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The Gloss as Poetics 
Transcending the Didactic 
Kyoko Takashi Wilkerson and Douglas Wilkerson 

This article examines recent creative 

uses of the interlinear gloss, or 

furigana, in Japanese writing. 

Traditionally used simply to supply 

pronunciations for Chinese characters, 

the examples collected and analyzed 

here make use of several different non-

standard script combinations, and 

provide poetic tropes or subtle 

alterations of the glossed text. The 

unique simultaneity of the relationship 

between gloss and glossed word, the 

manipulation of symbolic associations 

of the various notational systems 

employed in Japanese and creation of 

distinctive visual patterns lend support 

to arguments for the autonomy of the 

written word. 



Introduction 

The Japanese script reform of half a century ago aimed to encourage a more 

rational and efficient use of traditional notational systems, 

one that would dispense with both the need for and 

consequently the use of interlinear pronunciation glosses 

(furigana) for unusual characters or difficult combinations. 

However, the last twenty years has seen a resurgence in 

the use of such glosses (broadly defined), not so much for 

didactic purposes as for their poetic potential. The unique, 

interlinear position of furigana and other glosses creates 

many possibilities for artistic graphic patterning, a kind of 

"visual poetry," which manipulates Japan's rich notational 

resources, as we ll as the stylistic and symbolic dimensions 

of the various systems. These new visual figurations are 

dependent on traditional scanning and processing 

procedures, yet make use of them in innovative ways, 

playing with the authoritative dimension of the "word­

gloss" relationship. This paper examines the historical 

ground against which these practices figure, the linguistic 

devices they employ and attitudes toward language and 

script resources w hich they evidence. The mere persist­

ence of three distinct but (essentially) phonetically 

equivalent notational systems in Japan should give pause 

to those inclined to hold that writing does not operate 

independently of speech; the creative exploitation of the 

current and historical linguistic and social functions 

unevenly divided among Japan's various notational 

systems should be convincing evidence of the autonomy 

of the written word 2 At the very least this paper proposes 

a preliminary classification for a collection of creative 

interlinear glosses. 



A Brief History of Interlinear Glosses in Japan 

The history of interlinear glosses is interwoven with the 

development of the Japanese writing system, and with 

historical changes in writing style. Following the 

introduction of books from China (between the late 

third century and early fifth century A.D., according to 

eighth-century Japanese records),Japanese writing 

began to develop along several complimentary paths. 

Several Japanese studied Chinese, and learned to read 

and write in the Chinese style. A relatively pure style of 

Chinese was the language of official documents 

throughout the Nara (71 0-794) and Heian (794-1185) 

periods. But those with the resources, freedom and 

inclination to learn Chinese were relatively few, and 

even in th is period less formal documents were often 

written in a modified form of Chinese. In adapting 

Chinese writing to native uses, the Japanese were faced 

w ith two problems: the task of making sense of Chinese 

texts and that of recording Japanese elements in the 

Chinese script. Let us deal first w ith the latter task. 

In Japan Chinese characters, referred to as kanji, came to be read using two 

types of pronunciation, one borrowed from the Chinese pronunciation (the 

on, or"sound"), the other a Japanese word of equivalent meaning (the kun, or 

"explication'VThus Japanese words could be written with Chinese 

characters of corresponding meaning, or transcribed phonetically, using 

either the kun or on reading with little or no regard for the meaning; 

characters used in this way are referred to as kana. Some texts, like the Nihon 

shoki of 720, imitated the syntax and conventions of written Chinese, using 

phonetic transcriptions primarily for proper names; other texts, such as the 

Kojiki of 712, used a syntax closer to that of Japanese. In order to maintain its 

integrity, Japanese poetry was written with Japanese syntax and inflections; 

the great poetry anthology collected in or after 759, the Man'y6shU, primarily 

used Chinese characters for phonetic transcriptions or in their kun readings; 

the Chinese characters used for phonetic transcriptions in this way came to 

be known as man'y6gana ("the kana of the Man'y6shU"). 

Man'y6gana were written in the same size and style as characters used for 

their semantic value. The Chinese also used characters in this way (especially 

to transcribe Sanskrit words), but their use was somewhat limited, and other 

conventions helped to make it clear which characters were meant to be 



read as transcriptions. The situation in Japan was rather more complex, and 

there soon developed a practice of writing kanji in two sizes, the larger 

characters used for their semantic value (usually with Japanese pronuncia­

tion), the smaller characters to write inflections, particles, etc. in man'y6gana. 

This style, called senmy6gaki, was used to write imperial rescripts (senmy6) 

and Shinto prayers, both of wh ich were to be recited w ithout alteration. 

Examples can be found in the Shoku Nihongi of 797.4 

The degree of detail needed to distinguish several tens 

of thousands of Chinese characters from one another 

was not necessary for the transcription of the limited 

Japanese syllabic repertoire. Moreover, a relatively small 

number of kanji tended to be used repeatedly for the 

same sounds in Japanese. Chinese characters were read 

with a single syllable in Chinese, though this often 

became two when accommodated to Japanese 

phonetic habits.Those kanji frequently used for 

phonetic transcriptions gradually came to be associated 

with just one syllable in Japanese, their written forms 

were somewhat simplified, some redundant symbols fell 

out of use, and there developed two separate sets of 

syllabic symbols, kana, phonetically equivalent, but 

graphically distinct hiragana, written in a rounded, fluid 

style, and katakana, written in a more angular, detached 

style. 

Not much is known about the early development of the 

hiragana syllabary. It seems to have developed from 

cursive forms of the characters used in man'y6gana. 

Aesthetic factors played a great part in the development 

of this style, which was apparently used by the early 

tenth century to write many of the great literary works 

of the He ian period, including the influential poetry 

collection KokinshQ (905).1n the middle of the Heian 

period hiragana also began to replace the man'y6gana 

of senmy6gaki as well, a factor which encouraged the 

development of kana-majiribun, texts composed in a 

combination of kanji and kana.5 

On the other hand, texts written in Chinese cou ld be 

puzzled out in severa l ways. One could read them in the 



syntactic order of the original, merely accommodating 

the pronunciation to the Japanese phonetic repertoire. 

Many Buddhist scriptures are still read in this way, and by 

all accounts they were equally as unintelligible to most 

Japanese then as they are now. A more easily compre­

hensible method was to adapt the word order to that of 

Japanese syntax, adding inflections and post-position 

particles as necessary, and substituting in severa l places a 

native Japanese word of equivalent meaning. As aids in 

this practice, marks of various kinds might be added to 

the text, usually between the lines, but occasionally in the 

margins or even on the reverse side of the page. These 

"reading marks" (kunten) are generally of three types: 

punctuation and indications of places where word order 

needed to be changed; characters used only for their 

sound to indicate the pronunciation of difficult 

characters; and simple marks to represent particles and 

inflectional endings (the interpretation of these marks 

usually being determined by their spatial relationship to 

the character in question: upper-left corner, bottom-right 

corner, etc.). A text to which such marks were added in 

828 is still extant.6 Space, and perhaps time, limitations 

encouraged the use of abbreviated forms of characters 

used for these kunten; these abbreviated forms in turn 

became the major impetus for the development of 

katakana, the angular form of kana. These interlinear 

characters, and their simplified forms (katakana), may be 

considered the earliest forms of furigana. 

While the Heian period saw the (relative) simplification and codification of 

the kana syllabaries, subsequent developments through the nineteenth 

century tended to be in the direction of greater and more complicated use 

of kanji even in non-Chinese styles, and the growing necessity for pronun­

ciation glosses. The kana-majiribun script mentioned above was used in 

medieval war tales, such as the Heiji monogatari of the late twelfth century. 

Such tales, written basically in Japanese syntax, employed a highly 

ornamented style which borrowed heavily on Chinese vocabulary 

(especially for the terminology of warfare and Buddhist terms) and Chinese 

rhetoric (parallelism, allusions). This combination of classical Japanese w ith 

Chinese, and an admixture of various elements from the vernacular of the 

time, came to be known as wakan konk6bun ("intermixed Sino-Japanese 
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style"), held by many scholars to be "the foundation of 

the present Japanese written style."7 During the 

Kamakura period (1185-1333) the purer Chinese style of 

the Heian period was replaced in official documents by 

variant forms heavily influenced by Japanese. As more 

such documents came to be written by warriors lacking 

the learning or inclination to compose in Chinese, the 

use of wild and fanciful ateji increased dramatically.8 Kanji 

used to transcribe Japanese words with little regard for 

the ordinary meaning of the individual characters are 

often referred to by the term "(provisionally) applied 

characters"(ateji) _9 A fairly common example is § t±:l m It• 

medetai 'auspicious' from § me 'eye'+ t±:l de 'go out' 

+ m li! 'occasion, degree' (perhaps employed on the 

basis of the on reading /taku!) + It• -l (inflectional 

ending of adjectival). Another class of words often 

referred to as ateji uses phrases of two or more charac­

ters from Chinese to render the meaning of a native 

Japanese word without regard to the individual readings 

of those characters in other contexts: the Japanese 

adjectival urusai E.}J ~'- It• 'noisy, troublesome' from 

1i. 'five'+ }J 'month'+ ~'- 'fly'+ It• -l (inflectional 

end ing of adjectival) is an example of this type, also 

referred to as jukujikun ("kun reading of phrases," as 

opposed to individual characters), making use of the 

kanji phrase"(like) flies in May" to write a Japanese word 

of simi lar meaning. 

The use of furigana increased dramatically from the late 

sixteenth century as a result of several factors. Most 

prominent among these factors are increases in basic 

literacy (hiragana, katakana and some kanji), the 

development of commercial printing (following the 

introduction of the printing press in the 1590s), and new 

styles of writing, especially fiction, which again borrowed 

heavily from Chinese works, and employed la rge 

numbers of Chinese characters and compounds. Several 

popular writers of this period are noted for their difficult 

orthography; lhara Sa ikaku (1642-93) and Takizawa Bakin 

(1767-1 848) both indulged in the use of imaginative ateji 

and unusual characters. By the early seventeenth century 



works were being published in which furigana were 

printed alongside virtua lly all of the kanji (usually w ith 

the exception of numerals), to make them accessible to a 

w ide readership. Many popular newspapers and 

magazines, not to mention works directed at juvenile 

readers, were printed in this manner we ll into the 1940s. 

Interlinear glosses were put to a rather interesting use 

during this period by several scholars and writers 

associated with kokugaku,"native (Japanese) studies." 

These writers sought to recover the pure spirit of Japan, 

untainted by foreign influences, such as Buddhism and 

Confucianism. This movement can be seen in part as a 

reaction against the active promotion of Neo-Confucian 

and "Chinese learning" by the Tokugawa shogunate wh ich 

began early in the seventeenth century (another factor 

which expanded the use of kanji and the need for furigana, 

during this period). Many of the scholars associated w ith 

"native studies" wrote commentaries on such early and 

long-neglected classics as the Man'y6shQ and KokinshQ. 

Rejecting the use of Chinese vocabu lary as a corruption of 

the Japanese spirit, they also promoted writ ing in a style 

modeled on that of the Heian period, with the addition of 

archaic terms from even earlier. Interestingly they did not 

reject the use of Chinese characters (and certainly not of 

the kana derived from them); this "Heian-reviva l" style often 

contained kanji with furigana giving a native Japanese 

equivalent, the kanji serving to convey the meaning of the 

ambiguous or now obscure Japanese term. The great 

scholar and philologist Motoori Norinaga (1730-1843) 

occasionally reversed this relationship, using kanji as 

interlinear glosses for native Japanese terms written in 

hiragana.10 

Further steps towards the current style of written Japanese 

were taken during the Meiji period (1868-1911). Economic 

and social changes which came in the wake of the 1867 

Meiji Restoration encouraged some writers to experiment 

w ith written styles somewhat closer to the spoken 

language of the day. Kanji continued to be used exten­

sively, often glossed with words of native orig in. The 



(1) 

(2) 

following two examples show colloquial equivalents 

of Sino-Japanese compounds given in furigana from 

Futabatei's Ukigumo (Floating Clouds) written 

between 1887 and 1889.Throughout this paper, 

Chinese characters or kanji are transcribed in capital 

letters, hiragana in lower case, and katakana in italics; 

r6maji (romanized Japanese) and English are 

transcribed in bold face (translations in English are 

provided for both the main text and furigana). 

(3) 

kaotsuki 

MEN SO 

IFUKU 

'look, feature' 

'countenance' 

'appearance' 

'apparel, garments' 

The next example, from the same source, is interesting 

since the on-reading of the Sino-Japanese noun GYOSHI 

meaning 'steady gaze' is followed by -meta which 

indicates the inflectional ending of the Japanese verbal 

mitsumeta 'stared,' instead of by the expected -shita 'did' 

which usually verbalizes a noun. In other words, the 

okurigana 'sending kana,' or symbols used to transcribe 

inflections, are to be understood as following the 

reading given in the superscript, rather than the reading 

of the original nominal expression in the main text. From 

this and many other similar examples, it is clear that the 

writer had the colloquial expression mitsumeta in mind 

but chose to supply the Chinese characters for stylistic 

purposes, instead of the other way around (having the 

Sino-Japanese compound GYOSHI in mind and adding 

a pronunciation gloss for the benefit of readers): 

ffiltSU - v. 'stare' 

GYOSHJ+meta n. 'steady gaze'+' -d' 

In this period, the Japanese had to coin many terms to 

refer to new objects and concepts, a large portion of 

them introduced from the West. The following 

neologisms consist of morphemes of Chinese origin, 

their usage being based on that of the Chinese classics 

or Chinese translations of the Buddhist sutras: 



(4) 

(S) 

11[~ DENKI ('lightning'+ 'vital force'--> 'electricity') 

III~ KOKKAI ('nation'+ 'meeting'--> 'national 

assembly,''Diet'), and }I ~lt:. RIP PO ('enactment' +'law' 

--> 'legislation'). 11 

However, English loanwords began to replace older 

nouns borrowed from Chinese as well as those which 

consist of Chinese characters in loan-translations. Some 

even went so far as to claim that Chinese was an 

inappropriate medium through which to translate 

English, since Chinese characters fail to "convey the spirit 

and meanings of the materials."12 Furthermore, an 

underlying sense of inferiority pervaded the collective 

Japanese psyche, and as a result, all things Western, 

especially English, became symbols of status. 

Seeley reports that many uses of Sino-Japanese 

compounds were accompanied by katakana glosses 

representing a Western loanword of equivalent 

meaning.13 Examples include SHINRI 'truth' glossed with 

torOsu, and SHOKUBUN 'obligation' with oburigeshon. 

torOsu 

SHINRI 

oburig~shon 

SHOKUBUN 

'truth' 

'truth' 

'obligation' 

'obligation' 

Both hiragana and katakana were used for glosses, as 

well as for writing loanwords. (It was after the Second 

World War that katakana notation was reserved for 

loanwords and a few other categories.) The following 

example from Kunikida Doppo's Sh6nen no hiai (1903) 

consists of a kanji-compound glossed with a loanword 

written, not in katakana, as was common for recent, 

especially non-Chinese, loanwords, but in hiragana. 

kiseru 
(6) ENKAN 

'(a tobacco) pipe' (from Cambodian khsier) 

'a smoke pipe' 
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(7) 

(8) 

(9) 

In addition to Western loanwords transcribed in hiragana and katakana, 

some were written in kanji for their sound value only (e.g.,'coffee'), or for their 

sound value as well as semantic associations (e.g.,'logic' and 'club,' classic 

ateji, the latter, having been exported to China, still enjoys considerable 

currency).14 

/KOHT! 'coffee' 

ROJIKU 'logic'= 

~ /RO(N)/'debate' + * /JI/'matter, affair'+ ~ /KU/'rule' 

KURABU 'club'= 

~ /KU/ 'together with'+ ~ /RA(KU)/ 'enjoy'+ f§B /BU/ 'group' 

We have seen that interlinear glosses are used for various purposes: 1) to aid 

with the pronunciation of Chinese characters; 2) to provide more colloquial 

(native Japanese) equivalents of learned Sino-Japanese words and 

compounds; and 3) to indicate specific, often unfamiliar, non-Chinese 

loanwords (usua lly from European languages) as a gloss to Japanese 

(including Sino-Japanese) words. The first type was used as early as the 

Heian period, the second became quite common during the Edo period, 

whi le the third began to be used in the Meiji period. 

Newspapers, popular books and magazines were littered 

with ateji and glossed Chinese characters until the end 

of the Second World War. For instance, in 1922 the Tokyo 

Nichinichi Newspaper felt the need to gloss well over half 

(8,011) of the 14,531 Chinese characters used in 

printing. 15 The post-war orthographic reforms included: 

the suppression of ateji and the idiosyncratic use of 

interlinear glosses to the extent that they were 

identifiable,16 and the issuing of a list of 1,850 Chinese 

characters to be used for general purpose (t6y6 kanji), a 

list which was later revised to contain 1,945 characters 

for daily use U6y6 kanji). The list of j6y6 kanji was issued in 

1981 . Most Japanese newspapers and magazines 

targeted for the "general readership" adhere fairly closely 

to this list for their typography. Thus, if a draft contains a 

word not listed in this chart, the publisher usually prints 

it in hiragana, replaces it with a synonym or uses 

Chinese characters with a pronunciation gloss.17 
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Unger states that, unlike the days when furigana were 

extensively used, the newspapers no longer allocate 

interlinear margins for furigana and instead the 

clarification or pronunciation gloss is given in parenthe­

ses following the unfamiliar characters.18 ln 1967 Miller 

stated that furigana are hardly ever seen today except in 

technical and scholarly writings, the publishers of such 

works not limiting themselves to the use of only the 

t6y6 kanji.l 9 However, a casual glance over a variety of 

popular contemporary publications reveals that not only 

does the practice of providing interlinear glosses seem 

to have survived in a variety of other types of publica­

tions, it seems to have Aourished with new and 

innovative extensions of the furigana concept. In the 

following section, we will examine creative uses of 

glossed words to shed light on the writers' underlying 

lingu istic attitudes that transcend the didactic intent of 

the post-war orthographic reforms. The following 

discussion is based on the assumption that standard 

contemporary Japanese orthography (for the majority of 

printed and handwritten materials) consists of an 

intermixture of kanji, katakana (used for onomatopoeia, 

the writing of telegrams, the graphic equivalent of italics 

and most words of foreign origin with the exception of 

all but the most recent imports from China), hiragana 

(for most words not in kanji or katakana), and a 

sprinkling of so-called Arabic numerals and Latin letters, 

all in approximately the same size (with the exception of 

certain common units of measure in katakana). Furigana 

are kana of smaller size placed interlinearly alongside (or 

above, if the text is printed horizontally) kanji to indicate 

the pronunciation. 

Analysis and Discussion 

Before discussing the poetic function predominant in 

the Japanese gloss, the term "poetic function" needs to 

be clarified, particularly in relat ion to other functions of 

language. Language may be said to fulfill a variety of 

functions including expressive, referential and 
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Figure 1 
Functions of Language 
(adapted from Jakobson 1960:353) 

ADDRESSER Emotive 

metalingual functions. A message can fulfill all of these 

functions simultaneously, although all of these functions 

cannot be foregrounded at the same time. In other 

words, each instance of word use may reveal a different 

"hierarchy" of these separate functions, rather than the 

consistent domination of one function; this variety 

results in a diversity of styles.20 Take a glossed word 

CONTENT Referential 

MESSAGE Poetic 
ADDRESSEE Conative 

CONTACT Photic 

CODE Meta lingual 

such as ENKAN/kiseru (see [6] above) for example. It has a REFERENTIAL 

meaning, indicating the association between the linguistic sign, the Sino­

Japanese compound ~ lf, and what is signified, a tobacco pipe. Furigana 

often fulfill a METALINGUAL function, allowing the writer to confirm that the 

reader is using the same language or dialect (reading these symbols as 

I kiseru/ and not as /enkan!), and understands the expressions in the way 

intended by the writer (i.e., a pipe used for inhaling tobacco smoke, and not, 

say, an exhaust flue for a stove). A written word can be said to have a 

channel-oriented PHATIC function,2 1 contributing to the establishment and 

maintenance of communicative contact:the use of the familiar and 

colloquial /oshaberi/ for the more academic /kaiwa/ (in [1 0] below) imparts 

a feeling of intimacy and collusion.As we will see later, an innovative gloss 

may fulfill an addressee-oriented CONATIVE function invoked in the reader, 

just as the use of the vocative form does. Different scripts may be employed 

to indirectly reveal a writers' attitudes and feelings, and conceptions of 

desired identity, thus performing an EMOTIVE function, as in the use of 

/ shinguru/ 'single'to gloss / hitorimono/'unmarried,'thereby expressing the 

copywriter's view of the adult unmarried state (see [25] below). 

Finally, language is said to have a POETIC function when the writer places an 

emphasis on language "for its own sake" rather than for that of communica­

tion per se.22 Mukarovsky explains the functional difference between poetic 

language and standard language:"The function of poetic language consists 

I I N, (,f 14 1 



in the maximum of foregrounding of the utterance" to 

the extent of"pushing communication into the 

background as the objective of expression and of being 

used for its own sake."23 In other words, it is the art of 

communication rather than the act of communication 

that interests the writer. 

Different types of discourse tend to make greater use of distinct functional 

possibilities of language. Technical descriptions tend to emphasize the 

referential potential, and scientific discourse makes claims to have all but 

eliminated the poetic and emotive functions. Back channel responses and 

tag questions function almost exclusively to maintain communication in a 

conversation, often having little or no referential meaning. Hortatory 

speeches are often quite expressive, and must make effective use of the 

metalingual power by carefully selecting the proper register and tone for a 

given audience, but by nature must emphasize the conative function of 

discourse as a whole. However, when all of these functions are subordinated 

to an intentional manipulation of the language to draw attention to itself, 

the poetic potential is foregrounded. 

We will now show how this foregrounding is achieved in the innovative 

glosses in Japanese. Here we are interested primarily in idiosyncratic glosses, 

rather than the "standardized" readings provided by writer or publisher. By 

analyzing non-standard uses of interlinear glosses involving the selection 

and production of unique lexica l phenomena, we w ill examine the 

heightened metalinguistic awareness of novelists, copywriters,journalists, 

technical translators and contributors of creative slang. Just as pronunciation 

glosses were not the only function of the earliest interlinear symbols, the 

provision of accepted readings for infrequently encountered kanji and kanji 

compounds is not the only use of furigana.ln fact, in several types of 
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Figure 2 

publications, furigana rarely perform this function. Figure 

2 lists the most interesting alternative uses observed by 

the authors in contemporary Japanese. Graphic 

va riations and their functions are discussed later. 

Observed Poetic Uses of Innovative Glosses 
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1. As canonical poetic tropes 

metonymy 

word play 

onomatopoeia (giseigo) and mimetic words (gitaigo) 

visual rhyme 

2. To foreground certain elements, 

usually by providing native synonyms or the original/donor word(s) 

a feeling of intimacy, through the use of more colloquial equivalents 

loco/, technical or social flavor 

positive aspects of referent (while backgraunding negative aspects) 

arcane knowledge of foreign languages, Chinese characters 

(to enhance one's identity, to gain social prestige or status) 

The following examples may appear to be nothing more 

than texts glossed with more col loquial equiva lents, a 

common practice in Meiji writing. However, the poetic 

use of these words becomes apparent w hen we 

consider the relationship between the poetic language 

and the standard. As Mukarovsky argues, poetic use of 

language is the "intentional [and systematic] violation of 

the norm of the standard."24 It is against the background 

of the standard language that the poetic use of 

language occurs. 

Accordingly,"the more the norm of the standard is 

stabilized in a given language, the more varied can be its 

vio lation, and therefore the more possibilities for poetry 

in that language."25 The apparently arbitrary provision of 



(10) 

(11) 

col loquial equivalents as glosses for Chinese characters 

was a common practice in the Meiji period; writers and 

editors were free to use various means to introduce new 

. ideas and fresh nuances to old words. But this practice 

was suppressed after World War II. The reformed post­

War script was, in contrast to pre-War practice, a marvel 

of efficiency, and most textbooks, newspapers, maga­

zines and popular books quickly adopted the new, more 

rigid standards. Although the words provided with 

glosses in the texts below are not archaic, the writers 

have glossed them w ith even more familiar words, but 

words which would not be listed as a "correct" or 

"accepted" reading. The bleakness and inflexibility of 

post-War practice redefines the nature of"poetic 

language," and allows the gloss to impart even to these 

not unfamiliar terms an unfamiliar distance.26 Most of the 

fo llowing examples come from magazines and popular 

novels read predominantly by younger women. That 

similar examples can be found in the works of writers 

(both male and female, such as Ariyoshi Sawako) of more 

"serious literature" is not surprising, since innovations of 

this sort were first introduced by"literati" and such 

writers make a profession of exploiting the poetic 

resources of the language. 

ML <>"-'~ 

~§% 

f:IJ' 

~fllljV> 

oshaberi 'a chat ' 

KAlWA 'conversation' 

taka- 'expense-' 

KOKA-i 'valuable'+ '-ive' 

(As in example 3 above, the stem /taka-/ in the gloss 

takes the adjectival ending / -i/, which would not be 

appended to the nominal KOKA.) 
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(12) 

(13) 

(14) 

Words are sometimes, as in examples 10 and 11 above, glossed with native 

synonyms, including those from non-standard dialects, or words from the 

original/ donor language to foreground a particular local, technical or social 

flavor. Ariyoshi Sawako's Hishoku (Not Because of Color, 1963-1964), which 

focused on racial tension in the United States, is rich in the use of interlinear 

glosses in order to foreground local flavor. This is done by glossing some of 

the words in dialogue with the"originai"English expression. The story begins 

in Japan where Emiko meets Thomas Jackson, an American Gland her 

future husband. Emiko says that Jackson uses "big words" such as "peace" and 

"equality." Here, a literal translation of' big word,"Oki na KOTOBA 'is used in 

the Japanese text, but it is glossed with the English expression biggu wado 

'big word' (see example 12).When Ariyoshi has Jackson say that "it is the 

heart (rather than words)" that is important in communication, she uses the 

Japanese word for'heart' (kokoro) glossed with the English word 'heart.' 

1:' ·, 1''7-f' bigguwMo 'big word' 

*~?J:-~~ Oki na KOTOBA 'large-sized words' 

" - f hdto 'heart ' 
1{;'-c''T oJ "KOKORO desu." '(It) is heart.' 

The story moves to New York, where Emiko and Jackson reside. The 

following use of interlinear glosses is intriguing in that it attempts to render 

English spoken with a Brooklyn accent in contrast to that of the standard 

(American) accent.27 

"1' - 7-{ ;t..'J 56tisuri' 
Emiko: 1 3 3 ~j:fg lJ:' (J) J: o J "sanjGsan BANCHI nanoyo." 

'thirty three' 

'It's No. 33' 

Passerby: " .................... " 

;4.,1);1...1) !f"/Jt,, ;J...I) 

Emiko: 1 3 3 J: o 3 iJ{ 2 -J o J 

suri, suri daburu suri 'three, three, double three' 

"san, san, yo. san ga futatsu."'three, three; two threes.' 

f >1'7-f f ;t 

Passerby: 1 eb eb 3 3 iJ' o J 
t6tit6 

"aa, sanjGsan ka" 
toety toe 

'Oh, you mean 33.' 
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(15) 

(16) 

The following examples reveal the cognitive process of 

the Japanese readers in forming metonymic connections 

between the text and the gloss. Such connections are 

formed between two entities because readers "use one 

well-understood or easily perceived aspect of something 

to represent or stand for the thing as a whole."28 Many 

metonymies are culturally conventionalized, such as 

using an "object for the user" (We need a better glove at 

third base);"controller for controlled" (Nixon bombed 

Hanoi); or "the place for the event" (Watergate changed 

our politics).29 The metonymic use of language expresses 

"stands-for" relationships between two things; for 

example, inventor-invented ("She was listening to Bach") 

as in example 15 below. Here, the name of a well-known 

composer is used to refer to his creation.ln example 16, 

the institution (taxation office) is glossed with the word 

for the act of investigation (rnarusa!. Nowadays these 

two words are used interchangeably and people regard 

marusa as a nickname for the Japanese equivalent of the 

IRS. 

... -:"/-'' 

~~ 

"7/V-ft 

m~~ 

bahha 'Bach' 

ENSO 'performance' 

'act of investigation' 

ZEIMUSHO 'taxation office' 

Closely related to the notion of metonymy is synecdo­

che, as both of these exploit relationships of (figurative 

or literal) contiguity. However, synecdoche is understood 

as the substitution of the part for the whole as in the 

following examples. These examples show a 

synecdoch ic use of interlinear glosses, with the part 

given in the gloss and the w hole in the text. Here, the 

Japanese word for a natural spring with a large amount 

of magnesium sulfate is used, but it is glossed as simply 

magnesium sulfate in example 17. Likewise, in example 

18, the word for a natural spring containing a large 

amount of sodium sulfate is used, but it is glossed as 

simply sodium sulfate.30 One might also note that the 



(17) 

(18) 

text is written in Chinese characters associated with traditional Chinese 

medical thinking and practices (one example has the easily decipherable 

implication 'bitter-tasting springs,' relating it to everyday sensory experience), 

w hile the glosses employ the more abstract terms of Western science, 

completely divorced from the experiences of ordinary life. 

"'<'7of.;..7.L.!iiilli1 maguneshiumu RYOSAN 'magnesium sulfate' 

IE'5'*7'R SEIKUMISEN 'magnesium sulfate spring' 

-t f '17.L.liiilli1 natoriumu RYOSAN 'sodium sulfate' 

cV~h'R. BQSHQSEN 'sodium sulfate spring' 

The intriguing thing about these examples is that the average reader of 

More, the women's magazine in which these words appeared, has probably 

never set eyes on the Chinese names of these compounds, especially the 

first one. The readers can only speculate on the meaning of the word on the 

basis of the meaning of the components, just as in deciphering English 

compounds one might make use of Latin and Greek roots. Because 

etymology is often insufficient and/or sometimes even misleading, the 

w riter probably wrote them in this way to imply the effectiveness of these 

minerals in recreating the atmosphere of a European-style spa, the 

unfamiliar chemical names being included to add an aura of scientifically 

authenticated efficacy. In other words, Japanese readers are cond itioned to 

form synecdochic connection between the text and gloss when necessary. 

Below is another example which glosses one's entire (household) budget as 

'wallet.' 

(19) 

(20) 

saifu 'purse' 

YO SAN 'budget' 

The writer sometimes invites the readers to form a 

metonymic connection between two events or entities 

w hich seem to be in arbitrary or unconventional 

relationships. In the following example (20) the writer 

uses the container for the contained, mentioning the 

bowls of varying shapes and sizes to refer to a variety of 

appetizers. 

6doburu 

FUKISOKU na UTSUWA 
'hors d'oeuvre' 

'unmatched bowls' 



An extended use of metonymy can be seen in the following examples. The 

gloss is used to foreground certain aspects of the referent by using one part 

to represent the whole. The kanji t;: 'woman' can be read as lonna/ alone 

and /jo/ or / nyo/ when combined with another character, as in 3cl1: JOSE I 

'female,' and t;: A NYONIN 'woman.' In examples 21 and 22, !7:'11: 
'women' is given different readings, /hito/'person' and lonna/ 'women.' In 

both examples 21 and 23, two distinct kanji notations are given the same 

reading,/hito/'person,' in spite of the different Chinese characters used. An 

analysis of such variations reveals the influence of the writer's conscious 

choice. Nakamura examined the connotative differences in the four terms 

referring to women in Japanese, two of which are relevant here. Although 

the term ONNA denotatively means "the sex which possesses the [child­

bearing] organ," unlike the male equivalent OTOKO 'man,' it implies the 

negative 'sex object.'31 For this reason, JOSEI is used euphemistically in 

newspapers and magazines. As one can see from the context, there is no 

reason to emphasize female sexuality in examples 21 and 23.The woman 

depicted in example 21 is intelligent looking (and not necessarily sexy); 

example 23 describes the female audience who were moved by Tina Turner's 

live concert. In contrast, example 22 appeared in an advertisement for plastic 

surgery with a focus on a woman's physical beauty from a man's perspective. 

V i: 

(21) ~ tL v• t::: ~ ~ £h -c ~ t-: !7:'1:1 <7) El fi3t::: 1I1m t:> -c vd: L t-: o 

hi to 

kirei ni TOSHI o KASAnetekita JOSEI no JISHIN ni Mlchiteimashita 
'beautiful' '-ly' 'age' OM 'multiply' 'woman' POS 'confidence' 'with' 'fiii'-PAST 
'She was filled with the confidence of a woman who was aging beautifully.' 
(--->'She was filled with the confidence of one who was aging beautifully.') 

J;,(>:t 

(22) tblv 7;c !7:'1>1 t= ~ h h t-: v• 

anna JOSEI ni SASOware tai 
'that kind of' 'woman' 'by' 'invite'-PASS 'want to' 
'I'd like to be propositioned/asked out by that kind of woman.' 
(--->'I'd like to be propositioned/asked out by a fox like that.') 

Vi: 

(23) 1: ~ 1: ~ c L t-: Jflib~ t:::L:Ufi ~ h t-: t;: t ~ IP --) t-: o 

hi to 

lkilki toshita YAKUDOKAN ni HAGEmasareta ONNA mo Okatta 
'vivacious' 'liveliness' 'by"encouraged' 'woman"too"numerous'-PAST) 
'There were many women who were encouraged by the sense of vivacious liveliness.' 
(--->'There were many who were encouraged by the sense of vivacious liveliness.') 



(24) 

The metonymic use of language is motivated by our 

conceptual ability to use one well-understood aspect of 

some domain to stand for the domain as a whole, or to 

use the mention of a whole domain to refer to one 

salient subpart. Examples of the former type effectively 

focus attention on a limited number of characteristics. 

Even good foreign translations of Japanese words 

usually have slightly different connotations from the 

original when borrowed into Japanese, thus their use as 

glosses can effectively foreground positive aspects and 

background negative aspects of the referent. Related to 

the three previous examples (21-23), the loan guddo 

Oman 'good woman' was used to gloss ii ONNA'good/ 

desirable woman' in the young women's magazine More 

[see (24) below ].This is attributable to the loan's neutral 

connotation.32 While the expression 'a good man' in 

Japanese can be both a sexually attractive man, when 

said by a woman, or a socially competent or reliable 

man, when spoken by a member of either sex, ii ONNA 

'good woman,' which is used only by men, connotes 

only a sexy woman. Thus the gloss forces a reevaluation 

of the term ii ONNA returning to it the social and moral 

approbation it had before this was suppressed by sexist 

usage33 

7·/ 1-"'/-7/ 

It) It) -j;:: 
guddouman 

iiONNA 
'good woman' 

'good woman' 

As mentioned before, loanwords can be used to de­

emphasize undesirable behavioral patterns. While the 

native Japanese word for a single person hitorimono has 

the nuance of 'spinster' when used to refer to women, 

the English loan shinguru 'single' lacks such connotations 

and implies 'someone who chooses to remain single.' 

Here are additional examples of this kind (25-28). 



(25) 

(26) 

(27) 

(28) 

Y/?'JV shinguru 's ingle' 

uc. ~ 'b0 hitorimono 'unmarried' 

::r /7 v .. / ? ;z., konpurekkusu '(inferiority] complex' 

~~~ RETT0KAN 'a feeling of inferiority' 

;?.7- rabU 'taboo' 
~a KINKI 'forbidden' ~~~\ 

~-T / ? janku 'junk' 

~~ NISEMONO 'fake' 

In example 26 RmO has the unmistakable meaning of 

'belonging to an inferior class, of a deficient type: 

whereas the more ambiguous konourekusu avoids the 

offending 'inferior' all together, and puts one in mind of a 

contemporary urban professional for whom a 'complex: 

the necessary price for success in today's world, may be 

a badge of honor rather than something of which to be 

ashamed and even allows one to imagine one of the 

other less offensive complexes currently fashionable in 

Japanese pop-psychology (Peter Pan, Cinderella, 

mother-, father-, etc). A tabU, (27) deriving as it does 

from Polynesian usage, carries the image of an exotic 

superstition, not to be taken seriously by members of 

more advanced societies, while KINKI, though originally 

almost identical with 'taboo: now carries the force of 

something to be avoided because of scientific or legal 

reasons (as pharmaceutical contraindications).The 

Japanese use of 'junk' (28) takes on special connotations 

in a highly disposable society, where storage space is 

unaffordable to most and even houses have an average 

life-span of about fifteen years; anything from an earlier 

production cycle may be somewhat rare and even chic, 

something to be"discovered"in a second-hand shop or 

flea market and shown off to acquaintances. NISEMONO, 

on the other hand, is a cheap imitation meant to 

deceive someone hunting for valuable 'junk.' 

WII ~~DCI1N T~> f.l C H D!l>TI (( Q 



Loanwords are often used to foreground sophisticated 

or modern images of what is described, due to the 

symbolic associations of the English language, an 

unspoken belief that English words are more "interna­

tional" and "cosmopolitan." Research has shown that 

viewers are led to feel that they can lead a more 

egalitarian or sophisticated life, free from various social 

obligations re lated to traditional va lues, if they associate 

with such objects (e.g., clothing, cosmetics,food, 

furniture as well as things related to travel and leisure).34 

The following glosses are used to invoke a metaphoric 

process whereby the viewers transport themselves into 

the desired state, location or situation offered by the 

advertised commodity (29-32). 

~ AT 1) 7 A m1sutenasu 
(29) ijl$f£,8'g SHINPITEKI 

7 1 7'" { 7 oidia 
(30) 1t~ HASSO 

7:?7'17" akuribu 
(31) ¥31VE0 KATSUDOTEKI 

.,; ; f -/ monor6n 
(32) s~ SHIROKURO 

Takashi's examination of loanwords in 506 television 

commercials and 413 print ads has revealed that the 

word o;LQ 'new' was the most frequent loanword which 

did not serve to fill a lexical gap.35 This substantiates the 

fact that advertisers employ loanwords to appeal to the 

audience's desire for an up-to-date and cosmopolitan 

image. As one might expect, in ads for traditional 

Japanese products, by contrast, the Japanese adjective 

DENTOTEKI na 'trad itional' was used instead of 

toradishonaru na. However, in advertisements for 

'traditional ' and 'orthodox' British fashion and European­

style watches, loanwords such as toradishonaru 

'traditional' or 6sodokkusu 'orthodox' were employed36 

The same phenomenon is observed in the use of 

interlinear glosses. Example 33 is used to describe a V­

neck sweater and example 34 refers to Chanel 

'mysterious' 

'mysterious' 

'idea' 

'conception' 

'active' 

'active, energetic, dynamic' 

'monotone' 

'black and white' 



(33) 

(34) 

accessories. All of these examples clearly illustrate how 

foregrounding increases and refines "the ability to adjust 

more flexibly to new requirements [arising in a given 

culture] and it gives it a richer differentiation of its 

means of expression."37 

~ 77'1 ~ 3 -j-JV 

{L;m1CB"J 

(35) 

(36) 

6sodokkusu 

SEITOTEKI 

toradishonaru 

DENTOTEKI 

'orthodox' 

'orthodox/legitimate' 

'trad itional' 

'traditional' 

A glance at example 35 gives the impression of furigana 

providing a more colloquial expression of what is 

expressed in the Sino-Japanese compound. However, 

there is an additional motivation for this particular 

combination. This word appeared in an advertisement 

for AWASH, a washing machine w hich uses a stream of 

air bubbles to provide part of the cleaning action. Whi le 

the use of the word KIHO 'air bubbles' is more appropri­

ate semantically, the copywriter wanted this word to be 

read /awa/'bubble, foam' as a play on the product name 

AWASH. Thus, it is similar to example 36 which uses a 

French loanword to create what we might term a visual 

rhyme. Here the French loan vie 'life' is given as a gloss, so 

as to "rhyme" w ith the Japanese / bi!'beauty.' But since 

the difference in [v] and [b] in Japanese is not phonemic, 

and [v] is usually replaced by [b], the two words wou ld 

be virtua l homonyms in the speech of most Japanese: 

"ill (beauty) is f2i (life)." 

KIHO 

Bl wa SEI 

'bubble, foam' 

'air bubble' 

'Beauty is life.' 



(37) 

Although it is not clear when writers began using interlinear glosses for this 

purpose, bilingual puns are not a recent phenomenon. Examples can be 

found in Tsubouchi Sh6y6's T6sei shosei katagi (1886), which describes the 

lives of university students in the Meiji Period.38 

The following section discusses the poetic use of interlinear glosses to 

enhance vividness and attract the reader's attention by maximizing visual 

effects. The use of onomatopoeia is an effective way to bring up a vivid 

image of an action or situation.ln the text of (37) the uninflected onomato­

poeia boko the sound of hitting someone, written in katakana is followed by 

the verbal ending -ru (as in the verb nagu-ru 'to hit') in hiragana.The highly 

colloquial boko is made even more active and dynamic by being cast in the 

written form of a verb, then glossed with the more commonly used term 

naguru,'hit,' in hiragana to make this unusual construction comprehensible. 

Example 38 is the title of Shimizu Hiroko's book (1996), which can be 

translated as "Husband Retires, Wife Gets Stressed." The nouns rendering 

'retirement' and 'stress' are glossed with the onomatopoeia for 'not knowing 

what to do' and 'irritated' respectively. 

nagu· punch 

gu de boko-ru TOKI 'when you pow someone' 

'fist' 'by' 'hit' 'time' 

~ ~~~ ~~~~ 

(38) ~li/E~ ~li.A ~ v .A 

OTTO wa TEINEN TSUMA 
'husband' TM 'retirement' 'wife' 

wa sutoresu 
TM 'stress' 

'Husband retires, wife gets stressed' 

An effective use of different scripts is another way of 

foregrounding the visual aspect of language for its own 

sake. Elements written in the squarish katakana or the 

roman alphabet stand out in Japanese texts filled with 

Chinese characters and hiragana notation. Sentence 39 

is a good example. We find here, in the middle of the 

sentence, the capitalized English word STYLE glossed 

with a loanword 'fashion' in katakana: 



7 7 ·;t ~ 3 / 

fasshon 

hon no SUKOshi STYLE o KAerudakede .... 
'just' 'little' 'style' OM 'change"only' 
'just a small change in style will.. .. .' 

'Words originating in ... foreign languages, are ... often 

taken over because of their novelty and uncommon­

ness, that is, for the purpose of foregrounding in which 

esthetic valuation always plays a significant part," says 

Mukarovsky.39 This, in addition to their connotations of 

modernity, explains the high frequency of Western 

loanwords in Japanese magazines for young people and 

in advertising in general. However, the use of foreign 

words ceases to be effective when overused, since it is 

by this route that words are standardized and stripped 

of their poetic value. This is the process of gaikokugo 

'foreign words' becoming gairaigo 'loanwords' in 

Japanese. 

The following section discusses how a maximization of 

visual effects can still be achieved in our own time, 

which we term the"post-katakana era."As we men­

tioned earlier, the relationship between poetic language 

and the standard language, their mutual approximation 

or increasing distance, varies from period to period."But 

even within the same period, and with the same norm 

of the standard, this relationship need not be the same" 

for all writers who create with language. 40 We have 

identified four possible strategies to combat the 

overuse of foreign words transcribed in katakana: 1) In a 

text inundated with Western loanwords written in 

katakana, kanji now stand out, in particular if Western 

loans are written in Chinese characters used for their 

phonetic value rather than for their semantic value. This 

is sometimes done to give a more dignified image of 

the object under discussion, or to evoke nostalgic 

feelings of the time period in which the particular kanji 

were used before being replaced by katakana [e.g., 

'coffee' in the Taisho Era (1912-1926)] .41 2) In order to 

fulfill the poetic function, the writer may use hiragana 



(40) 

(41) 

(42} 

(43) 

(44) 

instead of the conventional kat a kana to write Western 

loanwords42 Words such as foramu 'forum' or suootto 

'spot' are sometimes written in hiragana. 3) The writer 

may use a combination of different scripts in a glossed 

word. Although the most numerous are Sino-Japanese 

compounds glossed w ith hiragana or katakana, other 

combinations have been observed (see examples 40 

and 41 ). Because the writers are taking advantage of the 

appearance and symbolic associations of different 

scripts, one ra rely finds an entire word and gloss in the 

same script (see figure 3). 

Jll j!iJ SEIDO 'bronze' 
v 7''o / :.z: reburonzu 'le bronze' 

'f' .~. iii FUSHIGI 'marvelous' 

'7:.; iJ Jv majikaru 'magical' 

4) Other methods include, but are not limited to, the use 

of an initial letter or acronyms taken from loanwords. 

This type offoregrounding achieves maximum intensity 

by pushing the objective of expression, communication 

(the original word), literally into the background (to the 

top or the side of the word) and using symbols for their 

own sake. 

? :.-- t: - A wan pisu 'one piece' 

OP 

?:r..A l- uesuto 'waist' 

w 

"- IJ- f sukato 'skirt' 

SK 



Figure 3 
Combinations of Different Scripts in Glossed Words* 

Gloss 

Text 
Hiragana Katakana 

------r---------------------

Hiragana 
single 

hitorimono 

R6MAJI/ 

ENGLISH KANJI 

nagu LINE 

line 
FUSHIGI SEIDe 

Katakana 

R6MAJ I/ 

ENGLISH 

KANJI 

stress boko-ru 

oshaberi 

KAlWA 
taka -

K6KA-i 

fashion one piece 

STYLE OP 
waist skirt 

W Sk 

active 

KATSUD6TEKI 

NAKA 

KOCHAKAOEN 

KOCHAKADEN 

magical le bronze 

KURI 

MOUSSE DE MARRON 
KANJ6CHISO 

EQ 

*For the purpose of quick reference loanwords written in katakana (according to the Japanese phonology) 
are spelled as in English or French (e.g., shinguru -->single, re buronzu -> le bronze) and English/French 
words and acronyms are written in italicized capital letters in bold face (SlYLE--> STYLE, Mousse de Marron 
-> MOUSSE DE MARRON). Several historical (kanji glosses of hiragana, kanji glosses of kanji) and 
pedagogic (hiragana glosses of Latin script) combinations have not been included here. 



The choice of scripts can be a powerful tool not only in 

attracting the reader's attention, but also in 

foregrounding the writer's desired identity and 

knowledge of Chinese characters and foreign languages 

for social prestige. As poet K6ra Rumiko points out, the 

use of hiragana is still generally associated with feminine 

language and the women's literature of the Heian 

Period. Thus, regardless of the writer's sex, hiragana can 

be used to emphasize femininity in poems and/ or prose; 

and Chinese characters can be employed to highlight 

masculinity. She also claims that, with the emphasis on 

unified language and universal education which is part 

of the modernization process, a masculinization of the 

language has taken place"under the rubric of standardi­

zation."43 Such a strong claim needs validation. However, 

it is true that as a result of the post-war orthographic 

and educational reforms,"the burden of learning 

thousands of Chinese characters, once shouldered by 

only a small virtually all-male fraction of the school-age 

population, must now be borne by nearly all Japanese 

children."44 Unger argues that although Japan has 

achieved an extremely high rate of minimum literacy 

(one's ability to read and write kana), when it comes to 

"literacy as a vehicle for full and free participation in 

society," it is a different story, since "all literacy ... and 

education is grounded in kanji."45 

Students who cannot make the grade, once a minority within 
a small minority, now constitute, in absolute numbers, a 

substantial group. What is more, the level of literacy that 

these students are having a hard time reaching no longer 

commands the kind of respect it once did.46 

Due to the nine years of post-war compulsory education, the knowledge of 

kanji may not be as prestigious as it once was. On the other hand, if many 

students are having a hard time mastering all the required kanji, the use of 

difficult kanji or those not listed as aj6y6 kanji would be a sign of personal 

accomplishment. Accordingly, one may argue that the recent use of 

innovative glosses, as well as the use of archaic kanji, may be a reaction to 

the standardization. Alternately, one might argue that the poetic use of 

language has become more visible as a result of the post-war standardiza-



tion, since it was difficult to differentiate the devices intended to shape the 

norm from those intended to violate the norm before the standardization 

took place. 

Our analysis thus far has focused on the level of the individual word. 

However, because the value of each linguistic element can only be 

determined relative to the w hole structure, the extent to which a gloss fulfill s 

a poetic function must be examined in a larger context. This should include 

the relationship between the subject matter of the sentence and its 

component w ords; the semantic interrelationships of words in the sentence 

including foregrounded and unforegrounded elements, as w ell as w ords 

with figurative and basic meaning. Only then w ill the effect of the subject 

matter on the words and that of the words on the subject matter be 

revealed. Let us look at examples 45a through 45e. All of them mean 'the 

modern line is charming,' but the copywriter chose 45c.The glossed w ord 

jumps out of the sentence before the eyes of the readers, just as words 

succeed each other w ith semantic "jumps" or "breaks" in poetry4 7 The natural 

flow of sentence processing is interrupted when a non-standard use of 

language intersects with a standard use: one script embedded in a different 

script, words carrying dual meaning and glossed words appearing in front of 

the reader. It takes longer to process a glossed w ord if for no other reason 

than that it has tw o "words" in one. 

(45a) ffl. ~li9 7J." *''R iJ"fi .:1J GENDAITEKI na SEN ga MIRYOKU 

51~ ro~ 

(45c) ..:C ~·· / 7J." t~ iJ>'~)J modan na SEN ga MIRYOKU 

(4Sd) ..:C ~··:,.- 7J,- 7 1 / iJ" ~.:1J modan na rain ga MIRYOKU 

(4Se) ..:C ~·· / 7J.- 7 1 / iJ >' 1- -v - ~ / 1" modan na rain ga ch6mingu 

This is similar to the cognitive processes employed in the reading of 

Japanese poetry. Pivot words, double entendres and stock epithets ("pillow 

words") disrupt the reader in moving forward into a poem or sentence by 

carrying them back into w hat has already been read. 
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Jakobson contends that the poetic function projects the principle of 

equivalence from the axis of selection into the axis of combination.48 ln 

selecting words from a list of synonyms to be combined to make a larger 

unit in the Japanese context, the visual quality of the calligraphy, and the 

effect of the presence or absence of Chinese graphs and Japanese kana 

must also be considered, since they are crucial to the meaning of the poem. 

If verse can be defined as "speech wholly or partially repeating the same 

figure of sound," as Gerard Manley Hopkins says,49 it may be reasonable to 

regard the follow ing examples as "visual verse" since the w ritten code 

evidences visual rhythm by wholly or partially repeating the same type of 

script. The use of katakana in the gloss cited as example 46 adds visual 

interest to a phrase otherwise entirely in kanji and kana. Likewise, in 47, 

which consists predominantly of katakana loanwords, a break is given by the 

addition of a kanji-gloss on the second word. In example 48, the katakana 

word famingu 'firming' pops out of this kanji-dominant phrase, partly 

because this is the only katakana word (and a non-nativized one) and partly 

because it is given a kanji-gloss. Also, the katakana script used in the first 

word is used again to gloss the second word in example 49, while in 

example 50 the katakana script in the second word is foreshadowed by the 

katakana gloss of the first word. 

71717 

(46l 'J" ~ 7J.- ~1J .t *A(!) ~ ~ -c, 
oidia 

CHIIsana DORYOKU to OTONA no HASSO de 
'small' 'effort' 'and' 'mature' 'conception' 'with' 
'with small effort and mature conception/idea' 

!If ifii1 

(47) .J )< I) '/ 1 7'j_- II V 7 '' 0 / ;( II ,t 1 - )(..- 7'j_- II V 1::.' ..I.- )\..- 11 

SEIDO 

metarikku na "reburonzu" to kuru na "repieru" 
'metallic' 'le bronze' 'and' 'cool' 'le pierre' 
'metallic"le bronze" and cool"le pierre"' 

~ I ~ 110 II> 

(48l M ~ffi ·riit. L, 7 7 - 2. :;...-- 1''~~~ ~ ~60 ~ ~?£:1~ 
HlkiSHime 

HADA o KASSEIKAshi, famingu KINO o TAKAmeru BIYOEKI 
skin' OM 'vitalize"and' 'firming' 'function' OM 'increase' 'beauty lotion' 
'beauty lotion which vitalizes and increases the firming action of the skin' 
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77 7 <7" 

(49) A ;J-~-7 1 & mibi¥Jt::~60 ~ 7J:' G 
akutibu 

supoti & KATSUDOTEKI ni Klmerunara 
'sporty' 'active' 'on' 'decide-if' 
'if you're going for a sporty and active (look)' 

7 7 :_, ''/? 

(SO) J!l }i\, c .:c )t / ~ fA~ 15- L l fl= ~ l±l-t $f~ 7£ A )<' 1 )!.--

kurasshiku 

KOFO to modan o Y0GOshite TSUKUriDAsu ZAN SHIN na sutairu 
'classic"and' 'modern' OM 'mix, fuse"do' 'create' 'novel' 'style' 
'novel style created by mixing the classic and modern (style)' 

Conclusion 

An analysis of innovative glosses has revealed the 

predominance of a poetic function. Some examples 

exhibit characteristics "typical" of poetry, such as 

metonymy, including synecdoche (examples 15-20), and 

extensions thereof (examples 21-24), as well as visual 

rhyme (examples 35-36).0thers display more generally 

the "poetic function" as defined by Jakobson and 

Mukarovsky: a focus "on the message for its own sake" 

instead of techniques confined to conventional poetic 

forms. When the poetic function is defined as a 

systematic deviation from the norm of the standard 

language, foregrounding certain elements to the extent 

of subordinating the subject matter may be considered 

poetic. This can be done by bringing out local flavor 

(examples 12-14); foregrounding positive aspects and 

backgrounding negative aspects of the referent 

(examples 25-34); enhancing vividness by the use of 

onomatopoeia (examples 37-38); and maximizing the 

visual effect by a strategic combination of different 

scripts (examples 39-44).1nnovative or poetic strategies 

cease to be effective however, w hen the devices are no 



longer perceived as rare or unique, or once they gain 

acceptance as an extension of the norm of the standard 

language. Thus, to remain "poetic," w riters must 

continually seek out unexpected, uncommon and 

unique devices by distorting conventions without 

vitiating the aesthetic va lue of the language, a practice 

w hich often initiates an unconventional convention. 

The innovative and poetic glosses examined here have 

recently come into prominence partly because the 

background against which distortion is projected has 

become more rigidly standardized.This may reflect the 

w riters' conscious rebellion against the post-war 

orthographic reforms, or simply their disregard thereof. 

Since what is considered innovative and uncommon at 

present w ill lose its effectiveness once it, too, has 

become conventionalized, it w ill be interesting to see 

how these poetic uses of the interlinear gloss fare 

during the coming years. What is not likely to change, 

however, is the persistent and deeply rooted distinction 

between visual and aural components, and the ability 

and, more importantly, the inclination to separately 

manipulate the semantic and phonetic dimensions of 

the Japanese language. Reforms aimed at"rationalizing" 

the Japanese script temporarily increased the degree to 

which the written language could be made to conform 

to the spoken language, but subsequent developments 

have made it very clear that the written language can 

perform many functions other than simply record 

speech. • 



Resource A 

List of Abbreviated Terms 

TM =topic marker OM = object marker 
POS = possessive PASS = passive 
PAST= past tense 

Resource 8 

Examples are taken from the following 
sources; a brief description of the 
magazines and their target readerships 
(as given by the publishing house) can be 
found below. 

11°ll19l Kelly, 1990,9, cited in Harada, 
Kunihiko. 1993. "Use of Loan Word as 
Additional Tool For More Efficient 
Communication." Unpublished 
Manuscript, 3. 

llll Tanabe, Seiko. 1990. Yume no y6ni 
hiwasugite. Tokyo:Shinch6, 121. 

i12
li

13 l Ariyoshi, Sawako. 1 968. Hishoku. 
Ariyoshi Sawako shU. Shinch6 Nihon 
bungaku 57. Tokyo: Shinch6, 345. 

114
' Ariyoshi. Hishoku,489. 

115
' C/assy,Jan. 1987,201.(16) 

116
' Tanabe. Yume no y6ni hiwa sugite, 

131) 149l With, June 1 995,83. 

132l More, Nov. 1 986, 396. 

133l More, Jan. 1 987, 103. 
134l More, Nov. 1986, 76. 

135l Mangajin, 1 992:2, 7. 

136l More, Jan. 1987,373. 

137l Can Can, Sept. 1 994, 225. 

138l Shimizu, Hiroko. 1996. Ottowa 
teinen, tsuma wa sutoresu. Tokyo: Aoki 
shoten. 

139l With,June1995,8. 

140l l47ll48li50l More, Nov. 1 986, 396. 

142
'
44

' With, Aug. 1 997,304. 

143l More, Nov. 1986, 75. 

145l More, Nov. 1986,301. 

CanCan Fashion magazine;coeds 
and clerical workers, aged 20-25. 

Classy Fashion magazine; working 
women around 25. 

260. Clique Fashion magazine;working 
women around 25. 

l17ll18l More,Jan. 1997,372. 

(20) 25ans, Jan. 1 995, 390. 

(21) More, Nov. 1 986, 314. 

(22) Fine, Aug. 1 995,76. 

(23) More, Nov. 1 986, 339. 

(24) More, Nov. 1 986, 395. 

125l Tanabe. Yume no y6ni hi wa sugite, 
252. 

126
' Can Can, Sept. 1 994, 21 9. 

l27l More, Jan. 1 986, 389. 

128
' More, Jan. 1 987, 10. 

1
29

'
141

' More, Nov. 1986,39. 

13°l 146l Clique, Jan. 20, 1 994,24. 

Fine Sports/Fashion; young 
people around 20, slightly more women 
than men, interested in outdoor sports 
(skiing, scuba diving, etc.). 

Kelly Nagoya metropolitan area 
entertainment/ shopping/restaurant 
information; women in their 20s. 

Mangajin American publication for 
learners of Japanese, primari ly through 
illustrated stories (manga); extensive 
coverage of popular Japanese cultu re. 

More Fashion magazine;women 
(especially clerical workers) in their 20s. 

25ans Fashion magazine;"material 
girls" (including working women), 20s and 
30s. 

With Fashion magazine; single 
working women (clerical workers) 22-24. 
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This paper pries into the disclosures of design history by addressing the question of American 

modernist typography from the blind side as it were. One possible source of leverage, the one I 

choose for this brief and modest article, is to simply ask the question: What was the temper of 

typography in light of an economic and social debacle? That it took a modernist cast is signifi­

cant, therefore the queries raised from the nexus of American modernism and economic 

depression generates a particular course of inquiry beginning with location- McMurtrie, 

typography and Chicago. 



Language is the amber in which a million subtle and precious 

thoughts are safely embodied and preserved - a storehouse in 

which is contained the incarnation of the thoughts and feelings of 

a nation. 
Frederick W. Goudy' 

I > I ~I (.II (. > 1 A 1 

Goudy remarked on language as it related to typography. 

He wrote of an arrangement of alphabetic letter forms, 

the materialization of language composed, ordered and 

set. These modest marks gracing the pages of magazines, 

newspapers, billboards, etcetera, for Goudy, reflected the 

ideological state of the nation. Goudy wrote his 

introduction to Douglas C. McMurtrie's unassuming Type 

Design in the late 1920s, two yea rs prior to this nation's 

downward slide into economic depression. In the 1920s 

the American economy was on a rapid and steady rise. A 

boom in advertising matched the country's prosperity; 

and advertising grew in response to an affluent public's 

purchase power. As a greater demand for promotional 

vehicles arose, primarily in the form of magazines, so too 

did the need for a diversity of typographic forms and 

layouts designed to capture the public's attention. But 

this would soon change, for by 1929 the stock market 

crash radically pitched the economic climb, and 

suddenly the nation's well-being took a calamitous dive. 

The 1929 collapse of financial markets effectively 

shattered the economy and the public's confidence in 

their country's financial institutions. 

As Goudy wou ld have it, the language of the day, circa 

1929 and after, would have to store the nation's 

despondency, its destitution; while at the same time 

language would hold some glimmer of hope, a desire for 

a return to a lost prosperity. In light of an imminent 

depression, Goudy's articulation of language as specular, 

as mirroring the nation's sentiments, would take an 

apodictic turn. The auratic glow of language (like the 

glow of gold from which the nation's economic stability 

then depended upon), as Goudy wou ld have it, soon 

faded into the semi-opaque vei l of delusion. Indeed, by 



the 1930s, language's teleology, made manifest in 

advertising through typography, was economic 

resuscitation and national preservation. As the 

depression era came to a close, Goudy's "storehouse" of 

language was packed with failed dreams and dashed 

hopes. The swift, and in its own way efficient, economic 

crash saw to this state of affairs2 

Despite national calamity, out of the depression's rubble 

rose a black cloud of typefaces and typographic 

production.3 I say"black" because typographic produc­

tion for advertising partially obscured the social and 

economic problems of the decade.Throughout the 

1930s, a massing of typography in advertisements 

hawking various products seemed to be at odds with 

the public's conservativism in their resistance (or in 

many cases inability) to purchase goods. And while 

advertising layout was fast becoming more reliant on 

visual images,4 the copy attached to ads suggested 

through what could be understood as obstinate 

language that the world was quite different than the 

public's Depression era experience. 

The deliberate nature of this concealment is difficult to pry into, nonetheless, 

as it is historically apparent, one possible source of leverage is to simply ask 

the question:What was the temper of typography in light of an economic 

and a social debacle? That it took a modern cast is significant; therefore, the 

queries raised from the nexus of modernism and depression generates a 

particular course of inquiry that begins with location and proceeds as a 

mapping of the complexities and contradictions of the history of a 

depression era typography. 

McMurtrie 
an(} Depression Era Typography 

The eye of this depression era typographic storm was the city of Ch icago, 

then the printing capital of the United States.The person stirring up this 

storm was Douglas C. McMurtrie (1888-1944) publicist for the Ludlow 

Typograph Company.5 McMurtrie's Modern Typography and Layout (1929), 

Some Modern Ludlow Typefaces (1929), The Fundamentals of Modernism in 

Typography (1930), Structure in the New Typography (1930) and Typography 
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Overseas (1932) promoted European modernism in this country.6 Prior to his 

relocation to Chicago, McMurtrie had designed a typeface for Vanity Fair and 

the format of the New Yorker, and had imported a number of European 

typefaces into the American market as a founding member of the Continen­

tal Typefounders Association. While his work at that time (the early to mid-

1920s) was more traditional in its appearance, Chicago seemed to have 

altered his vision. I can only speculate as to how this change took place. 

What is certain, however, is that McMurtrie was exposed to the European 

strain of typographic experimentation. Certainly he read Advertising Arts, 

Commercial Art and Industry and Gebrauchsgraphik: The Monthly Magazine for 

the Promotion of Art in Advertising (all publications which introduced the 

then current European trends), and he was in touch with the German scene. 

In fact, in 1926 McMurtrie contributed an essay entitled "Die Ersten Drucke 

im Englischsprachigan Nord-America (The First Printer in English Speaking 

North America)"to the German Sonderabzug a us dem Gutenberg-Jahrbuch. 

And since McMurtrie imported type from Europe he certainly was in contact 

with those who were commissioning the new styles. 

McMurtrie's efforts corresponded to, and in some 

instances predate, the arrival of the better known 

European emigres, Alexy Brodovitch, Herbert Matter, 

Georgy Kepes and Laszlo Moholy-Nagy7 to name but a 

few, who were to impact the typographic arts and 

graphic design in America 8 McMurtrie's un-apologetic 

affirmation of the stripped-down, asymmetry of the "New 

Typography" was intended to establish an American 

brand of typographic modernism9 McMurtrie's activities, 

however, were far from an unquestioning embrace of this 

foreign import. Acutely aware of the effect the European 

avant-garde had on modern typography, McMurtrie 

nonetheless down played the artistic experiments of the 

then new "socialist" style and instead opted for that 

which appealed to business. He wrote,"Needless to say, 

the expression of the modern spirit does not demand 

that we [Americans], too, adopt this [European radical] 

mental attitudew Denying the collective impulses of the 

Europeans, McMurtrie suggested that the American 

typographer need only strive for a unique brand of 

individualism.11 

European modern typography's radicality was predi-



cated, in part, on a position that viewed the United States as exemplary in 

technological progress, while at the same time European modern typogra­

phy underlined the social and economic disharmony of the European 

continent. The forms rendered by artists, designers and typographers 

practicing overseas were significantly tied to a biased account of the 

American scene as much as these forms also mirrored a state of European 

post World War I malaise.That is, in the early 1930s,American industrial 

advances were mythologized and were held in contrast to European 

economic and industrial stasis regardless of the available facts regarding the 

American depression. 

Across the Atlantic, McMurtrie proposed an American 

style of typography that mimicked the very pace of his 

nation. Yet, like his European counterparts, his assertions 

took for granted a vital social and economic environ­

ment; for McMurtrie, progress was a foregone conclu­

sion. He maintained an attitude that assumed eternal 

forward movement. The formal tensions he underlined 

in European modern type and layout were, by his own 

account, well suited for America's industrial and 

economic progress (which was paradoxically in accord 

w ith the European proposals). But the era to which this 

body of work belonged was economically, and to a 

lesser extent, socially stagnant.12 Therefore, the form and 

content of his propositions were coincidental only on an 

ideological level, for the radically shattered nature of 

European modernist typography was repressed by 

McMurtrie's attempts at de-radicalizing his version of 

modern typography. His typography was, like Goudy's 

language, reflective of desire rather than actual 

conditions. Where the European brand of typographic 

composition reflected a social and political milieu (the 

influence of dadaist and futurist poetry being a primary 

source), McMurtrie's vers ion was geared toward there­

calibration of a faltering American economy; his 

propositions were not representations, rather they were 

prescriptions. 

Contrary to McMurtrie's proposals, the inherent discord 

of modernist typography- a trope used in advertising, 

as Roland Marchard suggests,13 to revitalize products 



and to compel the consumer toward purchase thus 

reso lving initial tension- mirrored that of the 

American economy in the 1930s. lt is my contention 

that McMurtrie's introduction of modern typography to 

the United States was tacitly lin ked to the decline of the 

nation's wealth and spirit. Where McMurtrie saw 

richness in form, the historical record shows desolation 

in content. As an alternative, consider modern 

typography's stripped down and unbound character 

being an analog to the state of the nation - economi­

cally depleted and emotionally stressed. Further 

complicating matters, if modern typography was 

formally active, as McMurtrie asserted, then it was 

thought to possess the potential to activate the then 

dormant consumer, a task essential to the economy's 

recovery. That the consumer did not respond due to 

lack of disposable income and confidence in financial 

institutions underlines an inherent contradiction in 

McMurtrie's campaign. If typographic character, as 

McMurtrie stated, signaled the consensus of the social 

milieu, if an American style of modern typography 

exposed the concerns and rituals of the American 

nation, if one were to develop a style"that will best 

express the spirit of his own time and people,"14 if all 

these statements were historically accurate then one 

would expect a typographic style other than the so­

called dynamism of the "New Typography."The key 

here, however, is to understand the nature of this 

dynamism, to consider it as active w ithout activating 

any significant response. 

Active Type 
for an Inactiz ~ Nation 

What of this reflectivity? What was it that the plastic · 

character of typography should represent? Echoing Jan 

Tschichold's pronouncements, McMurtrie's attitude 

weighed more on the side of production.15 The 

typographer was not to be a slave to tradition, but to 

function: 



Fonn follows function. The application of this law to typography 

means simply that the inherent purpose of pnitting alone detennines 

the fonn it shall take. 16 

McMurtrie's adds to this in another text: 

That printtitg strikes the modem note, in the United States as well 

as elsewhere, which is simple, direct, clear, stripped of all 

purposeless accessories, unaffected17 

What McMurtrie neglected to add to these assertions was 

that the function of printing was to aid business in 

creating demand for product (a position he would take in 

subsequent publications). Printing was a primary vehicle 

for advertising. The ideological utopianism of the 

Europeans transfigured by McMurtrie's texts into the 

ideological consumerism of American capitalism- both 

proclaiming their own brand of torqued vigor- simply 

did not represent the destitution of the depression era. 

And yet the formal qualities of McMurtrie's modernist 

typography did reflect a very real impoverishment; it was 

a manifest manic-dynamism fueled by (and despite) 

social and economic disintegration. 

It appears that McMurtrie's modernist rhetoric was, 

whether intentional or otherwise, a convenient illusion 

aligned with business' ambition to jump start the 

economy. It was thought that active type made active ads, 

w hich in turn induced consumer spending."lt is 

preeminently the typography of business and industry, of 

the active life." 18The"active life" of business and industry 

may have been in vain, however, since the consumer was 

anything but active. The top heavy structure of over 

production and wan ing consumption created an 

imbalance that was expected to correct itself, but never 

did. Modern typography's inherent tensions, an unease 

affected through asymmetric composition, matched the 

nation's economic and social anxieties due to a sustained 
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depression. In both typographic and economic instances resolution was 

deferred and at the time was never certain. And American business' failure to 

enact such a redemptive scene is a matter of economic history: 

The failure of the capital markets after 1929 virtually halted the 

transition in economic structure that had been in progress over time. 

Poor sales and a short-run lack of investor confidence slowed the 

movement of capital out of old and into new industn'es. High rates 

of unemployment and of diflation/ after the 1929 crash/ biased 

rjfective demands so as to bolster more affluent consumption 

patterns/ and dramatically weaken mtddle- and low- income 

demand. 19 

Business' longing for a return of consumer spending was 

indicative of a "wa it and see" attitude, one that allowed 

the depression to run its course in the hopes that the 

economy would miraculously recover.20 

Business' deferment was the hallmark of an idealism that 

proposed ultimate and inevitable rewards, and 

postponement was a main ingredient. Delay would 

heighten the anticipated resolution. The sparten nature 

of modern typography made an immanent teleology 

material while it simultaneously foregrounded the ever 

present tension exhibited both in concrete form and in 

desire. Thus it follows that a private sector faced w ith a 

country in the midst of economic ruin increased the 

promise of recompense through advertising in order to 

stem the possibility of consumer disobedience. 

McMurtri s 
usade 
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Regardless of the realities and eventualities, McMurtrie tirelessly crusaded 

throughout the 1930s to establish the "New Typography" in the United 

States. As the "Director ofTypography" at Ludlow - a company offering 

slugline composition for display jobs- McMurtrie was for the most part in 

charge of promoting the company.21 Many of his essays and articles 

includ~d a byline ltlat indicated the author's affiliation. If modern typogra-



phy was ca lled for in advertising then surely an ad agency or newspaper 

should purchase type from Ludlow. This sales pitch was often inferred, and 

many times it was made explicit. For example, in Some Modern Ludlow 

Typefaces McMurtrie wrote: 

It is believed the modem types produced during the past two years 

by the Ludlow Typograph Company more nearly meet these 

specifications [simplicity, dynamism, and sans-senfl than those 

produced by any other American organization. 22 

In fact, Lud low boasted Stellar and Tempo, both 

designed by R.H. Midd leton, as being well suited for 

modern style layouts. An acknowledged expert in the 

field, McMurtrie's judgment carried an impressive 

weight. It was not by accident t hat Lud low supported 

hi s literary and research pursuits. 

I am not so cyn ica l to conclude that McMurtrie was 

simply a mouth-piece for Lud low. His concerns were 

broader in thei r implications. Nevertheless, in reviewing 

al l of his w ritten work on the subject of modern 

typography I am struck by its redundancy. Early on he 

refl ected on typog raphy and printi ng in the age of 

capitali sm: 

For printing today is .fully as active in ''creating demand" for things new and truly 

wondeiful as it is in preserving records of the past [And]. .. typography is a 

typography of an active age. It is young, vigorous, athletic, swift.23 

Rare ly does he diverge rom comments on clarity, func­

tionalism and speed. His notion of speed was especially 

reveal ing, for it suggested that th ings were moving too 

fast, as if the world were getting ahead of itself."lt is 

always losing its balance because that is the way to keep 

moving"24 Later, McMurtrie would assert the importance 

of rapidity and legibility, for"business men have more to 

do than they can crowd into a day." Therefore, " .. .we 

shou ld plan printing to meet the fast-moving tempo of 

r pective readers."25 The form of tyge should b in 
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accord with its function, that was to catch the always moving reader's eye: 

Above afllet us who set type make sure that when a reader once 

favors us with a moment's attention/ there will be no question in 

his mind as to what our customer has to se/L26 

274 VISIBL E LANGUAGE 34.3 

The modernist typographic style signaled an acceler­

ated society, one that had achieved such a momentum 

that it was, as McMurtrie described, tripping over itself. 

The quick read then led to an even quicker sale27 The 

advertiser had only moments to catch the consumer 

since the ad-man could never be sure of his or her state 

of ambulation, that is, whether he or she was smoothly 

on the go or stumbling to keep the pace. The sales of 

goods had to be in sync with a rapidly lurching 

consumer. 

It was McMurtrie's articulation of speed that inadvert­

ently corresponds to my inquiry into the interrelation of 

a modern typography that was "always losing its 

balance" and a depleted American economy. Was the 

dynamic of modern typography a dynamic of impover­

ishment that reflected a spiraling downward dive 

toward economic destitution? The idea of such a down 

turn would have been difficult to come to terms with, 

thus the consumer would expect a more positive spin. 

That is to say, the faltering economy would be coun­

tered by a typography of gains, not of loss, a typography 

of recovery. Given all of the above- McMurtrie's import 

of European modern typography, his subsequent 

promotion of an American brand of modern typogra­

phy, and the economic circumstances that background 

his activities- this paper's proposed triangulation is 

admittedly simple: McMurtrie sold modern typography 

to ad agencies, who in turn created advertising for 

corporations, who in the 1930s were selling both goods 

and a hoped for revitalized market, hence modern 

typography and economic recovery were on one level 

coequal. In problemitizing this equation, however, the 

notion of faltering typography for a faltering economy 



has come to the fore.This necessitates an important 

alteration: Modern typography reflected a present state 

of imbalance, as we ll as a desired future state of 

recovery. This may have been the dynamic of a modern 

typography. 

There are many theories (far too many to list in a 

modest paper such as this) that account for the 

longevity of the depression. One in particular, what 

Michael Bernstein calls the "consumer wea lth and 

spending" thesis, proposes that after the crash there 

was a pronounced decline in consumer confidence, 

thus came a reduction in consumer wealth and 

income28 Production continued, and the public's no­

purchase power burdened the economy with 

superfluous goods due to low demand. Paradoxical ly, 

business raised prices and generated, by 1937, an 

increase in the public's resistance to spending thereby 

susta ining the depression. 

As the theory of a cyclic economy was popular at the 

time, the downward slide would have soon transformed 

into an upswing. It was thought that the populace was 

conditioned to respond to advertising, thus if ads 

became clearer, more efficient, as McMurtrie's rhetoric 

suggested, consumers would indeed spend. As stated 

above, by the very nature of any cycle, howeve r, a 

periodic decline was imminent. Business was not 

interested in curing once and for all the country's 

financial ill s. On the contrary, the goal was to induce an 

upsurge, which would eventua lly segue into a fall . And it 

is by no coincidence that I use the words "cure" and "ill" 

to describe the symptomatic eternal return of an 

economic plunge. In fact, J.J.B. Morgan remarked in an 

address to the Midwestern Psychological Association in 

1934 that 



r-----------------------~-· --------------------------~ it is apparent that business has gradually been developing a functional instability 

which is growing into more and more clean-cut demonstrations of psychotic 

symptoms which are strangely similar to the symptoms of manic-depressive 

And yet, unlike manic-depression, wh ich is a very real psychical and 

biological condition, the cycle theory was just that, a theory and therefore 

artificial. It was taken as a natural condition by business who, instead of 

radically challenging this ideology, affirmed it by doing business as usual. 

Business opted for a general state of repression by not addressing the social 

and economic problems at hand. There was only the blind confidence in the 

natural cure provided by consumer spending. 

I would like to suggest that McMurtrie's modernist propaganda- his 

dynamic age reflected in asymmetrical typography- corresponded to 

business' eagerness for a cyclic turn. Indeed, his introduction of the "new" 

suggested a wish for the old, the return of a steady growing economy. Not 

that typography was to be stable, on the contrary, the very instability of 

modernist typography, its sparseness and rejection of fuss, maintained the 

possibility of eventual resolution. Its impoverished state, like that of the 

country, implied denouement, if not that then interminable stasis- death. 

McMurtrie's modernist typography's gestalt on the horizon functioned both 

materially and ideologically, for it created the illusion of the possibility of 

wholeness both in terms of an eventual coming together of fragmented 

parts (the lines and letter forms in modern ads) and the desired coherence 

of a nation in the act of consuming (the populace descending on depart­

ment stores). Both the material character of modernist typography and the 

ideology of capitalism intrinsically telegraphed the coming of a better state 

(or Nation) of being. Nevertheless, McMurtrie's desire for a dynamic age 

remained an ideal due to the nation's sustained fiscal funk30 

He may have simply made the best of a bad situation. 

Knowing the country was in for an excruciating stretch of 

hard times, McMurtrie might have preferred idealism over 

realism. As a man of conscious, I assume he did do his 

part. In fact, he was named editor of the Works Progress 

Administration's American Imprints lnventory,31 but this 

position wou ld not affect any social change and 

achieved little more than bolstering his bibliography. 



There is no question, however, that McMurtrie's modern 

typography reflected the depression era. And it did so in 

ways not anticipated by its most heart felt propagan­

dist.32 One should not assume that the simplicity and 

clarity espoused by McMurtrie when declaring his 

allegiance to the new age of typography was unpro­

blematic. That is, simplicity and clarity do not necessarily 

signify simple and clear circumstances of production 

when both may be indexical of impenetrable complexi­

ties and ungovernable decay. Indeed, Goudy's 

"storehouse" was more a labyrinth than a safebox. As 

such it deterred definitive resolution, thus the language 

of advertising made manifest via typography reflected, 

in this case, not the present, but the longed for future 

that was identical to a once prosperous past. • 
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This paper describes two experiments 

that explore the effects of different 

ways of presenting a list in text on 

readers recall and reading processes. In 

the first experiment, participants read 

one of four styles of a list and then 

THE ROLE OF LAYOUT IN READING 
Yusaku Seki 

were asked to recall the content. The 

results showed that recall for the 

separately arranged lists was better 

than that for the continuously 

arranged lists, and that there was a 

difference in reading patterns between 

the two layouts. The second experi­

ment examined individual reading 

processes for both separated and 

continuous layouts with the text 

presented by computer. It was found 

that the separated list allowed readers 

to reread the points selectively, while 

the continuous list made readers 

reread the text sequentially. Conse­

quently, readers of the separated list 

understood the content faster than did 

those of the continuous list. These 

findings indicate that the layout of a 

list affects the way that it is read and 

understood. 



INTRODUCTION 

It is fairly common in many kinds of text to find lists of information. In each 

list, a number of items are arranged in a parallel or sequential structure. For 

example, the following is a piece of text containing a short list: 

Scientific reports often have a structure called IMRAD, which consists 

of four components: introduction, method, results, and discussion. 

In this example, the items listed are embedded within a sentence. The 

same text can be written as below: 

Scientific reports often have a structure called IMRAD, which consists 

of four components: 

l.lntroduction 

2.Method 

3. Results 

4. Discussion 

In this list, each item is separated vertically and marked with a number. 

Another style of arranging the list is as follows: 

• Introduction 

·Method 

·Results 

• Discussion 

In this format, each separated item is marked with a 'bullet' instead of a 

number. Style manuals typically advise the use of numbers when there is an 

implied order in the sequence of the points and bullets when the order of 

the items is not important (e.g., Hartley, 1994). 

It has been reported that readers prefer a vertica lly separated list to a 

continuous run-on list (Carliner, 1987; Hartley, 1994). Such separated lists seem 

to provide readers with visual cues to group and separate information in text; 

thus readers might read and understand the text more easily. However, there 

have been few empirical stud ies on the effectiveness of the format of 

presenting lists w ithin the body of text, except for lists of contents, indexes 

and references (see Hartley, 1985; 1994). 

Lorch and Chen (1986) examined the effects of numbering items on text 

recall. They found that number signa ls made items easier to recall. In their 



experiment, however, sentences were displayed on a computer screen one 

by one, and the participants were allowed to read text only once. That is, the 

participants could not see the layout of the whole text, nor could they 

reread the text. The results, therefore, are not applicable to normal reading 

conditions in which we can see the whole page and reread text at w ill . 

The purpose of the present research was to investigate empirically the 

effects of the format of presenting lists on reading and recall. Two experi­

ments were conducted. Experiment one compared four styles of presenting 

a list in terms of readers recall. Experiment two examined the influence of 

the format of a list on reading processes. 

EXPERIMENT 1 

The aim of Experiment 1 was to explore the effects of the format of a list on 

readers recall. 

Method 

Materials. A passage, based on a book by Neustupny (1982), was prepared 

in Japanese discussing the purposes of language learning and teaching. 

This passage contained a list of information that explained the purposes of 

studying or teaching a foreign language in six items. The passage was 

seventeen sentences long in Japanese. Of this passage, four versions were 

prepared which were the same in every way except for the layout and the 

beginnings of each item. These four versions were as follows: 

·text in which six items were preceded by bullets and were vertically 

separated (bullet version) 

·text in which six items were preceded by numbers and were vertically 

separated (number version) 

·text in which six items were preceded by ordinals and were continu­

ously arranged within a paragraph (ordinal version) 

·text in which six items were preceded by transitional phrases and were 

continuously arranged within a paragraph (transition version) 

In the bullet and the number versions, each item sta rted on a new line just 

as the list above; whereas in the ordinal and the transition versions, items 

were arranged in a continuous run-on format within a paragraph. In the 

ordinal version, each item was preceded by an ordinal, i.e.,"first""second" 

"third" etc.; while in the transition version, each item was preceded by a 



transitional phrase such as "to begin with""next""in addition""moreover" 

"then" and "finally" (see appendix). Each version of text was printed on a single 

page so that readers could see the layout of the whole text at a glance. 

Participants. The participants were 78 college students enrolled in an 

educational technology course. The experiment was run in class. 

Procedure. First, the participants w ere told that they were to read the text 

and then would be given a test on its content. Following these instructions, 

four versions of text were randomly assigned to them.They read the text for 

one minute. This reading time was deemed enough for them to read 

through the text based on a pilot study. After reading, text materials were 

collected and mathematics quiz sheets were given out. This quiz was 

interpolated for two minutes to reduce the effects of residual short-term 

memory for textual content. Then the recall test was administered. The 

participants were asked to write out the purposes of studying or teaching a 

foreign language based on the text. They were allowed three minutes to do 

this. Finally, the participants answered a questionnaire on the experiment. 

Scoring. Each participant's recall was checked with the six items explained 

in the text. For each item, two points were given when the main idea of it 

was recalled, and one point was given when only less important ideas (e.g., 

incidental elaborations) of the item were recalled. For instance, when a 

participant recalled that a foreign language was the means of communica­

tion, two points were given. In contrast, when a participant merely recalled 

that a foreign language was helpful in travel, one point was given. Substitu­

tions accurately representing the text ideas were accepted as correct recall. 

A set of criteria for scoring participant's recall was especially prepared and 

employed. 

Results and discussion 

The mean recall scores for the four conditions are shown in Table I. 

~parat~ layout I Continuou~ayout j 
Bullet Number Ordinal Transition 

M 6.6 : 7.1 5.8 5.4 

SD 2.1 I 2.5 2.3 1.5 ! Table I. 

N 20 I 19 20 19 I 
Mean reca ll scores for the four text 
versions 



First, to analyze the recall data, a one-way analysis of variance was performed 

for the four conditions. The results showed that there was a marginally 

significant effect for the conditions (F(3,74) = 2.37, p = 0.077). 

Then, in order to examine the effect of the layout types on recall, four text 

versions were grouped into two types of layout:the bullet and the number 

versions were collapsed into the separate layout; the ordinal and the 

transition vers ions into the continuous layout. The mean recall score for the 

separate layout was 6.8 (SD 2.3), and that for the continuous layout was 5.6 

(SD 1.9). A two-tailed t-test performed on this data revealed that the recall 

score for the separate layout was significantly better than that for the 

continuous layout (t(76) = 2.54, p = O.G13).Thus, the separate layout enabled 

readers to recall better than did the continuous layout. 

The participants were also asked about their reading patterns in the 

questionnaire. They answered it by choosing one from the following 

choices: 

1.1 did not read through the text completely. 

2.1 read through the text just once. 

3.1 read through the text once and then reread a portion of it from the 

beginning. 

4.1 read through the text once and then reread the main points of it in 

particular. 

5.1 read through the text twice or more. 

Separate layout Continuous layout 

Less than once 2 4 

Once 11 20 

Once and a portion 2 1 

Once and main points 22 13 

Tw ice 2 1 

N 39 I 39 

Table II. 
Reading patterns of participants for the 
two types of layout (in number) 

The results are shown in Table II. Interestingly, more than half of the readers 

in the continuous condition read through the text only once; wh ile more 

than half of those in the separate condition read through the text and then 

reread the main points of it. The mean recall score calculated for 31 readers 

who had only read through the text once was 5.6 (SD 1.8), and that for 35 



readers who had read through the text and reread the main points was 7.0 

(SD 2.4). A two-tailed t-test performed on this data indicated that the latter 

group recalled significantly better than the former (t(64) = 2.72, p = 0.008). 

Clearly, the participants reading patterns affected their recall. 

In summary, Experiment 1 showed that the layout of a list affected readers 

recall and reading patterns. The vertically separated list was recalled better 

than the continuous list. Additionally, the separated list was read more 

efficiently in a limited time than the continuous list. The efficiency in reading 

seemed to have largely contributed to the difference in recall. Therefore, the 

reading processes for both layouts were further examined in the next 

experiment. 

EXPERIMENT 2 

V) F I ANG IIAG F 14 1 

The aim of Experiment 2 was to investigate the effects of the layout of a list 

on reading processes. In order to examine the reading process of each 

individual reader, this experiment employed a computer with a program 

devised for this purpose. 

Several techniques have been developed to measure reading processes 

with a computer (e.g., rapid serial visual presentation, and moving window). 

Yet these techniques allow readers to see only a small portion of the text at 

a time and readers cannot see the layout of the whole text. In contrast, this 

study required that readers could see the layout of a page and could also 

have free access to any part of the text. Therefore, a computer program was 

devised for this experiment. 

Figure 1 illustrates a screen of this program displaying an experimental text. 

The text on the screen was subdivided into small segments; only a segment 

selected w ith a mouse operation was clearly displayed, while the other 

segments were dimmed and shaded. Readers could read the selected 

segment but could not read distinctly the other segments. Nevertheless, 

they could see the layout of a page, and could read text freely jumping from 

one segment to another. When any segment was selected to read, the 

program recorded the time and its segment number. Thus reading 

processes could be measured sequentia lly. 



Figure 1 
Screen of the experimental program 
displaying the bullet version text 
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Method 

Materials. Two versions of the text- the bullet and the transition versions­

used in Experiment 1 were chosen to represent the two different styles of 

layout (i.e., separate and continuous) and used again in Experiment 2. Both 

vers ions of text were subd ivided into 55 segments so that segment breaks 

came at the same places in the two. The positions of the breaks were 

determined by syntactic considerations. The average length of the segments 

was approximately 11 Japanese characters. 

The bullet vers ion text had 21 lines including two line spaces: one before 

and one after the list section .The transition vers ion had 181ines with no line 

spaces included. Both versions of text were displayed in a single page as a 

whole, with no justification (see figure 1). 

To read the text on the screen, readers had to point to a segment with the 

mouse cursor and press the mouse button. Then, a selected segment turned 

distinctly legible in black characters on a white background. While they held 

down the mouse button, the selected segment kept legible. When they 

released the button, the segment turned dim in gray characters and shaded 

again. As participants read the text with mouse operations, the time of each 

operation and the serial number of the selected segment were recorded as 

a pair by the program. Thus the reading process of each participant was 

recorded sequentially. 

The text was displayed in a window positioned on the center of a 17-inch 

diagonal screen with a resolution of 1024 x 768 pixels, and a Japanese font 

in a size of 11.5 point was used. The dimness of characters in unselected 

segments was adjusted so that readers could partly discern them, based on 

a pilot study. Thus even dimmed segments could act as marks in a way for 

rereading parts of the text. 

Participants. The participants were again 20 college students. All of them 

used computers on a regular basis, and none of them had participated in 

Experiment 1.They were randomly assigned to either the bullet or the 

transition version of text. 

Procedure. The participants were tested individually in an experimental 

room. First, an experimenter explained the task and demonstrated how to 

read a text on the computer screen with mouse operations. Then, the 

participants were allowed to familiarize themselves with reading in this 

manner using two practice texts. When they expressed confidence with 

reading, the experiment commenced. The participants were told that they 



would be given a test on the content after reading. Then, each participant 

read one of the two versions of the experimental text on the screen. They 

were allowed to read and reread the text freely within five minutes. The time 

was set based on a pilot study to be enough for participants to read the text 

for understanding. After reading, they were administered a simple math quiz 

as an interpolated task. Then, they were asked to recall the purposes of 

studying or teaching a foreign language based on the text Participants were 

given as much time as they needed for their recall. Finally, each participant 

was interviewed on the reading process by the experimenter. 

Results and discussion 

The participants recalls were scored in the same way as in Experiment l.The 

mean recall score for the bullet vers ion was 9.5 (SD 2.0), and that for the 

transition vers ion was 9.6 (SD 2.0).Thus there was no difference in recall 

between the two versions. This was deemed to be due to the ample time 

the readers could take to read and reread text, in contrast with time pressure 

in Experiment l.This result indicated that both vers ions of text were equally 

understood. 

As for the reading processes, it was observed that the participants general ly 

read through the text first, and then reread it as they w ished, regardless of 

the text versions. Therefore, the reading times were examined in two ways. 

One was the time taken first to read through the text (initial reading time), 

and the other was the total time taken to read and reread it (tota l reading 

time).The results are shown in Table Ill. 

I Separate layout 

I M 86.8 
! Initial reading ti me 
! so 21.0 

I Total reading time 
M 180.9 

I so 69.5 

IN __j__ 10 

-
Continuous layout 

100.3 

23.3 

262.3 

44.7 

10 --

Table Ill. 
Mean reading times for the two 
conditions (in seconds) 

There was no significant difference between the initial reading times (t(l8) = 

1.36, p = 0.190; two-tailed). How eve r, a significant difference was found 

between the total reading times (t(l8) = 2.27, p = 0.035; two-ta iled). The 

separated list was read and understood faster than the continuous list. 

Next, the readers access to the text was compared betw een the two 
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conditions. Since there was no apparent difference in the initial reading 

patterns, the rereading patterns were examined. It was observed that 

basically the continuous list was reread sequentially, whereas the separated 

list was reread fairly selectively. To examine this difference, the readers text 

access was categorized into sequential access and selective access. Here, when 

an adjacent segment (i.e., a segment immediately after or before the one 

selected at the moment) was accessed, it was regarded as a sequential 

access. In contrast, when a segment other than adjacent ones was accessed, 

it was regarded as a selective access. The proportion of selective access in 

rereading was calculated for each reader by dividing the total frequency of 

access in rereading into that of selective access in rereading. 

Table IV shows the mean proportions of selective access in rereading for 

both text versions. There was a significant difference between the two 

conditions (t(13) = 2.23, p = 0.044; unequal variance two-tailed test).Thus, 

the separated list was reread more se lectively than the continuous list. 

Separate layout 
% 

Continuous layout 
% 

Table IV. 
Mean proportions of select ive 
access in rereading for the two text 

---'---------~---------' versions 

The typical reading patterns for both text versions are illustrated in Figure 2. 

This graph demonstrates that a reader of the bulleted list selectively reread 

the points skipping from one item to another, whi le a reader of the 

continuous list reread the text mainly in a sequential manner. In addition, 

total reading time of reader A of the separated list was much shorter than 

that of reader B of the continuous list. 
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Typical reading patterns for the two layouts of the list 

In the interview, many readers of the separated list reported that space and 

bullets in the text acted as landmarks for rereading. Clearly, these layout 

features guided readers through the text. 

In summary, Experiment 2 showed that there was a notable difference in 

reading patterns between the separated list and the continuous one. Both 

lists were initially read through in a sequential manner. However, the 

separated list was reread more selectively than the continuous list. As a 

result, the separated list was read and understood faster than the continu­

ous one. There was no difference in recall between the two layouts, wh ich 

indicated that both lists were understood equally. These results showed that 

the separate layout allowed readers to access the points more easily and to 

understand the content faster than the continuous layout. 
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The results of this research confirm the critical role of the layout of lists in 

reading and understanding them. In Experiment 1, participants read one of 

four styles of a list and recalled. It was found that a separately arranged list 

was recalled better than a continuously arranged list and that the former 

was read more efficiently than the latter. The efficiency in reading was 

deemed to have affected the recall. Experiment 2 further examined reading 

processes for both text layouts. It was found that the separated list was 

reread more selectively and was thus understood faster than the continuous 

one. The layout of a list clearly affected readers access to information in text. 

One of the advantages of a separately arranged list is that it displays the 

internal structure of the text explicitly to readers. For example, when readers 

see a bulleted or a numbered list on a page, they immediately know that a 

series of points is presented at that point before they begin reading the 

words. That is, such a list provides readers with a visible structure of the text 

and this allows them to assimilate the information smoothly. In contrast, 

when a list is embedded within a paragraph, readers cannot see its 

underlying structure until they read the words. Therefore, the readers of such 

a list need more time to understand it than do those of a separated list. 

Another advantage of a separated list is that it explicitly divides or chunks 

information into meaningful units with space and markers. This feature 

enables readers to easily discern the units or items of a list, and to access 

information in each item easily and selectively. This is consistent with readers 

comments in Experiment 2 indicating that space and bullets acted as 

landmarks for accessing information. 

In addition, a better understanding of text structure may enable readers to 

review the text faster and more selectively (Dee-Lucas and Larkin, 1995; 

Hartley, 1993).This could be another reason for the efficiency in rereading 

the separated list, as it allows readers to easily grasp the internal structure by 

its appearance. 

Clearly, the appearance of text itself communicates as much information as 

its words (Schriver, 1997;Waller, 1982;Winn, 1993).The ease of reading and 

understanding text seems to depend on how well the appearance or layout 

reflects its internal structure. Moreover, it could be that the text layout 

induces readers to read in a specific manner, to some extent. This notion 

seems to offer an interesting view, yet it needs further research. 



Finally, more studies are needed on the effectiveness of lists in text. For 

example, the number of points presented in a bulleted list could be an 

important element. Carliner (1987) suggests that when a bulleted list grows 

beyond about five points, they should be further chunked into main points 

and subordinate points, and then subordinate points into sublists. Similarly, 

the length of each item in a list might be an influential factor. Its effects on 

reading and understanding should be examined. In addition, while the 

studies presented here used a list with a parallel structure, other types of li sts 

including sequential ones explaining step-by-step procedures should also 

be studied. These lists are often found in technical instructions such as 

software manuals. Further empirical research on the effectiveness of lists in 

such a context would be useful. • 
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Resource A 

Bullet version text (translated from the 
original Japanese text) 

Today, millions of people are studying a 
fore ign language in the world. What is the 
purpose of their study, and w hat is the 
role of language teaching and language 
learning? 

The fol lowing are considered as the 
answers to the questions: 

·Language is the means of communica­
tion in travel and business, includ ing 
speaking, listen ing, reading, and writing. 
Even though t he language is not 
cu rrently usefu l, it may be helpful in the 
future. 
·Language learning helps us to 
understand a foreign culture, because we 
can experience other cultures as well as 
languages through it. 
·Learning a foreign language can be a 
pleasure. In doing so, people make good 
use of their leisure time or sometimes get 
their m ind off their lonel iness. 
· Studying a foreign language becomes a 
symbol of some sort. For example, French 
is associated wit h someth ing artistic, and 
Russian reminds us of communistic 
ideology. 
·Language education plays a role in ski ll 
build ing. Even the acquisition of useless 
knowledge helps us to grow ski lls by 
systematic and patient study. 
· Language education contributes to the 
maintenance of the school system. Since 
foreign languages have trad itiona lly been 
required courses, students cannot 
graduate w ithout cred its in them. A 
number of language teachers w ill lose 
their job if those courses are abolished. 
For these reasons, language ed ucat ion 
has been maintained. 

They are considered as the roles of 
language teaching and language 
learning. 

Resource B 

Transition version text (translated from 
the original Japanese text) 

Today, millions of people are studying a 
foreign language in the world. What is the 
purpose of their study, and what is the 
role of language teaching and language 
lea rn ing? 

The following are considered as the 
answers to the questions. To begin with, 
language is the means of commun icat ion 
in travel and business, includ ing speaking, 
listening, reading, and writ ing. Even 
though the language is not current ly 
usefu l, it may be helpfu l in the future 
Next, language learning helps us to 
understand a fore ign cul tu re, because we 
can experience other cultures as well as 
languages through it. In addition, learning 
a foreign language can be a pleasure. In 
doing so, people make good use of their 
leisure t ime or sometimes get their mind 
off t hei r loneliness. Moreover, studying a 
foreign language becomes a symbol of 
some sort. For example, French is 
associated w ith something art istic, and 
Russian reminds us of communistic 
ideology. Then, language ed ucation plays 
a role in ski ll building. Even the acquisition 
of useless knowledge helps us to grow 
skill s by systematic and patient study. 
Final ly, language education contributes to 
the maintenance of the school system. 
Since fore ign languages have traditional ly 
been required courses, students cannot 
graduate without credits in them. A 
number of language teachers w ill lose 
their job if those courses are abolished. 
For t hese reasons, language education 
has been maintained. 

They are considered as the roles of 
language teaching and language 
learning. 
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Most text is presented either in a "portrait" style (where the height is greater 

than the width) or in a "landscape" one (where the width is greater than the 

height), but no researcher to our knowledge has compared the effects of these 

different typographic layouts on readers' comprehension and preferences. The 

aim of the present study was to assess, in a preliminary way, how patients 

would respond to a patient information leaflet (PIL) printed in these two 

formats. The results showed that both leaflet designs were equally effective in 

conveying their information. However, as the different layouts might support 

different features within PILS differently, further research is needed to explore 

the relative virtues of each layout in a variety of different contexts. 



Both the Food and Drug Administration (FDA) in the 

United States and the European Economic Community 

(EEC) in Europe require that patient information leaflets 

(PILS) should be included with all medicines and 

numerous guidelines have now been published on how 

to write them, both in the United States and Europe (e.g., 

Buck, 1998; Hartley, 1999; Kitching, 1990; Newton, et al 

1998;Raynor, 1998;van derWaarde, 1998;Wright, 1998; 

1999).The task is complex, involving attention to the 

language, the layout, the purpose and the legal 

necessities of such texts. (Indeed, when we began our 

research back in August 1998 the EEC was working on 

its sixteenth draft of its guidelines on how to do it.) 

Patient information leaflets come in a variety of shapes 

and sizes, as is graphically shown in the Association of 

the British Pharmaceutical Industry's (1999) Compen­

dium of Patient Information Leaflets. However, one major 

division lies between 'portrait' versions (where the 

height is greater than the width) and 'landscape' ones 

(where the width is greater than the height).lt appears 

(see table I) that landscape layouts are used more 

frequently when there is a need to insert diagrams or 

pictures and when there is a felt need for two or more 

columns of print. 



Portrait style Landscape style 
(75%) (25%) 

1 column 48 0 

2 columns 50 83 

3 columns 

4columns 0 10 

More than 4 0 

justified text 74 62 

unjustified text 26 38 

left-ranging headings 86 65 

centered headings 14 35 

headings in lower-case 82 48 

headings in capitals 18 53 

diagrams included 16 35 

no diagrams 84 65 
Table I. 
The typographic 

photos included 10 8 features of patient 

no photos 90 92 
information leafiets 
The figures are based on 

boxed in text 10 15 sampling from the 

l_ 
Compendium of Patient 

no boxed in text 90 85 Information Leaflets, 

- -·- - -·-·-·-·--"--- - .I 7999-2000. 

In this study we set out to compare one particular patient information leaflet 

printed in these two layouts. Surprisingly enough we were unable to find in 

the literature on text design any previous research contrasting the effects of 

these major layout styles on readers' comprehension and preferences. 

Method 

The original source of the text material for our study came from a study by 

Dickinson (1998). Dickinson had taken a 'model leaflet' presented by the EEC 

as an illustration of what a PIL should contain. Dickinson had revised th is 

leaflet to show that it could be improved markedly by user-testing. 

In the present study we used Dickinson's revised leaflet as the basis for our 

work. First of all we revised it further in the light of the guidelines mentioned 

above and then reprinted it in either a landscape or a portrait fashion. Figure 

1 outlines the changes we made to Dickinson's text. Figures 2 and 3 show 

examples of the final text in portra it and landscape style. 



Figure 1 
Changes made to Dickinson's leaflet. 

Stage 7 

The text was re-sequenced to match user requirement 

(e .g., see tables II and 110 : 

The headings used in the original were: What 

Burofen does; Before you take Burofen; Ta king 

Burofen; Possible side-effects; Other ingredients; 

Storing Burofen; and Makers of Burofen. These 

were followed by a footnote on what to do if you 

wanted to obtain a large print or audio version of 

the leaflet. 

The headings used in the first revised version were: 

What Burofen does; Taking Burofen; Before you 

take Burofen; Possible side-effects; Storing Burofen; 

and Makers of Burofen. The footnote was placed at 

the head of the leaflet. 

Three 'boxes' were introduced to highlight selected 

sections of the text 

(see figures 2 and 3) . 

New sentences within paragraphs were made to start on 

a fresh line- making the text more 'open' (see Hartley, 

1994). 

Some points were emboldened to highlight them- e.g., 

if you get worse .. 

Some technical wording was simplified- e.g ., 'feeling 

sick' for 'vomiting'; 'use by date' for 'expiry date.' 

The word sequence in some phrases was altered to place 

simpler terms before technica l ones- e.g ., milk or 

lactose; nerve pain or neuralgia . 



Figure 1 continues 

Some wording was amplified to make the text clearer­

e.g., 'take them back to a pharmacy (the chemist's)' 

became 'take out-of-date tablets back to your pharmacist.' 

Two versions were then produced- one set 'portrait' 

and one set 'landscape.' The main body of the text was 

printed in 12 point Arial on an A4 page. This was then 

reduced in size to A5. 

Stage 2 

The type-size of the original text was increased from 12 

to 16 point so that when it was reduced it would 

approximate 12 point- the minimum recommended 

typesize for medical leaflets (Hartley, 1999; RNIB, 1998). 

The typesize of the main headings was increased to 24 

point so that they would be reduced to approximately 18 

point. 

The main headings were re-written in the form of 

questions rather than statements- e.g., 'What Burofen 

does' became 'What does Burofen do?' Some guidelines 

suggest that questions are more motivating for users of 

this kind of information (Raynor, 1998; Osman, 1998). 

Some technical/medical text was deleted, and some 

moved to form a note at the end of the leaflet. 

Some of the text was further clarified/simplified- e.g ., 

'For adults and children over 12 the usual dose is 1 or 2 

tablets 2 or 3 times a day' became 'For adults and 

children over 12 take 1 or 2 tablets with food 2 or 3 

times a day.' 

HARTl FY R, lllHM~IHJ PllR TR61T llR 1 6 ~n~r6Pn ~n1 



Figure 2 

Burofen 

Please read this leaflet carefully before taking any 

tablets 

Phone 0845 123 456(1ocal call) if you need a large 

print or audio version of this leaflet 

Keep this leaflet and read it again if you need to 

1. What does 
Burofen do? 

Burofen is a pain killer. 
It eases rheumatic, or 
muscle pain, backache, 
nerve pain (neuralgia), 
migraine, headache, 
tooth ache, period 
pains, feverishness and 
symptoms of cold and 
flu 

• It works by damping 
down inflammation, 
which is often the 
cause of pain and fever 

2. How do I 
take 
Burofen? 

For adults and chidren 
over 12 
take 1 or 2 tablets with 
food 2 or 3 times a day 

Do not take more than 6 
tablets in 24 hours 
Leave at least 4 hours 
between doses 

Do not give Burofen to 
children under 12 

Do not take Burofen 
during pregnancy 
It may delay labour, or 
make it last longer 

A page from the portrait style leaflet 
(original size: 148 X 210 mm.) 



Take Burofen with food get headaches, feel Take special care with 
or after food drowsy, or be sick Burofen tablets ... 
Burofen tablets are Do not take the tablets .. . • If you have kidney, 
designed to be swallowed If you or someone else If you have a stomach liver or heart 
whole has taken too many ulcer problems (or if you 
There is no need to cut tablets, talk to a dovtor (or used to have one) used to). If you do 
out any particular food or or a pharmacist at once If you react badly to have kidney problems 
drink milk or lactose and you have to take 

Burofen has no effect on (If you are lactose) Burofen, your doctor 
If you forget to take your ability to drive or to If you are or have been may test your kidneys 
Burofen use machines allerg ic to: before and after you 
it doesn't matter if you aspinn take the tablets 
miss a dose, but 

3.Take care 
ibuprofen • If you have asthma (or 

Do not take a double or other similar pain used to). Burofen can 
dose to make up for it reducing drugs bring on an attack 
If Burofen feels too If you are taking any (the reactions may • If you are 
strong or too weak, ask other medicines tell your include symptoms of breastfeeding. You can 
your doctor or your pharmacist or doctor. asthram, rash or runny take the tablets 
pharmacist for advice nose) when you are 

Burofen may affect: If you are al lergic to: breastfeeding. A little 
If the tablets don't make • Drugs that thin the Lactose ibuprofen does get into 

you feel better, blood Magnesium breast milk, but it is 
or Burofen may make the stearate unlikely to do your child 
if you get worse, blood thinner still Modified cellulose any harm 
talk to your doctor • Drugs for high blood gum • If you are over 60. 

pressure Older people are more 
Use as little Burofen as Burofen may work In these situations at risk from the serious 
you need to get rid of a against them taking Burofen may dffects of any reactions. 
pain otto feel better, for • Aspirin (or other pain make things worse. If you are over 60, take 
as short a time as killers) just enough Burofen to 
possible If you take these at the Please talk first to your make you feel better 
This will help you to avoid same time as Burofen, doctor or pharmacist • Again, please talk first 
reactions or side-effects you are more likely to to your doctor or 

get a bad reaction pharmacist 
• WaterTablets 

If you take too many Burofen may work 
Burofen tablets you may against these 

Figure 2 continues 



Burofen 

Please read this leaflet carefully before taking any tablets 

Phone 0845 123 456(1ocal call) if you need a large print or audio version of this leaflet 

Keep this leaflet and read it again if you need to 

1. What does Burofen do? 

• Burofen is a pain ki ller. 
It eases rheumatic, or muscle pain, 
backache, nerve pa in (neuralgia), migraine, 
headache, tooth ache, period pains, 
feverishness and symptoms of cold and flu 

• It works by damping down inflammation, 
which is often the cause of pain and fever 

Figure 3 
A page from the landscape style leaflet 
(original size:210 X 148 mm.) 

2. How do I take Burofen? 

For adults and chidren over 12 take 1 or 2 
tablets with food 2 or 3 times a day 

Do not take more than 6 tablets in 24 hours 
Leave at least 4 hours between doses 

Do not give Burofen to children under 12 

Do not take Burofen during pregnancy 
It may delay labour or make it last longer 



2. Taking Burofen 
(continued) 

Take Burofen with food or after food 
Burofen tablets are designed to be swallowed 
whole 
There is no need to cut out any particular food 
or drink 

If you forget to take Burofen it doesn't 
matter if you miss a dose, but 
Do not take a double dose to make up for it 

If Burofen feels too strong or too weak, ask 
your doctor or your pharmacist for advice 

If the tablets don't make you feel better, 
or 
if you get worse, 
talk to your doctor 

Use as little Burofen as you need to get rid 
of a pain otto feel better, for as short a time 
as possible 
This will help you to avoid reactions or side­
effects 

If you take too many Burofen tablets you 
may get headaches, feel drowsy, or be sick 

If you or someone else has taken too many 
tablets, talk to a dovtor or a pharmacist at 
once 

Burofen has no effect on your ability to drive 
or to use machines 

3. Take care 

If you are taking any other medicines tell 
your pharmacist or doctor. 

Burofen may affect: 
• Drugs that thin the blood 

Burofen may make the blood thinner still 
• Drugs for high blood pressure 

Burofen may work against them 
• Aspirin (or other pain killers) 

If you take these at the same time as 
Burofen, you are more likely to get a bad 
react1on 

• WaterTablets 
Burofen may work against these 

Figure 3 continues 

Do not take the tablets .. . 
• If you have a stomach ulcer (or used to 

have one) 
• If you react badly to milk or lactose 

(If you are lactose intolerant) 
• If you are or have been allergic to: 

aspmn 
ibuprofen 
or other similar pain reducing drugs 

(the reactions may include symptoms of 
asthram, rash or runny nose) 

• If you are allergic to: 
Lactose 
Magnesium stearate 
Modified cell ulose gum 

In these situations taking Burofen may 
make things worse. Please talk first to 
your doctor or pharmacist 
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Care was taken to ensure that the type-sizes in the body of the text in both 

vers ions were approximately 12 point- as this is the type-size recom­

mended by the United Kingdom's Royal National Institute for the Blind for 

materials of this kind (RNIB, 1998).This type-size, of course, is much greater 

than that traditionally used in many PILS.There were five pages of text in the 

portrait version and six in the landscape one. 

Twenty householders (1 0 men and 10 women) were each assigned in turn 

to study one or other of the two versions. The participants ranged in age 

from 19 to 72 years of age. They were all responsible for taking their own 

medication, they understood the nature of the research and, if they used 

glasses for reading, they wore them for the study. 

Each person was asked, following an initial collection of demographic data, 

to use their leaflet to answer a series of fifteen test questions about the 

information contained w ithin them. These fifteen questions used the same 

format as that used by Dickinson (1998) but they were not exactly the same. 

(It appeared to us that some of Dickinson's questions could be answered 

from general knowledge and without reference to the leaflet.) The first 

three questions we asked followed the sequence of the material presented 

in the leaflet but, after this, the questions were in random order- the 

purpose was to make the participants search through their leaflets to find 

the appropriate answers. 

Each person was questioned individually, and their answers to the questions, 

whether or not they could find the appropriate piece of text to answer 

them, and how long it took them to answer each question were all recorded. 

This procedure is based upon that designed by the Communication 

Research Institute in Australia and is recommended by the EEC (EMEA, 1999). 

Results 

Table II summarizes the demographic data obtained. The participants were 

asked to indicate in which age group out of seven groupings they fell (less 

than 20 years; 20-29; 30-39;40-49; 50-59; 60-69; and more than 69 years).lt 

can be seen that people in the Landscape group were slightly younger than 

those in the Portrait one. However, these age differences were not statisti­

cally significant. 

Table II also shows the median test scores (i.e., the average number of 

questions answered correctly out of fifteen) for each group and the median 

overall times taken by both groups. The data show that the participants had 

little difficulty with either version of the leaflet, and that the search times 

recorded (for answering al l fifteen questions) were simi lar for both groups. 



An error analysis showed that every participant answered five of the fifteen 

questions correctly, that most of them made only one or two errors on the 

remaining questions and that only one person made as many as five errors. 

Portrait group Landscape group -1 
N=lO N=lO 

Age Median 40-49 30-39 
Group Range 20-29-60 - 69 <20- >70 

Test Median 15 14 
Score Range 8-15 11 -15 

Search Median 125 132 
Time (sees) Range 77-368 88-223 

At the end of their test session each participant was shown the alternative 

version of their leaflet and asked which one they thought that they wou ld 

prefer and why. Table Ill shows the results. Most participants preferred the 

version of the leaflet that they had worked with and thus there were no 

significant differences between the overall preferences obtained. Some 

typical comments were: 

·The landscape version is easier to read. The portrait version has sections 

wh ich are too long. 

·The portrait vers ion is more straightforward. It explains it better. 

·The landscape version is more spread out:the information is not squashed 

up on every page. 

·The portrait vers ion is more compact: it is easier to read at a glance. 

·The portrait version is easier to handle. The landscape one is too long to 

hold comfortably. 

Worked with: Leafier preference 
Portrait Landscape No preference 

I 

I 

Table II. 
Demographic data and results 

Portrait 

Landscape 

Table Ill. 

6 

Discussion 

Preferences for different layouts 
(classified according to which 
layout the participant worked with). 

The results obtained in this preliminary enquiry are clear. Both of the leaflet 

designs were equally effective in conveying their information. There was no 

difference between the accuracy of information retrieval and between the 

times taken to find the information, and the preferences for the different 

designs were equally divided. 
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It would be unwise, of course, to conclude from these results that it does not 

matter what kind of layout is used for PILS. Several issues must be consid­

ered further. 

·First of all, the number of people involved in this study was very small­

only ten in each group. More needs to be done with larger -and older­

samples. 

·Second, only one leaflet was used as the basis for comparison. The data 

shown in table 1 suggest that portrait and landscape styles might suit 

different sorts of pamphlets in different ways and these need to be explored 

more systematically. 

·Third, both versions were printed in a double-column format and in a 

readable type-size- unlike many of the leaflets printed today- so it is 

perhaps not surprising that the participants found them equally easy to use. 

·And finally, the idea- that it does not matter what kind of layout is used 

for PILS- ignores the different costs involved in the preparation of such 

leaflets. In this study, for instance, both vers ions of the leaflet took up the 

same amount of paper after they were folded appropriately, but there was 

room for additional text in the portrait version. Some layouts, therefore, 

might be more cost-effective than others. 

These considerations suggest that there is room for further research. Two 

other particular observations stood out. First of all, despite the fact that the 

content of the leaflet was supposedly fictitious, it was closely based upon 

existing leaflets (for Ibuprofen, for example). Thus one or two of the 

participants relied upon their prior knowledge in this respect when 

answering the questions. Likewise, when answering some of the later 

questions in the test sequence, some participants relied upon their memory 

for what they had read earlier, rather than search the text again. 

In applied work of this kind decisions have to be made about the validity of 

the methods used. These findings suggest that there may be an argument 

for working with actual PILS rather than fictitious examples, and for 

accepting that prior knowledge and memory will affect search and retrieval. 

Whatever the case, more needs to be done to assess some of the more 

obvious differences in the typographic layouts of PILS.It would be interest­

ing, for example, following George, Waters and George (1987), to compare 

portrait and landscape versions of one- or two-sided single-page PILS. But 

best of all would be to explore how different text designs can best suit 

particular textual features- such as illustrations, diagrams and boxed 

information. Indeed, further research is needed to explore the relative virtues 

of portrait and landscape layouts in a variety of different contexts. • 
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Making Books: A Review and Critical Commentary 

Colin Banks 

This book aims to hold up a mirror to the best typographical practice of the 

time; Alan Bartram is a distin-guished typographer, who both wrote and 

designed it. It is when wearing his designer's hat I note that, not just the 

layout of the cover text, not just to the first word but the very first letter, an 

italic 'D' is badly set out.The initial letters in these lines of type are carefully 

placed 'optical ly' aligning left in a vertical arrangement however that 'O; the 

'A' in Alan and the Tin The British Library stretch out desperately with the 

tips of their serifs but can't make the line up. That off my chest, I found this a 

very personal and enjoyable memoir in which th is reader's reco llections are 

prompted by the books that illustrate it and their thoughtful commentary. I 

felt more comfortable with its style than the prevailing smart-arse swipes at 

design by 'can't do themselves' media pundits, who see book design as a 

subset of marketing. 

We start in 1942 w ith the author Ralph Tubbs, who was also the designer of 

the 1951 Dome of Discovery. (Not to be confused with the magnificent tent 

that now sits on the south bank of the Thames. The two bu ild ings perhaps 

have their contemporary counterparts in books, the first contained a vision 

of national consensus, the second is about presentation but a bit short on 

content.) Tubbs speaks to us w ith shining eyes, brimming with opt imism for 

a new world order (isn't that what design meant then?) but also warns that 

the future is not separate from the present. Bartram takes this message from 

the shilling Penguin book Living in Cities in which words and rough-edged 

pictures are integrated like a war-time documentary film. 

The chronicle of the '40s and '50s continues with high culture, auster-ity 

production and popular prices: notably poetry books. We see 'London Poetry 

Editions' illustrated by Graham Sutherland, and Ad print's (an early packager) 

Excursions into English Poetry. This last was the great monument to these 

as pi rational postwar years, seven anthologists published by Frederick Muller, 

each w ith sixteen autolithographs by John Piper, Michael Ayrton, Wil liam 



Scott, Edward Bawden and Robert Colquhon and lithographed cloth 

bindings; all printed by the exem-plary W.S. Cowell w ho was concurrently 

printing ration books! 

The series started in 1944 with The Poet's Eye illustrated by John Craxton, 

edited by Geoffrey Grigson.This set the agenda for the rest of them and 

indeed for the British arts of the next decade: A reinvigorated romantic past­

oralism drawing on Samuel Palmer in his Shoreham period. I do not know 

what commercial success these books had but I bought my set new, one at 

a time for pennies in the mid-1950s, the jackets state 10/6 (old money), 

remainder books were with us then. 

The neoromanticism reached out into the postwar re-discovery by British 

artists and authors of seductive Southern Europe: Elizabeth David on 

cookery illustrated by John Minton and Montin's embellishment of Alan 

Ross' Corsican journal Time was Away (John Lehmann, 1948). 

At the end of the '40s the baton was taken up by Paul Elek who published 

the'Camden Illustrated Classics' who's artists included Edward Burram, 

Anthony Gross and Barnett Freedman. Peter Ray was the designer, he was a 

beacon of sound typography for many yea rs after. All this was to fall before 

the CIA promoted abstract impressionism. Bartram observes there was an 

improbable path to an 'Oxford Book of Incoherent Verse' illustrated by Frank 

Auerbach (I hasten to add it did not happen). 

One of the many pleasures offered in these pages are the reproductions of 

those other pages, leaves from a past half remembered: John Minton's 

illustrations toLe Grand Meaulnes, all of which felt then like personal 

discoveries. 

Book designers (as against artist-illustrators) are named throughout w hen 

known, but usually they are not credited.The first book designers I met in a 

great publishing house, were laboring in a stone-flagged passage behind a 

green baize door. 



The actual look and feel of the print is difficult to convey and here the 

reproductions cover a great number of sins. Typography then was far from 

good- even within the limits of metal type; 'fi's' not ligatured, ugly em­

dashes,'widows'that head up a page; but Bartram doesn't smooth this over 

with nostalgia. The 1940s were not a golden age of the compositors' art, but 

then came Tschichold in 1947 and after him Schmoller and from then until 

they went to the great composing room in the sky, Penguin style and 

standards ruled. 

The book tells howTschichold got a grip on the design of Penguins in a 

remarkably short time, first the title pages and margins only, then the 

typographical graces of tight word spacing, single quotes, en-dashes, etc. 

Bartram shows as 'high'Tschichold, the title page of Romney Marsh, (King 

Penguin, 1950); but this was after Tschichold had returned to Switzerland in 

1949.1 suspect the design had a little to do with his assistant, Erik Ellegaard 

Fredriksen, for as Schmoller would remark when such books came up for 

reprint''that damned Dane again, borders too close to the trimmed edge." 

With Tschichold's work and the Schmollers and their assistants, EEF, Ruari 

Mclean, John Miles, Gerald Cinemon, etc., UK twentieth-century commercial 

book design moves, perhaps for the first time, in the Premier League. 

In my view the physical production of English books now are sadly nothing 

to be proud of: thin paper covered boards, poor text paper, glued bindings; 

they have long been taken over by the best of the American, Swiss, German, 

Dutch, Italian presses and most others on the international stage. The 

miserable parsimony of mainstream British publishers has not seen the 

commission of an illustrator for a standard novel, or verse or essays for many 

years that I have seen. Long gone are the days of Fredrick Muller and the 

artists who did so much for'Excursions into English Poetry.' 

Alan Bartram says thatTschichold's impact and Schmoller's twenty-five year 

reign, brought a quality to the text design of British books not approached 

before or after their work,"1950-70 saw the most civilized period of British 

book design and production for almost two-hundred years." Although 



newer technologies have brought with them the potential for better 

standards, as far as text setting is concerned, I wou ld not quarrel with his 

judgment. 

Half-way through the examples, we come across another Grigson book An 

Englishman's Flora. This was in the 1975 edition, beautifully produced and 

detailed and as Bartram points out there was still a harmony with the 

sixteenth-century woodcuts that illustrate it and the letterpress impression. 

It was designed, I think, by John Ryder but it is a book forever marred for me 

by the use of a san serif copyright© in an otherwise serifed setting; such is 

the pernicketyness of our calling. 

By 1980 we have an example of what the author calles 'book engineering.' A 

packaging publ ication by Rain bird The Shell Encyclopedia of Sailing. This 

combines a hierarchy of headlines, cross references, tables, photographs, 

graphs and diagrams: altogether a complexity of make-up far removed from 

a prose nove l. 

With such material book design has to move into another gear; it is 

information design w ith a longer lineage than 1980, and its many prec­

edents include Florence Nightingale's charts of statistical analysis, railway 

timetables and the Baedekers, all from before the First World War. 

Bartram gives a faint nod of approval to a Darling Kindersley book Wild 

Flowers of the Mediterranean (1995): ending "without refined definition of 

photographic images, the use of a computer screen for design and page 

make-up, offset printing and international publishing, a production of this 

kind wou ld have been wel l-nigh impossible- certainly at a popular price 

-forty years ago." (It is worth comparing this w ith the Collins 'New 

Naturalist' series that ce lebrated its one-hundredth title two years ago.) 

However my'Do it yourself' manual was doing all that Darling Kindersley 

now does thirty yea rs ago and I seem to remember others in these complex 

formats even earlier from Readers Digest; sneered at then as now by the 

book purists. But Readers Digest books, I believe, spilled over into DK.(?) 
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I have two editions of John Summerson's Georgian London. The original 

(1945) a straig ht text in letterpress; the revised edition (1988) supplemented 

with informative pictures and their captions, a more 'articulated' layout and 

all the other skills of the information designer. But what I miss in the second 

heavily illustrated, diagrammed and cap-tioned edition is the uninterrupted 

voice of the author, the knitted together mellifluous argument It should not 

be so, I don't know why this happens. This I think is the nub of my problem 

with most of today's information books, there is not someone there behind 

the text with a clearly recognized voice and point of view and this knocks 

on into the pre-formatted specifications for such books as they are 

produced in this new millenium. 

Guide books have special problems that show this well. One of the most 

professional shown here is from the hand and type scale of Gerald Cinamon. 

But also in complete contrast we are invited to study Wainwright's Pictorial 

Guide to the Lakeland Fells. There is nothing else quite like this series of seven 

hillwalker pocketbooks. All pages were drawn by the Borough Treasurer of 

Kendal, same size, with text hand-lettered. They are arrogantly opinionated, 

but completely amateur in conception and production. In their first thirty 

years, they sold one-million copies and march on even more determinedly 

and curmudgeonly now, some forty-five yea rs later. 

An altogether gentler but similar approach has recently appeared, The Heart 

of Oxford, designed, illustrated and published by Phillip Atkins and Michael 

Johnson, who are well trained in their arts. Clued-up foreign visitors I have 

enjoyed giving copies to have described it as "a typographical pearl" and "a 

treasure." Get it, the ISBN is 0953443809 and it costs eight pounds. 

The growth of the exhibition catalog is charted, from the eight-page Arts 

Council pamphlet of the 1940s to today's exhaustive pictorial, sociological 

and bibliographical apparatus, sometimes weighing 2.5 kg. There is a nod to 

the consistently good (throughout this period) Royal Scottish Academy 

productions (design by HMSO and others). But the best catalog around in 

the '50s and '60s came from the Stedlijk museum via its typographically 
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concerned director Will em Sandberg: these may be thought outside the 

remit of this book, however, the long, long series of excellent catalogs from 

Marlborough Fine Art designed from 1950 to the 1990s by Gordon House 

should certainly have been noted, they established more than any others a 

mainstream Swiss modernist pattern for art catalogs in the UK. 

It is a comfortable step from here to look at what was going on at the 

Architectura l Press in the 1950s and 1960s. Bartram puts it we ll "vivid 

sketches .... tinted paper ... .richness and variation .... clarendon (typeface) 

headings .... the work of fully paid-up members of the human race." 

Refreshingly, honor for good progressive design is shared with individua l, 

sma ll publishers, Alan Ross, John Evelyn, John Lehmann, Lund Humphries, 

Adprint and Paul Erek.The author compares the integrity of their production 

to the mechanical processing of books by publishing conglomerates 

"moneymen .... insist that cash flow governed all things." 

Well one aspect of this multi -national marketing is the illustrated book, 

compressed to a pre-d igestible formula. There is a simi lar editorial problem 

in the non-illustrated book also; my friend Donal Thomas' novel about Lewis 

Carol I Bel/adona was dumbed down to Mad Hatter Summer for the stateside 

co-publisher, and again in the States the book Schindler's Ark was filmed as 

"Schindler's List." 

Bartram is a re luctant admirer of the Darling Kindersley guides, while still 

acknowledging their need for straight-jacketing the text, illustrations, 

diagrams and format before a word has been written. He deplores as I do 

their "post modern strangely old-fashioned detailing"; dropped initials, 

borders, run-around captions. 

Book Design, would have been a better balanced history had more text-on ly 

books been included, but on a superficia l level all the action has been in the 

ill ustrated book, whi le the great benefits that come from computer 

typesetting are just not obvious and sexy enough to look for. The author 

tries to redress this balance on one last page as he moves our attention to a 
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familiar litany of overlarge type, too little interline spacing, the designer's fear 

of incorrect hyphenation, wide word spacing, inter-letter spacing, and I 

would add the great solecism of computer-compressed characters. It is here 

that a p lug for Jost Hochuli's Designing Books (Hyphen Press, 1996) may have 

been a benefit to someone. 

Jacket designs accompanied by Bartram's consistently pungent comment, 

fill the last seven pages: Bartram lays at the feet of publishers' salesmen, the 

blame for jackets being from a different hand from the designer of the book 

(and too often divorced from the story they contain). Bartram points out the 

similarity between a book jacket and the poster, but regrets the absence of 

the modern Tom Eckersly, Abram Games and Hans Schleger who could do 

them with wit and imagination; I suspect that the publishers now as then 

would scarcely make it worth a poster designers w hile. Interestingly he 

posits, that if books are sold directly over the net all that wi ll be necessary on 

the jacket is author and title. 

The reproduction of the illustrations here, do what can be done to 

overcome the absence of the scale, texture and weight of the original book; 

but replace this with all the compulsive attraction of turning up lino to find 

an old newspaper underneath. It is difficult then to obey the calls to supper 

until every last paragraph has been read: so it is with this book. • 

Alan Bartram is a freelance typographer (as is his brother Harold). He wrote a 

key book on his subject Lettering in Architecture in 1975. 

Colin Banks is design adviser to Oxford University Press and advisory board 

member for Visible Language. 
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