ has a prominent tail dot.

Typewriter 
A sub-classification of slab-serif typefaces, these have serifs of equal width to the stem of the character.

American Typewriter

This typeface has additional finials, reminiscent of ink-traps that appear in non-digitised typewriter typefaces.

Slab Serif (or Egyptian)
Slab-serif typefaces are distinguished by larger, square serifs, which were considered to be bolder than those of

their predecessors. Slab-serif typefaces can be further classified into Clarendon and typewriter styles.

Serifa 

Serifa has a solid appearance and simple slab serifs that do not dominate the characters.
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Client: Fundacío

Gala-Salvador Dalí

Design: bis

Typographic summary:

Bodoni typography and

inventive use of brace 

Dalí 2004
Spanish design studio bis
was asked to develop an
identity to mark the
celebrations of the 100th
anniversary of the birth of
artist Salvador Dalí.
Photographs of the
surrealist painter were
used as the central iconic
image in the various
pieces of work with
typography in Bodoni;
Dalí’s favourite typeface.
A brace (or curly bracket),
was inserted over Dalí’s
face in each photograph
as a clever imitation of his
famous moustache.
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There are many ornate and noticeable serif styles available and most are grouped
within the following categories. As serifs, particularly the more ornate ones, are
frequently used for display type, it is important to consider them carefully.

WEDGE SERIF
Meridien – Adrian Frutiger’s font, specifically designed to contain no straight strokes.

Wedge serifs display a triangular serif shape.

UNBRACKETED SERIF
Memphis – Geometric typeface designed by Rudolf Wolf.

Unbracketed serif typefaces have equal, or monoline, serif and stroke widths.

BRACKETED SLAB SERIF
Clarendon – confusingly both a typeface (see page 44) and a font. 

Bracketed slab serifs have monoline serifs ‘softened’ by joining blends.

BRACKETED SERIF
Berkeley – based on California and originally designed for the University Press by Frederic Goudy.

Common in many typefaces, bracketed serifs have a curve that creates a smooth transition from serif to stroke.

SLUR SERIF
Cooper Black – designed by Oswald B. Cooper in 1921, this typeface was ahead of its time.

Slur serifs are rounded, almost ‘inflated’ variations; although ill-defined, these serifs are highly distinctive.

UNBRACKETED SLAB SERIF
Egiziano Classic Antique Black – designed by Dennis Ortiz-Lopez.

Unbracketed slab serifs carry the heaviest serifs with no joining blends.

HAIRLINE SERIF
Bodoni – Morris Fuller Benton’s cutting of Gianbattista Bodoni’s masterpiece typeface.

Hairline serifs have disproportionally thin serifs, but often retain decorative tails, terminals and ears.
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Client: London Institute Gallery

Design: Webb & Webb

Typographic summary: 

Found typographical objects

used instead of traditional

characters. Typeface with

distinctive wedge serif

Peter Blake Invitation
The typography on this exhibition invitation is
developed from found objects belonging to Peter Blake
– some of which appeared on his album sleeve design
for the Paul Weller’s ‘Stanley Road’. As the title
suggests, the exhibition is about the commercial art
practice of Blake. The pronounced wedge-shaped
serifs make a distinctive design statement.
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Gothic typefaces
Gothic typefaces – also called sans-serif
typefaces – have been in existence for more
than 100 years. The absence of any serifs,
whilst providing a clean letterform, can
impinge on the legibility of the body text.
Historically typographers have tried to
address this issue by cutting Gothic
typefaces suitable for setting body text.
Even so Gothic typefaces remain limited in
their use and are more commonly used in
short bursts as headings or other display
functions. Gothic typefaces always have a
‘g’ with a tail rather than the double-storey
‘g’ used in some serif typefaces.

Job:01-76355  Title:Basic Design-Typography
175#  Dtp:119  Page:48

Gothic typefaces

Examples of Gothic

typefaces 

(Shown left from top to bottom:

Din, Folio, Frutiger)

These examples illustrate the

variety of stroke weights and

openness that sans-serif

typefaces possess. Folio

and Frutiger are bolder in

appearance and have

rounder letterforms. By

comparison, Din is lighter

and more condensed.
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Client: Still Waters Run Deep

Design: Still Waters Run Deep

Typographic summary:

Metallic printed Helvetica

Neue 25, large point size

Still Waters Run Deep 
This brochure was produced for the tenth birthday of design studio Still Waters
Run Deep. The use of Helvetica Neue 25, demonstrates the simple beauty of lower
case typographic detailing such as the terminal tail stroke on the ‘a’. This typography
is deceptively simple. As the letters used are set in a large point size, the tracking
and the kerning (see pages 94–99), are far more important than when text is typeset
in a smaller point size (body text for example). Belonging to an extended type family
(see page 62), Helvetica Neue 25 is the thinnest version of the typeface and when
combined with the metallic ink printing, it creates an elegant typographical statement. Ty
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Gothic, or sans-serif, typefaces were developed later than their Roman counterparts,
and within the Gothic classification typographers have created an imaginative and
widely different body of typefaces. Consequently, a variety of sub-categories have
evolved to more precisely define them.

Distinctions between different Gothic typefaces can be readily and easily seen in
a study of the letters ‘a’, ‘e’, ‘g’, ‘G’, ‘M’, ‘R’ and ‘y’ as the examples below
demonstrate.

Neo Grotesque
Neo-Grotesque typefaces have broader characters than those of Grotesques and possess a ‘g’ with a loop

(rather than a double-storey), and a ‘G’ with a chin.

Akzidenz Grotesk BQ

Akzidenz Grotesk BQ has rounded strokes and a full shape.

Grotesque
Grotesque typefaces have a more condensed form than those of Neo Grotesques and possess a ‘g’ with a 

double-storey (rather than a loop), and a ‘G’ with a chin.

Alternate Gothic No. 2

Alternative Gothic No. 2 has a condensed character body.

The Moving Picture Company (right)
This design, created by Form Design for The Moving Picture Company, uses a white
foil (see page 146) on a high-gloss white board. This adds a tactile element to the
design and also produces a subtle white-on-white effect, as the letters appear when
the viewing angle and the reflected light are changed. The text in this example is 
set in Akzidenz Grotesk and clearly displays the main characteristics of the 
Neo-Grotesque typefaces.
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Client: 

The Moving Picture Company

Design: Form Design

Typographic summary:

White, foil blocked Akzidenz

Grotesk type on white high-

gloss card
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Yauatcha (right)
This stationery for Yauatcha, by North design studio, uses Futura SB Extra Light,
tightly tracked to give a very elegant and controlled appearance. The stationery uses
a bold, abstracted pattern of tea plant growth on the reverse that shows through the
page. The fluorescent circular pattern on the reverse invokes the impression of liquid,
and contrasts with the serene nature of the typography.Ty
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Geometric
Geometric is a descriptive term applied to certain Gothic typefaces and also to some Graphic typefaces (see

page 58). The Geometric Gothic variations have a very rounded shape and are distinguishable by their splayed

‘M’, ‘N’, ‘V’ and ‘W’ characters. The leg of the ‘R’ joins the bowl near the stem and the ‘G’ is chinless.

Futura BQ

Futura BQ demonstrates the splayed ‘M’, ‘N’, ‘V’ and ‘W’, the leg of the ‘R’ joining the loop near the stem and

the chinless ‘G’.

Square
Square typefaces, as the name suggests, have squared characters rather than rounded characters. The ‘g’ has a

tail and the ‘Q’ has a tail that crosses the bowl. The ‘G’ is chinless.

Eurostile

Eurostile clearly has a squarer appearance when compared to the other typefaces shown on this spread.

Humanistic
Humanistic typefaces are similar to Geometric ones as they also possess splayed ‘M’, ‘N’, ‘V’ and ‘W’, a chinless

‘G’ and an ‘R’ with a leg joining the bowl near the stem. However, they have more stroke weight contrast and

a double-storey ‘g’.

Optima

Optima has the double-storey ‘g’ and shows the contrast between the weights of higher strokes.
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Client: Yauatcha

Design: North

Typographic summary:

Tightly tracked Futura SB 

Extra Light 
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Bringing Architecture Home (right)
This concise guide for homeowners about the advantages of hiring an architect was a
free cover mount designed for Elle Decoration magazine. Vag Rounded was selected
as the typeface because its soft edges are friendly and homely, and reflect the nature
of the brochure. This also makes hiring an architect seem less intimidating.

Rounded variations possess rounded – rather than squared-off – stroke endings,
which results in slightly more relaxed and visually appealing letterforms. Many of
these rounded variations find their origin in other typefaces (for example, Helvetica
Rounded is based on standard Helvetica). The rounding of these established
typefaces creates an open and spacious appearance.
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Helvetica Rounded

A rounded version of Max Miedinger’s classic design; Haas Grotesk. Later named Helvetica (an adaptation of the

the Latin name for Switzerland (‘Helvetier’). The rounded variation is a direct adaptation of the original sans-serif.

Vag Rounded Black

Designed by Adrian Williams for Volkswagen in 1979, VAG Rounded exhibits similar characteristics to Helvetica

Rounded but there are noticeable differences. The letter ‘a’ is noticeably geometric and the lower case ‘j’ and ‘y’

are rendered without the curved stroke at the end. The vertical stems of the upper case ‘M’ are oblique.

Arial Rounded Extra Bold

A rounded version of Arial – with curved stroke ends like Helvetica Rounded, but with a chinless ‘G’ as found in

Vag Rounded.
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Client: RIBA, Arts Council

for England, Habitat

Design: Gavin Ambrose

Typographic summary:

Vag Rounded lower case 

used to project friendliness

and homeliness
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Examples of Script typefaces 

(Shown left from top to

bottom: Flemish Script,

Berthold Script,

Zapf Chancery)

Script typefaces vary in

legibility depending upon how

elaborate they are. Flemish

Script is considerably more

difficult to decipher than

Zapf Chancery due to its

ornate strokes.
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Script typefaces
Script typefaces were created to mimic
handwriting and indeed some, such as
Pushkin, were based on the handwriting
of a specific person. Many have extended
termination strokes so that they link
together, much like the handwriting they
are intended to resemble. They are neither
classified as Roman or Gothic, as they may
share attributes of each.

As Script typefaces are difficult to
read in large text blocks, their usage
is usually confined to providing
supplementary decorative details such
as brand names or captions.
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Script typefaces

Examples of Script typefaces 

(Shown left from top to bottom:

Flemish Script, Berthold Script,

Zapf Chancery)

Script typefaces vary in

legibility depending upon how

elaborate they are. Flemish

Script is considerably more

difficult to decipher than

Zapf Chancery due to its

ornate strokes.
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Kew
For the corporate identity
for Kew, SEA Design
chose to interpret the
brand name in a script.
The typeface is soft,
feminine, personal and
friendly, and on the bags
shown is complemented
by atmospheric
background photography
by Richard Learoyd.

Client: Kew

Design: SEA Design

Typographic summary:

Hand-drawn script, which

creates a feminine and

personal feel
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Graphic typefaces
Graphic typefaces contain characters that
could be considered images in their own
right. These experimental variations
include the widest array of styles with
varying degrees of legibility. Often they
may be designed for specific, themed
purposes. Characters may absorb the
attributes of whatever they are being used
to communicate, or they may provide an
image connection to the subject matter.

Graphic typefaces can emphasise
the drama of a design, although their
complexity can adversely affect legibility
and so are unsuitable for use in body text.
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Graphic typefaces

Graphic typeface examples

(Shown left from top to bottom:

Pop Led, Dynomoe, Dr No)

These decorative typefaces 

are most effective in display

texts such as headlines or

brand names. The eye has to

work too hard for information

when typefaces such as Pop 

Led and Dr No are used

extensively.
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Caro Communications
This identity, created for public relations firm Caro Communications, features a
logotype whose letters are formed by the rounded corners of a square. In this
experimental typeface, characters are only legible through their shared relationships –
the ‘c’ and the ‘o’ provide enough ‘code’ to decipher the other letters. These very
graphic characters, can become unreadable in isolation so their use is restricted to
the main marque, with a secondary sans-serif typeface used for additional information.

Client: Caro Communications

Design: Form Design

Typographic summary:

Bespoke letters formed from a

single round-cornered square
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Client: Shakespeare’s Globe 

Design: Pentagram

(Angus Hyland with 

Charlie Hanson)

Typographic summary:

Combination of historical and

contemporary typefaces
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Shakespeare’s Globe
Play was published in 2003 to document and celebrate the first five seasons at the
rebuilt Shakespeare’s Globe Theatre in London. Designed by Angus Hyland with
Charlie Hanson at Pentagram, the book conveys the sense of history associated with
Shakespeare’s Globe. Minion was the typeface used for the front cover, heading and
introductory paragraphs, specifically selected to recall the typography used by
printers during the days of the original Globe Theatre. This historic link is reinforced
by the coarse, natural stock used for the cover.

The rebuilt Shakespeare’s Globe is a modern theatre, and this fact is reflected in the
use of Helvetica Neue for the body text. It gives a contemporary tone that underlines
the relevance of the theatre (and Shakespeare) to contemporary audiences. 

Setting Type

Setting type sounds straightforward enough – you put it down 
on the page and manipulate it – but the skill lays in knowing how
to manipulate it in order to produce the results you require. To 
this end, there are various techniques and structures to help 
a designer control and set type effectively on the page. An
understanding of these basics allows the designer to produce 
a coherent and effective design by controlling and harmonising 
the various typographical elements that it contains. In some
instances, as in the example opposite, type elements are selected
for their historical evocations, as well as their contemporary
aesthetics.

The effective use of type is a combination of understanding typefaces –
which was covered in the previous section – and controlling their usage
so that they express the ideas that you want them to. When this
combination is applied, typography that is thoughtfully and precisely
set, will enhance the meaning of a given text. 

As previously discussed, even the relatively simple task of selecting a
typeface requires informed decision making. Graphic communication is
very much a sum of its parts – typeface selection, as we’ve seen, can
have a dramatic impact on a design, but equally the finer nuances of
typesetting can alter the way we perceive and interpret messages.

Thoughtful setting of type enables the controlled imparting of
information. Whether you intended the work to be immediate, stylistic,
historic, anarchic or modern; the basics of setting type can help you
achieve it.
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Type families
A type family incorporates all the variations
of a particular typeface, including the range
of different weights, widths and italics.
They are a useful design tool because they
provide the designer with options that work
together in a consistent way. 

Gill Sans

The above typefaces are variations from the Gill Sans sans-serif family, designed by Eric Gill in the 1920s, and

based on the typeface used by London Underground. In addition to the many weights and styles, numerals are

presented in very different ways for this ever popular typeface. The naming system applied here can appear con-

fusing; it begins with Gill Sans Light, then Gill Sans Light Small Caps, Gill Sans Light Italic and Gill Sans Light

Italic Old Style Figures, and continues through the different book weights, the bolds, the blacks, the heavies and

the ultras, all with their own small capital and italic variations. 

Shown below as an example of an extended type family are some of the many
versions of Gill Sans. The variety offered by such a comprehensive typeface family is
suitable for everything from footnotes to posters, body text to headlines, without the
need for any additional typefaces.
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Rotis Sans-Serif
Light

Rotis Semi-Sans
Light

Rotis Sans-Serif
Light Italic

Rotis Semi-Sans
Light Italic

Rotis Sans-Serif
Regular

Rotis Semi-Sans
Regular

Rotis Semi-Serif
Regular

Rotis Serif
Regular

Rotis Sans-Serif
Italic

Rotis Semi-Sans
Italic

Rotis Serif
Italic

Rotis Sans-Serif
Bold

Rotis Semi-Sans
Bold

Rotis Semi-Serif
Bold

Rotis Serif
Bold

Rotis Sans-Serif
Extra Bold 

Rotis Semi-Sans
Extra Bold

STONE SANS REGULAR

STONE SANS ITALIC

STONE SANS SEMI-BOLD

STONE SANS SEMI-BOLD ITALIC

STONE SANS BOLD

STONE SANS BOLD ITALIC

STONE SERIF REGULAR

STONE SERIF ITALIC

STONE SERIF SEMI-BOLD

STONE SERIF SEMI-BOLD ITALIC

STONE SERIF BOLD

STONE SERIF BOLD ITALIC

STONE INFORMAL REGULAR

STONE INFORMAL ITALIC

STONE INFORMAL SEMI-BOLD

STONE INFORMAL SEMI-BOLD 

ITALIC

STONE INFORMAL BOLD

STONE INFORMAL BOLD ITALIC

(WK)
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Sans-Serif

Stone Sans

Semi-Sans Semi-Serif Serif

Rotis

Cut in 1989, Rotis is a typeface family that incorporates both serif and sans-serif styles in various combinations.

It also includes a range of weights or ‘colours’ such as light, regular, bold and black. Rotis exhibits a current trend

for designing typefaces that are available in both serif and sans-serif varieties, and even mixtures of both. These

combinations can offer flexibility, and semi-sans in particular offers a typeface that is easy to read (like a serif), but

with the more rigid nature of a sans-serif.

Stone

Stone is an extended typeface family designed by Sumner Stone that contains serif, sans-serif, and informal

styles that all have a Roman and italic version in three weights: medium, semi-bold, and bold. The informal

typeface contains a mixture of sans-serif and serif characteristics.

Stone Serif Stone Informal

One solution to the confusion of naming type families can be seen clearly if
you arrange the weights on a grid, rather than in a column. Here there are four
typeface styles: a sans-serif, a semi-sans, a semi-serif and a serif. The sans-serif
and the semi-sans, which are more useful in body text, carry a wide range of
weights. The ‘quirkier’ semi-serif and serif, which are more suited to display 
purposes, carry a reduced range of weights.

(WK)
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Univers

Adrian Frutiger created the Univers typeface family in 1951. A key reason for its success was the numbering

system Frutiger developed to show the width and weight relationships between the original 21 cuts. This

numbering system is known as Frutiger’s grid. The first number in each pairing relates to the weight – three is the

narrowest and eight the heaviest. The second number in each pairing relates to width – three is the most extended

and nine the most condensed. Additionally, odd numbers indicate Roman and even numbers designate italics.

Glypha 57Glypha 45 Glypha 75

Glypha

Adrian Frutiger designed Glypha, a serif typeface in 1977. This type family follows the same numbering system

he developed with Univers.

Frutiger 45Frutiger 45 Frutiger 45

Frutiger

Adrian Frutiger designed Frutiger in 1975 for what is now Charles de Gaulle International Airport in Paris.

It is a general purpose Humanist sans-serif that again follows the numbering system he developed with Univers.

Helvetica Neue 53Helvetica Neue 25 Helvetica Neue 39

Helvetica Neue

Helvetica Neue was designed by Max Miedinger, and others at the Haas’sche Schriftgiesserei, by modifying

Helvetica letterforms for the Linotype system. In 1983 David Stempel redesigned and digitised it to create a

self-contained typeface family, which now has 51 different typeface weights.

Adrian Frutiger is prominent in the pantheon of typographers due to the classification
grid he developed to show the relationships between the different weights and
widths of his Univers typeface.
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To achieve clarity and a uniform feel many designers restrict themselves to using
only two typeface weights from a particular family, as this is enough to establish a
typographic hierarchy without unnecessary elaboration.

Typographical hierarchy

This is usually established using two weights of one 

typeface. Here the header is set in Helvetica Bold 75 and

the body text in Helvetica Roman 55. The difference

between the two weights is sufficient for it to be clearly

distinguished without the two weights appearing unrelated.

Typographical harmony

This is unattainable if the difference between the two weights is too

extreme. Here the solid black appearance of Helvetica Black 95 in

the header swallows up the fineness of the Helvetica Ultra Light 25

used in the body text.

Typographical difference

This will pass unnoticed if you use typefaces that are

next to each other on the grid. Here the header is set in

Helvetica Bold 85 and is accompanied by body text set

in Helvetica Bold 75, but the difference between them is

barely noticeable.
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Using multiple typefaces
Although it is possible to complete a
design using a single typeface, it is
common for more than one to be used. 
The use of two or more typefaces
immediately presents the opportunity to
create a hierarchy, which can greatly ease
navigation around a publication.

There are no hard and fast rules concerning which typefaces, or indeed how many,
to choose for a design. Certain jobs may require more typographical variety and
extreme differences in the type styles used while in others, the simple addition of a
secondary typeface may be used to differentiate footnotes or marginalia from the
body text. Below are some general considerations that may prove helpful.

Distinctive typefaces are often used for titles†

The body text can then be selected to be used in
conjunction with this. Frequently one will be a Roman
typeface and the other a Gothic††.

Selected typefaces need to have flexibility1

† Souvenir
†† Helvetica Roman 55
1 Often a different version of the

body text typeface will be used

for footnotes and marginalia. In

this case Helvetica Italic 56.

Of course this can be reversed,†

as long as there is a difference between the titling typeface
and the body text††.

† Impact
†† Bembo

If the typefaces are too similar though,†

the differences between one typeface and another††

may go unnoticed.

† Swiss
†† Akzidenz Grotesk
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Client: Haunch of Venison

Design: Spin

Typographic summary:

Reversal of typeface hierarchy

to add variation
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Animals
This is a catalogue for an exhibition featuring works by contemporary artists on the
theme of animals. It has a smaller tipped-in brochure, which contains essays and
biographies that accompanies the images. The tipped-in brochure uses multiple
typefaces; Georgia Animals (a tweaked version of the system typeface Georgia),
Letter Gothic Animals (again a tweaked version of a typeface) and Letter Gothic MT.
Additional variation is gained by reversing the type usage in different sections of the
catalogue. In the essays, for instance, Letter Gothic is used for the header, and
Georgia Animals for the body text. In the biographies, an italicised Georgia Animals is
used for the header and Letter Gothic used for body text.
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The Climate Group (above and opposite)
This global identity for The Climate Group, created by Browns, seeks to catalyse
global action amongst governments and corporations to address the challenge of
global climate change. The headings are set in the same upper case sans-serif
typeface and point size (or smaller), as the body text. Text is differentiated by an
effective use of colour.

Text hierarchy
Text hierarchy is a logical and visual
guide, which allows the variety of headings
that normally accompany body text to be
organised. Hierarchy indicates different
degrees of importance through the use
of point sizes and/or type styles. It is
important to note though that the use
of a too complex text hierarchy can be
distracting and reduces visual harmony.

This document, designed to promote the global identity of The Climate

Group, is split into two brochures. The smaller one (this page), features a

series of easily digestible sound-bite facts. The minimal typography and

limited colour range with which they are presented, corresponds to the

rather ominous nature of the content. The larger companion volume

(facing page), carries greater detail, but retains the powerful qualities of

the stark typography seen in the smaller brochure.
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A head
The A head is the primary heading usually reserved for the title of a piece. It uses the
largest point size – here it is shown in 14pt bold type – to indicate its predominance. 

B head
The second hierarchy classification, the B head, has a smaller point size than an
A head – here it is shown in 12pt type – but remains larger than that of body text.
B heads usually include chapter headings. 

C head
The C head may be the same point size as the body text, but could be differentiated
by an italic or bold version of the typeface.

A head

A head in bold with spacing

B head

B head in regular with spacing

C head in body text, in italic

and with no spacing

A head

A head in bold with spacing

B head

B head in small caps

C head in body text, in italic

and with no spacing

A head in different colour

to body text and in larger

type size

B head in different colour,

larger type size but same

weight as body text

in different colour,

same point size and weight

Client: The Climate Group

Design: Browns

Typographic summary:

Simple text hierarchy with

colour differentiation

(WK)
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How text is set, and the space within which it is set, can
have a dramatic effect on how easy it is to read and, on which
part of the text grabs the attention of a reader first. This
block is quite standard and is set 10pt type on 10pt leading.

Text set 10pt on 10pt.

This second block includes a 5mm indent, which
creates an eye-catching space at the start of a paragraph.

Text set 10pt on 10pt with the

inclusion of a 5mm indent.

This third piece uses a space to clearly demarcate a
paragraph break. 
A space of any size can be inserted sufficient for it to be
noticeable (here it is + 2pt), but not exceeding a full line
space as with the use of a full return.

Text set 10pt on 10pt with

2mm of space added after

the first paragraph.

A different point size is not necessary to identify a title.
An emboldened version of a typeface creates sufficient
difference to distinguish it from the body text. 

The grey bars highlight the leading spacing, which is

measured from the left-hand margin of the text block to

the right-hand margin and, which may or may not be

where a line of ranged-left text ends.

‘With non-hanging punctuation the text appears to
shift or be slightly indented, which can be distracting.’

“With hanging punctuation the text appears as one
single, solid block.”

Type on a page
Type on a page can be styled in a number of
different ways; to ease or hinder readability,
to convey a certain emotion, to relate to and
enhance graphic elements or perhaps to
create a unique sense of identity and space. 

This text block uses a hierarchy

to distinguish levels of importance.

In this text block, the 10pt type is

set with additional leading (14pt)

to open up more space between

the lines.

..and how the text block looks

using hanging punctuation.

This text block shows non-

hanging punctuation such

as quotation marks...
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Client: Liberty

Design: Spin

Typographic summary:

Contemporary treatment of

the classic Plantin typeface

Liberty
This catalogue demonstrates that a contemporary feel can be achieved by using
classic typefaces such as Plantin in a modern way. In this example, the indentation,
leading and colour all contribute towards producing an elegant, yet contemporary
appearance. Other modern interventions include the use of an underscore following
the author’s name and use of an indent that bites further into the paragraph than is
the accepted norm. Here it is used with more classical proportions.

Indentation

An indentation is a space inserted between the left margin and the start of a text block. Text is typically

indented to provide an entrance point to the paragraph that is easy to locate. The indentation point can be

obtained in a number of ways, but is commonly determined when establishing the basic layout guidelines that

form the space for the text block.

Job:01-76355  Title:Basic Design-Typography
175#  Dtp:119  Page:71

70 71

Text

BDT_001-176  3/31/06  10:29 PM  Page 71



(WK) Job:01-76355  Title:Basic Design-Typography
(02-AC30671)  175#  Dtp:119  Page:72

BDT_001-176  3/31/06  10:29 PM  Page 72

(WK)

Centred type is not commonly used for
body text as it also suffers from irregular starting

points for each line. It is often used for
headings and pull-quotes.
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Type can be set using a variety of horizontal alignments, as demonstrated below.
Alignment, when used effectively, can help harmonise text with other elements in the
design, but large text blocks that are not left aligned or justified can become difficult
and tiring to read as the eye loses its place.

The gaps in justified blocks of text are easier to identify if you turn the text upside
down. This prevents you from reading it, and therefore makes the gaps more obvious
to the eye.

A right-ranged text block can be
difficult to read as the starting place

for each line is irregular.

Range right, ragged left

Left-ranged text is commonplace. It is the
simplest alignment to read as each line
starts on the far left.

Range left, ragged right

Centred

Justified text creates a neat text block with straight sides.
This can introduce unsightly gaps between words as
the lines are stretched to fill the measure, as shown in the
second line here.

The gaps in the second line of inverted text stand out more
sharply than in the third line of the same text
block when viewed the right way up.

Justified

The gaps in the second line of inverted text stand out more
sharply than in the third line of the same text
block when viewed the right way up.
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Client: Canongate Books

Design: Pentagram

(Angus Hyland)

Typographic summary:

Helvetica set in italic caps,

various point sizes

Job:01-76355  Title:Basic Design-Typography
(02-AC30671)  175#  Dtp:119  Page:73
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Andy Warhol:
The Factory Years
Angus Hyland, partner at
Pentagram, produced
this design for Andy
Warhol: The Factory
Years 1964–67 on behalf
of Canongate Books. The
volume is a collection of
images and reflections by
New York photographer
Nat Finkelstein, who 
was the unofficial
photographer at The
Factory for more than
two years.

The text, which 
describes Finkelstein’s
recollections and points
of note, is set in a
Helvetica sans-serif
typeface. This is
displayed in italic caps
and the point size
changes throughout the
book to reflect the
frenetic nature of the
commentary provided.
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Numerals
There are two classifications of numerals:
Old Style (or lower case), and Lining (or
upper case). Lining numerals are aligned
to the baseline and are all of equal height,
whereas old style numerals do not, which
means they can be difficult to read.
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Lining numerals have characters with equal height and monospaced widths so that
each numeral occupies exactly the same width as any other. This characteristic can
often provide a great deal of additional display space, which it may be necessary to
kern (or remove), particularly after the numeral ‘1’.

Lining (or upper case), numerals

Numerals, when set as Lining
figures in body text – 5,452.16
for example – have a tendency to
look oversized when compared to
their old style counterparts. As the
figures are of equal size to capital
letters and occupy the same space
– from baseline to cap height –
they receive too much prominence
in body text.

Small capital numerals

Small capital variations of typefaces also have old style 
figures – 5,452.16 – this helps the numerals blend with the 
body text.

IT IS WORTH REMEMBERING THAT GENERATING FAKE SMALL CAPS (AS SHOWN
HERE), WILL OFTEN RESULT IN NUMERALS AND PUNCTUATION THAT APPEAR
PROPORTIONALLY LARGER – 5,452.16.

Old Style (or lower case), numerals

Old Style numerals – 5,452.16 –
look in proportion to the lower
case characters. The numbers
6 and 8 sit on the baseline and
reach the cap height, while 1,
2 and 0 sit on the baseline and
align to the x-height.

The remaining characters, 3, 4, 7
and 9 effectively have descenders
that help to blend the numerals
into body text.
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1234567890

1234567890

1234567890

1234567890

Although the differences between these styles of numerals may appear subtle,
they can alter the overall readability and appearance of numerical data. There are
no hard and fast rules to numeral selection, indeed you may be limited due to the
nature of the typography used elsewhere. 

Sans-serif typefaces typically only carry a set of Lining numerals, while serif variations
will often have both Lining and Old Style numerals. There are exceptions (see below),
although certain typefaces may only be available in limited weights.

As a general guide, lining numerals work better in tabular matter as there are no
ascenders or descenders to disrupt the flow of the eye. Old Style numerals are better
suited to use within body text as their adjusted size and positioning is in harmony
with the proportions of the lower case alphabet.

Sabon (top) Sabon Bold (bottom)

Sabon is a serif typeface that has both Lining and Old Style numeral variations.

Old Style (or lower case), serif numerals

Lining (or upper case), serif numerals

Lining (or upper case), sans-serif numerals

Old Style (or lower case), sans-serif numerals

Akzidenz Grotesk BE (top) Akzidenz Grotesk BE Light (bottom)

Akzidenz Grotesk is a sans-serif typeface that has both Old Style and Lining numeral variations.
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Right alignment
The numerals will right align in the column only if
they have an equal number of characters before
and after the decimal point. Any additional
material, such as asterisks, daggers or double
daggers, will shunt the text to the left. This
makes the vertical alignment of characters
irregular and greatly impinges legibility.

This system is useful when it’s important to
maintain an overall column pattern – i.e. that
nothing protrudes from the line of the column.

Decimal and character alignment
Inevitably columns of numerals are irregular.
Decimal and character alignment can
compensate for this. By aligning on the pound
sign and decimal point, all numerals align
vertically and any additional characters are
aligned to the right of the column. As these
numerals aren’t monospaced, the narrow
number ‘1’ is causing misalignment in 
previous numerals.

This system is useful when setting data that is
accompanied by expanded footnotes.

Monospaced numerals
With monospaced numerals, each character
and punctuation mark occupies an equal
amount of space, and automatically align
vertically. Highlighted in the diagram (right), the
numbers ‘1’ and ‘7’, although different in
character width, are equal in character space. 

This system is useful when setting data that is
accompanied by expanded footnotes.

£12.50
221.73***†‡

124.76
£358.99

£ 12.50
221.73***†‡

124.76
£ 358.99

£ 12.50
221.73*
124.76

£ 358.99
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Typesetting is about making choices, and good typesetting is about making the right
choices. Even setting a simple column of numerals requires consideration. As with
most examples in this book, a successful design rests upon a clear understanding of
what the brief is attempting to achieve. These three examples of setting numerals
(below), all have unique advantages and are used for specific reasons.
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Client: EMI

Design: SEA Design 

Typographic summary: 

Mixture of numeral alignments

employed to create dynamic

layout of financial information

EMI
Annual reports and financial literature require specific attention to the way in which
numerals are set. This annual report for EMI by SEA Design uses a mixture of
alignments to create an engaging design focusing on the clear bold use of figures.
The cover of this brochure can be seen on page 127.

Decimal alignment

These figures are conventionally

aligned on the decimal point, allowing

additional symbols to be included

without breaking the vertical harmony

that the figures naturally create.

Left alignment

Here graphic figures align left, and related units are

reproduced much in a smaller point size in the copy

that sits to the right. Although unconventional, this

makes a clear and dynamic layout that emphasises

the value of the figures.

Tabular

Tabular matter is a term applied to any information that is presented in table format, whether it is quantitative

numerical content, such as statistics and company results, or qualitative textual information.
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D
rop caps are eye-

catching elements

that can dramatically

affect the appearance of a text

block depending on their point

size and the number of text

lines they occupy.

Not

nearly as common as the drop

cap, the standing capital is also a 

typesetting alternative. It sits on the

same baseline as the rest of the text

yet without the body text stacking

up against it as is seen with a drop

cap.When used, care needs to be

taken to ensure that the text is 

sufficiently kerned so as not to

create a typographical distraction.

W
hen using 

drop caps, 

the first letter 

of the body

text must be removed so that it

is not repeated. Where possible,

you should avoid using any word

that will form a new word if the

first letter is removed. For 

example, ‘She’ becomes ‘S he’.

Finally, you should avoid using a

drop cap for a word that only

has two letters.

Theoretically, a drop cap can

occupy any number of text lines.

However, you should take into

account the measure of the

block in which it will be placed

so that it does not result in an

unbalanced or uneven look.

Drop and standing capitals
A drop capital (or drop cap), is a design
feature whereby the initial letter of the
first word in a paragraph is set in a larger
point size, and aligned with the top of the
first line of text. The drop cap might be an
ornate typeface as in medieval illuminated
manuscripts, or something simpler that
may have the body text wrapped around it.
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Client: The Logan Collection

Design: Aufuldish + Warinner

Typographic summary:

Large, green, bracketed

capital, overprinted with 

body text

The Logan Collection 
This is a catalogue
published by The Logan
Collection of Vale,
Colorado, USA to
celebrate its tenth
anniversary of collecting
contemporary art. The
catalogue features a
collection of essays and
installation photographs
from works in the
collection. Aufuldish +
Warinner overprinted
large, green, bracketed
capitals with body text to
imitate drop caps and
form a focal point on the
text pages. Although it is
overprinted, the capital
still fulfils its function of
leading the eye to the
start of the text block.
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Special characters
Letterforms and numerals alone are not
sufficient to structure comprehensive
textural information, or communicate
phonetic stresses and the infinite number
of ideas and propositions that we wish to.
In order to satisfy this function we need various special characters. Punctuation
enables us to qualify, quantify and organise information; accents provide us with
information about how a letter is stressed or sounds; and pictograms provide
shorthand information. The examples shown below, while not exhaustive, introduce
all the major characters that, if correctly used, can enhance a design.

All typefaces are not equal
Most typefaces contain punctuation and miscellaneous characters but not all carry
a comprehensive range of both. Graphic typefaces tend to have fewer special
characters and it is worth exploring this before selecting a typeface for a design.
Additional characters may not be required for all jobs but for some, a reduced set of
special characters could be problematic. Pump (below), has a limited set of additional
characters, while Centaur (bottom), comes with a complete set including accented
small caps and swashes.
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Client: London Institute Gallery 

Design: Webb & Webb

Typographic summary:

Inverted exclamation marks

used to represent people

London Institute Gallery 
Webb & Webb designed this guide for an exhibition of sculptor Peter Blake’s work,
held at the London Institute Gallery. The brochure uses inverted exclamation marks to
mirror the shape of Blake’s sculptures. The exclamation marks resemble people and
reflect individual personalities and different textures via the wood-block printing
method used. The family of exclamation marks grows on successive pages, initially
starting with two members, then increasing to four and so on.
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Ligatures
A ligature is a typographical device that
joins two or three separate characters
together to form a single unit. They are
used as a solution to the interference that
certain character combinations create.
Ligatures are formed either by extending
the crossbar or connecting the ascenders
depending upon the characters involved. 

Lower case combinations

The ascender of the ‘f’ character and the serif belonging to the ascender of a following character can 

sometimes look as if they are interfering with each other. Rather than trying to separate them through use of

kerning, they are often joined by a ligature (as shown below). Similarly, where the dot of the ‘i’ or ‘j’ can appear

cumbersome when following the ‘f’, a ligature that joins at the crossbar can be used, and the dot is removed.

The term ligature is derived from ‘Ligare’, which is the Latin word for ‘bind’. A ligature
may also be used to represent a specific sound such as the capital Æ diphthong.
Interestingly the ampersand character (&), is a ligature of the Latin word ‘et’, which
means ‘and’. 

Dante / Dante Expert

Pictured above left are the 

standard characters and, shown

below left, with their replacement

ligatures. The ‘i’ loses its dot

and the arms of the ‘ff’ join in

one continuous crossbar.

Upper case combinations

For the same reasons as outlined above, ligatures are also used in pairs of certain capitals

Mrs Eaves

The lower case letters (left) show

that a ligature can be added for

letter pairs, in order to introduce

extra creative flourishes.
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The poster combines the

simplified typography with an

open, aspirational image within

which the central prominence of

the ligature suggests

inclusiveness and connection.

Client: University of Sussex

Design: Blast

Typographic summary:

Ligature-based logotype and

amended Baskerville typeface

create a unifying identity
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University of Sussex
This prospectus for the
University of Sussex,
designed by Blast design
studio features a ligature
joining the institution’s
initials and forms part
of a new identity for the
university.

An amended version of
Baskerville was cut for the
prospectus, and is also
used as the header
typeface and for campus
signage. This new version
is far more dynamic than
the more formal original
version (shown on page
42), which has double
terminals at the foot of the
letters. The amended
Baskerville has a single
terminal on lower case
ascenders such as ‘h’ and
a round foot on the ‘m’ for
example. The rounding of
the new cut is used as a
key component of the
university’s logo ligature.
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Typographic quotation marks (curly quotes) and primes

These two examples (below left), are single and double quotation marks. It is a common mistake to use primes

(below right), instead of the correct ‘curly quotes’. The single prime is used to denote inches, minutes or point

size. The double prime is used to denote feet and hours.

American-English conventions

In American English the opposite is true: double quotation marks are used for the primary quote, with single

quotation marks used for the secondary. Punctuation falls inside these secondary quotation marks.

The dotless ‘i’

The dotless ‘i’ is supplied with most typefaces. Although strictly speaking it is not a ligature, it performs a

similar function. Often used in advertising copy where space can be restricted, the dotless ‘i’ tucks under an

over-hanging character such as the arm of a ‘T’.

Accents

Most typefaces are supplied with common accents: acutes (á, é, í, ó, ú), grave (à, è, ì, ò, ù), cedilla (ç), umlauts

or dieresis (ä, ë, ï, ö, ü), circumflex (â, ê, î, ô, û), ring (å) and tilde (ã). You may have noticed that typefaces often

contain accents as individual characters (1). These can be used with letters (2), to create accented characters

by kerning them together. The resulting characters (3) are regularly used in Polish, but are not available in

standard character sets, but this technique provides a solution.

‘Single’ “Double” 'Single'    "Double"

‘I said “that’s not right”, but no one listened’

“I said ‘that’s not right,’ but no one listened”

i     ı    Tight    Tıght

˙    ˛ ˙z    c˛ ż c̨
1 2 3

British-English conventions

Knowing which is the correct character for a job is only half the problem as you also need to understand the

different usage conventions. Confusingly American and English settings are the opposite of each other. In British

English, the primary quotation mark is the single mark, while a quote within this uses double quotation marks.

Punctuation sits outside the secondary quotation marks (see below) clarifying that the punctuation is not part

of the quote.

The right character for the job
A typeface usually contains a suite of
supporting characters, some of which
are demonstrated below:
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Client: Swiss RE CfGD

Design: Frost Design

Typographic summary:

Quotation marks used as 

an iconic image

Swiss RE CfGD
This identity for
reinsurance company
Swiss RE’s Centre for
Global Dialogue
by Frost Design studio
uses quotation marks
as an iconic symbol to
represent dialogue.
This punctuation
character is used over
the range of literature and
print pieces that were
produced for the
organisation. In
the example pictured it
is used as a subtle tone
on tone, but at a scale
that fills the page.

The Centre for Global
Dialogue provides a
forum to deal with global
risk issues and to
facilitate new insight into
future risk markets.
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French conventions

Guillemets are used in French in place of speech marks. As with British English, any punctuation sits outside

of the guillemets. Note, that unlike British English, a space is inserted around the text being quoted. Other

characters are also preceded by a space.

Italian conventions

Guillemets are used in Italian as they are in French. 

Spanish conventions

Spanish typographic conventions are similar to French, although there are some differences.

German conventions

German quote marks come in a variety of forms. Em dashes are treated as in British English.

Traditionally, « guillemets », are used in place of speech marks in written French.

10 %   No !   When ?   Reference † Em dashes—   Colons: Semi-colons;

«for quotations guillemets are usually used»

¡An inverted exclamation mark starts a sentence that is exclamatory such as giving an
order, and a normal exclamation mark ends it!

¿An interrogatory sentence begins with an inverted question mark and ends with a 
normal question mark?

Em dashes— are set closed up to the parenthetical part of the sentence, and followed
by a word space

The ellipsis indicating a break in speech…. is a four-dot version, set close up.

«there are several conventions for quotations in German. Here guillemets are used»

»these can be reversed«

”or double primes, or double speech marks can be used. If this is the case they are
reversed with the opening quotation mark aligned on the baseline and the closing

one aligned top“

Em dashes — are followed and preceded by a standard word space.

Punctuation
Punctuation usage and marks can vary
significantly in a number of west European
languages, as these examples demonstrate.
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Client: Black Dog Publishing

Design: Gavin Ambrose

Typographic summary:

Dual-language book with

guillemets and speech marks
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Decadence of the Nude / La décadence du Nu
These are pages from a dual-language book about Pierre Klossowski. ‘Double-
decker’ text blocks are, wherever possible, kept aligned and this visually links the text
blocks. This can be seen in the parallel running of indentations.
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� � � � � � � � 	 
 � � 
 � � � � � � � � � � � � �

ABCDEFGHIJKLMNOPQRSTUVWXYZ

ABCDEFGHIJKLMNOPQRSTUVWXYZ

abcdefghijklmnopqrstuvwxyz

1234567890

✡✢✣✤✥✦✧★✩✪✫✬✭✮✯✰✱✲✳✴✵✶✷✸✹✺
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Zapf Dingbats

An ever popular set of symbols.

Braille

A standard alphabet that is read by touch, groups of dots are used to represent the letters.

International

A collection of common symbols in general use.

Restart

A series of hand drawn, sketch-like symbols.

Woodtype Ornaments

A set of symbols inspired by woodtype blocks including several ‘printers hands’.

Non-alphabetical typefaces (or Pi fonts)
These are made entirely of graphic
characters and may include scientific
symbols, arrows, shapes and icons. The
main use for these symbols is to add
additional ideograms and flexibility into
legends or body text, as shown below.
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Non-alphabetical typefaces 

☎ to describe a service ☞ to point the way     ➒ as a number in a list
✈ as a picture ✹ as a symbol ❏ as a shape
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American Psycho Binary
This version of American Psycho by Bret Easton Ellis was created by Gavin
Ambrose and Matt Lumby. In this edition of the book the letterforms have been
reproduced in binary code. Each letter of the work has been replaced by an 
eight-digit binary code. A consequence of this is that the book contains eight times
as many characters, and so the book runs to over 1200 pages. Individual words also
have extended lengths so that in many cases only one word will fit to a line.

Client: Self-published

Design: Gavin Ambrose

and Matt Lumby

Typographic summary:

Letters replaced with

binary code
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Emboldened

italicised

!
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“Punctuation” usage varies,

(WK)

Hebrew Arabic Urdu

This has implications for spacing requirements
for any given text block as the following examples
demonstrate. In all the translations that appear on this
page and the facing page, keywords and punctuation
marks are highlighted in magenta. This demonstrates
how familiar typographic differences are dealt with in
different non-Latin languages.

Any given word is likely to alter its length as it is
translated from one language into another. A designer
should ensure that the type block, or space allocated
for a piece of text, should be large enough to
accommodate the additional space that the translated
text requires.

Non-Latin typefaces
Due to the impact of globalisation and
multinationals, designs that are produced
for international markets will increasingly
include text in non-Latin languages.
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This paragraph demonstrates

the different space requirements

for the same text in different

languages. Translation into

non-Latin languages, as the

following examples show, has

a far more significant impact on

a design than the translation of

Latin languages.

or type can be

successfully assimilated in most

languages although typeface

selection can be restricted.

“Punctuation” usage varies,

and the inclusion of symbols

& marks aren’t always what

you’d expect
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Chinese SimplifiedChinese Traditional Japanese

Korean Cryllic Greek
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These text blocks demonstrate how the size of the
leading affects the ability to read the text, and how
it also affects the overall visual appearance.

Text set 8pt on 8pt is a very tight configuration.
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Leading
Leading is a hot-metal printing term 
that refers to the strips of lead that were
inserted between text measures in order to
space them accurately. Leading is specified
in points and refers nowadays to the space
in between the lines of a text block.
Leading introduces space into the text
block and allows the characters to ‘breathe’
so that the information is easy to read.

Text set 8pt on 10pt is the optimal configuration in
these examples, as it provides sufficient space
between lines for the text to be easily read.

8pt type on 10pt leading (set +2)

The use of 12pt leading is too much for an 8pt

typeface as it spaces the lines such that the

connection between them starts to become lost

and the eye has to leap from one line to the next.

8pt type on 8pt leading (set solid)

To achieve a balanced and well-spaced text block, leading usually has a larger point size than the text it is

associated with, for example a 12pt typeface might be set with 14pt leading.

Text set 8pt on 9pt introduces more space
between the text lines although it is still
congested.

8pt type on 9pt leading (set +1)

8pt type on 12pt leading (set +4)

Here – and in the example, shown right – leading

opens up the text a bit too much as it looks 

over spaced.

8pt type on 14pt leading (set +6)

This additional space is distracting when

moving  the eye from line to line as the gap is

uncomfortably large.

8pt type on 16pt leading (set +8)
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Client: Fake London Genius

Design: Browns

Typography summary:

Negative leading to create

tapestry effect

Fake London Genius
This Spring / Summer 2005 brochure for Fake London
Genius features text that is set with tight, negative
leading, resulting in the ascenders butting into the
baseline of the line above. This creates a fabric /
tapestry effect due to the use of a sans-serif typeface
that is alternately coloured in red and black.

(WK)
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Tracking
Tracking refers to the amount of space
that exists between letters. This space can
be adjusted to make characters more or
less distinguishable. Reducing the
tracking pares back the space between
letters, condenses the text and may allow
more text to be fitted into a given area.
However, if tracking is reduced too much
the letters begin to ‘crash’ into one
another, equally space should not be added
to the extent that letters become separated
from the words that they are part of.

Normal tracking

Loose tracking

Tight tracking

This is Garamond Book

with normal tracking.

This is the same typeface set with

loose tracking. This is sometimes

referred to as letterspacing.

This is the same typeface set with

tight tracking. 
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Tracking values will affect a whole text block
and apply a ‘blanket’ value to all characters
within it. This block is set with a value of -6pt,
which creates a block of tightly set text. This is
described as being ‘darker’ as there is a greater
proportion of black (type), to white (space).

In contrast a ‘lighter’ setting is one
in which the proportion of white space to
black type is increased. This text block
is set with a value of +3pt, which creates
‘looser’ set text, with an airier, ‘whiter’
overall appearance.
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-6pt

When reproduced in a smaller

point size, the visual difference

becomes more apparent. The

more the tracking is reduced,

the ‘darker’ the overall

appearance, while a lighter feel

is attained using an ‘open’

tracking value.

0pt

When reproduced in a smaller

point size, the visual difference

becomes more apparent. The

more the tracking is reduced,

the ‘darker’ the overall

appearance, while a lighter feel

is attained using an ‘open’

tracking value.

+3pt

When reproduced in a smaller

point size, the visual difference

becomes more apparent. The

more the tracking is reduced,

the ‘darker’ the overall

appearance, while a lighter feel

is attained using an ‘open’

tracking value.

When setting text reversed out of black or a colour block you need to add
tracking to compensate for the ‘creep’ of ink. 

Thin typefaces can appear ‘broken’ when reversed, and for this reason
heavier weight versions of a typeface are used. The second paragraph
here is set in a heavier version of Helvetica Neue.

(WK) Text
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Kerning
Kerning concerns the space between two
letters. Certain letter combinations have
too much or too little space between them,
which may make some words difficult
to read, as you tend to focus on the
typographical ‘mistakes’, as shown below. 

airport
airport

This problem can be reduced by kerning, the removal or addition of space between
letters. Some letter combinations frequently need to be kerned and are known as
kerning pairs. Kerning is used to achieve a balanced look for larger display type, and
to handle difficult combinations of letters in body copy.

There are two important rules to remember when kerning text:
1
As type gets bigger you will need to reduce spacing to compensate. The two words
above have the same relative kerning values. While the top example looks correctly
set, the bottom example is starting to look ‘loose’ in the middle section and would
benefit from being kerned in. The top example has had additional spacing entered
between the letters ‘r’ and ‘t’.
2
Do not kern type until the tracking values and typeface selections have been set,
as the time-consuming fine-adjustments could easily be wasted by any subsequent
change. Do not assume that one set of kerning values will transfer to another
typeface. Different typefaces possess particular characteristics and so require
bespoke kerning – as can be seen opposite.
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Kerning

Kerning

Kerning

Kerning
-6pt -6pt -4pt -12pt -8pt -9pt

Akzidenz Grotesk

Even a single word 

can require a great deal 

of kerning.

Swiss 721

Here, the same 

kerning values 

create uneven 

distances on 

either side of the 

letter ‘i’.

Benguiat

Here, the same kerning 

values are collapsing 

the serifs together.

Apollo MT

Here certain pairs are

becoming joined,

while space is opening

between other pairs.
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Client: Aram Store

Design: Studio Myerscough

Typographic summary:

Angular typeface, kerned back

Aram Store
This logo for Aram Store by Studio Myerscough features letters that have been
kerned back to the point where they just touch. This works because the typeface is
angular and solid and so the contact surface is minimal.Ty
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Cobella
To create an identity for a range of hair products by Cobella, NB: Studio used
an alternative, display type version of Avant Garde. The standard has upright 
versions of characters such as ‘A’, ‘M’, ‘V’ and ‘W’. The distinctive forward sloping 
of these characters within this version of the typeface make for individuality but not
necessarily legibility. The use of Avant Garde is restricted to a display function and
Bell Gothic is used for typesetting additional information. The main logotype is set
with negative kerning, which again increases distinction and personality.

Client: Cobella

Design: NB: Studio

Typographic summary:

Avant Garde employed as a

display type with negative

kerning

98 99

Ty
po

gr
ap

hy
 K

er
ni

ng

Job:01-76355  Title:Basic Design-Typography
(116)C31201  175#  Dtp:119  Page:99

Text

BDT_001-176  3/31/06  10:34 PM  Page 99



(WK) Job:01-76355  Title:Basic Design-Typography
(02-AC30671)  175#  Dtp:119  Page:100

BDT_001-176  3/31/06  10:34 PM  Page 100

(WK)

Ty
po

gr
ap

hy
 S

et
tin

g 
Ty

pe

Type spacing choices

Each of the characters in
monospaced typefaces occupy
the same width, irrespective
of its actual size. These
typefaces were originally
used on typewriters as they
enable the creation of text
that aligns in vertical
columns to be easily
produced. Courier is an
example of a monospaced
typeface that has become
popular in the digital age.
Some of the disadvantages of
monospaced type are that it
has a mechanical appearance,
is hard to read and occupies
a great deal of space.

Proportionally-spaced type uses a
spacing system that was developed
by the Monotype and Linotype type
foundries, which mimics the
letterspacing of historical handset
forms. Individual characters occupy
a space proportional to their size, this
means text takes up less space and is
easier to read. However, it is more
difficult to align numerals or text
vertically if a proportionally-spaced
typeface is used.

This is Swiss monospaced type, each character occupies the same width and so it demands more space than

other type.

Type spacing choices
This is Swiss proportionally-spaced type, as the letterspacing is proportional to the letter size the text string is

more compact and uses less space.

The use of non-standard capitalisation is increasingly popular in order to create distinguishing points in designs

and trademarked terms; for example ‘PostScript’. This is referred to as intercaps, bicapitalisation or camel case

and is characterised by the joining of compound words or phrases without spacing. Crucially, each term is

capitalised. The uneven profile of such words has a supposed resemblance to the two humps of a bactrian camel.

CamelCase
Job:01-76355  Title:Basic Design-Typography
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Client: Everything in Between

Design: 3 Deep Design

Typographic summary:

Colliding words, highlighted

type

Everything in Between
This stationery identity,
for Everything in
Between, by 3 Deep
Design features the
collision of words –
words running into one
another without spacing
– to provide sound-bite
messages such as
‘hellogoodbye’,
‘beginningend’,
‘fictiontruth’ and so
on. This approach is also
incorporated into the
company’s logo;
‘everythingbetween’ as
‘in’ is highlighted in a
different colour.
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Overprinting and knocking out
Traditional four-colour printing can be
restrictive. Black when printing on its own
can often appear pale and unsubstantial.
Overprinting can be used to overcome this
problem and to add creative layering. To
understand overprinting, however, one
needs a basic understanding of a process
called ‘knocking out’.
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This newsletter for Metropolis Bookstore uses a series of overprints, primarily 
the body text overprints the green section headers to add a textural highlight to 
the columns. By overprinting the darker colour over the lighter, you eliminate 
mis-registration problems; where slithers of white begin to show if the plates do not
marry up correctly.

As the cyan plate overlaps the magenta and yellow plates the type is ‘knocked out’ (shown above), leaving the

three colours intact (i.e. they are solid and not combined or mixed). Shown to the right is a block of solid black ink

printed separately, notice the lighter density of the ink colour.

An overprint (or surprint), describes a process where one colour prints directly over the previous colours in the

cyan, magenta, yellow and black print order (shown above). When one colour overlaps another both colours print,

resulting in a combination of the colours. The black square to the right is printed using all four colours; this is

called a four-colour black and has more density than the single print black box above it. This technique of

overprinting can be used to add texture to a design.
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Client: Metropolis Bookstore

Design: 3 Deep Design

Typographic summary:

Large-point headers

overprinted in colour
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Legibility and readability
These two terms are often used
synonymously, however, legibility
refers to the ability to distinguish one
letterform from another via the physical
characteristics that are inherent in the
design of a particular typeface, such as 
x-height, character shapes, counter size,
stroke contrast, and type weight.
The legibility of a piece of body text is 
enforced by the use of standard point
sizes, sensitive leading and appropriate
alignment. Absolute clarity of information
combined with a minimum of interfering
factors creates legible type.

Readability concerns the properties
of a piece of type or design that affect the
ability to ‘understand’ it. For example,
the spreads opposite have reduced legibility,
but the text conveys a dynamic sense of
movement, which shapes our opinions
about the information the design contains.

Job:01-76355  Title:Basic Design-Typography
02-AC30671(119)  175#  Dtp:116  Page:104

BDT_001-176  3/31/06  10:37 PM  Page 104

Legibility and readability



(WK) Job:01-76355  Title:Basic Design-Typography
175#  Dtp:116  Page:105

BDT_001-176  3/31/06  10:37 PM  Page 105

(WK)

Client: Who’s Next

Design: Research Studios 

Typographic summary:

Sans-serif type used as

graphic device with

intentionally reduced

readability

Who’s Next
This corporate identity
was designed by
Research Studios for
Who’s Next, which is a
top international fashion
event held in France.
The commercial guide
pictured features
disjointed typography,
which is used as a
graphical device so that
the letters of a word do
not track in an expected
manner, and results in
diminished readability.
The use of different type
sizes and weights further
compounds this. As 
the text is used as a
graphical device,
readability of the
complete text string
takes secondary
importance to the
individual words.
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Build 
This poster, pictured
front and back and
designed by Build for
Computerlove, provides
a wonderful example of
type characteristics
affecting legibility.
The letterforms and
absence of counters
makes the text very
difficult to read, which is
somewhat incongruous
as posters are primarily
used as a medium to
inform. This diminished
legibility creates a
strong visual impact
that is perhaps more
important than any
information that the
reader would receive
from the text. Essentially,
the design informs the
viewer just as much as
deciphering the text
would.

Client: Computerlove

Design: Build

Typographic summary:

Logo typeface that challenges

legibility

Cognitive meaning

The cognitive meaning of an object or image is what we have learned

to know or understand from looking at it. For example, we have

learned that red is associated with danger and that ‘?’ means a

question has been asked or posed. Graphic designers use cognitive

aspects in their designs to produce desired reactions from the reader

or viewer.

Denotative meaning

Images are frequently used for their denotative meanings because they

explicitly denote or designate something. For example, from an image

of musical instruments we assume that the subject has something

to do with music. The inherent ability of an image to denote or suggest

something is a key part of the graphic design process.
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Levi’s
This brochure, for
clothing manufacturer
Levi’s and designed by
The Kitchen, uses ‘Sonic
Revolution’ as the central
theme of the clothing
styles it displays. 
The design features
aggressive, anarchic and
immediate hand-drawn
type to convey these
qualities and associate
them with the clothing
brand. The design also
mimics the diary or
journal of a teenager,
enforcing the appeal to
the target market for the
clothing. 

Client: Levi’s

Design: The Kitchen

Typographic summary:

Hand-drawn to provide anarchic

characteristics

(WK)
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Type Generation

Client: Balletlab

Design: 3 Deep Design

Typographic summary:

Typeface generated from

background pattern
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Type Generation

Type generation refers to the different applications or approaches
used to create letterforms. This can be as part of a deliberate and
involved process undertaken to design a new typeface, or as
simple as spray-painting the letters required. The unifying theme
in this section is that typography may be manipulated in many
different ways and taken from many different sources in order to
serve specific design purposes. In this way, designers harness
attributes in the generated type in order to add to, or reinforce,
the message they want to convey via the design.

Bespoke type generation, whilst potentially time consuming,
undoubtedly results in something unique and personal. This is often
what an organisation is seeking when it commissions a design studio
to create a new identity on its behalf. The adaptation of existing
typefaces can also produce results suitable for this end without having
to reinvent the wheel.

The examples within this chapter demonstrate some of the many ways
of approaching type generation. Whether using exacting and complex
grid formations – as the example opposite demonstrates – or
returning to more basic mark-making techniques, type generation
offers many more possibilities than existing, well-distributed typefaces.
Although many of these examples are experimental, the basic
principles discussed previously remain valid. The generation and
setting of these typefaces isn’t accidental – they are produced within
the larger context of typographical conventions, even if they push the
boundaries.

Balletlab (left)
Created for Balletlab by 3 Deep Design, this poster uses a typeface that was
developed from the background pattern. The pattern limits the character shapes
that can be produced and provides an inclined baseline for the text. The result is
text that is dynamic, contemporary and evocative of the subject matter it conveys.
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Font generation
Although there are thousands of different
typefaces available sometimes, it may still
be necessary to create a new one. Fonts
can be produced in a number of different
ways; from creating original art to
replicating type from older publications,
or from mark making to rendering type in
a dedicated font-generation program. The
motivation for undertaking this effort is
usually the desire to create a unique,
bespoke, typographical solution for a
project. The examples shown here have
been constructed, built, rendered and
created for specific design applications.
Many of these examples not only result in
engaging designs, but also challenge the
very fabric of what we may feel constitutes
a typeface.
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Fringe Fashion (right)
This poster, for the Fringe Fashion festival created by 3 Deep Design, uses a typeface
that has stems that incorporate overtly exaggerated diagonals. This can be seen with
the letters ‘F’ and ‘R’ as the characters appear as if they are bending forward rather
than having a straight stem, which is more common.
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Client: Fringe Fashion

Design: 3 Deep Design

Typographic summary:

Font that incorporates

exaggerated diagonal stems
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Type as a visual identity

Client: John Wardle Architects

Design: 3 Deep Design

Typographic summary:

Angular initials to create

logotype, Gothic secondary

typeface

John Wardle Architects (above)
This identity for John Wardle Architects, by 3 Deep Design, presents the initials ‘J’,
‘W’ and ‘A’ in an extremely angular fashion. The acute angles created are repeated as
random elements throughout the design, and are only combined together as a whole
in its inner pages. The abstract typeface is used as a graphic device and presents a
unique visual identity. This contrasts with the Gothic secondary typeface, which is
selected for legibility.

Whitechapel Gallery (right)
This bespoke typeface provides both a high degree of individuality and instant
recognition for London’s Whitechapel Gallery. A consistent and considered
application across all media – the example shown here is an events brochure –
maintains and fosters association and recognition. The pattern-rich typeface is
restricted to the logotype, and a secondary, slab-serif typeface, adds clarity and
gravity. 
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Client: Whitechapel Gallery

Design: Spin

Typographic summary:

Bespoke, intricate typeface

that provides individuality
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Online Music Awards (above)
These posters were created by Form Design and used to promote the Online Music
Awards. They feature a logotype whose characters are generated from blocks. The
difference between the ‘a’ and the ‘o’ is, quite simply, the removal of one of these
blocks. This rigid use of a small configuration grid results in a bold and angular
logotype that is complemented by the use of two different weights of Helvetica.

Made in Clerkenwell (right)
This typeface, created by Research Studios, was designed to promote ‘Made in
Clerkenwell’, an open event held in central London. To reflect the precise and crafted
artisanal nature of the works exhibited (including ceramics, textiles and jewellery), a
hand-drawn type was developed.

The typeface was generated using vector paths, as these can be quickly manipulated
to obtain the desired shape and style for each letter. Each character is created using
lines of the same width, ensuring consistency and a degree of uniformity from letter
to letter.
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Client: Online Music Awards

Design: Form Design

Typographic summary:

Block-based experimental

logotype
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Client: Clerkenwell Studios

Design: Research Studios 

Typographic summary:

Hand-drawn type created

through the use of vector paths
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abcdefghijklmnopqrstuvwxyz

abcdefghijklmnopqrstuvwxyz
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Hand-drawn type
Although there have been many attempts
to emulate handwriting in type, none
compare to those inherent idiosyncrasies –
generated from changes in pressure, speed
and concentration – that grace handwritten
script. The only way to obtain the
unpolished feel of handwritten script is to
draw the typography and return to mark
making in its most basic form. For some
this is a reaction against the occasionally
bland nature of modernist typography.

Pepita

Designed in 1959 by Imre Reiner, Pepita simulates the spontaneous strokes of the handwritten word.

Biffo

David Marshall created Biffo in 1964, this typeface emulates the strokes of a broad-tipped pen. This can be seen

in its round and flexible figures and vertical strokes, which have rounded edges to soften the characters. Biffo is

suitable for short and mid-length blocks of texts as well as headlines.

Snell Roundhand

Snell Roundhand was designed in 1965 by Matthew Carter and is based on 18th century round-hand scripts. 

It has an elegant and festive feel that is suited to mid-length blocks of text and headlines. 
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Client: Coexistence

Design: Studio Myerscough

Typographic summary:

Hand-drawn type, ragged

lines, different point sizes

Coexistence
To create the identity for furniture company Coexistence, Studio Myerscough
used a hand-drawn typeface with intentionally rough edges. The characters were
typeset in different point sizes and overlapped one another. The almost brutal
handling of the typography makes a strong counterpoint to the refined lines of the
furniture, and the immediacy of the typography also conveys a playful sense of
‘sketch’, reminding us of the designed and bespoke nature of the product.
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Client: Salvation Army

Design: Browns

Typographic summary:

Letterforms constructed 

from neon tubes 

Salvation Army
To create a logo and identity for the youth section of the Salvation Army, design
studio Browns created a neon sign to display the slogan A LOVE+. The studio used
the outline of the tubes that comprised the neon sign (above), to build the letterforms
of the logotype (below). The logotype includes representations of the notches, gaps,
bends and blanked-out sections of the glass tubes in the neon sign. These features
were then painted out in the logotype.
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Jeff Busby
This identity, for
photographer Jeff
Busby, by 3 Deep
Design uses a strong
geometric grid from
which the letterforms 
are built. This restricts 
the shape of the
characters but results 
in something unique 
for the client.

Client: Jeff Busby

Design: 3 Deep Design

Typographic summary:

Letterforms built on to 

a geometric grid
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D&AD (above)
This invitation and poster for D&AD by Studio Myerscough uses a hexagonal pattern
to create the letterforms. The result is a perspective that resembles looking down on
to a large box of yellow pencils into which some blue ones are randomly dispersed. 

University of Portsmouth (right)
Design studio Radley Yeldar created this prospectus – in the form of an ideas book –
for the University of Portsmouth’s design courses. The scrapbook-style publication
contained all the information prospective students required in order to make a
decision about the institution, and also included blank pages at the end to encourage
them to begin to explore their own creativity. Much of the information was
handwritten in a variety styles. The rawness of the mark making, the hand-drawn
letterforms and assorted sketches lends the publication authenticity. The typography
is made integral to the publication and is ‘rendered’ rather than typeset.

Client: D&AD

Design: Studio Myerscough

Typographic summary:

Coloured hexagons used

to build letterforms
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Client: University of

Portsmouth

Design: Radley Yeldar

Typographic summary:

Rendered hand-drawn

typography combined with

illustration
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Expressionism

Client: Victionary

Design: Build

Typographic summary:

Blocky appearance of

characters due to absence of

counters and low ascender

height
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Expressionism

Expressive typography is mark making in its most basic form.Typically hand-drawn letters are created to convey

a certain sense of style, urgency or in some other way fit with the mood of a design, as the examples shown

here illustrate.
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Client: The Big Issue 

Design: Intro

Typographic summary:

Hand-drawn upper case,

sans-serif type

The Big Issue (left)
Intro used hand-drawn
letterforms for the cover
of this edition of The Big
Issue. As this particular
edition of the magazine
was dedicated to music,
the cover design
depicted a central disc.
Positioned around this
disc were the names of
all the groups featured.
The upper case, hand-
drawn letters are easier
to read than their
minuscule counterparts
would have been, and 
are perhaps the natural
choice when writing
with a paintbrush. The
expressive typography
conveys speed and
urgency, something
fleeting and raw,
characteristics that one
could attribute to
the music of the 
featured groups.

Titled (opposite)
This spread, designed by Mike Place and featuring a poem by Conner Kilmer,
was commissioned for Graphic Poetry– a book that explores concrete poetry. The
expressive type is characterised by a very blocky appearance, which is obtained by
the absence of counters, low ascenders and an even weight balance between the
stems and arms. The immediate, spontaneous feel of the type further legitimises
the written content.
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Client:

The Photographers’ Gallery

Design: Spin

Typographic summary:
Large sans-serif, which
overprints the images

Type Realisation
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Type Realisation

Armed with a solid grasp of the typographical basics a designer
can begin to use other key elements of the design process to
enhance them. This section addresses type realisation and how
the production specifications of a design can add additional
qualities to typographical elements, such as the tactility achieved
through substrate selection or printing choices.

The subtle distinctions offered by printing techniques and substrate
selection can be powerful differentiators. In the following examples,
the typesetting is generally restrained, and yet the work is surprisingly
distinctive and imaginative. The ‘realisation’ of the work is as important
as the typesetting and the two should actually be thought of as being
inseparable. 

Although the vast majority of printed pieces are examples of 
four-colour printing on standard paper stocks, there are many
opportunities to break from the norm. Whether applying simple printing
techniques, such as overprinting – shown in the example opposite – 
or more radical departures to a world of unusual technologies or use of
different paper stocks, type realisation is the point at which a piece can
truly become ‘alive’.

124 125

The Photographers’ Gallery (left)
This information mailer for The Photographers’ Gallery uses a Gothic typeface that
overprints (see page 102), the images underneath it. The images underlaying the text
could impinge on readability, but the large point size of the type means this is not
problematic and creates a textural quality to the piece.
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Materials
The appearance of a design will largely
depend upon the substrate on which it is
placed. Different paper stocks will absorb
different amounts of ink, and have
different gloss and reflective qualities.
Equally, paper may not even be the
substrate selected by a designer, as a
variety of different surfaces will take 
some form of printed image.

The glossary at the back of this
book prints on a kraft stock. Although
this stock produces a cruder print and is
not suitable for reproducing colour, it does
possess aesthetic and tactile qualities.
Stock changes are frequently used to
divide complex publications into
manageable sections, or to distinguish
different elements.

The examples that follow show some
of the effects that can be achieved by the
use of non-paper stocks.
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EMI
This cover for an annual report for music company EMI was created by SEA Design
studio. The cover’s solitary feature is the word music, which is embossed on to the
flock substrate to provide a two-tone effect with depth and texture.

Client: EMI

Design: SEA Design

Typography summary: 

Type embossed on to a flock

substrate
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Client: Instant Karma

Design: Form Design

Typographic summary:

Type printed on rough board to

produce a tactile quality

Girl Song Promo (above)
This CD cover design was created by Form Design on behalf of Instant Karma. The
type was printed on a rough board to add a tactile quality to the cover. Here, a
specific paper stock is used to distinguish this particular CD, from a myriad of others
in a highly saturated market. The graphic, bitmap typeface is also softened by the
material.

1Hundred (right)
As part of a marketing campaign, clothing store Topman mailed clam boxes that
contained a motion card and a concertina instruction booklet to 100 fashion movers
and shakers (including DJs, models and club owners), all of whom the chain wanted
to endorse its clothes. The personalised card had a lenticular of the recipient’s name,
ensuring that each card was unique, and provided a response to the ‘Don’t you know
who I am?’ question posed and also printed as a lenticular on the card. 
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Client: Topman

Design: The Kitchen

Typographic summary:

Upper case Helvetica Neue

and Hoefler Text, printed as a

lenticular on a motion card

Motion Cards

A motion card displays depth or

motion to a printed image as the

viewing angle changes. The

lenticular printing technique

alternates strips of several

images on to the back of a

transparent plastic sheet, which

contains a series of curved

ridges (called lenticules). The

strips are aligned so all that

those forming a specific image

are refracted to the same point.
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Her House (above)
This invitation created for Her House gallery by Studio Myerscough uses a slab-serif
typeface that is silk-screen printed on to a wood substrate. The slab serifs have a
punchiness and solidity that distinguishes the characters from the grain of the wood.

Soak (right)
Created by Iris Associates, this invitation – to a discussion evening with graphic
design company SEA Design –  does not, at first, appear to have any typography
other than the logotype. The characters of this are fashioned from the shape of liquid
droplets and are in harmony with the process of something becoming soaked. 

The logotype also serves as an instruction; when the invitation is immersed in hot
water, the liquid acts on the dark-blue thermographic ink – that is screen printed over
the light-blue permanent ink on a rigid white PVC substrate – and reveals the details
of the event. Rather cleverly ‘soak’ becomes ‘SEA’.

Client: Her House 

Design: Studio Myerscough 

Typographic summary:

Slab-serif type silk-screen

printed on to a wood substrate
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Substrate

A substrate is any surface, or material, that can be printed upon.This is typically some form of paper or board

but can be wood (as above), plastic, cloth, metal or any surface that will take an image or text.

Client: Soak

Design: Iris Associates

Typographic summary:

Droplet-shaped characters in

thermographic ink

130 131

The invite is immersed in

hot water...

...the central panel fades enough

for the body text of the invitation to

be clearly visible.

...the large colour panel begins

to disappear, and the blue type

changes from ‘Soak’ to SEA’ ...
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Printing techniques
Off-set lithography is the standard
printing method used to produce 
paper-based publications and documents;
including many of the examples shown 
in this book, as well as the book itself.
However other printing techniques exist
for getting ink – and the design – on to the
substrate. These include letterpress, hot
metal, silk screen and gravure.

Each of these techniques imparts qualities into a design that are far beyond simply
putting the ink on the page. Differences in the pressure used to apply the ink, for
example, can add individuality, uniqueness or tactility to a design. These examples of
letterpress printing (below), demonstrate how unique impressions can be created due
to variations in the ink transfer from letters to substrate.

(WK) Job:01-76355  Title:Basic Design-Typography
02-AC30671(119)  175#  Dtp:116  Page:132

Printing techniques

BDT_001-176  3/31/06  10:43 PM  Page 132



Letterpress printing

This is a method of relief printing whereby an inked, raised surface is pressed against the substrate. It was the

first commercial printing method employed and is the source of many printing terms. The raised surface that

makes the impression is typically made from pieces of type, but photoengraved plates can also be used. 

A defect of letterpress printing is appealing to modern designers; when improperly inked patches appear in the

letters and so each impression created is subtly different and s the type is unique. Designers also use this
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Client: Royal Mail

Design: Blast (Alan Kitching)

Typographic summary:

Collage of typography printed

using a letterpress technique

Royal Mail
This packaging for a set of postage stamps was designed for Royal Mail by Blast
design studio. The packaging features a collage of typography by Alan Kitching,
which has been printed using a letterpress technique. The collage reflects the themes
for the commemorative stamps issued during the year, and the use of letterpress
printing provides sturdy characters that actually appear as if they have been
‘stamped’ on to the substrate.
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Letterpress printing

This is a method of relief printing whereby an inked, raised surface is pressed against the substrate. It was the

first commercial printing method employed and is the source of many printing terms. The raised surface that

makes the impression is typically made from pieces of type, but photoengraved plates can also be used. 

A defect of letterpress printing is appealing to modern designers; when improperly inked patches appear in the

letters and so each impression created is subtly different and the type is unique. Designers also use this

method as it can add tactile qualities to a piece.
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Hot-metal printing

Hot-metal printing or cast-metal composition was developed from letterpress printing and originally involved

the casting of lines of type in molten metal. This made it possible to create large quantities of type in a relatively

inexpensive fashion. Nowadays text is typed into a machine to produce a punched paper tape, which then

controls the characters cast by a casting machine. The resulting block – with its raised letters and fine detail –

can then be used to print from. The impression made, unlike lithography, is rich with texture and depth.

Combined with a suitably pulpy paper stock, the results are very apparent and steeped in historical reference.
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Client: Pentagram

Design: Webb & Webb

Typographic summary:

Hot-metal printed invitation

incorporating a mixture of

small cap, Roman and italic

variations of a serif typeface
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Double Crown Club Dinner
This invitation, to the London Arts Double Crown Club Dinner, was designed by
Webb & Webb and is printed on a salvaged paper stock that creates the illusion of
an aged document. The hot-metal printing technique used coupled with the centred
typography – a mixture of Roman, italic and small capitals – completes the
antiquated effect. The typography is complemented by the use of character
symbols. The speaker at the event, John McConnell of Pentagram, is indicated by a
speaker symbol, the members and guests are represented by a listener symbol and
a symbol of a domestic represents the menu. 

134 135
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A Gathering of Time 
This book, celebrating the work of artist Cy Twombly, was created by Bruce Mau
Design for the Gagosian Gallery. It features the use of hot-metal printing to add a
tactile quality to the pages.

As can be seen on the opposite page, the simplicity of the typography not only
complements the understated quality of the publication, but also necessitates careful
setting due to the incorporation of true italics (a), careful kerning (b) and ligatures (c).
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Client: Gagosian Gallery

Design: Bruce Mau Design

Typographic summary:

Hot-metal printing to achieve

textural indentation
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Silk-screen printing

Silk-screen print finishing forces ink through a stencil, pattern or template that has been produced on silk

(or similar cloth), and stretched across a frame. The primary advantage of this printing method is that it can

be used across a wide range of substrates, particularly those that are unsuited to other printing methods.
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Client: Ericsson

Design: Imagination

Typographic summary:

Silk-screen printed sans-serif

Helvetica, overlayed with a fine

mesh of printed lines
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Silk-screen printing
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Making Sense of the New Economy
This invitation, for an event hosted by telecommunications company Ericsson, was
designed by Imagination. The theme of the event was The New Economy and the
type used on the invitation is in keeping with this. 

Helvetica 65, a sans-serif typeface with a modern feel, is silk-screen printed on to
a transparent acetate substrate. A fine mesh of hairlines is also printed on to the 
front of the invitation and accompanying material, and the type is printed in reverse
on to the back of the invitation. The resulting ‘layering’ conveys a sense of both
communication and connection with minimum effort. The controlled simplicity of the
print material is further enhanced by the raised ink, which is a subtle characteristic of
the silk-screen printing process.
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Gravure printing

Gravure printing

Gravure or rotogravure printing

is a high-volume intaglio print

process in which the printing

area is etched into the printing

plate. Ink is then transferred

from the plate to the substrate.

These examples take inspiration

from original stamp designs both

literal – the colours, shapes and

forms – and descriptive – the

‘story’ and context of each

design. These design ‘stories’ are

visually enlivened through the

considered use of typography:

This page 

(shown from, top to bottom)

Satellite agriculture by

Richard Cooke. The type is angled

to align with the geometric shape

made by the overhead image on

the stamp.

Weaver’s craft by Peter

Collingwood. A tapestry of words

forms a knitted pattern.

Destination Australia by

Jeff Fisher. The type runs upside

down and  underneath the

perforated centre line.

Jenner’s vaccination by

Peter Brookes. The displayed type

forms small red ‘smallpox’ dots.

Opposite page 

(shown from top to bottom)

City finance by Brendon Neiland.

The type displayed forms a city

skyline.

Strip farming by David Tress.

Furrows of type are formed by

the use of different shades of

green and different leading values

so that the lines run over one

another. All lines have a wide

measure, mirroring the subject.
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Client: Royal Mail

Design: Webb & Webb

Typographic summary:

Typography that takes

inspiration from a series of

postage stamps

1000 years 1000 words
These examples are taken from a book produced for Royal Mail, in conjunction with
Camberwell Press, and designed by Webb & Webb. The 48-page book features 48
stamps designed by leading artists and designers and specifically to celebrate the
dawn of the third millennium. The book has a perforated timeline that runs through
the centre of every page, which emulates the design of a sheet of stamps.

The 48 numbered stamps are printed using a combination of lithography and gravure
techniques, and the text pages print litho in a series of 11 special colours. Ty
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Print finishing
A variety of print finishing techniques can
be used to enhance the appearance of
typography. For example, the prominence
of type can be increased with the use of
screen printing or coloured varnishes.
Similarly the use of blind embossing,
flocking or spot varnish will render
typography in a more subtle light.

Having an understanding of print
finishing can make the difference
between an ordinary and an exceptional
piece of work. The execution a final design
is not only enhanced by print-finishing
techniques, but it is inseparable from the
process. The examples within this section
all demonstrate this interrelationship. 
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Mies van der Rohe noted that ‘God is in the detail’, and this is never more apt
than when examining print-finishing techniques. The examples within this section not
only communicate, inform and impart information, they also entertain and excite; an
embossed book demands not just to be read but also to be felt, a varnished brochure
that catches the light will be displayed rather than hidden away, the curious shape of
a die-cut invitation differentiates it sufficiently enough for it to be read immediately.
These items are engineered to elicit a specific response and the selected print-
finishing technique forms a vital part of that process.
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Die cutting

Die cutting is a print-finishing technique that uses a metal die to cut through a substrate and leave a hole or

edge with a certain shape. It is commonly used to create decorative shapes – particularly in packaging

materials, invites and brochures – but can also be used with typography as the example above shows.
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Client: Boldly Go

Design: Howdy

Typographic summary:

Die-cut stencil typeface,

coupled with an etched 

Gothic typeface

Boldly-Go Invitation 
This invitation, for an
event hosted by human
resources company
Boldly Go, was designed
by Howdy. Its
predominant feature is
the date of the event,
which is die cut into a
metal substrate. The use
of a stencil typeface
means that the
counters in the zeros
remain intact and do
not leave any gaping
holes. The organisation’s
website address of the
company was etched
into the metal using a
lower case Gothic
typeface.
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Die cutting

Die cutting is a print-finishing technique that uses a metal die to cut through a substrate and leave a hole or
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materials, invites and brochures – but can also be used with typography as the example above shows.
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The Architecture Foundation
This brochure, for The Architecture Foundation, by SEA Design features a series of
embossed circles that cover the substrate. The words ‘nuzzle’, ‘pulsate’, ‘comfort’
and ‘haze’ are formed by negative space – by those circles that were not embossed
on to the substrate – and as such they appear to be raised.

Client:

The Architecture Foundation 

Design: SEA Design

Typographic summary:

Letters formed from negative

space in an embossed surface
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Embossing and debossing

Both of these techniques are used to produce different visual and tactile qualities to a design, particularly to the

covers of reports, books, invitations or other identity items. These techniques are often accompanied by

substrate selections that will enhance the final result, such as a flock substrate or textured paper stock.

Embossing and debossing
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Royal Mail
This booklet, created for Royal Mail by Webb & Webb design studio features a series
of new postage stamps created by sculptor Andy Goldsworthy. A dense substrate
was chosen that would take a heavy deboss and harmonise with the sculptural
theme.

Client: Royal Mail

Design: Webb & Webb

Typographic summary:

Heavy debossing to harmonise

sculptural theme
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North Mailer 
This mailer was designed by North and features a stencil-formed typeface that is gold
foil blocked on to a very thin substrate. According to the Chinese calendar 2004 was
the year of the monkey, and as such this theme is employed in the mailer’s graphics.

Client: North

Design: North

Typographic summary:

Foil blocked, stencil-

formed typography
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Foil blocking

Foil blocking is a finishing technique that applies a coloured foil to a substrate via heat transfer. It is typically

used to provide gold, copper or silver colouring with a convincing metallic look. Other terms that can be

applied to the same process include: foil stamping, heat (or hot), stamping, block stamping or foil embossing.

Foil blocking
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Client: 

Meteorological Office

Design: Thirteen

Typographic summary:

Foil blocked stone-serif

typeface and use of a ‘f’ 

and ‘i’ ligature

Art at the Met Office
This catalogue and accompanying material was created for the UK’s Meteorological
Office by Thirteen design studio as part of an extensive art programme to celebrate
the office’s new headquarters.The main catalogue documents a travelling exhibition
based upon the theme of weather and the elements. 

The catalogue, brochures, posters and leaflets are given a similar appearance, which
is unified through the understated use of a foil blocked stone-serif typeface. This
typeface forms part of an extended type family (see page 62). 

The typeface has enough character to create interest in its own right, which can be
seen in the ear of the double-storey ‘g’, the angled brackets of the serif and the
subtle stress of the capital ‘O’. However both the interest and the simplicity of this
typeface are further enhanced by use of a ligature between the ‘f’ and ‘i’ characters in
the word ‘office’ (see page 82). 
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Client: 100% Design 

Design: Blast

Typographic summary:

Tinted varnish applied as a

spot varnish to enhance type
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100% Design
This brochure, for the 100% Design 2004 exhibition,
created by Blast design studio features a varnish 
tinted with cool-blue ink. The ghostly, stark, white
photography is complemented by design keywords,
which are applied in an unobtrusive spot varnish. The
effect produced by the subtle tone-on-tone sans-serif
upper case type is almost subliminal, and as such
provides a visual reinforcement to the meanings of the
different words. The lack of colour makes the spreads
little more than untouched, blank canvases.

Varnishes

Varnish is a liquid shellac, or plastic coating, added to a printed piece after the final ink pass in order to

enhance its appearance, texture or durability by sealing the surface. It may add a glossy, satin or dull finish and

it can also be tinted to add colour. Varnish can be applied either as a spot varnish or fully covering a piece.

UV varnish is a heavy, high-gloss, matt or satin varnish applied after printing and cured in an ultra-violet dryer. 

Spot varnish is applied to highlight specific areas of a printed piece. It brings the colours to life, or it can be

used to create subtle textures on the page. It is usually applied as a spot colour with an extra printing plate.

Machine varnish is a thin oil-based coat that is applied on a printing press, and produces a very light gloss.

Most print finishing processes are performed offline, after the job has been printed. All highly visible and

textural varnishes need to be applied offline. However some varnishes may be applied online as part of the

printing process, normally as an extra colour.
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Client: Esther Franklin

Design: MadeThought

Typographic summary:

UV varnished applied to initials

to create texture

Esther Franklin
This identity for fashion designer Esther Franklin features her initials (EF), repeated in
full-coverage, UV varnish over the design. This forms a textural pattern on a heavy,
matt-black stock. Ty

po
gr
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hy
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Client: Lancaster City Council

Design: Why Not Associates

and Gordon Young

Typographic summary:

Various styles used to present

poems, lyrics and expressions
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Type in Practice

The practical application of typography in design isn’t always what
one would expect. The demands on type can be more extensive
and unorthodox than we’ve seen in previous sections of this book,
although the underlying basic principles remain the same. The
application of type can be unusual – as the example opposite
demonstrates – but, as with the use of type on a page, a designer
must still consider typeface selection, how it is to be set,
letterspacing, point size, legibility and pattern.

Typography is a technical, demanding and sometimes confusing 
craft that requires a great deal of care, patience and historical
understanding. Ultimately, typography is an intimate and human
experience – the ‘typographic’ pathway opposite isn’t about
typesetting, it’s about reading, experience and inspiration. 

Earlier chapters on type classification, setting, generation and
realisation have offered a greater understanding of the possibilities 
of type in practice. The examples in this chapter are testament to the
many exciting and imaginative ways that type can be used.

150 151

A Flock of Words (left)
This image shows a section of a 300-metre typographic pavement built in
Morecombe, England. It was created by the Why Not Associates, in collaboration
with Gordon Young, as part of an arts-based regeneration project for the town.

The path, which was opened in 2002, was built in granite, concrete, steel, brass 
and glass. It features poems, lyrics and traditional sayings set in different
typographical styles.
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Client: This is a Magazine 

Design: Studio KA

Typographic summary:

Experimental type produced

from textiles

This is a Magazine (above)
These spreads are taken from This is a Magazine, they were designed by Studio KA
and feature large-scale typography that is formed from a variety of textiles. The
spreads present the textiles and colours of a new fashion season as a rather different
type of swatch. The typography reinforces the message that ‘you can do anything’,
whatever the cut of your cloth!
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Eclecticism
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Client: Copy

Design: Sagmeister Inc.

Typographic summary:

Hand-made sculptural

typography

Everything I Do Always Comes Back to Me
Breaking away from traditional typographic forms by using those elements that
surround our daily lives can be eye-catching and effective, as these spreads taken
from Austrian publication Copy demonstrate. The typography is formed from models
made by Eva Huekmann. These spreads were incorporated as section breaks in the
magazine to open different chapters, and together they read: ‘everything I do always
comes back to me’. Copy commissions a different design studio to produce these
opening spreads for each issue of the magazine.
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Client: This is a Magazine

Design: Studio KA

Typographic summary:

Hand-drawn typography

overlaying image
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Client: Haunch of Venison

Design: Spin

Typographic summary:

Neutral FC Haas Unica

Gothic typeface

154 155
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Butterflies and Zebras (left)
This image, created by Studio KA for This is a Magazine, features hand-drawn letters
and lines that overlay an image of a woman’s face. The type follows the contours of
the face and provides a personal and intimate message that is perhaps about, or
from, the woman in the picture.

Bill Viola – Hall of Whispers Literature (above)
This design, created by Spin design studio for a Haunch of Venison exhibition, uses
two very distinctive typographical styles. The typeset FC Haas Unica sans-serif
conveys a neutral, non-emotive feel, and offsets the accompanying stark
photographs of a gagged man and woman. Hand-drawn type is also used which
blurs the distinction between type and image.

FC Haas Unica has rounded upper case and compact lower case letterforms. Key
distinguishing points include the arms of the ‘K’ and ‘k’ characters that meet at the
stem, and a single-storey ‘g’.
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Just Like Home
This brochure, designed by KesselsKramer for Amsterdam’s Hans Brinker Budget
Hotel, features a cover with type that has been sewn on to the substrate in red and
black thread. This stylistic feature is repeated inside the brochure as the type is
set within cross-stitched borders. 
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Client: 

Hans Brinker Budget Hotel 

Design: KesselsKramer

Typographic summary:

Slab-serif typeface, sewn in

cross-stitch on to the substrate
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The Fabric of Fashion 
The Fabric of Fashion
exhibition was organised
by The British Council
(Arts), to explore those
areas of the clothing
industry where the large-
scale printing process 
of textile design meets
the physical, hands-on
process of fashion
design. This poster
brings together print 
and weave to reflect the
theme of the exhibition.
The type was sewn on 
to the poster before it
was sent to print, and 
as such it alludes to the
process of weaving. The
photograph by Michael
Danner was printed in 
flat colours, which points
to the printing processes
used by textile designers
and manufacturers.

Client: The British Council

Design: Pentagram

(Angus Hyland)

Typographic summary:

Text sewn into poster

(WK)
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House Home
We are accustomed to seeing type in publications,
but we also see it in the environment around us. These
images are taken from a book produced by SEA Design
– in collaboration with architects Hawkins \ Brown and
photographer Peter Kirby – to accompany an exhibition
at London’s SEA Gallery, which formed part of the
Clerkenwell Architecture Bianale. The book contains a
series of photographs in which the word ‘house’
appears in a variety of locations. As such it documents
a use of typography in the environment that people
often overlook. The final spread lists the names and
locations of the houses featured.

Client: SEA Design, 

Hawkins \ Brown & Peter Kirby

Design: SEA Design

Typographic summary:

Record of found typography
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Levi’s
Another example of integrating type into a specific environment is this window
display. Created for Levi’s by The Kitchen design studio it is an adaptation of
electronic marquee message system. Due to the physical presentation constraints of
the LED display panel, the typography has to be constrained and so is formed by a
limited series of squares. As the words track across the panel, they possess an eye-
catching vibrancy that is accentuated by the high-visibility red-on-black colour
scheme, and this more than compensates for the typographical constraint. 

Client: Levi’s

Design: The Kitchen

Typographic summary:

Marquee display panel,

constrained typography
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Glossary
The subject of typography contains many
technical terms and synonyms that can
be confusing and a little overwhelming.
This glossary defines some of the more
common terminology in usage in order to
facilitate a better understanding and
appreciation of the subject, although
it is far from exhaustive.

The following 16-page section, which
is printed on an uncoated kraft paper
stock, also provides some examples of the
many typefaces that are available to the
designer.

A final note is that Pantone Metallic
872 was used as a special colour on pages
114, 115, 118, 119, 122, 123, 126 and 127.
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Apex

The point formed at the top of a

character such as ‘A’ where the

left and right strokes meet. 

Arm

See Bar. 

Ascender

See Extender. 

Bar

The horizontal stroke on

characters ‘A’, ‘H’, ‘T’, ‘e’, ‘f’ ‘t’.

Sometimes called a crossbar on

‘A’ and ‘H’ or an arm on the ‘F’,

‘T’, ‘E’ and ‘K’ upstroke.

Baseline

The baseline is an imaginary line

upon which a line of text sits, and

is the point from which other

elements of type are measured,

including x-height and leading. 

Bezier curve

A curve created by two terminal

points and two or more control

points for a letter shape. 

Bicapitalisation

Non-standard capitalisation where

compound words or phrases that

are joined without spacing are

capitalised. 

Bitmap

An image that is composed of

dots.

Blackletter

A typeface based on the ornate

writing prevalent during the

Middle Ages. Also called Block,

Gothic, Old English, Black or

Broken. 

Body text

Body text (or copy), is the text that

forms the main part of a work. It is

usually between 8 and 14 points

in size.

Aldus – Small Caps and Italic Old Style Numerals Variations
The Aldus typeface family was designed by typographer Hermann Zapf in 1954
for David Stempel. Named after Aldus Manutius, a 15th century Venetian printer and
publisher, this typeface was originally intended to be the book, or text, weight for
Zapf’s Palatino typeface family, but was instead released under the name Aldus.
Aldus is lighter and narrower than Palatino, which makes it a good choice for body
text usage.
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Cheltenham – Roman, Bold Head and Extra Condensed Variations
The current Cheltenham typeface family was designed by Tony Stan and is based on
an original design by architect Bertram Goodhue. Goodhue’s design was
subsequently expanded by Morris Fuller Benton and finally completed by Stan in
1975. This version of Cheltenham is characterised by a larger x-height and improved
italic details and is considered a modern typeface with classic attributes. 
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Bold 

A version of the Roman cut

with a wider stroke. Also called

medium, semi-bold, black, super

or poster.

Boldface type

A thick, heavy variety of type used

to give emphasis.

Bowl

The stroke that surrounds and

contains the counter. 

Bracket

The curved portion of a serif that

connects it to the stroke. 

Camel case

See bicapitalisation

Character

An individual element of type such

as a letter or punctuation mark.

Chin

The terminal angled part of the ‘G’

Condensed

A narrower version of the Roman

cut. 

Counter

The empty space inside the body

stroke, which is surrounded by the

bowl. 

Cross stroke

A horizontal stroke that crosses

over the stem. 

Crossbar

See Bar. 

Crotch

Where the leg and arm of the ‘K’

and ‘k’ meet. 

Debossing

A design stamped without ink or

foil giving a recessed surface.

Descender

See Extender. 
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Die cut

Special shapes cut into a

substrate by a steel die.

Display type

Large and/or distinctive type

intended to attract the eye, and

specifically cut to be viewed from

a distance.

Down stroke

The heavy stroke in a type

character.

Drop capital

An upper case letter that is set in

a larger point size and aligned

with the top of the first line. 

Ear

Decorative flourish on the upper

right side of the ‘g’ bowl. 

Em

A unit of measurement derived

from the width of the square body

of the cast upper case ‘M’. An em

equals the size of a given type, i.e.

the em of 10 point type is 10

points.

Embossing

A design stamped without ink or

foil giving a raised surface.

En

Unit of measurement equal to half

of one em.

Extended

A wider version of the Roman cut. 

Extender

The part of a letter that extends

above the x-height (ascender) or

that falls below the baseline

(descender). 

Eye

A name specifically given to the

counter of an ‘e’. 

Eras – Book, Demi and Ultra Variations
The Eras typeface family was designed by French designers Albert Boton and Albert
Hollenstein in 1976. It is a typical sans-serif and is distinguished by an unusual, barely
perceptible forward slant and subtle stroke-weight variations. It is open and airy,
and references Greek stone-cut lapidary letters and Roman capitals.
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Syntax – Roman, Bold and Ultra Black Variations
The Syntax typeface family was the product of a 1995 collaboration between Swiss
typographer Hans Eduard Meier and Linotype. Their intention was to produce an
extensive revision and expansion of the Syntax typeface family that Meier had
originally created in 1968. Shape alterations that had been necessary for hot-metal
printing and photo-typesetting machines were discarded. New weights, ranging from
Light to Black, were added and further additions included the introduction of Old
Style numerals, special x-height numerals, small caps, and italics.
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Font

The physical attributes needed to

create a typeface be it film, metal,

wood or PostScript code.

Foot

The serif found at the bottom of

the stem, which sits on the

baseline. 

Flock

A speciality cover paper produced

by coating the sheet with a dyed

flock powder. Originally intended

to simulate tapestry and Italian

velvet brocade. 

Geometric 

Sans-serif typefaces that are

based on geometric shapes

identifiable by round ‘O’ and ‘Q’

characters.

Golden section

A division in the ratio 8:13 that

produces harmonious

proportions.

Gothic

A typeface without serifs. Also

called Sans-serif or Lineale. 

Gravure

A high volume intaglio printing

process in which the printing area

is etched into the printing plate.

Hairline

The thinnest stroke in a typeface

that has varying widths. Also

refers to a 0.25pt line, which is

the thinnest line that can be

confidently produced by printing

processes.

Hand drawn type

Typography that is hand made.
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Hierarchy

A logical, organised and visual

guide for text headings, which

indicates different levels of

importance. 

Hook 

The serif at the top of a stem. 

Ink trapping

The adjustment of areas of colour,

text or shapes to account for

misregistration on the printing

press by overlapping them.

Intercaps

See bicapitalisation.

Italic

A version of the roman cut that

angles to the right and at some

point between 7–20 degrees. 

Kerning

The removal of unwanted space

between letters. 

Kerning pairs

Letter combinations that

frequently need to be kerned. 

Knockout

Where an underlaying colour has

a gap inserted where another

colour would overprint it. The

bottom colour is ‘knocked out’ to

prevent colour mixing.

Leading 

The space between lines of type

measured from baseline to

baseline. It is expressed in points

and is a term derived from hot-

metal printing when strips of lead

were placed between the lines of

type to provide line spacing. 

Geometric – Light, Roman and Bold Variations
The Geometric typeface family is a sans-serif with spacious capitals and numerals,
and full circles for the ‘O’, ‘Q’, ‘G’ and ‘C’ characters. Lower case letters are
characterised by extended ascenders but truncated descenders, and a dramatically
inclined ‘e’ counter.
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MetaPlus – Roman, Medium Small Caps and Bold Variations
The MetaPlus typeface family was designed in 1993 by Dutch designers Lucas de
Groot and Erik Spiekermann. MetaPlus has clean and easy to read characters with
Old Style numerals.
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Leg

The lower, down sloping stroke of

the ‘K’, ‘k’ and ‘R’. Sometimes

used for the tail of a ‘Q’. 

Legibility

The ability to distinguish one

character from another due to

qualities inherent in the typeface

design. 

Lenticular

A printed image that shows depth

or motion as the viewing angle

changes. Also called motion card. 

Ligatures

The joining of two or three

separate characters to form a

single unit in order to avoid

interference between certain letter

combinations. 

Light / thin

A version of the Roman cut with a

lighter stroke. 

Lining numerals 

Lining numerals are figures that

share the same height and rest on

the baseline. 

Link 

The part that joins the two

counters of the double-storey ‘g’. 

Loop

The enclosed or partially enclosed

lower counter in a Roman, i.e. as

seen in the double-storey ‘g’.

Sometimes used to describe the

cursive ‘p’ and ‘b’. 

Lower case

See Minuscules. 

Majuscules

Capital letters. Also called upper

case letters. 
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Meanline

Imaginary line that runs across the

top of non-ascending characters

Measure

The length of a line of text

expressed in picas.

Minuscule

Characters that originally derived

from Carolingian letters. Also

called lower case letters. 

Monospaced

Where each character occupies a

space of the same width.

Oblique

A slanted version of Roman cut.

Often mistakenly referred to as

‘italics’. 

Old Style 

Old Style (or Antiqua, Ancient,

Renaissance, Baroque, Venetian

or Garalde), is a typeface style

developed by Renaissance

typographers that was based on

Roman inscriptions. Old Style was

created to replace the Blackletter

type and is characterised by low

stroke contrast, bracketed serifs

and a left-inclining stress. 

News Gothic – Light, Medium and Bold Variations
News Gothic is a sans-serif typeface family that was designed by Morris Fuller
Benton in 1908 for American Typefounders. The bold weights were subsequently
added in 1958. The upper case characters have a similar visual width to one another,
while the lower case characters are compact and powerful. 
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Old Style numerals 

Figures that vary in height and do

not sit on the same baseline.

Overprint

A process where one ink is printed

over another ink.

Paths

A mathematical statement that

defines a vector graphic object.

Pica

A measurement for specifying line

lengths. One pica is 12 points

(UK/US), or 4.22mm. There are six

picas to an inch. 

Point system

The measurement system for

specifying typographical

dimensions. The British and

American point is 1/72 of an inch.

The European Didot system

provides similar size values. 

PostScript

A page description language used

by laser printers and on-screen

graphics systems. 

Readability

The overall visual representation

of the text narrative. 

Roman

The basic letterform. 

Rotogravure 

See gravure.

Foundry Gridnik – Light, Medium and Bold Variations
Often referred to as ‘the thinking man’s Courier’, Foundry Gridnik was designed by
Jürgen Weltin for The Foundry. It is based on a 1960s design by Wim Crowel that was
originally intended for use as a single weight typewriter typeface, but it was never
released. The Foundry named their typeface ‘Gridnik’ because of Crowel’s devotion
to grids and systems in his work. The sans-serif characters employ angles, rather
than curves, as can be seen on the ‘Q’ and the ‘O’.
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Sans-serif 

A font without decorative serifs.

Typically with little stroke

thickness variation, a larger x-

height and no stress in rounded

strokes. 

Script

A typeface designed to imitate

handwriting. 

Serif

A small stroke at the end of a

main vertical or horizontal stroke.

Also used as a classification for

typefaces that contain decorative

rounded, pointed, square or slab

serif finishing strokes.

Shoulder or body

The arch formed on the ‘h’. 

Slab serif

A font with heavy, squared off

finishing strokes, low contrast and

few curves. 

Small caps 

Small caps are majuscules that

are close in size to the minuscules

of a given typeface. They are less

domineering than regular size

capitals and are used setting

acronyms and common

abbreviations.

Spline

The left to right curving stroke in

‘S’ and ‘s’.

Revival – Roman, Bold and Bold Italic Variations
American Kris Holmes designed the Revival typeface family in 1982. Revival is a serif
typeface and has round forms with contrasting stroke weight. The lower case ‘y’ and
‘j’ have tails with spurs, and ascenders have distinctive hooks at the top of their
stems.
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Melio – Regular, Bold and Bold Italic Variations
Melio is a serif typeface family that was designed by Hermann Zapf in 1952. It
exhibits sturdy characters with classic and objective forms. Melio is extremely legible,
which makes it suitable for use in a variety of different texts and point sizes. 
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Spur or (cat’s) ear

The end of the curved part of ‘C’

or ‘S’. 

Stem

The main vertical or diagonal

stroke of a letter. 

Stock

The paper (or other substrate), to

be printed upon.

Stress

The direction in which a curved

stroke changes weight. 

Stroke

The diagonal portion of

letterforms such as ‘N’, ‘M’ or ‘Y’.

Stems, bars, arms, bowls etc. are

collectively referred to as strokes. 

Substrate

Any surface or material that is to

be printed upon. 

Surprint

See Overprint.

Tail

The descending stroke on ‘Q’, ‘K’

or ‘R’. Descenders on ‘g’, ‘j’, ‘p’,

‘q’, and ‘y’ may also be called

tails. 

Terminal

A curve such as the tail, link, ear

or loop, also called a finial. A ball

terminal combines a tail dot or

circular stroke with a hook at the

end of a tail or arm. A beak

terminal has a sharp spur at the

end of an arm. 
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Text

Written or printed matter that

forms the body of a publication

Tracking

The adjustable amount of space

between letters. 

TrueType

Fonts specified with bezier curve

outlines. 

Typeface

The letters, numbers and

punctuation marks of a type

design.

Typeface family

A series of typefaces sharing

common characteristics but with

different sizes and weights.

Type styles 

The different visual appearances

of typefaces.

Upper case

See Majuscules. 

Upstroke

The finer stroke of a type

character.

Varnish

The coating applied to a printed

sheet for protection or

appearance.

Vector graphic

A scalable object created by

paths. 

Vertex

The angle formed at the bottom

where the left and right strokes

meet such as with the ‘V’. 

X-height

The height of the lower case ‘x’ of

a given typeface.

Apollo – Regular, Small Caps and Semi-Bold Variations
The Apollo typeface family was designed by Adrian Frutiger in 1962 for Monotype,
specifically for the photosetting process that was prevalent in the 1960s. Apollo is a
serif typeface and its characters are very legible and harmonic. The Roman cut is
robust enough to present a legible text on soft paper, but light enough to contrast
with the semi-bold. It is suitable for both headlines and body text usage.
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Conclusion

Conclusion

This book has attempted to explain and illustrate the basic
principles of typography. A thorough understanding of these
basics, together with knowledge of format, layout, colour and
image, equips the designer with powerful tools to unleash
tremendous creativity. 

Design is a commercial pursuit and an application of these basic
principles will help facilitate the efficient use of design time and keep
costs within budget. However, inspiration remains the heart of creative
activity and we hope that the examples that illustrate this volume, from
many leading contemporary design studios, have inspired you. Whilst
producing this book it became clear that typography holds a special
appeal for many designers. The enthusiasm and understanding with
which the contributors to this book have approached the subject have,
in turn, helped us to provide a solid grounding in this much loved area.

The basis of typography may be pragmatic, and the mechanics of
typesetting and production mathematical, but the results that can be
achieved with a little creative flair do not fail to inspire. The work shown
within this book is ordered, controlled and of course typeset but
ultimately it has been crafted with enthusiastic pleasure, purpose and
out of a need to communicate. These projects are underpinned by
many of the basic principles discussed within this book, and form part
of a larger, and ever evolving, narrative of type generation. The
terminology and measurement systems should aid, not obscure, this
craft and it is our hope that this book has given you enough
understanding to appreciate typography in a more informed way.
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Client: 

DSFX – Darkside Effects

Design: Form Design

Typography summary:

Angular type with manipulated

characters and open ‘counters’

DSFX – Darkside Effects
This stationery identify, for DSFX Darkside Effects by Form Design, uses very angular
type and manipulated characters that have low stroke contrast. An extended arm on
the ‘F’ and a missing stem on the ‘D’. The result is a futuristic, distinctive and
memorable design. Ty
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Client: This is a Magazine

Design: Studio KA

Typographic summary: 

‘Lines’ of type are used to form

and image of a woman,

variation in point size creates

‘lines’ with different thickness

This is a Magazine
This design by Studio KA uses typography to create an image of a woman dancing.
The lines of type are bent, curved and truncated to form the figure and the point size
of the type also varies to create ‘lines’ with different thickness. 
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 BASICS
 DISCIPLINE

 The subject of ethics is not new, 

yet its consideration within the applied 

visual arts is perhaps not as prevalent 

as it might be. Our aim here is to 

help a new generation of students, 

educators and practitioners fi nd 

a methodology for structuring their 

thoughts and refl ections in this 

vital area.

 AVA Publishing hopes that these 

Working with ethics pages provide 

a platform for consideration and 

a fl exible method for incorporating 

ethical concerns in the work of 

educators, students and professionals. 

Our approach consists of four parts:

 

 Working with ethics 

 
 

 The introduction is intended 

to be an accessible snapshot of the 

ethical landscape, both in terms 

of historical development and current 

dominant themes.

 The framework positions ethical 

consideration into four areas and 

poses questions about the practical 

implications that might occur. 

Marking your response to each of 

these questions on the scale shown 

will allow your reactions to be 

further explored by comparison.

 The case study sets out a real 

project and then poses some ethical 

questions for further consideration. 

This is a focus point for a debate rather 

than a critical analysis so there are no 

predetermined right or wrong answers.

 A selection of further reading 

for you to consider areas of particular 

interest in more detail.
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 Lynne Elvins 

Naomi Goulder 

 Publisher’s note 
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 Ethics is a complex subject that 

interlaces the idea of responsibilities to 

society with a wide range of 

considerations relevant to the character 

and happiness of the individual. 

It concerns virtues of compassion, 

loyalty and strength, but also of 

confi dence, imagination, humour and 

optimism. As introduced in ancient 

Greek philosophy, the fundamental 

ethical question is: what should I do? 

How we might pursue a ‘good’ life 

not only raises moral concerns about 

the effects of our actions on others, 

but also personal concerns about our 

own integrity.

 

 In modern times the most important 

and controversial questions in ethics 

have been the moral ones. With 

growing populations and improvements 

in mobility and communications, 

it is not surprising that considerations 

about how to structure our lives 

together on the planet should come 

to the forefront. For visual artists 

and communicators, it should be no 

surprise that these considerations will 

enter into the creative process.

 Some ethical considerations are 

already enshrined in government laws 

and regulations or in professional codes 

of conduct. For example, plagiarism 

and breaches of confi dentiality 

can be punishable offences. Legislation 

in various nations makes it unlawful 

to exclude people with disabilities 

from accessing information or spaces. 

The trade of ivory as a material has 

been banned in many countries. 

In these cases, a clear line has been 

drawn under what is unacceptable.

 

 

 Introduction  
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 But most ethical matters remain 

open to debate, among experts 

and lay-people alike, and in the end 

we have to make our own choices 

on the basis of our own guiding 

principles or values. Is it more 

ethical to work for a charity than for 

a commercial company? Is it unethical 

to create something that others 

fi nd ugly or offensive?

 Specifi c questions such as these 

may lead to other questions that are 

more abstract. For example, is it only 

effects on humans (and what they 

care about) that are important, or might 

effects on the natural world require 

attention too?

 Is promoting ethical consequences 

justifi ed even when it requires ethical 

sacrifi ces along the way? Must there 

be a single unifying theory of ethics 

(such as the Utilitarian thesis that 

the right course of action is always 

the one that leads to the greatest 

happiness of the greatest number), 

or might there always be many different 

ethical values that pull a person in 

various directions?

 As we enter into ethical debate 

and engage with these dilemmas on 

a personal and professional level, 

we may change our views or change 

our view of others. The real test though 

is whether, as we refl ect on these 

matters, we change the way we act as 

well as the way we think. Socrates, the 

‘father’ of philosophy, proposed that 

people will naturally do ‘good’ if they 

know what is right. But this point might 

only lead us to yet another question: 

how do we know what is right?

 178/179
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 A framework for ethics  
 

 Your client

What are your terms?

 Working relationships are central 

to whether ethics can be embedded 

into a project, and your conduct on 

a day-to-day basis is a demonstration 

of your professional ethics. The 

decision with the biggest impact is 

whom you choose to work with in the 

fi rst place. Cigarette companies or 

arms traders are often-cited examples 

when talking about where a line might 

be drawn, but rarely are real situations 

so extreme. At what point might you 

turn down a project on ethical grounds 

and how much does the reality of 

having to earn a living affect your ability 

to choose?

 Using the scale, where would you 

place a project? How does this 

compare to your personal ethical level?

 Y

 

 

 You

What are your ethical beliefs?

 Central to everything you do will be 

your attitude to people and issues 

around you. For some people, 

their ethics are an active part of the 

decisions they make every day as 

a consumer, a voter or a working 

professional. Others may think about 

ethics very little and yet this does not 

automatically make them unethical. 

Personal beliefs, lifestyle, politics, 

nationality, religion, gender, class 

or education can all infl uence your 

ethical viewpoint.

 Using the scale, where would you 

place yourself? What do you take 

into account to make your decision? 

Compare results with your friends 

or colleagues.

          
 01 02 03 04 05 06 07 08 09 10 

          
 01 02 03 04 05 06 07 08 09 10  
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 Your specifi cations

What are the impacts of your 

materials?

 In relatively recent times, we are 

learning that many natural materials 

are in short supply. At the same 

time, we are increasingly aware that 

some man-made materials can have 

harmful, long-term effects on people 

or the planet. How much do you know 

about the materials that you use? 

Do you know where they come from, 

how far they travel and under what 

conditions they are obtained? When 

your creation is no longer needed, 

will it be easy and safe to recycle? 

Will it disappear without a trace? Are 

these considerations your responsibility 

or are they out of your hands?

 Using the scale, mark how ethical 

your material choices are.

 Your creation

What is the purpose of your work?

 Between you, your colleagues 

and an agreed brief, what will your 

creation achieve? What purpose 

will it have in society and will it make 

a positive contribution? Should your 

work result in more than commercial 

success or industry awards? Might 

your creation help save lives, educate, 

protect or inspire? Form and function 

are two established aspects of judging 

a creation, but there is little consensus 

on the obligations of visual artists 

and communicators toward society, 

or the role they might have in solving 

social or environmental problems. 

If you want recognition for being the 

creator, how responsible are you for 

what you create and where might that 

responsibility end?

 Using the scale, mark how ethical 

the purpose of your work is.

          
 01 02 03 04 05 06 07 08 09 10 

          
 01 02 03 04 05 06 07 08 09 10 
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 In 1951, Leo Burnett (the famous 

advertising executive known for 

creating the Jolly Green Giant and 

the Marlboro Man) was hired to create 

a campaign for Kellogg’s new cereal, 

Sugar Frosted Flakes (now Frosties 

in the UK and Frosted Flakes in the US). 

Tony the Tiger, designed by children’s 

book illustrator Martin Provensen, 

was one of four characters selected 

to sell the cereal. Newt the Gnu and 

Elmo the Elephant never made it to 

the shelves and after Tony proved 

more popular than Katy the Kangaroo, 

she was dropped from packs after 

the fi rst year. 

 Whilst the orange-and-black tiger 

stripes and the red kerchief have 

remained, Provensen’s original design 

for Tony has changed signifi cantly 

since he fi rst appeared in 1952. 

Tony started out with an American 

football-shaped head, which later 

became more rounded, and his 

eye colour changed from green to 

gold. Today, his head is more angular 

and he sits on a predominantly 

blue background. Tony was initially 

presented as a character that walked 

on all fours and was no bigger than 

a cereal box. By the 1970s, Tony’s 

physique had developed into a slim and 

muscular six-foot-tall standing fi gure.

 

 

A

 

 One aspect of graphic design that 

raises an ethical dilemma is that of its 

relationship with the creation of printed 

materials and the environmental 

impacts of print production. For 

example, in the UK, it is estimated that 

around 5.4 billion items of addressed 

direct mail are sent out every year and 

these, along with other promotional 

inserts, amount to over half a million 

tonnes of paper annually (almost 

5 per cent of the UK consumption 

of paper and board). Response 

rates to mail campaigns are known 

to be between 1–3 per cent, making 

junk mail arguably one of the least 

environmentally friendly forms of print 

communication. As well as the use 

of paper or board, the design decisions 

to use scratch-off panels, heavily 

coated gloss fi nishes, full-colour 

ink-intensive graphics or glues for 

seals or fi xings make paper more 

diffi cult to recycle once it has been 

discarded. How much responsibility 

should a graphic designer have 

in this situation if a client has already 

chosen to embark on a direct mail 

campaign and has a format in mind? 

Even if designers wish to minimise 

the environmental impacts of print 

materials, what might they most 

usefully do?

 
 

 Case study  Tony the Tiger
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 Between 1952 and 1995 Kellogg’s 

are said to have spent more than 

USD$1 billion promoting Frosted Flakes 

with Tony’s image, while generating 

USD$5.3 billion in gross US sales. 

But surveys by consumer rights 

groups such as Which? fi nd that over 

75 per cent of people believe that using 

characters on packaging makes it hard 

for parents to say no to their children. 

In these surveys, Kellogg’s come under 

specifi c scrutiny for Frosties, which 

are said to contain one third sugar and 

more salt than the Food Standards 

Agency recommends. In response, 

Kellogg’s have said: ‘We are committed 

to responsibly marketing our brands 

and communicating their intrinsic 

qualities so that our customers can 

make informed choices.’

 Food campaigners claim that the use 

of cartoon characters is a particularly 

manipulative part of the problem 

and governments should stop them 

being used on less healthy children’s 

foods. But in 2008, spokespeople 

for the Food and Drink Federation in 

the UK, said: ‘We are baffl ed as to why 

Which? wants to take all the fun out 

of food by banning popular brand 

characters, many of whom have been 

adding colour to supermarket shelves 

for more than 80 years.’

 182/183 
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 Is it more ethical to create 

promotional graphics for 

‘healthy’ rather than ‘unhealthy’ 

food products? 

 Is it unethical to design cartoon 

characters to appeal to children 

for commercial purposes?

 Would you have worked on 

this project, either now or in 

the 1950s?

 I studied graphic design 

in Germany, and my professor 

emphasised the responsibility 

that designers and illustrators 

have towards the people they 

create things for. 

  Eric Carle 

(illustrator) 
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 Further reading  
 

 AIGA

Design Business and Ethics

2007, AIGA

 Eaton, Marcia Muelder

Aesthetics and the Good Life

 1989, Associated University Press

 Ellison, David

Ethics and Aesthetics in European Modernist Literature:

From the Sublime to the Uncanny

2001, Cambridge University Press

 Fenner, David E W (Ed)

Ethics and the Arts: 

An Anthology

 1995, Garland Reference Library of Social Science

 Gini, Al and Marcoux, Alexei M

Case Studies in Business Ethics

2005, Prentice Hall

 McDonough, William and Braungart, Michael

Cradle to Cradle: 

Remaking the Way We Make Things

2002, North Point Press

 Papanek, Victor

Design for the Real World: 

Making to Measure

 1972, Thames & Hudson 

 United Nations Global Compact 

The Ten Principles 

www.unglobalcompact.org/AboutTheGC/TheTenPrinciples/index.html
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AVA Academia’s Basics Design

titles are designed to provide
visual arts students with 
a theoretical and practical
exploration of each of the
fundamental topics within the
discipline of Graphic Design.
Packed with examples from
students and professionals 
and fully illustrated with 
clear diagrams and inspiring
imagery, they offer an essential
exploration of the subject.

The Basics Design series
explores key areas of design
through a series of case studies
juxtaposed by key creative
‘basics’. Contemporary
work is supported by concise
descriptions, technical
expansions and diagrammatic
visualisations, enabling the
reader to fully understand 
the work being discussed.

The Basics Design series also
includes: Format, Layout, Image,
Colour, Print & Finish, Grids and
Design Thinking.

Ethical practice is well known,
taught and discussed in the
domains of medicine, law, science
and sociology but was, until
recently, rarely discussed in 
terms of the Applied Visual Arts.
Yet design is becoming an
increasingly integral part of our
everyday lives and its influence on
our society ever-more prevalent.

AVA Publishing believes that our
world needs integrity; that the
ramifications of our actions upon
others should be for the greatest
happiness and benefit of the
greatest number. We do not 
set ourselves out as arbiters 
of what is ‘good’ or ‘bad’, but 
aim to promote discussion 
in an organised fashion for an
individual’s understanding 
of their own ethical inclination.

By incorporating a ‘working with
ethics’ section and cover stamp
on all our titles, AVA Publishing
aims to help a new generation 
of students, educators and
practitioners find a methodology
for structuring their thoughts 
and reflections in this vital area.

Gavin Ambrose MA is a practising
graphic designer whose client 
base includes the art sector,
galleries, publishers and advertising
agencies. He has written and
designed several books on graphic
design, branding and packaging.

Paul Harris PG Dip is a freelance
writer, journalist and editor. 
Paul writes for international
magazines and journals in London
and New York. He is co-author 
and collaborator on books 
about packaging design and 
design principles.

ava publishing sa 
www.avabooks.com
http://blog.avabooks.com
enquiries@avabooks.com
sales@avabooks.com
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Gavin Ambrose 

Paul HarrisDESIGN

n
the arrangement, 
style and appearance of 
type and typefaces 

TYPOGRAPHY

Publisher’s note

Featured topics
where type is used
typefaces and fonts (or founts)
typeface style
type anatomy 
numerals
drop and standing capitals
special characters
ligatures
punctuation 
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