
1

PLAYING WITH WORDS
a type specimen book



2 3

PLAYING WITH WORDS
a type specimen book

Copyright © 2013 by Emily Gauden

All rights reserved. No part of this publication may be
republished, systematically reproduced or transmitted 
in any form or by any means, including photocopying, 
recording, or by any information storage or retrieval 
system, without permission in writing from the designer 
herself.

ADVANCED GRAPHIC DESIGN
VPA 380-11 Spring 2013

PLAYING WITH WORDS
- a type specimen book

UNITED STATES OF AMERICA

Disclaimer: The publisher shall not be held liable for
inaccuracies in the text. The views expressed are those 
of the author. The articles are not intended to be 
definitive and should not be relied upon as a substitute 
for specialist advice.

California State University San Marcos
Visual and Performing Arts
333 S Twin Oaks Valley Road
San Marcos, CA 92096-0001 USA
760-750-4000
www.csusm.edu

This book was designed using the Adobe Creative 
Suite (CS5 & CS6) and converted to Portable Document 
Format (PDF) for both online and print media output. 
The fonts are Amble and Fjalla One. 

Editing, Photography, and Publication
Design: Emily Gauden



4 5

Colophon 3

Text Heavy 6

Bitmapped Letterforms 8

Point/Counterpoint 11

Type Specimen (Love Affair Font) 12

Type Samples/Crimes 16

Type Specimen (Body Font) 18

Long Lists 20

Menu Redesign 21

TABLE OF CONTENTS



6 7

to a sense of the time of its 
production, its seriousness, and 
its function.
 The second aesthetic 
quality is that of colour, the 
darkness or lightness of the block 
of type sensed somehow as a 
whole rather than as a collection 
of individual letter forms with 
substantive meanings. Colour 
is the result of letter shapes, 
distances between letters and 
between words, the amount of 
space left between lines, the 
inking of the type, the printing 
process employed in making the 
impression on paper, and the 
paper itself.
Of all elements the design of 
the letters is, in the dominant 
view, the most important. It is 
important that early typography 
was in fact overtly engaged in the 
explicit search for typefaces that 
would mechanically reproduce 
the written scripts in which, 
before the invention of printing, 
books had been prepared. 
For most of its life since the 
invention of printing with 
movable type in the mid-15th 
century, typography in the West 
has been dominated by three 
type families—roman, italic, and 
black letter (see below). All are 
easily recognizable as refined 
and regularized versions of 
letter styles first developed and 
standardized by scribes. The debt 
of sans serif, more a subclass 

than a family, is apparent but 
less unequivocal.
 To divide the several 
thousand typefaces that have 
existed since Gutenberg into 
three major families is only the 
grossest type of classification, 
and historians of typography, 
like teachers of typography, have 
found it useful to set up other 
classifications. Unfortunately, 
but not unexpectedly, they have 
not found it possible to agree 
on a system of classification. 
The variety of proposals has 
been so bewildering as to 
defeat one of the first purposes 
of classification. Some have 
concentrated on the influence of 
seminal workers in the field and 
talk of “Caslon’s,” “Bodoni’s,” etc. 
Others have concentrated on the 
major uses or types of literature 
from which various dominant 
types have come and talk, for 
example, of Humanistic faces. 
Other systems have employed 
nomenclatures that emphasize 
the early manuscript models from 
which a face evolved or a national 
influence. In attempts to meet a 
growing need for standards that 
can be applied more rigorously 
in legal and commercial and 
technical bibliographical uses, 
some countries and some 
craft associations have tried to 
develop classification schemes 
based on precise, in some 
cases almost mathematical, 

descriptions of the various 
elements of letter shapes. These 
schemes are not as yet worked 
out to the satisfaction of all 
concerned and are matters of 
some controversy, even among 
those who applaud the aims.
 The system that has 
enjoyed the longest general 
favour and seems to be 
about as useful as any other 
divides typefaces into four 
classifications. Unfortunately, 
though the classifications are 
based as much on differences 
in letter styles as on chronology, 
the names given each suggest a 
temporal alignment and one that 
is, at first glance, confusing.
 The first of these is 
called in most places old face—
though Americans sometimes 
call it old style. In general, 
old faces were largely those 
types developed from c. 1722 
to c. 1763 (dates of William 
Caslon and John Baskerville). 
Their letter forms had marked 
affinities with the penned letter 
styles of the scribes: they tended 
to squareness, there was little 
contrast between the thick and 
thin strokes, the stresses (the 
thickest part of the curves in a 
letter) were heavy and tilted or 
slanted, and the serifs tended to 
be full or thick and had 
brackets—gracefully rounded 
curves where they joined the 
letter body proper.

 The second classification 
is usually described as 
transitional and, as its name 
suggests, came more or less 
between—and had letter styling 
midway between—old face  
and modern.
 So-called modern 
types were produced between 
c. 1788 (when Giambattista 
Bodoni introduced the typeface 
that retains his name) and 
approximately 1820, when type 
design almost everywhere went 
into a major decline. Modern faces 
in general share characteristics 
resulting from the engraver’s 
tool rather than the pen. There 
is a marked contrast between 
the thick and thin strokes of 
the letter, the thins in particular 
being almost exaggeratedly thin, 
and the change from thick to thin 
is sudden and pronounced; serifs 
tend to be thinner and somewhat 
longer, and the stresses are less 
pronounced and are vertical 
rather than tilted. The effect 
is that of a letter less square, 
more up and down, than old- 
face letters, with lines more 
sharply defined.
 The classification 
called old style or, in America, 
modernized old style is 
reserved for revivals of old faces 
undertaken by contemporary 
type designers, a practice typified 
by the important work of one 
of England’s truly prestigious 

type designers, Stanley Morison. 
It is necessary to establish a 
special classification for such 
types because in each case the 
modern reworking, while it owed 
much to the original, was in fact 
sufficiently different to be a new 
creation in its own right.
 It is worth pointing out 
once more that typefaces are 
assigned to one or the other 
classification on the basis of the 
style in which their letters are 
drawn and not—despite their 
time-oriented designations—by 
the year of their creation.
 Finally, and although this 
is not the place for a detailed 
history of the evolution of the 
written letter forms on which 
printing depends, it is significant 
that models for all three major 
type families were in use before 
the invention of printing by 
movable type: in England and 
Germany, a handwriting that 
was symmetrical, elongated, 
spiky, magnificently decorative, 
and difficult to read, not unlike 
certain parts of letters called 
today Old English, German script, 
and Gothic, was to be the origin 
of black type; in Italy and Spain, 
a free, open, square, uncluttered 
writing, not too far from the 
letter forms regularized by a 
decree of Charlemagne in the 
late 8th century, is recognizable 
today as the seed source of 
roman type; and a slanted, 

of manuscript writing, on the 
one hand, and the transient 
image on the electronic device, 
on the other hand. Whether the 
letter be made by metal type or 
photographic image is no longer 
important in defining the subject; 
whether the finished item is a 
book or a page influences its 
inclusion as typographic not 
one bit.
 Confusion not 
withstanding, the typographer as 
he is most generally understood 
is responsible—whether or not 
he does all of the work himself—
for the appearance of the printed 
page, and his work is best seen 
in the several examples of the 
printed page that are used to 
illustrate the present article.
 The typographic page 
may be considered in terms 
of two aesthetic qualities. The 
first of these has been called 
“atmosphere,” “feel,” “impress,” 
“sense,” and other similar terms. 
It is easier felt than defined, and 
it depends in large measure on 
such things as the size of the 
block of type, its placement on 
the page, the kinds of display 
letters used for titles, running 
heads, and subheads, and 
the size of the margins—all 
elements that in the hands of a 
competent typographer create 
an expectation regarding the 
contents (possibly even the 
purpose) of the page and lead 
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 Typography:, the design, 
or selection, of letter forms to 
be organized into words and 
sentences to be disposed in 
blocks of type as printing upon 
a page. Typography and the 
typographer who practices it may 
also be concerned with other, 
related matters—the selection 
of paper, the choice of ink, the 
method of printing, the design 
of the binding if the product at 
hand is a book—but the word 
without modifier most usually 
denotes the activities and 
concerns of those most involved 
in and concerned with the 
determination of the appearance 
of the printed page.
Thus understood, there was 
by definition almost—but not 
quite—no typography before 
the invention of printing from 
movable type in the mid-15th 
century; and, thus understood, it 
is only by analogical extension 
that the term can be applied, if 
ever it can be, to “reading” in 
which the material at hand is 
something other than words 
that remain stationary on flat 
firm surfaces. The electronically 
created letter that lives out its 
brief life while moving across the 
face of a signboard or a cathode-
ray tube is not a typographic 
item. Typography, then, exists 
somewhere between the extreme 

cursive, more hurried form of 
the same—from which it evolved 
by chancery scribes whose work 
required speed in handwriting—
is easily seen to be the origin 
of italic.
 The ready availability of 
serviceable letter models freed 
typography from the necessity of 
creating its own prototypes and 
left it able to spend its creative 
impulses in other ways. So well 
did it succeed that, within the first 
few decades after Gutenberg, it 
had brought forth almost every 
major development that it was 
to contribute and, in fact, had 
established itself so well that it 
may be fair to say that, until the 
20th century, the art was a static 
one for all but the first 50 years 
of its existence. Further, the fact 
that the art form could take its 
basic ingredients from existing 
sources gave it a stability that 
it would not otherwise have had. 
Since it was unnecessary to wait 
while various producers in various 
countries came to agreement 
on which letter shapes to adopt 
or what reading conventions to 
employ, the typographer was 
enabled to get on with the work 
of overseeing the printing of 
books for distribution on a scale 
never before envisioned. The 
influence on the Renaissance 
was of incalculable importance 
if, indeed, it was not one of cause 
and effect.

AESTHETIC QUALITIES OF 

THE TYPOGRAPHIC PAGE
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text heavy

According to Scrojo (http://www.scrojo.com/), a promotional poster should answer 
three questions:

Why? When? Where? 
 All remaining information is subordinate. Unless restricted from doing so, 
consider adding information of your own to support or elaborate upon the primary 
question—why? 

This is where research is needed. Both textual and visual solutions need to be explored 
to build a visual statement, a unified whole—bigger than the sum of its parts. 

The existing fan is already sold. The goal of the poster (commercially) is to grab a 
potential fan who comes to the event based solely on the poster.

No job is finished without a few client changes; use the proofing process to your 
advantage. Go ahead and add supportive text or remove what 
you may consider extraneous. The client may like your words better than their own. 

Establish a hierarchy. Rank groupings into order of importance—what you wish to be 
read first, then second, and so on. Don’t let the given order of importance influence you 
overly. You may wish to emphasize a different order, based on logic or aesthetics of 
your own. Copy/paste each line of text into its own text box so it may be moved around 
and stylized independently. Ranking now saves time later.  

Create subsets within the rankings. (i.e. “Organized By,” can be significantly less 
emphasized than, “University Global Affairs Committee.”) Although ranked the same, 
the identifier is not as important as the proper noun, but must remain clustered to 
make logical sense. 

Subdivide text groupings with line breaks into smaller units and remove extraneous 
punctuation and conjunctions. Simplify text wherever possible. (you can add these 
items back in later, if necessary) 

Use only high-resolution photos (300 ppi). Bear in mind that pixel information can only 
scaled so far, but vector information (text) can be scaled without degradation of image.

RANKING FOR HIERARCHY

Point/ 
Counterpoint
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“Graphic design is primarily a medium of communication. Graphic designers balance the aesthetic 

against the communicative, the innovative against the expected. Asked to deliver not only the commercial 

interpretation of image, but also the accurate edification of word, graphic artists by definition must 

remain sensitive to external and internal influences, daring to open their eyes and really look. But then 

they must don their armor and thicken their skin to withstand the criticism and mixed reactions from 

an audience of varying tastes.”

– James Miller

GRAPHIC DESIGN IS...
FJALLA ONE
Regular 
Irina Smirnova

One morning, when Gregor Samsa 
woke from troubled dreams, he 

Grumpy wizards make 
toxic brew for the evil 
Queen and Jack.

found himself transformed in his bed into a 
horrible vermin. He lay on his armour-like back, 

and if he lifted his head a little he could see his brown belly, 
slightly domed and divided by arches into stiff sections. 

 The bedding was hardly able to cover it and seemed ready to slide off any moment. 

His many legs, pitifully thin compared with the size of the rest of him, waved about helplessly as he looked.

(48)

(36)

(24)

(18)

(12)

(8)

Fjalla One is a medium contrast display sans serif. 

Fjalla One has been carefully adjusted to the restrictions of 

the screen. Despite having display characteristics Fjalla One 

can be used in a wide range of sizes.
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“Nothing is original. Steal from anywhere that resonates with inspiration or fuels your imagination. 

Devour old films, new films, music, books, paintings, photographs, poems, dreams, random conversations, 

architecture, bridges, street signs, trees, clouds, bodies of water, light and shadows. Select only things 

to steal from that speak directly to your soul. If you do this, your work (and theft) will be authentic.” 

– Jim Jarmusch

NOTHING IS ORIGINAL.

Letter/Digit Combo
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This sign is guilty of type 
crime because... it is 

gramatically incorrect.
The second sentence 

doesn’t make sense 
without the first. It 

should have a semicolon 
and not a period.

TYPE CRIMES

This sign is guilty of type 
crime because... its font 
hierarchy can make the 
reader confused. When 
read from top to bottom, 
left to right, the sign would 
say “What the world needs 
is love, now, sweet love” 
instead of how it sounds in 
the song (Which would be 
“What the word needs now, 
is love, sweet love.”

This sign is guilty of type 
crime because... its not 
gramatically correct. One 
cannot “lie down” at night; 
they must “lay down.”
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Amble
Created by PunchCut
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Long Lists

Menu Redesign
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