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CHAPTER1

BACKGROUND

History and Typography

Words have been, and still are the main form of visual communication since
pictographs first appeared in c¢. 3100 B.C. Subsequently, Nolen Strals and Bruce Willen,
graphic designers and educators at Maryland Institute College of Art (MICA), define
typography as “characters that can be uniformly reproduced through a single action”
(2009, p. 127), representing words as the visual communication media to a mass
audience. Typography exists in various forms: as ink on the printed page, pixels on the
glowing screen, and three-dimensional objects on signage. Regardless of its format,
typography is an essential element in graphic design. Robert Bringhurst, an educator and
one of North America’s most highly regarded typographers and book designers, defines
typography as, “the art and craft of handling [the] doubly meaning bits of information
[interchangeable parts, or characters, within a language]” (2008, p. 23). At a micro level,
this craft encompasses the shape of individual characters, and the arrangement of
characters relative to one another; at a macro level, it involves arranging type in the form
of sentences and paragraphs relative to the space on a page or a screen. A designer’s
ability to manage this micro to macro scale that typography covers is indicated by his or
her level of attention to detail and thoughtfulness in type selection and usage. As each

typeface has its own personality and connotation based on its origin, different design



content will require different complementary typefaces that share common ground, as
opposed to merely the accordance of the designer’s subjective preference or the latest
trend in the field. As Ellen Lupton, design author, educator, and graphic design MFA
program director at MICA, points out, “selecting type with wit and wisdom requires
knowledge of how and why letterforms have evolved” (2010, p. 51); the evolution of
letterforms as a response to the social and cultural conditions of their time and
geopolitical context is inseparable from their resulting forms, which make up the look
and feel of a typeface. It is crucial for design students to understand this history-and-form
connection in order to make informed selections of typefaces, and subsequently the
appropriate arrangement of type, because “a good typographer handles them [letterforms]
in intelligent, coherent, [and] sensitive ways” (Bringhurst, 2008, p. 23); and it is the goal
of designers to achieve typographic excellence in order to lend interest, structure and tone

to the written word.

Statement of the Problem

Acknowledging the importance of understanding design theory and history for
both academic study and design practice, Jiwon Lee, assistant professor in graphic design
at Old Dominion University, points out the barrier that non-native English speakers
(Korean design students) face in comprehending Western graphic design history texts due
to the lack of publications translated from English into the students’ native language
(2011). A similar situation holds true in the study of typography in Chinese
postsecondary graphic design education. As Taiwanese professor Tseng Pei Yu describes,

“there is a lack of understanding in the historical basis of typefaces and its influence on



type classification, ultimately reflected in [Chinese] students’ misguided typeface
selection and usage. This is due to a lack of shared heritage in the Western culture and
students’ limited English ability in understanding the original text [and the structure of a
foreign language medium, which may differ from that of Chinese texts]” (2003). Existing
translated typographic books in China follow the structure of a Western approach, which
do not sufficiently improve the tangibility for Chinese students to obtain a clear
understanding of the content. In China and Taiwan, where English is taught as a second
language beginning in grade school and used sporadically along with Chinese text,
postsecondary design students do not experience the same context that type is used within
compared to students who are exposed to Western typography on a daily basis. In an
interview with American professor David Fox, design educator in Shanghai, Fox
observed that a traditional (Old Style) typeface such as Goudy does not appear as “old”
(classical) to English-as-a-second-language (ESL) Chinese students as naturally as
Western students due to their typical usage; Chinese students have a weaker
understanding of the association between legibility and letter arrangement due to a lower
English proficiency level (personal communication, October 22, 2011). It remains to be
discussed whether typographic sensibility is directly related to language proficiency,

or rather to the cultural context and the intensity a student is confronted with

typography usage.



CHAPTER 11

RESEARCH

SWOT Analysis

Research on the current state of typographic instruction takes the form of a
SWOT (strengths, weaknesses, opportunities, threats) analysis to evaluate the existing
typographic teaching tools available to ESL Chinese students.

Strengths

Existing texts for ESL Chinese students include the original texts and the Chinese
translations of Ellen Lupton’s Thinking with Type, 1" edition (2004) and The
Fundamentals of Typography (2006) by Gavin Ambrose and Paul Harris. These texts
provide an overview of type usage and typographic classification, along with historical
background in the development of Western type, serving as practical foundation texts.
Examples of existing web-based tools are Font Shop’s educational resources
(www.fontshop.com/education) and the accompanying website for James Craig’s
Designing with Type (www.designingwithtype.com/5). Application (app)-based learning
tools include 4 Typography Insight by Dong Yoon Park and Explorations in Typography
by Carolina de Bartolo and Erik Spiekermann; both tools are delivered as applications for

the iPad.



Weaknesses

There is varying availability of the above translated textbooks within China. The
aforementioned texts and tools, originally written and designed for Western design
students, present information from only the Western cultural perspective. On the other
hand, locally written typography textbooks focus mainly on Chinese typography and
provide narrow coverage of Western typography and its historical development.
According to Roman Wilhelm, a design researcher and lecturer specializing in Chinese-
Western intercultural communication and typography, “current bilingual publications
explaining the development of the typographic form of the two writing systems is
minimal and unsatisfactory” (personal communication, October 12, 2011). It is difficult
for Chinese students to obtain an inclusive typographic perspective encompassing both
cultures that will expand students’ typographic comprehension in their future careers.

Opportunities

Educational materials presented in both English and Chinese, and from both the
Western and Chinese cultural perspectives ease understanding of technical terms in a
second language; they provide a platform for simultaneous cross-referencing of related
historical events, structural similarities, and other parallels relating to typographic history
and form. With China being the second largest iPad market after the United States as of
March 1, 2012 (Zhang, 2012), information that is housed within an interactive iPad
would be accessible to a wide audience regardless of physical location. The interactive
capability of an application can provide simulation of using hands-on writing tools, thus

reinforcing the connection.



Threats
The delivery format of educational materials via an iPad app will limit the number
of reachable students, excluding those who have limited or no access to an iPad.
According to Apple’s i0S Human Interface Guideline (2012, p. 28):
People often use 10S-based devices while they’re on the go, and in environments
filled with distractions. Part of your [the designer’s] job is to create a responsive,
compelling experience that pulls people in and gets them to the content they care
about quickly and easily.
Given the nature of an 10S app, the information covered in an iPad app will focus on
important fundamentals in a concise scope, to maintain user focus and make the learning
experience enjoyable. As a result, this reference guide will not supply the elaborated

knowledge provided by textbooks; rather it will be a condensed version of these texts.

Methodology

The development process for this thesis adopts the methodology formalized by
Paul Nini at Ohio State University, published in Design Studies: Theory and Research in
Graphic Design (2006). Phase one involves identifying the problem through a literature
review and interviews with design educators who specialize in typography and have
taught the subject within the Chinese culture, followed by analyzing existing best
practices in typographic instruction and in the design of educational interactive
applications, gathering content, and developing a strategy for information presentation.

Phase two involves prototype development of the interactive application, user testing by



Chinese design students and bilingual educators, and prototype refinement based

on feedback.

Project Overview

Using the foundation laid by currently adopted Western typography texts in both
the original English texts and their Chinese translated versions, as well as foundational
typography curricula in the United States, this project assumes the format of a Western
typography reference guide for an iPad app named Typeline. Upon introducing new
concepts, instructors habitually use analogy to compare the unfamiliar with familiar
subjects. The comparison of a pump to the heart and a camera to the human eye are
common analogies in biology. In literature, writers use analogies to clarify ideas and to
reinforce their argument: In her 1932 classic essay on book typography The Crystal
Goblet or Printing should be Invisible, the typography publicist Beatrice Warde,
compares textual content set in type to wine held within a crystal goblet to point out the
significance of well-set type that frames and enhances, rather than obstructs the content it
contains. Likewise, Bringhurst offers another typographic analogy: “Typography is to
literature as musical performance is to composition: an essential act of interpretation, full
of endless opportunities for insight or obtuseness” (2008, p. 19). Typeline adopts this
analogy approach—while presenting a parallel explanation of historical typographic
development between the Chinese and Latin scripts, the guide explains Western
typographic terminology and forms through analogies with Chinese typography. Through
a paired presentation of Western history with analogous events in the history of China,

and by comparing Western type anatomy with familiar pen strokes in Chinese characters,



Typeline renders a new subject more tangible to Chinese learners based on the foundation

of a familiar cultural context.

Target Audience

Given the importance of English as a global language and the rising role of design
contributions from non-English speaking countries (Lee, 2011), in this case China,
Typeline primarily focuses on a target audience of ESL Chinese foundational design
students. The objective of the app is to strengthen the students’ understanding of the
fundamentals of Western typography and provide them with a solid groundwork upon
which to build further design knowledge, as an effort to bridge the gap in cross-cultural
design education. The guide also helps expand the Chinese audience who has an interest
in Western typography, raising the quality of Western typographic design in a culture
where English is commonly used along with Chinese text, but where the instructional
focus on Chinese typography outweighs its Western counterpart.

Western design students constitute the secondary audience. Through a broader
cultural presentation of typographic fundamentals, 7ypeline encourages receptiveness to
designing with written languages beyond those of Latin origin, expanding the Western
design language to be more multi-cultural in a world that is progressively more
interconnected, and helping Western design students to view the unfamiliar through a
familiar perspective. The ability for a designer to view characters as shapes, beyond their
literal connotation, is essential to making discerning decisions in typographic design. The
concurrent exposure to unfamiliar Chinese writing systems and pictogram-like characters

promotes the viewing of type elements as shapes, training students into utilizing



typographic elements beyond their conventional usage as written text, into design

elements that also expressively represent the content.



CHAPTER III

TYPELINE AS A REFERENCE GUIDE

Process

A wireframe lays the foundation of the interactive app, establishing the
arrangement of content and the flow of information between topics (see Figure 1).
Khoi Vinh, graphic designer and former design director for 7he New York Times,
describes wireframes as “schematic drawings that capture the features and types of
content that are required for each template [page]” (2010, p. 49). Based on the subject
matter covered in adopted typography texts, Typeline features six major modules:
Timeline, Classification, Anatomy, Typesetting, Glossary, and Specimen. Following the
wireframe construction, the design process proceeds to the gathering of content, the
translation of content into its Chinese or English counterparts, the illustration of content
presented in the Timeline module as visual examples, and finally the arrangement of
contents into their respective modules into a digital format as an iPad app prototype.

The name Typeline draws from the word Timeline, the module that represents this
thesis’s primary objective—the presentation of parallel typographic developments within
Western and Chinese cultures. The word /ine within the name also connotes the words

hotline and helpline, as a metaphor to providing assistance with typographic reference.

10
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Figure 1. Wireframe for the interactive application.
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Outcome Rationale

Logo and Splash Page

The icon with the Typeline logo, a combination of the letter 7" and a geometric
parallel symbol, introduces the user to the app (see Figure 2). A six-section splash screen
greets user with type illustrations that represents the contents discussed (see Figure 3).

From here, the user can access these topics in the order of their preference.

Figure 2. Application icon.
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Typeline a typographic reference guide

Figure 3. Splash screen.

Timeline

In addition to referencing information from the aforementioned foundational texts
and their translated versions, Typeline also draws from authoritative texts in the U.S.,
such as John Kane’s 4 Type Primer, 2™ edition (2003) and Meggs’ History of Graphic
Design, 4" edition (2006) by Philip B. Meggs and Alston W. Purvis as references for
historical information pertaining to the West. For Chinese typographic history, this
project draws primarily on An lllustrated History of Printing in Ancient China (1998)
by Shubao Luo and Esther Liu’s One Character, One Life: Chinese typographers since
1949 (2009).

Historical information from the West and East are laid out alongside each other,

with the Eastern and Western information arranged on the right and left side respectively,
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following the convention of a compass orientation. The timeline, color-coded per culture,
covers the period from 4000 B.C. to the beginning of the 21* century. Historical eras in
China are traditionally represented by the dynasty that occupied the period, as a result,
the Eastern timeline is partitioned by annotated dynasties until year 1912, the
establishment of the Republic of China that marked the end of dynasties. The Western
timeline is partitioned into periods with typographic milestones; since European art
movements and the Industrial Revolution carried significant influence on Western
typographic development, these events annotate the period they took place within. When
a user selects a timeframe, corresponding events appear within the divided content area,
allowing concurrent viewing of independent Eastern and Western events. The colored
and annotated text marks special terminologies, which upon tapping reveals a definition
in a pop-up window (see Figure 4). [llustrations help students to visualize the information
displayed, in particular the character forms. The use of a hand-sketch illustration style not
only evokes the starting point of the general design process (the planning of ideas through
sketching), its consistency in style also visualizes content in a cohesive representation.
Inevitably, “History touched at certain points, other points they diverge”
(Bringhurst, 2008, p. 142). The Timeline module also presents related historical events
using the analogous display function. Tapping on the parallel icon on the top right corner
of the screen activates a view of analogous or interconnected events between the two
cultures (see Figure 5). Since these events are analogies, not equivalences, the parallel
symbol indicates this nature through a pair of similar but different strokes, a solid and a
dashed line that run in the same direction. When an analogy exists for an event, the

content on the opposite culture automatically scrolls to the corresponding event; the line



15

that usually divides the content for two cultures disappears to reinforce the connection of
histories; and the highlighted text (in chartreuse) indicates the specific elements that

are analogous.

p

« /A
EAST %
BC BC
AD
0-500 Parisian type caster Claude Garamond 4000
500 - 1000 created letterforms more expressive of the
steel he worked with than the strokes made SHANG
¢.700-800 with calligraphy pen. The resulting typeface 1600—1066

style is Garalde~, an old style typeface that
WESTERN ZHOU 7 /8
¢.900 . 1066771
Garalde typeface stemmed from Venetian, but reflect an Tap on a period to begin viewing Eastern
influence from type being carved on metal. Compared to typographic history. > GG

Venetian typeface, Garalde s less bracketed, contains more
1000 reqular serifs, and a less oblique stress. RS - B o 700-476
ARMBFHERRRELA R RS B2 9 |
® - fALRENIN  ARMBFINT FXREEN NG QIN %
BARE - BRI - 221-206

AD
8 -500
RENAISSANCE i ¢ L N
14656 WESTERN HAN 7535
206-AD23
RENAISSANCE
EASTERN HAN %%

1600 5 e

BAROQUE E2743% "
581-618

1700 - 1800 d style e, Garamond
A &7 + Garamond

TANG i

618—-907

NORTHERN SONG kR

Figure 4. Timeline: history displayed with expanded definition.
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Figure 5. Timeline: parallel events simultaneously displayed.

Classification

Classification is the categorization of typefaces based on their origins and

structure. This module focuses on text typefaces as opposed to display typefaces, due to
the subtlety of structural differences to the untrained eye. According to Strals and Willen
(2009), “The designer’s ability to balance and control legibility, context, and creativity is
the power to shape the written word” (p. 5). In the midst of an endless selection of
typefaces, a common problem that challenges beginning design students is the
appropriate typeface choice for their subject—finding the balance between readability,
and the use of type in order to contribute to the tone and mood of the words; and
legibility, the clarity of the type forms that allows the reader to distinguish between

different letters. The classification of typefaces based on their structural similarities sets
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foundational perimeters for students to view unfamiliar typefaces within. A condensed
tabular format along with corresponding color-coded segments on the enlarged letters o
and £, letterforms which bear the measuring criteria as examples, describe the
classification’s physical characteristics.

As Chinese typeface designer of over 50 years and design educator Yu Bing Nan
explains, “Latin and Chinese characters are two different language systems that vastly
differ; however, from a design, in other words, an artistic perspective, both are governed
by the same principles—positive and negative space, contrast, scale, and focal point”
(Liu, trans. 2009, p. 118). Based on Yu’s observation, this module also presents structural
analogies between Latin and Chinese characters. While the corresponding Chinese
analogy does not share similar origin and writing tool influence, it presents similarities in
form. Whenever a classification has an analogy in terms of Chinese type classification,

the Chinese example character %3~ (Hao, one of its English translations being ok or fine),

appears with certain segments colored in order to correspond to the Latin anatomical
parts of the same colors (see Figure 6). Since origin and structure go hand-in-hand, a
timeline tab quickly brings up the historical information of each type class (see Figure 7).
Serif typefaces contain feet-like extensions at the terminals of their letters. Early
serif typefaces have a basis in calligraphy, with various writing tools influencing the
elements within letters, such as the shapes of the serif, the contrast between the thickest
and the thinnest strokes of the letter, and the orientation of the letterform. Providing
students the experience of writing with these tools enables them to comprehend the pen-
and-structure connection on a first-hand basis, as opposed to merely memorizing the

facts. Whenever a type classification contains structures influenced by calligraphy, a
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matching pen tool is available for users to “pick up” by tapping on the pen, and then write
on top of letter outlines. The resulting pen strokes created by the users affirm the

relationship between writing tools and letterforms (see Figure 8).
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Figure 6. Classification: analogous Chinese character displayed.
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observed in the letter “0” in old style
typeface. Notice the difference in stroke

TRANSITIONAL weight with various stroke direction.

AEXRPWWELL 30—40 AERE AR
HEHBEFE L OF EMEEMERED - BF
TRERS EMEENERIEY

DIDONE (MODERN)
@SR (AR) 2

SLAB SERIF

SANS SERIF

GROTESQUE
2n

NEO-GROTESQUE
HEn

HUMANIST

AXEBRRARFR

INFLUENCE ##%
BROAD-NIBBED PEN
FRRPHRE

A

Figure 8. Classification: pen strokes formed by a brush tool.
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Anatomy

The discussion of letterforms requires knowledge of the components that make up
the letters, including the spaces and guides that letters interact with. Instead of arranging
terms in alphabetical order, the Anatomy module arranges terms in related groups: parts
that share similar structures with names that are easily mixed up, such as cross bar and
cross stroke; parts that are counterparts of each other, such as apex and vertex, arm and
leg. A selected term on the sidebar triggers the highlighting of a visual example of the
part of anatomy and the display of its definition.

Similar to the keyword hamburgefonstiv or the pangram the quick brown fox
Jjumps over a lazy dog in Latin alphabets, Chinese calligraphy tradition has it that the term

7k (YOng) serves as a practical sample character. Combinations of eight basic stroke

types make up the anatomy of Chinese characters. Yong, which contains all of these basic
strokes, serves as the example for anatomical analogies. The Yong character appears
whenever an analogy exists between the part on a Latin letter and the stroke on a Chinese

character (see Figure 9).
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SHOULDER =¥

TAL 7R

DOT =

BARB _‘ 1 shoulder ¥

BEAK =5
SPUR ##

EYE# The curved or diagonal stroke at the end of certain letterf
EAR %

LINK g%

LOOP & dot 2 .

CHIN =

SPINE 3

LIGATURE 3

3
s
=
H
H
S
2
i
19
L

TERMINAL £ 42
FINIAL ms2 4585

Figure 9. Anatomy: corresponding analogous parts displayed.

Typesetting

The Typesetting module introduces learners to the arrangement of type elements:
from a smaller scale of learning measurement units for type elements and understanding
the relationships of typefaces, letter sizes, and legibility; progressing into a larger scale of
setting words, sentences, and subsequently paragraphs.

Bill Moggridge, founder of the global design firm IDEO, explains, “Design
thinking harnesses tacit knowledge rather than the explicit knowledge of logically
expressed thoughts. Designers operate at a level of complexity in the synthesis of
constraints where it is more effective to learn by doing...” (2007, p. 650). This module’s
use of responsive controls allows users to adjust settings for individual typesetting

elements, helping them visualize the effects of their adjustments. An expandable Nofte tab
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elaborates each topic and provides scenarios of desirable and undesirable typesetting
results under common typesetting situations, providing guidance for users to evaluate

their typesetting outcomes (see Figure 10 and 11).

p

MEASURING UNITS
i 3 {

TEXT AMOUNT
TYPE SIZE

R 310N

FLUSH LEFT, RAGGED RIGHT CENTERED
LEADING BE . THL

KERNING FLUSH RI RAGGED LEFT JUSTIFIED
TRACKING

ITC Franklin Gothic Std

The rise of sans serif typeface as a result to a demand modelled on classic roman proportions.

in new forms of graphic expression in the new century.

Grotesque (meaning sans serif) was the first widely used  Neo-grotesque, also know as transitional sans serif,

sans serif. Akzidenz Grotesk released in 1898, it is the  emerged and became popular due to its neutral char-
precursor to the typefaces Helvetica and Univers. acter that renders the type fiexible for a wide variety of
Avant-garde artists challenged tradition and created type- jobs. Two transitional sans serifs that exhibit a world-wide
faces that emulate mass production—creating highly popularity are Helvetica and Univers, both modelled after
geometric typefaces such as Futura, designed by Paul the 19th century grotesque, Akzidenz Grotesk

Renner in 1927.

As a contrast to geometric typefaces, letter carver Eric
Gill created Gill Sans in 1928, a humanist sans serif

Figure 10. Typesetting: controls allowing users to adjust setting.



MEASURING UNITS
RERY

TYPE SIZE
FHRAN
LEADING
178
KERNING
FEWE

TRACKING
FRRZ

ALIGNMENT
HE

TEXT AMOUNT 2%

FLUSH LEFT, RAGGED RIGHT
EE  TEA

FLUSH RIGHT, RAGGED LEFT
BE - FHEE

ITC Franklin Gothic Std

The rise of sans serif typeface as a result to
in new forms of graphic expression in the ne
Grotesque (meaning sans serif) was the first|
sans serif. Akzidenz Grotesk released in 18¢|
precursor to the typefaces Helvetica and Unij
Avant-garde artists challenged tradition and (
faces that emulate mass production—creatil
geometric typefaces such as Futura, designe
Renner in 1927.

As a contrast to geometric typefaces, letter ¢
Gill created Gill Sans in 1928, a humanist ¢
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FLUSH LEFT, RAGGED RIGHT %% + &5
This format follows the experience of handwriting
51 BB

e

atime, reducing the time required for movable printing,

Figure 11. Typesetting: Note providing explanation and guidelines.

Glossary

Glossary module contains a collection of common typographic terms (see Figure

12). Definitions in both English and Chinese are especially helpful to Chinese students in

clarifying terms that bear ambiguous translations across translated textbooks, such as

typography and typeface design; and terms that are commonly used interchangeably but

bear different meanings, such as typeface and font. Explanations are given within the

context of usage in Western countries.
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TAL FE

The curved or diagonal stroke at the end of
certain letterforms.
REFHGhELRPL VI ANANER -

TERMINAL #8 £ 2
The finish of a stroke without a serif,
ERORMBLRY -

TEXT or BODY TEXT & 5 A
Text that forms the main part of a publication.
FERTINERBIHONF

TRACKING or LETTERSPACING R F§ 22

The adjustment of spaces throughout a

group of letters: within a word, a sentence, a
paragraph, o ge of text

—@AFgH % - —AFSALR—EF
—@BaF  —E8%E BE-BENIK .

TRANSITIONAL 3 7% # 7 2

The name transitional describes typeface that
originated between when the old style and
Didone classes emerged. Compared to old style
typeface, transitional is less bracketed, contains
more square, and regular serifs, slightly oblique

TYPEFACE FH
The physical design of characters.
FROEBRE o

TYPE FAMILY X F Rk

A set of typeface including all the variations of
its standard (roman or regular) form
—EEEEREN (REMNER) REH TN
FHOFHR o

TYPE SPECIMEN BOOK 2 i}
A catalog that display a typeface family.
BRFRERKENESE

TYPEFACE DESIGN & 384t
The process of creating type.
AEXFHBE o

TYPOGRAPHIC COLOR &
The density of a block of text
—RXAENERE o

TYPOGRAPHY HFEDR& &t
The study or the usage of type.
HXPHREHRRIRAS o
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or vertical stress, and higher contrast.
i REEFEARERELARNBSR

Figure 12. Glossary for terms beginning with the letter 7.

Specimen

A type specimen is a catalog of a typeface and its respective styles (roman, italic,
bold...etc.). The Specimen module showcases 20 essential typefaces that epitomize the
classifications they represent. The grouping by classification echoes the categories
covered in the Classification module, allowing users to use the specimens as extended

examples for the discussed classifications (see Figure 13).
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SLAB SERIF
ARG TR

abcdefghijklmnopqrstuvwxyz
ey ABCDEFGHIJKLMNO

AKZIDENZ GROTESK

e PQRSTUVWXYZ

FRANKLIN GOTHIC (ITC)

1234567890 .,-;:1?7-

UNIVERS REGULAR

= Have a piCkZ

GEOMETRIC

BARMAFR UNIVERS ITALIC

AVENIR NEXT tWenty_S/.X /etters

FUTURA

— no forcing a jumbled quiz!

AXEBRRBRFE

FRUTIGER

Figure 13. Type specimen for Univers Next.



CHAPTER 1V

EVALUATION AND FURTHER RESEARCH

Prototype testing

Moggridge (2007) defines a prototype as “a representation of a design, made
before the final solution exists (p. 685)”, and further explains the importance of early and
frequent prototyping: it assists designers in arriving at good designs by trying out ideas
quickly and revising their ideas based on user responses and evaluations (p.725)

Typeline’s prototype takes the form of a live interactive Flash-based website; a
portion of the controls that represent the contextual functions are activated to simulate a
realistic representation of an iPad app for students to interact with. A group of five
Chinese students, respectively from Shanghai, Hong Kong, and Taiwan, participated in
the prototype testing and provided feedback on the content and usability. Feedback was
returned in the form of screen recordings that displayed cursor movement and anonymous
survey answers. All of the students found the prototype easy to navigate and the contents
organized. A majority of the students demonstrated an increased level of interest in the
historical origins of typefaces and they found the Classification module helpful with the
paired Chinese character, which affirms the effectiveness of the focus on analogies

compared to an isolated historic approach. Student responses reflected a desire for the

26
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app to include more practical exercises and a stronger hierarchy of information in
the layout.
Possibilities

The prototype feedback process raised possibilities to collect more thorough
responses in further testing:

1. Encompass a larger group of participants in user testing for more
extensive responses.

2. Use a test based on a goal-driven action, in order to create constraints to be met
for measurable results. For example, a student will select a topic of interest to look up
prior to opening the app. His or her path to locating this piece of information serves as an
indication of the ease of navigation within the app.

3. Maximize user feedback from prototype testing conducted remotely. In
addition to using screen recordings that trace the cursor movement, capture audio
recordings of users narrating their thought processes during the testing. A combination of
audio and visual records will represent not only what users do, but also what they are
thinking, in order to understand the context in which actions occur.

Taking the form of an interactive application, Typeline lends itself to ongoing
updates, including: continual expansion of historical content, the addition of new
typographic milestones, and the updates to Chinese translations as terminologies are

established in Chinese textbooks.



CHAPTER V

CONCLUSION

Understanding the related historical and cultural background is crucial in the
intelligent usage of typography in design. Research via scholarly journals and interviews
with typography educators within Chinese postsecondary institutions revealed that
Chinese students’ lack of understanding in Western typographic history is resulting in
poor type usage.

In an effort to elevate comprehension in typography’s social and cultural
background, this thesis actualizes a reference guide that serves as a supplementary
educational tool for ESL Chinese design students. It presents parallel perspectives of
Eastern and Western typographic histories to aid in understanding through students’
shared heritage in Chinese history. The analogies presented in this guide enable
cross-cultural historic references and formal comparisons, as opposed to offering
prescriptive notions for typographic equivalence between the two cultures. In the context
of Chinese language and heritage, Typeline engages Chinese students to comprehend,
embrace, and more readily refer to the historical basis as the rationale for Western
typographic design. It is the goal of this project to help spark new ideas and typographic

expression in multi-cultural design.
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APPENDIX A

TYPELINE APPLICATION: STARTUP

TYPELINE APPLICATION: TIMELINE MODULE
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APPLICATION STARTUP

a

Typeline s typographic reference guide

Application icon

Splash screen
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TIMELINE: viewing of independent events

«

WEST &5

3—4™ century
4% century
4-5% century

¢.500

¢.700-800

Tap on a period to begin viewing Western
typographic history.
BREH - BIRARE S X FHODESL

Phoenicians developed an alphabet system
that used sound to depict both object

and concept. Writings were made by
scratching into wet clay with a sharpened
stick or caving into stone with chisel. The
Phoenician alphabet gave rise to many
subsequent writing systems including
Arabic, Hebrew, Greek, and Latin.
Phoenicians wrote from right to left

BREANTSREEARTRART KA
2 AAMANBTERL LBA  HHR
ARFABERHL - MEEFHRETTD
BERG  EMRAX - AR - BEL
AT - BREAREBEEL -

PRAPE

Phoenician alphabets R E %

Taponihed/sicontoniewanalo

un [/ mEERmSt -

Tap on a period to begin viewing Eastern
typographic history.
BREH - BAARRS X FHDES

Tap on a period to begin viewing Eastern
typographic history.

EMEH - MRARES X B o

4000

SHANG 75
16001066

WESTERN ZHOU /)
1066771

EASTERN ZHOU /8
700-476
an =
221-206
AD

00

WESTERN HAN 753K
206-AD23

EASTERN HAN 30
105

WEST 6 EASTERN N R B

300
Sui P
581-618

TANG
618907

6001000

NORTHERN SONG 3£ 5%

Initial prompt to

guide navigation

Viewing of Western
historical events
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TIMELINE: viewing of independent events

The Greeks adopted the 20 letters from the
Phoenician alphabet. Their writing style is
called boustrophedon “how the ox ploughs”,
lines of text read alternately from right to left
and left to right

FHABARRERTN=HEFS - b
BHESXEHEA boustrophedon + 1 [ 5
] NBTXNFREHEEE  £E8A -

XEPBANO

3—4™ century
4% century
Ancient Greek writing direction %83 S fF:

4-5% century

¢.500

5001000

¢.700-800

Square capitals found on Roman monuments.

BEARLERTHHAEFE -

H

f

RE]

3—4™ century

=y
| [F?

Roman capitals on

4 century

¢.500

5001000

¢.700-800

First reverse-relief carving seal emerged
from Shang Dynasty. Seals were used
mainly in clay-sealing and ornaments and
were a symbol of power and authority. With
the emergence of paper, they were used
mainly for signature stamps.

BENROXFHRAFREREANEDE
SHNDEEBRIRE - RBNREHHR
Mo MRBRE - ATEBREEH -

Brushes and ink first appeared, engraving
remained the prevailing method of writing.

ERER - BMADREZNEESE

The first emperor of unified China,
Qin Shi Huang standardized writing—
small-seal scripts

RESHRTEL - HRIE -

cript for “horse’

The earliest form of books took the forms of
bamboo and wooden slips, sewn together
into a scoll

APRTARAL EAESRBNER -

maz man)

Independent historical
events of the East and West

WESTERN ZHOU

1066771
EASTERN ZHOU /8

700-476

anE
221-206

WESTERN HAN 75

206-AD23

EASTERN HAN 30
105

WEST 6 EXSTERN 4 R

500 - 1000

sum

581-618

TANG B

618907

5001000

NORTHERN SONG 3£ 5

Independent historical
events of the East and West

4000

SHANG
16001066
WESTERN ZHOU

1066771

EASTERN ZHOU /8

700-476

AD
00
WESTERN HAN 7%

206-AD23

EASTERN HAN 30
105

WEST & EXSTER 3 FR

SuI P
581-618

TANG I

618907

6001000

NORTHERN SONG 3£ 5%
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TIMELINE: viewing of independent events

P HNBRRBARGRS o BEF-
14001500 BAREEARSEENR  BREAENE
T BIUAR © BBAK LIRS B9
ARATHIR - BRRENAZFRAIT
B REFRER o

ATEF~ B XE - 1827 £ 1870 FHEBH
BEIEED - RRRFEEMEFANRE
BEARDRREBANATEES - AARS
M - BATMT —BE+HEHEAFRAEN
EERA

15001600
#70

1700-1800

BARDQUE B34 3%

¢1750

ROMANTIC 2%

c. 1775

1800~ 1900

INDUSTRIAL REVOLUTION

IRED

1816

INDUSTRIAL REVOLUTION
IRED

1834

1871

Wood type, nearby lead type for scale comparison

1886

1889

LTE
19™ CENTURY

0-500 In ltaly, type was cast to mimic the ltalian
calligraphic hand—humanist script

Nicholas Jenson was a Frenchman whose
casted type set the aesthetics for type
casters who followed. This style marked the
Venetian (humanist)~ classification.

5001000

¢.700-800

¢.900
EEAF EFFREGEREL - ANES
1000 18 ERARERN - BREANAXEER
ABEMBFETTRRNRA - BEFRR
MERH (AXEH) BEFH- -

1400

1430s

RENAISSANCE X5

1500

1500 - 1600

RENAISSANCE S {5
30s

BAROQUE

1600

BARDQUE 378 3%

c1750

ROMANTIC 2%

AR

‘Small-seal script for “horse

The earliest form of books took the forms of
bamboo and wooden slips, sewn together
into a scoll

AFRTERAL EAEERBNER -

Ascroll 8

Regular script (also know as Kai Shu or
standard script) is based on the writing
style of Tang Dynasty’s calligraphic masters.
It gained popularity in the Tang Dynasty
and became a standard writing style of
Chinese characters.

MESREE  ERNELADHESAMK
BERRPVER  EHRA—E DEF
sERE) -

Regular script is regarded as the most
important key reference for the design of
Chinese typefaces to this day.

SX  HENRPRDBIFRNEEE -

'\\‘

Independent historical
events of the East and West

4000

SHANG 75
16001066
WESTERN ZHOU T

1066771

EASTERN ZHOU /8

700-476

206-AD23

EASTERN HAN 30
105

WEST 6 EXSTERN 4 R

6001000

sulm
1

581-618

TANG B

618907

5001000

NORTHERN SONG 3£ 5

Independent historical
events of the East and West

4000

SHANG
16001066
WESTERN ZHOU /8

1066771

EASTERN ZHOU /8

700-476

anE
221-206
AD
0-500
WESTERN HAS

206-AD23

EASTERN HAN 30
105

WEST 6 EASTERN N R B

300

5001000

sulm
1

581-618

6001000
NORTHERN SONG ¢
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TIMELINE: viewing of independent events

0-500
500-1000

¢.700-800
¢.900

1000

1400

1430s
RENAISSANCE XS
1465-69

RENAISSANCE X (85

1500 - 1600

BAROQUE 37832

1600

BARDOUE E

¢1750

ROMANTIC 2%
17758

0-500
500- 1000
14001500
16001600
17001800

BARDQUE 374 3%

c1750

ROMANTIC 2%
c. 1775

1800

INDUSTRIAL REVOLUTION
IRED

1827

INDUSTRIAL REVOLUTION
IRED

1834
1871

1886

1889

LT
19™ CENTURY

Parisian type caster Claude Garamond
created letterforms more expressive of the
steel he worked with than the strokes made
with calligraphy pen. The resulting typeface
style is Garalde~, an old style typeface that

Garalde typeface stemmed from Venetian, but reflect an
influence from type being carved on metal. Compared to
Venetian , Garalde is less bracketed, contains more
regular serifs, and a less obiique stress.
ARMSEFRERACHN - EERRRIFERAGE
- HLRENN  ANMSFENT FERQEN WS
BHAZ  BORE -

eface, Garamond
Garamond

Englishman William Caslon IV first introduced
sans serif in a type specimen book

Sans serif typefaces did not gain
prominence until late 19th century.

REARRE - FEENYEREFRERM

SIABMETE - MESFHENHAERHE
A BIRATES -

In early 19th century, left to right, horizontal
Chinese typesetting first appeared in
China due to the introduction of the Latin
alphabets in publication

19 #21 AR T FEEBRNER » i
B R L EERER

Both align e still currently in use today.
AEER 3

Inspired by Western logotypes and typefaces
that appeared on imported goods, the
Japanese created Hei typeface, analogous to
sans serif typeface in Western typography.
Hei typeface was then brought to China from
Japan and became one of China's four
main typefaces.

REXE [S58) - [HHE] - BSRE
TXFHEREFH - AARAHEIHG
BENETXFERRBES  REMEEL
EFRE - =+ER - BARBREATE R
ATHNADRITRZ— -

211

Hei typeface B

Ul

581-618
TANG 2
618907
NORTHEN SONG £5R
1041-1048

SOUTHERN SONG RIS
¢ 1200

YUAN T,

¢ 1298

1600 - 1900

MINGE)
13681644

sulm

581-618

TANG

618907

NORTHEN SONG £5R

1041-1048

SOUTHERN SONG RIS
¢. 1200

YUAN 5T
¢ 1298
1600~ 1900
MINGE)
1368-1644
QNG
16441912

1900 - 19505

Expandable dialogue box
providing definition

Independent historical
events of the East and West
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TIMELINE: viewing of analogous events

500-1000

¢.700-800

¢.900

1430s

RENAISSANCE 8%

1465-69

RENAISSANCE X (85

1500 - 1600

RENAISSANCE XL @858
30s

BAROQUE B34 3%

1600

1700 - 1800

BARDQUE B8 3%

¢1750

ROMANTIC 2%

5001000

¢.700-800

1000

1400
1430s

RENAISSANCE X SER

1465-69

RENAISSANCE X (88

1500 - 1600

RENAISSANCE S {5
30s

BAROQUEE
1600
BARDQUE /432

c1750

ROMANTIC 2%

Paper making|was practiced in Spain

BB S| A E T

Blackletter (Textura) was a vertical letterform
prominent in Northern Europe. [FReformof]
blackletter was directly influenced by the
broad-nibbed pen. In the south, a rounder
form called Rotunda prevailed. In northern
France, England and the Low Countries, a
hybrid of the two, batarde was predominant
In the south, scribes adapted the Rotunda
style to their Roman and Greek text sources
in Caroline minuscules. The resulting script
was called “scrittura humanistica”

HEFH (Blackletter) 2 —ERTALWMNE
FRFRE - RENEWARTERARTEN
8 o £FE  EYE (Rotunda) BER © &
EELE  KENUENESR - BENES
IBEIKE (Batarde) AEEFEIE  £RS
XEUERBFESERDBRBENRML
A+ R A ES (Scrittura Humanistica) #)
FER -

#mﬁﬁ‘*

Cai Lun invents paper. He used materials
such as tree bark, shreds of hemp, worn-out
clothes, and fishnets to produce high quality
paper. The technique did not reach Europe
for 900 years. |Paperimaking practice Was
spread via Japan and Uzbehkhistan to Spain
around 1000 C.E.

RIREA o AME - W 5 - RESH
FEERAR - BERNENTSFR AT
HEN - HEAT—TF  BEXNSEAARD
RUBIRAHBREEAYT o

king screen

Regular script (Kai) writing style originated

Clerical scripts is a major reformation in
Chinese writing. Clerical scripts replaced
small-sealed scripts in the Qin Dynasty

as the formal script in the Han Dynasty.
Clerical script was the first Chinese script
truly inspired by the brush. Clerical script

is a neutral typeface, its lack of character
increases legibility and is believed to be one
of the models for movable type.

BERAFEBORBANE - BESRH
REAMHEBNTR  HARMURBERTF
- HEREERERMHRLHBER o
HEENHAERHUATRRLRSEAMN—EF
8 BEEARGHRERRRIE  —R2
AREFFHRNRRZ -

Activated parallel button

Analogous events
displayed, corresponding
events highlighted

4000

SHANG &

16001066

WESTERN ZHOU

1066771

EASTERN ZHOU /8
700-476

anE
221-206
AD

00

WESTERN HAN

206-AD23

WEST & EXSTERN 3 R

300

500 - 1000

sum

581-618

TANG B

618907

5001000

NORTHERN SONG 3£ 5

Analogous events
displayed, corresponding
events highlighted

4000

Sn N

16001066

WESTERN ZHOU

1066771

anE
221-206

AD
0-500

EASTERN HAN 30
105

WEST & EXSTER 3 FR

300

5001000

sulm
1

581-618

TANG I

618907

6001000

NORTHERN SONG 3£ 5%
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TIMELINE: viewing of analogous events

500-1000

¢.700-800

¢.900

1430s

RENAISSANCE 8%

1465-69

RENAISSANCE X (85
500

1500 - 1600

RENAISSANCE XL @858
30s

BAROQUE B34 3%

1600

1700 - 1800

BARDQUE B8 3%

¢1750

ROMANTIC
17758

5001000

¢.700-800
¢.900

1000

1400 - 1600

RENAISSANCE X SER

1465-69

RENAISSANCE X (85

1500

1500 - 1600

RENAISSANCE X {858
30s

BARDQUE 273

1600

BARDOUE

c1750

ROMANTIC 2%
. 1775

Paper making|was practiced in Spain CailLlinlinvents paper] He used materials
such as tree bark, shreds of hemp, worn-out
clothes, and fishnets to produce high quality
paper. The technique did not reach Europe
for 900 years. [PaperMaKIng practice Was
spread via Japan and Uzbehkhistan to Spain
around 1000 C.E.

BB S| A E T

RN o AME - W W E28

FEERAR - BERNENTSFR AT
o HERAT—FF  BEAKWSAAT

RUBIRAHBREEAYT o

Paper-making screen

Regular script (Kai) writing style originated

German printer Johannes Gutenberg
invented movable printing using lead type.
His 42-line bible was printed in Blackletter
style typeface. Type metal composed mainly
of lead, with additions of tin, antimony, and

Bi Sheng invented clay movable type.

LREMRIF

occasionally copper.

EREDBIGHNE - SWEERERSBHE
IREIBIERH e fbay

BEREDB - EMEFREZMUER - Kb
828 & @S-

A

ANHA

\ E
{,‘//4

Analogous events
displayed, corresponding
events highlighted

4000

SHANG &

16001066

WESTERN ZHOU

1066771
EASTERN ZHOU /8

700-476

anE
221-206

WESTERN HAN 75

206-AD23

WEST & EXSTERN 3 R

300

500 - 1000

sum

581-618

TANG B

618907

5001000

NORTHERN SONG 3£ 5

Analogous events
displayed, corresponding
events highlighted

sulm

581-618

TANG
618—907

SOUTHERN SONG RIS
¢. 1200

YUAN 7T

c. 1298
MING 8§
13681644

QNG

1644-1912

1900 - 19505

1930s



TIMELINE: viewing of analogous events

Giambattista Bodoni created the typeface

Bodoni in ltaly while the Didot and Fournier

families in France created the typeface

Didot. These typefaces exemplified the

Didone (modern) type classification-~.

; Characterized by extreme stroke contrast

om0 and unbracketed serifs, modern olass

typefaces continued the progression of type

1400 - 1600
1500 - 1600
1700 - 1800

style along with advances in writing tools
and printing technology.

1800 - 1900

BARARBHES - RSEARTFH
Bodoni + MY S MHEAREMME T
1816 S8 Didot - EHSMBZIE) G0 S5
Tave TN SRS RERERELART FER - R
1827 HEREESTANDBIRANES A o

INDUSTRIAL REVOLUTION
IRED

1834

INDUSTRIAL REVOLUTION
IRED

1871
1886

1889

LTE
19™ CENTURY

02600 The California Job Case became a popular

type case design, with more frequent letters

arranged towards the center of the case.

The California Job Case replaced the original

arrangement system, where capitals were
stored in the uppercase and the miniscule

BAROQUE 37835

1750 letters were stored in the lowercase. This

system resulted in the names “uppercase”

and “lowercase” respectively.

500- 1000
1400- 1600
16001600
17001800

ROMANTIC 2%
c. 1775
MR T RS — EZRONSTF R

i RENFSHBERPONLE o mM
ERBFRERTFRENERRS - KEF
BHELR  MIBFIBETR - AN
FHELET [XB] (uppercase) #l [ ]
(lowercase) f) &8

1800 - 1900
INDUSTRIAL REVOLUTION
IRED

1816

INDUSTRIAL REVOLUTION
IHED

1827

INDUSTRIAL REVOLUTION
IRED

1834

1871

1886

REFREE

Song typefaces originated from the technical
limitations of woodblock printing due to the
wood grain. Type carvers carved type based
on calligraphers’ Regular script. To maximize
speed and efficiency, type carvers modified
the type into thick vertical strokes and thin
horizontal strokes, with angular transitions,
resulting in Song typeface.

RIE - 2 RERR (960—1279) AMEDBIP

HRNFE - AT RS EHRMEE - S
REAGSE  BITRANRET o

Emergence of the first metal type using tin

BRENEE (838) FF2WR -

Wang Zhen invented a revolving typesetting
plate to store wooden movable types
according to the order of the thymes.

EHRE THRTR  BREFRAET o

Typesetting wheel B8

Analogous events
displayed, corresponding
events highlighted

Ul

581-618

TANG

618-907

6001000

NORTHEN SONG £5R

1041-1048

YUAN 7T

c. 1298
1600 - 1900

MINGE)

13681644

anGE

1644-1912

1900 - 19505

1930s

Analogous events
displayed, corresponding
events highlighted

sulm

581-618
TANG
618—907
6001000
NORTHEN SONG £5R

1041-1048

SOUTHERN SONG RIS

¢. 1200

1600 - 1900
MINGE)

13681644

QNG

1644-1912
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CLASSIFICATION

GARALDE (OLD STYLE)
AME (SRR 25

>
TRANSITIONAL y.
DIDONE (MODE "
EBR (Bt
e e

SLAB SERIF
RS

SANS SERIF RBSFH

GROTESQUE
=n

Adobe Jenson

SERIFS

NEO-GROTESQUE VBRACKETS YES SLIGHT
wEN THER 5 #

GEOMETRIC SHAPE  IRREGULAR REGULAR HAIRLINE
HEARMEFE 2R =

123

HUMANIST
AX RS

_—
CONTRAST %t~ MEDIUM
+

STRESS &5~ LEFT LEANING
B

«

SERIF MSFE

GARALDE (OLD STYLE)
il ) F3

TRANSITIONAL .
& ? 4
DIDONE (MODE "
s e S

SLAB SERIF
e

SANS SERIF RBSFH

GROTESQUE
=n

Adobe Jenson

SERIFS #:8:

NEO-GROTESQUE y BRACKETS VES  SLIGHT
wEn TERR A &

GEOMETRIC SHAPE  IRREGULAR REGULAR HAIRLINE
#EARMETT TR 2R =

ok

HUMANIST

_—
CONTRAST %t~ MEDIUM

=]

i aNnaw | CBESERE AS0TYNY TVINHOd

o Tep on pen 1o start writing

Low

INFLUENCE #

VERTICAL/NONE Bfwé ED PEN
HITRE FREFHRE

=

AR AD0TVNY IWINHOS

Adobe Kaiti Std
Adobe i

Analogy in Chinese shares similarity in form only.
It differs in origin and technical development.

HRRKETR LA SHERNERRRETR

SEE INNINLL

No

Low

%
5 INFLUENCE
STRESS .~ LEFT LEANING VERTICAL/NONE BROAD-NIBBED PEN
LEAR TCARI

Venetian (humanist)

Venetian (humanist) with
analogous Chinese character
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CLASSIFICATION

«

SERIF MEFH

GARALDE (OLD STYLE)
it HEME) PI

o
TRANSITIONAL /

DIDONE (MODERN)
BEE (BRt) T8
SLAB SERIF
RS

SANS SERIF RBSFH

GROTESQUE
=n

NEO-GROTESQUE
RN

GEOMETRIC
BEARMETE

HUMANIST
AXERS

«

SERIF MSFE

Al T
GA,R LDE (DLDE VEEA (1)

TRANSITIONAL /
DIDONE (MODE
B2E (BR

SLAB SERIF
e

SANS SERIF RBSFH

GROTESQUE
=n

NEO-GROTESQUE
wem
GEOMETRIC _

HUMANIST

Broad-nibbed pen, when held at a 30-40°
angle, creates the left-leaning stress
observed in the letter “0” in old style
typeface. Notice the difference in stroke
weight with various stroke direction

AEXFEPNMEEL 3040 AEEE  §E
HELAKTFEL OF LNOEEES - BF
TREBHOMELNESRLY -

INFLUENCE #

Al ED PEN

Broad-nibbed pen, when held at a 30-40°
angle, creates the left-leaning stress
observed in the letter “o” in old style
typeface. Notice the difference in stroke
weight with various stroke direction

AELRFPNEEL 3040 AEES &8
HELAKFEL OF LNOEEES - BE
TREEH EAMEENERIELY o

INFLUENCE #

BROAD-NIBBED PEN

Brush tool for Venetian

Interactive broad-nibbed pen

tool allowing user to write

and experience brush strokes

that influence letterforms
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CLASSIFICATION

« ‘ Didone (modern) with
analogous Chinese character

SERIF MEFH

IAN (HUMANIST)

(AXER)
GARALDE (OLD STYLE)
oy HEME) PI

TRANSITIONAL

FZ CuYa Song

SR AD0WNY TYWHOS

SLAB SERIF
RS

SANS SERIF RBSFH

GROTESQUE
=n

Bauer Bodoni

SERIFS

NEO-GROTESQUE VHRACKETS YES SLIGHT
wEN TExR % a

SRR INNINLL

GEOMETRIC SHAPE  IRREGULAR REGULAR HAIRLINE
SEARMSTD R TR T =

HUMANIST
AXERS

B
CONTRAST %t~ MEDIUM Low

INFLUENCE #

—
STRESS 8- LEFTLEANING  VERTICAL/NONE X ELPEN
o B ]

« . Interactive flexible steel pen
tool for Didone (modern)

SERIF MAFE
VENETIAN (HUMANIST)
# (AXZR) 72
Flexible steel pen responds to pressure to
GARALDE (OLD STYLE) create various stroke weight—thicker stroke
AR 8) 2

with increasing pressure. The pointed tip

enables extremely thin stroke.
TRANSITIONAL

FRBENRE AN EME L TRBNNE
BRADEE - BUGE  REERS 08
+a408E -

SLAB SERIF
e

SANS SERIF RBSFH

GROTESQUE
=n

SEE INNINLL

NEO-GROTESQUE
wem
GEOMETRIC _
HUMANIST

INFLUENCE #

FLEXIBLE STEEL PEN
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CLASSIFICATION

«
SERIF MESE

VENETIAN (HUMANIST)
BREAME (AXEH) 72
GARALDE (OLD STYLE)
ARME (HRE) FH
TRANSITIONAL
anmEs

W, |,

Frankiin Gothic

DIDONE (MODERN)
BER (Bft) FH

[l

SLAB SERIF
BRBRFE

SANS SERIF MEFE

STRUCTURE BASIS £ -

NEO-GROTESQUE
wEn

GEOMETRIC
#EARMSFH

APERTURE B8 -

HUMANIST
AXZERSMS

TERMINAL # &% -

SHEE INNINLL

CALLIGRAPHIC
SUSERERER

NARROW

VARYING ANGLES
FRNAB

8c
AD

0-500
5001000
1400-1600
15001600
1700-1800
18001300
190020005

RATIONAL
SET N

Grotesque

EE INNINLL

HANDWRITING GEOMETRIC
LERFMARE  eARARE

CONSISTENT ANGLES
-BHAR

Cross-referencing
historical information
for grotesque

The rise of sans serif~ typeface as a result

to a demand in new forms of graphic

expression in the new century. Grotesque~

(meaning sans serif) was the first widely

used sans serif. Akzidenz Grotesk released

in 1898, it is the precursor to the typefaces

Helvetica and Univers.

BAFHL - APBEERERANKES
X BMETFH - B2 RE - 1989 FRITHY
Akzidenz Grotesk F3 2 Rl - W% —{HFEZ
&+ BRFH Helvetica Fl Univers

Aig e

Grotesque typeface, Akzidenz Grotesk
= Akzidenz Grotesk
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CLASSIFICATION

« Humanist sans serif with
SERIF MEFE analogous Chinese character

VENETIAN (HUMANIST)
BREAME (AXEH) 72

GARALDE (OLD STYLE)
ARME (HRE) FH

DIDONE (MODERN)
BEE (RR) F&
Xin Gothic

SLAB SERIF

SANS SERIF fifl

GROTESQUE
=n

ABESEH AI0WNY TVINHOS

Scala Sans

EE INNINLL

STRUCTURE BASIS & #3# ~ CALLIGRAPHIC RATIONAL HANDWRITING GEOMETRIC
SSERERER  pABIRANE TN PrLiZ &

NEO-GROTESQUE
wEn

GEOMETRIC

—_—
SARMEFH APERTURE B8 - NARROW VQEE

TERMINAL # &% - VARYING ANGLES CONSISTENT ANGLES
FRNAE -BHAR

Cross-referencing
historical information
for humanist sans serif
HENSATE  URE BBE-AZLE

23t Futura 5 «

DSAERAESL - AFHARDE - SR

—A=NEFRBET Gill Sans FH » RHRE
EBRLAMAXERBEEFH - o

Aab

Geometric typeface, Futura
Pl

age

typeface, Gill Sans
Gill Sans.

SRR INNINLL
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ANATOMY

XHEIGHT ‘The invisible line that defines the visual base of letters. E#F SRREBHWES «

BASELINE x5
CAPHEIGHT » =
OVERSHOOT s

STRESS &5

SERIF ms
HALF SERIF ¥ms baseline #8

STROKE %
SWASH mma

CROSSBAR s
CROSS STROKE %

APEX %
VERTEX WA
CROTCH %

X-HEIGHT x#
BASELINE 22
CAPHEIGHT »

‘The orientation of the letterform, marked by the line joining the thinnest points on an “o”. REF SN HAP LR - RUFBoFNRERDRIA

stress A1
ASCENDER 78
DESCENDER
STEM %
STROKE %
SWASH ama

CROSSBAR #i#¢
CROSS STROKE %

APEX %
VERTEX WA

The term baseline
defined, along with its
analogous segment

The term stress defined
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ANATOMY

with its analogous segment
X-HEIGHT x=

BASELINE 2.
CAPHEIGHT »
(OVERSHOOT %

STRESS &5

i |

‘The significant vertical or oblique stroke. Bi¥ Y E RS «

CROSSBAR s

CROSS STROKE 3 % #i#% stem 8
APEX %

VERTEX WA

CROTCH %

|

3
H
H
IS
B
g
2
§

« The term cross stroke

XHEIGHT x The horizontal stroke that inersects the stem. 8+ BEMERHHEE defined, along with its

BASELINE 218 analogous segment
CAPHEIGHT 7
OVERSHOOT &=

STRESS &7 i cross stroke XX Hi%

SERIF
HALF SERIF ¥

(SBFESEF ADOIVNY VKOS E

ASCENDER #
DESCENDER
STE

SWASH mma

CROSSBAR #i#¢
CROSS STROKE % %

APEX %
VERTEX WA
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TYPESETTING

Measuring Units:
responsive pointer indicates
unit equivalences based on
its position on the ruler

Measuring Units:
expandable dialogue box
displaying definition

TYPE SIZE
£ PN

=
=]
£l
p:3
#®

pATe Iftype sizeis 12 poins, an em is 12 points
§ MPRANR128 + 1om 2128

KERNING
SEAE

ALIGNMENT
o
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TYPESETTING

MEASURING UNITS
RERQ

LEADING

TRACKING

ALIGNMENT
Hm

TYPE SIZE FH X

Adobe Garamond

RE ALON

Typefaces with larger x-height are more legible at

Mrs Eaves

Typefaces with larger x-height are more legible

Hevetica Neue

Typefaces with larger x-height are more le

MEASURING UNITS
RERD

TYPE SIZE
£ PN

KERNING
BE
TRACKING

ALIGNMENT
=

TYPE SIZE (pts) / LEADING (pts)

FEAD @) /T8 &

| 0 - 17~
POSITIVE LEADIING SETSOLD NEGAT
e R e

Adobe Garamond

‘The mechanization of movable printing continucd to improve
throughout the carly 19th century. In 1886, Otcmar Mergenthaler,
2 United States company, patented a single linc typescrting
machine—the Linotype Machine. This machin cnabled  linc

of type o be arranged at once, and placed back to their original
posicion for re-usc after printing, This technology removed the
manual process of type sclection onc at a time, reducing the time
required for movable printing;

Helvetica Neue

The mechanization of movable printing continued to
improve throughout the early 19th century. In 1886,
Ottmar Mergenthaler, a United States company, patented
asingle line typesetting machine—the Linotype Machine.
This machine enabled a line of type to be arranged at
once, and placed back to their original position for re-
use after printing. This technology removed the manual
process of type selection one at a time, reducing the time
required for movable printing.

R ALON

Type Size:
control allows changes in
type size

Leading:
controls allow changes in
type size and leading
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TYPESETTING

Kerning:

cursor allows changes in
MEASURING UNITS - -

RERS spacing between designated

Move St start ke .
TYPESIZE e e pair(s) of characters
FRA)

RE ALON

ALIGNMENT
Hm

The adjustmen

« Kerning:
Note displays guidelines
MEASURING UNITS KERNING 18 for desirable and

TYPESIZE undesirable results
EZ YN

LEADING
e

TRACKING
TR

ALIGNMENT
HE

? Using the overall spacing as a guideline, the space between “T* and
.
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TYPESETTING

«

MEASURING UNITS
RERQ

TYPE SIZE

£ Pyt

LEADING

KERNING

» HEADLINE #81 .
- ] TRACKING
BODY TEXT

Adobe Garamond

HISTORY OF WOOD TYPE

‘The need for advertising for a mass production of goods
during The Industrial Revolution demanded big, display
text. Display type were created as a result. Slab serif, a

display type, responded to the need for display type, heavy

slab-like serifs defines the classification. Display type were
intended for use as headlines or display materials, usually
marked by bold strokes and detailed letterforms. Over-
sized type for adverising were cast on wood due to its

Helvetica Neue

ability to retain its shape with usage over the soft nature
of lead.

Wood type began in United State and flourished on job
posters from 1827-1870s. The Hamilton Manufacturing
Company in Twin Rivers, Wisconsin was the largest wood
type producer in the country. The company, currently
museum, houses 1.5 million picces of wood type and pro-
duction equipment in their collection.

HISTORY OF WOOD TYPE

The need for advertising for a mass production of goods
during The Industrial Revolution demanded big, display
text. Display type were created as a result. Slab seri,
adisplay type, responded to the need for display type,
heavy slab-like serifs defines the classification. Display
type were intended for use as headiines or display mate-
rials, usually marked by bold strokes and detailed letter-
forms. Oversized type for advertising were cast on wood
due to its ability to retain its shape with usage over the

MEASURING UNITS
REEG

TYPE SIZE
FRXN

LEADING
T
KERNING
FERE

TRACKING
FHRE

ALIGNMENT
HE

soft nature of lead.

Wood type began in United State and flourished on job
posters from 1827-1870s. The Hamilton Manufacturing
Company in Twin Rivers, Wisconsin was the largest wood
type producer in the country. The company, currently a
museum, houses 1.5 million pieces of wood type and
production equipment in their collection.

TRACKING FRf§ =

The adjustment of
in a word, a sentence, a paragraph, or a page of text

> HEADLINE 281

] TRACKING =i
BODY TEXT iEX

Adobe Garamond

HISTORY OF WOC

‘The need for advertising for a mass producti
during The Industrial Revolution demanded!
text. Display type were created as a result. SI
display type, responded to the need for displ!
slab-like serifs defines the classification. Disg|
intended for use as headlines or display matc
marked by bold strokes and detailed letterfo

ughout a group of let

TR —EF

Wide tracking can be applied to words set in uppercase because
uppercase characters retain their block structure and integrity of
the word.

RS2

Wide tracking applied to words set in lowercase weakens the
connection between individual letters, legibility of the word

sized type for advertising were cast on wood is compromised.
g
i

Helvetica Neue

HISTORY OF WOO

The need for advertising for a mass produci|
during The Industrial Revolution demanded
text. Display type were created as a result. ¢
a display type, responded to the need for di
heavy slab-like serifs defines the classificati
type were intended for use as headlines or (
rials, usually marked by bold strokes and d¢
forms. Oversized type for advertising were ¢
due toits ability to retain its shape with usa

Structure

Normal racking

The mechanization of movable printing continued to
improve throughout the early 19¢h century. In 1886, Ottmar
Mergenthaler, a United States company, patented a single line
typesetting machine—the Linotype Machine. This machine
enabled a line of type to be arranged at once, and placed

RE ALON

Tracking:

controls allow changes in
tracking within the headline
and body text

Tracking:

Note displays guidelines
for desirable and
undesirable results
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TYPESETTING

«
MEASURING UNITS
RERQ
TEXT AMOUNT
TYPE SIZE
£ Pyt

FLUSH LEFT, RAGGED RIGHT
LEADING % B

KERNING % FLUSH RIGHT, RAGGED LEFT

TRACKING

ITC Frankiin Gothic Std

CENTERED

JUSTIFIED

The rise of sans serif typeface as a result to a demand

in new forms of graphic expression in the new century.

Grotesque (meaning sans serif) was the first widely used

sans serif. Akzidenz Grotesk released in 1898, it is the

precursor to the typefaces Helvetica and Univers.

Avant-garde artists challenged tradition and created type-

faces that emulate mass production—creating highly

geometric typefaces such as Futura, designed by Paul
Renner in 1927.

As a contrast to geometric typefaces, letter carver Eric

Gill created Gill Sans in 1928, a humanist sans serif

modelled on classic roman proportions.

MEASURING UNITS
REEG

TEXT AMOUNT 8

TYPE SIZE
FRXN

FLUSH LEFT, RAGGED RIGHT
L BE - FHE

KERNING FLUSH RIGHT, RAGGED LEFT
e BE  TEE

TRACKING

TR

ITC Frankiin Gothic Std

The rise of sans serif typeface as a result
in new forms of graphic expression in the
Grotesque (meaning sans serif) was the firs
sans serif. Akzidenz Grotesk released in 1]
precursor to the typefaces Helvetical
Avant-garde artists challenged tradition and
faces that emulate mass production—c|
geometric typefaces such as Futura, des|
Re

As a contrast to geometric typefaces, lett
Gill created Gill Sans in 1928, a human

FLUSH RIGHT, RAGGED LEFT ¥4 + F% &

This format creates a stronger emphasis on the right

é Apply to smaller text blocks.
P

The mechanization of movable printing continued to
improve throughout the early 19¢h century. In 1886, Ottmar
Mergenthaler, a United States company, patented a single line

typesetting machine—the Linotype Machine.

Setting a large amount of copy is difficult to read because of a
varying starting point for the next line.
HXARS m

The mechanization of movable printing continued to

improve throughout the early 19¢h century. In 1836, Ottmar

Mergenthaler, a United States company, patented a single line

¢ypesetting machine—the Linotype Machine. This machine

enabled a line of type to be arranged at once, and placed

ack to their original position for re-use after printing. This

technology removed the manual process of type selection one at
a time, reducing the time required for movable printing.

"The California Job Case became a popular type case design,

with more frequent leters arranged towards the center of

the case. The California Job Case replaced the original
“arrangement system, where capitals were stored in the uppercast

ystem resulted in the names“uppercase” and
“lowercase” respectively

RE ALON

Alignment:
controls allow changes in
text amount and alignment

Alignment:

Note displays guidelines
for desirable and
undesirable results
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GLOSSARY

E

CALLIGRAPHY %

The art of creating stylized handwriting with a
brush or special pen.

RAERRK OB AR FEOF RER

CAP HEIGHT A SR
The height of capital letters.
RBFHOBE

CHARACTER 75
A unit of written language. An alphabet or a
punctuation is a character.

BEEN—EEY - FEARMFRBRFHN
BF-

CHIN 38
The bend on an uppercase “G".
ARFHCHHAR -

CLASSIFICATION B8 X = 2R

The categorization of typefaces based on their
origins and structure.
AXFOERNLBERNSE

CONDENSED &8
A narrow version of roman style.
—HLESRFERTOTM

CONTRAST ¥t

The difference between the thickest and
thinnest stroke weight in a letter.
FEBENSHEMNER -

COUNTER S

The negative space within a letterform, either
fully or partially enclosed

FEENARH  R2ATRLHEE -

CROSS BAR #t#%

The horizontal stroke that joins two
stems together.
FHIAEHZIBORES -

CROSS STROKE 3% X 412
The horizontal stroke that intersacts the stem.
FHIEEIBOES o

CROTCH #5%
The interior space where two strokes meet.
RRSEEOABLRME o

EARFE

The stroke extending out from the main stem or
bowl of a letterform, exist on the “g” and “r"
EIWAFREVEHBS - BRERT
FoMrH -

EN DASH 588

A symbol used to denote range.

6.g. 1900-1950. It is half the width of an

on dash.

RRER [E] OFR - 10 1900—1950 « EF
HRETRBEN—¥ o

M 2%

A proportional unit. A 10-point type has an em
of 10 points. Itis used to indicate sizes that
changes proportionally, such as to indicate type
size and leading in responsive web design
2HRUMEER « 10-point XFH2HH

10 point ER ARBRALL A AA MBS - S
EREXBERT LRIEEFR -

EM DASH 837 %t
A symbol used to show a break of thought
FREE-EENRY

EN 35
Half of an em.
2HREM—¥ -

EXTENDED 8
A wider version of roman style.
—EHESMTERENTE

EYE 7B
The enclosed counter of the lowercase “a"
PEFBe R BENTE o

Glossary for terms beginning
with the letter C

Glossary for terms beginning
with the letter £
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GLOSSARY

L

G

GARALDE or OLD STYLE

ARMBPH & ERAKFE

Garalde typeface stemmed from Venetian, but
reflects an influence from type being carved on
metal. Compared to Venetian typeface, Garalde
is less bracketed, contains more regular serifs,
and a less oblique stress
ARMBFRRRREHNN - BRRRRIFHE
AMEE - LRRIN  ANMEFENTFX
RN BEBEAR  EHRE -

GEOMETRIC a5 &

Geometric typeface contains reference to
geometric shapes: circles, triangles, and
rectangles are reoccurring shapes in the
structural basis.

RAFHSRVALR : B - =AK - ERRE
RNSHERE -

GLYPH S

A specific expression of a character. An “a” of a
typeface can have multiple glyphs,

0g.tAA

FHORRLE - —BFENaFAUESBFH
Fom:tA A

GOTHIC / GROTEQSUE R #8

The term grotesque resulted from the initial
reaction from their shocking, unappealing
appearance when the typeface first appeared in
the early 1800s. Today the term grotesque and
gothic both mean sans serif. Grotesque also
refers to sans serif typefaces that first emerged
in the 19th century.

HAEIGHLSMHURE  ANHERBOREE
47 %128 Grotesque W& - S0 - EMF 1R
fERMEFE - Grotesque —FLIETE 19 A H
RERNERETFHE -

LEADING or LINESPACING 1755

The distance from the baseline of one line of
type to another. The name originated from the
lead pieces placed between lines of text in
metal typesetting.
—IXFESAT—TXFRENER - BEEF
BREMARPBRAXKTZE - UIRSTXF
BRI ©

LEG 7B

Short strokes off the stem of the letterform,
sither at the bottom or inclined downward.
HEWIEM - EEBRETEOES

LETTERING 2 i

Characters created from multiple strokes,
different from type or writing. Calligraphy is a
form of lettering

#SEEMTAOFR - BHRARFDOIFA
FRF - BERFRERO— -

LIGATURE 35

The character formed by the combination of
two or more characters.
MESLFRERNFR o

LIGHT 818
A roman style with thinner stroke.
— LS E MR DT

LINING NUMERALS % S 25

Numerals that align to the baseline. They share
the same height as uppercase letters.
ESRESHBOYT - HERARTHN

E

LINK 8845

The stroke that connects the bowl and the loop
of alowercase g"

BEN BT g FHARGIBEG o

LooP @

The bowl in the descender of a lowercase two-
story “g"

ERRN BT gRBPOFHR -

LOWERCASE I E 5§

Name originated from the metal pieces of
minuscule letters being stored in the lower
drawer case in movable printing.

EFER R F AR TR

Glossary for terms beginning
with the letter G

Glossary for terms beginning
with the letter L
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SPECIMEN

«

SERIF MEF
VENETIAN (HUMANIST)
RENES (AXE®) FB
ARNO

JENSON (ADOBE)

GARALDE (OLD STYLE)
AR (SRE) FE

BASKERVILLE
CASLON (ADOBE)
TIMES

nnnnnn (MODERN)
BBR (Rf) FH

DiDoT

BODONI (BAUER)

«

SERIF MEF
VENETIAN (HUMANIST)
RENES AXE®) FB
ARNO

JENSON (ADOBE)

GARAMOND (ADOBE)

MINION

CASLON (ADOBE)

TIMES

nnnnnn (MODERN)
BER (Bf) $H

DiDoT

BODONI (BAUER)

Type specimen for Garamond

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNO
PQRSTUVWXYZ
1234567890 .,-;5:12—

Have a pick:
twenty-six letters

—no forcing a jumbled quiz!

Type specimen for Baskerville

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNO
PORSTUVWXYZ
1234567890 .,-;:1?—

BASKERVILLE REGULAR

Have a pick:

twenty-six letters
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SPECIMEN

ARNO

JENSON (ADOBE)

GARAMOND (ADOBE)

BASKERVILLE

CASLON (ADOBE)

FRUTIGER

GILL SANS

d abcdefghijklmnopqrstuvwxyz
(= J o

ABCDEFGHIJKLMNO
P()R%T[f\’WXYZ
1234567890 . -

Have a plck

fu(nh -stx letters

—no forcing a jumbled quiz!

abcdefghijklmnopqgrstuvwxyz
ABCDEFGHIJKLMNO
PQRSTUVWXYZ

1234567890 .,-;:1?—

Have a pick:

twenty six letters

— no forcing a jumbled quiz!

Type specimen for Bodoni

Type specimen for Scala Sans
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