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Text

6   Typography Essentials

I N T R O D U C T I O N
TO THE REVISED AND UPDATED EDITION OF TYPOGRAPHY ESSENTIALS

Project

Background Panels

Design Director

Donald Partyka

Designer

Donald Partyka

Client

LinkedInLearning

I am excited to have the opportunity to present this newly  

revised edition of Typography Essentials, which includes  

a wonderful selection of new design work by some of the top  

professionals	in	the	field.	I	hope	you	will	be	inspired	by	these	stel-

lar examples of both print-based work and screen-based work:  

mobile, tablet, web, and environmental work, three dimensional 

and electronic .   

Our eye for visuals and our swiftly advancing technology are ever 

changing and evolving . However, the typographic principles that 

govern all good design remain the same . The mission of Typpog-

raphy Essentials is to distill, organize, and compartmentalize—

but not to oversimplify—the many complex issues surrounding 

the successful and effective use of typography . It is for designers 

of every medium in which type plays a role .

A deep understanding of letterforms and knowledge of the  

effective use of letterforms develops over a lifetime of design  

practice and study . Typography Essentials is intended to 

advance the progress of designers seeking to deepen their 

typographic expertise; it is organized and designed to make the 

process enjoyable and entertaining, as well as instructional .

The typographic principles are divided into four sections:  

The Letter, The Word, The Paragraph, and The Page . Each of  

the 100 principles has a spread with an explanation and  

examples representing the principle in action .

You will notice that, in some cases, the principles will contradict 

one another . Contradiction is inherently necessary because many 

excellent	typographic	designs	flout	the	basic	rules	of	any	Type	1	

class.	This	is	why	it	is	so	important	to	know	the	rules	in	the	first	

place . As my calligraphy teacher, Donald Jackson, so eloquently 

observed: “All rules may be broken in divinely successful ways .” 

This sentiment has been expressed in many forms by prominent 

designers, yet it leads beginners to think that there really are no 

hard-and-fast rules . Nothing could be further from the truth . In 

fact, there are myriad rules that govern the use of type . As design 

schools and design students chafe under the yoke of teaching and 

learning those rules, type can be one of the most disliked (indeed, 

feared) components of design . And yet, it is the most crucial 

aspect of almost all design-related projects . 

I	believe	that	those	who	possess	finely	honed	typographic	skills	

have an enormous advantage in the workplace, whether they  

are newly graduated designers or mid-career professionals .  

Typographic skills are eminently transferable across all media, 

but few designers have a true grounding in typographic  

essentials . Those who do, immediately stand out .*

The number of available typefaces keeps expanding exponentially, 

but the essential principles of good typographic design remain 

largely unchanged . Whether in print, on computer screens, inter-

active interfaces, tablets, or mobile devices, designers must still 

respond to the same human factors that have always governed 

sound typographic choices . In fact, as baby boomers age and 

their eyesight degrades, and as smaller devices demand greater 

legibility under multiple viewing conditions, the challenges that 

must be considered have never been greater for designers . 

Just as some principles may be contradictory, there is, inevitably, 

some overlap among the four sections of typographic principles 

in Typography Essentials . And, while there is no single volume 

that can convey the vast body of information about typography, 

I	hope	this	book	will	play	a	significant	role	in	continuing	 

typographic education with clarity and easy comprehension  

for designers at all levels .

_______________________________________

* In Becoming a Graphic and Digital Designer, by Steven Heller and  

Teresa Fernandez (Fifth Edition, Wiley, 2015), most prominent designers  

list “excellent typographic skills” or “superior typographic skills” as among  

the most important characteristics of job seekers . Also, an independent  

review of hundreds of job descriptions for designers lists “excellent  

typographic skills” as a major job requirement .

Title: 306385 - Typography Essentials Revised and Updated 
Page:6

306385 - Typography Essentials Revised and Updated_001-051.indd   6 26/9/18   12:58 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:7

Title: 306385 - Typography Essentials Revised and Updated 
Page:6

306385 - Typography Essentials Revised and Updated_001-051.indd   7 26/9/18   12:59 PM

Text

I N T R O D U C T I O N
TO THE REVISED AND UPDATED EDITION OF TYPOGRAPHY ESSENTIALS

Project

Background Panels

Design Director

Donald Partyka

Designer

Donald Partyka

Client

LinkedInLearning
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THE LETTER

1 Using letter as form
EACH LETTER IS A SHAPE UNTO ITSELF, a shape 

that may serve as an illustration, as an icon, as a vessel, or as 

a graphic focal point, apart from its meaning as an alphabet-

ic unit . Especially when used at very large sizes, the extreme 

proportions of letterforms can have exceptional impact—this 

technique has been exploited very effectively by many suc-

cessful designers .

Letters can be expressive when used alone, as a simple 

silhouette, as an outline, or as a container for image, texture, 

or pattern . The beauty and power of the individual form may 

also be used partially: or a shape that is sliced and diced, 

cropped, or reversed horizontally or vertically . Because it is 

a letterform, it has a built-in relationship with any typeface 

that	accompanies	it.	Its	inherent	integration	unifies	the	

design of the whole piece .

Project 

Rebecca Minkoff Couture 

Identity Concept

Design Studio

Remake

Art Director, Designer 

Michael Dyer

Client 

Rebecca Minkoff

This custom-lettered logo 

forms a discrete shape, but 

within its boundaries, each 

letter is delicate and leaf-like. 

The delicacy is further  

underscored by the pastel  

color gradation. The logo  

also appears with some of  

its counter spaces filled  

with a similar hue. 

Project 

Brooklyn Public Library  

Branding

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Andrew James Capelli

Client

Brooklyn Public Library

The letters comprising the logo can 

accommodate images, textures, and 

colors to reflect different aspects of the 

organization’s identity and a variety of 

events. It is a vessel made of the letters 

Bklyn, the common abbreviation for 

Brooklyn.

Project 

Salute the Sound

Design Director

Paul Sych

Typographer

Paul Sych

Client 

Bass the Beat Productions

These letterforms are beautiful  

abstractions, chunky ribbons of color. 

It is amazing that we can actually read 

this phrase, given how spare the forms 

are. The letterforms suggest the vinyl 

ridges of an album or LP.

Title: 306385 - Typography Essentials Revised and Updated 
Page:8

306385 - Typography Essentials Revised and Updated_001-051.indd   8 26/9/18   12:58 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:9

Title: 306385 - Typography Essentials Revised and Updated 
Page:8

306385 - Typography Essentials Revised and Updated_001-051.indd   9 26/9/18   1:00 PM

Text

 The Letter  9

Letters can be expressive when used alone, as a simple 

silhouette, as an outline, or as a container for image, texture, 

or pattern . The beauty and power of the individual form may 

also be used partially: or a shape that is sliced and diced, 

cropped, or reversed horizontally or vertically . Because it is 

a letterform, it has a built-in relationship with any typeface 

that	accompanies	it.	Its	inherent	integration	unifies	the	

design of the whole piece .

Project 

Brooklyn Public Library  

Branding

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Andrew James Capelli

Client

Brooklyn Public Library

The letters comprising the logo can 

accommodate images, textures, and 

colors to reflect different aspects of the 

organization’s identity and a variety of 

events. It is a vessel made of the letters 

Bklyn, the common abbreviation for 

Brooklyn.

Project 

Salute the Sound

Design Director

Paul Sych

Typographer

Paul Sych

Client 

Bass the Beat Productions

These letterforms are beautiful  

abstractions, chunky ribbons of color. 

It is amazing that we can actually read 

this phrase, given how spare the forms 

are. The letterforms suggest the vinyl 

ridges of an album or LP.
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THE LETTER

2 Using counter spaces as form
THE SPACES INSIDE AND AROUND the shape of a 

letter, called counter spaces, are often overlooked as design 

elements . Their shapes can be customized using color, 

pattern, or texture . The “bulk” of the counter spaces adds 

to the weight of the display and can provide a unique and 

memorable effect . Creative use of counter spaces may take 

many forms . 

The beauty of counter spaces, sometimes called “negative” 

spaces, is that they are the jewels that are already tucked 

into the letters…using them well is like discovering buried 

treasure . They were there all along, hidden in plain sight .

Project

The Brand Union identity

Creative Director

Wally Krantz

Designer

Jaime Burns

Client

The Brand Union

The logo of this multinational branding 

firm is “built” of counter spaces. They 

chose this direction because the counter 

spaces “reflect our position of being 

master brand builders … in the process of 

building (not built).”
Project  

Poster

Design Director 

Jeff Wall

Company 

SFMOMA

Designers 

Amadeo DeSouza,  

Owen Hoskins, and  

Jeremy Mende

Client 

SFMOMA

An aggressively broad and lin-

ear display typeface provides 

ideal windows (counter spaces) 

that enclose and encapsulate 

intriguing glimpses of still film 

frames. Each group of letters 

assumes its own chunky  

shape within a field of gray, 

suggesting the half-light of  

the theater. 

Project 

Packaging

Design Director 

Rick Davis

Designer 

Louis Fishauf

Illustrator

James Marsh

Client 

Niagara Vintners, Inc.

The image within the 

perfectly circular counter 

space of the zero allows us 

to enter a fantasy world of 

rolling hills inhabited by  

giant bees and tiny vintners. 
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THE LETTER

2 Using counter spaces as form
The beauty of counter spaces, sometimes called “negative” 

spaces, is that they are the jewels that are already tucked 

into the letters…using them well is like discovering buried 

treasure . They were there all along, hidden in plain sight .

Project

The Brand Union identity

Creative Director

Wally Krantz

Designer

Jaime Burns

Client

The Brand Union

The logo of this multinational branding 

firm is “built” of counter spaces. They 

chose this direction because the counter 

spaces “reflect our position of being 

master brand builders … in the process of 

building (not built).”

Project 

Packaging

Design Director 

Rick Davis

Designer 

Louis Fishauf

Illustrator

James Marsh

Client 

Niagara Vintners, Inc.

The image within the 

perfectly circular counter 

space of the zero allows us 

to enter a fantasy world of 

rolling hills inhabited by  

giant bees and tiny vintners. 
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THE LETTER

3 Letterform details
SPECIALIZED DETAILING CAN COMMUNICATE 

apart from the literal message; whether customized or built 

in as alternate characters within a typeface, even a simple 

swash or ligature can add an extra level of meaning or make 

the	design	more	specific	to	the	message.	Making	something	

more interesting to look at, however, may interfere with 

legibility, so there must always be a balance between adding 

effects and maintaining a comfortable level of reading .

Letterform details have never been easier to alter or create: 

many typefaces, especially in the OpenType format (which 

allows for unlimited glyphs), have alternative swash caps 

and ligatures . They also allow the designer to open the 

glyph as a vector and alter its outline, making customized 

letterform details easy to execute . However, this function 

may invite designers to “tamper” with the original designer’s 

forms, and if they have not been trained in the rigorous and 

demanding	specifics	that	good	type	design	requires,	the	

results may be unique but unfortunate to the trained eye .

Project

Identity

Creative Director

Matteo Bologna

Art Director, Designer

Andrea Brown

Client

Sant Ambroeus

Mucca’s design for a new 

Manhattan restaurant based 

on Milan’s patron saint (and 

with a history of almost 

seventy years in Italy) uses 

quirky custom typography to 

suggest an era. Odd widths 

(a lowercase m that is nar-

rower than a lowercase s) and 

strange gaps (the capital A, 

combined with letters that 

tilt inconsistently) produce a 

charming eccentricity.
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THE LETTER

3 Letterform details
Letterform details have never been easier to alter or create: 

many typefaces, especially in the OpenType format (which 

allows for unlimited glyphs), have alternative swash caps 

and ligatures . They also allow the designer to open the 

glyph as a vector and alter its outline, making customized 

letterform details easy to execute . However, this function 

may invite designers to “tamper” with the original designer’s 

forms, and if they have not been trained in the rigorous and 

demanding	specifics	that	good	type	design	requires,	the	

results may be unique but unfortunate to the trained eye .

Project

Identity

Design Director

Paul Sych

Client

Gears Bike Shop

The letterform details of this customized 

logo suggest the turning of the gear shaft 

above the type. The simple device of a few 

curved lines within the letters adds a twist-

ing motion effect.

Project

Book cover

Art Director

Robbin Schiff

Designer

Roberto de Vicq

Client

Random House

The superextended swash of the capital N connects the author 

to the title, but also adds drama to the simple typography. 

This cover design also uses counter spaces creatively, creating 

nested numbers in feminine colors with ethnic ornament (this is 

the story of a young Indian girl’s mathematical gifts).
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THE LETTER

4 Emotional content implied by the text
LETTERFORMS CAN AMPLIFY the emotional weight 

of	the	text.	The	delicate	tracery	of	a	flowing	italic	might	best	

convey a poem about nature . The chest-thumping proc-

lamations of a heavy slab serif might punch up a political 

pronouncement . The rational intellectualism of an old-style 

typeface might add credibility to a well-reasoned debate . The 

proper choice of typeface is therefore essential to the tenor 

of the message, and it may add to—or, if a poor choice, may 

detract from—the believability of the text . 

Other factors play into emotional content . Rounded shapes 

and lighter weights might convey a more feminine touch, 

such as those used on most cosmetic packaging . The oppo-

site is generally true for products appealing to a male  

demographic: these would typically have more weight,  

and be more squared off and “muscular” in appearance .  

The color of the type affects its emotional content, too .  

We think of warmer or more subdued shades as more  

feminine; primary colors as appealing to children; deep bur-

gundies, forest greens, and navy blues as more masculine . 

Yes, these are stereotypes, but stereotypes exist for a reason  

and can be used very successfully to appeal emotionally  

to	a	specific	audience.	

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Client

O, The Oprah Magazine

Six lightbulbs whose glowing 

filaments spell out the word 

energy embody the concept 

literally and figuratively. The 

colors and the approach used 

here give us a positive and 

warm feeling.

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Client

O, The Oprah Magazine

Enormity of scale, festive colors, a 

bouncing beach ball to increase the 

contrast in scale—  —this is an example of 

a word that says “fun” even if you can’t 

read at all. Drop shadows add dimen-

sion, an n that is bouncing above the 

baseline, a tilted exclamation point—  —all 

of these details contribute to the lively 

effect. Here the counter spaces serve 

as vessels for introductory text.

Project 

Website

Creative Director, Designer

Roberto De Vicq 

Client 

Roberto De Vicq

From the super friendly “hi!” in a 

charming spring green outlined  

typeface, to the designer’s flourished 

logo at the upper left, to the active 

multicolored labels and dancing type on 

the package designs at the bottom, we 

are immediately uplifted to a happier 

place when we land on this home page.
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THE LETTER

4 Emotional content implied by the text
site is generally true for products appealing to a male  

demographic: these would typically have more weight,  

and be more squared off and “muscular” in appearance .  

The color of the type affects its emotional content, too .  

We think of warmer or more subdued shades as more  

feminine; primary colors as appealing to children; deep bur-

gundies, forest greens, and navy blues as more masculine . 

Yes, these are stereotypes, but stereotypes exist for a reason  

and can be used very successfully to appeal emotionally  

to	a	specific	audience.	

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Client

O, The Oprah Magazine

Enormity of scale, festive colors, a 

bouncing beach ball to increase the 

contrast in scale—  —this is an example of 

a word that says “fun” even if you can’t 

read at all. Drop shadows add dimen-

sion, an n that is bouncing above the 

baseline, a tilted exclamation point—  —all 

of these details contribute to the lively 

effect. Here the counter spaces serve 

as vessels for introductory text.

Project 

Website

Creative Director, Designer

Roberto De Vicq 

Client 

Roberto De Vicq

From the super friendly “hi!” in a 

charming spring green outlined  

typeface, to the designer’s flourished 

logo at the upper left, to the active 

multicolored labels and dancing type on 

the package designs at the bottom, we 

are immediately uplifted to a happier 

place when we land on this home page.
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THE LETTER

5 Historical connotation
TYPEFACES ARE A PRODUCT OF THEIR ERA .  

A good design may be well served with a historically  

appropriate typeface choice when possible . For example, 

traditional or old-style typefaces imply timeworn wisdom, 

authenticity, integrity . Another example is the circles, 

squares, and triangles underlying the design of geometric 

sans serifs—a response to the revolutionary zeitgeist of the 

Bauhaus—convey a feeling that is modern and sleek . The 

historical implications of typographic forms remain part of 

their essential identity, though they may be used quite  

effectively in a different era . The suggestion of a time  

period may be real or perceived . What matters most is  

how the reader will interpret the appearance of the type,  

and whether that interpretation will add to the reader’s 

comprehension of the content .

It is not always possible or even desirable to “match” the 

historical time span of a typeface to the text—many other 

factors may be more important . But it is a factor that the 

designer should at least consider when choosing type . 

Project

The High Style of Dorothy 

Draper exhibition

Exhibition Graphic Design

Pure+Applied

Exhibition Design

Pure+Applied and Jennifer 

Turner

Photographer

Harry Zernike

Client

Museum of the City  

of New York 

The high-style ’30s elegance 

of influential American interior 

designer Dorothy Draper is 

embodied in the faux-brush 

lettering of the exhibition title. 

A nice touch of italic on either 

side of the roman caps also 

reflects the style of the era.

Project

Visual identity 

Creative Director 

Harry Segal 

Art Director 

Shamona Stokes 

Client 

Townline Barbecue

The slab serifs and “corny” script play off 

one another to give us a sense of the Old 

West, a time and a place where barbecue 

is eternal. The display type is deliberately 

distressed to suggest a low-tech printing 

process; the two-color approach adds to a 

down-and-dirty effect.
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THE LETTER

5 Historical connotation
effectively in a different era . The suggestion of a time  

period may be real or perceived . What matters most is  

how the reader will interpret the appearance of the type,  

and whether that interpretation will add to the reader’s 

comprehension of the content .

It is not always possible or even desirable to “match” the 

historical time span of a typeface to the text—many other 

factors may be more important . But it is a factor that the 

designer should at least consider when choosing type . 

Project

Visual identity 

Creative Director 

Harry Segal 

Art Director 

Shamona Stokes 

Client 

Townline Barbecue

The slab serifs and “corny” script play off 

one another to give us a sense of the Old 

West, a time and a place where barbecue 

is eternal. The display type is deliberately 

distressed to suggest a low-tech printing 

process; the two-color approach adds to a 

down-and-dirty effect.
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THE LETTER

6 Considering the medium
HOW AND WHERE LETTERFORMS APPEAR  

should be a clue as to a designer’s typographic decisions;  

the medium may dictate what constitutes a more legible  

type choice . Consider whether the text appears on a  

reflective	surface	(i.e.,	paper,	billboard,	environmental	

signage) or a light-emitting surface (i .e ., a computer screen, 

a video screen, a tablet, or mobile device) .

We	can	break	it	down	further:	if	the	medium	is	a	reflec-

tive surface, is it designed to be viewed primarily while 

being held in the hand, at a typical reading distance, or is 

it intended to be viewed from a distance, and if so, what 

distance? Is the intended reader quite young, quite old, or 

visually impaired? (In these cases, a larger size and a highly 

legible typeface should be used—perhaps something with a 

larger x-height and more open counter spaces for increased 

legibility .) Is the surface glossy or matte or somewhere in 

between?	If	glossier,	light	reflections	can	interfere	with	 

reading, so the typeface might need to be larger or weightier .

If the medium is light emitting, there is typically a kind of 

“glowing” effect produced as a more pronounced light enters 

our eyes . This generally means that letterforms need to be 

sturdier and to have a bit more tracking applied to counter-

act the effects of the glow for optimum readability . As with 

reflective	surfaces,	the	distance	at	which	you	intend	the	text	

to be viewed should be a factor in the type choice, as well as 

color, contrast with the background, size, and weight . 

The medium may also be one in which the type is moving, 

and it may be moving in myriad ways: zooming in and out, 

fading	in	and	out,	flashing	on	and	off,	moving	from	one	

place to another, breaking up, reassembling—the options 

are endless . Here, timing plays a role, as well as all of the 

other factors mentioned . In any case, the medium must be 

considered when choosing all of the typographic aspects to 

best convey content .

Project

Tablet edition

Studio 

TischenFranklin

Digital Design Director

Tischen Franklin

Creative Director

Keziah Makoundou

Client

Afropolitain

Text in relation to the tablet 

size must be considered when 

making typographic choices.

Project

Brand Identity, Environmental 

Graphics, Digital Design 

Studio 

Pentagram 

Art Director

Eddie Opara
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THE LETTER

6 Considering the medium
If the medium is light emitting, there is typically a kind of 

“glowing” effect produced as a more pronounced light enters 

our eyes . This generally means that letterforms need to be 

sturdier and to have a bit more tracking applied to counter-

act the effects of the glow for optimum readability . As with 

reflective	surfaces,	the	distance	at	which	you	intend	the	text	

to be viewed should be a factor in the type choice, as well as 

color, contrast with the background, size, and weight . 

The medium may also be one in which the type is moving, 

and it may be moving in myriad ways: zooming in and out, 

fading	in	and	out,	flashing	on	and	off,	moving	from	one	

place to another, breaking up, reassembling—the options 

are endless . Here, timing plays a role, as well as all of the 

other factors mentioned . In any case, the medium must be 

considered when choosing all of the typographic aspects to 

best convey content .

Project

Brand Identity, Environmental 

Graphics, Digital Design 

Studio 

Pentagram 

Art Director

Eddie Opara

Designers

Brankika Harvey and 

Pedro Mende 

Web Designer and Developer

Chan Young Park

Web Developer

Jacob McDonald

Strategist and Writer

Rachel Abrams

Project Managers

Erin  Wahed

Carrie Brody

Client

The Queens Museum

Environmental graphic identities must perform 

in all types of lighting conditions and even in all 

kinds of weather. Sturdy sans serif letterforms, 

illuminated from within and without, are a 

beacon for museum visitors.
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THE LETTER

7 Honoring dignity
ONE OF THE MOST ELOQUENT DEFENDERS  

of excellence in typography is Robert Bringhurst . In his  

seminal text The Elements of Typographic Style,  

Bringhurst frames the notion of honoring the dignity of  

the	text	in	a	twofold	manner;	briefly,	it	is	this:	the	text	(the	

content) is paramount, and all else exists to honor it, but 

letters also have their own life and dignity . Clarifying and 

ennobling “important” text is an honorable goal, to be sure . 

And even simple informational texts such as bus schedules 

and telephone directories deserve to be handled with  

typographic care and attention .

In a perfect world, all content would be worthy of being  

honored, but we know too well that a great deal of content  

is trivial, redundant, badly composed, witless, even  

despicable . What, then, is our responsibility to the text?  

How	often	have	we	seen	film	credits	that	were	beautifully	

done,	for	films	with	no	artistic	merit	whatsoever?	How	often	

have we seen a well-designed book jacket and been utterly 

disappointed with its contents? Or enjoyed an elegantly  

presented menu before discovering that the restaurant’s  

cuisine was inedible? As designers, we all make moral  

choices (is this worthy of my talent?) and practical decisions 

(will I lose my job/client if I turn down this assignment?), 

but one way to think about honoring the text is akin to the 

way defendants are treated under U .S . law: everyone is  

entitled to legal representation and a fair trial, innocent  

until proven guilty .

Project

Homepage

Company

FusionLab

Designer

Alon Koppel

Client

Architectural Digest

The simple geometric sans 

serif titling, isolated in its own 

stripe of tone, floats above the 

image much as the island of 

the image floats in the water. 

Its quiet forms act in harmony 

with the quietness of the 

sepia-toned image.

Project

David Rowland 

Desktop and mobile website

Studio

Eight and a Half
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7 Honoring dignity
is trivial, redundant, badly composed, witless, even  

despicable . What, then, is our responsibility to the text?  

How	often	have	we	seen	film	credits	that	were	beautifully	

done,	for	films	with	no	artistic	merit	whatsoever?	How	often	

have we seen a well-designed book jacket and been utterly 

disappointed with its contents? Or enjoyed an elegantly  

presented menu before discovering that the restaurant’s  

cuisine was inedible? As designers, we all make moral  

choices (is this worthy of my talent?) and practical decisions 

(will I lose my job/client if I turn down this assignment?), 

but one way to think about honoring the text is akin to the 

way defendants are treated under U .S . law: everyone is  

entitled to legal representation and a fair trial, innocent  

until proven guilty .

Project

David Rowland 

Desktop and mobile website

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Kristen Ren

Client

Erwin Rowland

This historical tribute to the work 

of an innovative minimalist artist 

is typographically restrained and 

respectful, in keeping with his  

enduring designs.

Project

Charters of Freedom 

book design

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Bonnie Siegler

Client

National Archives

Documents of American  

history ask to be treated  

with dignity. This typographic 

treatment honors their  

importance and heritage.
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THE LETTER

8 The handmade solution
IN OUR INCREASINGLY TECHNICAL WORLD, 

there has been a huge backlash against the machine-made 

aesthetic . Handmade forms appeal to our humanity, and the 

enormous	popularity	of	handmade	objects	reflects	the	do-it-

yourself spirit of our times . Even large corporations are us-

ing hand-drawn letterforms (or typefaces that are designed 

to resemble hand-drawn letterforms, containing a panoply of 

alternate characters) to warm their chilly images . The MTV 

logo is an example of the renegade or counterculture aspect 

of hand-drawn letters, as is the psychedelic lettering that 

typified	the	’60s,	or	the	deliberately	rough	and	exuberant	

hand lettering of the Moulin Rouge posters . 

The handmade solution is a display-only solution, for the 

irregularity and quirkiness of form and material inhibits the 

legibility of text passages . But when used judiciously and 

with restraint, handmade letterforms can infuse the content 

with emotion .

Irregularity of handmade and hand-drawn typographic 

forms can be particularly effective in conveying qualities 

such as playfulness, originality, authenticity, rebellion, and 

spontaneity, or to signal an organic nature . These forms 

suggest that they were customized, created for a singular 

purpose, not intended to be replicated . These “personal-

ized” implied aspects add to the perception of the content 

as unique, appealing to the reader in a more visceral way 

than any out-of-the-box typography . Thus the reader may 

be made to feel that the act of reading is more satisfying and 

creative, more personally touching .

Project

Theater poster 

Designer, illustrator

Eric Beloussov

Letterer

Dmitriev Nick

Client

Cultural Centre Dom

Flamelike hand-drawn typographic 

forms mass together in a red, white, and 

black palette to create an ominous and 

threatening look. A unified approach using 

scratchboard technique for both art and 

text offers a powerful example of how ef-

fective this approach can be; the intricately 

fitted, custom-shaped text blocks would 

have been impossible to create using 

conventional typography. 

Project

Theater poster 

Designer, illustrator

Bülent Erkman

Letterer

Bilge Barhana

Photographer

Fethi Izan

Client

Kum, Pan,  

Ya Theatre Group

Rough script handwriting 

creates texture, shape, and 

“facial” framework for the 

images in addition to providing 

information. The hand-drawn 

lettering adds to the surrealist 

effect of the silhouetted eyes, 

lips, and eyebrows.
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8 The handmade solution
The handmade solution is a display-only solution, for the 

irregularity and quirkiness of form and material inhibits the 

legibility of text passages . But when used judiciously and 

with restraint, handmade letterforms can infuse the content 

with emotion .

Irregularity of handmade and hand-drawn typographic 

forms can be particularly effective in conveying qualities 

such as playfulness, originality, authenticity, rebellion, and 

spontaneity, or to signal an organic nature . These forms 

suggest that they were customized, created for a singular 

purpose, not intended to be replicated . These “personal-

ized” implied aspects add to the perception of the content 

as unique, appealing to the reader in a more visceral way 

than any out-of-the-box typography . Thus the reader may 

be made to feel that the act of reading is more satisfying and 

creative, more personally touching .

Project

Promotional poster 

Designer

Norito Shinmura

Client

Yasei Jidai (“Wild Age”)

Publisher

Kadokawa Shoten Co., Ltd.

From a series of promotional posters, these letterforms are delightfully 

playful, crafted from a traditional children’s party entertainment of balloon 

toys. A careful examination reveals that the balloon forms are unique and 

varied, lending a charm and warmth that is appealing to one’s inner child. 

Project

Theater poster 

Designer, illustrator

Eric Beloussov

Letterer

Dmitriev Nick

Client

Cultural Centre Dom

Flamelike hand-drawn typographic 

forms mass together in a red, white, and 

black palette to create an ominous and 

threatening look. A unified approach using 

scratchboard technique for both art and 

text offers a powerful example of how ef-

fective this approach can be; the intricately 

fitted, custom-shaped text blocks would 

have been impossible to create using 

conventional typography. 
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THE LETTER

9 Being expressive
A STRONG TYPOGRAPHIC PERSONALITY can be 

a very effective showstopper, as over the top as a designer 

chooses to make it . Any and all effects can be used to express 

the spirit and meaning of the text, including hand-drawn 

lettering,	modified	typography,	and	distorted	or	manipu-

lated letterforms, as long as they are created in service of the 

content or to amplify the meaning of the text . In this mode of 

typographic design, there is no limit to a designer’s options 

(but this freedom can be dangerous in untrained hands!) .

Like the handmade solution on the preceding pages, expres-

sive typography is a display-only solution, because text type 

or body copy must be legible . Legibility is not as great a con-

cern for expressive typography; however, depending on the 

solution, it most likely cannot be completely illegible, unless 

it is intended to stand solely as an image .

Project

Death from Above 1979

Company

Little Friends of Printmaking

Client

Wisconsin Union Directorate

Drawn in the same creepy-

cartoon style as the illustra-

tion, the letterforms are 

squeezed within the mouth 

and teeth and become the 

focal point by playing off of 

the facial expression.

Project

Cover story

Creative Director

Donald Partyka

Client

Americas Quarterly

The typographic treatment 

of the headline expresses 

disruption as the letters 

themselves are disrupted by 

coming apart. The effect is 

heightened by the strategic 

use of color.

Project

Lemon Fresh Kids

Company

Alphabet Arm Design

Designer

Aaron Belyea

Client

Tim McCoy

The type is as “lemon fresh” as 

the title, with the added touch 

of the citrusy dingbats in the 

counter spaces.
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HOW INNOVATIVE STARTUPS ARE DISRUPTING FINANCIAL 
SERVICES IN LATIN AMERICA BY JACKIE HYLAND

icrofinance revolutionized the financial services sector in Latin America over 
40 years ago. Millions of individuals who were excluded from traditional finan-
cial institutions obtained access to a variety of financial products and services 
for the first time. Inevitably, there were gaps in coverage. In recent years, various 
players have been looking beyond microfinance to find ways to fill those gaps. 
Their main weapon has been the disruptive force of new technology.
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THE LETTER

9 Being expressive
Like the handmade solution on the preceding pages, expres-

sive typography is a display-only solution, because text type 

or body copy must be legible . Legibility is not as great a con-

cern for expressive typography; however, depending on the 

solution, it most likely cannot be completely illegible, unless 

it is intended to stand solely as an image .

Project

Cover story

Creative Director

Donald Partyka

Client

Americas Quarterly

The typographic treatment 

of the headline expresses 

disruption as the letters 

themselves are disrupted by 

coming apart. The effect is 

heightened by the strategic 

use of color.
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10  Staying neutral
SIMPLICITY AND NEUTRALITY allow the text to 

visually say “no comment .” The maxim “cleanliness is next 

to godliness” is the theory behind this approach; the classic 

Swiss	school	of	design	typifies	it.	Neutrality	possesses	a	cool	

elegance, which may be either classical or modern, depend-

ing on whether serif or sans serifs typefaces are used, and, of 

course, how they are used to contain the content .

Some	designers	find	staying	neutral	to	be	a	boring	and	 

banal exercise . The recently released Helvetica, a documen-

tary	film	by	Gary	Hustwit,	addresses	the	controversy	over	

whether neutrality is a desirable characteristic or whether 

neutrality simply propagates anonymity and blandness . 

Helvetica is a typeface that exemplifies neutrality; this  

allows it to be used in many different contexts and to 

assume the identity of the brand, project, or product . 

Designers such as Massimo Vignelli believe that in its very 

neutrality, Helvetica is infinitely malleable and useful, 

while other designers such as Paula Scher see Helvetica as 

a representation of the facelessness and soullessness of big 

corporations and government .

Project 

Brand identity, environmental 

graphics, website design

Studio

Pentagram

Art Director 

Eddie Opara

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Client

O, The Oprah Magazine

The unfussy typography of the 

title provides perfect counter-

point to the ornate patterns of 

these decorative teapots.

Project 

Brand identity

Studio

Pentagram

Art Directors

Emily Oberman 

and Michael Bierut
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THE LETTER

10  Staying neutral
neutrality simply propagates anonymity and blandness . 

Helvetica is a typeface that exemplifies neutrality; this  

allows it to be used in many different contexts and to 

assume the identity of the brand, project, or product . 

Designers such as Massimo Vignelli believe that in its very 

neutrality, Helvetica is infinitely malleable and useful, 

while other designers such as Paula Scher see Helvetica as 

a representation of the facelessness and soullessness of big 

corporations and government .

Project 

Brand identity, environmental 

graphics, website design

Studio

Pentagram

Art Director 

Eddie Opara

Project 

Brand identity

Studio

Pentagram

Art Directors

Emily Oberman 

and Michael Bierut

Designers

Elliott Walker

Deva Pardue

Client 

The Minneapolis  

Institute of Art

Designers 

Brankica Harvey, Ken Deegan, 

Pedro Mendes, Andrew Mbiam, 

Jacob MacDonald, Ben Leonard, 

and Taylor Childers

Client 

Grace Farms

This quiet lowercase type  

treatment allows the lush  

landscape to be the star of the 

brand identity. The typography 

takes a back seat to the imagery.

Packed and superbold sans serif 

letters convey a sense of  

importance and authority.  

The neutrality of a sans serif 

allows for a broad interpretation 

of the collection.
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11  Considering background contrast
THE DIFFERENCE BETWEEEN FOREGROUND  

and background totality is a key factor in legibility . The 

highest degree of contrast exists between black and white . 

Studies have shown that, while black type on a white back-

ground is highly legible, the same quantity of white type 

on a black background is harder to read . In large quanti-

ties, especially at text type sizes, there is a kind of “halo” 

or sparkle effect that impedes legibility and is actually 

uncomfortable to the eye .

As type color and background color come closer together  

in hue, saturation, and density, legibility is reduced . At a  

certain point where there is not enough contrast (and this 

point is a moving target, because it depends on many other 

factors, including letter weight, set width, stroke width, 

slope,	and	point	size),	legibility	may	be	significantly	im-

paired . The amount of text is a factor (a few lines might be 

less of a problem), the length of the lines or “measure” may 

be a factor, and the light conditions and paper surface may 

also be factors (see “Theory of Relativity I” on page 56) .

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Photographer

Gentl & Hyers

Client

O, The Oprah Magazine

The opening spread has the 

same type style and size under 

the title, but the tint changes 

as the type position grows 

lower in the page. This is a 

graphic demonstration of the 

decrease in contrast and how 

it can affect legibility. In this 

case, legibility is not an issue 

because the type size is still 

sufficiently large (but if the 

page were viewed from a dis-

tance, the difficulty in legibility 

would be apparent).

Project

Feature spread

Art Director

Donald Partyyka

Designer

Donald Partyka

Client

Americas Quarterly

Black body copy on a white 

background is always 

highly legible. The byline 

of bold red sans serif text 

at a larger size on a white 

background is also highly 

legible. The deck, using 

the same size and weight 

of red sans serif, this time 

on a black background, is 

also quite legible, precisely 

because of its weight and 

size. Red text on black, or 

black on red, can be hard 

to read depending on its 

size and weight because 

they have a similar level  

of saturation.
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 A 
redistribution of global power is underway. Emerg-
ing countries are playing increasingly significant 
roles in the global economy, trade, investment, as 
well as in diplomacy and in multilateral decision-
making on issues of global interest.

At some point in the next few years, we will 
witness an historically rare phenomenon: a new 
country taking on the mantle of the world’s larg-
est economy. China’s gross domestic product (GDP) 

will become the largest in the world, overtaking the United States. The last 
time the world’s number one economic changed was in the nineteenth cen-
tury, when the U.S. economy surpassed the United Kingdom’s.

These changes are accompanied by the unprecedented reduction of pov-
erty on a global scale, witnessed most dramatically in the decline of social 
inequality in Brazil, and making the eradication of extreme poverty now 
an attainable goal. It is possible that, by 2030, a majority of the world’s pop-
ulation will be able to enjoy a middle class standard of living, an achieve-
ment unprecedented in human history.

However, this will not eliminate the significant gap in living standards 
that will continue to exist between the developed countries and developing 
countries such as China and India, even though the latter two will probably 
become the first and second largest world economies in terms of GDP by 2050.

The growing role of emerging countries as new centers of world power 
does not mean that Western countries, or the so-called “established powers,” 
are “submerging.” On the contrary, they will continue to have diversified 
economies, formidable technological capacity and, in some cases—partic-
ularly that of the U.S.—the ability to maintain military power far superior 
to that of any other country for decades to come. Nevertheless, there is no 
question that the relative power of the G7 countries has declined and, with 
it, their capacity for global leadership.

The Loss of Economic and Moral Leadership
The decline of the “developed” powers—in particular, of the U.S--is the re-

sult not only of measurable, long-term trends, such as the size of the econ-

The end of the 
unipolar world 

is creating 
opportunties for 

diplomacy and 
greater respect 

for international 
law.  But it won’t 

happen on its 
own. The world’s 

new emerging 
powers have to 

act in concert 
to reform 

multilateral 
institutions.  

by Antonio de Aguiar Patriota
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11  Considering background contrast
As type color and background color come closer together  

in hue, saturation, and density, legibility is reduced . At a  

certain point where there is not enough contrast (and this 

point is a moving target, because it depends on many other 

factors, including letter weight, set width, stroke width, 

slope,	and	point	size),	legibility	may	be	significantly	im-

paired . The amount of text is a factor (a few lines might be 

less of a problem), the length of the lines or “measure” may 

be a factor, and the light conditions and paper surface may 

also be factors (see “Theory of Relativity I” on page 56) .

Project

Feature spread

Art Director

Donald Partyyka

Designer

Donald Partyka

Client

Americas Quarterly

Black body copy on a white 

background is always 

highly legible. The byline 

of bold red sans serif text 

at a larger size on a white 

background is also highly 

legible. The deck, using 

the same size and weight 

of red sans serif, this time 

on a black background, is 

also quite legible, precisely 

because of its weight and 

size. Red text on black, or 

black on red, can be hard 

to read depending on its 

size and weight because 

they have a similar level  

of saturation.

Project  

Tablet app

Studio

TischenFranklin

Design Director 

Thomas Alberty

Digital Art Director 

Tischen Franklin

Client  

New York magazine

This screen-based tablet app 

uses the classic technique 

of black text on a white 

background for high contrast, 

ensuring legibility. It also 

employs some strong blue 

typography to pop out key 

phrases; this dark blue against 

a white background adds  

visual variety, adds entry 

points for the reader, and is 

also easy to read.
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12  Emphasis using weight
STAYING WITHIN THE SAME TYPE FAMILY and 

simply varying the weight of the family member can signal 

a shift in hierarchy, even when the point size is unchanged . 

Changing the weight allows two words to be melded to-

gether, yet still retain their own identity without the use of 

a word space . Changing the weight within a single word can 

indicate a shift in hierarchy . Or, most commonly, height-

ening emphasis by using a heavier weight in a list, in a 

paragraph lead-in, or within the text without changing size is 

a simple yet effective tool . Depending on the typeface used, 

the point size may need to be slightly reduced to maintain an 

even typographic color of a passage of text . (See “Hierarchy 

using weight” on page 66 .)

Project

Freestyle——The Free Word

Creative Director,  

Illustrator, Designer

Donald Beekman

Client

GRAP——Amsterdam foundation 

for pop music

Weight emphasis keeps this 

piece visually stimulating de-

spite its monotone palette. The 

justified block of typography 

indicates hierarchy with size 

changes in a few places, but also 

with a shift in weight where size 

remains the same.
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12  Emphasis using weight
ening emphasis by using a heavier weight in a list, in a 

paragraph lead-in, or within the text without changing size is 

a simple yet effective tool . Depending on the typeface used, 

the point size may need to be slightly reduced to maintain an 

even typographic color of a passage of text . (See “Hierarchy 

using weight” on page 66 .)

Project  

Phone app

Studio

TischenFranklin

Design Director 

Thomas Alberty

Digital Art Director 

Tischen Franklin

Client  

New York magazine

This phone app screen makes 

good use of typographic 

weight to differentiate content. 

This principle is demonstrated 

both in the underlined text 

and in the emphasis of the 

headline over the subhead. 

They are the same size and 

style; the weight is the factor 

that creates emphasis.
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13  Emphasis using contrasting weights
A BROAD FAMILY OF TYPE affords a wider range of  

options . Levels of hierarchy can be more subtle; this is  

sometimes necessary depending on content . A variety of 

weights can enable multiple entry points and offer more 

opportunities to establish hierarchy (order of importance) . 

Typefaces	that	are	flexible	because	their	families	offer	 

many weights are most often sans serif, but modern type 

designers have developed serif and sans serif type families 

with an extensive range of weights . New releases of older 

typefaces often include a greater breadth of weights . 

Project

Type specimen

Art Director, Designer

Charlie Nix

Client

Terminal Design, Inc.

Regular, medium, bold, and 

heavy weights are commonly 

found in recently designed 

typefaces, such as Alfon by 

James Montalbano.

Project

Type specimen

Company

Hoefler & Frere-Jones

Designer

Jonathan Hoefler

Client 

Hoefler & Frere-Jones

Project

Saving My Tomorrow

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Andrew James Capelli

Client 

HBO

Two weights of a single typeface at  

several different sizes allow the design 

to emphasize key information.
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THE LETTER

13  Emphasis using contrasting weights
Typefaces	that	are	flexible	because	their	families	offer	 

many weights are most often sans serif, but modern type 

designers have developed serif and sans serif type families 

with an extensive range of weights . New releases of older 

typefaces often include a greater breadth of weights . 

Project

Type specimen

Art Director, Designer

Charlie Nix

Client

Terminal Design, Inc.

Regular, medium, bold, and 

heavy weights are commonly 

found in recently designed 

typefaces, such as Alfon by 

James Montalbano.

Project

Type specimen

Company

Hoefler & Frere-Jones

Designer

Jonathan Hoefler

Client 

Hoefler & Frere-Jones

Whitney, a sans serif typeface,  

has six weights of roman with 

italic counterparts, and a full 

range of small caps. 
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THE LETTER

14  Emphasis using size
BIGGER ISN’T ALWAYS BETTER, but it does get more 

attention . Size, especially when combined with a more 

prominent position (i .e ., top), is a simple but effective way 

to emphasize a letterform . Even a modest change in scale 

can make a big difference . It is best to start small and scale 

gradually to see the effect the change makes, unless your 

goal is to shout very loudly (visually speaking) or to use the 

letterform as a design element that is not intended to func-

tion as a piece of text . 

Project

Blow-Up: Photography,  

Cinema and the Brain

Company

Pure+Applied

Client

Distributed Art Publishers 

(D.A.P)

The effect of oversized text 

filling the entire frame of the 

cover is even stronger when 

using an extended set width 

and a slight color overlap. The 

text is bleeding off the edges 

and tightly leaded to maximize 

the text size. Project

Single page

Consulting Design Director

Luke Hayman

Designers

Rami Moghadam and Mark Shaw

Client

Vibe

The combination of the large text V STYLE and  

the image create one strong, unified graphic. 

Title: 306385 - Typography Essentials Revised and Updated 
Page:34

306385 - Typography Essentials Revised and Updated_001-051.indd   34 26/9/18   12:58 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:35

Title: 306385 - Typography Essentials Revised and Updated 
Page:34

306385 - Typography Essentials Revised and Updated_001-051.indd   35 26/9/18   1:00 PM

Text

 The Letter  35

THE LETTER

14  Emphasis using size
gradually to see the effect the change makes, unless your 

goal is to shout very loudly (visually speaking) or to use the 

letterform as a design element that is not intended to func-

tion as a piece of text . 

Project

Single page

Consulting Design Director

Luke Hayman

Designers

Rami Moghadam and Mark Shaw

Client

Vibe

The combination of the large text V STYLE and  

the image create one strong, unified graphic. 

Project

Book cover

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Bonnie Siegler

Client

Artisan Books

Using the full surface of the cover, the headline, 

subhead, and author’s name are magnified to fill 

the cover surface vertically and horizontally for 

maximum impact. The impact is further empha-

sized by using superbright colors (cyan, magenta, 

and yellow) on a black background, a nod to the 

CMYK printing process.
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THE LETTER

15  Emphasis using contrasting sizes
A BROAD RANGE OF SIZES is an easy way to indicate emphasis; however, other factors come into 

play (see “Theory of Relativity I” on page 56) . Weight, size, and character width (compressed versus ex-

panded, for example) can affect the level of emphasis as well .

Project

Single page

Design Director

Carla Frank

Designer

Chloe Weiss

Client

O, The Oprah Magazine

The emphasis is on BALANCE with a larger 

size of caps. The airy composition allows 

the shape of the artwork to hold court and 

to maximize the impossible balance of the 

peacock on the chair.

Project

Cover

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Designer

Gail Bichler

Client

The New York Times  

Magazine

The contrasting sizes of the 

words of the headline high-

light the Why, the key word  

in the title.
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THE LETTER

15  Emphasis using contrasting sizes

Project

Single page

Design Director

Carla Frank

Designer

Chloe Weiss

Client

O, The Oprah Magazine

The emphasis is on BALANCE with a larger 

size of caps. The airy composition allows 

the shape of the artwork to hold court and 

to maximize the impossible balance of the 

peacock on the chair.

Project

Back, Back, Back

Company

SpotCo

Designer

Gail Anderson

Client

Manhattan Theater Club

The headline treatment of receding  

sizes of the same word creates a three-

dimensional illusion of the ball traveling 

through space.
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THE LETTER

16  Proper smart quotes
THE INCORRECT SUBSTITUTION for typographers’ 

marks or “smart” quotes is probably one of the most irritat-

ing offenses in the world of digital typography . It seems to 

proliferate everywhere: the appearance of “dumb” quotes 

or prime marks in places that otherwise display high (or at 

least reasonable) standards of design . It is simple enough 

to correct, so we can only conclude that the neglect of smart 

quotes stems from a lack of understanding or poor typo-

graphic training . Smart quotes (sometimes called “curly 

quotes,” though they are not always curly) can be selected 

in the preferences menu of most design-related software . 

They are the quote marks (and apostrophes) that have been 

designed by the type designer to accompany the typeface . 

The only appropriate use of the default glyphs (dumb 

quotes) is to indicate the measurements of feet and inches .

Project

Feature spread

Creative Director

Donald Partyka

Photographcer

Keith Dannemiller

Client

Americas Quarterly

The opening quote marks 

serve as art and, by overlap-

ping the photo, serve to 

connect it with the text across 

the spread.

smart
quotes

no. bad. 
very bad.

“ ”
‘ ’

" '
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 The Letter  39

Project 

Feature spread 

Creative Director 

Carla Frank 

Junior Deputy Art Director 

Jana Meier 

Photographer 

Robert Maxwell

Client 

O, The Oprah Magazine

Smart quotes in display sizes  

are combined with brackets  

and a question mark to shape  

a lively ornate frame for the 

opening spread of an interview 

with an author. Project

Opener

Creative Director 

Donald Partyka

Client

Americas Quarterly 

Proper smart quotes have been 

enlivened by changing color 

within the glyph.

THE LETTER

16  Proper smart quotes
graphic training . Smart quotes (sometimes called “curly 

quotes,” though they are not always curly) can be selected 

in the preferences menu of most design-related software . 

They are the quote marks (and apostrophes) that have been 

designed by the type designer to accompany the typeface . 

The only appropriate use of the default glyphs (dumb 

quotes) is to indicate the measurements of feet and inches .
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40   Typography Essentials

a—b
a--b
a–b
a-b

em dash

en dash

hyphen

indication of em dash in 
html text not to be used 

in final typesetting

THE LETTER

17  The hyphen, the en dash, and the em dash
THESE THREE HORIZONTAL MARKS are often 

misunderstood and confused . The hyphen connects linked 

words and phrases and also may be found when a word 

breaks from one line to the next . An en dash (slightly 

longer than a hyphen but shorter than an em dash) is used 

to connect a range of numbers (i .e ., 20–30) . An em dash, 

the longest of these horizontal marks, is used to set off a 

separate thought or grammatical break within the text, and 

it is often used in tandem with another em dash at the end of 

the break . This is a generally recognized standard; however, 

Robert	Bringhurst	advises	a	more	refined	version	of	these	

rules: using spaced en dashes rather than em dashes (reserv-

ing em dashes to introduce speakers in a narrative dialogue) 

and using close-set en dashes to connect a range of numbers .

When a 
hyphen 
is not a 
hyphen

Project

Feature spread

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

The em dashes set off a separate 

thought; they look best with a  

generous space on either side.

Project

Stats spread

Redesign Art Director

Francesca Messina

Co-Designer

Amy Rosenfeld

Client

Businessworld

Number ranges show the proper use 

of en dashes, and word breaks show 

the proper use of hyphens. Em dashes 

are used to indicate a lack of data in 

the chart. 
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THE LETTER

17  The hyphen, the en dash, and the em dash
separate thought or grammatical break within the text, and 

it is often used in tandem with another em dash at the end of 

the break . This is a generally recognized standard; however, 

Robert	Bringhurst	advises	a	more	refined	version	of	these	

rules: using spaced en dashes rather than em dashes (reserv-

ing em dashes to introduce speakers in a narrative dialogue) 

and using close-set en dashes to connect a range of numbers .

 The Letter  41

Project

Feature spread

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

The em dashes set off a separate 

thought; they look best with a  

generous space on either side.

Project

Stats spread

Redesign Art Director

Francesca Messina

Co-Designer

Amy Rosenfeld

Client

Businessworld

Number ranges show the proper use 

of en dashes, and word breaks show 

the proper use of hyphens. Em dashes 

are used to indicate a lack of data in 

the chart. 
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42   Typography Essentials

THE LETTER

18  High contrast in reverse
REVERSING OUT OR “DROPPING OUT” type may be 

used to great effect, but it must be done with care at small 

sizes	and	with	regard	for	the	printing	process	of	the	final	

piece.	Very	fine	serifs	or	hairline	flourishes	may	“disappear”	

if over-inked on press, and the smaller the point size, the  

more likely this is to occur . Use high contrast in reverse 

sparingly	with	text	type,	as	it	can	be	difficult	to	read.	

Monoline typefaces (those with no variation between thicks 

and thins) and those which have at least a moderate stroke 

weight, with little or medium contrast between thicks and 

thins, work best in reversed-out type .

Project

The Mythic City:  

Photographs of New York 

by Samuel H. Gottscho, 

1925—1940 exhibition

Exhibition Graphic Design

Pure+Applied

Exhibition Design

Pure+Applied and  

Jennifer Turner

Photographer

Agatha Wasilewska

Client

Museum of the  

City of New York

On the dark wall, light or  

white text stands out.

Project

Cover

Design Director 

Scott Dadich

Photographer

Michael Crichton

Food Stylist

Nancy Midwicki

Client

Wired magazine

On a black background, all white type (and some 

pale green type), is eminently legible, even at small 

sizes. There are no fine serifs in this reversed-out 

typography and the weight and stroke width of the 

text holds its own.
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THE LETTER

18  High contrast in reverse
sparingly	with	text	type,	as	it	can	be	difficult	to	read.	

Monoline typefaces (those with no variation between thicks 

and thins) and those which have at least a moderate stroke 

weight, with little or medium contrast between thicks and 

thins, work best in reversed-out type .

Project

Sportdesign

Designer

Martin Woodtli

Client

Museum für Gestaltung Zürich

High contrast (and a large size) allows  

the foreground text to be readable despite 

overlapping a complex background.

Project

Cover

Design Director 

Scott Dadich

Photographer

Michael Crichton

Food Stylist

Nancy Midwicki

Client

Wired magazine

On a black background, all white type (and some 

pale green type), is eminently legible, even at small 

sizes. There are no fine serifs in this reversed-out 

typography and the weight and stroke width of the 

text holds its own.
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THE LETTER

19  Extreme scaling
IF YOU LOVE TYPE, YOU LOVE TO SEE IT writ large . 

Extreme scaling (especially when very large elements are 

used in contrast with normally scaled typographic elements) 

is a powerful tool in the designer’s arsenal . Almost every 

typeface assumes a whole new identity when used in  

gargantuan ways; like the faces on Mount Rushmore, the 

scale alone is so impressive that we don’t always stop to 

think about whether it is well-crafted artwork . Its size is 

enough to seize our attention .

Project

Thalia Theater media

Designers

Friederike Kuehne, 

Jana Steffen, Martin  

Jahnecke, and Bastian Renner 

(students), Burg Giebichen-

stein University of Art and  

Design Halle

Professor

Anna Berkenbusch

Assistant Professor

Manja Hellpap

Client

Thalia Theater

The large number adds visual 

drama while also serving as an 

anchor for the black text.

Project

“Singuhr” —— Sound Art Gallery  

at Parochial Church 

Company

Cyan

Client

Kunst in Parochial E.V.

This poster for a jazz sound installation 

used large type forms to convey the idea 

of clear, distinct sound.
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THE LETTER

19  Extreme scaling
gargantuan ways; like the faces on Mount Rushmore, the 

scale alone is so impressive that we don’t always stop to 

think about whether it is well-crafted artwork . Its size is 

enough to seize our attention .

Project

“Singuhr” —— Sound Art Gallery  

at Parochial Church 

Company

Cyan

Client

Kunst in Parochial E.V.

This poster for a jazz sound installation 

used large type forms to convey the idea 

of clear, distinct sound.

Project

Cover

Designer

Scott Dadich

Client

Hyperion Books

The book title does double duty as art; 

additional drama is created by bleeding 

the type off the edges (the parts of the 

letterforms that are cut off are not  

critical to legibility).
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THE LETTER

20  Heavy flourishes
WHEN USED IN MODERATION,	such	as	a	single	letter	or	mark,	elaborate	flourishes	create	an	effect	of	

complexity, luxury, antiquity, or timelessness . Flourishes work best when paired with very simple typographic 

elements	or	design	to	counterbalance	their	ornate	character.	In	expert	hands,	heavy	fluorishes,	such	as	those	

shown	here,	can	work	well.	If	inexpertly	overused,	heavy	fluorishes	can	create	spaghetti-like	visual	confusion.

Project

A Beautiful Addiction logo

Design Directors

Paul Sych and Sam O’Donahue

Client

Established

 

This logo’s tight flourishes 

draw the viewer into a hypnotic 

spiral, visually reinforcing the 

word Addiction.

Project

Descendants cover

Art Director

Robbin Schiff

Designer

Roberto de Vicq

Client

Random House

This clever use of flourishes  

representing the “roots” of the  

letterforms amplifies the book’s  

theme of the family tree. 

Project

Feature spread

Art Director

Arem Duplessis

Designer

Nancy Harris Rouemy

Photographer

Daniel Jackson

Client

The New York Times Magazine

The flourishes in the lettering reflect 

the shapes of the materials used in the 

dress opposite the headline.
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THE LETTER

20  Heavy flourishes

Project

Descendants cover

Art Director

Robbin Schiff

Designer

Roberto de Vicq

Client

Random House

This clever use of flourishes  

representing the “roots” of the  

letterforms amplifies the book’s  

theme of the family tree. 

Project

Feature spread

Art Director

Arem Duplessis

Designer

Nancy Harris Rouemy

Photographer

Daniel Jackson

Client

The New York Times Magazine

The flourishes in the lettering reflect 

the shapes of the materials used in the 

dress opposite the headline.
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THE LETTER

21  Thinking like a typesetter
ALL TOO OFTEN, in today’s production-streamlined 

world, designers are also required to be editors and type-

setters . So they must be extra vigilant about rooting out 

double spaces, especially after periods (these introduce 

unsightly gaps in the text); the use of spaces instead of tabs; 

extra tabs; and the incorrect use of the hyphen, en dash, and 

em dash (the use of the double hyphen as a substitute for the 

em dash is an all-too-common occurrence) . Pesky “invisible” 

or “hidden” characters like paragraph returns, soft returns, 

and the like can cause untold misery if not discovered before 

style sheets are applied .

Project

Mobile app

Company

Joe Zeff Design

Client

National Geographic

Under each drop-down menu, 

apps like this one often 

contain a great deal of text 

material that must be free 

of common errors like those 

described above. If text is 

improperly formatted,  

production time will be  

affected.

Project

Book design

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designers

Andrew James Capelli and Kristen Ren

Client

Blue Man Group 

Black Dog & Leventhal

These text blocks and sections can be 

streamlined if style sheets have been 

properly created and applied.

Project (below)

Infographic

Creative Director

Robert Priest

Designer

Jana Meier

Illustrator

John Grimwade

Client

Condé Nast Portfolio

Below: This complex infographic con-

taining stock prices, dates, and tightly 

tailored text blocks requires a great 

deal of typesetting skill to render the 

data clearly for the reader’s compre-

hension. When importing the text, 

it is imperative that the file be free 

from unnecessary tabs and spaces. 

Note the use of old-style numbers 

with upper- and lowercase text.
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THE LETTER

21  Thinking like a typesetter
em dash (the use of the double hyphen as a substitute for the 

em dash is an all-too-common occurrence) . Pesky “invisible” 

or “hidden” characters like paragraph returns, soft returns, 

and the like can cause untold misery if not discovered before 

style sheets are applied .

Project

Book design

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designers

Andrew James Capelli and Kristen Ren

Client

Blue Man Group 

Black Dog & Leventhal

These text blocks and sections can be 

streamlined if style sheets have been 

properly created and applied.

Project (below)

Infographic

Creative Director

Robert Priest

Designer

Jana Meier

Illustrator

John Grimwade

Client

Condé Nast Portfolio

Below: This complex infographic con-

taining stock prices, dates, and tightly 

tailored text blocks requires a great 

deal of typesetting skill to render the 

data clearly for the reader’s compre-

hension. When importing the text, 

it is imperative that the file be free 

from unnecessary tabs and spaces. 

Note the use of old-style numbers 

with upper- and lowercase text.
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THE LETTER

22  Using display versions
TITLING AND DISPLAY VERSIONS of text type have 

been designed to look good at display sizes (i .e ., above 14 or 

16	point);	specifically,	they	have	been	refined	in	their	details,	

especially in the design and weight of their serifs . Text 

typefaces, when enlarged to display sizes, will have thicker 

details; this is because the letterforms need to hold their 

own in body type sizes . Thus (depending on the typestyle), 

they may not translate especially well when enlarged beyond 

their intended size range . Use titling and display versions 

whenever possible .

Project

Book cover

Creative Director

Donald Partyka

Client

Barnes & Noble

Project

Cover

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and  

Mary K. Baumann

Images

Corbis, Historical Picture 

Archive

Client

Kids Discover magazine

This condensed version of 

Bodoni would be inappropriate 

if used at text sizes; its tight 

counter spaces would make 

it difficult to read. This holds 

true for the sans serif type: 

it is too condensed for body 

copy, but fine for display.

Project

Type specimen

Company

Hoefler & Frere-Jones
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THE LETTER

22  Using display versions
details; this is because the letterforms need to hold their 

own in body type sizes . Thus (depending on the typestyle), 

they may not translate especially well when enlarged beyond 

their intended size range . Use titling and display versions 

whenever possible .

Project

Book cover

Creative Director

Donald Partyka

Client

Barnes & Noble

The delicate terminal 

strokes of this headline 

would disappear at text 

sizes. The typeface has been 

tailored for display usage.

Project

Book cover

Creative Director

Donald Partyka

Client

Barnes & Noble

The finely wrought ligature 

between the c and the t of 

this headline would not be 

visible at text sizes. The 

typeface has been tailored 

for display usage.

Project

Type specimen

Company

Hoefler & Frere-Jones

Designer

Jonathan Hoefler

Client

Hoefler & Frere-Jones

Hoefler Titling is the  

accompanying display type 

for Hoefler Text, an old-

style typeface with a very 

broad range of weights.
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THE LETTER

23  Using numbers
NUMBERS NEED SPECIAL ATTENTION. Numbers 

(more correctly called numerals or figures) often require 

extra spacing; this need increases as the point size and the 

length of the string of numbers grows. As to how much extra 

spacing, let visual harmony and consistent typographic color 

with the surrounding letterforms be your guide. You should 

also understand the difference between lining figures  

(or titling figures) and old-style figures (or lowercase  

figures). The former align with the capital letters and  

are therefore best used when the surrounding text is all  

uppercase. The latter are of mixed sizes (some with the 

equivalents of ascenders and descenders), the better to  

coexist harmoniously with surrounding text type in  

lowercase or with small caps.

Project

Identity program 

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director, Designer

Christine Celic Strohl

Client

Butterfield Market

The numbers in these business 

cards have been kerned in 

mixed ways (tight and open) 

in order to form columns; also, 

different weights and sizes 

have been mixed to create 

visual interest.

Project

Feature spread

Design Director

George Karabotsos

Art Director, Designer

John Dixon

Illustrator

Julia Hoffman

Client

Men’s Health

Numbers (of deaths) and supporting 

text cleverly form the shape of a skull; 

contrasts in scale and color have been 

used to enliven the page’s design. Note  

the arrow as navigational aid and the  

mini table of contents at the top left.  

This fantastic construction of a skull 

created from multiple statistics em-

ploys numbers in a range of weights 

and sizes, along with dingbats and 

typographic “furniture,” to achieve its 

sepulchral effect.

lining figures

old style

numbers
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23  Using numbers
(or titling figures) and old-style figures (or lowercase  

figures). The former align with the capital letters and  

are therefore best used when the surrounding text is all  

uppercase. The latter are of mixed sizes (some with the 

equivalents of ascenders and descenders), the better to  

coexist harmoniously with surrounding text type in  

lowercase or with small caps.

Project

Feature spread

Design Director

George Karabotsos

Art Director, Designer

John Dixon

Illustrator

Julia Hoffman

Client

Men’s Health

Numbers (of deaths) and supporting 

text cleverly form the shape of a skull; 

contrasts in scale and color have been 

used to enliven the page’s design. Note  

the arrow as navigational aid and the  

mini table of contents at the top left.  

This fantastic construction of a skull 

created from multiple statistics em-

ploys numbers in a range of weights 

and sizes, along with dingbats and 

typographic “furniture,” to achieve its 

sepulchral effect.

Project

Admission brochure 

Studio

Pentagram 

Art Director

DJ Stout

Designer

Daniella Floeter

Client

Loyola Marymount University 

Law School

Numbers in a variety of styles, 

weights, colors, and sizes are 

used here as graphic elements 

to compartmentalize and  

enliven a simple list. Changes 

of orientation add to the 

energy of the page.
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24  Dingbats and pictograms
THE DERISIVE TERM DINGBATS refers to typographic glyphs or symbols that have no  

relationship to a typeface (unlike analphabetic symbols such as an asterisk or a dagger). Dingbats  

are often pictograms that represent pointing fingers, scissors, checkmarks, and symbols for objects 

such as a telephone, plane, church, etc. A font of dingbats functions as a typeface does—they flow  

with the text as it is moved or edited (which is why dingbats can be more useful than simple vector-

based illustrations).

Project

Kay Hanley “Weaponize”

Company

Alphabet Arm Design

Art Director

Aaron Belyea

Designer

Ryan Frease

Client

Kay Hanley

Dingbats form the wings and 

tail of the militaristic logo. 

Project

Poster

Art Director

Michael Walsh

Designer

Gail Anderson

Client

School of Visual Arts
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THE LETTER

24  Dingbats and pictograms

Project

Poster

Art Director

Michael Walsh

Designer

Gail Anderson

Client

School of Visual Arts

An unusual pattern of dingbats 

creates a mosaic background 

surrounding the text.

Project

Canadian Gala

Company

Hammerpress

Client

Bungalow Creative

Dingbats are used decora-

tively as a framing device in a 

monochrome palette and with 

display typestyles suggesting  

the Old West.
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25  Theory of Relativity I
LETTERS EXIST IN RELATION to other letters. There-

fore, every design decision is dependent on the specific set 

of circumstances governing the letter’s context. In other 

words, it reacts to, and should be considered in relation to, 

its design environment. This is what makes it so difficult to 

provide an immutable set of rules about type usage—every 

set of circumstances is different, if only slightly. Moreover, 

there are often many successful ways to get it right, but  

usually even more ways to get it wrong.

Project

Feature spread

Creative Director

Scott Dadich

Designer Director

Wyatt Mitchell

Designer

Christy Sheppard

Illustrators

Bryan Christie and Thomas Porostocky

Client

Wired

This complex spread contains a large amount 

of content; the text is carefully balanced with 

the other visual elements to fill the space 

comfortably, but not too tightly. Multiple levels 

of information hierarchy have been carefully 

tailored to keep the text distinct yet harmoni-

ous with the whole. Of particular interest are 

the centered captions sitting on a black bar, 

which point to elements in the center visual.

Project

Package design

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director, Designer

Andrea Brown

Client

Sant Ambroeus

The centered text on these labels has 

many levels of information; the size, 

weight, and contrast of the levels of  

information have been carefully  

calibrated, and the spaces between  

the lines have been subtly manipulated  

to create separation while maintaining  

a cohesive vertical column of text.
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25  Theory of Relativity I
provide an immutable set of rules about type usage—every 

set of circumstances is different, if only slightly. Moreover, 

there are often many successful ways to get it right, but  

usually even more ways to get it wrong.

Project

Package design

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director, Designer

Andrea Brown

Client

Sant Ambroeus

The centered text on these labels has 

many levels of information; the size, 

weight, and contrast of the levels of  

information have been carefully  

calibrated, and the spaces between  

the lines have been subtly manipulated  

to create separation while maintaining  

a cohesive vertical column of text.

Project 

Exhibition design, film and motion graphics

Studio 

Pentagram

Art Director

Natasha Jen

Designers  

Graphic Designer and Type  

Design: Jang Hyun Han, Exhibition  

Designer: Melodie Yashar 

Client

Storefront for Art and Architecture

This content-packed poster (one  

component of an exhibition design project) 

engages the reader with accessible and 

organized “info-bites.” The energetic  

presentation uses high contrast bold key 

words, a few images, and tons of text type 

contained in outlined “talk bubbles,” some 

of which are reversed out (white type on 

a black background). Note the many line 

spaces within the talk bubbles that break 

up large swaths of text type. All of the  

elements are carefully calibrated not to  

overwhelm the viewer, and to make serious 

material look almost playful.
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26  A “bad” typeface?
THERE IS EASY ACCESS to font creation tools, so any-

one who has a mind to try his or her hand at type design can 

do so. That said, it is surprising that almost all of the 90,000 

or so typefaces that are digitally available today (and the 

vast majority of these are display typefaces) are useful for 

some purpose, even if it is an obscure one. There are many 

typefaces that are deliberately amorphous or naive or do not 

follow the niceties of traditional type design. But if a typeface 

has qualities that make it fit for even one situation, can it be 

considered a “bad” typeface? Type is a matter of taste; in the 

ninth century, uncials were descried as ugly; in the eigh-

teenth century, Bodoni was ridiculed.

Project

Weirdo Deluxe (cover, artist 

spread)

Company

Studio of ME/AT

Art Director

Brett MacFadden

Designer

Mike Essl

Illustrator

Brian Romero

Client

Chronicle Books

Playful novelty faces are often 

deliberately ugly (but beauty 

is in the eye of the beholder). 

Here, the word weirdo is 

emphasized by a “weird” 

letterform and mismatched 

letterforms in the ribbon of 

text, appropriate for a book  

on lowbrow art.

Serpentine letterforms with uneven 

weights and vaguely sinister flourishes  

are oddly squashed together. They form  

a medallion, the appearance of which  

mirrors the artwork on the facing page.
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26  A “bad” typeface?
typefaces that are deliberately amorphous or naive or do not 

follow the niceties of traditional type design. But if a typeface 

has qualities that make it fit for even one situation, can it be 

considered a “bad” typeface? Type is a matter of taste; in the 

ninth century, uncials were descried as ugly; in the eigh-

teenth century, Bodoni was ridiculed.

Serpentine letterforms with uneven 

weights and vaguely sinister flourishes  

are oddly squashed together. They form  

a medallion, the appearance of which  

mirrors the artwork on the facing page.
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27  Typographic abominations
THERE ARE SOME TYPOGRAPHIC FORMS that can 

be considered abominations: chief among these are any 

forms that have been manipulated or distorted for no good 

creative reason. This often happens unintentionally; inexpert 

users may not know how to constrain proportion using the 

resizing tools within their software when working with type.  

Or it may happen intentionally when users are not edu-

cated enough about type and try to squash or stretch type 

to fit into a particular space; this subverts the proportions 

crafted by the typeface’s creator and always results in ugly, 

mismatched forms. 

Project

Poster

Company

Studio of ME/AT

Designer

Mike Essl

Client

Cranbrook Academy of Art

The key is the designer’s intention: 

stretching type to fit into a shape  

serves the design in this poster.

Project

Beyond the Red Horizon

Designer

Jakub Stepien

Client

Center for Contemporary  

Art in Warsaw

Similarly, although more simply, 

the type is used as art to suggest a 

sunset using depth, therefore the 

distortion serves a purpose and is 

executed skillfully. The small infor-

mational text supports the illusion, 

also receding into the distance.

Project

Baggataway

Company

Alphabet Arm Design

Designer

Aaron Belyea

Client

Rocky Batty

The logo shape is a container, 

which the text is shaped to fit 

inside. This modest distortion 

is deliberate and specific to 

this situation.
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27  Typographic abominations
Or it may happen intentionally when users are not edu-

cated enough about type and try to squash or stretch type 

to fit into a particular space; this subverts the proportions 

crafted by the typeface’s creator and always results in ugly, 

mismatched forms. 

Project

Poster

Company

Studio of ME/AT

Designer

Mike Essl

Client

Cranbrook Academy of Art

The key is the designer’s intention: 

stretching type to fit into a shape  

serves the design in this poster.
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28  Hierarchy using position
LETTERS IN “PRIMARY” LOCATIONS receive visual 

priority. Upper areas are most prominent—the higher the 

better. With respect to horizontal positioning, statistics have 

demonstrated that focus groups have a slight preference for 

the right-hand side of the visible area over the left-hand side. 

So assuming all point sizes are equal, a higher-priority posi-

tion indicates a higher level of importance.

Project

Inside page

Consulting Design Director

Luke Hayman

Designers

Rami Moghadam  

and Mark Shaw

Client

Vibe

The headline is very low in the 

page but because of its size, 

its position in the hierarchy 

is evident. Its placement also 

serves as an anchor for the 

truncated photo, a reason 

for their tight proximity. Note 

the prominent typographic 

“furniture” of vertical lines, 

which also contain text. This 

device runs throughout the 

multipage section and acts as 

a branding device, as does the 

small, stacked section logo 

in the upper left-hand corner 

of the page. Also note three 

different levels of emphasis 

and separation in the headline 

using color shifts.

Project

Covers

Art Director, Designer

Adam Fulrath

Client

Time Out New York

In this series (all on the newsstand simul-

taneously), the typographic elements are 

in identical positions and sizes on each; 

only the content and color differ. Though 

the headlines are vertically centered (i.e., 

not positioned at the top), their large size 

and boldness prioritize them over the 

mastheads and all other text.
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28  Hierarchy using position
the right-hand side of the visible area over the left-hand side. 

So assuming all point sizes are equal, a higher-priority posi-

tion indicates a higher level of importance.

Project

Covers

Art Director, Designer

Adam Fulrath

Client

Time Out New York

In this series (all on the newsstand simul-

taneously), the typographic elements are 

in identical positions and sizes on each; 

only the content and color differ. Though 

the headlines are vertically centered (i.e., 

not positioned at the top), their large size 

and boldness prioritize them over the 

mastheads and all other text.
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29  Hierarchy using size
BIGGER IS BETTER. That is, size is a very important indicator of hierarchy. A major shift in size can trump 

position, if the point size is big enough. But point size is only one factor; another is weight (see following prin-

ciple). A cautionary note: when layering type over image, texture, or other type, be very aware of the  

need to preserve legibility. 

Project 

Feature spread 

Creative Director, Designer 

Dirk Barnett 

Photographer 

Ben Watts 

Client 

Blender

The same display type used 

in the headline is used much 

smaller in the subhead; the 

remainder of the text in  

the opening spread is  

neatly tucked into the  

remaining space.

Project

Venture Crush 

website and branding

Studio 

Eight and a Half

Art Director

Bonnie Siegler

Designer

Kristen Ren

Client

Lowenstein Sandler

Strong shifts in weight and size  

give the viewer a clear sense of  

informational hierarchy. Note how 

the words VENTURE and CRUSH  

collapse down when scrolling to 

remain onscreen yet preserving 

display space beneath.
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THE WORD

29  Hierarchy using size

Project

Venture Crush 

website and branding

Studio 

Eight and a Half

Art Director

Bonnie Siegler

Designer

Kristen Ren

Client

Lowenstein Sandler

Strong shifts in weight and size  

give the viewer a clear sense of  

informational hierarchy. Note how 

the words VENTURE and CRUSH  

collapse down when scrolling to 

remain onscreen yet preserving 

display space beneath.

Project

Book cover

Studio 

Eight and a Half

Art Director

Bonnie Siegler

Designers

Andrew James Capelli,  

Kristen Ren, and Anthony Zukofsky

Client

Black Dog & Leventhal

Dramatic title display, followed 

by a much smaller subhead and 

author name, and a still smaller 

third line, use size effectively to 

indicate hierarchy. The shift in 

color from subhead to author 

name allows for a shift in content 

while the size, weight and style 

remain the same.
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30  Hierarchy using weight
FATTER IS MORE VISIBLE. Letters that have wider 

stems and stroke widths have a stronger presence on the 

page. Weightier forms may supersede position and size as a 

determinant of hierarchy; however, typographic hierarchy is 

relative, therefore it depends on how weighty versus how  

big versus how prominently positioned (see “Theory of  

Relativity II” on page 106).

Project

What’s Out There: Images from  

Here to the Edge of the Universe

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and Mary K. Baumann

Images

Nasa/JPL/Space Science Institute

Client

Duncan Baird Publishers

The stacked title employs weight as well 

as width to create a justified block of text; 

the word OUT is emphasized by its weight, 

though the letters are much smaller. 

Project

Environmental graphics 

and digital design for 

MahaNakhon 

Studio

Pentagram

Art Director

Eddie Opara

Designers

Brankica Harvey and

Pedro Mendes

 

Developer 

Kiattiyot Panichprecha

Architect

BuroOS

 

Client 

Pace Development Co., Ltd.

The electronic signage changes  

second by second but always  

retains a sense of hierarchy using 

typographic weight.
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30  Hierarchy using weight
relative, therefore it depends on how weighty versus how  

big versus how prominently positioned (see “Theory of  

Relativity II” on page 106).

Project

What’s Out There: Images from  

Here to the Edge of the Universe

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and Mary K. Baumann

Images

Nasa/JPL/Space Science Institute

Client

Duncan Baird Publishers

The stacked title employs weight as well 

as width to create a justified block of text; 

the word OUT is emphasized by its weight, 

though the letters are much smaller. 

Project

Avoid One Thing

Company

Alphabet Arm Design

Designer

Aaron Belyea

Client

SideOneDummy Records

The logo and its legend both use a weight 

shift (and a shift in width) to separate and 

emphasize. Interestingly, the wider word 

ONE appears more prominent than the 

weightier words on either side, though 

the point size is the same, perhaps partly 

because it is centered.
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31  Hierarchy using color
STRONG COLOR CREATES “POP.” While black and white provide the highest level of contrast, a piece of 

text in a burst of color can become more prominent in the hierarchy of elements that are present (depending 

on other factors such as size, weight, typestyle, and position).

Project

Eye on Europe

Company

Pure+Applied

Client

Museum of Modern Art 

The modest typography adds just a bit  

of color for emphasis; this is very effec-

tive because of the restrained palette of 

the spread.

Project

Great British Food

Design Director

Joseph Luffman

Designer

Joseph Luffman

Client

British Food Fortnight / 

The Type Museum

The entire joke rests 

upon the selective use 

of color in this poster 

to “reveal” a hidden 

message.
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31  Hierarchy using color

Project

Great British Food

Design Director

Joseph Luffman

Designer

Joseph Luffman

Client

British Food Fortnight / 

The Type Museum

The entire joke rests 

upon the selective use 

of color in this poster 

to “reveal” a hidden 

message.

Title: 306385 - Typography Essentials Revised and Updated 
Page:69

Title: 306385 - Typography Essentials Revised and Updated 
Page:68

306385 - Typography Essentials Revised and Updated_052-103.indd   69 26/9/18   2:24 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:70

306385 - Typography Essentials Revised and Updated_052-103.indd   70 26/9/18   2:25 PM

70   Typography Essentials

Text

THE WORD

32  Hierarchy using contrast
HIGHER CONTRAST SEPARATES background from  

foreground. Separation can also be emphasized using  

outlines, hard drop shadows, soft drop shadows, and any 

combination of these effects. Especially when there is a 

complex background, whether an image or typographic 

texture, extra care must be taken to create sufficient contrast 

between the type and what is behind it. 

Project

Show poster

Company

Alphabet Arm Design

Art Director

Aaron Belyea

Designer

Ryan Frease

Client

The Boston Conservatory

A “faux” sign provides a 

strong background contrast 

for the text; an interesting mix 

of styles uses outlines and 

drop shadows to stand out.

Project

Cover

Company

Hopkins/Baumann

Creative Director

Will Hopkins and  

Mary K. Baumann

Designer

Wenjun Zhao

Images

Saturn: Nasa/JPL/ 

Space Science Institute

Planets: Medialab, ESA

Client

Kids Discover 

Hierarchy is created here using 

size and weight, but moderated 

by color. For example, though 

some of the text in blue is larger, 

the smaller text, some of which 

is in shades of gold and yellow, 

stands out more because its 

relative contrast against the 

background is greater.

Project  

Brand identity

Studio 

Pentagram

Art Director 

Harry Pearce 

Designers 

Johannes Grimmond 

and Alex Brown

Project Manager 

Tiffany Fenner

Client 

The Old Vic

A single typeface with a single  

weight and width varies by three  

characteristics in this series of  

theater posters (part of a larger  

identity project): size, color, and outline. 

These factors determine the hierarchy 

of information. The type color  

contrast with the backgrounds 

are highest for the names of the  

productions, with “The Old Vic”  

always in white, against a strongly 

saturated background. 
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32  Hierarchy using contrast
complex background, whether an image or typographic 

texture, extra care must be taken to create sufficient contrast 

between the type and what is behind it. 

Hierarchy is created here using 

size and weight, but moderated 

by color. For example, though 

some of the text in blue is larger, 

the smaller text, some of which 

is in shades of gold and yellow, 

stands out more because its 

relative contrast against the 

background is greater.

Project  

Brand identity

Studio 

Pentagram

Art Director 

Harry Pearce 

Designers 

Johannes Grimmond 

and Alex Brown

Project Manager 

Tiffany Fenner

Client 

The Old Vic

A single typeface with a single  

weight and width varies by three  

characteristics in this series of  

theater posters (part of a larger  

identity project): size, color, and outline. 

These factors determine the hierarchy 

of information. The type color  

contrast with the backgrounds 

are highest for the names of the  

productions, with “The Old Vic”  

always in white, against a strongly 

saturated background. 
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33  Hierarchy using orientation
DEVIATION FROM THE STANDARD BASELINE introduces the impression of motion and imparts 

dynamism to type. However, there should always be a design rationale for simply tilting a baseline; this  

technique alone is not a substitute for good design. 

Project

Espresso mug set

Design Director

Sandro Franchini

Designer

Sam Becker

Client

Crate and Barrel

There is a feeling of playful-

ness in the swooping letters 

on this series of coffee mugs, 

each which change size as well 

as orientation, creating a sen-

sation of depth and motion.

Project

Feature spread 

Design Director 

Amy Rosenfeld 

Art Director

Douglas Adams

Illustrator

John Hendrix

Client 

This Old House

Bumps and lumps in the remodel-

ing process are the subject of this 

story, and the typography reflects 

the chaotic voyage in its off-kilter 

title treatment.

Project (opposite)

Book series

Art Director 

Lauren Panepinto 

Designer 

Lauren Panepinto 

Client 

Orbit Books

The powerful use of bold sans seif 

stands out, despite the vertical 

orientation of the titles. Running 

the titles and authors vertically 

allows space for a more powerful 

use of the artwork on this series of 

book covers.
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33  Hierarchy using orientation

Project

Feature spread 

Design Director 

Amy Rosenfeld 

Art Director

Douglas Adams

Illustrator

John Hendrix

Client 

This Old House

Bumps and lumps in the remodel-

ing process are the subject of this 

story, and the typography reflects 

the chaotic voyage in its off-kilter 

title treatment.

Project (opposite)

Book series

Art Director 

Lauren Panepinto 

Designer 

Lauren Panepinto 

Client 

Orbit Books

The powerful use of bold sans seif 

stands out, despite the vertical 

orientation of the titles. Running 

the titles and authors vertically 

allows space for a more powerful 

use of the artwork on this series of 

book covers.
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34  Hierarchy using special effects
WITH THE ADVENT of easy-to-use effects palettes in commonly available design software, it was inevi-

table that the result would be the overuse of special effects in typographic design. However, when properly 

deployed, these special effects (such as beveling, debossing, glows, feathering, etc.) may be very useful and 

striking, elevating a simple typographic design into memorable imagery. 

Project

Transformers

Designer

Jakub Stepien

Client

Center for Contemporary  

Art in Warsaw

The concept of “transform-

ing” for an art exhibition, 

reflecting political, cultural, 

and economic transformation 

in Russia and Poland, finds its 

visual solution in the realm  

of special effects; the typo-

graphy is bursting forward 

from the perspective of a  

deep central point. Project

All About the Money

Company 

Thirst

Designer

Rick Valicenti

Client

ESPN/Thirst

Bling carried to an extreme and  

dizzying digitally enhanced degree  

is the force behind this “diamond-

encrusted” headline.
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34  Hierarchy using special effects

Project 

Cover 

Creative Director

Donald Partyka

Client 

Americas Quarterly

A layered 3D rendering visually  

represents high technology.  

It is clearly the most prominent 

headline on the cover; the subhead 

is dimensionalized but much smaller 

and positioned lower. The letters 

TECH are deeply dimensionalized  

and highlighted, each is unique,  

which suggests that a variety of  

technologies will be addressed inside.

Project

All About the Money

Company 

Thirst

Designer

Rick Valicenti

Client

ESPN/Thirst

Bling carried to an extreme and  

dizzying digitally enhanced degree  

is the force behind this “diamond-

encrusted” headline.
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35  To kern or not to kern
THE SHAPES OF LETTERS come from a variety of 

sources (Greek, Roman, Phoenician, Hebrew) and therefore 

are not inherently designed to fit together. In our digital 

world, type designers embed kerning pairs in their typefaces, 

which usually work well at the text type level (subject to 

adjustments to the hyphenation and justification settings, 

which can be customized by the designer). When type is used 

at a size larger than text size (above 14 point), small dispari-

ties and deviations in the spaces between the letters become 

more evident, and it is the designer’s duty to rectify these by 

adjusting the kerning manually. Certain combinations of let-

ters require more adjustment than others. In every case, the 

object is to create optically consistent kerning.

Project

Cover

Creative Director

John Klenert

Art Director

Christine Bower

Designer

Greg Gradbowy

Illustrator

National Forest

Client

Billboard

Going against the conven-

tional expectation of optical 

consistency (where extra 

space would have been added 

between narrow vertical  

letters), the Billboard logo has 

been tightened instead, even 

touching the rounded shapes 

and tucking the d under the r. 

This tight kerning makes for 

a unique mark and has the 

added advantage of allowing 

the long word to be as large as 

possible, bounded only by the 

cover’s border.

Project

Nectar Wine Bar

Company

Alphabet Arm Design

Designers

Aaron Belyea and Ira F. Cummings

Client

Jai Jai Greenfield and Eric Woods

Very open kerning of this logo suggests 

the spaciousness of open flowers, sup-

porting the hummingbird illustration.

Project

Cover

Creative Director

Donald Partyka

Client

Americas Quarterly

The letters of the headline have been 

customized to allow super-tight kerning 

for a powerful and punchy effect.
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35  To kern or not to kern
at a size larger than text size (above 14 point), small dispari-

ties and deviations in the spaces between the letters become 

more evident, and it is the designer’s duty to rectify these by 

adjusting the kerning manually. Certain combinations of let-

ters require more adjustment than others. In every case, the 

object is to create optically consistent kerning.

Project

Nectar Wine Bar

Company

Alphabet Arm Design

Designers

Aaron Belyea and Ira F. Cummings

Client

Jai Jai Greenfield and Eric Woods

Very open kerning of this logo suggests 

the spaciousness of open flowers, sup-

porting the hummingbird illustration.

Project

Cover

Creative Director

Donald Partyka

Client

Americas Quarterly

The letters of the headline have been 

customized to allow super-tight kerning 

for a powerful and punchy effect.
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36  Type as image
ONE OF THE JOYS of working with letterforms is their uncanny ability to be shaped into images. For de-

signers who enjoy “playing,” typographic forms in all of their infinite variations are like a gigantic set of Legos, 

building blocks that allow us to create images that speak to viewers both as visuals and as text.

Project

Restaurant identity

Company

Mucca Design

Creative Director

Matteo Bologna

Designer, Illustrator

Steve Jockisch

Client

Teplitzky’s

Project

Stacked cover

Art Director

Amy King

Designer

Roberto de Vicq 

Client

Bloomsbury

For this book cover title, text and 

image become one as the customized 

letterforms are tucked together to 

form the shape of a brassiere.

Project

Men of Letters & People of Substance

Creative Director, Designer

Roberto de Vicq de Cumptich

Client

David R. Godine, Publisher

Likenesses built from characters  

using a single font are a charming  

use of type as image.
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36  Type as image

Project

Restaurant identity

Company

Mucca Design

Creative Director

Matteo Bologna

Designer, Illustrator

Steve Jockisch

Client

Teplitzky’s

Customized letterforms have 

been stretched and lit (parts of 

a series of restaurant menus) 

to make them function as illus-

trations as well as literal text.
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37  Three-dimensional type
WHETHER BUILT IN A DIGITAL 3D environment 

such as Maya, or whether hand-drawn, physically con-

structed, or implied by drop shadows, three-dimensional 

type lends extra weight and impact to a typographic design. 

Depth and bulk help type stand out in three-dimensional 

spaces such as those in environmental and exhibition graph-

ics, but they can also enhance print and digital projects.

Project

Liquid Stone: New  

Architecture in Concrete

Exhibition Graphic Design

Pure+Applied

Exhibition Design

Tod Williams Billie Tsien 

Architects

Photographer

Frank Oudeman

Client

National Building Museum

Exhibition signage for 

concrete in new architecture 

has depth and shadow; the 

segmented letterforms repre-

sent the forms built to shape 

poured concrete.

Project

The College Issue opener

Art Director

Arem Duplessis

Deputy Art Director

Gail Bichler

Designer 

Hilary Greenbaum

Illustrator

Emily Dwyer

Client

The New York Times Magazine

Stacked textbooks form the title; a 

few extras are scattered about for 

scale; they also suggest the clutter 

of a typical dorm room.

Project

Single page: The Sixth  

Annual Year in Ideas

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

Three-dimensional type from A to Z 

serve as illustrations for this annual 

round-up of the year’s most innova-

tive ideas, those that have “shaped” 

our world.
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37  Three-dimensional type
Depth and bulk help type stand out in three-dimensional 

spaces such as those in environmental and exhibition graph-

ics, but they can also enhance print and digital projects.

Project

The College Issue opener

Art Director

Arem Duplessis

Deputy Art Director

Gail Bichler

Designer 

Hilary Greenbaum

Illustrator

Emily Dwyer

Client

The New York Times Magazine

Stacked textbooks form the title; a 

few extras are scattered about for 

scale; they also suggest the clutter 

of a typical dorm room.

Project

Single page: The Sixth  

Annual Year in Ideas

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

Three-dimensional type from A to Z 

serve as illustrations for this annual 

round-up of the year’s most innova-

tive ideas, those that have “shaped” 

our world.
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38  Repetition
A POWERFUL WEAPON in every designer’s arsenal, repetition works equally well using typographic 

form. Repetition creates emphasis and mass; it can be used for pattern or texture as well as for impact.
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38  Repetition

Project

Environmental graphics and campaign 

for Shakespeare in the Park

Studio

Pentagram

Art Director

Paula Scher

Designers

Tammy Shell, The Public Theater 

Kameron Neal 

Margalit Cantor (this page)

Dora Godfrey (opposite page)

Collaborator: Kirstin Huber

Client

The Public Theater

 

The most recent project in a decades-

long partnership between Paula Scher 

and The Public Theater, these graphics 

make the most of heavy repetition of 

critical design elements: typography, 

color, imagery, and supporting  

graphic elements. They are instantly 

identifiable both as an annual iteration 

of the Shakespeare Festival’s identity 

and as a long-running series. 

Title: 306385 - Typography Essentials Revised and Updated 
Page:83

Title: 306385 - Typography Essentials Revised and Updated 
Page:82

306385 - Typography Essentials Revised and Updated_052-103.indd   83 26/9/18   2:24 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:84

306385 - Typography Essentials Revised and Updated_052-103.indd   84 26/9/18   2:26 PM

84   Typography Essentials

Text

THE WORD

39  Deconstructed type
PIECES OF TYPOGRAPHIC FORMS have a beauty all their own. They can be used as ornament, as navi-

gational devices, as pattern. Something old may attain an entirely new look when its parts are disassembled, 

reassembled, or partially assembled.

Project

Identity

Design Director

Domenic Lippa

Client

London Design Festival

A design festival was branded 

with a deconstructed pattern 

of letterforms in vermillion and 

reversed bold lowercase type.

Project

Identity

Company

Pentagram

Designer

Michael Bierut

Client

Saks Fifth Avenue

Splitting apart the long-standing script 

logo of the legendary department store, 

varying iterations of black-and-white 

patterns were applied to every possible 

surface, including store awnings and 

window displays.
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39  Deconstructed type

Project

Identity

Company

Pentagram

Designer

Michael Bierut

Client

Saks Fifth Avenue

Splitting apart the long-standing script 

logo of the legendary department store, 

varying iterations of black-and-white 

patterns were applied to every possible 

surface, including store awnings and 

window displays.
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40  Vertical stacking
OFTEN DONE FOR THE SAKE OF CONVENIENCE  

or because of ignorance, vertical stacking is generally inad-

visable. Because different letters have significantly different 

widths, centered vertical stacking creates ugly shapes with 

neither vertical nor horizontal alignment. A much better 

solution is simply to turn the type on its side so that its base-

line remains intact (this helps the reader, too). However, as 

with all rules, this rule, too, can be successfully broken.

Project 

Feature spread 

Design Director 

Amy Rosenfeld 

Art Director

Hylah Hill 

Photographer

Wendell T. Webber

Client 

This Old House

This clever headline treatment 

vertically “skewers” letters colored 

to look like vegetables ready for 

the backyard barbecue.

Project

Book design and exhibition design for 

“Revolution of the Eye”

Studio

Pentagram

Art Director

Abbott Miller

Designers

Jesse Kidwell, Yoon-Young Chai, 

and Jaeyoon Kim

Client

The Jewish Museum

Taking artistic license to create a tall 

shape works here because, even though 

the word Revolution has been broken 

up, it is the only possible interpretation 

of the word fragments.
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40  Vertical stacking
neither vertical nor horizontal alignment. A much better 

solution is simply to turn the type on its side so that its base-

line remains intact (this helps the reader, too). However, as 

with all rules, this rule, too, can be successfully broken.

Project

Book design and exhibition design for 

“Revolution of the Eye”

Studio

Pentagram

Art Director

Abbott Miller

Designers

Jesse Kidwell, Yoon-Young Chai, 

and Jaeyoon Kim

Client

The Jewish Museum

Taking artistic license to create a tall 

shape works here because, even though 

the word Revolution has been broken 

up, it is the only possible interpretation 

of the word fragments.

Title: 306385 - Typography Essentials Revised and Updated 
Page:87

Title: 306385 - Typography Essentials Revised and Updated 
Page:86

306385 - Typography Essentials Revised and Updated_052-103.indd   87 26/9/18   2:24 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:88

306385 - Typography Essentials Revised and Updated_052-103.indd   88 26/9/18   2:26 PM

88   Typography Essentials

Text

THE WORD

41   See the shape
WITH CENTERED ALIGNMENT, or with any ragged 

edge, “bad rags” can be a problem. Always look for a bal-

anced rag, one that does not inadvertently create a shape. 

When deliberately creating a shape from type, a skilled 

designer will fill the shape with type in such a way that its 

texture is consistent, without gaps or heavy spots. (See 

“Theory of Relativity II” on page 106.) 

Project

Poster

Design Director, Designer

Joseph Luffman

Client

Carluccio’s

A map of Italy for a food purveyor is built 

from the names of Italian dishes. Because 

the letters are all caps, they can be tightly 

stacked; a compressed letterform creates 

visual bulk; different sizes and orientation 

are used to vary the texture and create 

separation without extra spaces, so the 

shape can be tightly constructed.

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Client

O, The Oprah Magazine

The sands of the hourglass, 

shaped by using letters as sand, 

illustrate a story on aging.
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41   See the shape
designer will fill the shape with type in such a way that its 

texture is consistent, without gaps or heavy spots. (See 

“Theory of Relativity II” on page 106.) 

Project

Poster

Design Director, Designer

Joseph Luffman

Client

Carluccio’s

A map of Italy for a food purveyor is built 

from the names of Italian dishes. Because 

the letters are all caps, they can be tightly 

stacked; a compressed letterform creates 

visual bulk; different sizes and orientation 

are used to vary the texture and create 

separation without extra spaces, so the 

shape can be tightly constructed.

Project 

Poster

Art Director

Gabriel Benderski

Designer

Gabriel Benderski

Client

Gabriela Pallares

The 3-D effect of this poster  

typographically reflects the subject  

of the documentary, the British  

architect Norman Foster.
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THE WORD

42  Using cases
MAJUSCULES ARE MAJESTIC. Minuscules are modest. 

Uppercase and lowercase letters (so called because they were 

kept in separate drawers of the typographer’s “case,” or  

cabinet) have distinct purposes. Capital letters, as they are 

also known, speak loudly, while small letters are quieter.  

Again, everything is relative; very lightweight uppercase  

letters in a simple sans serif might speak more quietly  

than a chunky slab serif lowercase. Everything depends  

on proportion and the mix. 

Project

Identity and packaging for a  

boutique condiment company

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director, Designer

Andrea Brown

Client

The Gracious Gourmet

These completely lowercase  

labels in playful colors are  

warmly appealing. The lowercase 

is informal and approachable.
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THE WORD

42  Using cases
Again, everything is relative; very lightweight uppercase  

letters in a simple sans serif might speak more quietly  

than a chunky slab serif lowercase. Everything depends  

on proportion and the mix. 

Project

Cover

Creative Director, 

Designer

Vanessa Holden

Photographer

Ellen Silverman

Client

Real Simple

Project

Tablet edition 

Creative Direction  

Joe Zeff Design

Client 

Kids Discover

Cases are flipped here, 

as the enormous bold 

sans serif headline clearly 

dominates all other text in 

caps in the left panel. 

Though the magazine’s 

logo is in caps, the cover 

employs simple, modestly 

sized lowercase cover 

lines; unlike many maga-

zines, it does not wish to 

“shout” visually. The core 

of its mission is to calm 

and reassure the reader.
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THE WORD

43  The rule of three typefaces
CONVENTIONAL WISDOM HOLDS that most projects 

require only three typefaces, or, more precisely, three type 

families. All situations may be handled quite thoroughly 

with good compatible choices of the following: a good legible 

serif, a simple sans serif, and a display typeface (usually a 

serif typeface that has the refinements not usually found in  

a serif text type). The available variations in weight, slope, 

and width should be more than adequate to handle the needs 

of the content. The primary benefit in this approach is the 

likelihood that, by limiting the typefaces, compatibility and 

harmony will be maximized.

Project

Single page

Redesign Art Director

Francesca Messina

Co-Designer

Amy Rosenfeld

Client

Businessworld

This complex page of type 

creates a compatible whole 

by using a serif appropriate 

for body copy, a condensed 

sans serif for contrasting 

body copy, and a slab serif for 

display. Each of these serves 

its own purpose, yet is harmo-

nious with the whole.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Matt Hoyle 

Client

Condé Nast Portfolio
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THE WORD

43  The rule of three typefaces
a serif text type). The available variations in weight, slope, 

and width should be more than adequate to handle the needs 

of the content. The primary benefit in this approach is the 

likelihood that, by limiting the typefaces, compatibility and 

harmony will be maximized.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Matt Hoyle 

Client

Condé Nast Portfolio

A finely detailed serif designed for 

display is used with a serif typeface 

for body copy, accented with a limited 

use of sans serif. All of the needs of 

this content are adequately served by 

these three choices.
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THE WORD

44  Mixing many typefaces
TYPOGRAPHIC CACAPHONY CAN BE APPEALING 

when in the hands of a skilled designer (otherwise, it can be 

a nightmare of conflicting forms). Mixing many typefaces 

works best when there are extreme differences in the type 

choices; this implies intent and control underlying the 

mishmash. When mixing typefaces within a document, bear 

in mind that, as always, each choice should serve a specific 

need and must exist in a harmony and balance with other 

typefaces. It is never a good idea to use different typefaces 

for no good reason.

Project

Men of Letters & People of Substance

Creative Director, Designer

Roberto de Vicq

Client

David R. Godine, Publisher

The title, encapsulated within the 

silhouette of a head in profile, alludes to 

the content: this book contains portraits 

of literary figures made entirely from 

type characters, one font per portrait. 

A mosaic of dingbats surrounds the 

silhouette; these, too, are used for 

portraiture in the book.

Project

Acoustic Showcase poster

Designer

Lauren Panepinto

Client

Electric Plant

An irregular collection of pencils 

serves as text placeholders for an 

invitation; because each pencil is 

different in function and style, the 

typeface used on each pencil is dif-

ferent. The multiplicity of typefaces 

works because each is confined in 

its own space and shape.
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44  Mixing many typefaces
mishmash. When mixing typefaces within a document, bear 

in mind that, as always, each choice should serve a specific 

need and must exist in a harmony and balance with other 

typefaces. It is never a good idea to use different typefaces 

for no good reason.

Project

Special section opener

Company

The New York Times

Art Director

Wayne Kamidoi

Illustrator

Lorenzo Petrantoni

A highly organized cacaphony 

of typography, tiny shapes and 

images form a tightly crafted 

whole. This image is deliber-

ately intense. It’s typographic 

nuances invite and reward 

deep inspection.

Title: 306385 - Typography Essentials Revised and Updated 
Page:95

Title: 306385 - Typography Essentials Revised and Updated 
Page:94

306385 - Typography Essentials Revised and Updated_052-103.indd   95 26/9/18   2:24 PM



96   

Title: 306385 - Typography Essentials Revised and Updated 
Page:96

306385 - Typography Essentials Revised and Updated_052-103.indd   96 26/9/18   2:26 PM

Text

THE WORD

45   Mixing type using contrast,  
weight, or color

BUTTING LIGHTWEIGHT LETTERS up against heavy-

weight ones, or changing color, while using one size within 

a single type family allows words to be combined that might 

otherwise need a letter space. Within a single word, two (or 

more) ideas can coexist yet also be separate, with distinctly 

different emphasis. This is a display-only design solution 

that has been used successfully in many arenas.

If the needs of the content can be served with the use  

of different members of a broad-based type family, it is  

almost always better to do so. If the content requires  

something more for its full expression, then and only  

then is it desirable to introduce additional faces; as they  

like to say in government, it is on an “as-needed basis.”

Project 

Cover

Art Director

Arem Duplessis

Designers

Arem Duplessis and Leo Jung

Photographer

Horacio Salinas

Client

The New York Times Magazine

Although a single weight of 

display type is used for the 

cover lines, emphasis and lev-

els of hierarchy are achieved 

through variations in color and 

size. Despite the light weight 

of the type, the high contrast 

with the background ensures 

legibility.

Project

Advertising campaign 

Creative Director 

Johanna Savad 

Art Directors 

Michi Turner and Shamona Stokes 

Client 

The Netherlands Board of Tourism and 

Conventions

The two title words can coexist without 

a word space because they are dif-

ferentiated by weight. These ads have 

a great deal of visual energy; a single 

type family is employed.
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THE WORD

45   Mixing type using contrast,  
weight, or color

If the needs of the content can be served with the use  

of different members of a broad-based type family, it is  

almost always better to do so. If the content requires  

something more for its full expression, then and only  

then is it desirable to introduce additional faces; as they  

like to say in government, it is on an “as-needed basis.”

Project

Advertising campaign 

Creative Director 

Johanna Savad 

Art Directors 

Michi Turner and Shamona Stokes 

Client 

The Netherlands Board of Tourism and 

Conventions

The two title words can coexist without 

a word space because they are dif-

ferentiated by weight. These ads have 

a great deal of visual energy; a single 

type family is employed.
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THE WORD

46   Mixing typefaces using historical  
compatibility

TYPE DESIGN REFLECTS ITS ERA, so multiple 

typefaces within a single project should be historically 

compatible, i.e., designed within a similar time frame, or a 

revival from that time frame. Another method for choosing 

typefaces that are historically compatible might be to choose 

from the designs of a single type designer. As with all type 

choices, the faces should work with the content; historical 

considerations are not the only factor. 

Project

Package

Art Director, Designer

Louise Fili

Client

Bella Cucina

Dolci Biscotti packaging 

was designed using various 

Victorian-era typefaces that 

were scanned from old type 

books and redrawn.

Project

Package

Art Director

Louise Fili

Designers

Louise Fili and Chad Roberts

Illustrator

Graham Evernden

Client

Late July

The Late July package was 

inspired by early twentieth-

century cracker packaging. 

Everything was hand lettered, 

including the net weight copy.

Project

Barker & Mills  

cocktail cherries

Art Director

Lauren Panepinto

Designer

Lauren Panepinto

Photography

Lauren Panepinto

Client

Ryan Barker

A wonderful mix of vintage 

typefaces, this package 

design perfectly evokes a 

golden age of mixology.  

The crosshatched sans 

serif type and classic red-

and-black-on-ivory palette 

hearkens back to the era of 

the general store.
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THE WORD

46   Mixing typefaces using historical  
compatibility

typefaces that are historically compatible might be to choose 

from the designs of a single type designer. As with all type 

choices, the faces should work with the content; historical 

considerations are not the only factor. 

Project

Package

Art Director

Louise Fili

Designers

Louise Fili and Chad Roberts

Illustrator

Graham Evernden

Client

Late July

The Late July package was 

inspired by early twentieth-

century cracker packaging. 

Everything was hand lettered, 

including the net weight copy.

Project

Barker & Mills  

cocktail cherries

Art Director

Lauren Panepinto

Designer

Lauren Panepinto

Photography

Lauren Panepinto

Client

Ryan Barker

A wonderful mix of vintage 

typefaces, this package 

design perfectly evokes a 

golden age of mixology.  

The crosshatched sans 

serif type and classic red-

and-black-on-ivory palette 

hearkens back to the era of 

the general store.
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Project 

Feature spread

Art Director, Designer 

Louis Fishauf

Illustrator

Anita Kunz

Client 

Toronto Life

Clarity in text and display type, 

combined with spacious margins, 

make this an easy read.

LEGIBILITY IS PARAMOUNT in most type-driven proj-

ects, so be careful to choose typefaces with design elements 

that are easy for the reader to grasp immediately. Many 

typefaces, because of their frequent usage and wide avail-

ability, have especially recognizable features and propor-

tions. Readers should be able to “decipher” the letterforms 

within a split second. As with all things, our comfort level is 

determined by previous experience.

THE WORD

47  Familiarity breeds legibility

Project

Phone app

Studio

Brobel Design

Client

UCLA Anderson

This phone app (there is also a 

tablet app) for Admit Preview Day 

at UCLA Anderson has text in 

bright color-coded bars that are 

consistent throughout the app, 

thus easy to navigate.  

A clean and legible sans serif 

completes the ease of use.
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Project

Tablet app

Studio

Joe Zeff Design

Client

The Final Hours of Tomb Raider

This screen of The Fall of Tomb 

Raider’s tablet app uses a highly  

legible sans serif typeface to convey 

clear on-screen instructions for  

usability and play.

THE WORD

47  Familiarity breeds legibility

Project

Phone app

Studio

Brobel Design

Client

UCLA Anderson

This phone app (there is also a 

tablet app) for Admit Preview Day 

at UCLA Anderson has text in 

bright color-coded bars that are 

consistent throughout the app, 

thus easy to navigate.  

A clean and legible sans serif 

completes the ease of use.
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48   Properly weighted small caps  
and fractions

PROPORTION IS KEY when using small caps and 

fractions. Shortcuts to their creation provided by design 

software may seem easy, but any comparison of “fake” small 

caps or slapped-together fractions with the real thing will 

immediately reveal the difference. Properly weighted small 

caps are slightly wider and slightly weightier in addition to 

being shorter; this allows them to exist harmoniously within 

the tonal density of the surrounding text. Similarly, properly 

weighted (and constructed) fractions are also slightly wider 

and slightly weightier, and the spaces on either side of their 

slashes are calibrated by the type designer to match the 

spacing in text type.

Project (left)

Type specimen

Company

Hoefler & Frere-Jones

Designer

Jonathan Hoefler

Client 

Hoefler & Frere-Jones

This type family from Hoefler  

Frére-Jones was designed with  

a broad spectrum of properly 

weighted small caps and fractions  

for the specific tabular uses that 

require them, such as stock quotes. 

Old style numbers and groups of 

capitals can disrupt the consistent 

typographic color of a body of text. 

By reducing their point size slightly, 

consistent color can be restored.

Project

Feature spread

Creative Director

Dean Markadakis

Designer

Jana Meier

Photographer

Howard Cao

Client

Fast Company

Small caps in the gray subhead match the 

weight of the surrounding lowercase text.  

Note the use of the em dash, with a 

comfortable space on either side of it, to 

set off the final thought. Also note the 

levels of emphasis created by an italicized 

name (the subject) and a roman name (the 

author), as well as the shifts of slope, size, 

and color in the all-lowercase headline. The 

shape enclosing the headline is a “devilish” 

play on the lowercase g of the word green, 

with its tail and horns (and halo).
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48   Properly weighted small caps  
and fractions

being shorter; this allows them to exist harmoniously within 

the tonal density of the surrounding text. Similarly, properly 

weighted (and constructed) fractions are also slightly wider 

and slightly weightier, and the spaces on either side of their 

slashes are calibrated by the type designer to match the 

spacing in text type.

Project (left)

Type specimen

Company

Hoefler & Frere-Jones

Designer

Jonathan Hoefler

Client 

Hoefler & Frere-Jones

This type family from Hoefler  

Frére-Jones was designed with  

a broad spectrum of properly 

weighted small caps and fractions  

for the specific tabular uses that 

require them, such as stock quotes. 

Old style numbers and groups of 

capitals can disrupt the consistent 

typographic color of a body of text. 

By reducing their point size slightly, 

consistent color can be restored.

small caps
old style 
numbers
lining figures

Four score and seven years ago our fathers brought forth on this conti-
nent, a new nation, conceived in Liberty, and dedicated to the proposi-
tion that all men are created equal. 

Now we are engaged in a great NASA esting whether that nation, 
or any nation so conceived and so dedicated, can long endure. We are 
met on a great battlefield of that war. We have come to dedicate a 
portion of that field, as a final resting place for those who here gave 
their lives AIDS that that nation might live. It is altogether fitting and 
proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not conse-
crate—we can not hallow—this ground. The brave men, living and 
dead, who struggled here, have consecrated it, far above our poor 
power to add or detract. The world will little note, nor long remember 
what we say here, but it can 1492 never forget what they did here. It is 
for us the living, rather, to be dedicated here to the unfinished work 
which they who fought here have thus far so nobly advanced. It is 
rather for us to be here TWA dedicated to the great task remaining 
before us—that from these honored dead we take increased 1654 
devotion to that cause for which they gave the last full measure of 
devotion—that we here highly resolve that these dead shall not have 
died in vain—that this nation, under God, shall have a new birth of 
freedom—and that government of the people, by the people, for the 
people, shall not perish from the earth.

Four score and seven years ago our fathers brought forth on this conti-
nent, a new nation, conceived in Liberty, and dedicated to the proposi-
tion that all men are created equal. 

Now we are engaged in a great NASA esting whether that nation, 
or any nation so conceived and so dedicated, can long endure. We are 
met on a great battlefield of that war. We have come to dedicate a 
portion of that field, as a final resting place for those who here gave 
their lives AIDS that that nation might live. It is altogether fitting and 
proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not conse-
crate—we can not hallow—this ground. The brave men, living and 
dead, who struggled here, have consecrated it, far above our poor 
power to add or detract. The world will little note, nor long remember 
what we say here, but it can 1492 never forget what they did here. It is 
for us the living, rather, to be dedicated here to the unfinished work 
which they who fought here have thus far so nobly advanced. It is 
rather for us to be here TWA dedicated to the great task remaining 
before us—that from these honored dead we take increased 1654 
devotion to that cause for which they gave the last full measure of 
devotion—that we here highly resolve that these dead shall not have 
died in vain—that this nation, under God, shall have a new birth of 
freedom—and that government of the people, by the people, for the 
people, shall not perish from the earth.

Four score and seven years ago our fathers brought forth on this 
continent, a new nation, conceived in Liberty, and dedicated to the 
proposition that all men are created equal. 

Now we are engaged in a great NASA esting whether that nation, 
or any nation so conceived and so dedicated, can long endure. We are 
met on a great battlefield of that war. We have come to dedicate a 
portion of that field, as a final resting place for those who here gave 
their lives AIDS that that nation might live. It is altogether fitting and 
proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not conse-
crate—we can not hallow—this ground. The brave men, living and 
dead, who struggled here, have consecrated it, far above our poor 
power to add or detract. The world will little note, nor long remember 
what we say here, but it can 1492 never forget what they did here. It 
is for us the living, rather, to be dedicated here to the unfinished work 
which they who fought here have thus far so nobly advanced. It is 
rather for us to be here TWA dedicated to the great task remaining 
before us—that from these honored dead we take increased 1654 
devotion to that cause for which they gave the last full measure of 
devotion—that we here highly resolve that these dead shall not have 
died in vain—that this nation, under God, shall have a new birth of 
freedom—and that government of the people, by the people, for the 
people, shall not perish from the earth.   The Word  103
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49  Using the right type
FINDING THE RIGHT TYPE is just as important as 

finding the right soul mate. Every project embodies a spirit, 

and choosing the right type for the project will amplify and 

clarify its spirit as well as its message. Depending on the 

design challenge, there may be more than one or even many 

“right” choices. Understanding what is to be communicated 

and to whom should help to navigate the vast universe of 

available typefaces. 

Project

Les Liasons Dangereuses

Company

SpotCo

Art Director

Gail Anderson

Designer

Darren Cox

Photographer

Christopher McLallen

Client

Roundabout Theatre

Wispy, ornate ribbons of text, 

smoky and indistinct, strike 

the right emotional notes  

for this sexually charged  

play; they provide a literal  

counterpart to the illustration  

and are gesturally linked by 

the uplifted arm and the  

downward sloping D.

Project

Package

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director

Andrea Brown

Designers

Andrea Brown and Ariana Dilibero

Client 

Domaine de Canton

The ribbed container and the bamboo-

inflected type details suggest the ethnic 

origins of this product: Indochina.
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THE WORD

49  Using the right type
design challenge, there may be more than one or even many 

“right” choices. Understanding what is to be communicated 

and to whom should help to navigate the vast universe of 

available typefaces. 

   The Word  105

Project

Package

Company

Mucca Design

Creative Director

Matteo Bologna

Art Director

Andrea Brown

Designers

Andrea Brown and Ariana Dilibero

Client 

Domaine de Canton

The ribbed container and the bamboo-

inflected type details suggest the ethnic 

origins of this product: Indochina.

Project

Cover

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Art Director

Carl DeTorres

Illustrator

Yoichiro Ono

Client

Wired

The cover art and display type are 

the right pop-culture approach to 

depict Manga, the graphic cult of 

Japanese comics.
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THE WORD

50  Theory of Relativity II
WORDS EXIST IN RELATION TO OTHER WORDS. 

Therefore, every decision that is made, whether style, size, 

weight, width, color, or contrast, must take into consider-

ation all of the other words (and all of the other elements) 

on the page or screen. Every design decision, no matter 

how small, has an effect on every other aspect of the design. 

Changing the scale of one word may necessitate adjust-

ing the scale of another, and not necessarily by the same 

percentage. The more elements there are, the more complex 

the equation becomes (but unlike mathematics, where there 

is only one answer to an equation, designers may find many 

successful answers to the same problem).

Project

Riefenstahl/Astaire

Company

SFMOMA

Design Director

Jennifer Sonderby

Designers

Amadeo DeSouza, Steven 

Knodel, and Jeremy Mende

Client

SFMOMA

Theoretically, this design 

violates many rules, especially 

type overlapping complex 

images and the ninety-degree 

type rotation, but because of 

the delicate balance of ele-

ments, it is an elegant piece 

of design. 

Project

The Frank Lloyd Wright Foundation 

desktop and mobile website

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Kristen Ren

Client

The Frank Lloyd Wright Foundation

A precise balancing of typographhic 

elements overlays images of Frank 

Lloyd Wright’s work. The site’s logo 

acts as an anchor to the pull-down 

menu at the left of the screen and 

the horizontal copy extending from 

it at the top. There is a sense of 

structural elegance, appropriate for 

an architect’s site. Each typographic 

element exists in a clear relation-

ship to the other elements.

Project

Thalia Theater media

Designers

Friederike Kuehne,  

Jana Steffen, Martin Jahnecke, 

and Bastian Renner (students),

Burg Giebichenstein University 

of Art and Design Halle

Professor

Anna Berkenbusch

Client

Thalia Theater

The raw energy of this design 

uses effects that might not 

work elsewhere to its advan-

tage: the lack of margin and 

gutter spaces, overlong lines 

of dense text overlaid on a 

strong field of color cutting 

though the lines, and text  

covering the eyes of the 

image. It is clear that these 

choices have been made  

intentionally, and that they 

support one another.
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THE WORD

50  Theory of Relativity II
Changing the scale of one word may necessitate adjust-

ing the scale of another, and not necessarily by the same 

percentage. The more elements there are, the more complex 

the equation becomes (but unlike mathematics, where there 

is only one answer to an equation, designers may find many 

successful answers to the same problem).

Project

The Frank Lloyd Wright Foundation 

desktop and mobile website

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designer

Kristen Ren

Client

The Frank Lloyd Wright Foundation

A precise balancing of typographhic 

elements overlays images of Frank 

Lloyd Wright’s work. The site’s logo 

acts as an anchor to the pull-down 

menu at the left of the screen and 

the horizontal copy extending from 

it at the top. There is a sense of 

structural elegance, appropriate for 

an architect’s site. Each typographic 

element exists in a clear relation-

ship to the other elements.

Project

Thalia Theater media

Designers

Friederike Kuehne,  

Jana Steffen, Martin Jahnecke, 

and Bastian Renner (students),

Burg Giebichenstein University 

of Art and Design Halle

Professor

Anna Berkenbusch

Client

Thalia Theater

The raw energy of this design 

uses effects that might not 

work elsewhere to its advan-

tage: the lack of margin and 

gutter spaces, overlong lines 

of dense text overlaid on a 

strong field of color cutting 

though the lines, and text  

covering the eyes of the 

image. It is clear that these 

choices have been made  

intentionally, and that they 

support one another.
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51  Invisible typography
SPEAK SOFTLY AND CARRY A BIG STICK.  

Teddy Roosevelt’s philosophy of governing can also be  

applied to type usage: sometimes the best way to emphasize 

the content visually is with “quiet” typography. At other 

times, the nature of the content calls for a low-key treat-

ment. “Softness” can be accomplished in a variety of ways: 

choosing a typeface with a thin stroke width, or choosing 

to keep contrast to a minimum. Using a small point size is 

another method for “invisible” typography, but remember 

that legibility may be impaired if these techniques are not 

properly executed.

Project 

Cover

Design Director, Designer

Chris Dixon 

Client 

New York

This is a brave design for a 

magazine cover, though not 

the first to use white-on-

white (that was a legendary 

Esquire cover). The subject 

matter—how to find peace and 

quiet and achieve serenity in 

a frenetic city—is perfectly ad-

dressed and supported by the 

logo in its near invisibility.

Project 

Brand identity, digital design,  

product design

Studio

Pentagram

Art Director

Marina Willer

Designers

Hamlet Auyeung, Leon Hapka, 

Cleber de Campos, Ana Estrougo, 

and Jessica Samuel

Client 

Vibia

The whisper of type on this logo  

suggests the subtleties of  

illumination for this lighting  

company.
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THE PARAGRAPH

51  Invisible typography
choosing a typeface with a thin stroke width, or choosing 

to keep contrast to a minimum. Using a small point size is 

another method for “invisible” typography, but remember 

that legibility may be impaired if these techniques are not 

properly executed.

Project 

Brand identity, digital design,  

product design

Studio

Pentagram

Art Director

Marina Willer

Designers

Hamlet Auyeung, Leon Hapka, 

Cleber de Campos, Ana Estrougo, 

and Jessica Samuel

Client 

Vibia

The whisper of type on this logo  

suggests the subtleties of  

illumination for this lighting  

company.
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52  Highly evident typography
HIGH-IMPACT TYPE is like high-impact aerobics: it gets your heart rate pumping, and fast. Type can be  

aggressive, loud, and even harsh; it screams out for attention. One of the attributes of highly evident typography 

is its ability to create balance when paired with a strong image; together, they send a powerful message.

Project

Calea Nero d’Avola

Art Director

Louise Fili

Designers

Louise Fili and Jessica Hische

Hand Lettering

Jessica Hische

Client

Polaner Selections

Referencing early twentieth-

century Italian poster design, 

the typography was used 

to convey a lively mood. Its 

ornate forms push up to the 

very edges of the label and are 

tightly surrounded by a vaguely 

floral ornamental border.

Project

Feature spread

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Art Director, Designer

Carl DeTorres

Client

Wired

Highly geometric and abstract 

letter shapes cluster and 

overlap, filling the title page 

and providing an exuberant 

counterpoint to the supporting 

text elements. Their bulky 

strength balances the power-

ful monochrome silhouetted 

figure on the opposite page.
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THE PARAGRAPH

52  Highly evident typography

Project

Calea Nero d’Avola

Art Director

Louise Fili

Designers

Louise Fili and Jessica Hische

Hand Lettering

Jessica Hische

Client

Polaner Selections

Referencing early twentieth-

century Italian poster design, 

the typography was used 

to convey a lively mood. Its 

ornate forms push up to the 

very edges of the label and are 

tightly surrounded by a vaguely 

floral ornamental border.

Project

Can’t Jump Rope

Company

Studio of ME/AT

Designer

Mike Essl

Client

Grand Valley State University

Muscular forms heavily outlined 

and shadowed in black pack even 

more of a punch than the images.
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53   Less is more
SIMPLICITY HAS AN UNDENIABLE APPEAL to a 

time-pressured and overworked reader. A type treatment 

that promises to be “quick and easy” is just what the doctor 

ordered. Type that has minimal detail, has highly legible 

letterforms, and is floating in a good-sized space feels like a 

breath of fresh air even before we choose to read it.

Project 

Cutthroat: Native Trout of the 

West

Art Director

Charlie Nix

Designers

Charlie Nix and Gary Robbins

Client

University of California Press

The exquisitely rendered  

image is clearly the star of  

this jacket; the headline  

quietly allows the fish to  

take center stage. Even the 

choice of black for the text  

is restrained.

Project

Life at These Speeds book cover

Art Director

Henry Sene Yee

Designer

Lauren Panepinto

Images

Imagebank, Getty

Client

Picador Books

Floating in the blank space between two 

images and tracked out to feel airy, the 

type on this book cover is deceptively 

simple. It sucks us into its “black hole” 

while simultaneously reassuring us that  

we will be safe.

Project

Feature spread

Design Director

Carla Frank

Designer

Randall Leers

Client

O, The Oprah Magazine

Floating calmly in a sea of bright 

yellow, the text is low-key lowercase 

with a twist: a typographical wink 

at sex.

Title: 306385 - Typography Essentials Revised and Updated 
Page:112

306385 - Typography Essentials Revised and Updated_104-153.indd   112 26/9/18   2:46 PM



Title: 306385 - Typography Essentials Revised and Updated 
Page:113

Title: 306385 - Typography Essentials Revised and Updated 
Page:112

306385 - Typography Essentials Revised and Updated_104-153.indd   113 26/9/18   2:47 PM

Text

   The Paragraph  113

THE PARAGRAPH

53   Less is more
ordered. Type that has minimal detail, has highly legible 

letterforms, and is floating in a good-sized space feels like a 

breath of fresh air even before we choose to read it.

Project

Life at These Speeds book cover

Art Director

Henry Sene Yee

Designer

Lauren Panepinto

Images

Imagebank, Getty

Client

Picador Books

Floating in the blank space between two 

images and tracked out to feel airy, the 

type on this book cover is deceptively 

simple. It sucks us into its “black hole” 

while simultaneously reassuring us that  

we will be safe.

Project

Feature spread

Design Director

Carla Frank

Designer

Randall Leers

Client

O, The Oprah Magazine

Floating calmly in a sea of bright 

yellow, the text is low-key lowercase 

with a twist: a typographical wink 

at sex.
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54  More is more
A SMORGASBORD OF CONTENT served up to the 

reader feels bountiful, and the urge to overstuff ourselves 

is ever so tempting. A plethora of choices competing for 

attention may deter timid or tired readers, but its main ad-

vantage is that this approach offers many opportunities for 

the reader to find something of interest. This is the theory 

behind magazine covers with many layers of cover lines, and 

newspapers that display as many stories as possible on their 

front pages. 

Photo Editor

Michael Norseng

Photographer

Jake Chessum

Project

Covers

Art Director, Designer

Donald Beekman

Illustrator

Donald Beekman

Client

APE

A lively and intense mix  

of stories fight for attention 

on these charmingly  

illustrated magazine 

covers. While staying 

within a limited color and 

typographic palette, these 

jostling and unconventional 

cover lines convey a sense 

of youthful fun, and the 

idea that a great deal of 

content is waiting inside  

for the reader.

Project

Blue Man World 

book design

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designers

Andrew James Capelli and 

Kristen Ren

Client

Blue Man Group,  

Black Dog & Leventhal

A mass of words covering 

the surface of the spread 

and bleeding off the edges, 

combined with an electric 

palette, sweeps over the 

viewer like a saturated 

force of nature.

Project

Cover

Design Director, Designer

David Curcurito

Photo Editor

Nancy Jo Lacoi

Photographer

Mark Hom

Client

Esquire

Photographer

James White

Esquire’s jam-packed cover typography treatment 

was almost revolutionary when it first appeared; 

because it is so typographically different from all of 

the other covers on the newsstand, it defined its own 

niche and became an instant classic.
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54  More is more
the reader to find something of interest. This is the theory 

behind magazine covers with many layers of cover lines, and 

newspapers that display as many stories as possible on their 

front pages. 

Project

Covers

Art Director, Designer

Donald Beekman

Illustrator

Donald Beekman

Client

APE

A lively and intense mix  

of stories fight for attention 

on these charmingly  

illustrated magazine 

covers. While staying 

within a limited color and 

typographic palette, these 

jostling and unconventional 

cover lines convey a sense 

of youthful fun, and the 

idea that a great deal of 

content is waiting inside  

for the reader.

Project

Blue Man World 

book design

Studio

Eight and a Half

Art Director

Bonnie Siegler

Designers

Andrew James Capelli and 

Kristen Ren

Client

Blue Man Group,  

Black Dog & Leventhal

A mass of words covering 

the surface of the spread 

and bleeding off the edges, 

combined with an electric 

palette, sweeps over the 

viewer like a saturated 

force of nature.
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55  Letter spacing and word spacing
THE INTERTWINED RELATIONSHIP of the letter and 

the word dictates that any decision to alter spacing between 

letters requires a similar adjustment in the spaces between 

words. In almost all software programs, this proportional  

relationship is automatically accomplished. There is also 

a relationship between the width of letters and the word 

spaces required for the eye to distinguish the end of one 

word from the beginning of the next; the narrower the  

letterform, the less space the eye requires.

Columns of type that are set justified will have uneven  

word spacing in order to accomplish the alignment; good 

typesetting will minimize that disparity as much as possible.

At text-type size settings (up to 12 or 14 points), preset  

kerning pairs and automatic word spacing will look fine. 

But at display type sizes, word spacing and letter spacing 

(kerning) will most likely need additional small but critical 

manual adjustments to look optically correct.

Project

Cover

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and  

Mary K. Baumann

Illustrator

John Baxter

Client

Kids Discover

The condensed letterforms 

used here don’t require much 

space between words in order 

to be legible.

Project 

Feature spread 

Creative Director, Designer

Dirk Barnett 

Illustrator 

Serial Cut 

Client 

Blender 

Tight overall tracking and minimal word 

spacing is fairly common (especially in 

design aimed at young adult readers), 

so very minimal word spacing is enough 

to separate words sufficiently for quick 

comprehension of text type.
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THE PARAGRAPH

55  Letter spacing and word spacing
Columns of type that are set justified will have uneven  

word spacing in order to accomplish the alignment; good 

typesetting will minimize that disparity as much as possible.

At text-type size settings (up to 12 or 14 points), preset  

kerning pairs and automatic word spacing will look fine. 

But at display type sizes, word spacing and letter spacing 

(kerning) will most likely need additional small but critical 

manual adjustments to look optically correct.

Project 

Feature spread 

Creative Director, Designer

Dirk Barnett 

Illustrator 

Serial Cut 

Client 

Blender 

Tight overall tracking and minimal word 

spacing is fairly common (especially in 

design aimed at young adult readers), 

so very minimal word spacing is enough 

to separate words sufficiently for quick 

comprehension of text type.

Fouriscoreiandiseveniyearsiago 

ourifathersibroughtiforthion 

thisicontinent,iainewination,

Fouriscoreiandiseveniyearsiago 

ourifathersibroughtiforthion 

thisicontinent,iainewination,

word
spacing
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56  Hyphenation and justification
H&J, AS IT IS ALSO KNOWN, is one of the more com-

plex areas of typesetting, and much greater detail about this 

topic can be found in technical manuals and online. Suffice 

it to say that today’s page layout programs contain sophis-

ticated hyphenation and justification controls, which can 

be adjusted to suit the end user’s preferences. The goal is to 

have a texture and “color”, or overall tonal weight of type, 

that is easy to read, invites the reader to read, and is pleasant 

to behold, without excessive or repetitive hyphenation.

Justified
Hyphenated
2 columns

Flush Left
No Hyphenation
2 columns

Four score and seven years 
ago our fathers brought forth 
on this continent, a new 
nation, conceived in Liberty, 
and dedicated to the 
proposition that all men are 
created equal. 

Now we are engaged in a 
great civil war, testing whether 
that nation, or any nation so 
conceived and so dedicated, 
can long endure. We are  
met on a great battlefield of  
that war. We have come to 
dedicate a portion of that 
field, as a final resting place 
for those who here gave their 
lives that that nation might 
live. It is altogether fitting and 
proper that we should do this. 
But, in a larger sense, we can 

not dedicate—we can not 
consecrate—we can not 
hallow—this ground. The 
brave men, living and dead, 
who struggled here, have 
consecrated it, far above our 

poor power to add or detract. 
The world will little note, nor 
long remember what we say 
here, but it can never forget 
what they did here. It is  
for us the living, rather, to  
be dedicated here to the 
unfinished work which they 
who fought here have thus far 
so nobly advanced. It is rather 
for us to be here dedicated to 
the great task remaining 
before us—that from these 
honored dead we take 
increased devotion to that 
cause for which they gave the 
last full measure of 
devotion—that we here highly 
resolve that these dead shall 
not have died in vain—that 
this nation, under God, shall 
have a new birth of freedom—
and that government of the 
people, by the people, for  
the people, shall not perish 
from the earth.

Four score and seven years ago 
our fathers brought forth on 
this continent, a new nation, 
conceived in Liberty, and dedi-
cated to the proposition that 
all men are created equal. 

Now we are engaged in a 
great civil war, testing whether 
that nation, or any nation so 
conceived and so dedicated, 
can long endure. We are met 
on a great battlefield of that 
war. We have come to dedicate 
a portion of that field, as a final 
resting place for those who 
here gave their lives that that 
nation might live. It is alto-
gether fitting and proper that 
we should do this. 
But, in a larger sense, we can 

not dedicate—we can not con-
secrate—we can not hallow—
this ground. The brave men, 
living and dead, who struggled 
here, have consecrated it, far 
above our poor power to add 

or detract. The world will little 
note, nor long remember what 
we say here, but it can never 
forget what they did here. It is 
for us the living, rather, to be 
dedicated here to the unfin-
ished work which they who 
fought here have thus far so 
nobly advanced. It is rather for 
us to be here dedicated to the 
great task remaining before 
us—that from these honored 
dead we take increased devo-
tion to that cause for which 
they gave the last full measure 
of devotion—that we here 
highly resolve that these dead 
shall not have died in vain—
that this nation, under God, 
shall have a new birth of free-
dom—and that government of 
the people, by the people, for 
the people, shall not perish 
from the earth.
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56  Hyphenation and justification
be adjusted to suit the end user’s preferences. The goal is to 

have a texture and “color”, or overall tonal weight of type, 

that is easy to read, invites the reader to read, and is pleasant 

to behold, without excessive or repetitive hyphenation.
Flush Left
Hyphenation
2 columns

How many letters should be before or after the hyphen? 
How many hyphens should appear in a row? 
What do you consider a ladder?
Should you break proper names or other capitalized words?
Should you hyphenate copy that isn’t justified?
Should you hyphenate hyphenated words or conjunctions?

does-n’t

Four score and seven years 
ago our fathers brought forth 
on this continent, a new 
nation, conceived in Liberty, 
and dedicated to the proposi-
tion that all men are created 
equal. 
 Now we are engaged in  
a great civil war, testing 
whether that nation, or any 
nation so conceived and so 
dedicated, can long endure. 
We are met on a great battle-
field of that war. We have 
come to dedicate a portion of 
that field, as a final resting 
place for those who here gave 
their lives that that nation 
might live. It is altogether fit-
ting and proper that we 
should do this. 
 But, in a larger sense, we 
can not dedicate—we can not 
consecrate—we can not hal-
low—this ground. The brave 
men, living and dead, who 
struggled here, have conse-

crated it, far above our poor 
power to add or detract. The 
world will little note, nor long 
remember what we say here, 
but it can never forget what 
they did here. It is for us the 
living, rather, to be dedicated 
here to the unfinished work 
which they who fought here 
have thus far so nobly 
advanced. It is rather for us to 
be here dedicated to the great 
task remaining before us—
that from these honored dead 
we take increased devotion to 
that cause for which they gave 
the last full measure of devo-
tion—that we here highly 
resolve that these dead shall 
not have died in vain—that 
this nation, under God, shall 
have a new birth of free-
dom—and that government 
of the people, by the people, 
for the people, shall not perish 
from the earth.
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57  Tracking guidelines
NOT TOO LOOSE AND NOT TOO TIGHT: tracking 

should feel “just right” (in the words of Goldilocks as she fell 

asleep in the baby bear’s bed). Tracking refers to the overall 

or global adjustment of letter spacing within a word, a line, a 

paragraph, or a passage of text. As in all things typographic, 

the goal is consistency in the appearance of the text.  

Therefore, it is generally best to practice restraint in  

tracking, so that there appears to be little difference  

between the text that has been altered (tracked in or tracked 

out, as the case may be) and the text that surrounds it.

Project

Feature spread

Creative Director

Donald Partyka

Illustrator

Jared Schneidman

Client

Americas Quarterly

The even and highly legible 

tonality of the text columns 

look consistent throughout; 

this is the gold standard of 

well-set body copy.

Project

Visual identity

Company

Alphabet Arm Design

Art Director

Aaron Belyea

Designer

Ryan Frease

Client

Tennessee Hollow

This logo has tight tracking of its wide 

letterforms and is slightly curved; its 

strong horizontality provides a counter-

point to the (vertical) plant above it and 

the roots below it.
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THE PARAGRAPH

57  Tracking guidelines
the goal is consistency in the appearance of the text.  

Therefore, it is generally best to practice restraint in  

tracking, so that there appears to be little difference  

between the text that has been altered (tracked in or tracked 

out, as the case may be) and the text that surrounds it.

Project

Visual identity

Company

Alphabet Arm Design

Art Director

Aaron Belyea

Designer

Ryan Frease

Client

Tennessee Hollow

This logo has tight tracking of its wide 

letterforms and is slightly curved; its 

strong horizontality provides a counter-

point to the (vertical) plant above it and 

the roots below it.
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58  The “color” of the text type
TYPOGRAPHICALLY, the word color describes the  

density or tonal weight of the text type as a texture on the 

page. It is the goal of all good typographic designers to create 

an even or “smooth” texture. There should be no bits of text 

that stand out, either because they are too gappy (too loose) 

or overly dense (too tight). Watch out for irregularities in 

typographic color that may occur due to many long words 

within a line, type measures (line lengths) that are too nar-

row, when overzealous tracking has been applied, or some 

combination of these situations.

Project

Capabilities brochure

Company 

Ross Culbert & Lavery, Inc.

Design Director 

Peter Ross

Designer 

Michael Aron

Client 

Hughes Hubbard & Reed LLP

The color of this text is 

affected by the airier than 

usual leading and the relatively 

heavy vertical strokes of the 

typestyle. Its color is even 

throughout; especially because 

it is set rag right, the word 

spacing is consistent.

Project

Tablet app

Studio

Joe Zeff Design

Client

Kids Discover magazine 

The “color” of this text  

is experienced in reverse, 

white on black. But the 

same principle applies:  

this text has an even  

appearance, with a  

consistent texture and  

no obvious gaps.
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THE PARAGRAPH

58  The “color” of the text type
or overly dense (too tight). Watch out for irregularities in 

typographic color that may occur due to many long words 

within a line, type measures (line lengths) that are too nar-

row, when overzealous tracking has been applied, or some 

combination of these situations.

Project

Tablet app

Studio

Joe Zeff Design

Client

Kids Discover magazine 

The “color” of this text  

is experienced in reverse, 

white on black. But the 

same principle applies:  

this text has an even  

appearance, with a  

consistent texture and  

no obvious gaps.

Project

Book design for  

‘Alma Thomas’

Studio

Pentagram

Art Director

Eddie Opara

Designers

Brankica Harvey and

Shannon Jager

Client

The Studio Museum  

in Harlem

 

The spread demonstrates 

typographic “color” in both 

the larger text at left and 

the two paragraphs on  

the right. 
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59  Considering typographic mass
WALLS AND BLOCKS OF TYPE can be assembled to great effect: discrete units of type look organized 

and have heft within their design environment. The text within the blocks may vary in size, weight, width, and 

even typestyle, as long as the mass looks intentionally assembled. 

Project

Eye on Europe

Company

Pure+Applied

Client

Museum of Modern Art

A list of names is separated by slashes to 

form a textured block balanced opposite a 

textured block of op art.
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THE PARAGRAPH

59  Considering typographic mass

Project

Brand Identity and exhibition  

design for “Ferrari: Under the Skin”

Studio 

Pentagram 

Art Director

Marina Willer

Designers

Hamlet Auyeung, Stuart Gough, 

Ian Osborne, Jake Clewis, 

Marta Gaspar, Sthuthi Ramesh, 

Leon Hapka, James Falconer, 

and George Edwards

Collaborator

Paul Zak

Client

The Design Museum 

Tightly stacked typographic mass 

creates high drama for this exhibi-

tion at London’s Design Museum 

celebrating the 70th anniversary 

of Ferrari.
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THE PARAGRAPH

60  Pattern, gradation, and texture
TYPE INVITES INTERVENTION and experimenta-

tion. With sophisticated software, patterns, gradations, and 

textures are all relatively simple to try. Layered type has a 

fascination all its own, even if it is completely unreadable. 

It’s reminiscent of everyone talking at once. Because we 

know there are thoughts, words, and phrases, it seems more 

meaningful than a pattern of any other kind, even if we can 

only glean a snippet of meaning here and there. Gradations 

offer another method to dimensionalize type.

Project

Cover

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and  

Mary K. Baumann

Illustrator

John Baxter

Client

Kids Discover

The cover lines form a block of 

’60s-style groovy letterforms; 

behind Shakespeare’s (hipster-

modified) head is a wonderful 

pattern of “psychedelic” text.

Project 

Illustration

Art Director 

Jennifer Daniels

Company

Studio of ME/AT

Designers

Mike Essl and Alexander Tochilovsky

Client 

The New York Times

The word is formed as a pattern of 

computer icons.
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THE PARAGRAPH

60  Pattern, gradation, and texture
know there are thoughts, words, and phrases, it seems more 

meaningful than a pattern of any other kind, even if we can 

only glean a snippet of meaning here and there. Gradations 

offer another method to dimensionalize type.

Project 

Illustration

Art Director 

Jennifer Daniels

Company

Studio of ME/AT

Designers

Mike Essl and Alexander Tochilovsky

Client 

The New York Times

The word is formed as a pattern of 

computer icons.

Project

Double Take

Design Director, Designer

Quentin Walesch

Client

Royal College of Art, London

Layered, reversed, translucent 

text areas are interleaved with 

highly legible information.

Project

Single page

Creative Director

Scott Dadich

Art Director

Carl DeTorres

Illustrator

Mario Hugo

Client

Wired

Large and small gradated and highly 

abstract text blocks appear throughout 

the magazine and contribute to its  

visual identity. When so many maga-

zines tend to look alike, this typographic 

device is one element that separates 

Wired from its competitors.
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Fourscore and seven years ago our fathers brought forth, on this conti-
nent, a new nation, conceived in liberty, and dedicated to the proposition 
that all men are created equal. Now we are engaged in a great civil war, 
testing whether that nation, or any nation so conceived, and so dedicat-
ed, can long endure. We are met on a great battle-field of that war. We 
have come to dedicate a portion of that field, as a final resting-place for 
those who here gave their lives, that that nation might live. It is altogeth-
er fitting and proper that we should do this. But, in a larger sense, we 
cannot dedicate, we cannot consecrate—we cannot hallow—this ground. 
The brave men, living and dead, who struggled here, have consecrated it 
far above our poor power to add or detract. The world will little note, nor 
long remember what we say here, but it can never forget what they did 
here. It is for us the living, rather, to be dedicated here to the unfinished 
work which they who fought here have thus far so nobly advanced. It 
is rather for us to be here dedicated to the great task remaining before 
us—that from these honored dead we take increased devotion to that 

Fourscore and seven years ago our fathers brought forth, on this conti-
nent, a new nation, conceived in liberty, and dedicated to the proposition 
that all men are created equal. Now we are engaged in a great civil war, 
testing whether that nation, or any nation so conceived, and so dedicat-
ed, can long endure. We are met on a great battle-field of that war. We 
have come to dedicate a portion of that field, as a final resting-place for 
those who here gave their lives, that that nation might live. It is altogeth-
er fitting and proper that we should do this. But, in a larger sense, we 
cannot dedicate, we cannot consecrate—we cannot hallow—this ground. 
The brave men, living and dead, who struggled here, have consecrated it 
far above our poor power to add or detract. The world will little note, nor 
long remember what we say here, but it can never forget what they did 
here. It is for us the living, rather, to be dedicated here to the unfinished 
work which they who fought here have thus far so nobly advanced. It 
is rather for us to be here dedicated to the great task remaining before 
us—that from these honored dead we take increased devotion to that 
cause for which they here gave the last full measure of devotion—that we 
here highly resolve that these dead shall not have died in vain—that this 
nation, under God, shall have a new birth of freedom, and that govern-
ment of the people, by the people, for the people, shall not perish from 
the earth.
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61  Basic leading principles
A GOOD RULE OF THUMB FOR TEXT TYPE is to 

add two extra points of leading. This creates a good comfort 

level for extended reading. However, when the typeface has 

strong verticals in relation to its horizontals and serifs, it will 

do better with a bit more leading. Extra leading adds some 

air between the lines and allows the eye to more easily dis-

tinguish the end of one line from the beginning of the next. 

The best way to determine how much leading you need for 

a particular passage of text is to set a good chunk of it with 

slight variations in leading. Even an extra quarter of a point 

can make a difference.

Project

Feature spread

Creative Director

Donald Partyka

Client

Americas Quarterly

Whether two or three columns, 

this format has sufficient lead-

ing for good legibility. This text 

is also highly legible due to its 

size, stroke width, and weight 

(strong typographic color).

A comparison of these two 

columns of text makes it 

clear at a glance that extra 

leading, especially when 

lines are long, makes for a 

more comfortable reading  

experience. Tight leading 

makes it more difficult for 

the eye to return to the 

next line from the end of 

the line above.
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Advertise  
the Opening

In years past, advertising 
a position on multiple  

job boards was a  
manual slog. But now  
PandoLogic makes 

predictive analytics do 
the hard work: Algo-

rithms use a decade’s 
worth of historical data 
on millions of job ads 

and thousands of sites to 
create a targeted cam-
paign. Then it monitors 
the ads in real time to 
tweak budget and bid 

rate in order to maximize 
views and applications.

Try an A.I. Matchmaker 

Test Their Skills, Not Their Talking Points

• Two ex-Google engineering 
execs built Leap.ai, a platform 
that uses machine learning to 
analyze résumés, personal 
values, and job descriptions to 
suggest perfect-fit candidates 
for open roles. More than  
70 percent of the people Leap 
puts forward make it past the 
first-round interview. 

• Vettery’s algorithms—used by 
companies like Peloton, Netflix, 
and ESPN—suggest matches 
from the thousands of candidates  
in its database. Thanks to  
machine learning, the more hiring 
managers interact with it, the 
smarter its A.I. gets about what 
your company wants.

• You can set up coding interviews (even if you don’t 
know how to write code) with Filtered’s database  
of thousands of exercises, ranging from basic to  
advanced. 

• GapJumpers steers job descriptions away from subjective 
filler like “passion” and “team player,” and creates objective 
tests for candidates, pulling from more than 4,000 skill 
challenges. “This takes away the fear that hiring managers 
will lower the bar for quality, because they see the quality 
before they see the person,” says CEO Kedar Iyer.  

Put on Your Bias Blinders Many hiring managers 
default to Ivy Leaguers, or weed out those with 
attributes not similar to the age or ethnic makeup 
of their company. Don’t leave incredible talent on 
the table just because they don’t look like you.

Pymetrics

Try to Clone Your
Top Performers
Pymetrics leads 
your best employ-
ees through a series  
of neuroscience 
games to gauge 
traits—like risk-
taking, focus, and 
fairness—and  
then candidates  
are put through  
the paces.  
Algorithms score 
how closely  
their traits align 
with those of top 
team members. 
Tesla, Unilever,  
and LinkedIn  
have jumped  
on this gamified  
A.I. platform. 

Blendoor

GO COLORBLIND
• Airbnb and Twitter, 
among others, have 
tested Blendoor, which 
captures candidate data 
from whatever applicant 
tracking system you’re 
using, and then removes 
info such as names, 
photos, and dates. This 
strips out details like 
race, age, and gender.

Interviewing.io

MASK ACCENTS
• Does a female voice or 
a foreign accent affect 
your hiring decision?  
Not with Interviewing.io, 
which runs interviews 
using voice-masking 
tools for tech candidates 
who pass rigorous mock 
interviews. Twitch, Lyft, 
and Asana are early 
embracers. 

Textio Hire’s augmented writing platform 
uses millions of data points on previous 
messages—which words and phrases 
worked and which didn’t—to offer real-
time suggestions and red flags as you 
type. When Zillow tested the tool, the 
company says the response rate for its 
recruiting mail climbed 16 percent.

Hunt for Passive Candidates The  
unemployment rate is near its lowest level in 17 years, 
but more than 70 percent of employees say they are 
either actively looking for or are open to a new gig,  
according to a recent Indeed survey. 

Engage Talent

Wouldn’t it be nice to 
know who is likely to 
jump at a job oppor-
tunity? A.I. platform 
Engage Talent uses 
“predictive availability 
signals”—like com-
pany performance,  
personnel changes, 
and news data—to 
calculate the odds 
that passive candi-
dates might soon  
be dusting off their 
résumés.

Talenya

For those unable to 
fill a role, Talenya 
references hundreds 
of websites, includ-
ing LinkedIn, GitHub, 
Stack Overflow, and 
Dice, as well as  
other public  
pages, to build rich  
candidate profiles.  
Then it compares 
those CVs with open 
positions—and 
scores the likelihood 
of a match.

Finessing That  
Cold Call
Successfully cold-
messaging a passive 
candidate takes skill, 
and most outreach 
falls on deaf ears. 
Just 5 percent of 
Americans have 
responded to a 
recruiter message  
in the past three 
months, according 
to a Textio survey. 

Look to the Past On average, companies receive 
250 résumés for each opening—and many of those 
hopeful hires who don’t land that gig could be a 
great fit for another role. 
• In April, Google started beta testing a tool called 
Candidate Discovery in its Hire by Google recruit-
ing application, aimed at small and medium-size 
businesses. It uses intuitive search to scan past 
résumés and other data to rank which past appli-
cants might be a match for the current role.

Predict the Future
Other basic tools can scan a  
résumé. But Uncommon, which 
moved out of beta in February, has 
a predictive element: Using a 
candidate’s previous experience— 
and redacting names, ages, and 
schools—the A.I. platform creates a 
merit-based profile. It ranks how 
well that person will meet or exceed 
job requirements, even if his or her 
résumé doesn’t include a given 
skill. Before launching Uncommon, 
the team trained the platform on 
more than 50 million résumés and 
six million job descriptions. Then it 
had companies like Amazon, Lyft, 
and Etsy take it for a ride. When 
humans reviewed the platform’s 
picks, they were in agreement 98 
percent of the time. 

Meet Mya

AUTOMATE THE COURTSHIP
• Mya chats up interested and passive candidates,  
and then screens, qualifies, and sends a conversation 
transcript to your applicant tracking system. If you 
greenlight an interview (or she does), she’ll find a time 
that works for everyone on the team, coordinate with 
the hopeful hire, and update everyone’s calendar.

Hi, Rai

GET YOURSELF AN HR ASSISTANT
• HiringSolved’s Rai app, still in beta mode, currently 
communicates with recruiters, which means your 
hiring team can put it to work—finding candidates, 
refining your search, and interfacing with your email 
for outreach. 

Hello, Olivia

LET YOUR BOT ROAM FREE
• What sets Paradox’s Olivia chatbot apart is that 
people don’t have to be in the applicant tool to  
engage with her. They can lob questions her way— 
Why should I work at your company? What’s the 
culture like? How’s the vacation policy?—through web, 
mobile, or social channels.

S’Up, Ari?

WOO VIA TEXT 
• IBM’s Watson technology drives TextRecruit’s chatbot 
Ari. But humans can also step in and send personal-
ized text messages at scale. More than a third of 
applicants respond to the texts within 12 minutes.

pp

Employ a Chatbot Built with natural 
language processing and machine 
learning, a chatbot can field the  
repetitive questions candidates have, 
screen for basic qualifications, and 
schedule interviews.

 WE NEED TO 
 MAKE HIRING LESS 
 OF A TIME SUCK! 

pp

p

p

Not-So-Human Resources 

FROM LEFT: GETTY; ISTOCK

CLOCKWISE FROM TOP LEFT: GETTY; ISTOCK (2)

From sleuthing candidates not actively on the job market to stripping  
unconscious bias from your search, these new artificial intelligence tools will give  

your HR department a high-tech upgrade. BY KATE ROCKWOOD

p

p

p

p

 We Need 
 More Interested 

 Applicants! 
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 We Need a 
 Better Way to Size Up    

 Talent! 
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THE PARAGRAPH

61  Basic leading principles
tinguish the end of one line from the beginning of the next. 

The best way to determine how much leading you need for 

a particular passage of text is to set a good chunk of it with 

slight variations in leading. Even an extra quarter of a point 

can make a difference.

Project

Editorial spread 

(shown here as a vertical 

image)

Design Director

Blake Taylor

Designer

Blake Taylor

Client 

Inc.

Each text block is fairly short 

and self-contained, so a stan-

dard leading treatment (two 

points more than the point 

size) is fine. Look closely and 

you will see that in a few 

instances the leading is more 

compressed, however,  

legibility is not a problem 

since the text blocks are fairly 

narrow and have a limited 

number of lines. 

A comparison of these two 

columns of text makes it 

clear at a glance that extra 

leading, especially when 

lines are long, makes for a 

more comfortable reading  

experience. Tight leading 

makes it more difficult for 

the eye to return to the 

next line from the end of 

the line above.
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62  Optimum line lengths
TWENTY PICAS IS A GOOD LENGTH to aim for when 

designing text type. Another common method for good 

legibility is to keep your measure between fifty-two and 

seventy characters per line (spaces and punctuation count 

as characters). This ensures that there will be enough words 

(and therefore word spaces) to accommodate justified type 

comfortably. Again, everything is relative, so optimum line 

length may vary based on typestyle, leading, tracking, and 

even the texture and tone of the printed surface.

Four score and seven years ago our fathers brought forth on 

this continent, a new nation, conceived in Liberty, and 

dedicated to the proposition that all men are created equal. 

Now we are engaged in a great civil war, testing whether 

that nation, or any nation so conceived and so dedicated, can 

long endure. We are met on a great battle-field of that war. 

We have come to dedicate a portion of that field, as a final 

resting place for those who here gave their lives that that 

nation might live. It is altogether fitting and proper that we 

Four score and seven years ago our fathers brought forth on this continent, a new nation, 

conceived in Liberty, and dedicated to the proposition that all men are created equal. 

Now we are engaged in a great civil war, testing whether that nation, or any nation so 

conceived and so dedicated, can long endure. We are met on a great battle-field of that 

war. We have come to dedicate a portion of that field, as a final resting place for those 

who here gave their lives that that nation might live. It is altogether fitting and proper 

that we should do this. 

But, in a larger sense, we can not dedicate—we can not consecrate—we can not 

hallow—this ground. The brave men, living and dead, who struggled here, have 

Four score and seven years ago 
our fathers brought forth on 
this continent, a new nation, 
conceived in Liberty, and dedi-
cated to the proposition that 
all men are created equal. 

Now we are engaged in a 
great civil war, testing whether 
that nation, or any nation so 
conceived and so dedicated, 

can long endure. We are met 
on a great battle-field of that 
war. We have come to dedicate 
a portion of that field, as a fi-
nal resting place for those who 
here gave their lives that that 
nation might live. It is alto-
gether fitting and proper that 
we should do this. 

But, in a larger sense, we 

can not dedicate—we can not 
consecrate—we can not hal-
low—this ground. The brave 
men, living and dead, who 
struggled here, have conse-
crated it, far above our poor 
power to add or detract. The 
world will little note, nor long 
remember what we say here, 
but it can never forget what 

spacing

line length

wider measure 
needs more 
leading

60 character
max

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

This page (with its 

abundance of typographic 

“furniture”) adheres 

in most places to the 

legibility guidelines for 

typographic measure. 

In two places, it violates 

those guidelines, but does 

so successfully: in the left 

margin, the callout has 

fewer than twenty char-

acters per line, but the 

lines have been carefully 

ragged and tracked. And 

at the bottom of the page, 

the number of characters 

per line far exceeds the 

maximum number of 

recommended characters, 

but, because there are 

only two lines, legibility is 

not problematic.
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62  Optimum line lengths
(and therefore word spaces) to accommodate justified type 

comfortably. Again, everything is relative, so optimum line 

length may vary based on typestyle, leading, tracking, and 

even the texture and tone of the printed surface.

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

This page (with its 

abundance of typographic 

“furniture”) adheres 

in most places to the 

legibility guidelines for 

typographic measure. 

In two places, it violates 

those guidelines, but does 

so successfully: in the left 

margin, the callout has 

fewer than twenty char-

acters per line, but the 

lines have been carefully 

ragged and tracked. And 

at the bottom of the page, 

the number of characters 

per line far exceeds the 

maximum number of 

recommended characters, 

but, because there are 

only two lines, legibility is 

not problematic.
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Text

THE PARAGRAPH

63  Increasing leading
SPACE BETWEEN LINES (LEADING) should be 

increased if the measure (line length) increases beyond the 

optimum range, or if the letterforms vary even slightly from 

a highly legible text face (designed to be read in quantity at 

small sizes). Even Bodoni, with its strong vertical strokes (in 

comparison to its horizontal strokes), may require a bit more 

leading to compensate. Increasing leading, even slightly, aids 

the eye in finding its place when it cycles back from the end 

of one line to the beginning of the next.

Project 

Cutthroat: Native Trout of 

the West

Art Director

Charlie Nix

Designers

Charlie Nix and Gary Robbins

Client

University of California Press

The longish introductory 

quote is more legible (and 

more elegantly presented) 

with extra leading.
 Project (opposite)

Single page

Creative Director

Donald Partyka

Client

Americas Quarterly

This airy text block has extra  

leading in keeping with the  

spacious graphic treatment  

and the other elements on  

the page.
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63  Increasing leading
comparison to its horizontal strokes), may require a bit more 

leading to compensate. Increasing leading, even slightly, aids 

the eye in finding its place when it cycles back from the end 

of one line to the beginning of the next.

This airy text block has extra  

leading in keeping with the  

spacious graphic treatment  

and the other elements on  

the page.
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THE PARAGRAPH

64  Tightly stacked lines
DECREASING LEADING and purposefully allowing 

ascenders and descenders to touch or even overlap should 

never be done with extended passages of text, but this can 

be used as a design device in limited quantities. Tightly 

stacked lines of capitals may be used to create a typographic 

mass without the worry of tangled extenders, but again, this 

is best when used only for a small quantity of text. Tightly 

stacking lines works against legibility, so care must be taken 

to employ this technique with restraint. When estimating 

just how much legibility may be affected, it is best to err on 

the side of minimally decreased leading.

Project

Cover

Creative Director,  

Designer

Maxine Davidowitz

Photographer

Firooz Zahedi

Client

More magazine

Tightly stacked and justified main cover lines  

are the hallmark of this cover aimed at older  

women; despite letters that touch, the text is  

eminently legible, partly due to differentiating  

each line with a distinct color. The touching lines  

set this text block apart from the other cover  

lines; this was intentional because the main lines  

contain the magazine’s mission statement rather 

than highlighting specific content. 
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THE PARAGRAPH

64  Tightly stacked lines
is best when used only for a small quantity of text. Tightly 

stacking lines works against legibility, so care must be taken 

to employ this technique with restraint. When estimating 

just how much legibility may be affected, it is best to err on 

the side of minimally decreased leading.

Project 

Environmental graphics 

Company 

Pentagram

Art Director 

Michael Bierut  

Client  

Museum of the City of New York

Part of a rebranding of the museum, 

this staircase was filled with quotes 

and images about New York City.  

The quotes are in a variety of weights 

of Titling Gothic, and they are all caps, 

and justified. The stacked lines and 

scale variations create drama and 

high impact in this vertical space.
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65  Indicating paragraphs
THE MOST COMMON METHOD of indicating para-

graphs is, of course, the indent. What is a matter of some 

debate is the length of the indent; however, at the very least, 

a minimum of one pica is needed to distinguish a new para-

graph. A longer indent may be desirable depending on the 

column width. Other options include a line space between 

paragraphs—or somewhat less than a line space so there is 

less of a gap between lines and when scanning the text for 

color (one problem with this is that baselines will not align, 

and column lengths will vary). Another method is to set the 

copy so that the first line of every paragraph extends beyond 

the left-hand margin (also known as outdents). A more un-

usual method that preserves the flush look of the text block 

is to use paragraph ornaments to indicate new paragraphs.

Project

Feature spread 

Creative Director

Dean Markadakis 

Designer

Jana Meier 

Photographer

Floto+Warner 

Illustrator

Reena de la Rosa

Client

Fast Company

The opening text block’s first 

paragraph, set in a larger point 

size than the story that follows, 

begins with an extreme indent 

(it aligns vertically with the 

headline). Its second paragraph 

is indicated with a paragraph 

symbol in red, so that the text 

block can remain unbroken.

Project

Department page

Studio

Jeff Griffeth Creative

Creative Director

Jeff Griffeth

Designer

Jeff Griffeth

Client

Hallowed Ground

American Battlefield Trust

Ornate drop caps initiate text 

blocks while short paragraph 

indents indicate subsequent 

paragraphs.

Project

HotHouse exhibition catalog

Company

Studio of ME/AT

Art Director

Lucille Tenazas

Designer

Alexander Tochilovsky

Client

Cranbrook Art Museum

All lines are flush left with no 

indentations; paragraphs are 

indicated with line spaces. 

This works well with text that 

does not contain many short 

paragraphs and when there is 

sufficient space to accommo-

date line breaks.
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THE PARAGRAPH

65  Indicating paragraphs
less of a gap between lines and when scanning the text for 

color (one problem with this is that baselines will not align, 

and column lengths will vary). Another method is to set the 

copy so that the first line of every paragraph extends beyond 

the left-hand margin (also known as outdents). A more un-

usual method that preserves the flush look of the text block 

is to use paragraph ornaments to indicate new paragraphs.

Project

Department page

Studio

Jeff Griffeth Creative

Creative Director

Jeff Griffeth

Designer

Jeff Griffeth

Client

Hallowed Ground

American Battlefield Trust

Ornate drop caps initiate text 

blocks while short paragraph 

indents indicate subsequent 

paragraphs.

Project

HotHouse exhibition catalog

Company

Studio of ME/AT

Art Director

Lucille Tenazas

Designer

Alexander Tochilovsky

Client

Cranbrook Art Museum

All lines are flush left with no 

indentations; paragraphs are 

indicated with line spaces. 

This works well with text that 

does not contain many short 

paragraphs and when there is 

sufficient space to accommo-

date line breaks.
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THE PARAGRAPH

66  Initial caps and drop caps
INITIAL CAPS MARK THE BEGINNING of a chapter 

or an article; drop caps may be used throughout the text to 

mark logical breaks in the text and to provide entry points 

for the reader. Drop caps may continue the style of the initial 

cap or be a variation of it. Drop caps and initial caps contin-

ue a long tradition that dates back to the earliest illuminated 

manuscripts (which often had entire scenes depicted within 

the counter spaces of the letterforms). There are many  

options for drop caps and initial caps: partial or full indents, 

partial or full outdents, tops flush with the body copy, 

baseline alignment with the first line of body copy, baseline 

alignment with any body copy, and baseline within the depth 

of the initial cap (these last two are called raised drop or 

initial caps). Some text does not lend itself well to an initial 

cap; most common are opening paragraphs beginning with a 

quote mark or punctuation, or when opening paragraphs are 

too short to accommodate the height of the cap. 

Project 

Feature spread

Design Director 

Louis Fishauf

Designer 

Louis Fishauf

Photographer

Pierre Manning

Client 

Toronto Life

The initial cap is partially 

contained within the opening 

paragraph, and the wrap hugs 

its diagonal leg. Its vertical 

position matches the capital A 

in the headline, a nice touch of 

alignment.

Project

Feature spread

Design Director

Carla Frank

Designer

Erika Oliviera

Client

O, The Oprah Magazine

The initial cap sits partially 

within the text block and links 

into the photo; the top of its 

middle crossbar “kisses” the 

image. It intrudes upon the 

image, as does the pull quote 

at the top of the page.

Project

Feature spread

Creative Director

Donald Partyka

Photo Editor

Ramiro Fernandez

Photographers

Nicolas Villaume and  

Aurora Seleet

Client

Americas Quarterly

This unusual version of an 

initial cap sitting on top of and 

aligning with the text column 

allows it to be scaled up; as an 

outline, it is lightweight and 

does not interfere with the 

overlapping headline.
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THE PARAGRAPH

66  Initial caps and drop caps
partial or full outdents, tops flush with the body copy, 

baseline alignment with the first line of body copy, baseline 

alignment with any body copy, and baseline within the depth 

of the initial cap (these last two are called raised drop or 

initial caps). Some text does not lend itself well to an initial 

cap; most common are opening paragraphs beginning with a 

quote mark or punctuation, or when opening paragraphs are 

too short to accommodate the height of the cap. 

Project

Feature spread

Design Director

Carla Frank

Designer

Erika Oliviera

Client

O, The Oprah Magazine

The initial cap sits partially 

within the text block and links 

into the photo; the top of its 

middle crossbar “kisses” the 

image. It intrudes upon the 

image, as does the pull quote 

at the top of the page.

Project

Feature spread

Creative Director

Donald Partyka

Photo Editor

Ramiro Fernandez

Photographers

Nicolas Villaume and  

Aurora Seleet

Client

Americas Quarterly

This unusual version of an 

initial cap sitting on top of and 

aligning with the text column 

allows it to be scaled up; as an 

outline, it is lightweight and 

does not interfere with the 

overlapping headline.
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THE PARAGRAPH

67  Opening paragraphs
THE APPEARANCE OF THE OPENING paragraph is as 

important as its content in drawing the reader into the text. 

There are myriad interesting ways to accentuate an opening 

paragraph that signals the beginning of a long passage of 

text. Some of these design directions may involve a different 

column width, a different point size (or mixing point sizes), 

leading, changing case, or some combination of the above. 

Small caps may be used as a transition from the initial drop 

cap to the body copy within the opening paragraph.

Project

Feature spread

Art Director

Francesca Messina

Designer

Donald Partyka

Client

Guideposts

An upside-down pyramid 

of text combines with the 

subhead, title, and byline to 

give an illusion of depth, tying 

in nicely with the facing photo-

graph’s runway perspective.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Chris Jordan 

Client

Condé Nast Portfolio
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THE PARAGRAPH

67  Opening paragraphs
column width, a different point size (or mixing point sizes), 

leading, changing case, or some combination of the above. 

Small caps may be used as a transition from the initial drop 

cap to the body copy within the opening paragraph.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Chris Jordan 

Client

Condé Nast Portfolio

This L-shaped opening paragraph 

“hugs” the following text; its slightly 

larger point size and wider leading, 

together with the bold lead-in and 

the large initial cap overlapping the 

text, leave no doubt as to where this 

story begins. Note the red paragraph 

indicator dingbat, which allows the text 

block to appear “solid,” i.e., without a 

paragraph break that would not have 

filled out the space.
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THE PARAGRAPH

68  Orphans and widows
THESE REMNANTS ARE CARELESS and represent 

inattention to typographic niceties and detail. A good typo-

graphic “color” on the page is interrupted when a word or 

word fragment is alone on a line at the end of a paragraph 

or column (known as a widow) or, even worse, at the top 

of a column or page (known as an orphan). The reason an 

orphan is even worse than a widow is that it not only creates 

a gap in typographic color, but it also disrupts the horizontal 

alignment across the tops of the columns of text. 

Four score and seven years ago our fathers 
brought forth on this continent, a new nation, 
conceived in Liberty, and dedicated to the 
proposition that all men are created equal. 

Now we are engaged in a great civil war, 
testing whether that nation, or any nation so 
conceived and so dedicated, can long endure. 
We are met on a great battle-field of that war. 
We have come to dedicate a portion of that 
field, as a final resting place for those who here 
gave their lives that that nation might live. It 
is altogether fitting and proper that we should 
do this. 

But, in a larger sense, we can not dedicate—
we can not consecrate—we can not hallow—
this ground. The brave men, living and dead, 
who struggled here, have consecrated it, far 
above our poor power to add or detract. The 
world will little note, nor long remember what 
we say here, but it can never forget what they 
did here. It is for us the living, rather, to be 
dedicated here to the unfinished work which 
they who fought here have thus far so nobly 
advanced. It is rather for us to be here dedi-
cated to the great task remaining before us—
that from these honored dead we take 

Four score and seven years ago our fathers 
brought forth on this continent, a new nation, 
conceived in Liberty, and dedicated to the 
proposition that all men are created equal. 
Now we are engaged in a great civil war, test-

ing whether that nation, or any nation so 
conceived and so dedicated, can long endure. 
We are met on a great battle-field of that war. 
We have come to dedicate a portion of that 
field, as a final resting place for those who here 
gave their lives that that nation might live. It 
is altogether fitting and proper that we should 

do this. 
But, in a larger sense, we can not dedicate—

we can not consecrate—we can not hallow—
this ground. The brave men, living and dead, 
who struggled here, have consecrated it, far 
above our poor power to add or detract. The 
world will little note, nor long remember what 
we say here, but it can never forget what they 
did here. It is for us the living, rather, to be 
dedicated here to the unfinished work which 
they who fought here have thus far so nobly 
advanced. It is rather for us to be here dedi-

bad breaks

widows
and orphans

Project

Single page

Creative Director

Dean Markadakis

Designer

Jana Meier

Client

Fast Company

Using a format with wide column  

measure means that partial line 

gaps left by widows are even more 

noticeable, so extra attention must be 

paid to filling out lines with text. This 

type-dense page with a wide measure 

carefully avoids widows and orphans.
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68  Orphans and widows
of a column or page (known as an orphan). The reason an 

orphan is even worse than a widow is that it not only creates 

a gap in typographic color, but it also disrupts the horizontal 

alignment across the tops of the columns of text. 
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Project

Single page

Creative Director

Dean Markadakis

Designer

Jana Meier

Client

Fast Company

Using a format with wide column  

measure means that partial line 

gaps left by widows are even more 

noticeable, so extra attention must be 

paid to filling out lines with text. This 

type-dense page with a wide measure 

carefully avoids widows and orphans.

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

The typographic color of 

this page is unbroken by 

widows or orphans. Note 

the presence of many rules, 

both double and single, color 

bars, elements that break 

out of the grid, and tiny 

directional arrows.
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THE PARAGRAPH

69  “Rivers” of space
GAPS THAT MOSEY THROUGH A PARAGRAPH of 

justified type link visually to form “rivers” of unsightly space, 

thereby ruining the evenness of tone (typographic color) of 

the text. The most common cause of rivers is a narrow col-

umn width combined with longish words. When the type is 

justified, word spacing increases to create the aligned edges, 

and when there are not enough words in a line to accommo-

date this adjustment comfortably, large gaps will occur. This 

decreases legibility; it is also a typographic eyesore.

Project

Inside page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

Mixing a variety of column 

widths skillfully, the text 

blocks on this page all 

have fine typographic 

color with no unsightly 

gaps or rivers.

Four score and seven years 
ago our fathers brought 
forth on this continent, a 
new nation, conceived in 
Liberty, and dedicated to 
the proposition that all 
men are created equal. 

Now we are engaged in a 
great civil war, testing 
whether that nation, or any 

nation so conceived and so 
dedicated, can long endure. 
We are met on a great bat-
tlefield of that war. We 
have come to dedicate a 
portion of that field, as a 
final resting place for those 
who here gave their lives 
that that nation might live. 
It is altogether fitting and 

Four score and seven years ago 
our fathers brought forth on 
this continent, a new nation, 
conceived in Liberty, and dedi-
cated to the proposition that 
all men are created equal. 

Now we are engaged in a 
great civil war, testing whether 
that nation, or any nation so 
conceived and so dedicated, 

can long endure. We are met 
on a great battlefield of that 
war. We have come to dedicate 
a portion of that field, as a fi-
nal resting place for those who 
here gave their lives that that 
nation might live. It is alto-
gether fitting and proper that 
we should do this. 

That, in a larger sense, we 

Four score and seven years 
ago our fathers brought 
forth on this continent, a 
new nation, conceived in 
Liberty, and dedicated to 
the proposition that all 
men are created equal. 

Now we are engaged in a 
great civil war, testing 
whether that nation, or any 

nation so conceived and so 
dedicated, can long endure. 
We are met on a great bat-
tlefield of that war. We 
have come to dedicate a 
portion of that field, as a 
final resting place for those 
who here gave their lives 
that that nation might live. 
It is altogether fitting and 

Four score and seven years ago 
our fathers brought forth on 
this continent, a new nation, 
conceived in Liberty, and 
dedicated to the proposition 
that all men are created 
equal. 

Now we are engaged in a 
great civil war, testing whether 
that nation, or any nation so 

conceived and so dedicated, 
can long endure. We are met 
on a great battlefield of that 
war. We have come to dedicate 
a portion of that field, as a final 
resting place for those who 
here gave their lives that that 
nation might live. It is alto-
gether fitting and proper that 
we should do this. 
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line > word
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69  “Rivers” of space
justified, word spacing increases to create the aligned edges, 

and when there are not enough words in a line to accommo-

date this adjustment comfortably, large gaps will occur. This 

decreases legibility; it is also a typographic eyesore.

Project

Inside page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

Mixing a variety of column 

widths skillfully, the text 

blocks on this page all 

have fine typographic 

color with no unsightly 

gaps or rivers.
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Text

THE PARAGRAPH

70  Eschew decorative type
SIMPLE, CLEAN, BASIC TYPESTYLING can be beauti-

ful and effective; it is not necessary to embellish information 

in order for it to be appealing to the reader. Indeed, there 

is much to be said for leaving the bells and whistles to the 

display type, or to eliminate it altogether. Serious content 

is better served with a straightforward approach, and most 

informational text is best when treated simply. This creates 

good counterpoint: any accompanying images will be unen-

cumbered by “noisy” typography.

Project

Poster

Company

Pentagram

Designer

Michael Bierut

Client

Yale University School of 

Architecture

Spare lines, minimalist  

typography, and plenty of 

wide-open spaces advance  

the architectural theme. 

Project 

Visual identity

Company

Remake Design

Design Director, Designer 

Michael Dyer

Client 

Art in General

Clean sans serif headlines and  

text are quietly authoritative.

Project

Single page

Creative Director

Audrey Weiderstein

Art Director

Donald Partyka

Client

The Arthritis Foundation

A simple, justified text column, a subtle 

size shift leading into the body copy, 

and a modest headline treatment are 

appropriate for this serious medical 

information.
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THE PARAGRAPH

70  Eschew decorative type
is better served with a straightforward approach, and most 

informational text is best when treated simply. This creates 

good counterpoint: any accompanying images will be unen-

cumbered by “noisy” typography.

Project 

Visual identity

Company

Remake Design

Design Director, Designer 

Michael Dyer

Client 

Art in General

Clean sans serif headlines and  

text are quietly authoritative.

Project

Single page

Creative Director

Audrey Weiderstein

Art Director

Donald Partyka

Client

The Arthritis Foundation

A simple, justified text column, a subtle 

size shift leading into the body copy, 

and a modest headline treatment are 

appropriate for this serious medical 

information.
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THE PARAGRAPH

71  Celebrate decorative type
WHY NOT TAKE ADVANTAGE of all of the wild and 

wacky typefaces out there? Designers love to play, and deco-

rative typography can be just the ticket to create something 

that is unique and memorable. Even a few splashy flourishes 

can demonstrate typographic virtuosity—a little “solo” or 

aria in the midst of sobriety might be just the touch that 

separates a design from its competition. Or a designer can 

choose the exuberant approach: pile on the style elements 

for effect—no limits to the excess! 

Project

Halloween card

Designer, Illustrator

Marian Bantjes

Client

Marian Bantjes

Spot-varnished black-on-black 

typographic flourishes form 

a deep dark woods; in the 

“forest,” we find a justified 

and underlined block of tightly 

packed text, an atmospheric 

frame for a spooky narrative 

about Halloween.
Project

Doyald Young Has Perfect Curves @80

Designer, llustrator

Marian Bantjes

Client

Marian Bantjes

A paean to fellow flourish-meister Doyald 

Young, this celebratory composition uses 

fluorescent inks for the roller-coaster ride 

of a message.
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THE PARAGRAPH

71  Celebrate decorative type
aria in the midst of sobriety might be just the touch that 

separates a design from its competition. Or a designer can 

choose the exuberant approach: pile on the style elements 

for effect—no limits to the excess! 

Project

Doyald Young Has Perfect Curves @80

Designer, llustrator

Marian Bantjes

Client

Marian Bantjes

A paean to fellow flourish-meister Doyald 

Young, this celebratory composition uses 

fluorescent inks for the roller-coaster ride 

of a message.

Project

Cover

Company

SpotCo

Art Director

Gail Anderson

Designers

Gail Anderson, Darren Cox,  

and Bashan Aquart

Client

STEP Inside Design

A collaged panoply of display forms, the 

cover provides engaging foreplay for a 

special issue on type.
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THE PARAGRAPH

72  Text overlapping images
LEGIBILITY ISSUES come into play when type overlaps 

images: the image demands our attention. To make the type 

stand out, type size and style, contrast with the background, 

and stroke weight all contribute to the important separation 

between the background and the foreground. Laying a few 

words of display type over an image can be complex enough, 

but where some designers go wrong is laying a quantity of  

text type over an image—this is sure to make reading a  

difficult task.

Project

Covers

Creative Director, Designer

Steven Hoffman

Client

Sports Illustrated

These covers demonstrate 

some good techniques for 

making sure that type is leg-

ible when overlapping complex 

details and many levels of 

contrast. The type must have 

enough weight and be large 

enough to stand apart from 

the images, but that is not al-

ways sufficient. A combination 

of outlines and hard and soft 

drop shadows provide separa-

tion and “lift” the text visually 

forward from the images.
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THE PARAGRAPH

72  Text overlapping images
words of display type over an image can be complex enough, 

but where some designers go wrong is laying a quantity of  

text type over an image—this is sure to make reading a  

difficult task.
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THE PARAGRAPH

73  Text overlapping text
THE KEY TO SUCCESS when text overlaps text is dif-

ferentiation, whether by scale, background and foreground 

contrast structure, or size. Again, legibility is paramount, 

so the designer must make certain that the overlap doesn’t 

muddle the meaning. Separation can be accomplished using 

the same tools as just described for text overlapping images, 

but if all of the text is meant to be read, it is more difficult to 

maintain legibility than when part of an image may not be 

visible, however, its effect is still obvious.

Project

Poster

Company

Pentagram

Designer

Michael Bierut

Client

Yale University School of Architecture

This poster uses a slicing technique with 

spaces running through the oversize text; 

the great disparity in size (the large type is 

still legible) makes this work. The bold slab 

serif provides visual punch and structure.

Project

Feature spread

Art Director

Arem Duplessis

Designer

Nancy Harris Rouemy

Client

The New York Times Magazine

Transparent letters representing chro-

mosomes overlap and are bisected by 

the headline. This is a perfect marriage 

of meaning and type treatment for a 

story about hermaphrodites.
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THE PARAGRAPH

73  Text overlapping text
the same tools as just described for text overlapping images, 

but if all of the text is meant to be read, it is more difficult to 

maintain legibility than when part of an image may not be 

visible, however, its effect is still obvious.

Project

Poster

Company

Pentagram

Designer

Michael Bierut

Client

Yale University School of Architecture

This poster uses a slicing technique with 

spaces running through the oversize text; 

the great disparity in size (the large type is 

still legible) makes this work. The bold slab 

serif provides visual punch and structure.

Project

Poster

Designer

Joe Marianek

Client

The Public Theater

The densely patterned backdrop of  

typography provides a strong, yet 

lively ground for the titling text (a 

weight slab serif) to be fully legible  

in reversed-out type.
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THE PARAGRAPH

74  The text block effect
WORDS BEG TO BE CLUSTERED TOGETHER  

to form chunks. One of the many arrows in a designer’s 

quiver is the text block effect: look at the content and see 

how it can be packed inside a rectangle or square, aligned  

on all sides. Sometimes this can be accomplished by 

keeping the text all one size; other designs require massag-

ing point sizes and varying weights and widths to achieve a 

solid shape. These efforts work best when the text is a single 

typestyle or type family.

Project

Cover

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and  

Mary K. Baumann

Designer

Preeti Menon 

Photographer

Erik Vogelsang

Client

Kids Discover

Multicolored headlines stack 

up, interwoven with mini-

illustrations, and are a lively 

static counterpoint for the 

“hair-raising” cover image.

Project

Public Architecture

Creative Director, Designer

Jeremy Mende

Client

Public Architecture

Clean, balanced running  

text and contact information 

in all one size, style, and 

weight are headed up by the 

company name to form a 

tidy block, with contact info 

highlighted in red. 
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THE PARAGRAPH

74  The text block effect
keeping the text all one size; other designs require massag-

ing point sizes and varying weights and widths to achieve a 

solid shape. These efforts work best when the text is a single 

typestyle or type family.

Project

Public Architecture

Creative Director, Designer

Jeremy Mende

Client

Public Architecture

Clean, balanced running  

text and contact information 

in all one size, style, and 

weight are headed up by the 

company name to form a 

tidy block, with contact info 

highlighted in red. 

Project 

Social media announcement

Art Director

Vera Naughton

Designer

Vera Naughton

No worries here about type families 

conflicting—using only one typeface 

(Helvetica Condensed) in light, regular 

and bold weights assures visual  

unification on the project; color and size 

add variety and hierarchy. 
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THE PARAGRAPH

75  Theory of Relativity III
ALL TYPOGRAPHIC ELEMENTS within the paragraph 

have a relationship of each to every other, and all to the 

whole. The reader must see a clear hierarchy and elements 

must be legible. For a designer, balancing all of the typo-

graphic elements is one of the greatest challenges. Even 

slight adjustments in text characteristics (tracking, size, 

color, weight, slope, etc.) can clarify content.

Project

Single page

Creative Director, Designer

Steven Hoffman

Client

Sports Illustrated, The  

Baseball Book

A balanced, centered layout 

with elegantly fine-tuned 

typographic details, this 

single page packs information 

densely yet effortlessly. The 

small caps lead-in to the body 

copy is simple, yet it creates a 

clear entry point and does not 

compete with the restrained 

flourishes in the headline. 

Shifts in weight, case, and 

color clarify content and hier-

archy in the player identifica-

tion and the copy block below 

identifying the judges.

Project

Feature spread

Creative Director

Dean Markadakis

Designer

Jana Meier

Photographer

Howard Cao

Client

Fast Company

This spread contains a 

great deal of information, 

and its elements all support 

one another. For example, 

the serif weight on the 

initial cap matches the 

weight of the horizontal bar 

with dropout type, which 

introduces the sidebar. The 

black and yellow of the 

dotted rule is repeated in 

the dingbats illustrating the 

sidebar. The three-column, 

justified format has good 

weight and even color, and 

provides enough entry 

points to make certain the 

reader feels invited into 

the text. 
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THE PARAGRAPH

75  Theory of Relativity III
graphic elements is one of the greatest challenges. Even 

slight adjustments in text characteristics (tracking, size, 

color, weight, slope, etc.) can clarify content.

Project

Feature spread

Creative Director

Dean Markadakis

Designer

Jana Meier

Photographer

Howard Cao

Client

Fast Company

This spread contains a 

great deal of information, 

and its elements all support 

one another. For example, 

the serif weight on the 

initial cap matches the 

weight of the horizontal bar 

with dropout type, which 

introduces the sidebar. The 

black and yellow of the 

dotted rule is repeated in 

the dingbats illustrating the 

sidebar. The three-column, 

justified format has good 

weight and even color, and 

provides enough entry 

points to make certain the 

reader feels invited into 

the text. 

Four score and seven years ago our fathers brought forth on 

this continent, a new nation, conceived in Liberty, and 

dedicated to the proposition that all men are created equal. 

Now we are engaged in a great civil war, testing whether that 

nation, or any nation so conceived and so dedicated, can long 

endure. We are met on a great battlefield of that war. We have 

come to dedicate a portion of that field, as a final resting place 

for those who here gave their lives that that nation might live. 

It is altogether fitting and proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not 

consecrate—we can not hallow—this ground. The brave men, 

living and dead, who struggled here, have consecrated it, far 

above our poor power to add or detract. The world will little 

note, nor long remember what we say here, but it can never 

forget what they did here. It is for us the living, rather, to be 

spacing

letter
PROPORTIONAL TO

word
PROPORTIONAL TO

line spacing
(leading)
PROPORTIONAL TO

line length
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THE PAGE

76  Legibility, legibility, legibility
’NUFF SAID. Like real estate’s mantra (location, location, 

location), type exists to serve content, so its primary goal 

should be the ability to invite the reader to apprehend the 

content. Many factors can affect legibility, and the combi-

nation of factors also has an effect on legibility. Designers 

enamored with their own cleverness often underestimate  

the amount of time readers are willing to spend to get 

through the text. (Just because you design it does not  

mean they will come!) Once upon a time, blackletter (below) 

was considered legible. But it’s a turnoff for our modern eyes.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Illustrator

Tavis Coburn

Client

Condé Nast Portfolio

Complex stories need special 

clarity, not only in the legibility 

of the text type but also in 

every text element on the page. 

Providing mini-headlines, key-

ing caption information using 

numbers or other identifiers, 

and highlighting important con-

cepts all provide good service 

to the reader.

Four score and seven years ago our fathers brought forth on 

this continent, a new nation, conceived in Liberty, and dedicated 

to the proposition that all men are created equal. 

Now we are engaged in a great civil war, testing whether that 

nation, or any nation so conceived and so dedicated, can long 

endure. We are met on a great battlefield of that war. We have 

come to dedicate a portion of that field, as a final resting place 

for those who here gave their lives that that nation might live. It 

is altogether fitting and proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not 

consecrate—we can not hallow—this ground. The brave men, 

living and dead, who struggled here, have consecrated it, far 

above our poor power to add or detract. The world will little 

note, nor long remember what we say here, but it can never 

forget what they did here. It is for us the living, rather, to be 

Four score and seven years ago our fathers brought forth on 

this continent, a new nation, conceived in Liberty, and 

dedicated to the proposition that all men are created equal. 

Now we are engaged in a great civil war, testing whether 

that nation, or any nation so conceived and so dedicated, can 

long endure. We are met on a great battlefield of that war. We 

have come to dedicate a portion of that field, as a final resting 

place for those who here gave their lives that that nation might 

live. It is altogether fitting and proper that we should do this. 

But, in a larger sense, we can not dedicate—we can not 

consecrate—we can not hallow—this ground. The brave men, 

living and dead, who struggled here, have consecrated it, far 

above our poor power to add or detract. The world will little 

note, nor long remember what we say here, but it can never 
forget what they did here. It is for us the living, rather, to be 

Illegible
Illegible

Illil
Illil
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THE PAGE

76  Legibility, legibility, legibility
enamored with their own cleverness often underestimate  

the amount of time readers are willing to spend to get 

through the text. (Just because you design it does not  

mean they will come!) Once upon a time, blackletter (below) 

was considered legible. But it’s a turnoff for our modern eyes.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Illustrator

Tavis Coburn

Client

Condé Nast Portfolio

Complex stories need special 

clarity, not only in the legibility 

of the text type but also in 

every text element on the page. 

Providing mini-headlines, key-

ing caption information using 

numbers or other identifiers, 

and highlighting important con-

cepts all provide good service 

to the reader.

Project

Tablet app

Creative Direction

Joe Zeff Design

Client

A History of Ireland in  

100 Objects

A single justified column of  

a roman (book) weight of  

sans serif with generous 

margins provides a comfortable 

on-screen reading experience. 

Generous leading, margins, and 

sizes are even more important 

for legibility of screen-based 

media (light-emitting devices).
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THE PAGE

77  Legibility taking a back seat
THERE ARE REASONS WHY legibility might not be a designer’s primary concern. When type is treated  

as an image, it can communicate on a different level. Type can be manipulated or used in such a way that it is 

difficult or impossible to read and still play a pivotal role in the reader’s understanding of the text. 

Project 

Feature spread 

Creative Director, Designer 

Dirk Barnett 

Photographer 

Rennio Maifredi 

Client 

Blender

This artist’s appearance was 

clearly the inspiration for the 

opposite text treatment; a youth-

ful audience of music lovers will 

undoubtedly be more interested 

in appearances than content (as 

it takes a great deal of effort to 

decipher this text).

Project 

Lateral + Vertical

Design Director

Jeremy Mende

Designers

Amadeo DeSouza, Steven Knodel, and Jeremy Mende

Client

American Institute of Architects, California Council (AIACC)

This poster for a design conference does provide some basic 

information, but it must be searched out amid the woozy 

graphics; since the readers are likely an audience of design-

ers, they are probably willing to make the effort.
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THE PAGE

77  Legibility taking a back seat

Project 

Lateral + Vertical

Design Director

Jeremy Mende

Designers

Amadeo DeSouza, Steven Knodel, and Jeremy Mende

Client

American Institute of Architects, California Council (AIACC)

This poster for a design conference does provide some basic 

information, but it must be searched out amid the woozy 

graphics; since the readers are likely an audience of design-

ers, they are probably willing to make the effort.

Project

Poster

Company

Henderson Bromstead Art Co.

Client

Triad Health Project

The text is so embedded in the gridded imagery that we can 

scarcely make it out, but it is repeated at the bottom left. 

The poster is coveted as memorabilia from the event, but it 

“pushed the decorative envelope,” says the designer.
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THE PAGE

78  Limiting typefaces
WHEN WE CHOOSE DIFFERENT TYPEFACES  

to work side by side in the same document, every pairing has 

the possibility for conflict; do these typefaces, designed by 

different designers, from different historical classifications, 

with different characteristics, work together? Is there really 

a need for each of them, i.e., do they perform essential func-

tions? Is there enough difference between them to justify 

employing them? These are some of the questions that 

designers must ask themselves. Too many (unnecessary) 

choices can result in “type soup.”

Project

Dino-Rama

Art Director, Designer

Charlie Nix

Client

Barnes & Noble

This project uses just one condensed display typeface, 

always in the same weight and always all caps. The 

choice works well with the very lengthy dinosaur names, 

allowing the text to have a large x-height and presence 

on the page.
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78  Limiting typefaces
a need for each of them, i.e., do they perform essential func-

tions? Is there enough difference between them to justify 

employing them? These are some of the questions that 

designers must ask themselves. Too many (unnecessary) 

choices can result in “type soup.”

Project

T-shirt

Art Director

Aaron Belyea

Designer

Chris Piascik

Client

Big Honcho Media

One typeface does double duty  

when filled with a pattern.

Project 

Book cover

Art Director

Roberto De Vicq

Designer

Roberto De Vicq

Illustrator

Roberto De Vicq

Client

Memoria Visual

No worries here about type families 

conflicting —using only one typeface, 

PF Regal, assures visual unification on 

the project; color and size add variety 

for a lively and fun effect. An especially 

charming detail: the use of different 

colors within single letters.
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Project

Battle of Amsterdam 2008

Creative Director, Designer, Illustrator

Donald Beekman

Client

Amsterdam City Council

This lively graphic campaign uses just 

one family. Note the green-on-green 

background pattern of letterforms.

THE PAGE

79  One type family
SOME TYPE FAMILIES ARE BROAD and contain with-

in them a hearty bounty of options, useful for a wide variety 

of typographic needs. And the inherent benefit to sticking 

with one family is that the type designer has already created 

a harmonious grouping of proportion and shape. We do not 

need to guess whether these variations belong together; they 

are designed to be familial and therefore comfortable with 

one another. 

A text-weight slab serif is 

used for body copy; weightier 

versions in the family are 

employed for display.

Project

Book spread

Art Director,  

Designer

Francesca Messina

Client

Workman Publishing
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Project

Battle of Amsterdam 2008

Creative Director, Designer, Illustrator

Donald Beekman

Client

Amsterdam City Council

This lively graphic campaign uses just 

one family. Note the green-on-green 

background pattern of letterforms.

THE PAGE

79  One type family
a harmonious grouping of proportion and shape. We do not 

need to guess whether these variations belong together; they 

are designed to be familial and therefore comfortable with 

one another. 
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80  Six necessary typefaces
THE MORE TYPOGRAPHIC CHOICES WE HAVE  

as designers, the harder it is to practice restraint. But imag-

ine a time when typefaces were made of metal, and they were 

so laborious to produce and to use that the choices were very 

limited. It is reminiscent of the early days of broadcast tele-

vision, when a few networks had a monopoly on our viewing 

attention. Now, with digital and cable television technology 

available almost everywhere, with hundreds of choices, we 

often feel there is nothing of interest to watch. Similarly, a 

few typefaces may be all we really need in our repertoire. 

Some well-known and highly regarded designers have 

advanced the argument that perhaps as few as six typefaces 

might be enough for every possible design contingency. 

Those typefaces would certainly include widely used and 

highly recognizable classics such as Caslon, Garamond, 

Baskerville, Helvetica, Futura, and Gill Sans. Depending on 

the designers and their personal preferences, the six type-

faces might vary somewhat (but the notion of six “necessary” 

typefaces should be considered a viable one).

Project

The Dictionary of Love

Company

Hopkins/Baumann

Creative Directors

Will Hopkins and  

Mary K. Baumann

Client

Avon Books

Bodoni and Gill Sans——two of 

the typefaces on most short 

lists——are on this cover.

Project

Exhibition design

Design Director

Jill Ayers

Designers

Rachel Einsidler and Christine Giberson

Client

The One Club for Art & Copy
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80  Six necessary typefaces
Some well-known and highly regarded designers have 

advanced the argument that perhaps as few as six typefaces 

might be enough for every possible design contingency. 

Those typefaces would certainly include widely used and 

highly recognizable classics such as Caslon, Garamond, 

Baskerville, Helvetica, Futura, and Gill Sans. Depending on 

the designers and their personal preferences, the six type-

faces might vary somewhat (but the notion of six “necessary” 

typefaces should be considered a viable one).

Project

Exhibition design

Design Director

Jill Ayers

Designers

Rachel Einsidler and Christine Giberson

Client

The One Club for Art & Copy

The entire exhibition was done with Futura, 

one of the six useful typefaces that would 

make even a minimalist’s cut.
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THE PAGE

81  A need for every typeface
NO MATTER HOW BIZARRE or how extreme 

its forms, somehow, somewhere, there is a purpose 

for every typeface under the sun. The tricky part is 

knowing where and how to use a typeface for the very 

purpose that suits it. The vast universe of available 

typefaces can be daunting when searching for just 

the right style to advance the meaning of the text. 

Ideally, an appropriately designed typeface will do 

dual service as an image and to convey information. 

The best typographic designs advance the message on 

many levels. Some display faces are so specific that 

they almost demand a unique use, and to try to force 

them into doing and saying something that they were 

not meant to do is practically impossible.

Project

Paper Expo poster

Designers

Tiziana Haug and Steve Rura

Client

The Art Directors Club

The typeface, custom-

designed for this project, 

intended to capture the feeling 

of paper unfurling. Haug calls 

it, “a study of the interaction 

between light and paper, and 

the transformation of a 2-D 

to a 3-D object. The poster 

originated through a joined 

effort between Steve Rura and 

myself. We took turns drawing 

and redrawing letterforms 

until we achieved the right 

balance between the visual 

consistency of a typeface and 

the looser, less predictable 

qualities of curling paper.”

Project

Guide for Living 2008

Designer

Jianping He

Client

Publikum Calendar

The typeface for this  

calendar page emulates  

stenciled spray-painted 

graffiti-style forms; the  

numbers merge seamlessly 

with the asphalt signage  

embedded in the imagery.  

This is perhaps the only per-

fect use for these letterforms.
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81  A need for every typeface
Project

Guide for Living 2008

Designer

Jianping He

Client

Publikum Calendar

The typeface for this  

calendar page emulates  

stenciled spray-painted 

graffiti-style forms; the  

numbers merge seamlessly 

with the asphalt signage  

embedded in the imagery.  

This is perhaps the only per-

fect use for these letterforms.
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82  Text typefaces versus display typefaces
TEXT TYPEFACES HAVE BEEN DESIGNED with leg-

ibility and beauty as their twin goals. Most text typefaces have 

stood the test of time and usage as appropriate for lengthy 

passages of text under a variety of reading conditions and 

with the expectation of a broad reader demographic. Display 

typefaces, designed less urgently for legibility (although some 

are eminently legible), are more about style, so the level of 

legibility may be very minimal. But their raison d’être is a 

unique stylistic expression of content.

This body copy is both legible and beautiful, not only due 

to the letterform details, but also in the way the text has 

been set. The proportions of the column width, leading, 

and margin spaces all contribute to the harmony of its 

presence on the page.

Project

Cover

Creative Director

Scott Dadich

Design Director, Designer

Wyatt Mitchell

Illustrator

The MarkMakers

Client

Wired

Letterforms that have been chosen to 

emulate data are a fine display choice for 

the cover, but they are appropriate only 

for use at large sizes and with a limited 

amount of text.

Project

Birds of the World

Art Director

Charlie Nix

Designers

Charlie Nix, Whitney Grant,  

and May Jampathom

Client

University of California Press
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82  Text typefaces versus display typefaces
typefaces, designed less urgently for legibility (although some 

are eminently legible), are more about style, so the level of 

legibility may be very minimal. But their raison d’être is a 

unique stylistic expression of content.

This body copy is both legible and beautiful, not only due 

to the letterform details, but also in the way the text has 

been set. The proportions of the column width, leading, 

and margin spaces all contribute to the harmony of its 

presence on the page.

Project

Cover

Creative Director

Scott Dadich

Design Director, Designer

Wyatt Mitchell

Illustrator

The MarkMakers

Client

Wired

Letterforms that have been chosen to 

emulate data are a fine display choice for 

the cover, but they are appropriate only 

for use at large sizes and with a limited 

amount of text.

Project

Single page

Creative Director

Dean Markadakis

Designer

Jana Meier

Client

Fast Company

This excerpt from a story about a type 

foundry shows text type is used for the body 

copy, with a sidebar infographic about the 

creation of Neutra, a display typeface.
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THE PAGE

83  Organized entry points
READERS ARE BESET BY DISTRACTION, and unless 

they are highly motivated, they will take the path of least 

resistance (which might mean ignoring the text completely). 

Much has been written about the decline in attention spans 

and the competition for attention from all sides. So the 

successful typographic designer will offer up an appetizing 

smorgasbord of options for the reader, offering many places 

where the text may be entered and consumed in bits and 

pieces that can be easily digested. This layering and com-

partmentalization may also signal that there is something 

for everyone: more perceived value because there is a lot of 

content constrained in a confined space.

Project

The Culturati Caucus

Design Director

Chris Dixon

Art Directors

Randy Minor and  

Kate Elazegui

Designer

Robert Vargas

Client

New York

Spectacular in its complex-

ity, this four-page cultural 

survey section pulls off a tour 

de force of organized entry 

points by using a mixture of 

strong grids, the restraint of 

two colors, and the simplicity 

of two type families. Segments 

include an intro, seventeen 

infographics, and eight sets  

of survey quotations, plus  

all of the attendant credits 

and other “utility” text. Subtle 

changes in width, weight, and 

slope, as well as the use of 

small but essential chunks of 

white space, demonstrate a 

masterful handling of detail 

and an awareness of how  

readers enter and absorb  

the content.

Project

Single page

Creative Designer

Donald Partyka

Designer

Cathy Yun

Client

Americas Quarterly

Eighteen different sizes, styles, 

weights, and colors of type populate 

this deceptively simple single page. 

The overall effect is clean, compart-

mentalized, and organized, so readers 

may easily enter the text at many 

points and choose bite-size info bits.  

Infographic options include a map,  

a poll with percentages, sound-bite 

quotations, and a pie chart.
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83  Organized entry points
smorgasbord of options for the reader, offering many places 

where the text may be entered and consumed in bits and 

pieces that can be easily digested. This layering and com-

partmentalization may also signal that there is something 

for everyone: more perceived value because there is a lot of 

content constrained in a confined space.

Project

Single page

Creative Designer

Donald Partyka

Designer

Cathy Yun

Client

Americas Quarterly

Eighteen different sizes, styles, 

weights, and colors of type populate 

this deceptively simple single page. 

The overall effect is clean, compart-

mentalized, and organized, so readers 

may easily enter the text at many 

points and choose bite-size info bits.  

Infographic options include a map,  

a poll with percentages, sound-bite 

quotations, and a pie chart.

The delicate interplay of hierarchy has an important 

role: relationships of bold and light, roman and italic, 

small and large, and caps and lowercase should faith-

fully represent the relative importance of the content. 

Typographic hierarchy cues the reader to evaluate the 

content in relation to the whole. Variety in typographic 

presentation is the key to directing the reader to pierce 

the typographic veil. Even modest adjustments in size, 

weight, width, color, and slope can signal shifts in the 

content to provide entry points. Overall balance must be 

maintained simultaneously, making these pages among 

the most complex to design well. 
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THE PAGE

84  Systematizing hierarchy
WHEN A DOCUMENT HAS A REPETITIVE hierarchy, an important function of the design is to make that 

hierarchy clear to the reader. The trick is to make the system work in all possible iterations within the docu-

ment. The designer must assess all of the text and identify the worst-case scenarios (usually in terms of length) 

to make the hierarchy systematically cohesive. 

Project

Menu design

Company

Mucca Design

Creative Director

Matteo Bologna

Designer

Andrea Brown

Client

Morandi

A menu can be a tricky piece 

of design; many levels of 

hierarchy must be identified 

and fit into a fairly compact, 

yet highly legible form. In addi-

tion, the typical low lighting 

of a restaurant environment 

may present a challenge to 

the reader. 

Project (opposite) 

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

This formatted monthly magazine page uses a 

flexible grid to accommodate more than a dozen 

pieces of text. Every month the vocabulary 

changes, but the complex repetitive hierarchy is 

always apparent to the reader through shifts in 

weight, case, size, and style. Note this example 

of “the rule of three typefaces”; even using only 

two colors, there is a wide range of possible 

typographic effects.
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84  Systematizing hierarchy

This formatted monthly magazine page uses a 

flexible grid to accommodate more than a dozen 

pieces of text. Every month the vocabulary 

changes, but the complex repetitive hierarchy is 

always apparent to the reader through shifts in 

weight, case, size, and style. Note this example 

of “the rule of three typefaces”; even using only 

two colors, there is a wide range of possible 

typographic effects.
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85  Using justified type
ALIGNMENT OF THE LEFT AND RIGHT SIDES  

of the column, known as justified type, imparts a cool, 

clean, considered look to the text. It is a more formal and 

even a more authoritative look, so this convention is highly 

favored for books and newspapers but less so for magazines 

and other documents, which may use a mix of justified and 

unjustified type within their pages to indicate different types 

of content formats. If not well planned and tailored during 

editing, justified type has the potential to be “gappy” be-

tween words, as typesetting software adjusts the word spaces 

to achieve justification (see pages 118–119, Hyphenation 

and Justification.) If there are too few words in a column, 

there may not be sufficient opportunities for the software to 

apportion the spaces in a way that will retain an even typo-

graphic color throughout the passage of text.

Using only two colors and an uneven column grid, this 

layout uses justified type to create a clean edge around the 

infographic and as a way of balancing special blocks. Note the 

use of an off-center headline and subhead to create counter-

point, and the centered text above the infographic to set it 

apart from the body copy.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Client

Condé Nast Portfolio

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Illustrator

Bryan Christie 

Client

Condé Nast Portfolio
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85  Using justified type
editing, justified type has the potential to be “gappy” be-

tween words, as typesetting software adjusts the word spaces 

to achieve justification (see pages 118–119, Hyphenation 

and Justification.) If there are too few words in a column, 

there may not be sufficient opportunities for the software to 

apportion the spaces in a way that will retain an even typo-

graphic color throughout the passage of text.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Client

Condé Nast Portfolio

This second spread creates 

counterpoint to the formality of 

justified columns by intention-

ally misaligning them vertically 

and slicing through the columns 

and the gutter with a callout.
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86  Using flush-left, rag-right type
THE COMMON ALTERNATIVE to justified type is flush-

left type: since we read from left to right, it is important, es-

pecially for reading long passages of text, that the eye of the 

reader can return to an easy-to-locate place when beginning 

every line of text. The added advantage of this unjustified 

type alignment is that the word spaces are consistent, unlike 

those of justified type, thereby aiding legibility.

Project 

Single page

Creative Director 

Dirk Barnett 

Art Director, Designer 

Claudia de Almeida 

Client 

Blender

The more informal flush-left 

format works well for this 

letters page and with the 

demographic of the audience. 

Note the use of blue and black 

“bullet” shapes echoing the 

letter shapes of the headline 

display type; they work as 

content bearers and as naviga-

tional symbols.

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

Another example of the 

recurring monthly page shown 

earlier, the flush-left format is 

more restrained within all of 

the typographic “furniture” 

(rules, bars, sidebar tints), so 

the irregular edges formed by 

the rags appear contained.
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86  Using flush-left, rag-right type
every line of text. The added advantage of this unjustified 

type alignment is that the word spaces are consistent, unlike 

those of justified type, thereby aiding legibility.

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Design Assistant

Soni Khatri

Client

Esquire

Another example of the 

recurring monthly page shown 

earlier, the flush-left format is 

more restrained within all of 

the typographic “furniture” 

(rules, bars, sidebar tints), so 

the irregular edges formed by 

the rags appear contained.
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87   Using centered, asymmetrical,  
and flush-right type

THESE LESS-COMMON FORMS of alignment are fine 

when used with limited quantities of text. The flush-right 

setting may be a good choice for a caption that sits to the left 

of a photo, so there can be a neat column of space between 

image and text, for example. Centered text works well with 

announcements, as long as there are not too many line turns 

for the reader to navigate, and as long as the line breaks 

occur logically. With centered or asymmetrical text, the de-

signer should turn the lines for sense and appearance, with 

an awareness of the shape of the ragged text. Try to avoid 

line breaks that create a shape (unless that is the designer’s 

intention—for example, type that fills a polygon).

The shape of the fruit in the illustra-

tion is reprised in the shape of the 

type. Note the headline’s stylistic 

reference to early fruit box labels.

Project

Single page

Creative Director, Designer

Steven Hoffman

Client

Sports Illustrated, The Baseball Book

This complex mix of lists is well crafted 

using a combination of centered, flush-

left, flush-right, and justified type. Note 

its subtle use of rules and typographic 

hierarchy (weight, slope, case, size) to 

clarify the text.

Project

Holiday card

Company

We Made This

Design Director, Designer

Alistair Hall

Client

Royal Borough of Kensington and 

Chelsea Transport, Environment and 

Leisure Services

This asymmetrical arrangement works 

in two ways: first, when the fold is 

closed, the title reads The Snow and  

the Frost; second, the line breaks  

amplify the cadence of the poetry.

Project

Feature spread

Design Director

Carla Frank

Designer

Kristin Fitzpatrick

Photographer

Hugh Hales-Took

Illustrator

Neil Gower

Client

O, The Oprah Magazine
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87   Using centered, asymmetrical,  
and flush-right type

for the reader to navigate, and as long as the line breaks 

occur logically. With centered or asymmetrical text, the de-

signer should turn the lines for sense and appearance, with 

an awareness of the shape of the ragged text. Try to avoid 

line breaks that create a shape (unless that is the designer’s 

intention—for example, type that fills a polygon).

Project

Single page

Creative Director, Designer

Steven Hoffman

Client

Sports Illustrated, The Baseball Book

This complex mix of lists is well crafted 

using a combination of centered, flush-

left, flush-right, and justified type. Note 

its subtle use of rules and typographic 

hierarchy (weight, slope, case, size) to 

clarify the text.

Project

Holiday card

Company

We Made This

Design Director, Designer

Alistair Hall

Client

Royal Borough of Kensington and 

Chelsea Transport, Environment and 

Leisure Services

This asymmetrical arrangement works 

in two ways: first, when the fold is 

closed, the title reads The Snow and  

the Frost; second, the line breaks  

amplify the cadence of the poetry.
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THE PAGE

88  The multicolumn text grid
GRID SYSTEMS FORMATTED TO CONTAIN TEXT 

and images can take many forms and be multifunctional. 

They should be flexible enough to accommodate all possible 

situations in the case of a complex document or project. 

Grids are invaluable in organizing text and other visual 

elements and in creating a comfortable environment for the 

reader. Depending on the size of the vessel (page or screen) 

and the size, leading, and weight of the text, multicolumn 

grids may contain as many as twelve columns (as in the 

well-known grid used by Willi Fleckhaus for the German 

magazine Twen) or as few as two columns. The width of the 

column may vary, but principles of legibility (optimum line 

length and character count) should be observed.

Project

Feature spread

Creative Director

Donald Partyka

Client

Americas Quarterly

The end of one story in a 

three-column format and the 

introduction of a second story 

on the same spread are neatly 

separated by the use of a new 

column grid for the second 

story (as well as a tint box, 

with the clear beginning indi-

cated with a large initial cap, 

large weighty title, and red cap 

leading into the body copy).
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88  The multicolumn text grid
and the size, leading, and weight of the text, multicolumn 

grids may contain as many as twelve columns (as in the 

well-known grid used by Willi Fleckhaus for the German 

magazine Twen) or as few as two columns. The width of the 

column may vary, but principles of legibility (optimum line 

length and character count) should be observed.

Project

Spread

Studio 

Jeff Griffeth Creative

Creative Director

Jeff Griffeth

Photographer

Vath Sok

Client

Hallowed Ground 

American Battlefield Trust

The two sidebars depart from 

the standard three-column 

page grid to accommodate  

related but distinct content. 

Note that the second column 

of the tinted sidebar aligns 

with the column above to  

preserve visual organization.
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THE PAGE

89  The uneven text grid
AN INTERESTING TREND that goes against conven-

tional practice is the use of uneven-width columns on the 

same page or within the same story. This is a step beyond 

the opening paragraph treatment, and it can be seen in a 

number of mainstream high-circulation magazines that are 

breaking out of the usual formats with some hits of “subver-

sive” typography.

Project

Single page

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Designer

Christy Sheppard

Illustrator

Kerry Roper

Client

Wired

Adding a bit of extra interest 

to the page, this short piece 

of text exists in two distinct 

column widths. Note the 

extra-wide white space to the 

right of the narrower column 

and the super narrow column 

under the broken, overlapped, 

and stacked headline “Jargon 

Watch” at right (that headline 

is as much a piece of art as a 

headline; it adds a wonderful 

color blast topping off the 

column, which has no other 

room for art).

Project 

Feature spread

Creative Director 

Scott Dadich

Design Director 

Wyatt Mitchell

Designer 

Margaret Swart

Photo Editor

Zana Woods

Photo Assistant

Sarah Filippi

Photography 

Jeff Mermelstein

Client 

Wired

This one-pager creates some 

extra visual interest by using a 

text block (in a larger point size 

but with a tighter leading to 

match the leading of the rest of 

the story) that is wider and wraps 

around the remainder of the text, 

plus an outsized initial cap float-

ing in white space, aligned with 

the top of the text block.
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THE PAGE

89  The uneven text grid
number of mainstream high-circulation magazines that are 

breaking out of the usual formats with some hits of “subver-

sive” typography.

Project 

Feature spread

Creative Director 

Scott Dadich

Design Director 

Wyatt Mitchell

Designer 

Margaret Swart

Photo Editor

Zana Woods

Photo Assistant

Sarah Filippi

Photography 

Jeff Mermelstein

Client 

Wired

This one-pager creates some 

extra visual interest by using a 

text block (in a larger point size 

but with a tighter leading to 

match the leading of the rest of 

the story) that is wider and wraps 

around the remainder of the text, 

plus an outsized initial cap float-

ing in white space, aligned with 

the top of the text block.
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“Our work is a typo–
graphic and colorful 
radicality—in the 
service of expressive  
and paradoxically 
figurative compositions.”

—Mathieu ChÉvara
Atelier Marge

Design 
and type 
working 
together
Old-style meets the 
nouvelle vague with 
work from Atlier 
Marge and Long-Type

By Lucas Czarnecki

ATELIER MARGE took 
inspiration directly from 
Théâtre de la Bastille’s 

Director, Jean-Marie Hordé, when 
designing the theater’s 2017–2018 
season promotion: “The theater 
is a democratic experience in this 

first, I believe, if it aspires to a 
common recognition, it does not 
yield on the real fragmentation of 
looks.”

The quote is translated from 
an impassioned editorial written 
by Hordé in April, which gave Ate-
lier Marge all they needed to craft 
the strikingly original collateral 
for the trend-setting Parisian the-
ater. Their designs employ the 
idea of fragmentation, cutting 
together shards of red, black, and 
white to create attractive and sur-
prising mosaics for posters, ban-
ners, programs, and more.

The theater, which has been a 
cinema and vaudeville theater at 
times through its history, began 
operating as Théâtre de la Bas-
tille in 1982 and came under the 
leadership of Hordé in 1989. In the 
near-30 years since, the Hordé has 
set the two-room theater apart 
as an international leader in both 
dance and theatre. The gravity of 
working for such a landmark was 
not lost on stafff at Atelier Marge, 
which makes no claim that their 
designs have had an impact on the 
theater’s position.

TO BUILD the typographic 
palette, Atelier Marge col-
laborated with its close 

partner LongType, ºwhich devel-
ops fonts exclusively for “real-
life graphic design projects.” The 
resulting designs juxtapose two 
styles: early Modernist typogra-
phy and Dadaist collages.

Typographic, textural col-
lages, reminiscent of Kurt Schwit-
ters in form but not color, draw 
the pedestrian’s eye and echo 
another line from Hordé’s edito-
rial: “Faces are lost, words and 
images blur.” These loud and 
often dense graphics appear to 
move and fall in place—exactly the 
kind of effect needed on crowded 
walls in Paris.

The color scheme, frequent 
horizontal rules, bold sans-serif 
type, flush left treatment, and use 
of all-caps harken back to 1920’s 
modernist typography à la Jan 
Tschichold. Considering the simi-
lar style and subject matter, Tsch-
ichold’s “Musik der Zeit, Wort der 
Zeit, Tanz der Zeit” poster could 
have been an inspiration for Ate-
lier Marge. 

According to Jean François 
Porchez,  founder of  Typofonderie 
in Paris, Atelier Marge “are sto-
ry-telling graphic designers who 
believe that the expressiveness of 
typography is a determining fac-
tor in their work. Designing their 
own typefaces is a natural exten-

S H A K I N G  T H E  WA L L S

They create a demanding visual language which prolongs, emphasizes and questions.

18 fall 2017
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THE PAGE

90  Typographic “furniture”
THE TERM FURNITURE IN TYPOGRAPHY refers to 

all of those bits and pieces that support and separate the text 

elements: rules, boxes, dotted and dashed lines, ornaments, 

and the like. These may represent signature elements for a 

recurring publication or project, or they may help form an 

important structure for the content. They can be decorative 

or functional, or both. Column rules and scotch rules in par-

ticular seem to go in and out of fashion—they are generally 

considered more traditional; however, they may also be used 

in an untraditional way.

Project

Editorial page

Art Director

Roger Black

Designer

Roger Black

Image

Atelier Marge

Client

Type magazine

Thick horizontal bars and 

strong column rules position 

the text in space and create 

a muscular structure for the 

story. At bottom right, “scotch 

rules” frame the pullquote.

Interestingly, the page  

design pictured within the 

page also exhibits the use 

of thick horizontal rules as 

typographic furniture.
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THE PAGE

90  Typographic “furniture”
important structure for the content. They can be decorative 

or functional, or both. Column rules and scotch rules in par-

ticular seem to go in and out of fashion—they are generally 

considered more traditional; however, they may also be used 

in an untraditional way.

Typographic furniture is used here to 

create the illusion of tradition, as in the 

style of an old dictionary. The discreet use 

of ornament, the modern caps, traditional 

typefaces, the en dashes on either side 

of the letters of the alphabet, the column 

rules, and the boxes framing the pages all 

contribute to the effect.

Project

Editorial spread

Creative Director

Donald Partyka

Designer

Kathy Yun

Client

Americas Quarterly magazine
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THE PAGE

91  Decks, callouts, and pull quotes
THESE FUNCTION AS ENTRY POINTS to the text for 

the reader who is still undecided about whether to commit to 

a complete article or passage of text. They can be playful or 

dramatic: this is a chance for the designer to take some liber-

ties and create some typographic focal points that leap out of 

the background textual tonality of the content. Callouts and 

pull quotes may be lifted out of their context within  

the text and repositioned to maximize the page design,  

or they may be left in place and highlighted; either way,  

the quotes should be carefully chosen to represent the  

best of the body copy.

Stacked repetitive large words are certainly a way to draw the 

reader in; on the opposite page, the pull quote is made more 

interesting by shifts in typographic case, slope, and color (as 

well as the use of an illustration). Note the use of text over-

lapping an initial cap to indicate a break in the story.

Project

Feature spread 

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Matt Hoyle 

Client

Condé Nast Portfolio

The treatment of the deck of this opener 

is quiet and surreptitious, as befits the 

imagery and the headline treatment.

Project

Feature spread

Creative Director

Robert Priest 

Designer

Jana Meier 

Illustrator

Kagan McLeod 

Client

Condé Nast Portfolio
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THE PAGE

91  Decks, callouts, and pull quotes
pull quotes may be lifted out of their context within  

the text and repositioned to maximize the page design,  

or they may be left in place and highlighted; either way,  

the quotes should be carefully chosen to represent the  

best of the body copy.

Project

Feature spread 

Creative Director

Robert Priest 

Designer

Jana Meier 

Photographer

Matt Hoyle 

Client

Condé Nast Portfolio

The treatment of the deck of this opener 

is quiet and surreptitious, as befits the 

imagery and the headline treatment.
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THE PAGE

92  The “birth and death” of the text
JUST AS WE ARE BORN AND WE DIE, so the text 

begins and ends. Mark these seminal events well; regard the 

text as a discrete entity and plan its unfolding as you would a 

lifetime. The birth and death of the text should be related to 

one another visually. Some of us lead boisterous, flamboyant 

lives; others, lives of quiet simplicity. As always, evaluate the 

nature of the content and make your typographic decisions 

accordingly.

Project

Feature spread

Creative Director

Donald Partyka

Illustrator

Chris Lyons

Client

Americas Quarterly

This related family of stories has repeating 

elements that link them together as a 

package. The type treatment is fitting for 

the serious content, which aims at influ-

encing political policy makers.

Project 

Cutthroat: Native Trout of the 

West

Art Director

Charlie Nix

Designers

Charlie Nix and Gary Robbins

Client

University of California Press

The elegant text treatment 

elevates the content of this 

book and is consistent from 

beginning to end.
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THE PAGE

92  The “birth and death” of the text
one another visually. Some of us lead boisterous, flamboyant 

lives; others, lives of quiet simplicity. As always, evaluate the 

nature of the content and make your typographic decisions 

accordingly.

Project

Feature spread

Creative Director

Donald Partyka

Illustrator

Chris Lyons

Client

Americas Quarterly

This related family of stories has repeating 

elements that link them together as a 

package. The type treatment is fitting for 

the serious content, which aims at influ-

encing political policy makers.
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THE PAGE

93  Chaos versus order
OPPOSITES ATTRACT AND CAN COEXIST. Some-

times we crave structure; other times, we want nothing 

more than to break free from that very structure. As long as 

the designer’s intention is clear, either approach may work 

well—or, in some cases, both can work together, playing off 

one another. Type, whether it’s individual letters or passages 

of text, has the plasticity to accommodate chaos as well as 

the inherent structure that allows it to be well organized. 

Project

Influence chart

Designer, Illustrator

Marian Bantjes

Client

Marian Bantjes

An infographic of methods, 

mentors, places, and graphic 

movements that influenced 

the artist is a masterful blend 

of organic organization. Its 

items are contained within a 

free-flowing and rococo frame-

work that is orderly, yet wild.

Project

Feature spread

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

Here we can see order on one side, disor-

der on the other, achieved solely through 

the creative use of type as illustration as 

well as information.
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THE PAGE

93  Chaos versus order
well—or, in some cases, both can work together, playing off 

one another. Type, whether it’s individual letters or passages 

of text, has the plasticity to accommodate chaos as well as 

the inherent structure that allows it to be well organized. 

Project

Feature spread

Art Director

Arem Duplessis

Art Director, Designer

Gail Bichler

Client

The New York Times Magazine

Here we can see order on one side, disor-

der on the other, achieved solely through 

the creative use of type as illustration as 

well as information.
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THE PAGE

94   Commentary, marginalia,  
 and alternate languages

AS EARLY AS THE HEBREW TALMUD, commentary 

on the main text—indeed, layers of commentary not unlike 

the text threads that are everywhere online—needed to be 

accommodated on the page. The Talmud, a marvel of typo-

graphic structure and hierarchy, employed many ingenious 

techniques for incorporating commentary, which ran around 

the central text. More common is the practice of allowing an 

extra-wide margin outside of the primary text area (hence 

the term marginalia). In order to set the text apart even 

further and to respond to the narrower measure, marginalia 

is usually set in a smaller point size with correspondingly 

proportional leading; sometimes its color or slope are also 

different from the main text.

Project

Blow-Up: Photography, Cinema  

and the Brain

Company

Pure+Applied

Client

Distributed Art Publishers (D.A.P)

Offsets in body copy relieve the density of 

the text of this scholarly work and provide 

a framework for the narrow text blocks 

used for footnotes (typically relegated to 

the bottom of the page).

Project

Birds of the World

Art Director

Charlie Nix

Designers

Charlie Nix, Whitney Grant,  

and May Jampathom

Client

University of California Press

An elegant treatment of 

marginalia is used here to 

provide some info-bits about 

the species.

Project

Karsonwilker’s 12 Days in Serbia

Creative Director

George Mill, aka Stanislav Sharp

Client

Publikum Calendar Project

This unusual exposition of a dual-language 

text uses alternating lines of language 

in opposing colors. The reader slides an 

acetate insert to cover one of the two 

languages, so that only alternating lines 

are visible at any one time.
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THE PAGE

94   Commentary, marginalia,  
 and alternate languages

extra-wide margin outside of the primary text area (hence 

the term marginalia). In order to set the text apart even 

further and to respond to the narrower measure, marginalia 

is usually set in a smaller point size with correspondingly 

proportional leading; sometimes its color or slope are also 

different from the main text.

Project

Blow-Up: Photography, Cinema  

and the Brain

Company

Pure+Applied

Client

Distributed Art Publishers (D.A.P)

Offsets in body copy relieve the density of 

the text of this scholarly work and provide 

a framework for the narrow text blocks 

used for footnotes (typically relegated to 

the bottom of the page).

Project

Karsonwilker’s 12 Days in Serbia

Creative Director

George Mill, aka Stanislav Sharp

Client

Publikum Calendar Project

This unusual exposition of a dual-language 

text uses alternating lines of language 

in opposing colors. The reader slides an 

acetate insert to cover one of the two 

languages, so that only alternating lines 

are visible at any one time.
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THE PAGE

95  Tables and charts
INFOGRAPHICS (also known as data visualizations or  

information architecture) should be typographically related 

to the body copy with which they coexist. There are a 

number of excellent texts and online courses specializing 

in designing tabular material. This type of design work is 

a specialty all its own. However well-designed tables and 

charts—and all infographics—may be, the typography must 

be carefully crafted with an eye toward proportional rela-

tionships and a stylistic compatibility with the surrounding 

text. Clarity and legibility are paramount when conveying 

this detailed information.

This complex infographic combines a number 

of tables and charts in a very straightforward 

and legible manner, using simple typestyles 

and plenty of space to lay out the charts, 

tables, and diagrams. 

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Client

Esquire

To analyze the characteristics of the  

subjects of a story, this infographic,  

set at a vertiginous tilt, slices and  

dices using a composite of profiles.  

It is stylistically in keeping with the  

entire issue’s package of profiles.

Project

Feature spread

Creative Director

Dean Markadakis

Designer

Jana Meier

Photographer

Jonathan Worth

Client

Fast Company

Lists of statistics (which can otherwise be 

visually boring) have been enlivened here 

by the use of simple graphics, changing 

the scale, color, orientation, and expres-

sion of numbers and text.

Project

Feature spread

Creative Director

Donald Partyka

Illustrator

Jared Schneidman

Client

Americas Quarterly
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95  Tables and charts
charts—and all infographics—may be, the typography must 

be carefully crafted with an eye toward proportional rela-

tionships and a stylistic compatibility with the surrounding 

text. Clarity and legibility are paramount when conveying 

this detailed information.

Project

Single page

Design Director

David Curcurito

Art Director

Darhil Crook

Associate Art Director

Erin Jang

Client

Esquire

To analyze the characteristics of the  

subjects of a story, this infographic,  

set at a vertiginous tilt, slices and  

dices using a composite of profiles.  

It is stylistically in keeping with the  

entire issue’s package of profiles.

Project

Feature spread

Creative Director

Dean Markadakis

Designer

Jana Meier

Photographer

Jonathan Worth

Client

Fast Company

Lists of statistics (which can otherwise be 

visually boring) have been enlivened here 

by the use of simple graphics, changing 

the scale, color, orientation, and expres-

sion of numbers and text.
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Project

iPad app

Studio

Brobel Design 

Client

Kids Discover
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THE PAGE

96  Navigational devices
PAGE NUMBERS, FOLIOS, and other navigational  

devices are mission critical for designers; time-challenged 

readers have little patience for finding their own way. 

Though small and shunted off to remote areas like page 

bottoms and corners, these bits of text provide the important 

service of navigation. Whether located in a prominent spot 

or a lowly one, readers depend on their guidance.

Other navigational devices include any directional signals 

that assist the reader: arrows, dotted lines, section heads, 

and any and all typographic or related glyphic elements that 

serve this purpose. Designers of mobile and tablet apps must 

integrate UI/UX design elements including taps, swipes, 

pinches, and other ever-evolving gestural navigation  

markers, indicating them on-screen.

Viewers have many options to navigate this screen; they 

may slide horizontally to change the timeframe of the 

image, they may slide up from the bottom for a caption, 

and an arrow at the bottom right directs them to the 

following screen. 

Project 

Tablet app 

Studio 

Joe Zeff Design 

Client 

Joe Zeff Design

Project

iPad app

Studio

Brobel Design 

Client

Kids Discover 

magazine
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THE PAGE

96  Navigational devices
Other navigational devices include any directional signals 

that assist the reader: arrows, dotted lines, section heads, 

and any and all typographic or related glyphic elements that 

serve this purpose. Designers of mobile and tablet apps must 

integrate UI/UX design elements including taps, swipes, 

pinches, and other ever-evolving gestural navigation  

markers, indicating them on-screen.

Project

Single page

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Designer

Margaret Swart

Illustrator

L-Dopa

Client

Wired

The illustration incorporates 

screens keyed to the list at 

right; numbered indicators 

help readers navigate to the 

screen matching the text.

Project 

Tablet app 

Studio 

Joe Zeff Design 

Client 

Joe Zeff Design

Each image links to a 

descriptor of the  

object, as we are 

directed by the info 

line at the top of the 

screen. We can also 

“swipe down for more.” 

An additional naviga-

tion button  (top right) 

will tell where each 

object is located.
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Finding Your Tribe

 XZA HIGGINS was drowning. In 
five short years, her production 
company, Parent & Co., had 
grown from conducting a series 
of intimate, local gatherings to 
presenting more than 20 annual 
events across North America, 
connecting tens of thousands of 
parents with brands. Parent & 
Co. was clocking midseven-
figure revenue and double-digit 
growth—yet Higgins still had all 
16 employees reporting directly 
to her. “My day would be non-
stop questions from direct  
reports, and I needed to figure 
out how to keep the company 
culture positive while getting 
shit done,” she says. So, last May, 
Higgins did what many founders 
quietly do: She took the problem 
to her mastermind group.

Mastermind groups date back 
to Napoleon Hill’s 1937 book, 
Think and Grow Rich, but in  
recent years the concept has 
resurfaced. The construct is 
simple: Two or more entrepre-
neurs agree to meet roughly once 
a month to confidentially work-
shop one another’s business 
challenges and share notes on a 
variety of company issues. Rather 
than a polished networking 
group in which CEOs put on the 
brave face of perfection, it’s a  
safe space for them to bare  
their vulnerabilities and short-
comings, where they can peek 
over another founder’s shoulder 
for guidance on topics mundane 

(incentive structures) to madden-
ing (beating out a copycat com-
petitor). 

Higgins’s group—eight  
Chicago-based female founders—
had been meeting monthly for 
about three years, and knew 
enough about Parent & Co. to 
help solve her problem. By  
September, Higgins had a new 
org structure in place, with zero 
turnover and no dip in morale. 
And when she needed to take a 
six-week medical leave late last 
fall, “having only three direct 
reports allowed me to do that—
and the company still thrived,” 
she says. 

A half- or full-day commit-
ment once a month is a consider-
able investment, but founders are 
finding the mastermind returns 
to be more than worth it. 

TIP SHEET

How to Find 
(or Design) a 
Mastermind
Ready to give peer  
mentoring a go? 
Focus on the Facilitator 
As the mastermind group’s 
gatekeeper and de facto leader, 
the often-paid facilitator acts 
as a sort of business therapist. 
Look for business coaches or 
larger organizations in your 
area, and ask whether they 
facilitate groups. “While the 
facilitator doesn’t have to have 
run a business, I think you get 
more out of it when he or she 
has accomplished what you 
want to accomplish,” says Rose. 

Rely on Word of Mouth
Peer mentoring can feel as 
personal as marriage coun-
seling, and your odds of finding 
a good group fit are infinitely 
better if you rely on personal 
recommendations rather  
than on a search engine,  
says Blansett-Cummins.  
Higgins’s route to her group? 
Someone suggested she meet 
with another punk rock–loving 
entrepreneur, and when the duo 
hit it off, that entrepreneur 
plugged Higgins into her group.

Act Like an Entrepreneur  
If you can’t find what you  
need, build it yourself. “It’s like 
launching a company—you 
want to talk through mission, 
vision, and values as a group,” 
says Blansett-Cummins. Can 
people step out for pressing 
calls? What happens if some-
one can’t make a meeting at 
the last minute? Establishing 
those dynamics together 
makes everyone more invested.

Mastermind 
groups are  
quietly gaining 
steam. Can peer 
mentoring solve 
your problems? 
By Kate Rockwood

1 
AVOID YOUR INDUSTRY
To jump-start growth at her 
Ashburn, Virginia–based kids 
athletic company More Than 
Cheer, Brittany Rose joined 
groups, “but there were two 
competitors in the same 
group within 10 miles of me.” 
Rose found herself holding 
back some of her best tips 
and biggest questions. Then 
she sought out a mastermind 
group with no industry over-
lap. “Instead of staying in the 
kids athletic mindset, you’re 
looking at problems just from 
a business mindset,” she says. 
When a martial arts studio 
owner talked about his suc-
cessful afterschool program, 
Rose launched a similar idea 
at her retail locations. “Three 
years later, our afterschool 
program is a substantial 
portion of our income—and 
growing,” she says. Company 
revenue has doubled each of 
the six years she’s been part 
of a mastermind group.

3
PROTECT IT UNDER LOCK 
AND KEY
If you want people to truly 
buy in, have all members 
sign a mutual nondisclosure 
agreement and make, at 
minimum, a six-month 
commitment, says Candice 
Blansett-Cummins, founder 
and chief experience officer 
of Wishcraft Workshop and 
C’mon, Let’s Rally. Holmes, 
who joined a master mind 
group in late 2015, says, “To 
really understand someone’s 
business—to be able to give 
good guidance and make 
real recommendations—
could take six months, 
depending on the industry, 
the frequency of meetings, 
and the dedication of the 
founders.” If there’s an open-
door policy, people might 
disappear after a few meet-
ings, which can tank the 
momentum of the group. 

2
SEEK A SIMILAR  
METABOLISM
Joining a group that doesn’t 
share your goals will be frus-
trating. “We signed up for  
a group that was all solo-
preneurs, and it was a terrible 
fit because they weren’t 
facing the issues we were,” 
says co-founder Dustin 
Brackett of Hive Digital Strat-
egy, in Denver. He’s grown 
revenue by more than 50 
percent the past four years—
so he joined a new group 
focused on growth. Collin 
Holmes, founder and CEO of 
San Diego–based Chat meter, 
felt a similar frustration in a 
group of founders who were 
still in launch mode. While 
he addressed scaling  
strategy, most members 
were mired in basic opera-
tions. “The challenges we 
faced were so different, we 
weren’t talking the same 
language,” Holmes says.

4
LET OTHERS DIG DEEP
Sometimes, you’ll walk in 
wondering how to handle a 
bad hire—only to learn it’s 
how the person’s being 
managed that has to 
change. That’s because 
“members don’t just  
brainstorm—they ask ques-
tions to get to the bottom  
of what the real issue is,” 
says Leslie Grossman, who 
joined her first mastermind 
group 25 years ago, as 
founder of an integrated 
marketing firm, and now 
facilitates groups in New York 
City. “As a leader of a busi-
ness, even your C-suite will 
tell you the things you think 
you want to hear after a 
while—that’s natural. But a 
mastermind group asks the 
tough questions to make  
the right decisions.”

5 
KEEP THE  
CONVERSATION  
FLOWING
Monthly meetings aren’t  
the be-all and end-all, 
says Blansett-Cummins, 
who has facili tated multi-
ple mastermind groups. 
Most have some way for 
members to stay in touch  
between get-togethers, 
such as a private Facebook 
group or email chain to 
ask quick questions, seek 
referrals, share relevant 
news, or address deeper 
problems. In Grossman’s 
groups, one-on-one 
phone calls between 
official gatherings are 
encouraged, “because the 
more you get to know each 
other, the more you can 
help each other.”

Jessica Roubitchek  
CEO of Purple Monkey 

Playroom
p

Alisa DeMarco
President of Tekhni

n

Xza Higgins
CEO of Parent & Co.

p

Candice  
Blansett-Cummins
CEO of Wishcraft 

Workshop and C’mon, 
Let’s Rally

n

Misse Daniel
CEO of Honey Bee 

Weddings
p

Jessica Solares
President of  

Bucktown Music
p

Tiana Kubik
Co-founder of TK 

Photography
p

KEEPING IT CONFESSIONAL
For the past three years, this Chicago-based  

mastermind group has been meeting monthly to 
tackle everything from org charts to growth strategies.  
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THE PAGE

97  Margins and gutters
THE SPACES WITHIN AND BETWEEN areas of text 

are places where the eye can rest; they also help define the 

tenor of the content. Books have a more leisurely pace and 

the margins and gutters reflect that pacing; magazines and 

newspapers are “busier” and more urgent in their appear-

ance, so the space around the text is lessened. 

Gutters and the space they require depend on the width of 

the project and the binding (as well as the weight and flex-

ibility of the stock). A saddle-stitched project will fall open 

to the page more easily and therefore need less space across 

the gutter; a perfect-bound project, stiffer in the middle, will 

need more gutter space so that the text does not get “swal-

lowed up” in the middle. 

THE PAGE

98  Framing the text

Project 

Cutthroat: Native Trout  

of the West

Art Director

Charlie Nix

Designers

Charlie Nix and Gary Robbins

Client

University of California Press

This classical horizontal book 

format lies fairly flat when 

open, so the gutter has suf-

ficient space to accommodate 

readability. Spaces between 

columns and overall page 

margins are generous but  

not wasteful.

Project

Editorial spread

Creative Director

Blake Taylor

Art Director and Designer

Sarah Garcea

Client

Inc.

The four-column grid is used 

with three different typo-

graphic weights, styles, color, 

and leading. Because the text 

is set rag right, the columns 

have plenty of space between 

them. Note the “hanging” 

length of the numbered 

text blocks, a more casual 

approach than the first two 

columns, which are bottom 

aligned.  

 

This magazine is perfect-

bound, so it requires a 

generous gutter to separate 

the pages.

Project

Open Studio

Company

Studio of ME/AT

Designer

Alexander Tochilovsky

Client

Cranbrook Academy of Art

This novel turning ribbon  

of paper forms a frame  

within a frame and provides 

multiple surfaces for text;  

it works neatly with the  

photography opposite with  

its unfolding spaces.

Project

Editorial spread

Design Director

Roger Black

Client

Type magazine

Circumscribed by a panoply of 

vertical, horizontal, and scotch 

rules, the text blocks seem 

tidier and more organized as 

they float within generous 

margins.
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THE PAGE

97  Margins and gutters
Gutters and the space they require depend on the width of 

the project and the binding (as well as the weight and flex-

ibility of the stock). A saddle-stitched project will fall open 

to the page more easily and therefore need less space across 

the gutter; a perfect-bound project, stiffer in the middle, will 

need more gutter space so that the text does not get “swal-

lowed up” in the middle. 

THE PAGE

98  Framing the text
LOOKING AT THE TEXT as a unit, how much space 

should be allowed around the edges of the page, and between 

two pages? Classical proportions such as the golden section 

rectangle are often used in book design, and magazines and 

newspapers have conventions all their own (generally there 

is not as much space devoted to framing the text in these). 

In web design, space is even at a greater premium, with 

margins that are almost nonexistent.

Project

Open Studio

Company

Studio of ME/AT

Designer

Alexander Tochilovsky

Client

Cranbrook Academy of Art

This novel turning ribbon  

of paper forms a frame  

within a frame and provides 

multiple surfaces for text;  

it works neatly with the  

photography opposite with  

its unfolding spaces.

Project

Editorial spread

Design Director

Roger Black

Client

Type magazine

Circumscribed by a panoply of 

vertical, horizontal, and scotch 

rules, the text blocks seem 

tidier and more organized as 

they float within generous 

margins.
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THE PAGE

99  Floating in space
THINK OF THE TYPOGRAPHY as a person, who needs a certain amount of personal space to feel “com-

fortable.” How much space should be left so that there is a feeling of enough separation? This may depend as 

much on the circumstances as on the type of person (or content).

This handsome page of body copy 

with its massive initial cap, with 

the image on the opposite page 

of the spread, feels balanced on 

the page.

Project

Feature spread

Company

FB Design

Creative Director

Florian Bachleda

Photographer

Ian Spanier

Client

Private Air

Enfolded by typographically aero-

dynamic brackets, the centered text of 

the opener floats in harmony opposite 

the centered close-up of the plane’s 

curved hull.

Project

Birds of the World

Art Director

Charlie Nix

Designers

Charlie Nix, Whitney Grant,  

and May Jampathom

Client

University of California Press

Classical page proportions with an 

extra bit of space added to accommo-

date marginalia make for a handsome 

and comfortable format, with plenty 

of breathing room for the eye.

Project

Facing Fascism: New York and 

the Spanish Civil War

Company

Pure+Applied

Client

Museum of the City of New York
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THE PAGE

99  Floating in space

Project

Feature spread

Company

FB Design

Creative Director

Florian Bachleda

Photographer

Ian Spanier

Client

Private Air

Enfolded by typographically aero-

dynamic brackets, the centered text of 

the opener floats in harmony opposite 

the centered close-up of the plane’s 

curved hull.

Project

Birds of the World

Art Director

Charlie Nix

Designers

Charlie Nix, Whitney Grant,  

and May Jampathom

Client

University of California Press

Classical page proportions with an 

extra bit of space added to accommo-

date marginalia make for a handsome 

and comfortable format, with plenty 

of breathing room for the eye.
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THE PAGE

100  Theory of Relativity IV
LAST BUT NOT LEAST, once again and always, it is the typographic relationships that exist on the page, 

screen, or document that are the ultimate arbiters of the success of the designer. Clarity of intent, clear separa-

tion of elements, typographic harmony, beauty, and legibility must reign together to form a satisfactory whole.

A clear sense of hierarchy, har-

monious type choices, excellent 

legibility, and elegantly tailored 

type fit together with an arrest-

ing image and a strong main 

cover line to create a memorable 

and stylish design.

Project

Single page

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Designer

Margaret Swart

Photographer

Todd Tankersley

Client

Wired

Playful and dramatic, this 

modern page with multiple 

text blocks manages to keep 

all the plates spinning in the 

air; the text is accessible and 

inviting, and the informa-

tion feels organized and 

structured.

Project

Cover

Design Director

Robert Priest

Art Director

Grace Lee

Photographer

Sacha Waldman

Client

Condé Nast Portfolio

How to set type legibly
Using the right type for the right job
Proper, proportional spacing

letter spacing is proportional to word spacing (kerning)

is proportional to line spacing (leading)

is proportional to length of a line of type

   (this equals width of column, number of characters per line)

is proportional to indent of paragraph

is proportional to spaces between columns (gutter) 

   (if there is more than one column)

is proportional to margins on the page
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THE PAGE

100  Theory of Relativity IV

Project

Single page

Creative Director

Scott Dadich

Design Director

Wyatt Mitchell

Designer

Margaret Swart

Photographer

Todd Tankersley

Client

Wired

Playful and dramatic, this 

modern page with multiple 

text blocks manages to keep 

all the plates spinning in the 

air; the text is accessible and 

inviting, and the informa-

tion feels organized and 

structured.
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203
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www.blender.com 
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https://benderski.design 
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Bierut, Michael  

www.pentagram.com 
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Black, Roger  

www.rogerblack.com 

186, 201

Bologna, Matteo 
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12, 19, 52, 57, 79, 90, 105, 174

Brobel Design 

www.brobeldesign.com 

101, 198

Curcurito, David  

www.esquire.com 

114, 131, 143, 145, 175, 179, 197, 201

Cyan (Daniela Haufe and  

Detlef Fielder) 

www.cyan.de 

45

Dadich, Scott 

www.wired.com 

31, 32, 43, 45, 56, 105, 110, 127,  

171, 183, 184, 185, 199, 205

Davidowitz, Maxine 

www.maxinedavidowitz.com 

134

De Vicq, Roberto  

www.devicq.com 

13, 15, 47, 78, 95, 163

Dixon, Chris  

www.nymag.com 

108, 172

Duplessis, Arem 

www.nytimes.com 

36, 41, 47, 81, 96, 152, 193

Dyer, Mike 

www.remakedesign.com 

8, 27, 147

Erkman, Bülent 
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Essl, Mike  

www.mike.essl.com 
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58, 59, 61, 111, 127

Fili, Louise  
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98, 111

Fishauf, Louis  

www.fishauf.com 

11, 100, 138
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14, 15, 26, 28, 37, 39, 88, 113, 139, 180

Franklin, Tischen 
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18, 29, 31

Fulrath, Adam 

www.timeout.com/newyork 

63

Griffeth, Jeff 

www.JeffGriffithCreative.com 

137, 183

Hall, Alistair  
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Hammerpress 

www.hammerpress.com 

55

Haug, Tiziana 
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Hayman, Luke 
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He, Jianping 

www.hesign.com 
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Hoefler, Jonathan  
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33, 51, 103

Hoffman, Steve  

www.hoffmannoli.com 

150, 151, 156, 181

Holden, Vanessa 
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91

Hopkins, Will and Baumann, Mary Kay 

www.hopkinsbaumann.com 

50, 67, 70, 116, 126, 154, 166

Jen, Natasha  

www.pentagram.com 

57

Kamidoi, Wayne  

www.nytimes.com 

91

Karabotsos, George  

www.menshealth.com 

53

Kitschenberg, Lisa  

www.pentagram.com 

82, 83

Klenert, Josh  

www.clearchannel.com 

76

Koppel, Alon 

www.fusionlab.com 

20

Krantz, Wally 

www.thebrandunion.com 

11

Kuhn, Friederike 

Steffen, Jana 

Jahnecke, Martin  

Renner, Bastian 

www.burg-halle.de 

44

Lippa, Domenic  

www.pentagram.com 

84

Little Friends of Printmaking 

www.thelittlefriendsofprintmaking.com 

24

Luffman, Joseph 

www.josephluffman.com 

69, 89

Marianek, Joe 

www.joemarianek.com 

153

Markadakis, Dean  

www.fastcompany.com 

102, 136, 143, 157, 171, 197

McFadden, Brett 

www.chroniclebooks.com 

58, 59

Mende, Jeremy 

www.mendedesign.com 

10, 155, 161

Miller, Abbott 

www.pentagram.com 

87

Messina, Francesca  

www.francesca-messina.com 

41, 92, 140, 164

Mill, George 

www.publikumcalendar.com 

195

Naughton, Vera 

www.europadesign.com 

155

Nix, Charles  

www.scottandnix.com 

33, 112, 132, 162, 170, 190, 194, 200, 203

Oberman, Emily 

www.pentagram.com 

27

Opara, Eddie 

www.pentagram.com 

19, 27, 66, 123

Panepinto, Lauren 

www.laurenpanepinto.com 

73, 95, 99, 113
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