TYPE BASICS

Leading/Line Spacing



VARIATIONS IN LINE SPACING

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

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

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

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

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

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

Designers adjust line spacing to create different textures.

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

descenders.

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




LINE SPACING: EXPERIMENTAL

O LIVRO AMERELO DO TERMINAL Book spread, 2008.
Designer: Vanessa Barbara with Elaine Ramos and Maria
Carolina Sampaio. Publisher: cosac NATFy.

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




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

The designer has created an extreme texture with ultra-tight line spacing.




LINE SPACING: EXPERIMENTAL

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

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



TYPE BASICS

Alignment



ALIGNMENT

Text is an ongoing sequence of words,

distinct from shorter headlines or captions.

The main block is often called
the “body,”

comprising the principal mass of content.

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

Text can be viewed as a thing

—a sound and sturdy object—

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

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

Text can be solid or liquid,

body or blood.

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

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

Each basic mode of alignment has distinct characteristics and typical uses.




ALIGNMENT



What forms of alignment do you see? What is their purpose?



ALIGNMENT

Justified text usually looks bad on the web.



ALIGNMENT

On this web page, rules create clean columns on the page without requiring justified text.



ALIGNMENT: EXPERIMENTAL

FLUSH LEFT AND FLUSH RIGHT: VAS: AN OPERA IN FLATLAND Book spread, 2002. Designer: Stephen Farrell. Author: Steve Tomasula.



THE TELEPHONE BOOK: TECHNOLOGY, SCHIZOPHRENIA, ELECTRIC SPEECH Book, 1989. Designer: Richard Eckersley.
Author: Avital Ronell. Compositor: Michael Jensen. Publisher: University of Nebraska Press. Photograph: Dan Meyers.

The designer has deliberately created typographic rivers in order to create cracks or fissures in the text.




ALIGNMENT: EXPERIMENTAL

FLUSH LEFT AND FLUSH RIGHT: INFORMAL Book, 2002.Designer: Januzzi Smith.Author: Cecil Balmond.Photograph: Dan Meyers.



ALIGNMENT: EXPERIMENTAL

JUSTIFIED: HELLA JONGERIUS Book, 2003. Designers: COMA. Photograph: Dan Meyers.



VERTICAL ALIGNMENT
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SMALL CAPS, STACKED

TYPE CRIME
STACKED LOWERCASE

Capitals stack more comfortably than lowercase letters.



MEXICAN STREET SIGNS Photographs by Andrea Marks. Sign painters in Mexico create letters that stack well, such as squared-oft Os and Gs.



stMPATICO Poster for the Public Theater, 1994.
Designer: Paula Scher/Pentagram. Type set on a
vertical baseline creates movement across the poster.
The theater’s logo, which also employs a vertical
baseline, can be easily placed on street banners.

Instead of stacking letters, designers often change the orientation of the baseline to make vertical lines.




PARALLELEN IM SCHNITTPUNKT

(CROSSING PARALLELS) Poster, 1997. Designer:
Gerwin Schmidt. Publisher: Art-Club Karlsruhe.
The axes of type and landscape intersect to create
posters that are simple, powerful, and direct. The text
is mirrored in German and French.

Instead of stacking letters, designers often change the orientation of the baseline to make vertical lines.




TYPE BASICS

Enlarged Capitals



ENLARGED CAPITALS

A VIEW OF THE MONUMENTS. Book page, eighteenth =~ NEW YORK TIMES BOOK REVIEW. Newspaper page, 2009. Art director:
century. Nicholas Blechman. Illustrator: Ellen Lupton.

Dropped capitals are a traditional page device, especially for opening chapters in a book.



ENLARGED CAPITALS

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

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




ENLARGED CAPITALS

craBYour DESIGNERS SOMETIMES ADAPT the drop cap convention

ruz camunas for other purposes. An illustration or icon can appear in

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

structure for diverse and sometimes unexpected uses.

Designers use traditional devices in non-traditional ways.



Dropped capitals can be styled in CSS. Design: Jeffrey Zeldman.
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Paragraphs
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This early typographic book uses a symbol to divide paragraphs, creating a dense column.



PARAGRAPHS

Classic indented
text block
Design: Charles Nix

Pheasants,
Partridges,
and Grouse;
Buttonquail

America’s PHEASANTS, PARTRIDGES, GROUSE,and PTARMIGAN
are not generally considered real beauties, being known more as drab brown
game birds. But the main family of these chickenlike birds, Phasianidae, with
a natural Old World distribution, contains some of the globe’s most visually
striking larger birds, chiefly among the pheasants, like the Silver Pheasant,
Crested Fireback,and Common Peafowl illustrated here. The most historically
(and gastronomically) significant, if usually unheralded, member of the group
is Asia’s Red Junglefowl, the wild ancestor of domestic chickens.

All chickenlike birds (except buttonquail) are contained in order
Galliformes. In the past, most (excluding the megapodes and curassows)
were included in family Phasianidae, but more recently, the grouse (treated
here), which occur over North America and northern Eurasia, have been
separated into their own family of 18 species, Tetraonidae, and the New
World quail into their own family (treated on p. 87). Phasianidae itself now
contains 155 species, including partridges, francolins, junglefowl, Old World
quail, and pheasants. Several Old World species, such as Chukar, Gray
Partridge, and Ring-necked Pheasant, were introduced to North America
as game birds and are now common here.

Birds in these groups are stocky, with short, broad, rounded wings;
long, heavy toes with claws adapted for ground-scratching; short, thick,
chickenlike bills; and short or long tails, some of the pheasants having tails
to 5 feet (1.5 m) long. Some small quails, such as the Harlequin Quail, are
only about 6 inches (15 cm) long. Many species, particularly among the
pheasants, are exquisitely marked with bright colors and intricate patterns,

PHEASANTS, PARTRIDGES, AND GROUSE; BUTTONQUAIL o 83

PHEASANTS AND
PARTRIDGES




PARAGRAPHS

Too many signals?

ALL BUILT-IN FIXTURES are furnished
with nickel hardware and 1%5-inch casing, to
be used as a casing or as a ground for the
finished casing.

Bl <930 et

Stock carried in pine (unfinished).

Hemmmy g:’ o

All ironing boards carried in stock ‘are 12
inches wide—any width made to order.

L el 930 Be———n

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

f——tt <OTS Hemmmtt

Hoosier Cabinets furnished in oak or flat
white finish. Also with aluminum or porceliron

table slides.




PARAGRAPHS: EXPERIMENTAL
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dominate its board?

T’d be interested to know what Maxwell Anderson and
David Ross think about the possibility of changing the
membership of museum boards so that they more fully
represent the communities they claim to serve. Can we
imagine a Whitney Museum board that is not a rich
man’s club?

Irving Sandler

There are diverse museum audiences. A significant con-
stituency consists of artists. They need what they see to
make art. In talking to artists, at least of my generation,
everyone has told me of the importance of the Museum
of Modern Art’s permanent collection in the develop-
ment of their art. I would hope that museums could
serve all of their diverse audiences, but the health of
art and its future depends on how they meet the needs
of artists.

Maurice Berger

Dan, you wrote: “Because of this feeling of being excluded,
T believe that one of the most important commitments
any museum professional can make is to try to reach out
and connect to the public through continuous lectures,
gallery tours, workshops, and the difficult but necessary
writing of readable wall and brochure texts.”

This is a very important point, yet I suspect that you may
be the exception rather than the rule. All too often, I
have found (as a consultant to a number of museums)
resistance on the part of many curators to examining
and improving their pedagogical skills. Indeed, education
departments are often marginal to or left out of the cura-
torial process. On Thursday, I will open a two-day session
on museum education, public address, and pedagogy.

Irving, you wrote: “A significant constituency consists of
artists. They need what they see to make art. . . . I would
hope that museums could serve all of their diverse audi-
ences, but the health of art and its future depends on
how they meet the needs of artists.”

A very important observation—the museum as a space of
education, inspiration, and motivation for other artists.

Maxwell L. Anderson

Alan asked about the possibility of opening up major
museum boards. It took me quite some time to persuade
the Whitney Museum board that it would be logical to
have a seat for an artist. I was lucky enough to have three
artists on the board of Toronto’s Art Gallery of Ontario,
a much larger museum spanning from the Renaissance to
the present with a budget comparable to the Whitney’s.

The concern expressed by the Whitney’s board was that
having an artist could create conflicts of interest. I noted
that it might well be a conflict of interest to have
trustees who actively collected in the general areas that
the museum does, but that I trust members to recuse
themselves when discussions warrant it.

Eventually, I was given the green light by the Nominating
Committee to invite Chuck Close, who graciously accept-
ed over a bottle of Glenlivet in his studio, and proved to
be a superb trustee. Chuck has helped keep the conversa-
tion alive and focused on the museum’s mission. His term
was up this June.

My nominee to succeed him would have provided a return
engagement to mine a museum, in this case the Whitney,
but that was not to be. Chuck’s term has been extended,
and he will be terrific as long as he cares to stay on. My
preference was to alternate, at the end of each three-year
term, between a more senior artist and a midcareer artist.

As far as other positions on boards, the prevailing desire
of most nominating committees is to have trustees with
the means necessary to fuel a campaign and support the
annual fiscal burden of the operating budget. One can
understand the impulse. On the other hand, across the
nation there is still an unfilled need for greater ethnic
diversity and better representation of various segments
of an artistic spectrum—in the Whitney’s case, for exam-
ple, for more collectors of contemporary art.

For the makeup of a board to change, there has to be an
overarching will to do it. That is not the impulse around
the United States today. When times are tight, whatever
will there might be is put to the side in a quest to find
people with proven capacity to give.

Mary Kelly

Over the years, I have noticed how the same work, shown
in different contexts, draws vastly different audiences,
in terms of numbers and responses, and perhaps this is
why I placed emphasis on the issue of reception in my
earlier remarks. Of course, in making a work, there is
a subjective investment that presupposes an audience,
or put another way, the desire of the other. I think artists
are always speaking, consciously or unconsciously, to very
specific people—friends, lovers, patrons, collectors, and

sometimes to certain communities—professional, politi-
cal, social, generational, or geographic, but this is never
the same audience constructed by the exhibition.
Considered as a “statement,” you could say an exhibition
is formulated by a curator/author who is given the

MUSEUMS OF TOMORROW: A VIRTUAL DISCUSSION Book spread, 2004. Designed by Franc Nunoo-Quarcoo and Karen Howard.




PARAGRAPHS: EXPERIMENTAL

discussion

hasn't been any talking about artistic practice and political practice.
So how can artists and graphic designers intervene? At the same
time, it is not for the others that one intervenes, it is with the others
and for oneself. That is very important; we should not be paternalistic
missionaries. I think that politics itselfis an art, politics is the art of
managing conflicts, the art of relations of force, and therefore neces-
sarily involves the people who possess the power of expression. For
let me remind you that expression and the orderly transfer of ideas
play a very, very important role in conflicts.
Member of the audience
I would like to ask Jorg Petruschat how he sees the relation between
social conflict and artistic practice, especially in relation to design.
Jorg Petruschat
| can hear..., but today it's the seventh of november and... at school
| had to learn russian. I'll try it.
| came here for three reasons. | see that revolution in technology
served to cement the social status quo. Many designers hope to
change the world when they go to technologies and | think that is
a big illusion. And my duty is not to say to you what you have to do
in future, but my duty is to think about what | see in the present. And
I think it's an illusion to run behind the technology changes in the
hope of changing the social status quo. In my opinion we should not
make the mistake of thinking that we are the greatest because we are
the latest. We have to look into the history and the problems of history
because the situation, as | showed, from the fifteenth down to the
nineteenth century has many similarities with the situation today.
That's the first.
The second is that technology is a political structure, it transmits
akind of power, of economic power, and this is a new form that we
cannottouch in our everyday life. This technology functions behind
afagade. So the political is also structuralin this case.
When designers think there are possibilities to change the world
in contact with these technological systems they think like Walter
Gropius, that the computer’s only an instrument. | think that is false.
The computer is not only an instrument but a big structure with many
standards, and standards affect everyday life. That's the third reason.
Member of the audience
I enjoyed Susan's talk very much. But | have some doubts. Are you
really saying: | want to go back to the original meaning of the word
aesthetics, to go back to perception, and | want to see how percep-
tion is displaced in our culture?
Susan Buck-Morss
| do think that there is this opacity of representation, in other words,
the way art is not just communication, the way that there's something

friday 7 november

else going on there. Either it's the medium itself, or it's something
else that is extremely important. That's the most political we can do
better to concentrate on that, than to think about exactly what mes-
sage is getting across in the sense of a representational message,
adirect message. But when you speak about aesthetics and an aes-
thetics problematic, | think it's what the avant-garde can only hope
to do now. | think the avant-garde legitimated its leadership in the
past by thinking it knew where history was going. | think this notion
of history in progress is very dangerous. You can't be elitist if you
know where we’re going and you know what'’s holding us. | really agree
with Benjamin that one has to stay radical but give up absolutely the
notion of progress or automatic progress.
What does that leave for an avant-garde?That is my question and
I was trying to argue as one part of political art, but not all of political
art. And in this avant-garde possibility | was thinking about interrup-
tion in atemporal sense, or displacement. Maybe it is a very important
political intervention to even use their own bodies as this kind of
space where not very pleasant things happen. | do think that it's still
possible, and for me rather fruitful, to think of a tradition of avant-
garde art and how that could be reformulated, not in the way that
would say what political art should be about, but something that gives
some description and direction.
Lorraine Wild

My question... do you think that in the context of what you're talking

about, that it keeps being useful to talk about art, even at all as

the definition of what is actually avant-garde or necessary at the

moment? | was thinking about that when you opened up with the

installation by Ramirez inTijuana's public plaza, that in factis

a building that demonstrates a code. You could actually not call that

art at all, you could call that an informational exhibition, but that

somehow this nomenclature that we attach to the activity immedi-

ately sets it out into a different round, makes it more difficult to talk

about; and that encrusted with the whole idea of cultural hierarchy

that in fact works against the very thing.

Susan Buck-Morss

Well, | mean it's interesting, what you say. What the difference is
between the word design and the word art. Art is the code word in late
western bourgeois society for disinterested interest, for non-instru-
mental practice. And so | am trying to occupy that or to use it. In fact
you're talking about public space of communication; you're not actu-
ally talking about anything that obeys the conventional definitions
of art. Somehow, we get stuck with this almost retrogressive notion
of art, but then actually that very same definition has been used to
prevent or tends to create a wall when it comes to this sort of activi-

DESIGN BEYOND DESIGN Book spread, 2004. Designed and edited by Jan van Toorn.
Lines and blocks of text slide into the margin to mark changes of voice in an ongoing conversation.




PARAGRAPHS

On the web, paragraphs are usually marked with a skipped line, wasting lots of vertical space.





