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elements, in the context of modern technology. Design hag
returned to rescue typography from Victorian ugliness and |

i

post-Victorian mediocrity.

i

Design, to define it very briefly, is the art of assembling diverse
elements into an organized unit. The problem is just the same in 1
typography as it is in the manufacture of industrial products, |
The watchmaker must assemble tiny cogs and gears and Ev
springs into a circular or rectangular case, the car manufacturer.
must assemble wheels, engine, transmission, steering apparatus, {
gears, fuel storage, into a sleck, upholstered living-room in |

motion. Typographic design, too, takes diverse elements and ‘ ‘

organizes them into a visual unit. And this brings us back to |
where we started this chapter: the beginning of a study of the
relations between elements.

The objective of typographic design is to organize all of the

elements of communication into a harmonious and unified i.

whole, either by achieving a quiet uniformity of similar ele; i
ments or by the visually exciting use of contrasting ones. 1
What determines the result is the way in which the diverse

clements are organized in relation to each other, the contribui §
tions each makes to form, texture, and weight, and the effect §

of their relation with the space in which they exist.

We must ask then: what kind of elements are put together, |
where, and in what way? These three questions are the basic
ones in any discussion of relationships. For simplicity, they §

may be broken down in this way:

What kind of elements? relationships of concord and contrast. §

Where? relationships in space.
In what way? relationships of structure.

relationships of concord and contrast

The basic form of the relationship between typographic ele;
ments is determined when the designer decides whether there
is to be uniformity of appearance and form or a contrast of one
element with another. Between complete concord and com
plete, stark contrast there are, of course, many intermediate
stages, and an ability to achieve concord in general effect while
introducing subtle contrasts in specific effects gives a designer
his greatest opportunity for typographic variety.

What do we mean by concord and contrast in the context of

typography?

Concord isthe result of the blending of typographic elements
to give a uniform impression; colour, texture, size, proportions
and affinity of the type faces combine to produce this effect.
The traditional book form is the classic example of concord: it
is found in both the uniform, tightly woven, dense pages of
the Gutenberg Bible and the light, open, gray pages of the
conventional contemporary book set in roman types.

To achieve complete concord, all the elements must have the
same characteristics; a single family of type must be used
throughout (though sizes may vary), and any borders and
decorative material must match this type in tonal value. The
relationships of the white areas must be carefully balanced;
there must be proper proportion between the white spaces
inside the block of type and those surrounding it, so that a
harmony is achieved.

Concord does not necessarily imply a light tonal value. If

the prevailing tone is struck by the use of a light roman face,

then border or decorative material will certainly echo that

A type page which is completely harmonious in all its
elements — border, decoration, and type, as well as
the white space within it.
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Another setting in which complete harmony prevails,
but this time in greater density of colour, employing
RUDOLE KOCH’S hand-cut Neuland type.
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tonal value, and white areas will be generous. Similarly the ‘
even gray texture of such a face would be repeated in the unj,
form lines and density of colour in the illustrations. But }
concord can be achieved using black-face types, provided again ‘ ]
that the density of the type is picked up in the other elements g
in the composition, and that the white areas are in turn
balanced off against it. A type like Bodoni has within itself an

interplay of thick and thin lines; a border of parallel thick and

thin lines or an illustration with thick and thin pen strokes will &

be in concord with the type.

Contrast is the opposite of concord; it is based on a unity of §

differences.

We understand the surroundings in which we live through
contrast; all of our senses react to contrast. We understand
shadow because we know about light; differences in qualities
are measured by contrast; soft and hard, sweet and sour, rough
and smooth, cold and warm, light and heavy. Our senses are
trained to detect the differences between things in the world
about us. The act of reading itself is possible because of con
trast: the contrast between the colour of the paper and the
colour of the ink, and if the contrasts are weakened through
paper and ink being too close in colour, or through the charac
teristics of individual letters not being clearly defined, legibility
is reduced. We depend on contrast for easy reading.

Contrast to be effective must be sharp; timidity in employi
ing contrast will defeat its whole purpose and will result only “?
in conflict. It is a popular belief that matrimonial success del
pends on a complete contrast of personalities; that people of ;
too similar temperaments will be involved sooner or later in a
conflict of personalities. It can be left to the marriage counseli
lors to determine the truth of the adage, but it is most certainly ;
applicable in typography.

Two old-style roman types with only slight dissimilarities
will be in conflict; they are not similar enough to establish

fypogmp/zy s an AR
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Atthe top, Caslon roman capitals and lower case italic of the same face establish
harmonious relationships. The line in the centre is in a state of conflict between the
old style Garamond caps and the modern Bodoni display. At the bottom the
structures of the sans serif caps and the large old style italics are sufficiently
differentiated to create a pleasant contrast.

concord, nor different enough to set up contrast. There can be
no compromise between almost similar elements, but it is
possible to interweave concord and contrast. It is possible, for
example, to make use in a design of two letters of the same
type face but of substantially different sizes: they are in con
trast as to size, but their structures are in concord; the result is
harmony. ‘

Similarly, a roman type and a script type may have in com |
mon a structure based on thick and thin strokes - Bodoni and
Bank Script provide an example. Their basic structures are in
concord, but the vertical roman type and the strongly sloped
and rounded forms of the script produce a contrast of form;
the two faces are in complete harmony. One may carry this
latter example a stage further. If the italic form of Bodoni were
to be used with Bank Script type, the essential harmony would

be destroyed; the two sloped letters would be in conflict with
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each other, and neither concord nor contrast of form Would
be achieved, even though the concord of structure (thick and 1
thin lines) was maintained. 1

It will be useful at this point to establish all of the dimensions ? :
in which concord or contrast can be used with typographical »
material, and then discuss each of these dimensions individually 2
in their practical application to the daily problems of the desxgn |
of commercial printing. These dimensions are: \

a / the dimension of size '

b/ the dimension of weight

¢/ the dimension of letter structure

d / the dimension of form

e / the dimension of colour

f/ the dimension of texture

g/ the dimension of direction.

Like the seven notes of the musical scale, these seven dimen;
sions of concord or contrast can form the basis of the most
varied compositions.

The first five dimensions listed are those in which the basic
letters can be contrasted to one another; the other two require
larger units of words, lines, or masses. If we take just the first
four, and study the chart which has been prepared of all the
potential combinations of concord and contrast in these four
dimensions (fourteen in all), we will see what an important
principle of typographic design is embodied in the theory of | i"
concord and contrast and what new horizons of design are

opened up to anyone who masters it. ;
The interplay of concord and contrast in the hands of
imaginative designers is currently producing some of the most ":
stimulating and visually appealing typography in the history
of printing. The student or enthusiast who takes the trouble to
analyse the works shown in current catalogues and typographic
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contrast of size

The very fact that we have the typographic terms ‘display size’
and ‘body size’ indicates the integral role in design of contrast
of size. Gutenberg cut the first type in a single size, but he
employed scribes to set in large initials with his body type: he
thus achieved contrast of size. The technique has been em
ployed ever since, right down to the modern tabloid newspaper
whose front page lets out a 144-pt. scream to tell the public
about the event which has unnerved the editor that day.

As with contrasts in all dimensions, contrast in size is only
effective when used with discretion. Not that the differences in
size should be slight — far from it; the caution simply means

that effects dependent on size cannot be achieved if there is too -

much large type; the smaller, and contrasting, element will be
unable to break through and contribute its share.

A safe rule of thumb to follow is to make the areas occupied
by the contrasting elements approximately equal: for example,
a single large letter might be followed by a word or words
which have about the same general weight as a unit of the
large type, or a large word might be followed by a line which
has the same weight. The initial should never exceed the inking
area of the contrasting form unless it is cut down in weight
through the use of colour. A single letter of 72-pt. Futura
Ultrabold, for example, would lose weight without losing size
if run in a pale tint, while the smaller unit was run in black.

The cost of fonts of large types often prevents a medium-
size or small printing plant from having an adequate selection
of large letters for display as initials. However, digging around

among old fonts-of wood type which are gathering dust in

8a

Opposite page: a typographical exercise by GERHARD
SCHNEIDER, a student at the Werkkunstschule,
Offenbach am Main.
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The device used by the Institute of Contemporary Art,
London, defines only the outer and inner shapes of the
letters with simple rules. Below, an advertisement by
THEO DIMSON, Toronto, exploits strong contrast of
size and texture, and vigorous opposition of

vertical and horizontal.

“Something moves as it has never moved before in this land, moves dumbly in the deepest runnels
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seldom-used cases of some shops will often unearth striking old
letters which are decorative and effective if run in colour.
Moreover, large display letters can often be made up from
type material with the expenditure of a bit of imagination and {

a little labour. Type rules and squares are most convenient to §

use, and they can be worked up into solid letters, shaded letters,
shaded letters with shadow edges, or open letters defined only §

by rules cut to indicate a shadow. Reverse letters can be built
up in the same way, by setting the rules or squares in a rec;
tangular shape and cutting away from the rules the shape of
the letter, by removing the squares to leave the reverse letter, |
or by using type material to define only the outer and inner |
shapes of the letters. The background grid effect created by the
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P of a collective mind, yet by sure direction toward a known goal

Sometimes by thought, more often by intuition, the Canadian people make the final discovery. They are discovering themselv_es. That passion of discovery wfnich once sgnt

birchbark canoes down unmapped waters, pushed railways across the Rockies, and dragged men to the frozen seas tumns inward to explore a darker tverram. The nation

labors Tn the travail of self-discovery and, by this fabor, proves that it is in truth a nation, the home of a people.” This i the

of the St. Lawrence Seaway and Power Project, and its official opening by Her Majesty, Elizabeth Il;-is—published by TORONTO-DOMINION EXXTE
y ™ .

From “Canada: Tomorrow's Giant” by Bruce Hutchison

Pubtished by Longmans, Greea and Company
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failure of the type squares to meet can be effective in itself, Of
course there are always the services of the photo-engraver who
can be called upon to enlarge a proof of a smaller face, or to
supply a zinc of a hand-drawn letter.

The applications of contrast in size are almost universal;
there is scarcely a job where a large letter or word cannot be
used to striking effect. To take business stationery, the initial
Jetter of the main name or product name, if set large and run
in a second colour, can provide a focal point around which it
is easy to organize the subordinate material; this pattern can be
used on all sorts of forms, from the letterhead and envelope to
the business card. Monograms of two or more initials can
accomplish the same purpose and may well serve to establish
a striking trade mark.

Cover designs of all kinds lend themselves to this treatment
of mass: menus, with the word ‘menu’ set large as a back
ground to the name of the restaurant using it; catalogues, with
cither the word ‘catalogue’ or the name or initial of the firm
dominating the cover; price lists, with a similar treatment;
house organs, with the name of the publication made large
enough to form a solid panel of its own; announcements, with
the initial ‘A’ establishing a starting point for the message.

Very often the repetition of an initial letter at different angles
can create a pattern which is interesting either in itself or as a
symbol of the business indicated. But each problem calls for
the application of ingenuity, and it is only possible here to give
fictitious examples. Effective application of the principle of
contrast of size can only be made if the designer studies his copy
for the clue that will indicate what letter or word can take this
distortion and still be effective both as a design and, if possible,
as a symbol. Sometimes a little doodling on a scrap of paper
will help an idea come to life. At this stage the type indication
does not have to be meticulous, so long as a contrast is there to
start images of all sorts of possibilities flashing across the mind.

Typographic “doodles” achieved by photo-typsetting
at the studio of ALBERT HOLLENSTEIN in Paris.




contrast of weight

When we speak of the weight of a letter, we are speaking, of

course, of the thickness of the lines that compose it; or, to put

it another way,. of the relation between the printed area and

the white of the paper. If the printed area is much less than that

of paper which shows through and around it, the letter is

considered light; on the other hand, if the area of ink which it

deposits almost fills the total area it occupies, as a Futura Ultra)

bold letter does, it is considered heavy. Light and heavy are

contrasts as effective as night and day, as highlight and shadow.

The creation of light and dark areas within a drawing is an

effective device used by artists to dramatize their subject, and

it is called chiaroscuro (from Italian, chiaro, light, and scuro,

7 dark). In typography the device can be just as effective even
ool #| ifit has not been honoured by such a fine-sounding word.

Just as in the use of contrast of size, there is no real middle

ground in the use of contrast of weight; it is black face against

light face, or it is ineffective. Fortunately, as in the human

family, many members of our type families have their black

brothers — Bodoni has its Ultra Bodoni, the sans serifs their

dvertising | | 1| cxtrabold versions, Egyptians have their heavy weight. Besides

vertisers who mounted massive a

seen in the forgotten trademarks of the past. On the other hand, there are ad these members of regular type families, many other black-face

campaigns—costing many millions of dollars—who have failed to increase their sales. The question of the adver’usmg types have been designed which will harmonize in structure

oduct? Has my 2| with standard faces. A word of caution is in order here: the

1 estions: Do | have an idea which will sell my pr . |
appropriation should always be preceded by these qu e o e e e e

ting . . .
agency been thorough enough to arrive at a sound selling strategy, and ingenious enough to express it in an arres g | to some of the old classic faces do not effectively contrast with

and interesting way? If the answers to these questions are “yes," advertising tonnage can be regarded as an invest- 8|  them; at best they provide a slight emphasis, but more often

than not they look as if they had illegitimately sprung from

) Opposite page: a dramatic example of contrast of
the classic parent face: they appear to be merely battered-down  weight - with the added impact of direction conirast

(see page 74). Designed by DONALD EGENSTEINER
types used too long and ready for the hellbox. of New York.

ment instead of an expense. Everything depends on the idea. Ideas sell products because—people buy ideas.
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Contrast of weight, by itself, has many applications, whose prOdUCCd by a dirty thumb-print against a newly plastered
wall - against a background of pristine whiteness the offending

chief purpose is to give emphasis. Within a display line, a single
word can be given prominence and importance by a change to i
black-face letters. An initial letter of a firm name or a product ]
name can provide a hub for a signature if it is set in a black
version while the rest of the name is in light face, or vice versa,

rint attracts the eye out of all proportion to its size or impor
rance. Similarly, contrasts between headings and text matter
and the white areas of paper can create three distinct weights:
the black bar of the heading poised against the light gray mass
of the text, and the two set in a generous area of white. Some
of the simplest and most striking typographical designs have
been based on no more than this relationship.
One of the most familiar uses of contrast by means of black-
face type is for subheadings in continuous text. The contrast
provides direction signs for the reader looking for specific

information. Such headings can be handled in two ways: setin ~ DIRECTIONS: pour the fluid directly on
the garment or textile to be cleaned; rub
o ) o gently with a circular motion while it is
at the beginning, with the text continuing from the end of the  slowly penetrating the fabric

an open break between paragraphs or run into the paragraph

heading. The latter is a useful device where space does not

permit sacrificing the area which could be occupied by several taken every step to insure that the

lines of type just to let in a heading. If these black-face run-ins touristwillhave every convenience.

are extended slightly into the left-hand margin, they are even HIGHWAY ROUTE: Take Number 10 high-
. . . . way to Corners, then turn left
more easily picked up by the skimming eye. Or they can be cxloz g Number 33 unfil

set entirely in the margin, flush right to, and aligning at the

JOHN AVERILL, the late Chicago cartoonist, typographer,
and proprietor of the Molehill Press whose publication,
Seed Corn, won international fame, was a master of
the use of contrast of weight, as indicated by this
advertisement done over a quarter of a century ago.

top with, the paragraphs to which they refer:

On business stationery and business cards, black-face can be
used to bring out an important word or words. Quick identi1

fication of the nature of a business form can often be helped

Contrasts of weight can also be brought into play between. when a boldface label in an upper corner proclaims an ‘invoice

two different materials. No one has employed this technique
more effectively than the artist-typographer John Averill, of
Chicago, who used Caslon Old Style accented by a solid black §
rule in combination with his own inimitable drawings, which

or a ‘purchase order’.
An index is often made easier to use if each new alphabetical
grouping starts with a black-face letter, either set on a separate

line or simply set as the first letter of the first word of each

alphabetic group.

are dominantly black, in a series of advertisements. %

The relation between a heavy line of black-face type and the ,
ample white space in which it is set can likewise produce a f
contrast of weight. The effect suggests a comparison with that §

In catalogues, annual reports, price lists, programmes, direc|
tories — indeed in any printing job you care to name— weight

has an important part to play if used with discretion.




contrast of structure

Here again a definition is in order, so that there may be no

confusion between ‘structure’ and ‘form,” which is taken up inj
the next section. To clarify the difference between them, take,

the example of a capital T and a lower case g, both of the§

Futura family. Their forms are entirely different; one consists}

of straight lines at right angles and the other of rounded forms: §
the forms are in contrast. But each of them is composed of ¥
lines of the same weight throughout; structurally they are in§

concord.

Basically, all types fall into either one or the other of twdi ]

structural groups: (a) the group which includes the sans serif :
and square serif and also certain monotone scripts whose main |

distinguishing feature is that there is no variation, or a very! 2

slight variation, in the weight of the strokes which comprlse"

the letter; and (b) the group which includes all of those letters,
roman, italic, and script, which have a pronounced variation in §
the weight of the strokes in the individual letters themselves. ,,

Individual members of either group do not provide a satiu%
factory structural contrast with one another but they do: 1
contrast with a member of the opposite group. (The prmc1ple
here reminds one of the taboos of primitive peoples whlch
forbid marriage with a member of the same totem group.)

The chief use of structural contrast is to empbhasize an initial °
of a word or a name, or to emphasize a word in a line, or to
add to the contrast between a heading and the text. While it ‘
is an effective device in itself, its effect is enhanced if it is rei
inforced with a contrast of weight, size, or colour.

Structural contrast is simple to devise, and requires no more

experience than that which enables one to classify any type face
in one of the two groups: in other words, the ability to tell the
difference between thick-and-thin and a monotone type. And
precisely because the contrasting groups are limited to two,
each containing a vast array of different type faces, the number
of potential combinations-if a designer has all the type he
wants at his fingertips —is both staggering and inspiring.

Starting from a single letter of the sans serif family, we may
skim over the surface of members of the other group which
will contrast with it: the roman or italic of all the classic faces,
Caslon, Garamond, Scotch, Baskerville, Bodoni, to cite a few;
any thick-and-thin line script: Bank, Commercial, Brush,
Trafton, Legend, etc.; and the free brush scripts.

The classic example of this type mixing, illustrated here, is
that of the simple typographic title-page by Jan Tschichold,
for his book Typographische Gestaltung. Tschichold, one of the
greatest typographic masters of this century, employed three
different types: a script which harmonized with a Bodoni, and
a bold-face Egyptian which contrasted with both. Of course,
there is more to this page than just typographic contrast: there
are subtle relationships in size and in space that are the marks
of a master.

There is scarcely a job that could come into a printing plant
where the principle of structural contrast of type could not be

employed to the advantage of the appearance of the finished
product.

Thow Lk

Typographische Gestaltung

Benno Schwabe & Co . Basel 1935

ore the éega'wzény was the Wﬂr d




H. N. WERKMAN was a Dutch printer who used his
typographic materials and various printing techniques
to produce his famous ‘drucksels’ - little prints. This

one emphasizes the nature of contrast of form.

contrast of form

The ability to perceive form, or to create form where it does
not already exist, is one of the dominant traits of the human
mind, which the science of psychology is just beginning to
analyse and understand. Why, for example, did ancient man,
staring up at the sky at night, group isolated stars together into
forms until the whole sky was a procession of men and animals
wheeling in their nocturnal paths night after night? Why does
a child see pictures of familiar things in the clouds? Why is i¢
that the three dots in the margin of this page immediately
suggest a shape to you, and the other four dots suggest another
shape? Why do you not just see seven scattered dots and let it
go at that? The answer lies in the tendency of the human mind
to group elements into stable forms.

The whole basis of reading is, of course, this ability to
recognize form, and so skilled is the human mind at remember
ing forms that even a child of three years can be taught the
rudiments of the abstract symbols that constitute our alphabet.
At six or even earlier he can begin to recoghize words, and
long before he reaches maturity he can skim a line of these
symbols, which are meaningless individually, and extract full
meaning from them.

Form, to give it a definition, is the shape of a thing. The
form of the letter ‘a’ is different from the form of ‘b’ and both
are different from that of ‘c’ and so on. The most elementary
contrast in typography is the contrast between the forms of
letters; without that contrast, our alphabet would be able to
convey nothing.

But when we speak of contrast of form in the context of
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design, we step from the elementary contrast that exists bey F
tween letters of the alphabet to the contrast between different
type families. At the beginning of this chapter it was noted
that Bodoni and Bank Script were structurally the same, but |
that their forms were different: one is a roman letter, the other
a script. This is the essence of the contrast of form — the capital

e i AR AR

against the lower case, the roman against the italic or the script,
the tall condensed letter against the squat, fat one.

Just as in every other instance of contrast that has been disi |,
cussed so far, there can be here no partial contrast. It is not
possible to get effective contrast by setting a script letter against :
an italic one since their points of similarity are too many; both
of them derive from the cursive (running) hand, and have the -
slight slope that is characteristic of handwriting. Conflict, not 3

contrast, is the result. %

When contrast of form is employed, it is often advisable to
carry it through in every aspect. If Commercial Script, to give |
one example, is being contrasted with Bodoni, the contrast -
will be most effective if the script line is in upper and lower
case while the Bodoni line is in capitals, so that not only the
forms of the types but also the forms of the letters themselves -
are in contrast. If, in addition, the lower case letters of the .
script type are larger than the capitals of the roman type, the
contrast in the other dimension - size — makes the contrast of
form even more effective.

Some individual letters of some of our type families are
visually interesting forms by themselves. At one time the writer
had a strong predilection for the lower-case Garamond ‘2’; the
form of the letter is so rich in delicately balanced contours that -
the temptation to use it in a large size as an initial every time :
an opportunity presented itself could only be resisted by asking
whether the device really helped to deliver the message. Often
the answer in such cases is ‘no’, and the favourite initial has to

be abandoned reluctantly for some more functional solution. §
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Other designers are attracted to the contour of a well-designed
lower case ‘g’, and even the rigidity and direct statement of the
lower case Futara ‘t’ can exercise a fascination. These are per
sonal enthusiasms which a designer can enjoy if he does not
let them get in the way of the job he has to do. He must also
guard against indulging pet mannerisms to the point where
both his client and his audience become unresponsive to them.

This principle of contrast in the forms of letters can be
applied universally. It is seen in the italicized word in a line of
text, by which emphasis is achieved in a quiet way. It is also
apparent in the simple relationship between a heading and the
text. Monotony is avoided when the type of the heading is in
complete contrast to the type of the body of the text. It reaches
the extreme in the over-size display letter which possesses a
striking form of its own, poised against a mass of type of a
contrasting form. In business letterheads, contrast of form will
often rescue the appearance from dullness and monotony; the
contrast can be injected through the use of a contrasting initial,
by contrasting one word of the firm name with the rest of the
name, or by setting the whole name of the firm in a type
which is in contrast to the informational material - address,
telephone number, etc. But, in every case, to be both striking
and pleasant, the contrast should be strong: two completely
dissimilar and opposed faces should be fused into a unity of
opposites.

A designer should cultivate an awareness of the variety of
forms. available in type, and be alert to recognize when the
copy presents an opportunity to use it effectively. He will thus
avoid monotony in his typography, and at the same time help
the reader to grasp the meaning of the message.
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An announcement by BoB GILL plays with the free
Sorms of the lower case ‘g, and contrasts them against the
rigidity of a small line of sans serif text. Below,

BEV LEECH, student at the Vancouver School of Art,
contrasts structures to wittily explain a printing term,

WRONG
FOUNT

Stupid
Clod
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HIDEO a0 of Tokyo plays with Japanese characters
1o create new symbolic meanings. He explains the
ones shown in this way: ‘At upper left is the character
for “hand’’; beside itisa character 1 call
“thoughtful hands”, for clasping one’s hands with
fingers intertwined and thumbs together, elbows
bent and the hands folded upward, is a common attitude
indicating contemplation. The one atright
I have labelled “‘large hands”. It is meant to
convey two hands with the ends of the fingers
touching — the position in which one receives or
lifts or carries a large object.”

contrast of colour

It is significant that the first printed book, the Gutenberg
Bible, provided rectangular spaces at the beginning of each
chapter for the insertion by hand of coloured and ornamented
initials; the second book, the Mainz Psalter, had these initials
printed in red or blue. This tradition of employing colour as a
contrast on the printed page was carried forward from the
manuscript into printing, from the hand-made book into the
machine-made product.

Unfortunately, the economy of modern book production
does not often allow the use of colour in books except for
special editions, and then it is usually restricted to title pages
and an opening initial. Children’s books are an exception.
Extravagance of colour and illustration is generally considered
an integral part of children’s publications. With some trade
books the elegance and luxury of colour in the introductory
pages will be considered necessary despite the additional cost.
Where additional colour is used to enliven or illustrate a book
from cover to cover, careful planning is essential to obtain the
greatest effect at the least increase in cost. In this connection it
might be appropriate to mention that the second colour in this
book is the result of such planning. The two-colour pages
were all run together as a 32-page unit, then cut apart and
distributed through the book with the normal black and white
pages.

The designer should familiarize himself with the methods
used by printers in making up signatures of 16, 32, or 64 pages.
He should discover how, by inserts into these signatures or by
‘wrap-arounds’, the visual excitement of the book can be ent
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hanced with no great addition to the cost. By knowing these ﬁifflfﬁé%o;%@ffkh
texture for an invitation to a
dinner. Below, a cover of a

‘ ' ! I S EL LISSITSKY employs
colour and the forms of
the letters.

techniques, the designer can assist his client in organizing hjg
material for maximum effect. book designed by

In general commercial printing and advertising the use of 5 dramatic contrast of both
second colour can be visually stimulating and thus increase the
effectiveness of the message. But its use is a special challengc; ‘
to make sure that the extra run on the press that is required
results in a positive contribution to the appearance of the entire .

finished piece and thus to the dramatization of the message. It

A title page by HERMANN zAPF of Frankfurt showing this
designer’s mastery of typography of a monumental
quality, and especially his discreet handling of colour.
(From Typographic Variations by Hermann Zapf,

is not enough just to decide to run a heading in colour and let
it go at that; the designer must have in mind the specific colour

Museum Books, New York.)

The Comedies
and Tragedies

of William
Shakespeare
Complete
and unabridged
Withlnotes and
glossary >k
[llustrated by
Fritz Kredel
* Volume ]
Random House

to be used and the effect he desires to create with it.

The whole subject of colour is too vast to be covered in this
book, let alone this chapter, but several fundamental things
can be said to clarify what is involved in making the best use
of a second colour in a printing job.

First, let us examinc the question of effective and ineffective
colours. Colours fall into two broad classes, cold and warm.
The cold colours are at the green-blue end of the spectrum; the
warm colours are at the red-yellow end. The cold colours tend
to recede from the spectator, the warm colours to move
toward him. Obviously, then, the warmest colour should have
the strongest attraction for the eye, and certainly this is true, for
a brilliant orange-red is by far the most vigorous colour with
black ink and white paper. But while orange-red is the most
compelling to the eye, it is not always the psychologically
correct colour to use. What a misuse of colour it would be to
use a red-yellow-orange in a piece of advertising for an air-
conditioning system!

This brings us to the second point: the contrasting relation
ships of colours. It takes only a small area of red to flame forth
from the page and capture the reader’s eye, but because of its
tendency to recede, a large area of a cold colour is needed to
make the reader realize that colour is being used. A single

display word or line on a printed job, if run in these colours,
will appear lighter and more distant than the remainder of the
type appearing in black. Thus the colour has not been used to
advantage since it has not drawn the viewer’s attention. Get|
ting around the difficulty might involve the use of larger areas
of colour, even to the point where the whole background
becomes the colour.

In any case, it should be established as a principle that, no
matter what colour is being used, the coloured areas and the
black and white areas should never be in perfect balance. Either
one or the other should be substantially greater. For the warm
colours a small, discreet area is sufficient, but for the sharpest
visual impact the colour must dominate; in the case of the cold
colours, the coloured areas are more effective if they are larger
than the black and white.

The massing of colour elements is also important. It will be
an anaemic design if little bits of colour are spotted across the
sheet of paper as though some dispirited house painter had
wandered about slopping over drops of paint as he went. This
comment infringes on a later chapter on integration, but here
it needs to be said that the organization of colour in a few
potent spots is the only effective way of handling it. When a
solid-colour background is used, some white mass should be




Four examples of the use of colour to increase the
effectiveness of amessage: below, a book title (France);
at right, a small ad for @ German printer, in which a
letter in colour frames the information; bottom left, a
cover of a booklet for Cooper Union in New York; and
right, below, an inscriptional page by

HORST ERICH WOLTER, Leipzig.

AR

Professions

in the U S._

the cooper union

S O Fest allezeit
E O in Freud

und Leid

G LO R I A Arbeit ist des

Biirgers Zierde, Segen ist der Miihe Preis
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Jet through and countered vigorously with either a black type
mass or a black area with reverse type. It is most important in
using this technique that the colour used be of medium
strength, so that both black and white will show up against it.
There is nothing more likely to discourage a reader than being
required to decipher black type against a background that is
too dark. Properly applied, these simple relationships of colour,
white, and black provide the most dramatic way of using
colour in printing.

There are times, as was mentioned in a previous chapter,
when a very soft colour is needed to shade off the mass of a
huge initial, for example on a letterhead. Here is where the
pure colours are often too harsh (except for yellow) and the
grayed-down tones of pastel shades are preferable. The swatch
book of any ink manufacturer, if thumbed through slowly and
with attention to the quality of each individual colour, will
suggest dozens of unusual shades which can be employed to
good effect.

The use of a second colour for contrast can often make a
printed job much more effective, and it may be false economy
for an advertiser to restrict his printer to a single colour. Since
two-colour printing can be profitable to the printer, he would
do both himself and his client a favour if he did his utmost to
sell the second colour whenever appropriate; such selling will
be easier, of course, if it is obvious that his designer knows how
to use colours effectively and to get full value for the extra cost.

It is not every customer’s budget that can make use of a
second colour, however effectively it is chosen. But where the
budget does restrict the printing to one colour why is that one
colour almost invariably black? Why not a rich, deep gray, or
a dark red, or green, or brown? The colour of the ink may be
contrasted against either white or coloured paper, and the
printed piece will thus acquire an individuality, a visual appeal
which distinguishes it from the run of mill.




FRANCO GRIGNANI of Milan constructs a full-page
magazine advertisement for a printer around a massive
capital ‘A’ with its base tilted, and with the text run in

the normally slanted right-hand stroke of the letter.

contrast of direction

A human being orients himself in vertical and horizontal,\
terms; he is vertical in his waking hours, horizontal in sleep; ?
he orients himself by the horizon (hence the word ‘horizontal’),
and the things he erects on the carth’s surface are true verticals i

established by a plumb-line. This being the established order of

things, he is disturbed by anything which does not conform to
it. He has a sense of insecurity when he looks at the Tower of
Pisa. Conversely, when he himselfis in an off-vertical position
in the seat of a climbing train, the telephone poles that pass
him, in the frame of his tilted window, appear to be leaning

forward - surely not he, but the outside world, has tipped -

dangerously!

To a lesser degree, the human sense of balance is disturbed -
by slanted lines of type or typographic elements; but a real 5
focal point can be created by a direct, ninety-degree angle of -
intersection of two typographic units. Fortunately for the typot .

graphic designer, his material lends tself readily to such vertical
and horizontal contrasts; all typesetting is based on rectangular
units. But this does not give blanket endorsement for all pos!
sible arrangements, such as piling individual letters of a line one
above the other, or turning type on its side to make it run up
or down. The former is a typographic taboo, since it makes a
text illegible; the latter requires the exercise of discretion. No
line of type which is of vital importance to the total message
should ever be turned to run against the grain of reading
habits unless it is strongly dominant and legible. Yet there are
often cases when there is an obviously dominant main heading

ot title and a very subordinate piece of copy which could be -

run vertically and make an effective contrast, but which would
not affect the total meaning if it chanced not to be read.

At the point of intersection of two type rules there is a
powerful field of attraction that might be compared to a mag |
netic field. A type composition built around such a point of
conflict holds together more effectively as a unit than one
which uses the more conventional border to wall in the mes)
sage and confine it within a typographic cell. There should be
no equality between the intersecting rules, either in their thick:
ness or in the areas they define; intersecting rules create four
rectangles of space— none of these rectangles should be the
same size or shape as any other.

So much for rules and lines of type; what about areas of text
matter? We have seen in the discussion on texture that strong
horizontal patterns can be created in body type by employing
Jeading. Vertical patterns can also be created, by setting the
body copy on a narrow measure and by justifying the line on
cither the right or the left side. The alignment which this
justification will create, plus the vertical nature of the narrow
column, will overcome the natural horizontal movement of
type and create a visual vertical thrust. Intersect this thrust at
any point with a strong horizontal title line, and the type ele
ments will be in visual collision at the point of intersection.
Similarly, two masses of body type, either on the same page or
on facing pages of a spread, can be made to move in opposite
directions by the creation of one vertical column as described
above, and one mass in which the horizontal movement is
emphasized by heavy leading. Even though there is no actual
point of intersection between these two, the direction of move
ment of the two type masses is in contrast, and a point of
tension is established.

The applications of this principle are numerous; perhaps two
examples will serve to illustrate the point. If a letterhead is
being designed in which a long company name and a group of

A ninety-degree angle intersection, with the whole
composition turned on its point, enables the ‘N’ and ‘Z’
of the Swiss daily newspaper National Zeitung to act
interchangeably. Designed by GERSTNER+EKUTTER

of Basle.




429 JEAN TALON OUEST, MONTREAL, QUEBEC

A letterhead for an architect in a bilingual city permits
the structural vertical thrust of a line of type
identifying the business.

elio ¥ vincelli

002 = JORYFYIVD

short pieces of information must be used, the company name
may be spread horizontally across the sheet, while the short
items are set flush left to form a vertical column which interi
sects the main line. In a booklet or publication in which vertical
columns of type dominate, the intrusion of a strong horizontal
line of display sets up a visual tension in the page or spread.
There is one important point to remember when contrasting
vertical and horizontal elements: because of its physical struci
ture our eye is capable of greater movement in a lateral direci

tion than in a vertical, and we are prone to misjudge heights in '

relation to horizontal distances; a vertical line will always look
longer than a horizontal one of equal length. Designers have
frequently used this accepted fact to increase the effect of small
newspaper advertisements by running a strong vertical rule up
the side. Whenever there is a dominant vertical or horizontal

element in any given rectangular area, either dimension, width

or height, can be accentuated through the use of opposition in -

direction.

TELEPHONE TALON 5366

contrast of texture

Texture, to recall the discussion on the subject in chapters s
and 6, is the pattern created by the repetition of certain cha
racteristics inherent in the individual letters of a type face.
Texture can therefore only exist in a line or a mass, wherever
there are enough letters in an area for a textural pattern to take
form. Textural contrasts involve the interplay of two other
contrasts - those of structure and those of weight. The structure
of the letter determines the kind of texture; the weight deter|
mines the relative coarseness of the ‘weave’. Both of these
characteristics can be emphasized or mitigated by the use of
leading between the lines if the texture results from the types
being viewed as a mass rather than as a series of lines.

In discussing colour, we used the terms warm and cold to
describe the range of our emotional reactions to it; in the case
of texture, the terms hard and soft might be applied with equal
validity. A line of sans serif capitals is hard and dispassionate;
text set in Garamond italic is soft and friendly to the eye. Here,
then, is the basis for the play of textural contrasts in typol
graphic design. In a sense, the typographer meets the same
challenge as the contemporary architect; the latter, too, tries
to play off textural effects, one against the other: he contrasts
the warmth of wood with the coldness of stone, and relieves
the varying roughness and irregularity of both of them with
the smoothness and transparency of glass. But the range of
textures at his disposal in building materials is very limited.

The designer of printing has a wider range of textures at his
disposal, and a greater degree of control over each individual

texture, since he can influence it by letting in white, either in
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the line by letter-spacing, or in the mass by leading. Of course
to be able to use texture with confidence the typographer
should be familiar with the textural values of the type faces at
his disposal. Specimen settings of a wide range of type faces
appear on pages 38 and 39; each should be studied closely in
relation to other faces to discover its particular textural qualii
ties. Adjoining settings show the same type faces with leading
between the lines; they should be compared with the solid
settings so that the change in textural effect brought about by
the introduction of leading will be clearly understood and it
will be possible to conjure up mental pictures of any type tex|
ture, either solid or leaded.

But what of the texture of the display line itself? Here the
letters have more individuality, and they assert it more strongly
because of their greater size and because they are comparatively
isolated in the white space with which they are, or should be,
surrounded. The texture of the display line is emphasized in
the same way that the pattern of a woven cloth would be
emphasized if it were viewed under a magnifying glass. A
certain quality of unity may, of course, be sacrificed when the
detail is enlarged. Because the detail - the structural characi
teristics —is more in evidence, any changes created by letter-
spacing will be correspondingly magnified.

The examples shown in the margin will demonstrate this
point better than any verbal description could do. The solid
line of Futura Ultrabold, for example, has the strength of a
solid black bar; with adequate letter-spacing inserted, however,
it becomes a series of staccato points which leads the eye along
it in the same way as a dotted line.

Or again, consider a condensed Gothic letter: the solid line
has a geometric unity that almost overpowers the vertical
character of the condensed letter; if the line is letter-spaced,
however, the vertical character of the letter dominates, and the

line becomes a series of upright elements.

Opposite page: an exercise by a student required to cut up
letters of a given type face to destroy recognition, and
reassemble them into a texture. A contrasting type is
superimposed.

DESIGN FOR GREATER

READY-TO-ASSEMBLE FUR
READY-TO-ASSE

SALE OF FINE LI }{
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A page of text with a monotonous texture done by
MASSIN in Paris to represent a dreary cataloguing of
family relationships in a monologue by a character in
Ionesco’s La Cantatrice Chauve.

(See also pp. 148-152.)
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From the foregoing it might be assumed that the only tex|
tural contrasts possible are those involving masses of type. But
it should not be overlooked that two display lines in themselves
can have different textures; that even a word itself may be
sufficient, if the type is well chosen, to create a texture which -
contrasts with its surroundings. Thus textural relations can be
employed within a heading alone to create visually stimulating
contrasts between the hard and the soft, the rough and the
smooth, the tweeds and the silks of typography.

Once the nature of the texture of the display line has been
established, whether solid or letter-spaced, the textural quality
of the text matter can be designed as its decisive opposite. If
the display line is letter-spaced to create a series of vertical
elements, the text may be given ample leading and develop a
horizontal pattern for contrast. If the display line is solid, the
body type may ease off into staggered lines which defy the
rigidity of its caption.

In designing books, on the other hand, the designer will start
with the text and consider what is appropriate for it. He will
use display as a counterpoint in preliminary pages and in
chapter heads.

The potential combinations of textural qualities are only
limited by the number of type faces which stand in contrast to

one another, multiplied by the different effects that can be
achieved through varying their texture. The range challenges
the imagination and the creative instincts of the printer and

designer.

A cinematic handling of type in a promotion
for a typesetting house, Cooper & Beatty Lid.,
by ANTHONY MaNN, Toronto.
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multiplying the contrasts

The seven basic contrasts which are possible with typographic
material have already been compared to the notes of the
musical scale; if a designer knows how to use them, he can
create music. The comparison is not as fanciful as it may sound,
for the effective use of typographical contrasts depends on the
ability to strike chords. Individually the contrasts are perhaps
visually interesting, but in combination they achieve height)
ened effects. Most basic contrasts need other contrasts to reini
force them; for example, contrast of size alone does not have
the visual vigour of a combination which includes contrasts of
form and weight.

The latter example is cited at random; the permutations and
combinations possible with the seven basic contrasts and an
adequate range of type faces at his disposal give to the designer
as wide a range of effects as the musical composer has at hand.
But just as every musical score has its home key, in typography
the contrast of size of the typographic elements is almost a
prerequisite for all other contrasts. A strong contrast in the
size of the elements is basic, and all other contrasts are extra
effects introduced into the relationship.

It would be impossible to explore all the potential combinai
tions in a lifetime. Each printer or designer, within the range
of type styles and sizes at his disposal, will constantly find new
and exciting combinations if he is looking for them. That, of
course, is the crux of the problem; no amount of perusing
sheets of type specimens will ever teach a designer to recognize
his opportunity, or even to recognize what has made an effeci
tive contrast in a specimen of another’s work. A sharpening




The Interplayers:

A PHENIX
TOO FREQUENT
by Christopher Fry

Colour is handled discreetly in this handsome small

folder announcing a theatrical play, designed by
ADRIAN WILSON, San Francisco.

Below, a typographical design by IMRE REINER of
Switzerland brings all the contrasts into play in a

simple statement. The elements are in total contrast: size,
weight, structure, form, colour, texture, and direction.

At right, square format business card by
KLAUS BURKHARDT of Stutigart, with many
contrasts employed.

3
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of his own visual faculties and his habits of perception will
enable him to take a typescript, search out the core of the
message, and give it visual expression through typography.
How can perception be trained? One means of stimulating
ideas about the application of contrast in the average commer)
cial printing job is the study of examples of typographic design
shown in graphic exhibitions. Analysis of these at every oppor;
tunity will help the printer and designer to analyse any of his
own jobs and learn what will make the result effective.
Exhibitions, of course, present the work of the most highly
skilled and imaginative designers, usually working with a wide
range of type faces and materials and, in many cases, a generous
budget. Many printers and designers have to substitute ingenu|
ity for money and work within the limitations of their own
typographic resources. However slender these resources may
be, the material of contrast exists in every printing establish)

Klaus
Burkhardt
Smaragd
weg 18
Stuttgart N
Tel. 206313
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ment; the meanest shop will have more than oné size of type,
most shops will have more than one type face which, if they
have been purchased carefully, will provide contrast.

Printers’ rules by themselves can provide typographic em
Phasis; a skilful compositor can construct oversize initials,
background areas, structural divisions, and even stylized pici
torial representations with plain rules. A few strips of metal
rule, some large type-high squares, a fine file, and a pen-knife
can become the raw material for contrasts if used with
jmagination and taste.

Finally, every printer has the contrast of the texture of his
type and the texture and colour of his paper; if there is nothing
more than this, good typesetting in a rectangle of interesting
proportions placed on the page in an unusual way that will
take the greatest advantage of the interplay of paper and type
can in itself be visually exciting.

abcef ghiiklmnopgrituviwxyzabedefgh jRmioprst.
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Initials made up of type rules: above, the designer’s
monogram by saM sMART, Toronto; centre, monogram
of lesters ‘as’; bottom, the author’s monogram CD, a
simple typographic spot with a centre bar removed.

At left, an exercise in contrasts done as an abstract
typographical ‘painting’ and executed for the author by
students at L’ Ecole des Arts Graphigues, Montreal,
under the supervision of ARTHUR GLADU in 1947.




