The Visual History of Type

‘Amazing, overwhelming,
stunning, wonderful:
these are the words that
express my admiration on
seeing and reading this
complete book about the
development of type!

Wim Crouwel

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.
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In fifteenth-century Europe, rapid social changes
fuelled a pressing need for the efficient and
economical reproduction of written documents. Until
that time, books were hand-copied by monks and lay
scribes. This was a slow, labour-intensive process for
a limited group of literate people. A revolution was
brought about with the invention of printing using
movable type, initially for the commercial publication
of short documents, and soon afterwards for the first
mass-produced book, Johannes Gutenberg’s 42-line
Bible of 1455.

The art of printing combined a number of features
from existing technologies, such as paper-making
methods that had evolved from the textile industry
and the adaptation of presses first used for wine
making. Its most significant innovation, however,
was the cutting and casting of movable metal type,

a process that remained in use, almost unchanged,
until the late nineteenth century. To manufacture type,
a pattern for each character was carved into the end
of a steel bar — a punch —that was then struck into a
soft copper blank. This impression was inserted into
a mould into which a molten metal alloy was poured,
cooling quickly to become hard. The resulting
reversed images of letters could be handled in
minutes, assembled and locked in a frame, coated
inink and then impressed onto paper to make a

page of text.

Printing spread at a remarkable speed. Within 50
years of its invention, more than 1,000 printers had
set up workshops in over 200 cities across Europe.
Early printed editions were intended to resemble
the handmade books that preceded them, so the
typefaces cut by the first German printers were close
interpretations of the angular blackletter scripts of
the day. As printing progressed from city to city,
new designs for letterforms were adapted to match
regional manuscript styles to address the
requirements of indigenous readers.

When printing reached ltaly, the fulcrum of humanist
thinking during the Renaissance, letterforms started
to evolve into the styles with which we are familiar
today. This step in the development of typography
was an expression of contemporary ltalian tastes
and attitudes, motivated by a rediscovery of classical
Greco-Roman culture, rather than the result of any
particular technical innovations.

Early humanist typefaces derived their capital letters
from Roman inscriptions while the lower case was
adapted from the formal handwriting of Italian scribes.
Gradually, punch cutters began to improve the
appearance and efficiency of characters by making the
best use of their own production methods, rather than
simply seeking to copy handwritten letters. Nicolas
Jenson and Francesco Griffo skilfully advanced these
possibilities in the design of type, creating a blueprint
for its future direction that continues to bear an
influence after 500 years.

The printing press started a revolution that changed
society irrevocably. The first mass medium, it released
medieval culture from the limitations of orality and
writing by precipitating the spread of knowledge and
ideas in an unprecedented manner. Through the new
practice of publishing, a single communication could
be reproduced indefinitely and disseminated to a
geographically dispersed audience in an almost
limitless time frame. For an expanding group of
literate people, printing facilitated the ability of

the individual to make intellectual and ideological
choices by providing verifiable information.
Affordable, portable books also lent themselves to
acts of solitary reading — internalized, self-reflexive
experiences that stimulated new ideas about the
autonomy of the individual in relation to others

and to society. This had a galvanizing effect on the
development of personal rights and liberties. Over
the next three centuries these new ways of thinking
brought about profound challenges to institutional
control, leading to dramatic religious reforms, radical
sociopolitical changes, and new scientific modes

of inquiry that initiated the modern era.
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Gutenberg’s Bastarda

Ty Gutenberg’s Bastarda

Ca Blackletter
Ke Bastarda

Te Letterpress
Da 1454

De Johannes Gutenberg
Fo Johannes Gutenberg
Co Germany
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a Single-storeyed
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h Curved uncial form
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ff fi fl Il pp Ligatures
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Connections

Gutenberg's Textura 1455
Zainer’s Gotico-Antiqua 1468
Caxton’s Bastarda 1476
The Wittenberg Bastarda 1508
Availability

Not available

Specimen

Indulgentia. Johannes Gutenberg, Mainz,
1454 (201x279mm)
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Tradition has it that Johannes Gutenberg
(c1398-1468) invented the art of printing in
around 1450. However, historical evidence
presents a much more complex picture of
a number of activities occurring at multiple
locations in southern Germany during

the mid-fifteenth century, with several
individuals involved in developing printing
techniques. Johannes Gutenberg did not
invent the printing press but was the

first to demonstrate the practical use

of movable type, not in the form of the
magnificent 42-line Bible for which he

is famous (pp14-15) but for much less
ambitious commercial reasons.

Since the eleventh century, indulgences
and pardons had been awarded by the
Church for the remission of sins, earned
either by prayer or through donations.
An indulgence took the form of a preset
document with a space left for the name
of a penitent as proof of his or her right
to divine forgiveness. For the Church,
this involved costly, labour-intensive
procedures where thousands of identical
documents would be written by hand.

Gutenberg’s inestimable contribution to
printing was devised to solve this problem.
The invention of movable type allowed the
production of uniform indulgences in large
quantities, rapidly and at a reasonable
price. An experienced goldsmith,
Gutenberg formulated a durable alloy of
lead, tin and antimony. He also invented a
method for creating moulds for letters into
which the metal would be poured. The
resulting characters were cast on uniform
bodies so that they would align accurately
within a frame. Once the type was
composed, locked into the frame and
inked, it was impressed on either paper

or vellum to create a printed text. Since
individual letters could be moved,
rearranged and reused, an almost infinite
variety of texts could be produced.

The indulgence shown here uses two
sizes of type and large initials engraved

in wood, with spaces left for the name of
the penitent and the date to be inserted by
hand. The larger type is the same Textura
blackletter that would be used for the text
of the 42-line Bible the following year,

and the smaller gothic type is known

as Bastarda, a contemporary fifteenth-
century script. To imitate scribal practices
in handwritten documents, many alternate
characters were used, including ligatures,
abbreviations and contractions.

Gutenberg may have printed indulgences
from 1452, but the earliest that survive
were made in 1454. Thirty copies of the
example shown remain, although how
many were printed is not known. However,
they must have been highly lucrative. A
similar surviving document was published
in as many as 140,000 copies.
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Gutenberg’s Textura

Ty Gutenberg’s Textura Characteristics Connections

Ca Blackletter Heavy, upright letters Hopyl’s Textura 1506
Ke Textura Angled junctions Weiss-Gotisch 1936
Te Letterpress Vertical emphasis Bastard 1990
Da 1455 a Double-storeyed with closed upper loop FF Johannes G 1991

De Johannes Gutenberg d Angled uncial stem ~
Fo Johannes Gutenberg h i m n Strokes terminate in points at foot
Co Germany ff ft ve Ligatures Availability
FF Johannes G is a digital revival available

from FontFont and resellers

Specimen
42-line Bible. Johannes Gutenberg, Mainz,
1455 (391x274mm)
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The innovations in printing technology
attributed to Johannes Gutenberg (c1398-
1468), working in Mainz, Germany, in the
early 1440s, were so significant that he

is regarded as one of the leading figures
of his time.

His invention of printing types that were
movable, interchangeable and reusable
marked the first step in a progression
away from the medieval towards the
modern era. The advent of printing in
Europe instigated the dissemination of
literacy and knowledge on a mass scale
and, in doing so, it transformed the
future of Western society and culture.
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Gutenberg’s 42-line Latin Bible,
published in 1455, is thought to be the
first substantial book ever printed with
movable type in Europe.

This type was cut, probably with the
assistance of Peter Schoffer, to replicate
the book hand widely used in Germany
during the fifteenth century for missals and
liturgical manuscripts. Known as Textura
or Textualis, it is a formal alphabet with
heavy, upright letters. Its letterforms are
tall and narrow, emphasizing parallel
verticals, with stroke junctions that are
sharply angular. Only a few strokes show
any curvature, mainly in the capitals.

&

Ascenders and descenders are stout, and
strokes terminate in diamond-shaped
swellings. In order to achieve a faithful
representation of handwriting, the typeface
used in the 42-line Bible contains almost
300 different individual glyphs, including
a large number of alternate character
contours as well as abbreviations and
ligatures, where common sequences of
two or more letters are joined together
on a single type body.

Although the 42-line Bible was the first
major book ever printed, it is nothing short
of a masterpiece. The work of Gutenberg
and his craftsmen demonstrates
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remarkable expertise in terms of
composition, presswork and book
production. Carefully formulated inks
gave a crisp, clear impression on high-
quality paper or on the fine vellum that
was used for a small part of the print run.
A solemn majesty is imparted by the
pages of the 42-line Bible, although to
modern eyes the dense vertical strokes of
its Textura type might look spiky and rigid
and therefore be perceived as illegible.
However, Gutenberg’s editions should not
be judged out of context. They equalled
the manuscripts they sought to imitate,
presenting texts with a harmony and
vigour that remain unsurpassed.
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| Jenson

Ty Jenson ) ~ Characteristics . Connections ey

Caserif Capitals to ascender height The GoldenType 1890
Ke Old Style, Venetian DHNS Wide . ) ADM R The Doves Type 1900
Te Letterpress M Serifs on the inside of stems Cloister Old Style B 1913
Da 1470 N i M Top serifs ] - Adobe Jenson - 1996
De Nicolas Jenson Q Long tail

9.8
Fo Nicolas Jenson af Top terminals B b d f h
Co ltaly i i . b d p q Tilted bowls - - B a. C e g 1] Availability B o -
e Small eye and extending oblique bar . . Digital types based on Jenson’s Roman are
f Extended arch widely available

h Non-uncial form
ijémaﬂdéto@e;;tori;ght; By | lmOPrStuy

y Straight tail

Specimen B - -
Eusebius Pamphilus, De evangelica
praeparatione. Nicolas Jenson, Venice,
1470 (335x232mm)
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Nicolas Jenson (c1420-80) trained
originally as a goldsmith and was
employed as Master of the French Royal
Mint at Tours. In 1458, King Charles VIl
despatched him to Germany to master the
new craft of printing and type production
in Maingz, the city where Gutenberg was
then working. Jenson later returned briefly
to France with his newly acquired skills,
but soon afterwards he travelled to Italy.

In 1468 he established himself as the first
non-German printer and publisher in
Venice. Rapidly becoming one of the most
prolific printers of his time, he published
around 150 editions and distributed them
throughout Europe. He excelled as a punch
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cutter. Beginning with classical works set
in roman type, he progressed to devotional
books, papal publications and Bibles set

in Rotunda, a blackletter used extensively
in southern European printing at the time.
Although neither his type nor the punches
used to make them have survived,
Jenson’s books have served as a source

of inspiration ever since.

His roman type, designed following
typographic models drawn from
contemporary ltalian manuscripts, marks
a turning point in the history of printing.
A blueprint for all that followed, it
continues to influence type design today.
An advertisement of 1482 claimed that

Jenson's editions ‘do not hinder one’s
eyes, but rather help them and do them
good. Moreover, the characters are so
intelligently and carefully elaborated that
the letters are neither smaller, larger nor
thicker than reason or pleasure demand’.

Elegant but not austere, the pages of
Jenson's De evangelica praeparatione use
a single size of type throughout with plain
capitals employed as initials. Letters are
full-bodied but finely cut, with a moderate
contrast between thick and thin strokes.
The capitals follow the proportions of
classical Roman inscriptions although
they are large — standing as tall as the
ascenders - and some are relatively wide.
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tempote peenitentii egit:et tandem {ibi uiflus fuerat reftitutus, Tunc
rex magna cum dilgentia fancte fcripturam iudaicam iuffit referuari,
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locorum afperitate & folitudine accidebant liberauit:ac uelutin copia
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tempetantes obtinuit.Nec breui tempore ifta fed tanto feruata {unt:
quanto nec domus una in pace atq; concordia céferuari facile poteft.
Irags non fitis non fames non calamitas aliqua non futuros: formido
non ignoratio euentorum aduerf{us maleficum illum uirum feductos
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ptudentiam aduerfus tot tantagp acaidentia quotidie mala fuffeciffe?
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fututorum munitus libenter eum fequebatur:aut {i 1lli mala fuerante
deus dura omnia eis mitigabat:& tam prafentit § futurorum notiti
Moyfi cocedés effecit ut tidem ab omi piculo populus fuus euaferit,
Vtrum enim iftorum cScefleris magna laude Moyfem certe affecetis.

" Poftcaqin terram iftam uenetunt & {i quo pacto eam confecutt funt
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The lower case shows direct influences of
contemporary ltalian calligraphy with the
strokes of a broad pen evident in many
letterforms. Serifs are strong and steeply
sloped: those in the lower case transition
smoothly into stems, while those on the
capitals are square and unbracketed.

Nicolas Jenson's work elevated the
nascent craft of printing to a fine art.

The balanced proportions of his letters,
the evenness of their spacing and the
restrained overall tone of his pages
demonstrate why he was acclaimed above
other printers working in fifteenth-century
Italy and why his work has remained a
cornerstone in the history of typography.
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Geoffrey Chaucer, The Canterbury Tales.
William Caxton, London, 1476
(262x175mm)
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William Caxton (c1420-¢1491) introduced
the art of printing to England. He was

not, however, a printer in the sense of
being directly involved in presswork and
he certainly did not cut his own type.
Rather, he was a pragmatic, visionary
businessman who understood the value
of printing in furthering his interests in the
new trade of publishing and bookselling.

He had first recognized the potential of the
new technology while working in various
locations in the Low Countries and in
Germany, the birthplace of printing in
Europe. After venturing into bookselling,
he set up his own press in Bruges,
publishing seven editions, including the
first book printed in the English language.
In 1476, Caxton re-established himself in
London, bringing with him a team of
skilled craftsmen from Europe, together
with all of the equipment and materials
they needed to set up the first printing
press in England.

One of his earliest publications was
Chaucer’s Canterbury Tales, a judicious
choice for the first major book for the
English market. Its first edition was
published in 1476 and the second,
illustrated with woodblock prints, in 1483.
For the first edition, shown here, Caxton
chose a type designed to appeal to an
educated readership. Cut for him by
Johan Veldener, an experienced Flemish
punch cutter, it was based on the gothic
handwriting then extensively used in
European universities. Known as Bastarda,
its ornate, angular forms and numerous
ligatures had evolved from Textura
(pp14-15) specifically for the production
of non-religious documents.

During his lifetime, William Caxton
published over 100 editions, most of
them in the English language. At a time
when most European books were printed
in Latin, Caxton’s carefully considered
programme of well-crafted vernacular
editions addressed the requirements of
a new secular, literate class in England,
while transforming and elevating the
status of their native language at the
same time.
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Griffo’'s Roman / Bembo

Ty Griffo’s Roman / Bembo

Ca Serif

Ke Old Style

Te Letterpress

Da 1495

De Francesco Griffo

Fo Aldus Manutius

Co haly

Characteristics

A Flat apex

G No spur

J Descends below baseline

K Bowed arms

M Splayed

R Wide leg

T Opposing serifs

W Crossed centre-strokes

a Double-storeyed, small bowl

rominium memorabile:namdehocpoe
tae uerfu ({ire¢te memini ) nobis pueris
nondum inter grammaticos conuenie-
bat : qua quidem in readhucilli arbi-
trum {1 quaerunt; plancuideoeam cétro
uerfiam pofledirimia Nifotuo;aquone
fcio g blande caeteri hofpites fufcipian-
tur ;tecerte (utilli dicerent ) etiam elegan
tiorem remuifit: Sed fequere. B.. B
Taurominii cum ueterun monumento

f Extended arch
g Double-storeyed, ear thickens at right

rum reliquiae pluresuifuntur, templa,
fepulchra,aquacdu@us:quin facpeteme

A B E N R S regraccanumifmarta p aflim effodiuncur
affabre factaillaquidem , neqs maes mo-

| ( : , doinfculpta; fed inargentum, fed in au-
a,b C de fghl | rum;quod etiam Syracufis plurimum,,

etfere pertotam infulam euenit:tumeti

rs t u il am coctiletheatrumadhucmanet paulo,

IT 10p Y | q1d, quod Romac uidimus,minus;nifi
= @ illud amphitheatrum eft: quae qui-

Connections dem omnia 6 infpexi diligentius ;P

Garamond's Roman 1538 te recordabar plurimum femper ucte-

Centaur 1914

Poliphilus 1920

Bembo 1929

Availability

Monotype Bembo is available from
Monotype and resellers

Specimen
Pietro Bembo, De Aetna. Aldus Manutius,
Venice, 1495 (176x129mm)
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rum hominum imaginibus, monumen
tisque, tang uirtutum illorum , et gefta-
rum rerum teftibus , oblectari.  Vrbs
ipfa loco praccelfo, atgsedito fita,etmo
tium angulo promifla in pelagus pro-
{pectum maris Jonii late hinc inde do-
minatur: theatrum ultimam anguli ru
pem infedit, quacollis corfpicuus ante
omnem urbem in circum planitiem du
cens audentior procurrit in mare ; atq;
hinc fluctibus, mdeurbe mediusipfeter
minatur. E Taurominitano denuffiiu
go et littore paulatimrelicto , uallémg;
ingrefli; quam a leua Actnae radices,a
dextra Taurominitani montes effici-
unt; percam Randatium ufq; perueni-
mus nouum oppidum,crin Actnacra-
dicibus ,qua parte mediterranea defpe-
¢tat, ficum.iter totum a Taurominio no
bis quatuor, ctuigint mil. paff’. comfe-
Gum cft.uallisfonoro,ctppetuo lumine
fainditur,et irrigatur. Platani numerofa
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In 1495, 15 years after Nicolas Jenson’s
death, a new roman typeface appeared in
Venice, one of the major centres of printing
in the late fifteenth century. This design
became the progenitor of all old-style
typefaces, setting a new standard for
typographic excellence. The type was
cut for the Venetian printer and publisher
Aldus Manutius (1449-1515) by Francesco
Griffo (1450-1518) for use in De Aetna,

a short travelogue written by the young
Italian humanist poet Pietro Bembo.

Aldus Manutius is one of the most revered
names in typographic history, although he
was certainly neither a punch cutter nor

a pressman. A scholar, businessman and
publisher, he eschewed books on religious
subjects, instead producing editions of
classical texts in Latin, Greek and ltalian
that reflected the humanist cultural
sensibilities of the day. His ambition

was to print definitive works that were
meticulously edited and of the highest
production standards.

Manutius’s books were the perfect vehicles
for Francesco Griffo’s types. Griffo was

the first punch cutter whose designs were
as much a product of their technology as
they were a reflection of the humanist
manuscript hands on which they were
modelled. Using consummate craft

skills, Griffo exploited type production
techniques and materials to cut and cast
types that were more precise and more
refined than had been achieved previously.

As Nicolas Jenson had done in 1470, Griffo
based his capitals on Roman monumental
inscriptions, with the lower case developed
from contemporary humanistic scripts

that were themselves rooted in the
ninth-century Carolingian minuscule.

The delicacy of his roman type contrasts
with Jenson’s earlier, heavier letterforms.
The stress of the letters is angled and the
serifs in the lower case characters are
oblique and sharply cut. These curve
gracefully into the stems of letters that are
themselves full and rounded. One of the
main characteristics that distinguished
Griffo’s types from earlier Venetian forms
is the way in which the capitals stand at

a lower height than the ascenders of the
lower case letters so that in bodies of

text they do not obtrude.

Manutius became enormously successful
and his work was highly influential on the
burgeoning class of literate professionals
in Renaissance Italy. His publications
were groundbreaking, both formally and
ideologically, as were the roman types in
which they were set.
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Garamond’s Roman

Ty Garamond’s Roman
CaSerf
Ke Old Style, French
Te Letterpress
Da c1538 -

De Claude Garamond
Fo Claude Garamond

Co France

Characteristics

Top serifs have downward slope
Q Long tail
R Leg below baseline

T Inclined left-hand top serif
aSmallbowl
e Small eye

ACEMRS
abcdefghi

Ioprstuyz

Connections

Siampelﬁaram@j 7; - 1924
Garaldus 1957
Sabon - 1967
Adobe Garamond ) 1989
Availability

Digital types based on Garamond’s Roman
are widely available

Specimen
Dominique Jacquinot, L'usaige de
I'astrolabe, avec un traicte de la sphére.
Jean Barbe, Paris, 1545 (177x130mm)

L'vfaige ¢y viilite
feruc grande partic deslogitudes de plu-
fieurs villes & regions, lefquelles il eft fa-
ciletrouucr en fa Geographie : mais quad
enaucunslieux laldgitude eft incogneue,
il conuient{cauoir en quel tempsfe doibt
comécer vne eclyple future dela Lune,en
vndes licux de la Jongitude congneue.
Puis aulieudelalongitude incongneue,le
iour §fedoibt faire ladicte eclyple, fault
obferuer parl’Aftrolabe a quelle heureel-
le commencera:car {1 elle comméce a me~
{me heure que lon treuue par fupputation
qu’elle doyt commencer aulieu de lalon-
gitude cogneue,il feroit manifefte que ces
lieux ferotent de mefine longitude:mais fi
clle commence plus toft,ou plustard,y au.
ra difference felon la varieté de temps qui
{cratrouné,comme fi elle commécoit plus
toft d'vne heure,au lieu de longitude con-
gneue,qa celuy de 1ogitude incongneue,
lon pourra facilementuger, que lalongi-
tude du lieu incogneueft plus grade d'v-

|
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i
|

del Aftrolabe. s

ne heure,qui vault 15.degrez, que celle du

licua nous cdgneu. Et femblablemét fault -

entendre des autres differences de temps,
{elon la valeur des degrez, en prcn:ft toul-
jours 1§. degrez pour vne heure, & quatre
minutes pour chacun degré.

PO VR exéple,ietreuue dedans Pro-
lomée,que Jalongitude dela ville de Paris
elt de 23.degrez,&qv'ne eclypledelaLu
ne doibt comenceraudi& lreu a trois heu -
res apres minuict:{urce poinctic veulx fca
uoir combien Tubinge ville renommée a
de16gitude,pour ce faire robferue audi&
lieu le temps que fe faict ladicte eclypfle,et
treuue fon commencement a trois heures,
2 4. minutes apres minuié, qui font 2 4.
minutes,valant 6.degrez plus tard,q dans
Paris,le(quelz ie adioufte a lalogitude de
Paris, pour autant que lecommencement
de l'eclypfe fy faifoit plus toft : & par ce
moyen 1¢ congnois que Tubinge a vingt
& neufdegrez de longitude. '
o 1ij
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By the second quarter of the sixteenth
century France had displaced ltaly as the
epicentre of the printing and publishing
trade. In Paris books were being produced
to the highest standards, with an
unprecedented sophistication in design
and accuracy in presswork.

The elegant roman types of Claude
Garamond (c1510-61) were among the
most significant contributions to the
French printing industry. Having learned
the craft of punch cutting with Antoine
Augereau in Paris, Garamond established
himself as an independent type founder
in around 1538. In his short career he cut
at least 34 different types, including 17
romans and 7 italics. The most enduring
of these is a group of roman types he
produced in the mid-1530s that drew
inspiration from Francesco Griffo's
letters of 1495 (pp30-31).

While Garamond's work was not
particularly innovative, he used his
prodigious technical skills to refine Griffo’s
Aldine design, cutting letters with restraint
and assurance. Garamond's Roman
provides a light, even overall tone to
bodies of extended text, with a sense of
fluency and balance that is largely due

to its spacing. The characters have a
consistent appearance, with a meticulous
alignment and fit between them. Like
Griffo’s design, capitals are slightly shorter
than the ascenders so as not to obtrude,
contributing to the harmony of the page.
The designs of capitals, lower case and
italics (pp50-51) are coordinated, providing
printers with the first comprehensively
organized collection of typefaces. They
formed a blueprint that continued to
influence printing and type founding in [
France for over a century.

Since its inception, Garamond has been
one of the most popular typefaces in the
history of typography, and has probably
been the subject of more imitations,
reinterpretations and revivals than any
other. Almost every major foundry in
the world has published a typeface in
Garamond'’s name. However, due to gaps
in early historical records, many of these
have been misattributed, with romans
actually based on Jean Jannon’s
Caracteres de I'Université from a century
later (pp62-63), and italics referencing
those of Garamond's contemporary,
Robert Granjon (pp58-59). It was not until
1926 that these errors were identified by
Beatrice Warde, but by then many type
foundries, including Monotype and ATF,
had already released type families
erroneously believed to be revivals of
Garamond'’s work. These misattributions
persist to the present day.




Garamond’s ltalic

Ty Garamond’s ltalic

Ca Serif

Ke Old Style Italic, French

Te Letterpress

Da ¢1545

De Claude Garamond

Fo Claude Garamond

Co France

Characteristics

Italic lower case with roman capitals

y Long, curved tail

as ff fi fl fr is st us Ligatures

& Distinctive

AMPQR

abcdefrhi

moprstuxy

Connections

Griffo's Italic 1501
Granjon’s ltalic 1560
Stempel Garamond ltalic 1924
Adobe Garamond ltalic 1989
Availability

Digital types based on Garamond's ltalic
are widely available

Specimen
Oppian, De venatione libri IV. Michel de
Vascosan, Paris, 1555 {233x170mm)
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OPPIANI'DE VENAT.

C orpora per faltus exerce athleta palafira..

P off ubi collectis confidit iribus acer,

E ¢ noces wltro didicit duplicare [uperbas,

M ontibus ¢ celfis oblvums innadizin hoftemy:

E xcuffa latis armis cermice torofar

H inc reboans alter nehementinis enocat hostis,

1 ngeminat faleus refonans & concana rupes.

A ftillifucilis randem willoria ceder,

Q #0d duris firmans: alimentis corporapawie

11 [ylna Cypridos wimdebilitantis amane..
Taurorum mores atg‘;u.-eagmz’nd.’milleﬁzm;nmr:~ ;
S ed prastant qui frugiferas pafeunturad undas

M ultifidi Nils nineo candore micantes,

C ovpore tam uaflont navesincedere credas.
S ed faciles animos Pi’dﬂd?fl’,‘"{'g"'}zl’ﬁo’m‘ blanda
P affori, ut puerorsm etiam mandara faceffant.
A ¢ Phrygiis [pecies eft anvo concolor ardens

A rdua nodofos cernix exultarin armos,

E miner¢o* gibbus per collarotarilis altus.

1. am uero [olis Phrygiis natura widetnr

P rodigio fimilis, capiti non cornua duto

R adices iaciunt, nerim tc)rc]uenmrin omnes

P artes, ut corio tantim wideantur ineffe.

Aonij nero non finditar ungularantiy

A tque unum tantumfuccrefcic nertice corni.

D uplex Armeniis ﬁ’d torta zwlun?ine cufpis

P rominet,in calum exitiofa cacumina tollens.

O mnibus at prastant Syrij, C heroncfia proles,
Quui circa excelfie pafeantur mania Pelle,

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.




LIBER II.

* Magnanimi,fortes ,generofi,marie feroces,
C ornupeta,torii, rinales,atque faperbi,
A lro mugitn atque horrenda noce tonantes:

N ectamen aut pingues immenfa mole granantar
" Corporis,ant macripoliantur robore iufto,
~ Temperiem mediam [ortiti munere dinaum,

Et curfu rapidi ¢ uiolento robore fortes .

1llos(ut perbibent)Erithaa magnss abegit

A lcides,tolerans infralto corde laborem,

Ciim procul Oceano triplicems certamine uicit
 Geryonem in [peculis altis, uiftorque rvedibar,
" DPopuleacircum uelatus tempora fronde:

 Cam uarios iterwm uerfaret adire labores,

N on quos preciperet Iuno,ant Euryftheus acer:

P rincipis Archippi Pelle mandata pamlzar,
 Lmmenfus qmmdo exundabat campus adimas
E mblonij monvis radices,quippe fluenta
V orticibus rapidis in agros torquebat Orontes
Aequoris oblizus,nymphaque retentus amore
C antibus € celfis labens obduxerat agros
~ Aptos feminibus, Melibaam linquere nolens.

B S tijmbantgtenim monre:,cingente corond,

- Vdotollentes utringue cacumina campo.
Arduns aduerfo Stabat Dioclens ab ortu,

L audque ¢g* occafus Emblonius ora tenebat,

T urbidus in medio campo flagnabar Orontes, .

V ¢ muros undaveflua tumefactus obirer.

S ic igitur Pellam cingebat tanta uorago,

V t merito dppelldremr peninﬁda quondam.
) E
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Claude Garamond (c1510-61) was the
most renowned punch cutter in Europe
during the sixteenth century and his
work had an impact on the course of
typographic history that continues to the
present day. However, very little is known
about his origins or the circumstances of
his life. Until recently, he was thought to
have been born in the 1480s and to have
learned his craft working for Geoffroy
Tory, but recent research has revealed
that he was apprenticed to the printer
Antoine Augereau from around 15625
until 1534, when Augereau was executed
for his religious faith.

The first original typefaces cut by
Garamond date from the 1530s. After
many years spent as an apprentice and
journeyman, he became a master of his
trade and established himself as an
independent type founder from around
1538, remaining productive until his
untimely death in 1561. It is now
considered probable that he was born in
1510, the date which until recently had
been mistakenly understood as the first
year of his apprenticeship.

In 1543 Claude Garamond relocated his
workshop near to the press of his brother-
in-law, the printer Pierre Gaultier. There,
between 1543 and 1550, he cut punches
for new italic characters following the
Venetian models first made by Francesco
Griffo for Aldus Manutius.

The example shown here, set in a size
equivalent to around 16.5 point, is as well
considered and expertly cut as his roman
(pp48-49). The lower case letters show

a slightly varied angle of inclination,
enhanced by the conventional use of
broad, upright capitals as initials and
within the body text. A flowing calligraphic
appearance is emphasized by the use of
many ligatures that draw on European
scribal traditions.

Like his romans, Garamond's sprightly
italics impart a very light and even overall
tone to bodies of extended text. However,
despite their evident qualities, Garamond’s
italics were not quite as widely accepted
by printers and publishers as those of his
contemporary Robert Granjon (pp58-59).
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Although the foundations of the modern age are
firmly embedded in the Renaissance with the advent
of printing and publishing, its form was determined
by the economic, scientific and social revolutions

of the seventeenth and eighteenth centuries.

The seventeenth century was an era of global
expansion, when independent European nations
grew economically and physically, many seeking to
build empires through exploration, conquest and
colonization. It was also a period of extended
religious and political conflict that often resulted

in brutal violence. The philosophical and cultural
movement that followed during the Enlightenment
emphasized free thinking, reason and critique in

a reaction to the dogmatic fundamentalism of the
preceding years. The Enlightenment world view held
that the universe was logical and understandable
and that the historical trajectory of mankind was
one of improvement. Science was perceived as the
instrument of its progression. Philosophers such

as Rousseau, Voltaire and Diderot asserted that,
rather than passively accepting the orders of
established institutions, individuals had the right -
as well as the capacity — to think for themselves and
to act accordingly.

During the seventeenth century very few technical
improvements in printing and publishing were made,
but in 1692 a significant conceptual advance was
instigated in France when the Academie Francaise
commissioned a rationally constructed alphabet,

the Romain du Roi. This was a typographic landmark
of the Age of Reason that signalled the beginnings
of a totally new way of understanding visual
communications. Whereas previous typefaces had
evolved naturally over time from formal scripts, the
Romain du Roi was the systematic output of a purely
logical process, with letterforms constructed on grids
before being cut into metal.

The Romain du Roi was not a particularly effective
typeface. However, in a less severe form, its approach
became a key principle of the next stage of type
design, marking a move away from calligraphic
letters towards those that began to be understood as
products of technologies and as elements in visual
systems, much in the way that component parts
operate in machines.

The typefaces that followed its influence are often
classified as ‘transitional’ designs because of their
intermediate position between the old styles of the
Renaissance and the designs that came afterwards,

at the end of the eighteenth century. Transitional
typefaces are identified by features that follow rational
principles, with a higher contrast than old-style faces, a
vertical stroke axis and sharp, bracketed serifs. These
characteristics are evident in Pierre-Simon Fournier’s
types from the 1760s, but were achieved with even
greater success by John Baskerville in a type design
that is a model of Enlightenment thinking. Although
he is known today primarily for his type, Baskerville's
numerous improvements to paper, ink and printing
processes had an equally decisive impact on the
course of typographic history.

A number of type founders drew on Baskerville's
techniques and letterforms to create typefaces in

the late 1700s and early 1800s that are now described
as ‘modern’. Among the first, and among the

most influential, were Firmin Didot from Paris and
Giambattista Bodoni of Parma. Their typefaces are
identified by their abrupt vertical stress and extreme
stroke contrast, with flat serifs and horizontals that are
hairline-thin. Embodying scientific and classical ideals,
the modern types are a dazzling expression of the Age
of Reason. Although they are harsh on the eye and
not easy to read in text, they reconceived the ways in
which type could be used, permanently changing the
direction of visual communications.
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The Fell Types

Ty The Fell Types

Ca Serif

Ke Old Style, Dutch

Te Letterpress

Da 1672

De Peter de Walpergen

Fo Oxford University Press
Co UK

Characteristics
Short ascenders and descenders
A Cupped apex
Q Long, heavy tail

fhiklm nrThin, flat bottom serif
g Narrow, hooked ear
p q Flat bottom serif
s Narrow

& Distinctive form

ACEMQS
abcdefghi

orstuyaefg

Connections

Jannon 1621
Kis's Roman ) 1687
Van Dijck’s Roman 1689
Caslon c1725
Availability

A digital revival of the Fell Types is
available from Hoefler & Co. and resellers

Specimen

John Fell, A Specimen of the Several
Sorts of Letter Given to the University.
Oxford University Press, Oxford, 1695
(208x132mm)
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By the end of the seventeenth century

the printing industry was well established
in England, although very little type of
English origin was available. For a century
and a half the Crown had regulated the
trade so restrictively that a type-founding
industry had no chance to develop. As

a result, during the seventeenth century
English printers were forced to import their
types, largely from the Netherlands.

One of the first to recognize the
detrimental effects of this dependency was
John Fell, Bishop of Oxford. To promote
‘the cause of learning’ in England he began
to assemble a comprehensive collection

of types for the Oxford University Press

in 1667, writing: ‘The foundation of all
successe must be layd in doing things
well, and | am sure that will not be

don with English letters.” In addition

to acquiring several typefaces from
France, Germany and the Netherlands,

Fell contracted a German type founder,
Peter de Walpergen (1646-1703), to cut

a number of fonts that are known today

as ‘the Fell Types’ and that remain in the
possession of the Oxford University Press.

The Fell Types are comparable to the
designs of Jean Jannon (pp62-63). In
the Fell roman, a narrowing of the round
letters and a high degree of contrast are
evident. Ascenders and descenders are
notably short, giving larger sizes a squat
appearance. In the lower case, thin, flat
serifs are found at the base of vertical
stems, a feature that later distinguished
classical and modern types. The slant

of the Fell italic has the same lack of
uniformity as Jannon's, but the capitals
show slight differences. In the lower case
italic the ovals are wide, and ascenders
and descenders are short.

With their many imperfections, the Fell
Types have been considered by some
as visually crude and technically inept.
Type historian Harry Carter’s view, for
example, was that ‘The pieces of type
differ in height to an extent that horrifies
a type-founder and tries the patience of
a machine manager’, but he went on

to argue that these faults contribute
favourably to their singular personality.

Despite their obvious technical and
aesthetic deficiencies, the Fell Types were
among the very first fonts cast in England,
forming a bridge between the seventeenth-
century Dutch old styles of Miklos Kis
{pp68-69) and Christoffel van Dijck (pp70-
71) and the seminal eighteenth-century
designs of William Caslon (pp76-77).

ABCDEFGHIK
ABCDEFGHIKLM
Paternofterquies
inceelis,fanctifice-

tur nomen tuum.
Vemat &c.

ABCDEFGHI
Paternofler quies

mn coelis, fanltifice-
ur nomen rtuum.
Venmat regnum tu-

um: fiat €s°c.
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Two Line Englith Roman.

ABCDEFGHIKLM
NOPQRSTYV &c.

Pater nofter qui €s in coe-
lis, fan&ificetur nomen tu-
um. Veniat regnum tuum:
fiat voluntas tua, ficut in
ceelo, itaetiam in terra. Pa-
nem noftrum ——-

Tivo Line Englifts Italick.

ABCDEFGHIKLMNOP
ORSTVUWXYZT A

Pater nofter qui es in cels,
[anddificetur nomen tuum. Ve-
mat vegnum tuum: fiat volun-
1as tua, ficut 1n celo, 1ta etram
i teyva. Panem noftrum—

.M.

Double Pica Roman.

ABCDEFGHIKLMNOPQR
STVUWXYZ ABCDEFGHIK-

PAter nofter qui es in ccelis, fan-

Gificetur nomen tuum. Veniat
regnum tuum: fiat voluntas tua,ficut
in ccelo, ita etiam in terra. Panem no-
{trum quotidianum da nobis hodie.
Et remitte nobis debita noftra, ficut
& remittimus debitoribus noftris. Eit
ne nos inducas in tentationem, fed
libera nos abillo malo. AMEN.

Double Pica Italick.
AABCDEFGHIYKLMM
NOPQ\RSTVUWXTZUE/E

?)Ater nofter qui es in celis, fanclifi-
cetur women tuum. ¥ eniat vegnum
tuum: fiat voluntas tua, ficut in coelo, ita
etiamin tevra. Panem noflyum quotidia-
wum da nobis hodie. Et remitte nobis de-
bita suflra, ficut €5 vemittimus debitori-
bus noftris. Et ne nos inducas in tent atio-
nem, Jed libera nos ab illo malo. Amen.
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The Romain du Roi

: - | ' ' ) g Ty The Romain du Roi
2 Ca Serif

Ke Transitional
Te Copper Engraving
/ ' Da 1695
%g . De Louis Simonneau and
Philippe Grandjean
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1695

Late eighteenth-century printing and

type design were influenced by the new
scientific and philosophical theories of
the Enlightenment, a period defined by its
rejection of traditional norms. In 1692, a
significant development was instigated

in France when the Academy of Sciences
commissioned a rationally constructed
alphabet, the Romain du Roi. This initiative
was the origin of a radical new direction in
letterform design that would have a huge
impact on the future of typography.

The design of the typeface was
supervised by the Bignon Commission, a
government-appointed group comprising
two academics and two clergymen, one
of whom was also an engineer. With a
mission to document ‘the techniques
used in the practice of the arts’ so that
contemporary manufacturing methods
would be documented, they chose to
begin with ‘the Art which preserves all
others’: printing.

Disregarding the influence of handwriting
that had underpinned the design of

type since its inception, the letters of

the Romain du Roi were constructed
systematically, with the individual parts
of letterforms treated as elements in an
overall design scheme. Based on two
different grids divided into squares - 8x8
units for capitals and 15x8 units for the
lower case — letter constructions were
documented in large copperplate
engravings by Louis Simonneau while
the cutting of the types was assigned

to Philippe Grandjean (pp74-75).

Typographically, the commission’s
prototype is far from satisfactory. It is
awkward both in proportion and contour,
and lacking in evidence of humanity.
However, its analytical approach had

a liberating effect on the direction of
typography throughout Europe at a time
when improvements in printing methods,
papers and inks afforded new possibilities.
The Romain du Roi introduced many

new ideas that, in a less rigid form, would
become the characteristics of modern type
design: a shift of stress to the vertical,
much greater contrast between thick and
thin strokes, and sharp, bracketed serifs.
Above all, its analytical approach signalled
a move away from letters derived from
handwriting towards those that began to
be perceived as products of technological
processes and as component parts in
systems of visual differentiation.

The impact of the Romain du Roi would
continue directly for the next century,
influencing the type designs of Fournier
{pp82-85), Fleischman (pp78-79) and
Baskerville {pp80-81), and eventually
leading to the modern types of Didot
(pp90-91) and Bodoni (pp96-97).
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The Romain du Roi

Characteristics

| Ty The Romain du Roi

Ca Serif Vertical stress Fleischman’s Roman 1739
Ke Transitional Thin strokes with high contrast E S Fournier's Roman 1764
Te Letterpress Capitals to ascender height Didot 1784

Connections

Da 1702

Most capitals have uniform width Bodoni 1788

De Louis Simonneau and
Philippe Grandjean

Fo Imprimerie Royale

M Splayed Availability

Co France

Sharp, bracketed hairline serifs ab Cdefgh ij

R Curved leg Various digital revivals are available
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b d h | Flat top serifs

g Narrow, bulbous ear

1 Central spur to left side
t Short, flat top

Specimen

Medailles sur les principaux evenements
du regne de Louis le Grand. Imprimerie
Royale, Paris, 1702 (433x288mm)
Source: BNF
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Ce qu'on appelle Médailles des Rois de Macedoine, de

Syrie, ou d’Egypte, eftoit aufli apparemment des monnoyes,
parce que de chacun de ces Rois on n'en a gueres que d'une
forte. On y voit d'un cofté leur tefte, avec les ornements qui

~ leur eftoient propres, & au revers tantoft un Aigle tenant un
Foudre, tantoft une Galére qui défignela Ville de T'yr; une
Vi&oire, ou quelque autre Divinité,& pour toute Infcription,
le nom du Prince, Aucune de ces piéces ne marque d'évene-
ment pofitif, & par conféquent ce font des monnoyes.

Il n'en eft pas de mefme,de ce qui a efté frappé depuis Ju-
les Cefar. Il y ett alors & des Monnoyes & des Médailles. Les
monnoyes ont ordinairement d’un cofté la tefte du Prince, &
de 'autre ie nom des Monetaires, avec ces mots IIIVIR. A. A.
A.F.F. Triumvir, Are, Argento, Auro, Flando, Feriund.
Les Médailles font les piéces, qui marquent au revers quel-
que évenement memorable.

A Texemple des Romains, les Rois & les Princes ont fait
frapper des Médailles. Elles fe font extrémement multipliées,
fur tout dans les derniers temps, & on a déja vii plus d'une
Hiftoire Métallique. Mais ces Hiftoires ne font proprement
quun amas de Médailles faites par plufieurs particuliers, qui
la plufpart, ont travaillé fans méthode, & fans génie.

La Medaille eft un monument durable, & fait, pour tranf-
mettre ala poﬁéfité les grands ?‘venements. Ce qu'elle repré-




The Bignon Commission’s deliberations on
behalf of the French Academy of Sciences
(pp72-73) resulted in the commissioning
of a series of types cut by Philippe
Grandjean (1666-1714) for the exclusive
use of the Imprimerie Royale.

The Romain du Roi typeface was literally
‘the King’s Roman’, the official type of the
French state under Louis XIV. Cut and cast
by the Imprimerie, the type was rigorously
protected by law against any unauthorized
duplication. It is highly likely that
Grandjean based his type on original
drawings produced by members of the
commission rather than Simonneau'’s
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engraved letters, since Grandjean is known
to have started cutting the first size of the
type in 1696, when Simonneau’s work
could not have been complete.

While Grandjean'’s type is distinctly
geometric by comparison to any previous
designs, it is much softer and more
humanistic than the stiff, mechanical
letters of the commission on which it
was based. Grandjean clearly ignored
Simonneau’s more extreme forms, like
the g, v and x, and his italic is much more
serviceable than the awkwardly inclined
roman style shown in the engravings.
Grandjean'’s letters have a stress in the

vertical axis, and a considerable contrast
between thick and thin strokes. There

are bracketless, almost hairline serifs on
many capitals, as well as the p,u andr,
while the |, j and all of the ascenders
have double serifs; the lower case | has

a curious spur on the side and there is a
short, flat top on the t, both of which are
also found in Simonneau’s engravings.
Because the type was cut to fit a
mathematical structure, capitals are the
same height as ascenders. They therefore
look somewhat large and disproportionate
to the lower case. Many previous types
had been subtler, with a reduced capital
height to avoid this imbalance.

1702

The first book to use the Romain du

Roi type was not published until 1702,

a decade after the project’s inception.
Medailles sur les principaux evenements
du regne de Louis le Grand is a luxurious
and immaculately produced publication,
reflecting the extravagance of the reign
of Louis XIV.

Tobias Smollett’s critique of Louis XIV's
regime might also apply to the book’s
design. He described it as ‘an ostentation
of fastidious pomp, a prodigality of
expense, an affectation of munificence,
an insolence of ambition and a haughty
reserve of deportment.’

vent, & ou 'on commenga Hiftoire que 'on donne au Pu-
blic.

Comme iln’yavoitencore aucune régle eftablie pour cet-
te forte de travail, on ne parvmt pas d'abord a bien prendre
le gouft des Anuens. Ce qu'on appclle le Moderne, ne pou-
voit fervir d'exemple. Car tout ce que les Cur:eux ont Juf
qu’icy raffemblé de Médailles modernes, en fournit a pei-
ne quelquune digne de Tattention des gens de Lettres. Il a
donc fallu fe former des principes, il a fallu fixer des ré-
gles , foit pour I'Infcription , qu'on nomme Légende , foit
pour le deflein, qu'on nomme Type. Et tout cela a fait que
du temps de Monficur Colbert, on na pas beaucoup
vance.

Montfieur de Louvois, trouva cctte Hiftoirc commencée,
& ne fut pas long-temps a comprendre I'importance de la
continiicr. Il rendit les Aflemblées plus frequentes, & obtint
du Roy qu'elles fe tiendroient au Louvre. On travailla avec
beaucoup d'affiduité , & on fit du progrés dans un Art aflez
négligé julqualors.

Aprés la mort de Monficur de Louvois, I foin des Acadé-
niics fut remis par Sa Majefté a Monficur de Pontchartrain,
alors Sccretaire d'Eftat, & aujourd’huy Chancelier de France.
Commc il aime les Lettres, quil ale goutt delicat, le fens ex-
quis, & une ardeur tous;ours égale pour tout ce qui peut avoir
le moindre ravvorta laPerfonne du Rov. il a fait revoiravee




Caslon

Ty Caslon
Ca Serif B -
Ke Old Style, Dutch

Te Letterpress -
Da ¢1725 -

De William Caslon
Fo William Caslon

Co UK

Characteristics
A Cupped apex

C Double serifs

G No spur -
Q Long, heavy tail

R Straightleg - - ]
T Outward-sloping serifs on top-stroke

Q & Ornate } -

ACJMQT
abedefghy
orstuyae/g

Connections )

The Fell Types B 1672
Baskerville 1757
Caslon 540 i B 1902
Adobe Caslon . 1990
Availability

Digital revivals grel/igely égail_::!bl;e

L L R ——
A Specimen by William Caslon. William
Caslon, London, 1734 (627x420mm)
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By WILLIAM CASLON, Letter-

ABCD
ABCDE
ABCDEFG

ABCDEFGHI

ABCDEFGHIJK
ABCDEFGHIJKL
ABCDEFGHIKLMN

French Cannon.

Quoulque tan-
dem abutere,

Catilina, pati-
Quoufgue tandent

abutere, Catilina,
patientia noffra

Two Lines Great Primer.

Quouique tandem
abutere. Catilina

DousLe Pica RoManN.
Quoufque tandem abutere, Caf#
lina, patientia noftra ? quamd
nos etiam furor ifte tuus cludet
quem ad finem fefe effrenata jadk
ABCDEFGH JIKLMNO,

GreaT Priver RoMvan. |
Quoufque tandem abutére, Catilina, p#
tientia noftra ? quamdiu nos etiam fg
ror ifte tuus eludet? quem-ad finemf
fe effrenata jatabit audacia ? nihilnefg
no&urnum prafidium palatii, nihil ug
bis vigiliz, nihil timor populi, nihil cor

ABCDEF GHIJKLMNOP

Enxcrisu Roman. -
Quoufque tandem abutére, Catilina, paticng
noftra? quamdiu nos etiam furor ifte tuus elude
quem ad finem fefe effrenata jactabit audacia
nihilne te no&turnum prafidium palatii, nib
urbis vigilie, nihil timor ﬁo uli, nihil cor
fus bonorum omnium, nihil hic munitiﬂi{
ABCDEFGHIJKLMNO.PQBSTV A}

Pica Roman. F
Melium, novis rebus ftudentein, manu fua occidjs
Fuit, fuit ifta quondam in hac repub. virtus, ut’
fortes acrioribus fuppliciis civem perniciofum, q
acerbiffimum hoftem coércerent. Habemus enim’
natufconfultum in te, Catilina, vehemens, & gra
non deeft reip. confilium, neque autoritas hujus 4
dinis: nos, nos, dico aperte, confulesidefumus,

ABCDEFGHIJKLMNOPQRSTVUW

Ik

SmarLr Pica Roman. Nor.
At nos vigefimum jam diem patimur hebefcere aciem hord
autoritatis. habemus enim hujufirodi fenatufconfultum,
rumtamen inclufum in tabulis, tanquam gladium in vag
reconditum: quo ex fenatufconfulto confeftim inte m,
effe, Catilina, convenit. Vivis: & vivis non ad depon
dam, fed ad confirmandam audaciam. Cupio, P. Cy
efle clementem : cupio in tantis reipub. periculis nonis

ABCDEFGHIJKLMNOPQRSTVUWXYH

SmMart Prca Rowman. Noz.
At nos vigefimum jam diem patimur hebefcere aciem he
autoritatis, habemus enim hujufmodi fenatufconfultum, W
rumtamen inclufum in tabulis, tanquam gladium in vag
reconditum : quo ex fenatufconfulto confeftim interfeCtumy
efle, Catilina, convenit. Vivis: & vivis non ad deponendat
fed ad confirmandam audaciam. Cupio, P. C.; me
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Double Pica Italick.

oifque rtdzzglém abutere, Catili-

patientia noftra 2 quamdiu
O S - .

am ﬁzror ifte tuus eludet 2

 ad finem fefe effrenata jac-

 Great Primer Italick.

ufgie tanden abutére, Catilina, pa-
ia noftra?  quamdiu nos etiam fu-
Pe tuus eludet 2 quem ad finem [efe
ata jaclabit audacia 2 nibilne te
urnum prafidium palatii, nibil ur-
gilice, nibil timor populi, nibil con-

/4
BCDEFGHIFYKLMNOP&QR

: Englfb Italick.

que tandem abutere, “Catilina, patientia nof-
uamdiu nos etiam furor tfte tuns eludet?
W ad finem fefe effrenata jaflabit audacia?
e te nolfurnum preefidium palatii, nibil ur-
wigilie, nibil timor bgapuli, nibil confenfis bo-
im omnium, nibil bie munitifimus habendi fe-
BCDEFGHIFfKLMNOPRRSTVU

Y Pica Italick.
um, Hovis rebus ftudentem, manu fua occidit,
fuit ifta quondam in bac repub. virtus, ut viri
25 acrioribus fuppliciis civem perriciofum, quam a-
i fimum boftem coercerent. Habemus enim. fenatuf-
tum in te, Catilina, vebemens, & grave: non decft
lium, neque autoritas bujus ordinis : nos, nos,
¢, confules defumus. Decrevit quondam fenatus
EFGHIFKLMNOPQRSTVUW XYZ

Small Pica Ralick. No 1.
¢fimum jam diem patimur bebefeere aciem horum
rila bemus enim hujufmodi fenatufcorfuitum, verum-
\Unelufirn in tabulis, tanquam gladium in vaging recon-
S gus ex [enatufconfulto confeflim interfectum te effe, Ca-
tf Viw'f: :f&)’ 'vivl{jrrm ad Zcpmmdam, Jfed'ad
gudaciam. Cupio, P. C., me ¢ffé clementem :
antls reipub. periculis non diffolutum videri : [ed jam
SE‘FGHI?KLMI\[OPQRSTVIVUXTZ

Small Pica Italick. No z.

mum jam diem patimur hebefcere aciem horum au-
s enim bujufmod! fenatufconfultum, verumtamen
0\ tabulis, tanquam gladiem in vagina reconditum :
tyfeonfulto confeftim interfeltum te effe, Catilina, con-
Viviis™ & vtvis non ad deponendam, fed ad confirman-
aam, Cupio, P, C.y me ¢ffe clementem : cupio in tantis

r, in Chifwell-Street, LONDON.

Pica Wlack. ;
dno be it further cnaften by the Juthoity
afoef@in, That all and everp of the faid Er-
chequer WBills to be mave forh by virtue of
this 4ty 0r-fo many of them as fhall from
ABCDESODIRLOMNOPDRBRST

Black.
AnDd be it further enaticd by M::&m » @ bat all any every
of the (ain Ereheguer Bills to B mate by birtue of thic AR, or (8
many of them as ihall from time t9. tiine remain ynBIthIraen and uncans
telle, until ehe Dilcharging and canceiling che (sme purluane to this dd,

Pica  Gothick.
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¢1725

William Caslon (1693-1766) was the first
printer in England to achieve prestige and
prosperity thanks, in part, to government
policies that had impeded English type
founding and printing for centuries. Until
he started to manufacture fonts in the
1720s, most printers were forced to import
their typefaces from the Netherlands, as
the type industry was almost non-existent
in England.

Before turning to type production, Caslon
had trained as an engraver, setting up
independently in 1716 and opening his
own type foundry a few years later. The
design of his first types, produced in
around 1725, was directly influenced by
Dutch designs of the time, such as those
of Christoffel van Dijck (pp70-71) and Dirk
Voskens, but he introduced the sensibilities
of the English baroque style with a
liveliness of modelling and variation of
form that was lacking in contemporary
Dutch types.

Caslon’s early letterforms are somewhat
sturdier than many earlier old-style
typefaces, with a relatively even contrast
between thick and thin strokes. The axis
of curves is almost completely vertical,
and the serifs are notably stout. On close
inspection, some individual character
contours show minor inconsistencies,
giving a blotchy overall impression,
especially in the small sizes. However, the
idiosyncrasies of Caslon’s few eccentric
letters give his types an animated rhythm
that contributes greatly to their congenial
appearance. A body of text set in Caslon
has a visual effect that is inviting, pleasing
to the eye and very comfortable for
reading at length.

Caslon’s typefaces were an instant success
in Britain and the United States, where
they were used extensively, most notably
for the first printed version of the United
States Declaration of Independence in
1776. As a result of the enduring success
of William Caslon’s work, the art of
printing in England began to improve,
soon becoming the equal of anywhere

in the world. At the same time, the craft
of type founding was resurrected as a
thriving trade. Despite the many
innovations that consequently followed,
Caslon’s remained the types of choice for
most printers in the country until well into
the nineteenth century. No longer forced
to rely on foreign imports, English printers
could now work with domestic types that
proved so dependable that the expression
‘when in doubt, use Caslon’ became a
popular maxim in the trade.
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Baskerville

Ty Baskerville

Ca Serif

Ke Transitional

Te Letterpress

Da 1757

De John Baskerville
Fo John Baskerville
Co UK

Characteristics

Vertical stress

Capitals lower than ascender height

A High crossbar and pointed apex

C Top and bottom serifs

E Long bottom stroke

J Descends below baseline
Q Swash-like tail

R Straight, flared leg

g Open tail

ACEJMQ
abcdetghij
orstqugfg |

Connections

Caslon c1725
Fry's Baskerville 1766
Monotype Baskerville 1923
Mrs Eaves 1996
Availability

Digital revivals are widely available

Specimen

Type Specimen and Proposal for Printing
of the Works of Virgil. John Baskerville,
Birmingham, 1754 (280x220mm)

80

PUBLII VIRGILII
MARONIS

BUCOLICA
GEORGICA

E T
Ad optimorum Exemplarium fidem recenfita. "

-

TO THE PUBLIC.

~/OHN BASKERVILLE propofes, by the advice

J and affiffance of feveral learned men, to print, Jfrom the
Cambridge edition correted with all poffible care, an elegant
edition of Virgil. The work will be printed in quarto, on this
writing royal paper, and with the letter annex’d. T/z.e price of
the volume in_fheets will be one guinea, no part of which will be
required till the book is delivered. It will be put to prefs as foon
as the number of Subjeribers fhall amount to five hundred whofe
names will be prefixt to the work. All perfons who are inclined
to encourage the undertaking, are defired to Jend their names to
FOHN BASKERVILLE in_Birmingham; who will
give [pecimens of the work to all who are defirous of fecing
them, -

Subfcriptions are :ulfo taken in, and fpecimens delivered by Meflicurs R. and
J. DODSLEY, BookitHers in Pall Mall, London. MDCCLIV.
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BUCOLICA

ECLOGA 1. cui nomen TIT.YHRAUS.

MzrLiBoEUSs, TITYRUS.

Ityre, tu patule recubans fub tegmine fagi,
Silveftrem tenui Mufam meditaris avena:

Nos patrie fines, et dulcia linquimus arva,

Nos patriam fugimus: tu Tityre lentus in umbra
Formofam refonare doces Amaryllida filvas.

7. O Melibeee, Deus nobis hac otia fecit:
Namgque erit ille mihi femper Deus; illius aram
Szpe tener noftris ab ovilibus imbuet agnus:

Ille meas errare boves, ut cernis, et ipfum
Ludere quz vellem, calamo permifit agreiti.

M. Non cquidcxﬁ invic‘ieo; miror magis: undique totis
Ufque adeo turbatur agris. en ipfe capellas
Protenus zger ago: hanc etiam vix Tityre duco.
Hic inter denfas corylos modo namque gemellos,
Spem gregis, ah! filice in nuda connixa reliquit.
Saxpe malum hoc nobis, fi mens non leva fuiffet,
De ceelo tactas memini preedicere quercus.

Szpe finiftra cava pradixit ab ilice cornix.

Sed tamen, ifte Deus qui fit, da, Tityre, nobis.
T. Urbem, quam dicunt Romam, Melibeee, putavi
Stultus- ego huic noftre fimilem, quo fepe folemus
Paftores ovium teneros depellere feetus.

Sic canibus catulos fimiles, fic matribus hados
Noram; fic parvis componere magna folebam.

-

""..;' WS

..

Bl

Y T——

——

1757

At the start of the eighteenth century, old-
style typefaces were the norm; by the end,
the radical modern styles of Bodoni and
Didot had become dominant. Central to
this significant change in the direction of
typographic design were the innovations
of John Baskerville (1706-75), an English
maker of japanned wares who was also an
expert writing master and letter carver.

Late in life Baskerville set up as a printer,
applying his professional skills to produce
a series of books that have few rivals in the
history of printing. Although self-taught,
he was relentless in his pursuit of
perfection, involving himself in every detail
of the print production process. He made
numerous improvements to the paper, ink
and the printing press itself to achieve
results that were more sharply cut and
lighter than any previous design. He
developed smooth, glazed paper and,
using his knowledge of japanning,
formulated his own dense black ink. To
maintain the highest standards he would
print a run of 2,000 to obtain 1,500 copies.

Baskerville's typefaces are the result of his
ambition to improve on those of William
Caslon {pp76-77). Unlike the theoreticians
who had designed the Romain du Roi at
the turn of the century (pp72-73), his work
was informed by an expert understanding
of pen-drawn letters. In the mid-eighteenth
century, writing masters began to hold
their pens at right angles to the baseline
to create sharply defined forms with an
upright stress. This practice influenced the
consistency of the stroke construction of
Baskerville's type, which had an increased
contrast between thick and thin strokes,
making the serifs sharper and more
tapered, with a shift to vertical in the axis of
rounded letters. Character proportions are
wide and regular, with open counterforms
and curved strokes that are circular.
Baskerville's skills as a writing master are
evident in the flowing curves of the italic
and occasional distinctive swashes.

In 1757, after years in development,
Baskerville published his first edition, a
handsome collection of Virgil with ample
margins, widely spaced headings and
deep, open leading. This was followed by
some 50 further classics. His work did not
meet with universal approval from his
British competitors, some of whom
accused him of ‘blinding all the readers in
the nation; for the strokes of your letters,
being too thin and narrow, hurt the eye’'.
In Europe, however, he became highly
respected, notably by Fournier and
Bodoni who later cut letterforms of even
greater contrast. The refined dignity of
Baskerville's typefaces has never been
exceeded. His work informed everything
that followed.
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Didot

90

LE VINGT ET UN.

Couplets chantés par une des éléves
DE MADAME HEMART,

DONT LE PENSTONNAT EST ETABLI RUE DE LA PEPINIERE.

Un beau modé¢le est sous nos yeux;

C'est Minerve, c'est la prudence:

Qu'il seroit pour nous gloricux
D’en bien prendre la ressemblance!
Saisissons cet ensemble heurcux,

“t ces détails remplis de grace:

Le succes, quoique un peu douteux,
Peut favoriser notre audace.

Oui, Madame, a la Vénité

Rendons cet hommage sincére,
Nous trouvons en vous la bonté
Et les tendres soins d'une mere.

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

Ty Didot

Ca Serif

Ke Modern

Te Letterpress

Da 1784

De Firmin Didot

Fo Didot

Co France

Characteristics

Vertical stress

Thin strokes with high contrast

Sharp, unbracketed serifs

Most capitals have uniform width

E Heavy, bracketed serifs

J Narrow tail sits on baseline

M Narrow

Q Curved tail below letter

R Curved leg
W Stepped centre-strokes

ACEMQR

abcdefgh 1]
orstuvaeﬁg

Connections

Bodoni 1788
HTF Didot 1991
Linotype Didot 1991
Didot Elder 2004
Availability

Various digital revivals are available

Specimen

Spécimen des nouveaux caractéres de la
fonderie et de I'imprimerie de P. Didot,

I'ainé. Pierre Didot, Paris, 1819
{250x180mm)
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LE QUINZE.

Celte épitre s trouve en téte de mon édition in-folio des cenvres de
Boileau, en deux volumes, tirée seulement a 125 exemplaires, dont
Sa Majesté a daigné agréer la dédicace.

AU ROL

SIRE,

D’un monarque guerrier, I'un de tes fiers aieux,
Despréaux a chanté le courage indomptable,

La marche menacante ct le choc redoutable,

Les assauts, les combats, et lcs faits merveilleux.
Louis, applaudis-tol d’un plus heureux partage.
Plus beau, plus fortuné, toujours cher i la paix,
Ton régne ami des lois doit briller d’dge en age;
Tous nos droits affermis signalent tes bienfaits.
Le ciel ta confié les destins de la France:

Qu'il exauce nos veeux, qu’il veille sur tes jours!
De ta carri¢re auguste exempte de souffrance

Que sa bonté pour nous prolonge I'heureux cours!

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.
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1784

The Didots were an illustrious family of
printers, type founders and papermakers
who served the French Crown for nearly
two centuries. Among their many
accomplishments are the development
of stereotyping and the invention of a
national standard for type measurement,
but their most enduring legacy is a series
of typefaces.

When Pierre Didot (1761-1853) inherited
the family business in 1789 he set about
redirecting it towards the production

of collectible books designed to be
appreciated as objects. They were
luxuriously bound, large-format
publications with sumptuous illustrations
and set in an elegant series of types that
his brother Firmin {1764-1836) had begun
to design some years earlier.

Pierre used the smooth, calendered
paper that had been pioneered by John
Baskerville (pp80-81) to give a sharper
impression than had previously been
possible, permitting the reproduction of
more delicate letterforms. Firmin took
advantage of the improved stock by
refining typefaces he had first introduced
for their father, Frangois-Ambroise (1730-
1804). His new types were influenced by
the recent work of Baskerville and were a
continuation of the rationalizations made
in the typefaces of Pierre-Simon Fournier
(pp82-85) and the earlier Romain du Roi,
cut by Philippe Grandjean (pp74-75) nearly
a century earlier. Didot’s new designs were
first seen in 1784 and are considered by
many to be the first truly modern type,
predating the designs of Didot’s Italian
competitor, Giambattista Bodoni. The
originator of the form remains unproven,
although it is evident that Bodoni and the
Didots influenced each other.

The specimen shown here is a late
example of the Didot style, cut by Vibert
for Pierre Didot in 1819. Didot’s original
typefaces have a vertical axis, very high
contrast between heavy black stems,

and extremely thin connecting strokes

of the same weight as the serifs, which

are hairline and unbracketed. They are far
more spartan and geometric than Bodoni’s
letters. For example, where Bodoni's serifs
are joined to stems with a gently curved
bracket and the lower case serifs are
slightly concave, Didot’s are completely
straight and join at a severe right angle.

Rational, progressive and nuanced, Didot’s
typefaces incorporate scientific and
classical ideals in a late expression of
Enlightenment thinking. They reformulated
the ways in which type could be conceived
and how it has been conceived ever

since, decisively changing the course

of typographic history.
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Bodoni

Ty Bodoni

Ca Serif

Ke Modern _
Te Letterpress
Da 1788

De Giambattista Bodoni
Fo Giambattista Bodoni
Co Italy

Characteristics

Vertical stress, thin strokes with high
contrast

Most capitals have uniform width

Sharp, unbracketed serifs

J Slight hook below baseline
M Narrow - -
Q Tail centred below letter

R Straight and curved leg alternates

ACIMQR

abcdefghij
orstuyae/g

Connections

BauerBodoni 1926
MCBodoni 1995
Filosofia 1996
Parmigiano 2013
Availability

Various digital revivals are available

Specimen o
Manuale tipografico. Giambattista Bodoni,
Parma, 1818 (320x220mm)

96

al contrario si puo far I'occhio in
proporzione piu piccolo, affinche le
righe da pin larghi bianchi disgiun-
te, piu svelte campeggino; bencheé a
tale mntento non sia questo mezzo
ne unico, ne il migliore.

Che pero piu necessaria si & la
variata proporzione della larghezza,
la quale potendo crescere finché I'o
st appressi alla figura circolare, a
misura che piu si va rotondando pin
distinta riesce la scrittura, e pia ca-
pace d’uno spiccante contrasto di
sottili trattie di grossi. come di chia-
ro ¢ oscuro. Ma per altra parte con
meno lettere vien cosi la riga a com-
pirsi, e pero a crescere la mole del
libro; cosa, che sebbene anco altron-
de non sia sempre senza sconcio, pur
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potrebbesi per avventura comporta-
re s¢ mal non s'avessero a stampar
versi, che vogliono ciascuno per sé
tar la sua comparsa interi in una sola
riga. Onde per non dovervi adoperar
carattere molto minere di quello,
che altriment: alla grandezza delle
pagine si converrebbe,non v'é talora
miglior compenso che di ristringer
le lettere senza accorciarle; poiché
meno rotonde elle possono pure aver
garbo. La proporzione della larghez-
za alla spalla non ricevendo legge
che dal pracer degh sguardi, con-
vien solo badare di non offenderli
con troppo bislunghi caratteri,quali
ne veggiamo in alcun libro d’oltre-
monti, anche delle pin eleganti stam-

perie, per esempio negl’Tnni di San-

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1788

Although John Baskerville's achievements
were largely unappreciated in England, his
elegant, plain book designs were greatly
admired abroad, influencing eighteenth-
century French, German and Italian
printers and type founders.

Giambattista Bodoni (1740-1813), an
accomplished typographer, was notably
responsive, taking Baskerville’s techniques
and ideas to an extreme conclusion. A
third-generation ltalian printer, he intended
to visit Baskerville in England as a young
man but he fell ill and had to cancel his
journey. He was subsequently appointed
to establish and manage the press of

the Duke of Parma in 1768. After initially
printing from type imported from France
he soon began his own ambitious
programme of type design.

Bodoni’s typefaces evolved progressively
during his long and successful career,
starting in the 1770s with transitional
letterforms that resemble those of Pierre-
Simon Fournier and developing in

the 1790s to typefaces of a narrower
underlying armature, with an overall
geometric construction, an extreme
contrast between thick and thin strokes,
and hairline serifs with minimal brackets.
These later types, for which he became
renowned, were cut and cast with great
skill and accuracy, providing remarkably
subtle variations of weight and width, and
retaining the finest hairline strokes even
at the smallest sizes.

In the Manuale tipografico, published
posthumously in 1818, Bodoni identified
four principles of typography from which
‘all beauty would seem to proceed":
regularity, ¢larity, good taste and charm.
He printed his editions with meticulous
skill and care, using rich black inks on
smooth, calendered paper. His page
designs framed classical texts with a
dignity and simplicity that is spectacular.
The wide margins, capacious interlinear
spaces, ample letter spacing and frugal
use of ornament all serve to enhance his
sharply printed typefaces.

Bodoni rapidly became one of the most
widely admired type designers of his time.
In 1825 the printer and historian Thomas
Hansard wrote that his types had a
‘beautiful and perfect appearance, which
we find it difficult and highly expensive to
equal’. Bodoni's letters, like those of his
French contemporary Firmin Didot, are
undeniably handsome, but the rather
austere and dazzling forms of modern
types are neither inviting nor comfortable
to read when set in long texts. They

look much more effective at larger sizes,
foreshadowing the era of display types
that followed them at the turn of the
nineteenth century.
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At the end of the eighteenth century industry was
expanding at an unprecedented rate in Great Britain.
Manufacturing processes for the mass production

of goods, revolutionized by technological advances,
began to depend on increasingly efficient production
methods and cheap labour. Rapid population growth
followed in industrialized cities as people moved from
rural areas to find work.

The Industrial Revolution placed demands on visual
communications that were not solely a product

of technological advances. From the turn of the
nineteenth century, increasing commercial competition
required type to work harder on posters and hoardings
in the dense, fast-moving environment of the city,
where for the first time it had to shout in short bursts
in order to compete for attention. This resulted in a
proliferation of big, bold display faces, with many
founders and wood-type producers experimenting
liberally with variations of existing designs or

creating new ones without any particular historical
points of reference to constrain them. At this time

of unprecedented invention, letterforms would

be modified, decorated, thickened, expanded or
condensed at will in the production of a huge number
of novel alphabets. Many were short-lived, but others
had a lasting influence on the development of
typographic design.

The earliest of the display types to be cut in both
wood and metal were fat faces, Egyptian slab serifs
and grotesque sans serifs, all originating in the first
quarter of the nineteenth century. Fat face types were
thickened versions of modern styles with elephantine
vertical strokes and hairline horizontals. Early slab
serifs were equally brash, with rectangular serif blocks
protruding from the stems, often at the same thickness
as the body strokes, their forms anticipating the more
nuanced letters of the Clarendon types devised in the
1850s. The prototypical sans serifs were heavy display
faces in capitals only, but a wide range of styles and
weights rapidly evolved during the latter half of the
century in a number of German type foundries.

The Industrial Revolution in Britain introduced several
significant innovations in printing technologies.
Steam-driven presses replaced hand-operated ones
in 1814 and rotary presses, capable of producing
printed output six times faster than previously, were
introduced in the 1840s. Electrotyping was invented
in the late 1830s to make mechanical reproductions
of engravings that could be incorporated with movable
type for printing. This technology made the copying
of letterforms a rapid and easy process, contributing
to a huge increase in the number of display typefaces
created during the period.

The composition of text type was transformed by

the introduction of line-casting machines, first

Ottmar Mergenthaler’s Linotype in 1886 and then the
Monotype a year later. Line casting allowed type to be
selected via a keyboard, typeset and redistributed into
the machine automatically after use. This accelerated
production time to approximately 15 per cent of that
of manual composition, providing huge labour savings
while also using materials far more cost-effectively
than ever before.

As typesetting and printing speeds increased
exponentially, so too did punch cutting. In 1884
Linn Boyd Benton invented the Benton Pantograph,
a device that automated the painstaking process of
creating punches. With the Pantograph a character
drawing could be scaled to any size and could be
compressed, expanded or varied in its line weights
to compensate for different conditions. The almost
limitless range of typographic variants that was
possible as a result signalled a shift away from the
understanding of letters as physical archetypes with
origins in handwriting. In the huge variety of late
nineteenth-century typefaces, the alphabet began
to be manipulated as a system of flexible design
elements for visual communication rather than a
set of symbols anchored in tradition.
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Double Pica Roman.

Quousque tandem abutere, Ca-
tilina, patientia nostra? quam-
diu nos etiam furor iste tuus
cludet? quem ad finem sese
effrenata jactabit audacia? ni-
hilne te nocturnum preesidium
palatii, nihil urbis vigiliee, ni-
hil timor populi, nihil consen-
sus bonorum omnium, nihil hic
munitissimus habendi senatus
locus, nihil horum ora vultus-
que moverunt ? patere tua con-
silia non sentis? constrictam
jam omnium horum conscien-
tia teneri conjurationem tuam
non vides ? quid proxima, quid
superiore nocte egeris, ubi fue-
ABCDEFGHIJKLMNOPQ
RSTUVWXYZ AU
ABCDEFGHIJKLMNOP
QRSTUVWXYZ L
ABCDEFGHIJKLMNOPQRSTUVX
£1234567890
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Ty Scotch Roman
Ca Serif

Ke Modern

Te Letterpress

Da 1812

De Richard Austin

Fo William Miller

Co UK

Characteristics

Vertical stress —
Thin strokes with high contrast

Capitals to ascender height

Sharp, bracketed serifs

Capitals heavier than lower case

Most capitals have uniform width
M Narrow

R a t Tail turns upwards

;:fi r y Ball terminals

g Double-storeyed with teardrop ear

ACTMQR
_abcdefg 1]

orstuyaefg

Connections

Thorne’s Modern 1800
De Vinne 1890
Caledonia 1938
Scotch Modern 2008

Availability

Various digital versions of Scotch Roman

are available

Specimen

%cimen of Printing Types. William Miller,

Edinburgh, 1813 (290x210mm) _

l
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Double Pica Italic.

Quousque tandem abutere, Catili-
na, patientia nostra ? quamdiv
nos etiam furor iste tuus eludet?
quem ad _finem sese effrenata jac-
tabit audacia? nihilne te noctur-
num preesidim palatii, nihil ur-
bis wigilie, nilal timor populi,
nehil consensus bonorum omnium,
nehil hic munitissimus habendi se-
natus locus, nihil horum ora vul-
tusque 7)1()50ermzt? patere tua con-
silia non sentis? constrictam jam
omnium horum conscientia teneri
conjurationem tuam non wvides?
quid proxima, quid superiore noc-
te egeris, ubi_fueris, quos convo-
caveris, quid concilii ceperis, quem
nostrum ignorare arbitraris?

ABCDEFGHIJKLMNOP

QRSTUVIVXYZ. L
ABCDEFGHIJTKLMNOPQRSTUVW
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1812

Following the designs of Didot and Bodoni,
the severe modern letter became the
prevalent style used in early nineteenth-
century printing and publishing. In 1812,
Richard Austin (c1765-1832), an English
engraver and punch cutter who had
previously produced the Bell types for the
British Letter Foundry (pp94-95), cut a new
type that referenced this contemporary
trend, but which was considerably more
practical and less mechanical.

Austin’s new designs were first published
in the specimens of two Scottish foundries,
Wilson & Sons in 1812 and William Miller
a year later. They also appear in the 1819
specimen of Austin’s own Imperial Letter
Foundry. These Scottish types were later
imported into the United States by the
Samuel Dickinson Foundry of Boston in
the 1840s. They were extensively copied
and modified by other American foundries
and by the late nineteenth century had
become known as ‘Scotch Face’ or
‘Scotch Roman’.

Like Bodoni and Didot, Scotch Roman
has a sharply vertical axis and high stroke
contrast, with horizontal serifs and large
ball terminals where appropriate. Capitals
are also large, reaching the same height
as the ascenders. However, in Scotch
Roman a number of new features are
introduced to make it more effective in
body text as well as at larger sizes. The
lower case x-height is very tall, with
proportionally short ascenders and
descenders. Stroke widths are modulated
and serifs, while wide and sharp, are
bracketed to the stems.

Scotch Roman achieved enormous
popularity in nineteenth-century Britain,
and even more so in the United States,
becoming the dominant style there at the
time. lts letter construction was the model
for the development of other types such as
Clarendon (pp132-33). Updated versions
of Scotch Roman were released by a
number of type foundries for machine
composition in the early twentieth century,
including Linotype and Monotype.
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Ty Italian

Ca Serif

Ke Modern, Reversed Contrast
Te Letterpress

Da 1821

De Unknown

Fo Caslon & Catherwood

Co UK

Characteristics

Reversed contrast

Thick horizontal strokes and slab serifs
Hairline verticals
Reversed serifs

ASCDE
JULMO
RETUZ

Connections

French Clarendon c1860
Slab Sheriff 2009
Karloff 201
Maelstrom 2012
Availability

A number of digital revivals of Italian
are available

Specimen

Specimen of Printing Types by Henry
Caslon. Henry Caslon, London, 1843
(250x155mm)

sl




CASLON
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CEESTERFIELD

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

Italian, first shown by the Caslon &
Catherwood foundry in 1821, is one

of the earliest display types and one of

the most eccentric. Designed to attract
attention by defying readers’ expectations,
Italian was the work of an ingenious
individual who reversed the logic of
letterform construction in order to make

it stand out in the increasingly saturated
visual environment of the nineteenth
century. ltalian’s design took all of the
extreme individual characteristics of the
fat face (pp108-109) and inverted them.
The usual thick vertical strokes in the
roman character were reduced to hairlines,
the thin horizontal strokes were fattened,
and all tapered shapes were reversed so
that serifs joined to stems by their points.

ltalian was not unsuccessful in the first
half of the nineteenth century. In 1830,
Caslon & Catherwood expanded its range
by introducing a Shaded variant, and in
1846 Vincent Figgins released a slightly
more condensed version complemented
by a lower case. This was the final stage
of the development of Italian by English
type founders, although it continued to
be produced both as metal and wood
type up to the 1860s by foundries and
manufacturers across Europe and until
the mid-1880s in the United States.
Though the popularity of Italian remained
limited, it created a vogue for horizontally
stressed types that influenced designs of
the late nineteenth century, including the
more elegant French Antique and French
Clarendon styles {(pp138-39).

It is difficult to evaluate a typeface that
defies norms as flagrantly as the ltalian,
although few other type styles throughout
the history of printing have provoked such
hostile reactions from so many people.

In 1938 the historian Nicolete Gray

wrote that it had been ‘much, and quite
rightly, abused’, going on to condemn it
emphatically as ‘a crude expression of the
idea of perversity’. In more recent times,
Peter Bil’ak, writing about his digital
revival, Karloff, described the Italian

with more equanimity as an example of
‘skilled and deliberate ugliness’.
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Thorowgood'’s Egyptian

Ty Thorowgood’s Egyptian
Ca Slab Serif

Ke Egyptian

Te Letterpress

Da 1821

De Robert Thorne

Fo Fann Street Foundry
Co UK

Characteristics

Thick strokes with slight contrast
Wide body

Large x-height

Heavy, rectangular slab serifs

Q Curved tail below letter

R Fiat foot serifs

ac fry Square terminal

g Double-storeyed

i Small square dot

ACEQRS
abdehim
nopqrstu

bu-

quamdiu nos

(
. THOROWGOOD.

abutere

tilina patientia

tere Ca

TWO LINE ENGLISH EGYPTIAN.

Quosque tandem

“ Connections
Figgins’s Antique 1815
Rockwell 1934
Giza 1994
n Sentinel 2009
Availability

Not available

TWO LINE GREAT PRIMER EGYPTEAN.. _

Quosque tandem a

Specimen

A Specimen of the Printing Types in the
Fann Street Foundry. W. Thorowgood &
Co., London, 1821 (230x145mm)

W

FURNITURE 1820

patientia
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FOUR LINE PICA EGYPTIAN.

THE LOTTERY

& £356789.
THORNE4
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1821

From the evidence currently available, it

is not possible to ascertain the originator
of the slab serif type style. It is attributed
to either Vincent Figgins (1766-1844}
(pp114-15) or Robert Thorne (1754-1820)
(pp108-109), although the name ‘Egyptian’
is first recorded in use to name types from
Thorne’s foundry. A satirical piece that
described novel display lettering as
‘Fashionable Egyptian Sign-Boards’

had appeared in a book in 1806, but no
Egyptian slab serif is documented until
1810 when it appeared on a lottery
handbill printed from a woodblock.

When Robert Thorne died in 1820, the
Fann Street Foundry was sold at auction
to William Thorowgood (?-1877), who is
said to have made the purchase with the
proceeds from a state lottery draw. In the
auction catalogue, six sets of matrices
are listed under the heading ‘Egyptian’.
These all appeared in the first specimen
book issued by Thorowgood directly
after the purchase.

The examples shown here — Two Line
Great Primer Egyptian, Two Line English
Egyptian and Four Line Pica Egyptian -
are from Thorowgood's second specimen,
published in 1821. This catalogue was
printed from 132 pages that had been
composed by Thorne before his death but
not printed previously. It represents an
accurate inventory of his stock, although
some new additions are featured. Despite
the fact that it shows Thorne’s name at the
foot, the Four Line Pica Egyptian is one of
these additions, cut after Thorne's death
under Thorowgood's supervision.

Thorowgood went on to issue new
specimens regularly, adding more
typefaces, including Frakturs, Greeks and
Russian types purchased from German
foundries. In 1828 he took over the type
foundry of Edmund Fry, which had a large
collection of non-Latin types. Robert
Besley (pp132-33) became a partner in
the firm in 1828, taking over the foundry
on Thorowgood's retirement in 1849,
when it was renamed Robert Besley & Co.
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Figgins’s‘Sans Serif
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TO BE SOLD BY AUCTION

-

WITHOUT RESERVE;
HOUSEHOLD FURNITURE,

PLATE, CLASS,
AND OTHER EFFECTS.
VINCENT FICCINS.
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Ty Figgins’s Sans Serif
Ca Sans Serif

Ke Grotesque

Te Letterpress

Da 1832

De Vincent Figgins

Fo Vincent Figgins

Co UK

Characteristics

Monoline

Capitals only

Even character widths

C G O Geometric, circular
C G S Flat terminal

G Small spur

S Uneven balance

ABCDEG
HMNOP
RSTUVY

Connections

Thorowgood's Grotesque 1832
Royal Gothic . c1870
Akzidenz-Grotesk _ c1898
Figgins Sans B 2008
Availability

Figgins Sans is a digital revival available
from Shinntype and resellers

Specimen
Specimen of Printi  nfypes. Vincent
Figgins, London, 1832 (242x155mm)



S LINE PICA, SANS=SERIF.

VIAINE

V. FIGGINS.

VIAINE

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1832

The first sans serif type appeared as a
single line setting in capitals under the
name ‘Egyptian’ in William Caslon IV’s
specimen book of 1816. His business was
sold to Blake, Garnett & Co., who included
it in their specimen book of 1819. It seems
to have been a tentative experiment, as the
form was only seen sporadically over the
next few years. But in 1832 dense black,
somewhat awkward versions appeared
under the name ‘Sans-Serif’ in the
specimen book of Vincent Figgins {1766—
1844), shown here. In the same year,
William Thorowgood (?-1877) displayed a
specimen under the name of ‘Grotesque’
(pp124-25).

Figgins’s Sans Serif was in capitals only,
intended for use in titling and advertising,
with heavy, black letters that are
remarkably uniform in width, a feature
deriving from recent modern face designs.
In the 1832 specimen only three sizes of
sans serif capitals are shown, but within

a year he had expanded his range of sans
serifs to ten sizes, including a huge 20-line
pica, and soon afterwards he added open
and condensed versions. Figgins clearly
recognized that a sans serif could be as
black and dominant as any fat face or slab
serif letterform.

The most important and obvious
characteristic of the sans serif form is its
absence of serifs. This has been said to
have been achieved by severing the serifs
from an Egyptian slab serif typeface,
although there are several structural
differences, such as the leg of the R and
the rudimentary G. A more geometric
construction method suggests itself, with
its origins in contemporary architectural
lettering. The letters are monoline,

with strokes that appear to be of equal
thickness, although the horizontals are
slightly thinner than the verticals, and
some strokes are reduced in weight at
junctions with others.

The use of these new typefaces was

limited almost exclusively to large
headlines, with body text remaining in
roman type. Lighter weights and lower
case designs were only fully explored later
in the nineteenth century. It wasn't until the
late 1950s that sans serif types began to be
fully accepted as effective and versatile
tools of typographic communication.
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Thorowgood’s Grotesque
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Ty Thorowgood's Grotesque
Ca Sans Serif

Ke Grotesque

Te Letterpress

Da 1832

De William Thorowgood

Fo Fann Street Foundry

Co UK

Characteristics

Capitals monoline, even, rectangular
Condensed heavy characters

S s Uneven balance

a e g Irregular stroke widths

ostu

Connections

Grotesque No. 9 1906 |
Aurora-Grotesk IX Halbbreit 1928 :
Schmalfette Grotesk 1954
Compacta 1963
Availability

Not available

Specimen

Fann Street Letter Foundry: Specimen of

Printing Types. W. Thorowgood & Co.,
London, 1835 (275x165mm)
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1832

In 1832, Vincent Figgins (1766-1844)
published the first commercially successful
sans serif letters for use in titling (pp122-
23). In the same year, William Thorowgood
(?-1877) displayed sans serif specimens
under the name of ‘Grotesque’. The origins
of this word are obscure, although it was
probably used as a mildly perjorative
reference, implying both oddity and
ugliness. Indeed, until comparatively
recently, sans serif typefaces have
routinely been considered inferior to

those with serifs and were frequently
condemned as inadequate for many tasks.
Other curious names were given to these
early sans serif forms, including Doric and
gothic, the latter term presumably due to
the fact that the early types in this style
were heavy, black letters, vaguely recalling
medieval gothic types. There was as yet no
generally agreed name for letters without
serifs, though grotesque survives today

as a synonym for the sans serif, largely

as a result of its use in Germany, where
the form was developed in the late
nineteenth century.

Thorowgood’s Grotesque was a
condensed black type. In the upper

case it was virtually monoline, with a
rectangular vertical emphasis and very
even character widths. Thorowgood was
the only early type founder brave enough
to experiment with the design of a lower
case, drawn only at the Seven Line size
shown at far left. The complexity of strokes
in the lower case necessitated much
variation in stroke width. In the 1835
specimen shown here the lower case was
set as ‘communicate’, a word that did little
to champion the merits of a sans serif
lower case as it emphasized faults in the
design. It is immediately evident that the
compact sequence of -mmuni- has little in
common visually with the final syllable,
-cate, which is far looser and more varied
in its stroke formation.

THOROWGOOD, LONDON.

With such tentative and rudimentary
beginnings, it is hardly surprising

that other English foundries avoided
developing their own lower case sans
serifs. However, within a short time the
trade had accepted that the grotesque
was more effective than other styles in
advertising applications. The design was
recognized as being more capable of
creating visual impact than fat faces and
Egyptians, since the elimination of serifs
permitted greater simplicity, density and
scale on posters, hoardings and handbills.
Many English printers exploited the
assertiveness of sans serifs at display
sizes, set in capitals only, until later in the
century when more effective lower case
letters were developed.
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Caslon’s lonic
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DOUBLE PICA IONIC,

Quousque tandem abu-
tere, Catilina, patientia
nostra? quamdiu nos e-
tiam furor iste tuus elu-
det? quem ad finem sese
effrenata jactabit auda-
cia? nihilne te noctur-
num preesidium palatii,
nihil urbis vigilie, nihil
ABCDEFGHIJKLMN
ABCDEFGHIJKLMNOPQR

£ 1234567890

In the State Lotteries,
now wisely abolished by
the Legislature, the risk
was so greatly against
the adventurer, that, ac-
cording to the Schemes,
the buyer of the whole
Lottery would lose half
his money. Few, there-
fore, but the imprudent,
the inconsiderate, & the

CASLON.
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Ty Caslon’s lonic
Ca Serif
Ke Clarendon

Te Letterpress

Da c1844

De Unknown
Fo Caslon
Co UK

Characteristics
Vertical stress
Thick strokes with moderate contrast
Wide body

Moderate x-height

Heavy, bracketed slab serifs
M Narrow -
Q Sweeping, looped tail

Rat Tail turnsupwards
acfjryBall terminals D
g Double-storeyed with teardrop ear

abcefghij
noprstuv

Connections
Clarendon 1845

Century Schoolbook 1918
Egizio 1955
Farao 1998
Availability

Not available

Specimen

S;ecimen of Print?ﬁg Types. H. W. Caslon
& Co., London, c1844 (250x155mm)
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TWO-LINE PICA TONIC
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c1844

The name lonic appeared for the first

time in a type specimen of the Blake &
Stephenson (later Stephenson, Blake

& Co.) foundry of around 1833, where

it was used to title an outline letter. It was
also employed by some early Victorian
type founders as an alternative name

for the Egyptian slab serif style (pp120-21).

Originally seen at large sizes in
architectural and industrial lettering, the
early lonic typeface was described by the
historian Nicolete Gray as ‘an Egyptian
with the slab serif bracketed and a definite
differentiation between the thick and thin
strokes’. However, comparison with late
modern faces such as Thorne’s Modern
{pp104-105) or Scotch Roman (pp112-13)
suggests that lonic is more likely to be

a development of these styles, with the
stroke weight made heavier overall.

The lonic design was cut as type at the
Caslon foundry in the early 1840s and
first presented in the Specimen of
Printing Types by Henry Caslon 1V,
probably printed in 1844.

In comparison with the Egyptians cut by
Vincent Figgins (pp114-15) and Robert
Thorne, characters are lighter overall with
softer contours. There is also a greater
differentiation between thick and thin
strokes. Where the serifs in the Egyptians
are stout, rectangular blocks, in the Caslon
design they are thinner, less dominant,
and, like the late modern style, bracketed,
with curved transitions at the stroke joints.

Caslon’s design directly influenced the
development of Clarendon by the Fann
Street Foundry in 1845, a form with which
it is synonymous. Adaptations of the
lonic style were later used in newspapers
because of their legibility and resilience
in newsprint. These versions of the lonic,
designed specifically for newspaper
reproduction, were usually monoline
letters of large x-height with very short
ascenders and descenders, open counters
and thick, bracketed serifs.
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TWO LINES GREAT PRIMER EXTENDED CLARENDON.

The municipal institutions
of England gave the people
a taste for self government
and laid the foundation of
British Freedom, and the

£1234567890
FREEHOLD HOUSES.

TWO LINES ENGLISH EXTENDED CLARENDON.

The municipal institutions of

England gave the people a tia,ste
for self government, and laid a
foundation for British Freedom
and promoted the extension of

British Commerce.
FARM IMPLEMENTS

Producing £234,890 Annually.
HUNTINGDON.

ROBERT BESLEY AND CO., LONDON.

I,I.iii ‘i . ’
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Ty Clarendon
Ca Serif
Ke Clarendon.

Te Le{terpreés

DeRobertBesley =
Fo Fann Street Foundry

Characteristics
Vertical stress e
Thick strokes with moderate contrast

Wide body

Moderate x-height

Heavy, bracketed slab serifs
M Narrow
Q Sweeping loopedtail______ -~

RatTail turns upwards
acfjry Ball terminals

abcefghij
korstuy

Connections

lonic - c1844
Rockwell 1934
CrawClarendon 1955
Archer 2003
Availability

Clarendon is widely available

Specimen 00
Fann Street Letter Foundry: A General
Specimen of Printing Types. Robert Besley

& Co., London, ¢1857 {280x220mm)




FIVE LINER CLARENDOX EXTENDED.

FREEHOLD

LAND
Important Sale

£16,348

CANON EXTENDED CLARENDOXN.

The municipal and
commercial great-
ness of England.

£12,345,6'78
COMMUNICATE

RORERT BESLEY AND €0, LOXDON.
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Fat faces, grotesques and heavy slab
serif types called ‘Egyptians’ were seen
increasingly in the first decades of the
nineteenth century, being widely used to
attract attention at large sizes in posters
and display advertising. By the mid-1830s
smaller sizes of slab serif types began to
occasionally find their way into books,
usually for listings, charts or tables.

The Clarendon typeface was originated in
1845 by Robert Besley, working with his
punch cutter, Benjamin Fox, at the Fann
Street Foundry, London. It was influenced
by Caslon’s Double Pica lonic (pp130-31),
issued the year before, and on its release it
achieved huge success in the burgeoning
advertising and printing industries. This
was due partly to its effectiveness in
display applications and also to its
functionality in providing emphasis in text
settings. Clarendon matched well with
contemporary text faces in the modern
style, offering an alternative to italics that
was especially useful for references such
as dictionary entries. These were the very
first bold types specifically designed for
setting alongside text type. Clarendon'’s
popularity led Besley to protect the design
under the English Ornamental Design Act
of 1842. When the registration expired
three years later many competing
foundries raced to cut and cast their own
copies. As a result, the name Clarendon
came to represent not a single typeface,
but an entire category of slab serifs.

Clarendon’s letters are relatively heavy
overall, with a slight contrast between
thick and thin strokes rather than the
uniform weight of many Egyptians. They
have a large x-height and short ascenders
and descenders. The square serifs are
thinner than those on Egyptians and

have a subtle bracketing. Letterform
construction owes much to contemporary
text faces based on the roman model
rather than the Egyptian style. This is
evident in the shapes of the a, e, gand t,
and the tail of the R, which terminates in
an upward curve rather than a squared
serif; the a, ¢, g and r end in ball terminals
like those of the modern style. Early
Clarendons were also often slightly
compressed, making them suitable for
setting in text.

With the advent of new bold text types
during the late nineteenth century
Clarendon was used less for emphasis in
text and is nowadays considered a display
type. Repeatedly revived and adapted for
each new technological generation, its
boldly assertive forms found frequent
applications in newspapers, advertising,
packaging and signage throughout the
twentieth century.
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Latin

Ty Latin Characteristics Connections

CaSerif ~ ~~~~~ Sharp, wedge-shapedserifs Chisel 1939
Ke Wedge, Glyphic Consistent bold weight across all widths Saracen 1992
Te Letterpress ATopserif Latino 2000
Da ¢1870 A H V-shaped crossbar in narrow variants . Infini 2015

De Unknown C c e t Bulging, hooked tail e - o0
Fo Stephenson, Blake & Co. VvWwFootseris
CoUK fr Hooked arch Availability

f t Narrow Latin is widely available

iy Hooked tail o kOprStuYy Specimen

Specimen of Printing Types, etc.
Stephenson, Blake & Co., Sheffield, 1902
(242x155mm)

M ARINE Bournemoﬁth ﬁesidence
p . EDINBURGH MANSIONS
Roman Ornaments

Romans

ELEGANT HOUSEHOLD FURNITURE

FWO LINES GREAT PRIMER BOLD LATIN q Prominent American Senators

LONG PRIMER 10D TATIN
Monument d BRIGHTON FURNITURE COMPANIES
Numerous Specimens from Amsterdam Museum

NORTHAMPTON SANATORIUMS

Temperance Demonstration in 1898.

TWO LINES EXGLISH BOLD LATIN.
HREVIER DOLD LATIN

HEMINGSTONE e Tpsiias et sl

MAGNIFICENT METROPOLITAN ENTERTAINMENT

Remunerator Donations and Subscriptions amount to £860.

NONPARELL DOLD LATIN

PENINSULAR AND ORIENTAL STEAMSHIP CONPANY

POLRLIE MCy Lok LATIN
Forthooming Conference of 2380 French and American Merchants

MERIONETHSHIRE MILITARY TOURNAMENT AT PORTSMOUTH
£1234567890

Hercantlla Transactions with Poreign Countriss in tha Righteanth Cantury

PROBPRCTUSES OF MANCHESTER AND DISTRICT THEATRE CONPANIES

Eastern Merchant . SR

STEPHENBON, BLAKK & C STEFHENSON. BLAKE & Co
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During the nineteenth century, meteoric explorations signalled the beginnings wedge-shaped serifs, which emulate
growth in the mass production of of the relationship between design and letters carved in stone, wood or metal as
consumer goods led to a proportionate industry that endures today. opposed to handwriting. Latin characters
increase in the demand for publicity show the charming inconsistencies of a
material. To fuel the flood of posters, The Latin typefaces of the Stephenson, form that had no prescribed standard.
handbills and advertisements that Blake & Co. foundry, originally published To bear the weight of the large triangular
followed, type founders raced to supply in the early 1870s, represent two different serifs, strokes are necessarily thick, with a
new, attention-grabbing typefaces. contemporary innovations. First, the Latin minimum contrast and a vertical axis to
Released from the traditional confines family is differentiated not by changes in curved strokes.

of both the book and the pen, designers weight - it is consistently bold - but by

of type were free to experiment with a changes in width, from a tall Condensed to  The style was later identified with its own
wide range of ideas, from the most short- an expansive Wide, giving it the flexibility classification: Latin or Glyphic. Although it
lived, ornate novelties to such enduring to fit a range of possible spaces while was never as widely used nor as influential
inventions as the first sans serif, slab maintaining the same characteristics. as some other nineteenth-century forms,
serif and ultrabold serif typefaces. Their Second, Latin is distinguished by its sharp, it remains a sharp, eye-catching design.

| | Merchantmen
oman

MEDICAL REGISTER

American Company
- " EDINBURGH MERCHANT
HE R OIN E ; Monuments in Hindustan
: 1

GHKAT PRIMER BOLD LATIN CONDENSED.

l EMINENT DRAMATIC AUTHORS

Bondmen : Erection of Museums in 1898

CANON BOLM EATIN CONDENSED,

MERIONETH
£423890

CSnErES

POPULAR LECTURE ON ENGLISH HISTORY
Manufactures from Germany and France

LONG PIUMER BOLD LATIN CONDEXSED.
ESTABLISHMENTS IN DORCHESTER AND BRIGHTON
Detailed Estimate of Household Furniture, £3620.

BREVIER BOLD LATIN CONDENSED
PRONOUNCING DICTIONARIES OF THE EUROPEAN LANGUAGES
Elementary Treatise on Landscape Gardening by Robinson

s L NONPARKIL BOLD LATIN CONDENSED
Omlna lon LITHOGRAPHS OF COUNTRY AND SUBURBAN RESIDENCES NEAR BRADFORD
fram C European Authorities during 1900,
STEPHENSON, BLAKE & ( STEPHENNON, BLAKE &
T — — —— -
OSO— ‘m e S A P tr——
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The Golden Type

Ty The Golden Type Characteristics Connections

Ca Serif Capitals to ascender height Jenson 1470
Ke Old Style, Venetian Almost monolinear Cloister Old Style 1913
Te Letterpress Thick strokes and slab serifs Italia 1974
Da 1890 E Wide central arm ITC Golden Type 1989
De William Morris G No spur

TN J
Fo Kelmscott Press J Descends below baseline
Co UK M N Flat serifs at top of stems a c e g 1] Availability

Q Long tail below letter ITC Golden Type is available from Linotype

R Concave, curved tail and resellers. P22 Morris Golden is

b d h k| Angled serif at top of ascender available from P22 and resellers.
ij Angled serif at top of stem - op r S u y

y Straight tail

Specimen

Sutkhan-Saba Orbeliani, The Book of
Wisdom and Lies. Kelmscott Press,
London, 1894 (210x145mm)

gt H E R E was onceamighty
I \(wj monarch all whose great
2L deeds no one can imagine.

»%il By his goodnessandkind.

S 278 ness he gathered up sucha
T eSS flood of mercifulnessin his
heart that the waters of the ocean were

3

94-
NN LR e
RE 74 }L} o
CNXIN NG
JAM e =AY Q
£ ‘!gﬁ;m:*/(; i

(9]
""’»,( -
T) F) not one thousandth partas great @ Vio,
l"[}) ) B lence and cruelty he wafted away from
Y

[/
, Al j his heart by means of the breeze of the
( :\ }\Q ﬁ:ﬁ‘@&“éﬁé | Y fear of Gog ; by his generosity he over-

AN (“(\ -\‘Q‘g (/'\‘% (\_fD ,'\\\) J / shadowed all, more than the rain-bring-

¥ &N’ = '%;l_ DA M AfDf ing clouds; in hi; gifts, sc;;tcred to I-;ll

02 U 4, TR ( 5 men, he outdid the rain of heaven. His
‘ \{Q/D . \5’\&/_/‘*"/} 6 . warlike exploits and the terror thereof
X spread overthe face of the whole earth, so
tlI:at they were more feared thanthethun. =
derbolt. His mildness and affability en-
deared him to his folk; they grew to love ¢
those qualities of his so much that they
thought them sweeter than is a mother’s
milk to her child. This great and exalted ~
king was called Phonez. He had a vizier,
who by his wisdom reached to heaven,
by his understanding he measured the §
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The most celebrated private press in the
history of printing was founded in 1891 by
William Morris (1834-96). He established
the Kelmscott Press with the aim of using
sixteenth-century printing techniques to
publish books ‘which would have a definite
claim to beauty, while they should be easy
to read and should not dazzle the eye’.

Morris was internationally renowned for
his furniture, stained glass, wallpaper and
textile designs, for his literary works and
for his revolutionary socialist ideals. His
work was underpinned by a romantic
view of past culture as an amorphous
field stretching back to the Middle Ages,
when art and manufacture were thought

to be inseparable. In seeking a model for
the design of the first type to be used at
the Kelmscott Press, Morris chose to
imagine the typefaces of Nicolas Jenson
{pp20-21), a type founder working in
1470s ltaly, as the finest examples of
medieval letterforms. Jenson was clearly
a Renaissance man whose types derived
from humanistic scripts. However, this
historical inaccuracy was no obstacle to
Morris in his search for the archetypal
gothic form.

Morris initially traced over photographic
enlargements of Jenson’s letters supplied
by Emery Walker and proceeded to draw
his own characters, aiming to capture the

spirit of the originals rather than duplicate
them. Punches were cut from these
drawings by Edward Prince, who later
worked for the Doves (pp156-57) and
Ashendene presses (pp172-73). The
typeface was cut in one size only,
equivalent to 14 point, and named Golden
after the first book to be published by the
Kelmscott Press, The Golden Legend.

The type is significantly heavier than
Jenson'’s original roman, fulfilling the

need for full-blooded letterforms that could
stand up to the densely packed, opulent
illustrations and borders in Kelmscott
Press editions like The Book of Wisdom
and Lies shown here. The Golden Type's

character contours are somewhat
laboured, almost monolinear, with heavy
cross-strokes and serifs. The influence

of robust nineteenth-century industrial
typefaces such as Clarendon (pp132-33)
is also evident.

The extravagant style and technical
accomplishment of the Kelmscott Press
books caused a sensation when they were
published, and had a major influence on
the growth of the private-press movement
in England. Although Morris declined to
release the Golden Type for sale, type
founders around the world were quick

to copy it, many seeking to improve it to
address contemporary requirements.

XXIV.
The caliph
of Bagdad
and the
poor Arab

LEON TOLD THE KING A TALE.
¥ _/i"i HE caliph of Bagdad we?t to
7=)/7} hunt, &, while galloping along,
" ///Q?‘\% lost sight of his lords; only one
‘ \W (] vizier followed him.Overcome
é’ /M by hunger, he saw in a desolate
Vel spot a black tent. They rode up
to it, & saw an Arab with three kids, hiswhole
wealth. They dismounted and asked for food.
The Arab killedakid, cooked it, brought it and
set it before them. The caliph ate nothing but
thematrow. The Arabasked thevizier:“Why
has the caliph eaten nothing?” The vizier re-
plied: “He never eats anything but the mar-
row.” The Arab arose, went and slew the two
remaining kids, made ready their marrow, and
brought it to the caliph. The viziersaid: “ Does
thy mighty majesty seewhat thishumble, poor
Arab is doing? I swear by thy head thatthe rich
and the generous could notdothe like! Therich
man always keeps a thousandfold more than
he givesaway, butthismanhassacrificed every.
thing he had to feed thee.” The caliph gave his
staff tothe Arabandsaid:“Cometome,no one
will shut my door against thee; I shall reward
thee.” Thecaliph rode away that day,and next
day the Arab took the sta{% and went to him,
opened thedoor,and entered. The caliph stood
praying, with his back to the door, and did not
see the Arab. The latter asked: “What is the

48

caliph doing, alternately prostrating himself &
standingup?”’ The servants said: “ He is pray.
ing.” It happened that the Arab not only was
ignorant of the nature of prayer, but had not
even heard God’s name,sohe asked: “ Whatis
he praying for?” They answered: “ He is ask-
ing God for wealth.” The Arab said: “Instead
of begging from him, I shall ask for what [
want from Him of whom he asks; Hewill give
it to me.” Whenhehad saidthis he wentaway.
The caliph sawneither his cominginnor going
out, The Arabcame tohis tent,and began todo
what hehadseenthecaliphdoin g andsaid:“0O
Thou of whom the caliph begs for wealth, give
tome also, for lamvery poor!”” He prayed with
aferventheart, Aftersomedays,hetook histent
away and pitched it in another place. Whilehe
was digging out a hole for the hearth, he found
achamberfullof goldandsilver. The Arabshut
it up again, took the staff, set forth, came to the
caliph, and bowed before him. The caliph said
tohim: “Whydidst thou not visitmebefore?”
The Arab told him all that had happened: “I
asked of Him of whom thou didst asﬂ, and He
gave meavault fullof gold and silver; now give
meaclerktomakeaninventorythereof, & com-
mandthatthetreasure bebrought tothee.” The
caliph sent the clerk to write down everything.
The vizier looked at him, and said: “ A poor
Arab had three kids; he killed them for thee.

e 49
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Akzidenz-Gfotesk

162

1 B e et

Unter den vielen neuen Ausg und E st
die der aiten Stadt Ostia sine der bsdeutendsten xu nennsn,
Bia sowie Erf: des Berges der
Erde, Mont Everest genannt, zEhit heute zu den allernsussten
ul 13 te aber bisher nicht

PLASTISCHE KUNSTE IM ALTEN unn NKUEN GRIECHENLAND

(S

. N

Im griochischen Altertum glaubte man aligemein, daB

den Gttern Opferduft und Wolhr-uoh wohlgolllllg ael.
tsche Spiele, welche aus Gr

ulgon die var d 1{ w Empfe, insb dere

den Ringkampf, wobei jeder Gel: it hat,

KANT ALS BEOBACHTER DES MENSCHLICHEN LEBENS

X © Punxt Min, 78 SR
Das Miinchener Haus auf der Zugspnzo wlrd Jeden
Sommer von mehreren t d Per
Tmlxdem das Bergkraxeln alle Jahte seine Opfer
fordert, find slch § leder Touristen, welche
durch allzugroBen Wagemut Leban und Gesundheit
WANDERUNGEN DURCH DAS SCHWEIZER GEBIRGE

i B PuUnKL M » 5 Kkg
Edel sei der Mensch, hilfreich und gut! De
Im Automobil von Mainz bis K&nigsberg ist
bei weitem teurer als eine Elsenbahnfahrt
zweiter Klasse fiir dieselbe Strecke, denn

12345 MODERNE WAGEN-TYPEN 67890

Bedarfsartlkel flr d|e verschledensten
Gewerbe bekommt man bestimmt am
vorteilhaftesten in Spezial-Geschéften

ELEKTRISCHE STROM-LIEFERUNGEN

Fremdsprachliche Lehrbiicher sind
nur Hilfsmittel, denn unmittelbarer
Verkehr lehrt besser und schneller

LANGENSCHEIDT'SCHE METHODE

Oft ist das Leben nur eiﬁ Traum
Manchmal ist im menschlichen
Leben der Zufall entscheidend

GRAPHISCHE KUNSTANSTALT

14 Punkt. Min. co 7 kg

Die Sonderausstellung im
Markischen Museum

FRIEDRICH DER GROSSE

Arbeit ist des Buri:;ers Z
Industriestadt Spandau

MASCHINEN -VERKAUF

Halbfette Akzidenz-Grotesk

N 180a

20 Punkt. Min ca. 10 g

Beachtenswert bei
Dampfschiffahrten
RHEIN 12 EMS

Modé?h"éhswt'idefel
FILZSCHUH

42, 28 Punkt Min

Radlumbéder
KUR-PARK

82043 M & MIn. Co 14 kg

Elektrizitst
FUNKEN

#2644 5B P t. Min. CB 16 Kg

Neuhei
ERK

A 62 Punkt Min, ca 20 kg.

aiten
ORN
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Ty Akzidenz-Grotesk
Ca Sans Serif
Ke Grotesque
Te Letterpress
Da c1898

De | Unknown
Fo Berthold
Co Germany

Characteristics )
Capitals to ascender height

A Low crossbar

Cc G S s e Angled terminals
G Has spur

M Narrow, square

Q Short, curved tail

R Straight, angled leg

a Double-storeyed, curve at foot
fjrt Vertical terminals

g Single-storeyed

i j Square dots

t Flat top-stroke, curve at foot
y Curved tail

AGMQOR
abcefghu

koprstuy

Connections

Venus 1907
Edel-Grotesk c1914
Helvetica ) 1957
Theinhardt 2009
Availability

Akzidenz-Grotesk is available from
Berthold and resellers

Specimen i
Type foundry specimens. H. Berthold AG,
Leipzig, 1920s (297x210mm)
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Akzidenz-Grotesk is a sans serif typeface
originally released by the Berthold Type
Foundry at the end of the nineteenth
century. It was the first sans serif to
achieve widespread popularity and is
considered the progenitor of today's
grotesque typeface designs. It owes its
existence more to a marketing initiative
than a type design project. Berthold
promoted Akzidenz-Grotesk to the trade
as a range of coordinated weights

and styles, although in fact it initially
consisted of a collection of individual
typefaces that resembled one another
more by coincidence than intention.

Between about 1890 and 1926 Berthold
purchased 18 other foundries, most of
which held similar stock. During this
process they rationalized the various sans
serif typefaces they acquired, renaming
them as members of the Akzidenz-Grotesk
family. A significant acquisition was

Royal Grotesk, designed by Ferdinand
Theinhardt (1820-1906), a well-
proportioned sans serif that was integrated
into the family when Berthold took over
the Theinhardt Type Foundry in 1908.
Royal Grotesk’s visual qualities and its
contemporary popularity were major
factors contributing to the subsequent
success of Akzidenz-Grotesk. With Royal
Grotesk’s inclusion, Akzidenz became

a coordinated range of types with a
functional appearance, free from the quirks
of fashionable display types of the era. lts
utilitarian qualities also allowed it to be

set in text occasionally, transforming the
potential of the sans serif form. Akzidenz
has little variation in stroke weight. its
x-height is larger than most typefaces from
the turn of the century, and ascenders and
descenders are short, allowing economical
use of space.

The success of Akzidenz-Grotesk created a
new market for sans serif display typefaces
and many competitive products were soon
released, most notably the Bauer foundry’s
Venus (pp182-83) and ATF's News Gothic
and Franklin Gothic {(pp174-75). During

the 1930s, Akzidenz fell from favour as
designers embraced geometric sans

serifs such as Futura, but it became widely
used again during the 1950s, when the
Swiss Style of typographic design called ‘
for plain, robust letters, and it inspired
important new sans serif designs like
Univers and Helvetica.

Contemporary digital versions of Akzidenz-
Grotesk are the result of a 1950s Berthold

project directed by Ginter Gerhard Lange,
in which the type family was enlarged and
rationalized without compromising the w
equanimity of the original typeface.

153






During the early years of the twentieth century, as
industrialized cities in Europe and the United States
continued to grow, increasing numbers of people

to feel disillusioned by existing forms of
social organization, cultural production and traditional
belief systems. After the horrors of World War |, this

ral avant-garde artistic, literary and philosophical
movements that arose to challenge social institutions
the attitudes they represented.

\ initiatives are now grouped conveniently
under the banner of ‘modernism’, although they
ld not have been more diverse geographically,
politically or conceptually, encompassing a variety
movements ranging from art nouveau to Dada and
art deco to Futurism. Although they may have
n motivated by different forces, a shared objective
he members of these groups was the intention to
Ji themselves from the history of Western art,
esign and literature in order to originate completely
unprecedented forms. The work that was generated
result completely rewrote the agenda for creative
production in the twentieth century and had a major
[ on the fields of commercial art, typography
nd printing.
work of many progressive designers active in
Europe after World War | had strong ideological
foundations, particularly in Germany, Russia and
tastern Europe. Modernist communication design of
e post-war period rejected long-standing traditions
associated with ornamentation in favour of bold verbal
visual statements that were often underpinned
by radical social and political agendas. Cutting-edge
materials, technologies and production methods
re exploited to celebrate the functional aesthetic
the built environment and of the machine.

Many typographic designers of the time began to
explore the possibilities of geometric construction and
the manipulation of positive and negative space. They
used existing sans serif typefaces or created grid-
based, modular, often single-case alphabets for use

in their designs. Among many others Herbert Bayer's
Universal, Jan Tschichold’s Transito and Josef Albers’s
Kombinations-Schrift are examples of pioneering work
that heavily influenced the commercial design arena,
with Paul Renner’s groundbreaking Futura creating an
insatiable global trend for the use of geometric types
on its release in 1927.

The typographic developments of the first half of the
twentieth century took place against the backdrop

of the rapid expansion of technologies for machine
composition along with a corresponding decline in
traditional type-founding activities. While the Linotype
line-caster was the international industry standard in
newspaper and magazine printing at the turn of the
century, by 1907 the Monotype casting machine had
become its serious rival, capable of setting type in a
wide range of sizes, using an improved keyboard that
copied the efficient layout of a typewriter.

The contribution made to typographic history by the
casting-machine manufacturers was not solely in the
impact of their technological advances, but also in
their commissioning of many of the most widely

used and enduring typefaces of the twentieth century.
In the 1920s the Monotype Corporation established

a comprehensive programme to research and
reconstruct some of the greatest typefaces from most
historical periods, while also publishing many new
designs from leading contemporary typographers.
This typographic renaissance had a major effect on
the improvement of printing and publishing standards
during the period.
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The Doves Type

Ty The Doves Type

Ca Serif -

Ke Old Style, Venetian

Te Letterpress

Da1900

De Emery Walker, Percy Tiffin and
Edward Prince

Fo The Doves Press

Co UK

Characteristics S
Large capitals to ascender height
Square, unbracketed serifs
Wedge serifs on ascenders
DHNSWide

J Descends below baseline

M N Top serifs )

R Concave, curved rightleg
W Crossed centre-strokes

a Double-storeyed, small bow!

d p q Oblique bowls

e Small eye, oblique bar

f Wide arch

i j Small offset dot

j Short descender

y Straight, serifless tail

z Angled serifs

ACJMRW
abedefghij
koprstuy

Connections

Jenson T 1470
The Golden Type 1890
Cloister Old Style 1913
Centaur 1914
Availability

A digital revival is available from TypespéT:
andresellers

Specimen
Robert Browning, Men and Women. Doves
Press, London, 1908 (235x165mm)
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EVELYN BEAUTIFULEVELYN HOPE IS DEAD
Hope Sit and watch by herside an hour.
That is her bookshelf, this her bed;
She plucked that piece of geranium-ﬂower,
Beginning to die too, in the glass.
Little has yet been changed, I think—
The shutters are shut, no light may pass
Save two long rays thro’ the hinge's chink.

Sixteen years old when she died!
Perhaps she had scarcely heard my name—
It was not her time to love: beside,
Her life had many a hope and aim,
Duties enough and little cares,
And now was quiet, now astir—
Till God's hand beckoned unawares,
And the sweet white brow is all of her.

Is it too late then, Evelyn Hopef¢
What, your soul was pure and true,
The good stars met in your horoscope,
Made you of spirit, fire and dew—
| And just because I was thrice as old,
And our paths in the world diverged so wide,
Each was nought to each, must I be told¢

We were fellow mortals, nought beside?
22
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No, indeed! for God above Evelyn
Is great to grant, as mighty to make, Hope
And creates the love to reward the love,—
I claim you still, for my own love’s sake!
Delayed it may be for more lives yet,
Through worlds I shall traverse, nota few-—
Much is to learn and much to forget
Ere the time be come for taking you.

But the time will come,—at last it will,

When, Evelyn Hope, what meant, [ shall say,
In the lower earth, in the years long still,

That body and soul so pure and gay?¢
Why your hair was amber, I shall divine,

And your mouth of your own geranium’s red—
And what you would do with me, in fine,

In the new life come in the old one’s stead.

I have lived, I shall say, so much since then,
Given up myself so many times,

Gained me the gains of various men,
Ransacked the ages, spoiled the climes;

Yet one thing, one, in my soul's full scope,
Either I missed or itself missed me—

And I want and find you, Evelyn Hope!
What is the issue? let us see!

23
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1900

Like the fifteenth-century original by
Nicolas Jenson that inspired it (pp20-21),
the Doves Type has been admired by
many as one of the most beautiful in
typographic history. Its story is also one
of the most enduring. In 1893 Thomas
James Cobden-Sanderson (1840-1922)
established the Doves Bindery in
Hammersmith, and in 1900 he founded
the Doves Press in partnership with
Emery Walker (1851-1933), an expert

in printing and engraving who had
previously worked with William Morris
in the production of fine editions (pp150-
51) at the nearby Kelmscott Press.

When Walker and Cobden-Sanderson set
out to create an original typeface for their
new venture, Walker hoped, he said, to
achieve ‘the closest copy | could make or
get made of Nicolas Jenson’s type'. He
appointed the type designer Percy Tiffin
from his own photo-engraving company
to draw the letters, based on enlarged
tracings of a 1492 edition of Leonardo
Aretino’s Historiae Florentini populi, with
capitals from Nicolas Jenson’s Pliny of
1476. The type was cut by Edward Prince
in one size only, equivalent to 16 point,
and cast by Miller & Richard. This was the
only typeface the Doves Press used in the
40 publications they produced between
1900 and 1917, including their iconic
edition of the King James Bible. The
Doves Press books had a huge influence
on the revival of private-press printing

in the twentieth century. They were
completely unadorned by decoration

or illustration, the precisely printed type
acting alone in the design of clear and
legible pages with spacious margins.

The only embellishments were elegant
initials and flourishes added by master
calligraphers like Edward Johnston

and Graily Hewitt.

Cobden-Sanderson and Walker had
fundamentally different aspirations for the
Doves Press and over time their working
relationship became strained. By 1908

the press was in dire financial difficulties
and when the partnership was dissolved
the following year a bitter dispute ensued.
To prevent Walker from gaining access to
the Doves Type, the only assets remaining
in the business, Cobden-Sanderson
secretly dumped all of the punches,
matrices and type into the Thames at
Hammersmith Bridge between 1913 and
1817 on hundreds of evening walks.

The story of the Doves Type remained a
typographic legend for over a century until
2014, when British type designer Robert
Green had the Thames at Hammersmith
Bridge searched by a team of divers. The
small quantity of sorts they recovered
informed the design of Green's digital
revival of the Doves Type, making it a
highly accurate and very serviceable
digital interpretation of the original.
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Franklin Gothic

Ty Franklin Gothic

Ca Sans Serif

Ke Grotesque

Te Letterpress

Da 1904

De Morris Fuller Benton

Fo American Type Founders
Co USA

Franklin Gothic

% Point ASOW dagss m

THE Dog

JASTT0 a0 g

Cat RUN

A 4adw g 3

KINGS Dine

Characteristics

C ¢ S s e Angled terminals

G Angular spur

Q Short, curved tail

R Straight, angled leg )
a Double-storeyed, slight curve at foot
f r t Vertical terminals

g Double-storeyed, small ear
ijSquaredots
t Flat top-stroke

y Curved tail

AGMQR
abcefghij
koprstuy

05 10200 BN
Connmections B Made BRICK
News Gothic 1908

Monotype Grotesque c1926

Trade Gothic _,1,94,@ FAMN 6a8H

ITC Franklin Gothic 1980 P U M ” S I E PI N
Availability ‘ \

Franklin Gothic is widely available. ITC
Franklin Gothic is available from Monotype
and resellers

Demands Regular

[A K55 Go 500N

ANCIENT MANSION
Special Employment

Specimen

American Specimen Book of Type Styles.
American Type Founders, Jersey City,
1912 (280x230mm)

174
McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.




Franklin Gothic

0 ot 1A 8265 Taf2is B0

ASTRONOMER WROTE
Prominent Incorporator
Linguist Bought Stones

B Point

SPEAKER REFORMS GUIDE
Great Entertainer Preparing
Englishman Leaving Gotham

1 Point ABLEN a8 §350

HUSKY SAILOR DROPS ANCHOR
Considered Beautiful Decorations
Nervous Printer Became Alarmed

18 Point. NASLED tTaslis WMo 10 Point WASID 2a3l 250
FOUND NEw NECKT'E YOUNG UNITYPE OPERATOR
N A Philadelphia Detective Sighed
Near Man(:hurla ROCkS Expert Chemist Puzzled Child

Mariners Hunt Caribou Inquisitive Woman Explaining

% Point PAS110 ¥a$l1s $225
- s FAMOUS PEDESTRIANS EXHAUSTED
ot Octogenarian Breaks Walking Record

HELD BRAVE COMPOSITOR N r_'r-";"' 'MZ c’“":" L, t
Delightful Winter Excursions ' °° Beusht by Country Printer

Police Capture Daring Youth .. AANW s 10 200
Constable Examined Burglar  [MAMNER STRANDED on BARREN ISLAND

g 1 ts Int d Treplcal C Yy
Horse Thief Departing From Oklahoma Town
Falthful German $1234567890 Wen Reward

B Foin: A S35 Sa
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In the early 1900s, Morris Fuller Benton
(1872-1948) worked on a series of similar
sans serif typefaces for American Type
Founders that would have a lasting
influence on American graphic design.
These included Globe Gothic, Lightline
Gotbhic, Alternate Gothic and News Gothic.
The most enduring, Franklin Gothic, was
designed in 1904 and released a year later.

‘Gothic’ was a somewhat confusing term
commonly given to sans serif typefaces
originating in the United States at the
beginning of the twentieth century.
Equivalent to the European ‘grotesque’,
it is probable that printers and founders
derived the name from the blackletter
gothics of the medieval period, not for
any actual physical resemblance but for
the word’s connotations of both blackness
and unfamiliarity.

Franklin Gothic was intended to be a face
for newspapers and advertising. It was
initially released in two upright weights,
but further variants were added as sales
increased, starting with Condensed and
Extra Condensed, and companion italics
five years later. Benton's design was
greatly influenced by American woodcut
gothic faces and contemporary sans serif
designs from Germany such as Akzidenz-
Grotesk {(pp152-53). Franklin Gothic is a
bold alphabet with a large x-height and

a very moderate stroke contrast, except
for a thinning at the junctions of curved
strokes with stems. Its anatomical
characteristics are drawn directly from
humanist roman forms, as demonstrated
in the double-storeyed lower case g, which
is typical of early roman letters and is a
key differentiator between American and
European sans serif traditions.

By the mid-1920s the ATF catalogue
offered more than 50 sans serif typefaces,
and designs like Franklin Gothic were
rapidly eclipsed by newer styles, looking
inceasingly antiquated by comparison
with highly fashionable geometric sans
serifs such as Futura and Kabel. During
the resurgence of interest in humanist
sans serifs in the 1950s, the requirements
of designers looking for a sleek, rational
style were met by new designs like
Univers and Helvetica, and traditional
faces like Franklin Gothic were pushed
further to the background. It was not until
1980 that Franklin Gothic found a new
lease of life in a considered revival by
the International Typeface Corporation.
ITC Franklin Gothic became an American
bestseller, perfectly suited to ITC's
flamboyant style without losing the
power of Benton’s original design.

175




Windsor

Ty Windsor
Ca Serif

Ke Old Style
Te Letterpress
Da 1905

De Unknown
Fo Stephenson, Blake & Co.
Co UK

Characteristics
E F G T Angled serifs

G Spur serif

M Splayed, with upper serifs

P R Large bowl

W Low apex with serif

a h m n Sloped right-hand stem
e Obligue crossbar
f Narrow, non-kerning, hooked arch
o Backward incline

BEGMR
abceighi
koprstuy

Connections

Belwe - e 19@
Clearface o 1907
Cooper Old Style 1919
Heroine —. - 2009
Availability

Windsor is available from Linotype and
resellers

Specimen
Printing Types: Borders, Initials, Electros,
Brass Rules, Spacing Material, Ornaments.
Stephenson, Blake & Co., Sheffield, 1924
(290x220mm)
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Windsor
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hurch Bell
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- WINDSOR
River Steamer
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- MELBOURNE
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HAND STITCHER

Essential machine when
hand labour is expensive
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Windsor Elongated

5A.60; about B D,

“ FINE SPECIMENS
The Windsor Elongated

Ak alout 1t @ Point TA e about 15

‘SEAPORT  EMIGRANTS

Heliogravure Quebec Province

~ YOUNG BRIGADIER
Leads victorious advance

s et

- HANDKERCHIEF
Belfast Manufacturer

M. aboutath

" EASTERN STEAMER DEPARTS

Laden with valuable cargo for Australia
Estimated gross worth £12345678%0

A Ma about 0.

* DRAMATIC PERFORMER

Historic Shakespearean Revival .- ROV e 2y

Bdinbllrgh Repertory Theatre The Windsor Family comprises eight series of varied widths
and streagths suitable for every display parpose

P YA 6ia, abour i M
AN about 3 .

INYALUABLB TYPE FOR JOURNALS " iNDSOR ELONGATED FOR CORNERCIAL PRINTER
Copy writers appreciate this elongated typeface  poicd to meet the requirements of the General Printing Office
which is extremely narrow in set this popular family is ia constant use in techaical magazines
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Advertising expanded dramatically at the
turn of the twentieth century as the supply
of manufactured goods increased. This
resulted in an urgent need for eye-catching
typefaces, and many bold new display
designs, such as Pabst, Belwe, Cheltenham
{pp168-69), Clearface (pp180-81) and
Cooper Old Style, were developed to

meet the demand.

Windsor is a British contribution to this
trend. It is an old-style serif typeface cut
between 1905 and 1910 at the Sheffield
type foundry Stevenson, Blake & Co.
Windsor's design has often been attributed
to Eleisha Pechey (1831-1902), although

it is more likely that the type was drawn

by anonymous staff members in the
foundry's drawing office.

Windsor has a distinctly English,
Edwardian feel. Its letters are modelled
on contemporary and nineteenth-century
revivals of old-style designs such as
Bookman and Ronaldson (pp144-45), but
their proportions, shallow stroke angles
and rounded serifs show tendencies of
the flowing natural curves seen in art
nouveau designs, which were becoming
increasingly popular during the time of
Windsor’s conception. It was cut in a range
of styles, including Light, Bold, URra Heavy
and Bold Qutline. Two variant forms,
Windsor Extra Bold Condensed and
Windsor Elongated, shown on this page,
are worthy of note as excellent examples
of compressed display typefaces. With
long oval forms that made for attractive
settings with high impact, they were as
well received and widely used as the
standard-width type.

After a short initial period of popularity,
Windsor fell into disuse for several
decades, until the swinging sixties, when
Victorian and Edwardian design became
the height of fashion in the UK. Today a
number of proprietary digital versions are
available, some with minor differences

to the original cuts. Of these, Linotype’s
offering is among the most faithful and
most comprehensive.



Clearface

Ty Clearface

Ca. Serlf

Ke' Olq §tyle

Te Letterpress
Da 1907

De I Morrls Fuller Benton -
Fo Amerlcan Type Founders

Co USA

Characteristics ) B
A Flat ar apex extends to Ieft

M Narrow, high vertex

vw Overlapplng obhque strokes

a Deep curve at top arch

akrvwy Ball termlnals

e Oblique crgssEr -

f Narrow, non-| kernmg
g D« Double storeyed ear above upper bowl

abcdefghij
orstuyaefg

Connections

Bookman Oldstyle 1901
Century Oldstyle 1909
Clearface Gothic 1810
Imc Clearface I -7 2]
Availability

Clearface is widely available

Specimen

American Specimen Book of Type Sty/es
American Type Founders, Jersey City,
1912 (280x230mm)
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Clearface Bold

SAM N 1a 8435 3125

FRIGHTENS
Staunch Limb
Display Finest

444444

KIND BROKER

Returned Names
Distrusts Burglar

4% Point A¥
i

NOBLE DESIGNER

Marvelous Historians
Romans Entertaining

202
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Clearface Bold

42 Point 5A845 3a$310 855

BEING DETERMINED

Remarkable Elimination
Hebrew National Society

36 Point SART0 $af235 BHG

INTERESTING PRINTERS

Handsome Mansions Rebuilt
Construct Greatest Buildings

% Point GAR2 10a$205 425

SECURED HONEST MEMBERS
Unprecedented Multitudes Remain
Metropolitan Avenues Being Clean
Government Employing Detectives

24 Point TAIN 1223170 8350

EXERTS THEIR OBSCURED MUSCLE
Gymnastic Event Unexpectedly Continued
Secure Inspired Exhilarating Performance
Big Contractor Erected Beautiful Libraries
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1907

At the turn of the twentieth century, the
market for advertising typefaces was
increasingly competitive and the major
type foundries were keen to meet the
requirements of customers who wished
to differentiate their work by using the
most up-to-date lettering styles. American
Type Founders was notably responsive

to such demands.

In 1905 the prolific Morris Fuller Benton
(1872-1948) drew the first version of
Clearface in a single bold weight with
the collaboration of his father, Linn Boyd
Benton. Its design process developed

in parallel with his work on Century
Oldstyle (pp186-87) with which it has
much in common.

The regular weight of Clearface was the
first to be released in 1907, appearing
in the 1909 ATF catalogue. By 1912 the
catalogue also listed light and heavy
variants, along with italics for each,

and featured Clearface Gothic, a sans
serif variant that shared few attributes
with its serif counterpart other than its
basic proportions.

Clearface achieved considerable popularity
and was either licensed or copied by
manufacturers of foundry type, along with
all of the makers of composing machines,
including Linotype, Intertype, Monotype
and Ludlow, some of whom added their
own styles to the range. The Clearface
family appeared in ATF’s monumental
1923 specimen book, but soon afterwards,
as typographic fashions shifted towards
sans serif designs, its use declined in
advertising and display applications.

It was then seen very little until the
resurgence of interest in early twentieth-
century typographic style during the
1960s and 1970s.
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Century Oldstyle

Ty Century Oldstyle
CaSerif -
Ke 0Old St d Style

Te L Letterpress

Da 1909

De Morris Fuller Benton

Fo American Type Founders -

Characteristies
Vertlcal stress

Moderate stroke contrast

Most capitals have unlform width o
Large x-height

A Angled apex )

J Descends below basellne hooked
MNarrow
Q Curved tail

W Centre strokeimwts_erlfed_apﬂ

a Double- -storeyed, large bowl
g Double-storeyed

abcdefghij
orstuyaefg

Connections

Phemister’s Old Style 1858
CenturyExpanded 1900
BookmanOldstyle 1901
Clearface 1907
Availability

Century Oldstyle is widely avallable

Specimen
American Spectmen Book of T Type Styles
American Type Founders, Jersey City,

1912 (280x230mm)
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Century Oldstyle

RICH KIN

trange Min

60 Point 3A$535 5a8i35 97

RIDES HOME
Royal Grenadier

::::: 9 Ta83

HONEST BINDERS
Design Knife Handle

42 Point 4AS300 Ha$325 $625

GRAND COMEDIANS
Stage Manager Excited

Delighted Social Parties

3A %2 4a$455 1080
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Century Oldstyle

35 Point

5A 5265 8afR45 K10

REMARKABLE METHOD
Serious Conditions Detected

2 Point

SA$200 10a$225 $425

ENTERPRISING COUNCILMEN
Graduating Exercise Unexplained

24 Point

6ASL6S 13a$185 830

MODERNIZED RAILROAD SCHEMES
Distinguished Scholar Receiving Mention
Banking Question Becoming Complicated

15 Point 10A 8150 2088175 $325

BEAUTIFUL RESIDENCE
Charming Landscape Scene
Fragrant Rosebush Garden

M Puoint 14A 8140 2688160 $300

STRENUOUS PERFORMANCES
Audience Extends Congratulations
Enthusiastic Manager Applauding

12 Point 17A 8130 Raflis 75

SCIENTIFIC DOCUMENT REQUIRED
Original Mechanical Contrivance Sought
Reconsidering $1234567890 Propositions

1! Point 17TA 8125 35a $150 275
EXCITED COMPETITORS RECOGNIZED
Chromatic Selections Rendered Every Night
Many Celebrated Philanthropists Organizing
Resorts Unusually Crowded During August
235

10 Point 1TA$115 32a8135 $250
PROMPT RETURN MENTIONED
Greater Energy Recently Displayed
Real Estate and Government Bonds
Tremendous Deal Lately Negotiated

9 Point 20A §115 38a$135 $250

EUROPEAN PRINTERS WELCOMED
Artistic Designer Promoting Harmony
Wonderful Combination Demonstrated
Magnificently Colored Pictures Bought

8 Point 21A 8105 4228120 25

EXTRAORDINARY REPORT SUBMITTED
Interesting Resolution Immediately Endorsed
Some Propositions Receive Unanimous Vote
Prospective Members Becoming Very Active

6 Point 23A $090 16a$110 $200

BEAUTIFUL HOMESTEAD FINELY DECORATED
Colonial Architecture Greatly Admired by Contractor
Grand Paintings Procured From £uropean Countries
Charming Lawns and Picturesque Sloping Meadows
Hunting Party Lost in the Wilds of Southern Montana
Splendid Receptions $1234567890 Lavish Entertainment
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1909

The Century was a popular American
magazine in circulation during the latter
part of the nineteenth century. It was set
in contemporary typefaces that were
descendants of modern styles like Scotch
Roman (pp112-13). At the small point
sizes used in the magazine, the type's
exaggerated stroke contrast and thin
contours were extremely pale in text,
rendering it hard to read. Concerned |
by these deficiencies, The Century's

publisher, Theodore De Vinne, |
commissioned a new typeface from Linn

Boyd Benton (1844-1932) of the newly

formed American Type Founders. |

Benton's new design, named Century
Roman, first appeared in the magazine

in the November 1895 edition. A typeface
that was much more readable at smaller
sizes, it featured an increased x-height
and a more even stroke contrast than its
predecessor. Century Roman was also
slightly compressed to permit more
characters per line and even line breaks
in the magazine’s two-column format.

The success of the Century Roman design
led Benton and his son, Morris Fuller
Benton, to develop further variants. The
new typefaces, Century No. 2 and Century
Expanded, were wider and more evenly
proportioned, and the latter immediately
became so popular that the original i
Century Roman was soon replaced by

several other new variants. By 1912

the ATF catalogue no longer offered the

original typeface, but featured 64 pages

on the other members of the Century

series — which, as a result, has come to be
regarded as the world's first coordinated

type family.

One of its members, Century Oldstyle,
was drawn by Morris Fuller Benton
between 1908 and 1909. It was released at
a time when heavier types with bracketed
serifs were returning to popularity.
Sharing few visual attributes with the
other typefaces of the Century family,

it was probably given the name for
marketing purposes, anticipating that the
success of the earlier face would carry
over. Its design is a revival of Alexander
Phemister’s old style (pp134-35), cut for
Miller & Richard around 50 years earlier,
with a fairly large x-height, short ascenders
and descenders, large capitals and strong
old-style serifs. Since its release, Century
Oldstyle has been highly regarded for its
easy readability and has been widely used
in magazines and editorial work.
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Plantin

Ty Plantin
Ca Serif

Ke Old Style

Te Letterpress o
Da1913 -
De Frank Hinman Pierpont

i SERIES No. 110 nisad
1"x1” [Plantin] I'x 1

Fo Monotype
Co UK

““"\NY SERIES OF TYPE

can be renewed in a few hours wi
the “Monotype” Type, Lead a
Rule Casting Machine

1234567890

THE “MONOTYPE”
sets and casts type from 5 {
24 point, casts display type ¢

the cases up to 36 point, aig

Characteristics

A Flat apex

M Splayed

P Open bowl

Q Blunt tail, terminates vertically
a Double-storeyed, large bowl

b d h Wedge-shaped top serifs
g Double-storeyed, blunt ear

j Stemn has very slight curve

k Blunt leg, terminates vertically
t Very narrow

AEMPQ
abcdefghi
orstuyaefg

|

Connections R

Granjon'sRoman 1660

Imprint . 1912

Times New Roman 1932 I 2 6 8

DTL Van Den Keere 1994 3 4 5 7 9 O
Availability

Plantin is available from Monotype and
resellers

Monotype specimen book. Lanston
Monotype Corporation, London, 1931
{290x230mm)
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SERIES No. 110

{Plantin]

\Designation 110-—42

- “MONOTYPE”
isthe very best that can be

obtained 1n type, leads,

rules, borders and spac-
ing material, and in the

D esignation 110-—48 Line -5268

“MONOTYPE”

o be obtained 1n type,
leads, rules and spac-
Ing material, and 1n a

NSNS
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1913

In 1913 the British Lanston Monotype
Corporation issued Plantin on the initiative
of the its works manager, Frank Hinman
Pierpont, to fulfil the need for a text
typeface suitable for printing on smooth
art paper.

As a model Pierpont chose a sixteenth-
century type cut by Robert Granjon that
he had discovered at the Plantin-Moretus
Museum, housed in the Antwerp type
foundry of Christophe Plantin (1520-89),
after whom the new face was named,
somewhat erroneously since Plantin was
not involved in cutting type. However, the
significance of the Monotype revival lies
less in its historical context and more in
the fact that it was made to exploit modern
production techniques. Punch cutters had
always compensated for the effect of ink
spread in the design of type by making
strokes thinner than they would look when
printed, but by 1913, improvements in
paper manufacturing had resulted in the
availability of smooth, coated stock that
no longer required such adjustments.

Plantin was cut by Fritz Stelzer under
Pierpont’s supervision. He adapted the
sixteenth-century prototype to make a
readable, robust typeface suited to printing
on the new papers. To increase legibility in
text, it was given short ascenders and
descenders, a large x-height and a slightly
condensed width. Plantin’s thin strokes
were thickened in proportion to heavier
stems in order to improve reproduction.
The top serifs on lower case letters such as
b and r are distinguished by their wedge-
shaped appearance, which is particularly
pronounced in bold variations. The result
is an all-purpose typeface that shares the
robust qualities of Monotype Imprint
(pp190-91): sturdy enough for use on art
paper but compact in relation to its size,
and thus economical and pleasant to read.

Plantin has been used in publishing and
advertising extensively since its release,
both as a text typeface and in display
applications. It has influenced the
development of many other designs,
and served as a key source for Times
New Roman (pp278-79) in the 1930s.
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Centaur

Ty Centaur
Ca Serif -
Ke Old Style, Venetian
Te Letterpress

Da 1914

De Bruce Rogers

Fo Monotype

Co USA

Characteristics
E Serifs on centre bar
J Descends below baseline

M Splayed, top serifs face outwards
R Wide, curved leg below baseline

a r Pen-formed terminal

e Oblique crossbar extending to right
j Pen-formed terminal curves downwards
o Left-inclined axis

AEJMRS
abcdefghij

orstuyagjg

Connections

Cloister Old Style 1913
Bembo 1929
Dante 1987
Adobe Jenson 1996

Availability
Centaur is available from Monotype and
resellers

Specimen

New Series of the Centaur Types of Bruce
Rogers and the Arrighi ltalics of Frederic
Warde. Monotype, London, 1929
(290x210mm)
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ENTAUR
type : 72 point
the largest s1ze.
SIXlx POIDN il

ollows as shown
in these trial lines.

FORTY-EIGHT Pt

has also been finished

as you may see by this.
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THIS TORY Y- E WO

point 1S a very useful size
not always easy to obtain.

THIRTY-SIX POINT IS

furnished,as areall the founts,
with the tigures 123456789o0.

CENTAUR ON THIRTY PT.
can be seen in these three trial lines

which show also: AAEQuUES& ;-1

COMPOSITION MATRICES

COMPOSITION SIZES NOW BEGIN
with 24 pt, (of which this is a specimen) and
include 22 pt, 18 pt, 16pt, 14 Pt, 12Pt, & 1opt.
TWENTY-TWO POINT CAN BE CAST ON

24 point bodies and supplies a convenient type for
P PP yP

folio volumes—-catalogues of art collections, etc.
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1914

Centaur is among the most sophisticated
of the numerous twentieth-century
reinterpretations of the Venetian type

cut by Nicolas Jenson in 1470 (pp20-21).
Bruce Rogers (1870-1957), a prodigiously
talented American typographer, was
commissioned to design it for the
Metropolitan Museum of Art in 1914.

Rogers intended to make a typeface that
would emphasize the calligraphic qualities
of its source. He worked from photo
enlargements of Jenson's type, first
drawing over the letters with a flat pen,
then correcting them with white paint and
judiciously reinterpreting the forms where
appropriate. The type was cut from his
drawings by Robert Wiebking and cast for
the exclusive use of Rogers and his client
by Barnhart Brothers & Spindler. Initially
used in upper case by the museum in
1914, the typeface was named Centaur
after the title of the first book set in it:

The Centaur, designed by Rogers and
published the following year.

Centaur was well received and, due to
popular demand, Rogers agreed to make
the type available in a Monotype version
for machine composition that was issued
in 1929. It was originally cut as a roman
only, but at Rogers’ request Monotype
added an italic based on drawings by
Frederic Warde {1894~1939), named
Arrighi. Because Jenson’s Roman did not
have a companion italic, Warde used the
types cut by Ludovico degli Arrighi in
1524-27 as his models. He shortened the
ascenders so that the italic would balance
visually with Centaur’s height and created
a new set of matching inclined capitals.

Centaur was an eminently readable but
exceptionally delicate typeface. Rogers
himself was aware of its limitations,
writing prophetically: ‘It is a little too
elegant and thin for our modern papers
and methods of printing, and seen at its
best when printed on dampened hand-
made or other antique papers, with more
impressions than you can ordinarily get a
pressman to put on it.’

In more recent photocomposition and
digital incarnations Rogers’ misgivings

are borne out. Although these revivals are
accurate reproductions of the original type
they fail to compensate for digital or offset
litho printing methods, resulting in settings
that can look emaciated and hard to read
at smaller sizes.
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Edel-Grotesk

Ty Edel-Grotesk

Ca Sans Serif

Ke Grotesque

Te Letterpress
Dac1914

De Unknown

Fo Wagner & Schmidt
Co Germany

Characteristics

Most capitals have uniform width
B R Small upper bow!

Cc S s e gAngled terminals
E H High crossbar

G Has spur, high arm

R Straight, angled leg

a Double-storeyed

frt Narrow

g Single-storeyed

t Angled top-stroke

BCGKS
abcdefhi
komprst

Connections

Breite Grotesk 1890
Akzidenz-Grotesk 1898
Venus 1907
FF Bau 2002
Availability

Not available

Specimen

Edel-Grotesk type specimen. Wagner &
Schmidt, Leipzig, date unknown
(270x210mm)
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The history of the origins and early
development of the sans serif in Germany
at the beginning of the twentieth century
is shrouded in obscurity. This is largely
the result of a general absence of
documentation for the rapid proliferation
of types being produced and a lack of
established conventions for naming them.

The situation is further complicated by
the confusion caused by widespread
copying at the time. Albrecht Seemann’s
Handbuch der Schriftarten (Handbook of
Typefaces), published in 1926, went to
considerable lengths to clarify matters
by listing the product ranges of German
foundries under category headings. In
the Grotesk section of the handbook
there are a number of typefaces published
by competing type foundries that appear
to be identical but are listed under
different names.

It is probable that these fonts originated
at Wagner & Schmidt, a Leipzig punch-
cutting and engraving company, since, in
addition to casting their own types, a large
part of their business was the sale of
matrices of their original designs to other
foundries throughout Europe. Buyers
would include them in their product
ranges and market them as their own.
Venus (pp182-83), released in 1907 by
the Bauer Foundry, was one such design.

The identical designs shown in Seemann’s
handbook are thought to originate in a
type of the early 1900s originally named
Wotan, attributed to Johannes Wagner
(1888-1965) and cut by Wagner & Schmidt
before 1914. The design is based on
nineteenth-century German wood-type
grotesques (‘Wotan’ translates to English
as ‘'wooden’). its matrices are probably the
originals from which at least ten identical
versions from various foundries were
produced under different names. The
Aurora-Grotesk family, first released by the
C. E. Weber foundry at around the same
time, was probably cast from Wagner &
Schmidt matrices. This version was
extended with a wide range of variant
styles cut and cast by Weber over many
years. Jobbing print work using variants
of these sans serif styles in a range of
weights and widths was seen extensively
in the early years of the twentieth century.

ABCDEFQAGHIJKLM
NOPQRSTUVWXYZ
Edel-Grotesk dreiviertelfett 1234567890

’

Nr.7708 Petit (8 Punkt) Min.etwaSkg 8170 A36

Gar oft hdrt msn von Handwerkern, daB sie
mit Drucksachen keine Kunden gewinnsn

Nr.7706 Nonpareille (6 Punkt) Min etwa 4 kg 8220 A56

Schnelder dis echlechtest

80 mencher sagt, da8 dle
Anzlge und die | her die
tragen; demnach milSten, logisch waeitargedacht, such

Neck Beahuh

Nr.7712 Cicero (12 Punkt) Min.etwa7kg a9 A24

Man hat so etwas wie einen
Werbefeldzug noch nicht an

Nr, 7710 Korpus (10 Punkt) Min.etwa 6 kg 2120 A30

Hier ist es eine groBe Aufgabe der
Drucker, durch beweisende oder

Nr.7716 Tertla (16 Punkt) Min.etwaBkg 264 A18
Gestalten und Setzen

Nr.7724 2Clcero (24 Punkt) Min. etwa12kg 238 A12

Der Grundsatz

Nr.7714 Mittel (14 Punkt) Min.etwa 7kg 376 A20

Werbung und Wirkung

Nr. 7720 Text (20 Punkt) Min.etwa 11 kg a44 At2

Monteur-Anzige

Nr.7728 Doppelmittet (28 Punkt) Min.etwa14kg a32A10

Das neue Schulungsmaterial

Nr.7736 3 Cicero (36 Punkt) Min, etwa 16kg 820 A10

Unsere Eigenwerbung

Nr.7748 4 Cicero (48 Punkt) Min.atwa20kg 216 AB

Ein Muster-Druck

Nr.7760 5 Cicaro (60 Punkt) Min.etwa20kg a8 A6

Gummitiicher

Nr.7772 6Cicero (72 Punki) Min.etwa25kg 238 A6

Musterbuch
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Johnston'’s Railwafy TYpe

Ty Johnston’s Railway Type Just before World War |, England’s
Ca Sans Serif ~ foremost calligrapher, Edward Johnston
Ke Geometric ~ (1872-1944), was commissioned by the
Te Lettering London Underground Electric Railway
Da19%6  Company todesignanew typeface as part
De Edward Johnston ~ of aplan to renew the company’s image.
FonoA Toensure that its communications would
CoUK S be unique and recognizable, the London
Underground required lettering for its
signage and publicity that would have
Characteristics ~ ‘thebold simplicity of the authentic
CcG S s e Vertical terminals lettering of the finest periods’ and which
G No spur, no arm ~ would also belong ‘unmistakably to the
MHighapex ~ twentieth century’.
0 Q Perfect circle )
R Wide, straight angledleg ~ Johnston’s sans serif type first appeared
SSmallupperarc ~~ onan Underground poster in July 1916.
a g Double-storeyed The work of a master craftsman, it
ijDiamond-shapeddot ~ demonstrates the beauty and power of
I Curved foot ~ typography as a communication tool.
o Perfect circle - Although it embodies an understanding
1Noserif of the history of the letterform in every

detail, its reconciliation of humanistic and

geometric forms is without precedent
A‘ i M Q R S in the history of typography.
Johnston’s upper case contours are
oo based on the square and circular shapes
of roman inscriptional capitals, and the
a b C e fg h IJ lower case on the Italian script of the
fifteenth century, the humanist minuscule.
The Railway Type was exceptionally
kL t economical in its use of space. Drawn in a
o p rs y single weight, it was monoline, distinctive
and remarkably legible, with every detail

judiciously refined. Johnston established
a precise balance of form and counterform

Connections not only in the letters, but also in the
Gill Sans 1928 spacing between them, a consideration
Granby 1930 unknown in the grotesques of the day.
Brandon Grotesque 2010

Johnston 100 2016 Protected by law, Johnston’s Railway

Type was used exclusively for nearly a
century in London Underground’s signage,

Availability publicity and posters, usually in capitals.
ITC Johnston is available from Monotype However, it was not cut for presswork and
and resellers. P22 Underground is in later years London Underground would
available from P22 Type Foundry and use Stephenson, Blake’s Granby (pp258-
resellers 59) for text settings. In the 1980s, the

type was recut digitally. This version,
New Johnston, fell short of the original,

Specimen with a large x-height and with many of
Photolithograph of the preliminary Johnston'’s idiosyncratic traits eradicated.
drawings for one-inch Railway type A decade later P22 Type Foundry issued a
designs. Edward Johnston, 1916 more accurate digital revival, and in 2016
(268x215mm) Transport for London commissioned

Monotype to remaster the typeface for its
exclusive use, with a brief to restore its
original features.

Johnston's radical innovations in

the design of sans serif letters had a
galvanizing effect on the direction of type
design, influencing everything that came
after it. His humanist, geometric sans serif
was the original expression of the idea
that a typeface could be a representation
of its own time and place.
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Century Schoolbook

Ty Century Schoolbook
Ca Serif

Ke Modern, Clarendon
Te Letterpress
Da 1918

De Morris Fuller Benton

Fo American Type Founders
Co USA

Characteristics o
Vertical stress with slight stroke contrast
Widebody
Moderate x-height

Heavy, bracketed serifs
M Narrow

Q Looped tail below letter
R at Tail turns upwards
acfjryBall terminals

b No serif at foot

g Double-storeyed with teardrop ear
t Curved bracket connects stem and bar

GMQRS
abcdetghi
orstyaefg

Connections

ScotchRoman 1812
Century Expanded 1900
Century Oldstyle 1909
Eames Century Modern 2010
Availability

Century Schoolbook is widely available

Specimen

Book of American Types, Standard Faces.
American Type Founders, Jersey City,
1934 {279x210mm)

Century Schoolbook and Century Schoolbook Italic

& Point A En

BIG Liners 4

36 PPoint BA 10n

Splendid MUSIC

NICER Calculatioﬁké‘

HEROIC COMMANDER
Courageous Sailors Cited

18 Point 11A Za

MANY GALLANT OFFICERS
ScorcH Brigade Fought Bravely

16 Point 13A 24

MODERN SOUTHERN MANSION
IDEAL Springtime Among Blossoms

14 Point A e

DESCRIBE INDUSTRIOUS NATIVES
UNIQUE Description of a Strange People

12 Point A HOa
PROMISING TESTIMONY READILY GIVEN
Quick Decision Sought in Recent Market Case

10 Point ZA Wa

DELIGHTFUL SUMMERTIME EVENTS PROMISED
STEAMBOAT Outing Greatly Enjoyed by Society Children

B Point 28A ba
BRONZE TABLETS AND QUAINT ORIENTAL IDOLS SECURED
HistoricAL Treasures are Given to Scientific Museum by Explorers

6 Point 2HA 5om
MODERN DISTRIBUTION 8YSTEM ADMIRED BY BRILLIANT EXECUTIVES
DigTINGUISHED Visitors Pouring Into Town for the Annual Manufacturing Exhibit

867

Characters in Complete Font

ABCDEFGHTIJKL
MNOPQRSTUVWX
YZ&$1234567890
abcdefghijklmn
opgrstuvwzxyzfffi

flfiM.,,-":31%

SmaLL Cars from 6 to 18 Point are put up separately
and furnished only when specially ordered

9 Point Century Schoolbook and italic carried in stock only at Foundty!

%

Century Schoolbook Italic

 Point 5A Ka 12 Point WA W
o KIND MOTHE
S L g Quarterly Booklet}
10 Puint 4 :‘ J

® 'oint HA 1ok

Interesting h{

Dutiful smise

Secured Competent Meh

W Polnt DA 12a 6 Point
o RIDICULOUS INTERVIR
xp e lte Diligent Steamship Repord

Characters in Complel
Font

ABCDEE
GHIJK.

H Ll'ghlanhéi‘;

13 Puint 1I1A Za

Next Meeting
SPORTSMEN
Displayed Grit

14 Point 16A 32a

REPRODUCED
Banking Capital
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‘A Tn

River
PURSE
Marked

0 Hoint 6A 108

REPOR
Procured

M Point PA in

NUMBERS
Production

ENDURANCE
Muscular boys
gain first prize

16 L'oint 12A 2a

NEIGHBORING
Educated youth
kindly advising

IMPORT CIGARS
Charming oriental
aroma fills the air

|
|

12 Poinmt 1TA Ha

INCREASE PROFITS
Revival of business is
encouraging everyone

It Point WA 4a

THE GOLDEN SILENCE
Consider silently what a
man says, as words often
betray the speaker’s mind

» Paoint A dn
THE ROAD TO GREATNESS
Many people say greatness is
but an eminence the ascent to
which is very steep and lofty

6 Foint A H2a
A GOOD NATURED COUNTENANCE
Good nature is really more agreeable
than wit. It gives to the countenance
an air much more benign than beauty

Century Schoolbook Bold and Schoolbook Oldstyle

Characters in Complete Font

ABCDEFGHI
JKLMNOPQR
STUVWXYZKE&
$1234567890
abcdefghijk
Il mnopgqrstu

vwxyzfffifififi

Mined
Intrudes
ﬁice Baﬁk

MONITORS
Best Student

QUICK WORK
RecenT Change

14 Puint. ITA Ra

FINE INTERVIEW

Curlious Merchants
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Schoolbook Oldstyle

12 Point VA S n A Point DA a

BEST AUTHORS
ENGLISH professor
writes love stories

MILITARY TACTICS
IMPRESSIVE ceremony
marked the arrival of
our victorious soldiers

10 Point ZIA Mn % Point MA Ba

MIGHTY HUNTER
NoTED explorer wins
high honors in Africa

Characters 10 Complete Font

<20

SMALL CAPS from 6 to 18 Point are put up in separate
fonts and furnished only when specially ordered

PHYSICAL AND MENTAL
HEALTHPUL recreation with
a properdiet is the bent way
to prolong life and health
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In 1915 Ginn & Co., an educational
publishing house, commissioned Morris
Fuller Benton of American Type Founders
to cut a legible typeface for use in school
textbooks. The result, Century Schoolbook,
was a variant of ATF's highly successful
Century series (pp186-87).

Research into reading and cognition
guided Century Schoolbook’s
development. Benton drew on studies
undertaken at Clark University which
demonstrated that children quickly
identified letterforms with contrasting
weights if the lighter strokes maintained

a visual density. The tests also revealed
the importance of clear and open
counterforms - the negative spaces within
letters — in recognizing text at smaller
reading sizes. Basing the new design on
ATF’s Century Expanded, Benton used the
research data to determine stroke weights,
character heights, apertures, letter spacing
and word spacing in order to achieve a
highly legible typeface for young readers.

Century Schoolbook is significantly
heavier overall than Century Expanded,
and demonstrates the heritage of both the
late modern style (pp104-105) and that of
the Clarendons (pp132-33). Key visual
differentiators within the letterforms

are somewhat exaggerated throughout,
Century Schoolbook features prominent,
blocky serifs that are gently bracketed with
thick and thin strokes that are generally
heavier than most serif typefaces, offset
by generous white spaces within and
between the letters. Over a period of five
years, Benton expanded his design into

a large series of typefaces.

Century Schoolbook is familiar to many
people in English-speaking countries as
the typeface they first learned to read with.
It has been used as a reliable workhorse,
not only for educational books but also for
advertising, editorial design and brand
communications.
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Cooper Black

Ty Cooper Black
Ca Serif

Ke Old Style

Te Letterpress

Da 1922

De Oswald ‘Oz’ Cooper

Fo Barnhart Brothers & Spindilerr

Co USA

Characteristics

Bold, rounded convex serifs

A Extended, rounded apex

M Splayed

O o Q Backward incline

f Narrow, non-kerning, hooked arch

i j Flat, elliptical dot

ACQRS
abetghi

rtyaejg

Connections

Windsor 1905
Robur Noir 1909
Cooper Old Style 1919
Goudy Heavyface 1925
Availability

Cooper Black is widely available

Specimen o
Book of American Types, Standard Faces.
American Type Founders, Jersey City,
1934 (279x210mm)

210

Cooper Black

delighted FRIEND

MAYOR greatly pleased

13 ¥ t 12A o

BEAUTIFUL SPRING COATS
finely tailored sport costum

61 33

ENTRANCING MUSICAL DR
collegiate glee club has rehearsal

6A 32»

METROPOLITAN BUSINESS INCREASED
bullder recelves many enceuraging repe

6 Point 18A 368
NOTED JURIST GIVES IMPORTANT DECISION
this long disp q | A ily settie

Charasters in Complete Font

ABCDEFGHI

BOLD style

KLMNOPGQR

4 stage HITS .. .vx.:-.

36 Point 3A 4a 1 z 3 4 5 6 7 8 9

REAL position **c-*-f:"

j k1 m nopgq
8§ Tt U ViilwW XY

inspecté& HOMES | yetipteq

:[ L) ]:
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24 Point S5A

HOME dehghts

indisputable STORY

14 Point  10A 23a

CHARMING lace displays

12 Pont 12A 26a

[investigated annual REPORTS
i

10 Point 14 A 28a

' CROWDS welcome arctic explorer

Dlscovns UNTOLD MINERAL WEALTH
iouu traveler described unexploited reglon

i
& Point 19A 38a

Hmflc ADVENTURE LIRS BEYOND HORIZON
§ Y lust victime always enfey the wida opan spaces

Charactars in Complete Fent

BCDEFGHIJ
KLMNOPQRS
TUVWXYZGS
12345678090

s b cd e §f g h i
j k1l mnopgaqr
stuvw=xyz.,
;2] —(C)

The {oliowing characters are fonted separately and turnished
only when saparalely ordered

A B D E F G M N
P R T %X

IXtails

Cooper Black Italic

120 Point 3A 33

shn’it i
NO mail

3A 4a

5built UP

48 Point 3A &

MEN signed

42 Foint 3A da

sold 28 LOTS
REAL publicity

t AA Ba

duphcates ORDER

[re7 ]
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1922

Some typefaces, like Cooper Black, are
meant to be seen first and read second.
It was designed by Oswald ‘Oz’ Cooper
(1879-1940), a leading American
typographer, illustrator and commercial
artist active from around 1910 to 1940.

Cooper Black was released by the Barnhart
Brothers & Spindler foundry in 1922 as a
display version of the Cooper Old Style
family, which had been issued three years
earlier. The new heavyweight rapidly
achieved far greater success than the
design on which it was based, becoming
the foundry’s bestselling typeface during
the mid-1920s. It continued to enjoy about
20 years of enormous popularity in both
metal and wood versions and has been in
widespread use ever since.

Cooper Black has an old-style construction
and its contours show influences of other
contemporary advertising types such

as Windsor (pp176-77) and art nouveau
and art deco styles. Its burly letterforms
are simultaneously strong and soft, and
the absence of sharp corners makes it
very well suited to printing at large sizes
in wood type. For a typeface with such
an imposing body, Cooper Black exhibits
an unexpected warmth and liveliness,
particularly when set tightly. This is

due partly to its bulbous serifs, short
descenders, large lower case letters and
tiny, gleaming white counterforms. A
subtle flattening at the tops and bases of
letters also gives the typeface stability;
without this it would appear unsteady.

Despite its massive popularity, Cooper
Black had its detractors in the trade,
who discounted it as the ‘Black Menace'.
Cooper himself, one of the most brilliant
lettering artists of his generation, did
not hold it in high regard, saying, ‘it's
for far-sighted printers with near-sighted
customers’. Despite his disaffection,
however, it is for Cooper Black that

he is best remembered today.
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Erbar-Grotesk

Ty Erbar-Grotesk
Ca Sans Serif

Ke Geometric

Te Letterpress

Da 1922

De Jakob Erbar

Fo Ludng & Mayer
Co Germany

Characteristics

A Low crossbar

C ¢ S s e Angled terminals

G No spur

M Splayed with pointed apex
Q Straight, flat tail

R Straight, angled leg

a Double-storeyed

ft Very narrow

g Single-storeyed

i j Square dots

t Angled top, straight stem, no foot
y Straight tail

AGMQR
abcefghij
koprstuy

Connections

Johnston’s Railway Type 1916
Futura 1927
Kabel 1927
Neuzeit-Grotesk 1928
Availability

Erbar is available from URW and resellers

Specimen
Erbar-Grotesk specimen. Ludwig & Mayer,
Frankfurt, ¢1922 {270x210mm)
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HALBFETTE ERBAR-GROTESK

hie IKdo 1202 48A

Dar Stil eines Werkes ist nichts anderes als die Art, in der ein
Kinstler seinen Stoff gestaltet, in der ein Dichter vor allem
sein Kunstmittel: die Sprld\o Tur WI.derglb. der Vorgiinge
und zur C| kteristik der b cht. Der Stoff des
Dichters wird in der Regel eln Stild I.cb.n oln Stiick von der

Es ist noch kein Meister vom Himmael gefallen, es
ist auch noch kein Meister geboren worden, aber
die Meisterschaft kommt allemal nach und nach,
leise und langsam, nicht von selbst, sondern durch
Ubung. Wer noch soviele Gaben und Anlagen

Jack London gehdrt zu den Toten, aber er
ist in Wahrheit doch der jiingste unter den
Lebenden. Er ist so unbelastet, wie nur ein
Mensch sein kann, der friih und allein auf

Die Schriften Robert Schumanns tiber
Musik und Musiker sind das schonste
literarische Denkmal, das sich je ein
Musiker gesekt hat, Man kann dies

Fir jeden Naturbeobadhter ist es
etwas ganz Selbstverstandliches,
unsere Wild- und Nutsbaume auf

Wie diese Kunst als Ausdruck
der Empfindung und nicht der
Erkenntnis aufgefaht werden

Seit der Mitte des lefsten
Jahrhunderts machte in
steigendem Mahe sich

Wie diéMelhsd;héi-il
die Erde erobert hat

Moderne Kunst
und Dekoration

Volksblldung
Demokrat

Konzert
iailon

ichel

SCHRIFTGIESSEREI LUDWIG & MAYER FRANKFURT A-M
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KRAFTIGE ERBAR-GROTESK

ERSTE GARNITUR

unki

Guienbergbllder

Modenakademie

Cohen-Verlag
Frankfurta+M

Opelrader
Baukunft

Moden
Kohle

ZWEITE GARNITUR

8 Punkie Sah 13Kilo 308 12A

Guienbergclenkma'
Moden-Akademie

Toubmneciiies
Frankfurt+Main

Nro 6817 48 Punkie

pel-Werk

A

chhﬂ(unsi

Sahy 30 Kito 162 6A

Modern

abA

Kohlen

SCHRIFTGIESSEREI LUDWIG & MAYER FRANKFURT A-M
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1922

During the nineteenth century, the first
sans serif typefaces were incidental to

the traditional roman form. They were
bold slab serif or Clarendon display types
from which the serifs had been removed,
described as grotesque or grotesk in
Europe and as gothic in the United States.

In 1916 Edward Johnston departed

from this tradition in the unprecedented
design of his lettering for the London
Underground (pp202-203), a paradigm
shift in the development of the sans serif
form in the twentieth century. Shortly
afterwards, in Germany, Jakob Erbar
(1878-1935) experimented with ‘a precise,
mechanically-produced reading type in
the form of a modern sans serif’ for the
Ludwig & Mayer foundry. His aim was to
design a typeface that would be based on
the pure geometry of the circle and square
but that would be highly legible, with
letterforms free of any redundancies.

His typeface, Erbar-Grotesk, was the first
truly geometric sans serif ever created.
Interrupted, however, by World War |,
Ludwig & Mayer did not complete cutting
it for machine composition until 1922.
Intended as a display face for use in
advertising, it was then issued as a
standard-width sans serif in four weights,
each with accompanying italics, along with
three weights of a condensed version. In
addition, three coordinated titling variants
were released in upper case only: Erbar
Inline, Erbar Cameo and Erbar Outline,
marketed internationally as independent
typefaces under the names of Phosphor,
Lux and Lumina. All of these were
strikingly attractive for designs of such
mathematical origins.

Erbar’s success triggered an explosion
of new geometric sans serif faces from
competing foundries, including Nobel,
Vogue, Kabel, Metro, Neuzeit, Tempo,
Spartan, Twentieth Century and many
others. Paul Renner is said to have based
his drawings for Futura (pp230-31) on
Erbar, and his design soon proved to be
the most widespread and enduring of
the geometric sans serifs, thanks largely
to the international sales activities of its
foundry, Bauer.

Although Erbar was rapidly eclipsed by
its competitors, it remains a revolutionary
sans serif design, an enduring icon of

the Weimar era in Germany and of the
zeitgeist of the 1920s.
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Kombinations-Schrift

Ty Kombinations-Schrift

Ca Sans Serif ]
Ke Geometric, Modular, Stencil

Te Lettering
Da 1923
De Josef Albers

Fo N/A

Co Germany

Characteristics
Character construction from squares,
circles and quarter circles

Vertical openings separate downstrokes
Internal spaces equal to letter spaces,
one-third of stroke width

Character height can be increased by
adding modules

Connections

Futura Black 1929
Patrona Grotesk c1931
Transito - 1931
Bauhouse 2010
Availability

Architype Albers is available from the
Foundry and resellers. P22 Albers is
available from P22 Type Foundry and
resellers

Specimen

This page: Kombinationsschrift der
Metallglas-Aktiengesellschaft. Josef
Albers, Offenburg, ¢1931 (296x210mm)
Opposite: Josef Albers, lllustrations of font
combinations, ¢1926. In Bauhaus magazine
No. 1, Dessau, 1931 (297x199mm)

214

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.
;‘

Entworfen von J. Albers, Bazhaus, Dessau, Gebrauchsmusterschntz Nr. 118 623 2,
Alleinhersteller filr Glasbeschriftung: Metallglas-Aktiengeselischaft Offenburg-Baden.

Die Kombinatiosschrift besteht aus uur 10 Grundfermen. Daraus sind alle Sehriftzelchen zusammensetzbar:
Buchstaben, Ziffern, Umlaate, Akzente, Iuterpunktionen.

Die 10 Grundformen sind: 1 Krels, 2 (terade, 3 zweiseitig gerundete, t elnseitig gerandete:

a ist 1 Breite huch

d b ist 2 Breiten hoch
s ‘ ; ¢ ist 3 Breiten hoch
& - | d ist 4 Breiten hoeh

I ITe Ild Iy Ilie ITTd IVa I¥b IVe IVd

Die Grundformen sind In allen GréBen lieferbar.
Doeh empfichlt sich, die lelchter vermeBbaren Normalhihen 8 12 16 20 24 28 32 40 44 48 ¢m zu wiihlen.
Diese MaBe betreffen Mittel- + Oberliinge (wie bei b und A), welche die GréBenwirkung der Schrift bestimmeun.

Die Girundformen werder im ailgemeinen in Milchglas gefertigt.
gie sind jedoeh in allen Farben: Goldglas, rot, blau usw. lieferbar.

Das folgende Normalalphabet zeigt die gebriiuchliechste Form und Proportion.
Dancben sind viele Form- und MaBvarianten mdglich,
namentlieh fir Schriftfelder von auBergewdhnlicher Hohe oder Breite.




Known primarily as an abstract painter,
Josef Albers (1888-1976) was also an
accomplished designer, typographer
and photographer. A recurring theme

in all of his work is the use of geometric
arrangements and systematic processes
in the exploration of colour and form.

Designed between 1923 and 1931 during
his time as a teacher at the Bauhaus, his
Kombinations-Schrift alphabets exemplify
this approach. One of the pioneers of

Die Neue Typographie, or the New
Typography, Albers was concerned with
the ‘clarity of the message in its most
emphatic form’ and with typography

as its medium. Kombinations-Schrift is
resolutely modern, reductivist and radical.
The guiding principle behind its design
was to achieve a new economy for the
arrangement and implementation of type.
The same objective is evident in Herbert
Bayer's Universal Type (pp224-25) and

in the work of many other typographic
designers of the time.

Albers intended Kombinations-Schrift to
be used as display lettering that would

be readable at a distance on advertising
billboards and signage. It was not
designed to be cut as type for use in print
but rather to be engineered from glass,
plastic, metal or wood. One of the earliest
modular typefaces, it is constructed
systematically from only three basic
geometric shapes: a square, a circle of
the same diameter as the square’s length,
and a quarter circle of the same radius.
Characters assembled from these basic
component shapes are placed in
interconnected sequences, with character
strokes that are proportionate to their
internal and external spaces, both
horizontally and vertically, in a fixed
relationship of three to one. The entire
design space can thus be considered as

a grid occupied by objects positionally
controlled to articulate meaning at all
levels, from micro to macro.

The objective of this regulated approach
towards the construction of text, Albers
believed, was beyond merely aesthetic
considerations. Its simplification and
clarification of typographic messages was
intended to serve the social requirements
of ‘everyday life, better than conventional
printing ... with its comparatively
complicated composition’.

.

alte Beidien & uum
ombin -Q-Qa ‘

buhe Biffern

125n:

nlodrl:r Riffera
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REzenklauke »h.
|"|‘s i‘ d‘:
PEs

(5
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'i"’l

alle Heldien Eombinierk nor avs: o » o
Hartanten dor Farm

schwer lesbaren ansteigenden reihen auf tafel
4 unten sind fur die lesbarkeit der schrift nicht
maBgebend, weil die enge folge des formwechsels

i nur hier im system, nicht aber im schriftwort
erscheint).

ein neuer vorteil ergibt sich aus der gleichen
kegelbreite aller typen: jeder schriftsatz ist in
seiner lange errechenbar. (bisher nur auf der
schreibmaschine maoglich). der ausgleich der
buchstabenabstande ist bewuBt vermieden worden.
durch entsprechende verteilung der licken inner-
halb der vertikalen ist ein anderer ausgleich
erreicht.

die kombinations-schriftzeichen sind in allen
varianten ohne umzeichnen in schablonen ver-
wendbar, da verbundene innenformen und stege
fehlen.

die kombinationsschrift ermoglicht erstmalig, alle
schriftzeichen einschlieBlich varianten, also jeden
schriftsatz seitenvertauscht zu setzen sowohl in
horizontaler wie vertikaler richtung.

alle wortbilder kdénnen somit auBer vorwarts
(links nach rechts) auch riickwirts (rechts nach
links) und in beiden richtungen auch kopfstehend
gedruckt werden, also in jeder spiegelschrift.
das eroffnet ganz neue wirkungen fiir die reklame.

* - F fiir montage-beschriftungen im besonderen, z. b.
. in holz, metall, karton, papier, fiir leuchtschriften,

ergeben sich auBer der schon genannten er-
sparnis an typen folgende vorteile: kein auszahlen
der bendtigten einzelnen buchstaben notig, also
fortfall der buchstaben-liste, fortfall der empfind-~
lichkeit (bruchgefahr) bei ausladenden oder drei-
gliedrigen buchstaben (K, L, M, T) bei iiberhangen
und unterhdngen.

d b i ird st i | i
abedeRghijEImnopqrsirommBugaL 8 G teoners e bicrsaben aus

sprodem material wie glas und porzellan.

'.I.I' 'l'l ‘ll'l‘ll ':.,': l!" ”.Q l‘l! 's,‘l"' die wirtschaftiich berechtigte forderung nach nur~

kleinschrift wird durch die kombinationsschrift

'In'll',:l:"l.l' 'I‘l ““'I' I.'i'll“ll'“l'l! nicht beeinfluBt (die groBbuchstaben gelten ftir
- ] | (] -k die (ibergangszeit) und den vereinfachungs-
a hlagen des alfabets (z. b. bezliglich f, v
CHFARLEIKE DI RRRR 6603 o ters, tschi~
’lI"‘l‘I!I. lll. T F ".l!' g Phs sch) von bayer, scl_\ml@t, schwitters, tschi—

Barlanken der Bimension

chold paBit sich die kombinationsschrift leicht an.

siehe auch: erste verdffentlichung der 1923 be-

=| i i I :I "I' 'l -.- » =l:|.l gonnenen nrc‘!rmung von elemefr;tartypen in ,,off-
1) =| ' I l l ' I - .. -l ' :ﬁg; 11%23% eft 7. weiter: hoffmanns schriften—
bbb bbBIhD bbb

' .' d Iten jahrga d itschrift bauh
wenkRIEERR mn 2l R sz e
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veranstaltungen winter 1931.

15. 1. 1931 dichter theodor diubler iber ,was ist
tradition in der kunst?*

10.2.1931 klavierabendd. pianisten eduard erdmann-kdin-

11. 3. 1931 konzertabend mit dem geiger professor adoif
busch und rudolf serkin.

1. 4. 1931 universitats-professor dr. dessauer-frankfurt
a. m. dber ,kunst und technik.

2. 5. 1931 professor finlay freundlich vom einstein-institut
dber ,,die endlichkeit des weltraums als naturwissen-
schaftliches problem®.

auBerdem wird an einem z. zt. noch nicht feststehenden
tage (voraussichtlich im februar) die tanzerin gret
palucca mit ihrer tanzschule einen tanzabend veran-
stalten.

3
. 1 ¥
. ' . 1929 nr. 1 .2
n N “ ) “ N) “ Il 0% “ ™ I' l' . 1929mn2 . 2=
4

ges. gesch, " 1929 nr.

jahrgang 1927 nr.
1928

1929 nr.

bauhaus-beleuchtungskdrper
korting & mathiesen, leipzig w 35.

bauhaus-tapeten
hannoversche tapetenfabrik, gebr. rasch & co.
gmbh., bramsche bei osnabrick.

bauhaus-mattglas
gewerkschaft kunzendorfer werke, kunzendorf n-l.,
kreis sorau.

bauhaus-stoffe
polytex - gesefischaft m. b. h. berlin sw 48,
wilhelmstraBe 107,

e, 1
[EANNE S AR CHvE
e
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Universal Type

224

abcdef
Imnopq

STUVWXYZ

HERBERT BAYER: Abb. 1. Alfabet
»9 und ,k* sind noch als
unfertig zu betrachten

STUI

Abb. 2. Anwendung
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eispiel eines Zelichens
gréferem Malistab
rézise optische Wirkung

i s

Ty Universal Type

Ca Sans Serif

Ke Geometric, Lower Case
Te Lettering

Da 1925

De Herbert Bayer

Fo N/A

Co Germany

Characteristics
Geometric construction
Lower case only
Repeated modular forms

abcefgh
ijKimopqr
STUVXYZ

Connections

Bayer Type 1933
ITC Bauhaus 1975
Chalet 1996
Architype Bayer 1997
Availability

Architype Bayer is available from the
Foundry and resellers

Specimen
Offset, Buch und Werbekunst No. 7. Offset
Verlag, Leipzig, 1926 (278x200mm)

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1925

Directly after graduating as a student at
the Bauhaus, Herbert Bayer (1900-85) was
appointed as head of its new printing and
advertising workshop in Dessau. Under
his direction, the workshop operated as

a professional studio, moving away

from traditional crafts towards the design
of functional objects for mass production.
What became known subsequently as
Bauhaus typography was an integral
aspect of the comprehensive reforms
taking place at the school, reflecting

the social, cultural and political climate

of the time.

Herbert Bayer was one of several German

designers of the period, including Josef

Albers (pp214-15), Kurt Schwitters and Jan
Tschichold (pp378-79), who were engaged

in a radical reappraisal of text, not merely

in terms of its appearance but as a vehicle

for conveying language. They were less ‘
concerned with issues of typographic

convention and more with the total reform |
of their writing system. While others

sought to improve visual communications

by inventing entirely new alphabets,

Bayer’s concerns were slightly more

pragmatic. He believed that the use of

upper case characters was archaic and

redundant. ‘The voice does not make

capital sounds,” he said. ‘Why then should

the eye require them?’ His proposal to

eliminate them was particularly radical for

German, in which many capitals are used.

In 1925, the school’s director, Walter

Gropius, commissioned Bayer to design [
a typeface to be used for all Bauhaus
communications. Bayer took this

opportunity to test his ideas by developing

an idealized, rational alphabet. This

became his Proposal for a Universal

Typeface, a sans serif design whose ‘
letterforms were distilled to a bare

minimum. Paying no reference to the

stroke of the pen or cut of the chisel,

the design is rigorously geometric and

modular. Like the output of an industrial

production line, a fixed set of components,
constructed with pen and compass from

circular arcs and straight lines, is repeated,

rotated, reflected and assembled into a

complete alphabet without capitals.

Envisaging Universal as an all-
encompassing system that would
eventually include different versions for
handwriting, typewriting and printing,
Bayer continued to refine his designs for
the next five years. Although it was not
cut as type at the time, Universal had a
substantial effect on the exploration of
typography in the late twentieth century
and inspired a large number of typefaces,
including ITC Ronda, ITC Bauhaus,
Horatio (pp404-405), Blippo and many
others. Architype Bayer, cut digitally

by the Foundry in 1997, is a faithful
interpretation of Bayer's original design.
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Monotype Grotesque

Ty Monotype Grotesque
Ca Sans Serif

Ke Grotesque

Te Letterpress

Da ¢1926

De Frank Hinman Pierpont ‘ Display Matrices SERIES NO. 51
Fo Monotype ! 17 17 ( 1
Co UK - =

i Designation 51—30
Characteristics
C c g J S s Inconsistent terminals

‘ ""ANY SERIES OF TYPE
0o i | can be renewed in a few hours
e “with the “Monotype” Type
E | Casting Machine
| 1234567890 |
AEGJRS -Gy F
abcefghij | SETS & CASTS
type from 5 to 24 point

ogrstuwx | “and casts display type for

the cases up to 36 poin
o | 1234567890

Connections
Akzidenz-Grotesk ¢1898
Venus 1907

Availability
Monotype Grotesque is available from
Monotype and resellers

Monotype specimen book. Lanston
Monotype Corporation, London, 1931
(290x230mm)
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c1926

The contemporary typeface named
Monotype Grotesque is the descendant of
a group of loosely related sans serifs that
originated in a design cut by Monotype in
around 1926 under the direction of Frank
Hinman Pierpont (1860-1937). It was
introduced to address the company’s
need for a contemporary sans serif in its
catalogue since the style was becoming
very fashionable at the time.

The original Monotype Grotesque was
based on various nineteenth-century
sans serifs from Germany such as ldeal
and Akzidenz-Grotesk (pp152-53). Like
these earlier sans serif typeface families,
Monotype Grotesque grew over several
years to become a large group of
associated independent typefaces rather
than a logical series conforming to any
overarching structure. Today we expect
to find absolute consistency across the
weights and styles of a typeface, but the
Monotype Grotesque collection was never
intended to coordinate in this way. Based
on more natural family resemblances,
each of its various styles had a mixture
of shared traits and attributes that were
unique to its width, weight or style.

In standard width variants such as Series
No. 51, shown here, lower case letters a,
e, g and t follow the model of twentieth-
century English romans. Upper case
characters are of nearly equal width, with
the M, for example, almost square. One
of the most notable features of Monotype
Grotesque is the visible thinning of arcs
that are tangential to stems.

Although they never achieved the huge
international success of other sans serifs,
the Monotype Grotesque typefaces were
extensively used in the UK in the 1950s
and 1960s as alternatives to Helvetica
(pp346-47) and Univers (pp350-51), largely
due to their ready availability for machine
composition. The most popular of these,
Monotype Grotesque Series No. 215, is
the version that remains in use today as

a digital font. This style also reputedly
served as the model for the design of Arial
(pp446-47), the typeface found today on
personal computers everywhere.
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Futura

Ty Futura
Ca Sans Serif

Ke Geometric

Te Letterpress
Da 1927
De Paui Renner

Fo Bauer
Co Germany

N E _R FUTURA BAUERSCHE GIESSEREI, FRANKFURT A. M.

Characteristics
Capitals have classical proportions

Tall ascenders mager

A MV W Pointed apex

e N DER OZEANFLUG CHAMBERLINS
M Splayed 4A

S Anled it Empfang auf dem Tempelhofer Feld

a g Single-storeyed
N Saphr s Resuch des Fliegers in Frankfurt a. M.
v w Pointed apex

ACEMRS e PUNKT UND LINIE ZU FLACHE

Technische Lehranstalten Dessau
abedefghij 5 MODERNE TYPOGRAPHIE

kOPrSfUV)' Die alte und neue Buchkunf}
T — > s | | GNOSE FILM-PACK

Avenir 1988

' Der WerbendeTrickﬂlm

Availability

Futura is widely available. Architype

: &2 R Nr.8348 48 Punkt

, Renner is a digital revival of Renner’s T e N

] original characters, available from the 6A 18 a

\ Foundry and resellers -

\ -in Bau h aus b U Ch

ei, Frankfurt, 1927 (297x210mm)

FUTURA-DIE SCHRIFT UNSERER ZEIT
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N E R FUTURA BAUERSCHE GIESSEREI, FRANKFURT A. M.

halbfett

“72 ERFOLGREICHE BUCH-AUTOREN
Wilhelm Speyer Lion Feuchtwanger
Radierungen zeitgemdfer Kunstler

v PRESSA KOLN AM RHEIN 1928

Die heutige Zeitungsilluftration

wo " DIE RATIONELLE KUCHE
Internationale Ausftellung

2 KULTUR UND PRESSE
Arbeitsgemeinschaft

" KUNSTLERHEIM

Niederlahnstein

IUTURA - DIE SCHRIFT UNSERER ZEIT
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The plaque left on the Moon in July 1969
to commemorate the Apollo 11 space
mission was set in Futura, an archetype
of the modern era designed by Paul
Renner (1878-1956). With its architectural
construction, rigorous geometry and
absence of decoration, Futura has become
emblematic of the modernist movement
that originated in Germany in the early
years of the twentieth century. Although
Renner was not affiliated with the
Bauhaus, he espoused similar ideals and
believed that modern typefaces should
express modern conditions rather than
archaic ones.

Commissioned by the Bauer Foundry

in response to the commercial success

of the pioneering 1922 Erbar typeface
{pp212-13), Renner worked for several
years on its development. His initial design
was drawn with a pen, compass and ruler,
using the circle, square and triangle as
building blocks to construct characters that
were extremely distilled abstractions of
conventional roman letters. When a trial
cut of the first version was made, Bauer
thought some characters too experimental
and Renner was asked to amend the
unconventional lower case to resemble
traditional forms more closely.

The final version of Futura, released

in 1927, has a minimal, measured and
industrial appearance, with every feature
serving a defined purpose. The typeface
is built logically from a limited range

of simple geometric parts, which are
duplicated, reflected and rotated to build
a character set that achieves harmonious
classical proportions, particularly in the
upper case, which mirrors the structure
of Roman inscriptional capitals. Like a
traditional text typeface, the lower case
has tall ascenders that stand above the
capitals. Futura appears to be monolinear
- the result of absolutely perfect
symmetries — but this is, in fact, a subtle
optical illusion intended to create visual
balance. Strokes seem to be without

any contrast but actually have a slight
modulation. This is identifiable in the
apparent circularity of the o, which is, in
fact, slightly elliptical, and in the careful
thinning of curves that are tangential to
other strokes — where the right leg of the
h meets its stem, for example.

Futura was expanded by Bauer in the
years after its release into one of the
earliest coordinated type systems,
including a comprehensive range of
weights with matching obliques and
corresponding condensed families. lts
immediate global success precipitated
a flood of new geometric sans serif
typefaces from competing foundries,
and it remains one of the definitive sans
serif types in the twenty-first century.
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Kabel

Ty Kabel

Ca Sans Serif
Ke Geometric
Te Letterpress
Da 1927

De Rudolf Koch
Fo Klingspor
Co Germany

622,26 A, etwa 8§ Kilo
and of iron

HE JUDGE

442,16 A, etwa 9 Kilo

Stuttgart
ILLER

36 a, 14 A, etwa 10 Kilo
. K..
1IN NOoIN

>FRAU

32 3, 12 A, etwa 11 Kilo

(4
wurorte

STEIN

242, 10 A, ctwa 14 Kilo

inder

ISEN

232

Characteristics

A High crossbar, rests on points
C E F Arms have angled terminals
E FL Narrow
G No spur

W Crossed centre-strokes T -
a Double-storeyed o s
b Stem merges with bow! a C e 8 Il Availability

e Oblique bar
f Cross-stroke does not extend to left

g Double-storeyed, open lower bowl
t Top is angled, curve at foot
v w y Angled terminals

21419 4 Cicero, 48 Punkte Satz, 20 a, 10 A, etwa 20 Kilo

Saint Maurice

21420 5 Cicero, 60 Punkre Satz, 14,6 A, etwa 23 Kilo

Rembrandt

VANRIN

21421 6 Cicero, 72 Punkte Satz, 10 a, 4 A, etwa 26 Kilo

DO'I'I J} uan

BUHNE

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.
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Connections
Erbar-Grotesk
Koch Antiqua

Prisma

1922
1922
1927
1931

Kabel is widely available

Specimen

Kabel type specimen. Klingspor,

Offenbach, 1927 (185x229mm)

21422 7 Cicero, 84 Punkte Satz, 10 a, 4 A, etwa 30 Kilo

erkur

21423 8 Cicerd, 96 Punkte Sarz, 8 a, ¢ A, etwa 35 Kilo

Kreuth

21532 8 Cicero, 96 Punkte ¢(aur GroBbuchstaben)  Sarz 6 A, erwa 22 Kilo

REBE

Bruchzahlen % % 3 und % liefern wir bei nachfolgenden
Kabel -Schriften in den Graden von 6 bis 16 Punkt mit:
Leichte Kabel, Norm-Kabel, schmale Kabel, grobe Kabel,
fette Kabel und schmale halbfette Kabel.

Grobe K

=



‘People are always saying that | try to
express my own personality in type
design, but that is not at all true; on the
contrary, | do my best to avoid such
expressionism.” These are the words
of Rudolf Koch (1876 —1934), a leading
German calligrapher, typographer

and teacher.

It is surprising that a craftsman so
renowned for his skills in the use of
traditional methods should have been

so keen to design a geometric typeface,
but in the 1920s, when modernist ideas
began to influence typographic tastes, he
enthusiastically accepted the Klingspor
foundry’s invitation to do so.

Leichte Kabel

21401 2 Cicero, 24 Punkie

Koch's contribution to the competitive
sans serif market was Kabel, a monolinear
design that had a similar geometric
structure in the upper case to types such
as Futura and Erbar, although the lower
case is distinguished by a number of
calligraphic characteristics.

Kabel reveals an interesting negotiation
between modernist principles and
traditional craftsmanship, exhibiting many
personal and historical features that are
hallmarks of Koch's design work. Indeed,
Kabel could almost be considered a
development of his 1922 Koch Antiqua, as
it shares many of its character shapes and
proportions, most notably its unusual g.

Satz, 40 a, 16 A, etwa 10 Kilo

Impressum van den catalogus

NIEUMWES ADRESBOEK

21402 Doppelmiuel, 28 Puokte

Satz, 34 a, 14 A, etwa 11 Kilo

Technische Hochschule
DARMSTADT

21403 3 Cicero, 36 Punkte

Satz, 262,10 A, ctwa 14 Kilo

Not too much /edl
FOUR-MASTED

21404 4 Cicero, 48 Punkee

Satz, 22 a,8 A, etwa 20 Kilo

Neues Rathaus
MUNCHEN

J

Koch’s profound knowledge of the history
of lettering is evident in Kabel’s design,
with lower case letterforms such as the

a, e and g having their roots in the ninth-
century Carolingian minuscule and upper
case characters showing influences of
even earlier monumental capitals from
Roman inscriptions.

Kabel's stroke weights are more varied
than most geometric sans serifs, and the
terminals of some vertical and diagonal
strokes are cut at a shallow angle. As a
result, letterforms do not sit squarely on
the baseline, making for a more animated
and natural appearance than types such
as Futura.

When Kabel was launched in 1927 it made
a significant contribution to the German
Neue Typographie movement. Together
with Futura and Erbar, it had an explosive
effect on contemporary typographic
practice, transforming the visual landscape
of the twentieth century. Over the ensuing
years, Futura eclipsed the success of its
competitors but Kabel remains a popular
and versatile typeface.

In the 1970s, a revival of Kabel was issued
by ITC. Like other ITC typefaces of the
time, this version features an excessively
large x-height created to cater for design
tastes of the day, and should not be
confused with the original.

21405 5 Cicero, 60 Punkte

M

Satz, 142, 6 A, etwa 23 Kilo

sikschule

DR

oSN

21406 6 Cicero, 72 Punkre (Hohtfuf)

21407 7 Cicero, 84 Puakte (Hohiful)

Stickstoff

Satz, 12 2,6 A, etwa 23 Kilo

:rzgebirge
GRANIT

Sarz, 10 a, 6 A, etwa 26 Kilo

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

72206 Nonparcille, 6
Bei der Ausstattung de
stattung zu unterscheid
DIE ZEITSCHRIFTEN f

72208 Petit, 8 Punkie
Kiezen is een geest
tieve voorkeur uit

DE HERLEVING [

72209 Borgis, 9 Punki
Es hat sich die El
Stellung erobert !

VORTRAGE UB

72210 Korpus, 10 Pu;
All business co
press-copying t
THE TRADE A

72212 Cicero, 12 Pun
Della stessa fai

IL RISORGI}

72214 Minel, 14 Punk

Jahresberid
DIE NEUE

72216 Tertia, 16 Punk
El termino «

EL CONC‘
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Gill Sans

238

THE STORY OF “MONOTYPE” GILL SANS, CONTINUED FROM THE OPPOSITE PAGE

1)
(4x4)

"
axd

REASONS FOR CUTTING GILL SANS: The Monotype Corporation

had no ambition to start a new Fashion in display. That was the
ambition of the *‘old style’ typefounders, who had lost their great market .

262

OL

letter-cutting foundries were not. {12 pt. solid

for “‘body"’ founts, and therefore had to exploit the face-cutting side of their

business. [That side is unknown to the ‘“‘new style" typefounder who simply
Caps & lower case

WHEN, however, it became evident that a *““new”’ sans-serif would
henceforth be in permanent demand, inasmuch as it fulfilled a
permanent need in certain 20th century forms of commercial printing,
The Monotype Corpoaration stepped in with a new design. The stepping-in
was done In order that its customers might be able to produce their own

founts of decent sans-serif at something under halfthecost  «i0 s
of buying them. The choice of a new design, by an inter-
nationally famous letterer, was partly a matter of pride,
but was also dictated by the need for a letter so perfectly
rational that it would cut through all the quibbling about
minor varlations of form. This Intention was specially
manifested when the ““100 per cent. normal l.c.” was cut.

buys or hires ready-made matrices and casts founts on his *‘Monotype”’
Roman & Italic

caster.] The remarkable thing was not that German letter-founders were

the first to follow the lead of a great English designer, but that English
LEFT : COMPOSITION Sizes, 262 roman &
italic showing combination with Heavy 275

THE FIRST ORDERS for ‘‘Monotype’ Giil Sans
came from adventurous printers who had discovered
that their customers would take seriously any work of
art by Mr. Eric Gill, whether it were a statue, 2 wood-
engraving, a stone-cut inscription or a type design. But
the asthetic intelligentzia do not form a mass market.
What started Gill Sans on its extraordinary
career of popularity—what made it first challenge
and then quish its only compaetitor, “‘Chelt."”
in the jobbing field, was not the international fame of
Its designer amongst cultured people. 1t was the
discovery, by large print-buying firms (indeed, by
one man in one such firm) that in *‘Monotype'’ Gill
Sans thers would be found the one perfect face for
large-scale type standardization of printed matter
other than continuous reading matter. When it is

Gill Sans 262

Roman from 72

realized that the vast majority of distinctively 20th
century printing consists of something which Is not
continuous reading matter, it will be seen how Iim-
portant this discovery was.

The value of STANDARDIZATION itself had only
begun to be realized, for most s were still
trying to show each printer how they wanted edch job;
only a few had been forced to save time by adopting
certain rational principles of typechoice, layout, etc.,
and asking printers to conform to them. Mr. 6 G:
Dandridge of the L.N.E.R. had seen the economic value
of standardizing the vast output of time-tables,
posters, handbills, labels, and other ephemeral pieces.

to 14 displ. Ital. 36-14
Boldr.&it.72to 14

DISPLAY sizes: specimens

‘‘Monotype’* GILL Sans appeared as a face which
was simple enough o be fool-proof as long as it was
alone; a neutral face that asked for no special paper
surface or decoration or layout style; a face that
would have a grave and candid beauty if it
were simply let alone to do Its work of
conveying ideas.

available to any Master Printer

[continued overieal

COMPOSITION SIZES shown on this page: 18 rom., |4 rom. &Ital., 12 to 7 pt. rom. & ital. combined in matrix-case with 275

m

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

‘Monotype’

Ty Gill Sans
Ca Sans Serif
Ke Geometric
Te Letterpress
Da 1928

De Eric Gill

Fo Monotype
Co UK

Characteristics

CcSser Vertical terminals

G No spur

M High vertex

Q Short, curved tail

R Wide, curved leg

V W Pointed vertex

a Double-storeyed, curve at foot

b d p Flat junction of bowl to stem
f Narrow

g Double-storeyed

i j Round dots

t Angled bracket connects stem and bar
y Straight tail

f Straight descending tail

p Stem and bow! strokes overlap

GMQRSV
abcdefghij
prstyaefp

Connections

Johnston's Railway Type 1916
Kabel 1927
Granby 1930
Bliss 1996

Availability
Gill Sans is available from Monotype and
resellers

Specimen
Gill Sans specimen sheet. Monotype
Corporation, Salfords, ¢1940 (270x210mm)




wreM O N O TY P E o

A
.
%
>
v 4
7

e HISTORY OF A FAMOUS TYPE FACE.
““MONOTYPE" GILL SANS |

" ¥ROM ITS_INCEPTION 1N_| 928 AS_TITLING CAPITALS 23

TO THE END OF 1935, WHEN IT COMPRISSD
T THE LARGESY RELATED SERIES GROUP

FOR_MODEAN COMPOSITION AND_DISPLAY ___
5 ON A SINGLE DESIGN

MABONS WHY (T WAS FOUND NECEIARY

| OF THE VANIOUY stmEs OF THE DBIGN
ABOVE, 231 * MLOW, 142

In June, 1928, ““Monotype’’ GILL SANS made its first
appearance before the printing industry. The occasion,
an Important meeting of executlve printers, was
worthy of the début of a design which can well be called
“important’’ for its effect on commercial printing.
The programme of th Publicity and Selling Session of the F.M.P.A, Can-
farence at Biackpoot was the first | known as 8 "‘grot™, sad s sueh
public usa of Gill Sans for sny “hunned, The contrasas drawn
burposa; and its Airst published | with another programme, which
soscimen appesred 2 lu inltia), wera
There wers vehament protests | in fevour of the more srcistic job.
against (ts use in the programme, | The ward art was fraely, and ra-
not becausa It was u bod sanusarif, | proschiully, used by most of the
but bacause It was & sens-sart, than | critics.

1t Is worth recording the smotions with which Gill Sans was greeted
on es first public appearanca, bacause the incldent showed what a
ditferent actitude was than taken towards what we now call the
functional job, as against what was called the *‘arc job''. Unless thac
difference is racognized, it Is impossible to understand why
“‘Monotype’* GIti Sans has destroyed so much that lay in
its path: so many imitation woodcut initials, so many “art
borders'’, so many leaden leavings from the past. Gilt Sans
did not enter as '‘another candidate'’ for the crowded
display frames. It certainly did not win its way as ‘‘another
grot'’ (grotesque). It came as a live destroyer of dead metal
and dead categories—such as '‘artistic job'’, or ‘‘mere
commercial printing’’. But in 1928 those two phrases ware
still used to chaltenge the newcomer to the type book.

OBNFWZ
NSPEC

Ay

F£24

¥ IINMHDS43ADd

c 73302zAxmAnisabdouwpiliydjepoqe

PQRSTUVWXYZ

abcdefghijklmnopqrstuvwxyz ze&fifffl

n §T678900QRRSTUVWXYZ AEX
N )1:5FLETIdONWIDIINHDIIADTY

-

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

Gill Sans was designed between 1927 and
1928 by the British artist, sculptor and
letter carver Eric Gill (1882-1940). It was
based on the lettering he had painted in
1926 for the fascia of Douglas Cleverdon’s
bookshop in Bristol. When Stanley
Morison saw the hand-lettered sans serif
capitals, he invited Gill to develop them
into a type family to compete with
geometric sans serifs from Germany, like
Erbar, Futura and Kabel, which enjoyed
huge commercial success across Europe
during the late 1920s. Morison’s acumen
resulted in the release of Gill Sans by the
Monotype Corporation in 1928.

Gill's design is hugely influenced by
Edward Johnston’s 1916 lettering for the
London Underground (pp202-203), which
Gill had worked on while apprenticed to
Johnston. With the opinion that some

of Johnston’s letters were ‘not entirely
satisfactory’, he set out to achieve an
archetypal alphabet that, he said, would
be ‘foolproof'. Integrating Johnston’s
calligraphic principles with geometric
construction methods and classical
proportions, Gill Sans is at once a modern
and traditional design. While its basic
shapes are built from plain lines and

arcs, its letterforms are modelled on

the contours and proportions of Roman
inscriptional lettering for the upper case,
and on early Renaissance Venetian types
for the lower case. This gives Gill Sans a
warmth and humanity rarely seen in sans
serif typefaces and contributes much to its
readability in bodies of text.

In addition, each member of the family
imparts its own individual personality.
Unlike the interpolated weights of most
contemporary types, Gill's were not
generated algorithmically from a single
master design but drawn with careful
attention to specific features. With
considerable input from the technicians
at Monotype's Drawing Office, Gill Sans
was published in four weights, italics,

a condensed face and several display
versions, including Gill Cameo and Gill
Shadow. It quickly became the bestselling
sans serif typeface in Great Britain.

Eric Gill's most enduring contribution
to the history of design, Gill Sans, like
the man himself, has not been without

detractors. It has been notably criticized by

some for having a regular weight that can
look too dark and a light weight that can
look spindly. However, it remains dignified
and authoritative when set in capitals,

and is exceptionally convivial in most text
environments. Gill Sans has been used
around the world for every application
imaginable, communicating with an
unassuming, clear and uniquely English
tone of voice.
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Neuzeit-Grotesk

Ty Neuzeit-Grotesk

Ca Sans Serif

Ke Geometric

Te Letterpress

Da 1928

De Wilhelm Pischner

Fo Stempel

Co Germany

Characteristics

Capitals have old-style proportions

Large x-height

C ¢ G g e Angled terminals

G No spur

J Top bar to left

M Wide, low vertex

Q Short, straight tail

R Straight leg

S s Flat terminals

a Double-storeyed, straight stem

fr t Narrow, vertical terminals

g Single-storeyed

i j Round dots

I Curved foot

t Flat top-stroke

y Straight tail

ACEJMR

abcefghij

kloprstuy

Connections

Erbar-Grotesk 1922
Futura 1927
Nobel 1929
LL Brown 2011
Availability

Neuzeit-Grotesk is available from URW
and resellers

Specimen

Neuzeit-Grotesk type specimen.
D. Stempel AG, Frankfurt, c1932
(297x210mm)
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4747 3 Punki 2,548 BOA 1323&

Dis Kuns, ein Buch ais Ganzes schén v gestalien, hat niemaie hdher gestanden a8 in
Deutachiand 2ur ZeR der Erfinduny des Buchdrucks. Was Guienberg und seine Genos-
500 [m engen Anschius an die sichere Tradition der Hach i

Pegosasn, geseizl und gedruckt haben, hat keiner (hrer Nachioiger daheim oderIm Aus-

DIE KUNST, EIN BUCH ALS GANZES SCHUN IU GESTALTEN, HAT NiE-
MALS HOHER GESTANDEN ALS IN DEUTSCHLAND ZUR ZEIT DER ERFIN-
DUNG DES BUCHDRUCKS, WAS GUTENBERG UND SEINE GENOSSEN IM
ENGEN ANSCHLUSS AN DIE SICHERE TRADITION DER GOTISCHEN HAND-

84 6 Fankl Shy 4CA 1763 £
Dle Kunst, ain Buch als Ganzes schdn zu gestaiten, hat niemais h8her ge-
slanden ais in Deutschiand zur Zeh der Erfindung des Buchdrucks, Was
Gutenberg und seine Genossen im engen AnachiuB an dis sichere Tra-
dition der gotischen Handschrifien geschnitten, gegossen, geselzt und
DIEKUNST, EINBUCH ALS GANZES SCHON ZU GESTALTEN, HAT
NIEMALS HOHER GESTANDEN ALS {N DEUTSCHLAND ZUR ZEIT
DER ERFINDUNG DES BUCHDRUCKS, WAS GUTENBERG UND
SEINE GENOSSEN IM ENGEN ANSCHLUSS AN DIE SICHERE

6986 B Punkt 4 kg 40 A 142

Die Kunst, ein Buch als Ganzes schén zu gestalien, hat nie-
mals hdher gestanden als in Deutschland zur Zeit der Er-
findung des Buchdrucks. Was Gutenberg und seine Ge-
nossen Im engen Anschlug an dle sichere Tradition der

DIE KUNST, EIN BUCH ALS GANZES SCHUN ZU GE-
STALTEN, HAT NIEMALS HOHER GESTANDEN ALS IN
DEUTSCHLAND ZUR ZEIT DER ERFINDUNG DES
BUCHDRUCKS.WAS GUTENBERGUND SEINE GENOS-

6987 WFPUnkE 5 kg 38 A 1303

Die Kunst, ein Buch als Ganzes schdn zu gestaiten,
hat niemals hdher gestanden als in Deutschiand zur
Zeit der Erfindung des Buchdrucks. Was Gutenberg

DIE KUNST, EIN BUCH ALS GANZES SCHON ZU
GESTALTEN, HAT NIEMALS HOHER GESTANDEN
ALS IN DEUTSCHLAND ZUR ZEIT DER ERFIN-

b 0908 10 Penkt Sag 3T A ISR

Die Kunst, ein Buch als Ganzes schon zu gestal
ten, hat niemals hoher gestanden als in Deutsch=
tand zur Zeit der Erfindung des Buchdrucks. Was|

DIE KUNST, EIN BUCH ALS GANZES SCHON
ZU GESTALTEN, HAT NIEMALS HOHER GE-
STANDEN ALS IN DEUTSCHLAND ZUR ZEiT

€580 12 Punkt &g Z8 A s

Die Kunst, ein Buch als Ganzes schon zu
gestalten, hat niemals hoher gestanden
als in Deutschland zur Zeit der Erfindung

DIE KUNST,EIN BUCH ALS GANZES

SCHON ZU GESTALTEN, HAT NIEMALS
HOHER GESTANDEN ALS IN DEUTSCH-

LEICHTE NEUZEIT-GROTESK

Nachrichten aus Presse und Rundfunk

3749 1€ Pun

Moderné Bauweisen von heute
Physikalische Lehrformeln

Ma’gazine for printers

I\h;/;iiasc;mmarsdag

Gé’rdinenstoff

Ruderboot

REPORTAGEN AUS DEM STADION

SIEDLUNG AUF DEM LANDE

JOURNAL DE PHYSIQUE
GRAPHISCHE HEFTE

BUCHGEWERBE
KONFEKTION

FISCHEREI

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.
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8978 6 Punkt Jhg 48 A 1708

Die Kunst, ein Buch als & schén zv ¢ hat n)
h8her gesienden als In D chiand zur Zeit der Erfindung des

Buchdrucks. Wes Guienbarg und seine Ganossen im engen An-
schiu8 an dle sichere Tradltion dar gotlschen Handechrilten ge-

DIE KUNST,EINDUCHALS GANZES SCHUN ZVU GESTALTEN,
MAT NIEMALS HOHER GESTANDEN ALS IN DEUTSCHLAND
ZUD ZEIT DER ERFINDUNG DES BUCHDRUCKS. WAS
GUTENDERG UND SEINE GENOSSEN IM ENGEN AN-

Die Kunst, ein Buch als Ganzes schiin 2u gestalten, hat
niemals hther gestanden als in Deutschiand zur Zeit
der Erfindung des Buchdrucks. Was Gutenberg und
seine Genossen Im engen Anschluf an die sichere
DIE KUNST, EIN BUCH ALS GANZES SCHUN ZU
GESTALTEN, HAT NIEMALS HOHER GESTANDEN
ALS IN DEUTSCHLAND ZUR ZEIT DER ERFINDUNG

Die Kunst, ein Buch als Ganzes schén zu gestal-
ten, hat nlemals hdher gestanden als in Deutsch-
land zur Zeit der Erfindung des Buchdrucks. Was
Gutenberg und seine Genossen im engen An-

DIE KUNST, EIN BUCH ALS GANZES SCHUN

ZU GESTALTEN, HAT NIEMALS HUHER GE-
STANDEN ALS INDEUTSCHLAND ZURZEITDER

6982 10Punkt Skg 32A 1063
Dle Kunst, ein Buch als Ganzes schn zu ge-
stalten, hat nlemals héher gestanden als in
Deutschiand zur Zeit der Erfindung des Buch-
drucks. Was Gutenberg und seine Genossen
im engen Anschiu an die sichere Tradition
dergotischen Handschriften geschnitten,ge-
gossen, gesetzt und gedruckt haben, hatkel-

DIE KUNST, EIN BUCH ALS GANZES
SCHUN ZU GESTALTEN, HAT NIEMALS
HOHER GESTANDEN ALS INDEUTSCH-

Die Kunst, ein Buch als Ganzes schén
zu gestalten, hat nlemals héher ge-
standen als in Deutschland zur Zeit
der Erfindung des Buchdrucks. Was
Gutenberg und seine Genossen im

DIEKUNST,EINBUCHALS GANZES

SCHUN ZU GESTALTEN, HAT NIE-
MALS HOHER GESTANDEN ALS IN

FETTE NEUZEIT-GROTESK

kg 22 A

Handbuch dor modernen chhnli

Formschdne Mobel im Heim

Stahl- ﬁnd Eisenwaren

Eiskdnétlaufmeister

Svensk Ordbok

6 Punk! 14 kg BA 222

Calorimétrie

2 4BPurkt 18K; €A €2

Pentecost

TECHNISCHE LEHRANSTALTEN

EDELHOLZ-VERARBEITUNG

ROSTFREIES BESTECK
WINTERSPORTLER

SPRACHLEHRE
HEIZSONNE

LONDON

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1928

Like Paul Renner's Futura, Neuzeit is a
typeface whose name boldly declares its
own ambitions. The word translates into
English as ‘modern era’, making a
confident claim as an epoch-defining
typeface, although this is something of
an overstatement. Neuzeit-Grotesk is a
serviceable and well-structured geometric
sans serif family designed by Wilhelm
Pischner (1904-89) between 1928 and 1930
for the Stempel foundry in four weights:
light, regular, medium and bold. It was
cut for machine composition and for
hand-setting. The Neuzeit-Grotesk family
was subsequently extended, with two
condensed variants being released in the
late 1930s, but due to World War Il it was
not until 15 years later that accompanying
italics were added.

Compared with geometric sans serifs of its
time, Neuzeit-Grotesk has one major point
of difference. Its x-height is larger than
most others, with shorter ascenders and
descenders, giving a distinctive colour

to bodies of text. Overall, the letterforms
are wide, providing an open and even
appearance on the page, although they
are slightly compressed in the light and
medium weights. Two characters were
originally provided in alternate versions:

a single- or double-storeyed a and a u
with or without a stem.

In 1966, a new version of the typeface
was developed by Stempel and Linotype.
Designed for exclusive use as part of

the corporate identity for the German
engineering company Siemens, it was
called Neuzeit S. Intended for reading
extended bodies of text, the new design
had some of the proportions but none of
the geometric character of the original
Neuzeit-Grotesk. The two typefaces have
very little in common, although they are
often confused with each other.

Despite its evident qualities, in a crowded
marketplace the original Neuzeit-Grotesk
was not extensively used until it was
included in the DIN typeface series by
the Deutsches Institut fir Normung in
1970 as part of its standard for the design
and application of lettering to be used in
signage and technical documentation.

In the DIN 30640 standard, two Neuzeit-
Grotesk weights were redrawn, with all
characters becoming slightly wider,
descenders being elongated, and the
alternate a and u from the original typeface
integrated into the standard character
set. Despite these modifications, the

DIN implementation of Neuzeit-Grotesk
maintained much of its original character.
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Bembo

Ty Bembo
Ca Serif

Ke Old Style

ABCDEGHJKMNQRSTUVWXYZ gise=

De Stanley Morison

abcdefghijklmnopqrstuvwxyz | Fo Monorype

MONOTYPE

=

A Flat apex, high crossbar

G No p

J Descends below baseline, slight hook
K Cur d arm

M Spl ayed

Q Tail below lett

R Very wide, ed right leg

R E G I 'St T.E ‘RS ESD RS ARt M A R K

O’ BEMBO ~

W Crossed centre-strokes

: %
= <
M L =
2 § A SERIES 270: 72 POINT c,) E ;Z%E%E%E?ggeafh
| ':D abcdetgh g % AGJKRW
S — 1Jklmno p g abcdefghiy
2 = 2 orstuyaefg
| 2O qrstuvw! M€
| SR xyzf123 NE
= <€ 4567390 .,% =
<C

abcdefghijklmnopgrstuvwxyzee e e et e
BCDEGH]KMNPQRS TUVWXYZ

AN
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ABCDEFGHJKL

THE MONOTYPE
CORPORATION
LIMITED
Registered Office: $5-56
Lincolns Inn Ficlds

By

1]
B

11111
o

_qn"

abcdefghijklm

nopqrstuvwxyz ?

Z abcdefghijklmnopqrstuvwx

PQRSTUVWXYZ,
abcdefghijklmnopqrstuvw

XYz 12345678901234 56780

QLOS V¢TI

% ,\’Q’ A RENOWNED FACE — ‘MONOTYPE" BEMBO —
‘\'Q,\ / shown in alphabets for your convenience when making layouts.
&, N / Composition sizes begin at 6 pt. Display sizes: 14, 16, 18, 22, 24, 30, 36, 48
Q ; '% 60 & 72
A=\ O
&/ ssarstano O IlO y P e
(@) TRADE MARK -
¥ O
i 60 POINT

N

RSTUWXYZ

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

During the 1920s the Monotype
Corporation, under the direction of
Stanley Morison, embarked on an
ambitious programme to recut a large
number of historic typefaces for machine
composition. The last design in the series
to be executed, Monotype Bembo, was
one of the handsomest of the revivals
and an enduring favourite of Morison's.
Published in 1929, it has proved to be one
of the most popular book types of the
twentieth century.

Monotype Bembo was modelled on a
type cut in 1495 by Francesco Griffo for De
Aetna, a short travelogue by Pietro Bembo
published by the Venetian printer and
publisher Aldus Manutius (pp30-31).
Griffo was one of the first punch cutters

to break away from the constraining
influence of the humanist manuscript
hand. With consummate skill, he exploited
type production technologies to cut and
cast types that were more precisely
formed than had ever been seen before.

Monotype Bembo is carefully constructed
to replicate the sophistication of Griffo’s
designs within the production limitations
of a type for machine composition. It
maintains a calligraphic impression that is
particularly evident in the smooth curves
of its lower case letters and its sharp serif
formation. A particular feature of Bembo,
following one of Griffo’s innovations, is
the way in which the height of the capitals
falls shorter than that of the lower case
ascenders. In practical use these balanced
proportions result in bodies of text that
are light but even in colour overall, making
Bembo very comfortable and easy to

read at length.

The original roman model referenced

by the new typeface was without an
accompanying italic so Morison was
compelled to find one elsewhere.

He commissioned a design from the
contemporary British calligrapher Alfred
Fairbank, who based his version on a
sixteenth-century chancery hand by
Ludovico Vicentino degli Arrighi (pp40-41).
However, this design was not accepted

by Monotype as it failed to match well
with the roman. A more sympathetic
alphabet, modelled on a script by Arrighi’s
contemporary, Giovanni Antonio
Tagliente, is the one that was finally
implemented as Bembo ltalic.
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Univers

Ty Univers

Ca Sans Serif

Ke Grotesque

Te Letterpress

Da 1957

De Adrian Frutiger

Fo Deberny & Peignot
Co France

Characteristics

Cc SsegFlatterminals

G No spur

K k Arms touch stem at joint
Q Flat tail on baseline

R Curved, upright leg

a Double-storeyed, straight stem
frt Vertical terminals

ij Square dots

t Angled top-stroke

y Straight tail

AGMQR
abcefghij
koprstuy

Connections

Helvetica 1957
Forma 1968
Unica 1980
Imago 1982
Availability

Univers is available from Linotype and
resellers

Specimen

Univers specimen. Deberny & Peignot,
Paris, 1957 (290x225mm)

21 variations sur un theme unique
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1957

The Univers family was designed by the
prodigious Swiss type designer Adrian

Frutiger (1928-2015) between 1954 and

1957. Although often thought of as a Swiss

typeface, Univers was made while he was
Peignot foundry. It was commissioned in
response to the technological advances in
printing and production brought about by
the advent of photocomposition.

working in France for the Deberny &

Like Helvetica, released in the same year,
Univers is based on the archetypal sans
serif forms of Akzidenz-Grotesk (pp152-
geometry seen in many twentieth-century
sans serifs was replaced with subtle arcs

53). However, Univers is somewhat
more severe than Helvetica, with every
superfluous feature excised. Frutiger
removed the eccentricities of the
traditional grotesque to produce a
design that is sharply cut, unobtrusive
and supremely versatile. With Univers,
Frutiger initiated a trend towards a large
x-height in the sans serif form. The stiff
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that are slightly squared to produce a very
balanced and legible typeface in both text

and display applications. Vertical and

horizontal stroke widths contrast only
slightly and, like Helvetica, they are
consistently terminated, either horizontally
or vertically, to give a determined quality
to each letterform.

Univers was the first typeface whose
construction was developed as a cohesive
system from the outset. To create a series
of related styles that were diverse but
harmonious, Frutiger unified every
element of the family within a strict
modular framework. He devised a two-
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digit numerical matrix for each member
of the family in order to distinguish one
version from another and to avoid the

working in collaboration with technicians
to add new weights and to expand the
Arabic. Originally drawn in 21 weights and
styles, the Univers family has now grown
to a collection of 44 typefaces.

being assigned to upright styles and even
family with many non-Latin writing

numbers to italics. Frutiger continued to

vagueness of traditional descriptors such
as light, bold, compressed, expanded and
so on. The first digit for each typeface
referred to stroke weight, and the second
to character width, with odd numbers
improve the Univers system cyclically,

systems, such as Greek, Cyrillic and
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Frutiger himself did not regard Univers

as his greatest achievement, saying in a

1979 interview that it ‘does not now have

much actual interest. It is in fact the shape
and character of a particular epoch - the

60s.” Nevertheless, Univers is a landmark
in the history of typography. Integrating
rational design with timeless elegance,

it remains one of the most popular

typefaces available.
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ITC Garamond

Ty ITC Garamon d
Ca Serif

Ke Old Style, Geometric
Te Photocom position

Da 1975
De Tony Stan

Fo International Typeface Corporation
Co USA

Characteristics

Very large x-height

Short ascenders and descenders
Oblique stress

Moderate stroke contrast

Capitals lower than ascender height
Circular bowls
Curving, bracketed serifs

J Descends below baseline, hooked
M Slightly splayed

Q Tail below letter

W Crosse d centre-stro kes

AGJMRW
abcefghij
orstyaefg

Connections

American Typewriter 1974
Serif Gothic 1974
ITC Century 1975
ITC Berkeley Oldstyle 1983
Availability

ITC Garamond is available from Monotype
and resellers

U&lc, Vol. 4, No. 1. International Typeface
Corporation, New York, 1977 (382x290mm)

422

ITC Garamond Light

ABCDEFGHI
JKLMNOPQ
RSTUVWX
YZabcdefgh
ijjkilmnopq
IStUVWXYZ
1234567890
(&L $¢s%1?)

ITC Garamond Light Italic

ABCDEFGHI

KLMNOP
RSTOVIOX
YZabcdejghh

yRImmmnop
qrstuvwxyzz

1234567590
(GL£3¢E%17)

ABCDEFGH
IJKLMNOP
QRSTUVW

XYZabcd
‘efghijklm

nopqrstu
vwxyz1234

567890 (&

£$5¢$%!1?

ITC Garamond Bold

ABCDEFGH
IJKLMNOP
QRSTUVW
XYZabcd
efgbhijklm
mmnnwopqrsi
uvwxyzzl2

34567890
(CL£S3@%!2)

ITC Garamond Bold Italic




ITC Garamond Book

ABCDEFGHI
JKLMNOPQ
RSTUVWX
YZabcdefgh
ijklmnopq
rstu Z
1234567890

(&L£$¢s%!1?

27

ITC Garamond Book ltalic

ABCDEFGHI
JKLMNOPQ
RSTUVWX
YZabcdefgh
ifRImnopq
rstuvwxyz

1234567890
(G L£85¢B%!?)

ABCDEFGH
. JKLMNOP
QRSTUVW
XYZabcd
efghijkim
nopqrstu
vwxyz1234
567890 (&
£8¢$%1?)

ITC Garamond Ultra

ABCDEFGH
IJKLMNOP
RSTUVW
XYZabcd
efghijkim
nopqrsiu
vwxyz1234
567890 (&
£8¢s6&%!1?

ITC Enramond Ultra Italic
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1975

No other typeface has been subjected to
a greater number of revivals than Claude
Garamond’s Roman (pp48—49). Alimost
all of the major twentieth-century

type foundries produced their own
interpretations, and these in turn have
been reconstructed again in transitions
from metal to film and to digital media.
Several other typefaces, such as Sabon
and Granjon, are modelled on Garamond
or inspired by it. Ironically, most
Garamond revivals are misattributed to
him, in fact being based on the typefaces
of Jean Jannon {(pp62-63), who lived
about a century later. Although it is hard
to identify points of fidelity or authenticity
within such a confused historical picture,
few versions have taken greater liberties
with their ancestral namesake than

ITC Garamond.

Drawn by Tony Stan (1917-88), ITC
Garamond was first released in 1975

and was intended as a display face to
complement text matter. Stan’s type
shows some design traits of the Garamond
form. However, it is distinguished by the
even geometry of its thick and thin strokes,
and the corresponding regularity of its
rounded, partially concave serifs. Its
extremely large x-height, diminutive
ascenders and descenders, enormous,
open counters and regular curves operate
in a way that is characteristic of the design
formula that ITC followed throughout

the 1970s.

ITC Garamond'’s generous proportions
and repetitive geometries were ideally
suited to the very close letter spacing
and tight leading that was then in vogue.
It was entirely appropriate for use in
busy magazine headlines and television
media, but in body text the features that
distinguished ITC Garamond became
obtrusive and ungainly. Very regular, very
round and very stunted, it was difficult to
read in long passages.

As a result, although its frequent misuse
for this purpose cannot be blamed on the
type itself, it was often disdained by those
design practitioners who came to regard it
as gaudy, dated and, above all, inauthentic.
In 1987 Paula Scher, for example, publicly
denounced ITC Garamond not for its
appearance or its limited functionality

but for the simple reason that ‘it’s called
Garamond and it's not Garamond'.
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Ty Bell Centennial
Ca Sans Serif
Ke Grotesque
Te Digital
Da1976
De Matthew Carter
Fo Linotype
CoUSA

Characteristics
A Low crossbar
Cc S s e Vertical terminals |

GHasspur

Q Wedge-angled tail

R Straight, angled leg

aDouble-storeyed -
frt Vertical terminals

g Single-storeyed

i j Square dots e
k v w x Exaggerated ink traps

t Flat top-stroke

y Curved, flat tail

AGMQRS

koprstuy

Connections

Bell Gothic 1938
Verdana 1996
Eunuverse 1998
Retina 1999
Availability

Bell Centennial is available from Linotype
and resellers

Specimen -
Matthew Carter: Bell Centennial
(Type & Technology Monograph No. 1).
The Cooper Union, New York, 1982
(280x225mm)

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1976

In 1976 AT&T commissioned British type
designer Matthew Carter (1937-) to create
a new typeface for exclusive use in their
telephone directories. The design had to
address multiple technical and optical
problems to overcome the limitations of
directory printing. The solution, named
to commemorate the company’s 100th
anniversary, was Bell Centennial.

AT&T’s requirements were exacting. The
new typeface, to be typeset using cutting-
edge cathode ray tube technology, should
be at least as economical in its use of
space as Bell Gothic, the typeface that had
been used in the directories since 1938.
Pages set in the new type were to contain
the same amount of information or more.
Words should also be easy to read and
highly legible, but not in the conventional
manner of the continuous text found in
bookwork; in the directories, both letters
and numbers had to be recognized quickly
and accurately so that subscribers could
locate information efficiently. Above all,
the new type was to achieve all of these
objectives without degradation or loss of
legibility when printed at high speed on
low-grade newsprint paper in extremely
small point sizes.

To achieve absolute precision, Carter drew
every character for the size and resolution
at which it would be output, pixel by pixel,
on gridded paper. The addition or removal
of a single pixel in a curve or angled stroke
could have a completely transformative
effect on the appearance of each 6-point
letter when viewed at final size. He also
employed a number of strategies to
achieve optimum legibility. Bell Centennial
is condensed, with wide letter spacing

and a tall lower case x-height, allowing

for open counterforms. Strokes have a
determined quality, with very emphatic
terminals. In order to compensate for ink
spread in the printing process, Carter
inserted deeply angled ink traps at all of
the stroke junctions. These could fill in as
the ink was absorbed into the newsprint
substrate, but the letterforms and their
internal spaces would remain unimpaired,
leaving the text easily readable. However,
at large point sizes Bell Centennial’s
unusual features provide a unique
personality that has been used by many
designers seeking to make a feature of
such points of difference.

Bell Centennial is one of many typefaces
Matthew Carter has designed to

overcome strict technical limitations,
including Georgia (pp554-55) and Verdana
(pp560-61). It is a textbook example of

the inconspicuous nature of the most
assiduous type design, solving specific
problems in specific contexts — as designer
Gunnlaugur Briem said, like ‘a bulletproof
rhinoceros that could dance Swan Lake'.
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Neue Helvetica

Ty Neue Helvetica

Ca Sans Serif

Ke Grotesque

Te Digital

Da 1983

De Max Miedinger

Fo Stempel / Linotype
Co Germany

Characteristics

CcSse g Flat terminals
G Has spur_
Q Straight, angled tail
R Curved, upright leg

a Double-storeyed, small curve at foot i B

frt Ve_rtlciltermlnals_; -
ii Square dots

abcefghij
koprstuy

Connections

Akzidenz-Grotesk ~ c1898
Helvetica 1957
Unica 1980
Neue Haas Grotesk 2010
Availability

Neue Helvetica is available from Linotype
and resellers

Specimen
Neue Helvetica type specimen sheet.
Linotype, Bad Homburg, c1988

(210x287mm)
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Originally designed for hand-setting

by Max Miedinger (1910-80) in 1957,
Helvetica (pp346-47) was updated and
adapted over the years for all methods
of compaosition, from hot metal and
phototypesetting to the first-generation
of digital typesetters. In the process,
character weights, proportions and
spacing were sometimes compromised
in order to comply with the limitations
of each technology.

Neue Helvetica is a rationalization of the
typeface family for digital typesetting
that radically overhauled and extended
the original design. It was developed in
1983 at D. Stempel AG, then a Linotype
subsidiary, by a team led by René
Kerfante and Wolfgang Schimpf, working
in consultation with Erik Spiekermann.
After planning an extensive progression
of weights and styles — from ultralight

to black, and from condensed to
extended - the Stempel type design
studio reconstructed the Helvetica family
from the ground up, drawing every
character to exacting quality standards
for use in Linotype’s latest Linotronic
range of typesetting machines.

With a more structurally unified set of
glyphs, subtle changes were made to
character contours, heights and widths
to improve legibility. The spacing of
numerals was also increased and
punctuation marks were made heavier.

The new family was among the most
extensive of its time, with a total of 51
styles comprising nine weights with italics
in three widths {normal, condensed and
extended) and an outline variant based
on the Helvetica 75 Bold weight. To
accommodate the extent of the family

a logical number-based naming scheme
was implemented, similar to that used

for Univers (pp350-51).

The synthesis of aesthetic, technical

and organizational refinements that
resulted from Helvetica’s standardization
programme ensured its continued market-
leading status in the digital era. ‘Though
often copied’, read the sales leaflet issued
by Stempel at the time, ‘our Helvetica has
never been surpassed.’

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

Mergenthaler Type Library Typefaces/Schriften/Caractéres

neue Helvetica’75

bold/halbfett/demi-gras

07472 12 pt Design

Sans Serif /Serifenlose Antiqua/Antiques
D. Stempel AG, 1983
Linotype

abcdefghijkimnopdqt
stuvwxyz fifIB &
ABCDEFGHIJKLMN
OPQRSTUVWXYZ

1234567890

-,:; 1 “”-o«»*o/o

c,()[]/'rt§$£¢f
AAAAAAAZECCEEEEEGIININOOOOT
O0CESUU0UUZ44aa33a2
céeéeeagiililino660e600esiiu

. A\

Parameter for 10 pt/Parameter in 10 pt/Parametre pour 10 pt :
H25tmm  k2.51mm x1.81mm p0 64 mm kp3.15mm  Ep3klg|
HO 099Inches k 0.099Inches x0.071inches p0.025Inches kp0.124 Inches Ep0iSt

Factor /Faktor /Facteur 1.00

* Given in pica point/Angaben in pica point /Toutes indications en poInts pica



1983

Linotype

I mm/6 pt* (2.25 mm®) T 250 mm(7pt*) D +1 H151mm

sfghijkimnopqrstuvwxyz abcdefghljkimnoparstuvwxyz abcdefghijkl 1234567890
ry type design the basic character is determined by the uniform design character
of all letters in the alphabet. However, this alone does not determine the standard
) typeface and the quality of composition set with it. The appearance is something
lex which forms itself out of many details, like form, proportion, rhythm etc. If eve

APPEARANCE IS SOMETHING COMPLEX WHICH FORMS ITSELF OUT OF MA

6mmi7 pt* (2.63 mmo™) V2 75mm{Bpt*) > +1 H176 mm

Jefghijkimnopqrstuvwxyz abcdefghijkimnopqrstuvwxyz 1234567890
eder Schriftgestaltung wird der Grundcharakter eines Alphabets von
eitlichen Formmerkmalen der Buchstaben bestimmt. Er allein besagt
1nichts iiber das Niveau einer Druckschrift und die Qualitit des Satzge
s. Das Erscheinungs bild ist etwas Komplexes, das sich aus vielen Ein
M UND PROPORTIONEN SIND DIE WICHTIGSTEN KRITERIEN BEI

Tmm/8 pt* (3.00 mmP™ WV 3.25mm(9.25pt*) >0 H201mm
defghijkimnopqrstuvwxyz abcdefghijkimnopqrstu 1234567890
tyle de chaque caractére d'imprimerie se détermine par des ca
éristiques qui sont les mémes pour toutes les lettres de I'alpha
Dans tous les rapports formels et autres relations il s’agit de ph
ménes optiques irréductibles aux régles mathématiques etque
JTRE PART MALGRE TOUTES LES RESSOURCES DE MEC
6 mm/9 pt* (338 mm®Y) 7 350mm (10pt*) &0 H226mm
defghijkimnopqrstuvwxyz abcdefghijkimn 1234567890
very type design the basic character is determined by th
uniform design characteristics of all letters in the alpha
, However, this alone does not determine the standard of
typeface and the quality of composition set with it. Thea
E APPEARANCE IS SOMETHING COMPLEX WHICH
ImmA0pt* (375 mme) ¥V 4.00mm(15pt*) &0 H251mm
>defghijklmnopqgrstuvwxyz abcdefghi 1234567890
jeder Schriftgestaltung wird der Grundcharaktere
es Alphabets von einheitlichen Formmerkmalende
-Buchstaben bestimmt. Er allein besagt noch nicht
ar das Niveau einer Druckschrift und die Qualitatde
RM UND PROPORTIONEN SIND DIE WICHTIG
7 mor/1 ! ptt i 13 mm™g W 450 mm (12.75pt") 80 H276 mm
cdefghijkimnopqrstuvwxyz abed 1234567890
style de chaque caractére d'imprimerie se dét
mine par des caractéristiques qui sontles mé

 pour toutes les lettres de I'alphabet. Dans tou
\UTRE PART MALGRE TOUTES LES RESSI
2 mm /12 ptt (4.50 mm®™) T 4725 mm(13.5pt") 0 H3.01mm

cdefghijkimnopqrstuvwxyz a 1234567890
every type design the basic characterisde
termined by the uniform design characteri
ics of all letters in the alphabet. Howevers

IE APPEARANCE IS SOMETHING COM

O 492 mm/14pt* (5.25mmP™) D -1 H3.51mm

In every type design the basic characte

A 5.62mm/16 pt* (6.00 mm*™) D> ~1 H4.02 mm

Bei jeder Schriftgestaltung wird de

9fF
A 6.33mm/18 pt* (6.75 mm®™) > -1 H4.52mm
Le style de chaque caracteredi * :
For alla nya stilar bestamsal
In elko letterontwerpw .
Emtodo odesenhol |

In ciascuna seri -

N 16.87 mm/48 pt* (18 00 mm®*) > -2 H 12.05 mm

En cadatirp -

36

A 21.09 mm/60 pt* (22.50 mme™) [> -2 H 15.06 mm

De n e n Sa i

\

£ 2531 mm/72 pt* 27.00 mme™) [> =2 H 18.07 mm |

B t 601
72

A 29.52 mm/84 pt* (31.50 mm®™™) [> -2 H 21.08 mm

Muoto
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Chicago

Ty Chicago
Ca Sans Serif
Ke | Geometru:
Te | Dlgltal

Da 1984
De Susan Kare
Fo Apple Computer, Inc.
CoUSA

Characteristics

Variable width, propomonally spaced
characters, not monospaced
Largex helght -

Short ascenders and descenders
Strong strokecontrast
KM N W Wide

a Arch touches bowrl atleft

& Has flourish

‘#%'/\*@A" Thin strokes

AEGKMNS
abcefghi

koprstuy

Connections

Geneva 1984
Lo- -Res 1985
Lucida 1985
Charcoal  19%
Availabiity
Not available o
Specimen

Chicago type specimen - screen, greyed
out and TrueType versions, composed by
author, 2015 (220x120mm)

454

As a student Steve Jobs occasionally
attended calligraphy classes simply out

of personal interest: ‘| learned about serif
and sans serif typefaces, about varying the
amount of space between different letter
combinations, about what makes great
typography great ... Ten years later, when
we were designing the first Macintosh
computer, it all came back to me. And we
designed it all into the Mac. It was the first
computer with beautiful typography.”

Chicago was the first typeface to be
developed for the Apple Macintosh in
1983. It was designed by Susan Kare
(1954~-) specifically for use on-screen,
initially in one size only, 12 pixels high.
Like the Mac itself, Chicago was robust
but exceptionally user-friendly and

it became integral to the early Mac
interface, appearing in all menus, dialog
boxes, window titles and text labels of
the operating system from 1984 until
1997. Because it was an immediately
recognizable feature of its identity, Apple
also made extensive use of Chicago in
marketing communications throughout
this period.

Like Kare's other contributions to the first
Mac interface, Chicago’s groundbreaking
design has no precedent. Working only in
black and white pixels on an extremely
limited grid, with no reference points
other than the raw computer bitmap types
of the time, Kare managed to achieve a
well-modulated typeface with subtly
contrasting stroke widths, making it easy
to read even on the low-resolution Mac
computer screen. Chicago contains no
curves, only pixel staircases, but at a
normal reading distance the jagged
corners seem smooth and rounded while
the main stems and cross-strokes remain
straight and evenly spaced. The use of
proportional letter spacing was a major
innovation of the Mac platform, allowing
Chicago to approach the readable qualities
of printed matter. One of Chicago’s less
obvious but equally well-considered
functions was that it could remain clearly
legible while being greyed out by means
of the removal of alternate pixels to
indicate a disabled menu item.

In addition to Chicago, the first Mac
operating system featured several other
innovative types by Kare, including New
York (a serif), Geneva (a sans serif}, Athens
(a slab serif), Los Angeles (a script) and
San Francisco (a font using assorted
characters). As the Mac operating system
developed over time Apple commissioned
the type foundry Bigelow & Holmes to
create a vector-based version of Chicago
for use in print. The TrueType version,
shown at far right, replaced all of the
bitmaps with curves but otherwise
remained faithful to Kare’s unique vision.

12pt Chicago
ABCDEFGHIJKIM
NOPOQRSTUDWHYZ
abcdefghijkim
nopqrstuvwryz
0123456789%
ARAEEETTIGBA0U
UCN¥ERadaeée
itiodoglvifiea
®SESBCEI?MAN

12pt Chicago @ 288%

ABCDEFGHIJKLM
NOPORSTUDIUHYZ
abcdefghijkim
nopqrsturwryz

8123456789&

e &N

AAREEEI1TO0 0D
UCN¥Efadasde

oo glvines
®SLEBf;1 7m0
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12pt Lhicays

{BL DEFBHIJKIM
NOPORSTUBIIRYZ
abrdefghijkim
ROPHISBIHYZ
Bi23456789%
RiREEE{TIDEBO0
HENPIE R 833688
{Tis afnitiow
RILID 2R Q

12pt (hicago & 2887

BREBEFLHLIKIM

WOPHRTHEHNY S
- abugotyhikim

L anpHrsigsmnge

G4SN TRGY

saafirifiniads
NI 854680
§RE g iniiipe
BBV T HAD

P
Mw.}

1984

12pt Chicago 1T
ABCDEFGHIJKILM
NOPQRSTUUIWRYZ
abcdefghijkim
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Gerstner Original BQ

Ty Gerstner Original BQ
Ca Sans Serif

Ke Geometric

Te Digital

Da 1987
De Karl Gerstner
Fo Berthold

Co Switzerland

Characteristics

High stroke contrast

B P R X 8 Open counterforms
CcSseAngled terminals
EFJLS Narrow

G No spur

M N V W Curved stroke junctions —
a g Single-storeyed

c r Ball terminals

f t Narrow with vertical terminals
i j Large round dots

t No foot

ABEGM
abcefghij
koprstw

Connections

Futura ) o ] ] 1927
Peignot - 1937
Replica 2008
Minuscule ] ) 2005
Availability o

Not available

Specimen

Karl Gerstner: Designing Programmes,
third edition. Lars Mller Publishers,
Zurich, 2007 (250x178mm)
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IBM original bold/light/reqular. Text by Vilém Flusser (Die Schrift, Immatrix Publication)

Der Versuch, dem hinter der Erfindung

des Alphabets verborgenen Motiv nachzu-

spiiren, hat scheinbar zwei verschiedene
Antworten erhalten. Die eine besagt,

die Absicht der Erfinder sei ikonoklastisch
gewesen: nicht Bilder (auch nicht Ideo-
gramme), sondern Laute seien beim
Schreiben zu bezeichnen, damit sich das
BewuBtsein vom bildgebundenen
magischen Denken befreie. Die andere
Antwort besagt, die Absicht der Erfinder
des Alphabets sei das Aufstellen eines
linearen Diskurses gewesen: Beim

Schreiben sollen Laute bezeichnet werden,

damit ein folgerichtiges Sprechen statt

dem mythischen, kreisenden Raunen in die

Wege geleitet werde. Betrachtet man

jedoch diese beiden Antworten ndher, stellt

man fest, da beide dasselbe aussagen.

Die Erfinder des Alphabets sahen in Bildermachern
und in Mythagogen ihre Feinde, und sie machten
mit Recht keinen Unterschied zwischen beiden.
Bildermacherei und Bilderanbetungen (Magie)
sowie das dunkle, kreisende Raunen (Mythos)
sind die zwei Seiten derselben Miinze. Das Motiv
hinter der Erfindung des Alphabets war, das
magisch-mythische (,prahistorische*) BewuBtsein
zu tiberholen und einem neuen (,,historischen®)
BewuBtseine Raum zu gewdhren. Das Alphabet
wurde als Code des historischen BewuBtseins
erfunden. Falls wir das Alphabet aufgeben sollten,
dann woh! darum, weil wir unsererseits das
historische BewuBtsein zu iiberholen bemiiht sind.
Wir sind des Fortschritts miide geworden, und
nicht nhur miide: Das historische Denken hat

sich als wahnsinnig und mérderisch erwiesen.
Das ist der wahre Grund (und nicht die
technischen Nachteile des Alphabets), weshalb
wir bereit sind, diesen Code aufzugeben.

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

1987

Karl Gerstner (1930-2017) was an eminent
typographer and graphic artist whose
work was characterized by the use of
analytical methods in the design of visual
communications. He was also well known
for his long-standing interest in sans serif
typefaces, particularly Akzidenz-Grotesk,
which he used throughout his career.

In 1964 Gerstner made a detailed study of
Akzidenz-Grotesk as the basis for a rational
type system. This was later published by
Berthold and named Gerstner Programme.
Speculating on the future of the alphabet
at that time he wrote that the sans serif
‘does not represent the final stage’ of its
own evolution. Around 20 years later the
opportunity arose to test this proposition
in the design of a new corporate typeface
for IBM. Gerstner regarded Futura as

the highest ‘intermediate stage’ in the
progression of the sans serif and decided
to develop a new geometric form that
would move the paradigm forward. The
new sans serif would show no influences
of handwriting whatsoever but would
integrate the functional qualities of
traditional types, such as the differentiation
of horizontal and vertical stroke widths in
order to facilitate the flow of reading.

The result, IBM Original, anticipates the
automated, interpolated type design
methods that followed a few years later
with the advent of personal computing. It
is the product of an analytical development
process compensated by means of optical
and ergonomic interventions. In the
vertical axis, IBM Original divides into

15 equal sections. The x-height occupies
exactly eight of these sections, the
ascender uses four and the descender
three. Capital heights fall one section
below the ascenders. IBM Original’s letter
contours are logically constructed using a
number of individual strategies. Greater
stroke contrast is evident than in most
sans serifs and letter proportions are
variable; both of these features conforming
loosely to an old-style model. To decrease
the bulk that would otherwise accumulate,
counterforms are left open wherever
possible, and strokes that meet at angled
junctions are truncated. In the progression
of the typeface’s four weights, strokes
increase in a fixed ratio of 1:1.25, resulting
in absolute consistency.

IBM rejected Gerstner’s proposal,
choosing Bodoni instead. The Berthold
foundry released a digital version of the
typeface in 1987, naming it Gerstner
Original BQ. The designer himself went
on to republish the typeface as KG Vera
and later overhauled it as KG Privata for
use in his own project work. Although
it may not represent the new paradigm
Gerstner had hoped to achieve, it
remains an ambitious investigation

into the potential of the sans serif.
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Rotis

!
Ty Rotis Characteristics Connections
Ca Serif / Sans Serif Four separate typefaces: sans serif, Univers Condensed 1957
Ke Superfamily semi sans serif, semi serif, serif Frutiger Condensed 1975
Te Photocomposition Common character construction Lucida family 1985

Da 1988 Based on condensed elliptical forms Thesis 1994
De Otl Aicher C ¢ Hooked upper finial
Fo Agfa e Extremely high bar and small eye a e g
Co Germany g Single-storeyed in sans serif, : Availability
double-storeyed in serif Rotis is available from Monotype and
ABC abeg =
Specimen

Otl Aicher, Typographie, facsimile of 1989
edition. Hermann Schmidt Verlag, Mainz,
2005 (295x275mm)

ABCabeg

der ideologische krieg zwischen den ver-
tretern der grotesk-schriften und den ver-
fechtern der klassischen antiqua erscheint
iberholt. auf der einen seite verfocht man i
eine bessere lesbarkeit, wie sie ohne zweifef’
A der antiqua eigen ist, wegen ihrer unter-
i schiedlichen starke bei den vertikalen und
horizontalen strichen. auf der anderen seite!
- vertrat man eine formale qualitat der ein-
fachheit und den verzicht auf historische
zufalligkeiten, wie die serifen. beide stand-
punkte haben etwas fir sich. {
so ergab sich die frage, ob es eine schrift!
geben kann, die die schmucklose qualitat def
grotesk besitzt, andererseits die lesequalita
der antiqua, die auf der unterschiedlichen
strichstarke beruht. gibt es eine serifenlose’
antiqua oder, was dasselbe ware, eine groted
mit unterschiedlichen grund- und haar-
strichen? 1
in dieser richtung gab es in letzter zeit
verschiedene versuche. die hier vorgelegte/
rotis-schrift will diese absicht in einer ge-
brauchsschrift verwirklichen, die auch fijr".
den buch- und zeitungsdruck geeignet ist.
tinks ein grotesk-schnitt der rotis-fami=
lien, rechts die semigrotesk, ein zwischen-'
schritt zwischen grotesk und antiqua. die
zukunft dirfte dem rechten schnitt gehorer
wahrend man in zweifel ziehen darf, ob die}
reine grotesk ihre aktualitat erhalten wird:
ihr bild ist zu formalistisch und starr. dage=""
gen ist die semigrotesk differenzierter, a;r_i,i
&

Es ist schon ein groBer Unterschied, ob man Schriften
beurteilt nach der formalen Schonheit ihres Alphabets
oder nach ihrem Gebrauch, in ihrer Anwendung etwa
als Buch oder Zeitung. Hat man groB3e Schriften vor sich,
etwa in einem Plakat oder in einer Anzeige, wird man
geneigt sein, die Schrift nur nach einzeinen Buchstaben,
das hei3t also nach der asthetischen Qualitat des einzel-
nen Zeichens zu bewerten und nicht nach ihrer Leistung,
das Lesen zu erleichtern (oder auch zu erschweren).

Fiir den Typographen gilt als wichtigster MaBstab, wie
gut kann man eine Schrift lesen. Die Lesequalitaten sind

e v o8

kulierter und in den wortbildern deutliche

die rotis-schriftfamilie hat vier schnitte oder
charaktere: eine grotesk, eine semigrotesk,
eine semiantiqua und eine antiqua. auf einen
einzelnen buchstaben bezogen, ergeben sich
unterschiede wie bei dem gemeinen h auf
der rechten seite oben. der schnitt der rotis-
grotesk hat in der grundstruktur dieseibe
gestalt wie die anderen schnitte. nur ist die
! strichstarke gleich stark. es gibt lediglich
i feine nuancen beim beriihren und einlaufen
von strichen.

The Rotis family has four faces or members,
namely a Grotesque, a semi-Grotesque, a
semi-Roman and a Roman. The same letters
in different faces differ as exemplified by
the small h, top right. The Rotis Grotesque
face has the same basic structure as the
other faces. But stroke strength is uniform.
There are merely subtle variations where

5 strokes commence and touch.

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

The ideological warfare between the
representatives of Grotesque faces and/th¢
advocates of classical Roman type seems| &
to have ended. One side advocated better
legibility, a quality that is undeniably ems
bodied in Roman type with its variations
between vertical and horizontal stroke
strengths. The other argued for formal
simplicity and the eschewal of historical
features such as serifs. There is somelh
to be said for both stances. ¢
The question thus presented itself
whether a typeface could be found that chis
bines the unadorned quality of Grotesque:
with the legibility of(llioman, founded onf§ s
its variations in stroke strength. Is a san=¥
serif Roman type conceivable or, on thej
other hand, a Grotesque with differen
weighted main and hairline strokes? &
There have been several attempts h{
recently to find out. Rotis type seeks to 3
fulfil these requirements in a functional
type also appropriate for letterpress and
newspaper printing. :
Left, a Grotesque version of the Rotis
family; right, semi-Grotesque, somewhere:
between Grotesque and Roman. The futures
of the right-hand face is virtually assure
whereas it may be open to doubt whether¥:
the undiluted Grotesque will remaina
force. Its appearance is too rigid and for [
mal. The semi-Grotesque, by contrast, sl
more complex, expressive and distinct i



Rotis was created in 1988 by Otl Aicher
{1922-91), a leading German graphic
designer of his generation. It is one of

the first superfamilies, a coordinated

type system consisting of four separate
subgroups: a sans serif, a modulated semi
sans, a serif and a semi serif typeface.
Aicher’s goal was to design a systematic
collection of types that could serve almost
any typographic purpose. He believed
that consistency could be achieved by
using differences in the choice of
character contours within bodies of text
to communicate differences of meaning,
while preserving an even overall tone and
a shared design space at the same time.

He intended to achieve maximum legibility
through a highly unified yet differentiated
system in which all four variant faces could
be interchanged seamlessly.

‘He thought lines of text should form

an even block of tone’, Robin Kinross has
written. On this basis, Rotis cannot be said
to be very effective. The four families,
consisting of 17 variants including
corresponding italics, are so similar in
shape and proportion and therefore so
lacking in contrast that they are not easy to
distinguish from one another on the page.
However, taken individually, some features
of the subfamilies have merit. While the

serif group is somewhat awkward, and the
semi serif is wilfully peculiar, Rotis Sans
and SemiSans are generally well-balanced
typefaces that have become extremely
popular in their own right, notably in brand
communications. The Rotis typefaces

are unusually condensed overall, a
characteristic that is of particular use in
typesetting for the German language.

Despite its rich personality and its
undoubted popularity, Rotis is not held in
high regard by all. As Erik Spiekermann
has asked, ‘Isn’t the truth about Rotis that
it has some great letters, but they never
come together in one typeface?’

1hhh

s ist schon ein groBer Unterschied, ob man Schriften
eurteilt nach der formalen Schonheit ihres Alphabets
der nach inrem Gebrauch, in threr Anwendung etwa
s Buch oder Zeitung. Hat man groBe Schriften vor sich,
twa in einem Plakat oder in einer Anzeige, wird man
eneigt sein, die Schrift nur nach einzelnen Buchstaben,
as heiBt also nach der asthetischen Qualitat des einzel-
en Zeichens zu bewerten und nicht nach ihrer Leistung,
as Lesen zu erleichtern (oder auch zu erschweren).

Fiir den Typographen gilt als wichtigster MaBstab, wie
ut kann man eine Schrift lesen. Die Lesequalitaten sind

e vier starken der rotis-semigrotesk. die
iden fetteren schnitte dienen der auszeich-
ung und hervorhebung, etwa bei plakaten
der titeln.

he four weights of Rotis semi-Grotesque.
he two bolder faces are designed for em-
hasis in, for instance, posters and head-

gs.
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Es ist schon ein groBer Unterschied, ob man Schriften
beurteilt nach der formalen Schonheit ihres Alphabets
oder nach ihrem Gebrauch, in ihrer Anwendung etwa
als Buch oder Zeitung. Hat man groBe Schriften vor sich,
etwa in einem Plakat oder in einer Anzeige, wird man
geneigt sein, die Schrift nur nach einzelnen Buchstaben,
das heiBt also nach der dsthetischen Qualitat des einzel-
nen Zeichens zu bewerten und nicht nach ihrer Leistung,
das Lesen zu erleichtern (oder auch zu erschweren).

Fiir den Typographen gilt als wichtigster MaBstab, wie
gut kann man eine Schrift lesen. Die Lesequalitaten sind
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Found Fount / Bits

Ty Found Fount / Bits
Ca N/A
Ke N/A
Te N/A
Da 1989
De Paul Elliman
Fo Paul Elliman
Co UK

Characteristics

No glyph is ever repeated
Glyphs as objects

Glyphs as photographic images of objects
Glyphs as vectored images of objects

Connections

Abraham de Balmes’ Alphabet 1523
Nude Alphabet e 1970
The Alphabet 2001
Lvno 2010
Availability

Not available. A digital prototype, Bits, was
published in 1995 in Fuse 15: ‘Cities’".

Specimen
Paul Elliman, Qwertype, 2015

474

Paul Elliman’s Found Fount is the
realization of his statement that he
‘always mixed up words like typography,
topography and typology’. Elliman (1961-)
is a graphic artist based in London whose
work explores typography, language and
the man-made environment. Found Fount
consists of a huge collection of rubbish -
small discarded objects discovered on the
street, in trashcans or in industrial waste -
that he uses, without any modification, to
represent linguistic signs.

Begun in 1989 and originally named Bits,
the Found Fount project fulfils a number
of conditions. Elliman’s principal aim is to
create a usable writing system in which
no symbol is ever used more than once.
This requires an infinite quantity of signs
and therefore an infinite number of objects
that must be collected, categorized and
systematically catalogued. This influences
the range of possible sizes that can be
included in the system. Every object must
be consistent - small enough, Elliman
says, ‘to fit in the mouth or be passed
from hand to hand, like money’.

All of the elements in Found Fount

exist as objects in the world but they can
also be translated into two-dimensional
representations of themselves as
photographs, scans or drawings, and

thus recycled either as images or distilled
to linear form and converted into digital
type. The project was first published as

a PostScript typeface in 1995 when it

was released in Fuse 15: ‘Cities’, an issue
of a seminal journal of experimental
typography published by Neville Brody
(pp488-89). An expanded version of

the typeface was subsequently released
through Lineto in 2003, and Elliman has
since investigated OpenType technology to
generate a continually expandable system.
However, more recently he has chosen

to present the collection as typological
arrangements in exhibition installations.

The Found Fount project questions the
nature of representation in language,
exploring Elliman’s proposition that
“Writing gives the impression of things’,
and that, ‘Conversely, things can give the
impression of writing’. By crossing the
boundary between the construction of
artefacts and the construction of language,
Found Fount describes the world using the
world itself, perfectly illustrating Henri
Lefebvre’s notion of the city as a ‘found
object created by its citizens’. It reflects
Elliman’s belief that literacy is a universal
attribute of human nature and culture.
‘Even if we could imagine a world without
words,” he has written, ‘it would be held
together by a kind of typography ... The
structures and formats of an irrepressibly
modern world, configured around unit-
shifting patterns of production, display
and consumption.’

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.







Kdobe Garamond¥

Ty Adobe Garamond ___ Characteristics - Connections
Ca Serif . Oblique stress Garamond’s Roman c1538
Ke Old Style, French Moderate stroke contrast AM R\ -x / Sabon 1967
Te Digital I Capitals lower than ascender height Adobe Minion 1990
Da1988 = A Cupped apex -~ AdobeJenson 199
De Robert Slimbach ~ J Descends below baseline o
FoAdobe =~~~ MSiightlysplayed b d f h
Cousa QTail below letter a, C e g lJ Availability
RCurvedleg - - ’ Adobe Garamond is available from Adobe
W Crossed centre-strokes . andresellers n B
a Double-storeyed, straight mid-stroke
f Extended arch OrStUYde g
g Double-storeyed, large lowerbowl === 4 = JC>  Specimen
Adobe Originals Garamond specimen.
Adobe Systems Inc., San Jose, 1989
{228x144mm)
Regular
Regular :
At the gates of the forest, the surprised 617 At the gates of the for est,

man of the world is forced to leave his

city estimates of great and small, wise
and foolish. The knapsack of custom
falls off his back with the first step he

makes into these precincts. Here is sanc-

the surprised man of the
world is forced to leave his
city estimates of great and
small, wise and foolish.

At the gates of the forest, the sur- e The knapsack St chistom

prised man of the world is forced to Gllsoffb

leave his city estimates of great and alls o1T n1s bac WIF the

small, wise and foolish. The knap- first step he makes into

sack of custom falls off his back with

the first step he makes into these At the gates of the

precincts. Here is sanctity which ! |
forest, the surprised

At the gates of the forest, the . :

surprised man of the world is man of the wor ld 1S ;

forced to leave his city estimates forced to leave his I

of great and small, wise and - : |

foolish. The knapsack of custom City est1mate§ ofgreat

falls off his back with the first » and small, wise and

step he makes into these pre- S %% foolish. The knap-

cincts. Here is sanctity which e . P

AT THE GATES OF THE ‘l.
AT THE GATES OF THE AT THE GATES
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The technologies that arrived in the final
quarter of the twentieth century prompted
a tidal wave of revivals. A huge number of
types from earlier technological eras, from
letterpress through to photocomposition,
have been referenced, reinterpreted or
copied directly for new digital typefaces
over the past three decades. Adobe’s first
historical revival, Adobe Garamond, is
among the best of these.

Adobe Garamond is Robert Slimbach’s
(1956-) digital interpretation of the roman
types of Claude Garamond (pp48-49)
combined with the italics of Robert

Granjon (pp58-59). Slimbach’s design is
based on a profound understanding of its
historical sources, drawing inspiration
from original sixteenth-century originals
in the collections of the Plantin-Moretus
Museum in Antwerp.

The design for Adobe Garamond began
in 1988 and progressed over a year.
Slimbach began by studying Garamond
reproductions, selecting Garamond'’s
‘vraye parangonne’ size — approximately
18 point - from a facsimile of the well-
known Egenolff-Berner specimen sheet of
1592 as the primary model for the roman

design. He then prepared a set of trial
drawings that were digitized and made
into a working prototype.

In order to verify the authenticity of his
design and its fidelity to its historical
sources, Slimbach subsequently visited
the Plantin-Moretus Museum to study
Garamond'’s and Granjon'’s types and
printed specimens at first hand. This
research had a radical effect on the
direction of the project. ‘'The experience
of studying near flawless proofs of
Garamond’s and Granjon’s types was a
revelation’, he reported later. He undertook

1989

a major overhaul of the roman design
and redrew the italics from scratch.

With Adobe Garamond, Slimbach made
a significant and enduring contribution
to typography in the electronic age. He
captured the delicacy and poise of the
original Garamond and Granjon typefaces
while creating a comprehensive typeface
family that offers all the advantages

of contemporary technology. Adobe
Garamond is probably the most efficient
and dependable of the many versions of
Garamond available today - a classic
rejuvenation of a classic original.

Regular

At the gates of the forest, the surprised man of the world is forced to leave his city estimartes
of great and small. wisc and foolish. The knapsack of custom falls off"his back with the first
step he makes into these precinces, Here is sanctity which shames our religions, and reality
which discredits our heroes. Here we find nature to be the circumstance which dwasfs every

At the gates of the forest, the surprised man of the world is forced to leave his
city estimates of great and small, wise and foolish. The knapsack of custom falls
off his back with the first step he makes into these precincts. Here is sancrity
which shames our religions, and reality which discredits our heroes. Here we

A the gates of the forest, the surprised man of the world is forced to
leave his city estimates of great and small, wise and foolish. The knap-
sack of custom falls off his back with the first step he makes into these
precincts. Here is sanctity which shames our religions, and reality

At the gates of the forest, the surprised man of the world is forced
to leave his city estimates of great and small, wise and foolish. The
knapsack of custom falls off his back with the first step he makes
into these precincts. Here is sanctity which shames our religions,

At the gates of the forest, the surprised man of the world is
forced to leave his city estimates of great and small, wise

and foolish. The knapsack of custom falls off his back with
the first step he makes into these precincts. Here is sanctity

At the gates of the forest, the surprised man of the
world is forced to leave his city estimates of great and
small, wise and foolish. The knapsack of custom falls
off his back with the first step he makes into these

At the gates of the forest, the surprised man of the
world is forced to leave his city estimates of great
and small, wise and foolish. The knapsack of cus-
tom falls off his back with the first step he makes

At the gates of the forest, the surprised man of
the world is forced to leave his city estimates
of great and small, wise and foolish. The

knapsack of custom falls off his back with the

At the Gates of the Forest
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Tealic

As the gates of the foren, the 1urprised man of the world is forced 10 leave his city estimates of grear
and small, wise and foolish. The knapsack of cwssom fulls off his back with the first suep he makes
inta these precinces. Here is sanctity which shames our religions. and reality which discredits

our heroes. Here wefind narure to be the circumstance which dwatfs every other circumstance, and

At the gates of the foress, the surprised man of the world 1s forced 10 leave his city
estimates of greas and small, wise and foolish. The knapsack of custom falls off his
back with the first step he makes into these preciness. Here is sanctity which shames
our religions, and reality which discredsts our heroes, Here we find nature o be the

At the gates of the forest, the surprised man of the world is forced 10 leave his
city estimates of great and small, wise and faolish. The knapsack of custom
falls off his back with the first step he makes into these precinces. Here is
sanctity which shames our religions, and reality which discredits our heroes,

At the gates of the forest, the surprised man of the world is forced 1o
leave his city estimates of great and small, wise and foolish. The
knapsack of custom falls off his back with the first step he makes into
these precincts, Here is sanctity which shames our religions, and

At the gates of the forest, the surprised man of the world is
Sforced to leave bis city estimates of great and small, wise and
Jfoolish. The knapsack of custom falls off his back with the firse
step he makes into these precincts. Here is sanctity which

At the gates of the forest, the surprised man of the world
is forced to leave his city estimates of great and small, wise
and foolish. The knapsack of custom falls off his back with
the first step he makes into these precincts. Here is sanctity

At the gates of the forest, the surprised man of the
world is forced to leave his city estimates of great and
small, wise and foolish. The knapsack of custom falls
off his back with the first step he makes into these

At the gates of the forest, the surprised man of
the world is forced to leave his city estimates of
great and small, wise and foolish. The knapsack
of custom falls off his back with the first step he

At the Gatesof the Forest
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Trajan

Ty Trajan

Ke Capitals

Te Digital

Da 1989

De Carol Twombly
Fo Adobe

478
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~ Characteristics

' <_ 7_ ~ Allcapitals Weiss _; <_‘, - __W_ _i 719726
- - Classical proportions Goudy Trajan 1930
- Square base form La Gioconda 2000

| HEBPR ==

Connections

Cyan ] 2006

Trajan is available from Adobe and

§6-point Regular
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Trajan’s Column was erected in Rome

in AD 113 to commemorate emperor
Trajan’s military conquests. The inscription
at its base is among the finest surviving
examples of imperial Roman square
capitals composed in letters that are finely
chiselled, orderly and majestic, without
any superfluous decoration.

Roman letter carvers were the first to use
serifs at the terminals of strokes, probably
because the capitals were marked out with
brush-drawn letters before the stone was
carved. The lettering on Trajan’s Column,
and others like it, has had a defining

influence on the development of Western
scripts, and consequently on typeface
design, for 2,000 years. In Renaissance
Italy the Trajan capitals and other classical
inscriptions were referenced explicitly as
models of a classical ideal and shaped the
art of typography from its beginning.

In 1989 Carol Twombly {1959-), a senior
designer at Adobe Systems Inc., created
three typefaces based on historical sources;
one of these, Adobe Trajan, was a sensitive
interpretation of the letterforms from the
inscription. Trajan was not designed for
text but as a display typeface, and one best

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

used at large sizes. its proportions are
spacious and graceful, with only a few
judicious adjustments made to the original
Roman forms, such as a heavier S, a
lighter N, and slightly more prominent
serifs throughout. Like its source, Trajan

is in capitals only, but the digital typeface
varied from the original carved letters by
providing a companion bold weight.

Twombly’s is the most successful

and accurate translation of the Trajan
inscription into type, although a number
of designs precede it, notably Emil Rudolf
Weiss's eponymous 1926 face {(pp228-29),

1989

Frederic W. Goudy's 1930 Goudy Trajan
and Warren Chappell’s Trajanus of 1939.
Adobe has extended the Trajan family
following its introduction, initially meeting
user demand by adding small capitals. in
2011 the typeface was redeveloped for
OpenType with the addition of four extra
weights and Greek and Cyrillic glyph sets.

The historian Nicolete Gray once remarked
that ‘the perfection of a Roman inscription
consists in the perfection of the drawing
of each letter, and in the order and clarity
of the spacing’. This certainly applies to
Carol Twombly's majestic reinterpretation.

TRAJAN

The Tragan inscriprion, 113A.0.,
Rame. Phota by Juck Stauffacher.
Carol Tawomblys skesches of the
letserforms of the Trapan insciption

and frnal typeses Trayan lesten

Among Trajan, Lithos, and Charlemagne, Trajan is the most ]
literal interpretation of a classical model. It is based on the
capitalis monumentalis letterforms of the Trajan inscription in
Rome. Erected in A.D. 113, the column commemorates the i
victories of the Emperor Trajan. These letterforms are widely
recognized as a standard against which all Roman capital

designs are measured.

In the process of translating the inscriptional letters into
digital type, designer Carol Twombly found that forms which
appeared perfect when chiseled into stone were not suited

to printing on paper. The N was too heavy, the S too light, the
serifs too delicate. To give the characters an even color and

unified appearance when printed at various sizes and resolu-
tions, Twombly modified serif details, hairline thickness, and
stem and bowl weights while retaining as much of the subtlety
and character of the inscriptional forms as possible. To com-
plete the typeface, she designed letters, numerals, and
punctuation for which the inscription provided no models.

Trajan regular and bold, with subtle curves and asymmetri-

cally swelling stems, have been designed for display type-

setting at sizes of 18 points and farger. These majestic letters

convey a feeling of refinement and dignity in traditional as

well as contemporary designs. For the best results, care should

be taken to optically letter-space any job typeset in a titling
(all-capital) typeface. !

479




HTF Didot

Ty HTF Didot
Ca Serif

Ke Modern
Te Digitatl

Da 1991 S

De Jonathan Hoefler r ‘ .

Fo Hoefler Type Foundry -

Co USA ‘ = “
| -

Characteristics - - ‘ L

Vertical stress - N ‘ i

High contrast
Hairline cross-strokes

Flat hairline serifs - p “ 1

E Heavy, bracketed serifs

J Tail sits on baseline 4 7
M Narrow - o i

Q Curved tail below letter I J

R Curved leg J ) . k .

W Stepped centre-strokes, serif at apex

cevew RO\ Quatre

. [ I ] I
bedeliii P \GES Argonnes
Orstuyaeij 4 8 7\UR JL/ [ l é_’Olllleb
; N 14 Bl B ° (|
] : B 2y &) » ]
Connections — Sf/_\‘[JI \ I I I4J Illt(\l l ()gat]f ‘
Didot. 1784
Modern No. 20 ;90? - re 3 | 1 3 ry ° 3 ' /
pmores —n \THENIANS Establishment
T — — “ HAMILTONIANS Operatic Overtures
HTF Didot is available from Hoefler & Co.
“  NIHILISTTHEORIES Indigenous l’()pulali()ns :
Specimen
E‘I&Zﬁ‘?‘&ﬁ:&?@E?:if’gnﬁi T THIS FAMILY OF FONTS  Thus this typeface, a Medium
e WASCREATED BY DRAWINGTWO  Weight Between The Light and Bold

" PAIRS OF DESIGNS: LIGHT AND BOLD  Extremies, did not have to be drawn; instead

"y AND SMALL SIZE AND LARGE SIZE.WITH It was ercated Mathematically, as an Average or
THESE"MASTERS™ IN PLACE. “INSTANCES" OF THE  “Interpolation.” of the two masters Didot Light and Bold.
FONTS FORVARIOUS SIZES CAN BE EASILY INTERPOLATED Another exciting innovation which means more fonts per dollar

AN MLSE N" 1 HTF DIDOT MEDILN

492 |
McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.




1991

HTF Didot was commissioned by Harper’s
Bazaar as part of the fashion magazine's
1991 redesign, which was described at
the time as ‘one of the most dramatic
magazine reinventions in history’. lts

‘ editorial team wanted a new typeface that
would continue the design style for which
it had gained a reputation since its post-
war inception under the direction of the
illustrious designer Alexey Brodovitch
(pp324-25), whose astonishing layouts
were well known for their vivid use of
Bodoni and Didot.

1 ‘Y = Jonathan Hoefler {(1970-) of the
Hoefler Type Foundry, New York, was
) S commisioned to create a typeface that
{ ) ~ would carry the magazine's design
/ direction forward for a contemporary
L i e readership. The result, HTF Didot, is a
— — Z ~ revival of the work of the eighteenth- and

nineteenth-century Parisian type founder

= 1 ; w Y 8 / e and punch cutter Firmin Didot (1764-1836),
a key member of the Parisian dynasty that
4 { ) ) B dominated French type founding for two
’ centuries. Didot was responsible for the
J L () l ( ( 'S design of several innovative typefaces

(pp90-91) that captured the neoclassical
style of the Age of Enlightenment.

1 » ) The design of Hoefler's letters is based
(l l S () ( r on types in Didot's 1819 Spécimen des
: L J 4 nouveaux caractéres and references
e

similar specimens by Joseph Molé le

b | Y Y A Jeune from the same year. HTF Didot,
] 4 Y & | 2 ) . » like its antecedents, shows no evidence
L 4 V' A ( ’ ll/) ll ( Ll‘:\( of any origin in handwriting. It is

the severe product of logical design
processes, characterized by a vertical

( Y | l ' ' I II41I{ I{1 I4’ /)‘ ./ ) ) l ol o stress and straight-edged serifs that sit
3 % squarely on stems with no bracketing.
‘ % - — e "J ’n/)( ( 2 ( ’n ( ’ 2 Thinner strokes are of a hairline weight,
. YV Y ) o e v . o and the contrast between them and thicker
v S ( I{II I I() \ q ( . o) ; » " I W VA s stems is extreme. In order to manage the
[) IJ A - N (),2 (‘( n[ll's 4 ll's l( ll'q typeface’s hairline strokes at different

| . - : s . - ’ scales in a variety of editoriallsituations,
WARBURTONSMITIH  Mesoamerican Cullures bacor o aeeiz e VIS
lq A v Yrgy \ ¥ Al 3 v v 7Y o :,':, ical si A designed b di
CTHIS PRACTICE HELPS  Created For Use al 147 Point R i sl ot sis ol fiom
6 to 600 point, resulting in a total of 42

" REVIVE THE TYPEFOUNDERS’ Intermediate Typefaces can Be Created callbrated typafaces.

| PRACTICE OF CUTTING DIFFERENT ~— Which are Suited to Use over a Particular — w» The Harper's Bazaar relaunch became
‘ WIOAN L BTN CT7E ¢ & . L A . Y R == a milestone in publishing and Didot
DESIGNS FOR DIFFERENT SIZES: SINCE A Range of Sizes. On this spre ad, there are actually P typefaces have continued to be widely
‘\ TENT SIZE MASTER WAS CREATED FOR IDEAL — Fourteen typefaces, seven sises cach for Roman and ltalic o pl used in fashion branding and editorial
’ . s ) I OF: work, a testament to the durability of the
USE AT TEN POINT AND A DISPLAY SIZE MASTER WAS — Thus as the type gets Bigger. the Hairlines remain Delightfully Thin e neoclassical style.

MUSE N*1 HTF DIDOT MEDIUMITALIC - AR Y]

493

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.



FF Meta
i TyFFMeta - . In 1985 the German typographer Erik I
Ca ¢ Sals §enf Spiekermann (1947-) created Meta for the '
{ KeHumanist =~ Sedley Place agency, to be used in the k3
l Te_Du_iltal_« . corporate identity of Deutsche Bundespost, i
| Da 1991 the West German Post Office. However, 3
| De Erik Spiekermann  theclient expressed concerns that the .
FoFontFont =~ proposed design would ‘cause unrest’
CoGermany ~ internally and the entire project had to be ABCDEFGHIJKLMNOPQRSTUVWXYZ
abandoned. Three years later, Spiekermann
| decided to develop the typeface himself, I 1234567890£G&Q&Bfﬁfﬂﬁﬁﬂ .-:,?'u —(/)[\]{I “,,”','()«D
Characteristics eventually publishing it in 1991 through
Otmqre Iav;r case termmals at head T his newly formed digital type foundry, ABCDEFGHUKLMNOPQRSTUVWXYZ
| Flat |(>iveLcase termnnals at foot ~_ FontFont. The final version, FF Meta, was oL ) aomina
A Low crossbar - ] drawn by Just van Rossum and Erik van 1234567890/fCEa?(P&ﬁfﬁfﬂffﬁﬂ-,‘-'.'?-’Zi---—(/)[\]{/} n s 68
C ¢ S s e Angled terminals Blokland, who reconstructed the original
E FT Svla§ed7upper stroke tern:mal o digital outlines in three weights and added ABCDEFGH”KLMNOPQR STUVWXYZ
™ Splayed a number of refinements.
aDoublestoreyed 1234567890 /& EAE&SSFFIFFLRIFL., -3 71 .= (DN} o an
| b h kir Slight curve to left at top of s(em The original brief for Deutsche Bundespost
} g Qougleitb@yqi @enJOEeQ)ogI ~ was demanding. It called for a legible, ABCDEFGHUKLMNOPQRS TUVWXYZ
i j Round dot neutral, space-saving typeface with an h
il IHooked tal unambiguous character in three well- 12345678904 EAE&SSFFIFFLFIFL., ;! ) [ = (/)N 5 2%

‘ y St Stepped strokes curved tall - B differentiated weights. The new design
would be sufficiently robust for use in

| small sizes and would reproduce well on
i | high- and low-resolution printers using
paper stock of variable quality. It was also

| to be implemented as a cross-platform
| typeface for various contemporary

a bcefgh I l ypessilig tachneipcles.

Spiekermann’s solution was intended to be

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890 £ E 2 @&BFAffUFfifl.,-:;7! i = (/)\H{}*, ", ¢

ABCDEFGHIIKLMNOPQRSTUVWXYZ
1234567890 & Eae&Bffifflfffifl.,-:; !¢ j. ~ (D[} ", "2 4H
ABCDEFGHIJKLMNOPQRSTUVWXYZ

|
o — T

! the ‘antithesis of Helvetica’, he said, which “« mes, ,
'! klo p rstuy he considered ‘boring and bland'. His new 1234567890& EAE&SSFFIFFLFIFL.,- 52~ (DN, j
| design ‘has to do more than look pretty: -
| it has to work pretty hard’. Because it was ABCDEFGHI/KLMNOPQRS TUVWXYZ G|
| required to look distinctive in corporate i u we s
| communications and to be easily readable 123456789OEG/SG&SSFF’FFLHFL" S dl' (/)[\]{/ » 4G
| Connections ~~  insmaller point sizes, Meta’s overall e
Syntax 1969 structure has a logical and very inviting ABCDEFGHIJKLMNOPQRSTUVWXYZ Emiiteiaiicunigl
ITCOfficina 1990 personality, with wide, open apertures and 2 T L I PR “ meo
I FF Info Text 1996  a balanced, but not even, stroke contrast. 1234567890 £ E @ &BHffIffifl.,-:;71¢j.. (DI "0
;‘ FF Unit - - 2003 It was inspired by the nuanced humanist ABCDEFGHI/KLMNOPQRSTUVWXYZ
| ‘ contours of sans serif types like Syntax s S
I T e 1234567890 A E 28 BIfifflfffifl.,-:: 7!z~ (NNLIF%"5 "
FF Meta is available from FontFont Meta is narrow by comparison with sans ABCDEFG HU KLMN OPQR STUVWXYZ
andresellers ~ serifslike Helvetica and thus economical "
in its use of space, an attribute that makes 12 67800 & E&£E&RSSFFIFFLFIF ye “ ome 4
it particularly useful in German-language 34567°9 Sia ~¢.I--- (/)[\]{l} N
Specimen i settings, where long word constructions ABCDEFGHI/KLMNOPQRSTUVWXYZ
FontFont Focus No. 4: ‘Meta’. FontFont, can make awkward line breaks when set
Berlin, 2000 (297x148mm) ~ atshort measures. Character strokes 12 67800 EA£EKSSFFIFFLFIFL.,-22?1::..— \ @ N4 Iy
l are sturdy enough to withstand uneven 345079 P L (/)[ ‘,{I} s
printing but not so much so that individual ABCDEFGH UKLMNOPQRSTUVWXYZ i
' ! characters appear to merge. A number of s
features were implemented to provide 1234567890‘@&@&8“‘“‘““.,-:;?!i].,.-(/)[\]{l}“ »e ’
unambiguous character differentiation in
a broad range of conditions, such as the ABCDEFGHUKLMNOPQRSTUVWXYZ
small curves, indentations and openings at
joints that are evident throughout. Meta 1234567890& E2 e &Bffifflfffifl.,-:; 2! j.= ()N} s ot
was massively successful in the 1930s as a
strikingly individual and warm alternative
to the major sans serifs of the day. It was
widely seen in brand communications and
has since been hugely influential in the

design direction of many recent typefaces.
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Mrs Eaves

Ke Transitional
Te Digital
Da 1996

FoEmge‘_ ) 7 o

CoUSA

558

Characteristics

Vencalste 1 -
AHi gh bar and pointed apex

C Vert ica Is rifs

E l:o ng bﬁottgmﬁst 9ke# o

J Descends below baseline

MNarrow

Q Sweep ng tail below letter

R Straight, flared Ieg B

TWi de arms

W w ( Ce tre-strokes meet atapex

a Do ble stor eved la rge | bowl .
g Double-storeyed, open lowe bowl

MRS EAVFS TYPE SPECIMEN

AB CDEFGHJKLMNOPQ
RSTUVWXYZ0123456%89
abcdefghijklmnopqrstuy

wxyz!?$°/o&()

ABCDEFGHJKLMNOPQ

RSTUVWXYZ0123456789

abcdefghijklmnopqrstuv
wxyz!?$%&()

ABCDEFGHJKLMNOPQ
RSTUVWXYZ0123456789
abcdefghijklmnopqrstuv

wxyz!?$%&()

FMIGRE FONTY

McNeil, Paul. The Visual History

of Type. London: Lauren:

Baskerv lle

- ACEJMQ =

Mr Eaves

Bas kervlle10Po -

Availability

abcdefghg

Mrs Eaves is available from Emigr igre eand
resellers

orstwyae]fg

Specimen

Mrs Eaves XL type specimen. Emigre,
Berkeley, 2009 (210x135mm)

rrrrrrrrrrrrrrrrrrrr

- [ MRS RAVES ITALIC — 24/31 POINT |}
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RSTUVWXYZ0123456789
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wxyz! 2$ %&()
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RSTUVWXYZ0123456789
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wxyz!2$%&()
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Mrs Eaves is a reinterpretation of the
eighteenth-century types of the English
printer and punch cutter John Baskerville
(1706-75). It was designed by Zuzana
Licko and released by Emigre in 1996.

A consistent theme underpinning much
of Licko’s work is the exploration of the
relationship between the appearance of
letterforms and the technologies that are
used to create them. Her interpretation of
Baskerville's designs, highly effective in
its own right, is also a thought-provoking
exploration of the nature of revivalism

in typography and a challenge to the
conventional ways of reappropriating

classic letterforms. Licko said in a 2002
interview that Mrs Eaves came about
because she was ‘shocked by the great
difference between letterpress type and
phototype, especially when comparing
specimens of what was supposedly the
same typeface design’. She felt that many
photocomposition and digital revivals
‘had an uncanny polished tightness, as
though they sought to reproduce the
original lead typefaces in some previously
unattainable perfection’. With the design
of Mrs Eaves, Licko sought to achieve the
opposite effect, deliberately exploiting the
precision of digital production methods to
capture something of the charm of the lack

MRS FAVES TYPE SPECIMEN

of definition in letterpress printing that can
occur due to faults in physical processes
such as impression density and ink spread.

The key characteristics of Mrs Eaves’
letterforms are consistent with those of
Baskerville. They have bracketed serifs and
a vertical stress, departing from the old-
style model. The stroke weights of Mrs
Eaves are considerably heavier than most
other revivals, and contours have slightly
rounded terminals, restoring the sensibility
of letterpress printing without becoming a
pseudo-historical facsimile. Mrs Eaves is a
wide-set typeface with loose spacing and
virtually no kerning. The family includes

1996

roman, italic, small and petite capitals,
bold, and roman and italic ligatures. Mrs
Eaves XL was added in 2009 to offer a
larger x-height, shorter ascenders and
descenders, and tighter spacing overall.

Licko named her typeface in memory of
Sarah Eaves, one of the forgotten female

contributors to the history of typography.

Mrs Eaves lived with John Baskerville as
his housekeeper, marrying him after the

death of her first husband. Like the widows

of Caslon and Bodoni, she continued

Baskerville's work after his death in 1775,

maintaining his high production standards

and advancing his reputation.

MRS EAVES TYPE SPECIMEN

FABLE LII. The Mock-bird.

| SET IN MRS EAVES XL |

There is a certain bird
in the West-Indies,

WHICH HAS THE faculty OF

MIMICKING THE NOTES

of every other songster,
without being able himself to add any original strains to the concert.

As one of these Mock-birds was displaying
20

HIS TALENTS Of RIDICULE

among the branches of a venerable wood:

'Tis very well,

SAID A LITTLE WARBLER,

speaking in the name of all the rest,

we grant you that our music
is not without its faults:

but why will you not favour us

with a strain of

YOUR OWN?

roN1S

FABLE LIII. The Trumpeter.

- | SEF IN MRS EAVES XL NARROW |

ATrumpeter in a certain army happened to be taken prisoner.
HE WAS ORDERED immediately TO EXECUTION

but pleaded excuse for

HIMSELF,

that it was unjust

a person should suffer death, who, far from an intention
of mischief, did not even wear an offensive weapon.

So much the rather,

replied one of the enemy

SHALT THOU DIE;

since without any design of fighting thyself,
THOU EXCITEST OTHERS TO THE

bloody business:

for he that is the abettor of a

BAD ACTION

IS AT LEAST EQUALLY WITH HIM THAT

commit it.

WWW.IMIONR.COM

McNeil, Paul. The Visual History of Type. London: Laurence King Publishing, 2017.

21

559



Gotham

Ty Gotham

Ca Sans Serif

Ke Geometric

Te Digital

Da 2000

De Tobias Frere-Jones
Fo Hoefler Type Foundry

Co USA

Characteristics
Character construc‘uon on square bodies
Large x- henght B

Cc S s e Angled terminals
G No spur

Q Angled tail

R Straight, angled leg
a Double-storeyed, round bowl

f r t Narrow with vertical terminals
g Single-storeyed
ijSquare dots

t Flat top-stroke

y Hooked tail

AGMQR
abcefghu
koprstuy

Connections

Metro B ) 1930
Interstate 1993
Brandon Text 2013
ﬂ/lark 2013
Availability

Gotham is available ‘from Hoefler & Co.

Specimen

The Hoefler Type Foundry Catalogue of
Typefaces, fifth edition. Hoefler Type

Foundry, New York, c2001 (279x216mm)

578

4 tel 212777 6640

Long before the emergence

of a profession called “graphic
design,” there was signage.

Up until the mid-twenticth
century, the job of providing
architectural lettering often
fell to engineers or draftsmen,
most of whom worked outside
of the typographic tradition.
The shape of facade lettering
was often determined by the
practical business of legibility,
rather than any sort of stylistic
agenda - although inevitably,
even the draftsman’s vision of
“basic building lettering” was
influenced by the prevailing
style of the time.

AN AMERICAN VERNACULAR
Like most American cities,
New York is host to a number
of mundane buildings whose
facades exhibit a distinctively
American form of sans serif.
This kind of lettering occurs
in many media: the same office
buildings whose numbers are
rendered in this style, in steel
or cast bronze, often use this
form of lettering for their
engraved cornerstones as well.
Cast iron plaques regularly
feature this kind of lettering,
as do countless painted signs
and lithographed posters,
many dating back as far as the
Works Progress Administration
of the 1930s. And judging by
how often it appears in signs
for car parks and liquor stores,
this might well be the natural
form once followed by neon-
lit aluminum channel letters.
Although there 1s nothing to
suggest that the makers of
these different kinds of signs
ever consciously followed the
same models, the consistency
with which this style of leteer
appears in the American urban
landscape suggests that these
forms were once considered
in some way elemental. But
with the arrival of mechanical
signmaking in the 1960s, these
letters died out, completely
vanishing fram production.
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NEW RELEASE! exclusively from THE HOEFLER TYPE FOUNDRY, INC

GOTHAM SIXTEEN FONTS

win | EXTHA LIGHT | LIGHT | BOOK | MEDIUM | 80LD | WAACK | ULTRA | aach in ROMAH and iTALIC

A sans serif based on vernacular architectural lettering, designed for GQ magazine by Tobias FrereJones with Jesse Ragun
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GOTHAM
Although designers have lived
with this lettering for halfa
century, it has remarkably gone
unrevived until now. In 2000,
Tobias Frere-jones undertook
a study of building lettering

in New York, scarting with a
charming but rarely examined
sign for the Port Authority Bus
Terminal, Though Frere-Jones
wanted Gotham to exhibit the
“mathematical reasoning of 2
draftsman” rather than the
instincts of a type designer, he
allowed Gotham to escape the
grid wherever necessary, giving
the design an affability usually
missing from ‘geometric’ faces.

TAXONOMY
Sans serifs are often organized
into three categories. Designs
buile with rule and compass,
of which Futura is the classic
example, are called geometrics.
Faces which are
GEOMITAIC  Jegs rigid, often

having the more
traditional ‘two-
storey’ forms of ¢
and g are called
grotesques. (Univers
and Helvetica are
both grotesques.)
NUMANIST - And faces which
are suggestive of
e calligraphy, with
wholly traditional
forms, are known as bumanists.
(Some humanist faces feature
artifacts of the pen, such as
oblique stress or flared stems,

though not all: Gill Sans and
Optima are both humanists.)

GROTESQUE

VARIATIONS
Unlike the signage upon which
it was based, Gotham includes
alowercase, an italic, a full
range of weights, and a related
condensed design (see p. 23).

The Gotham family of typefaces was
commissioned by the editors of GQ
magazine, who wanted a geometric sans
serif that would be ‘masculine, new, and
fresh'. It was drawn in 2000 by American
type designer Tobias Frere-Jones (1970-).

Frere-Jones and Jonathan Hoefler (1970-),
his collaborator at that time, had become
highly respected for the depth of historical
knowledge that underpinned their type
design practice. Because Frere-Jones
recognized that, as Hoefler said, ‘a great
wellspring of American type design is

its vernacular lettering, rather than its
typefounding’, he did not look to antique
specimen books for inspiration. Instead,
he began researching Gotham by
photographing the many forms of public
lettering that had dominated the streets of
the old commercial districts of New York
City from the 1920s until the 1960s. The
collection of everyday letterforms quickly
expanded into a huge archive of images
of architectural facades, cast-iron plaques,
neon signs, shop signs, hand-painted
lettering and lithographed posters. He
was particularly taken with an all-capitals
sign on the Eighth Avenue facade of the
Port Authority Bus Terminal. Like many
other handmade sans serifs he had
documented, this exhibited an engineer’s
understanding of letter construction in a
form that was measured, plain and free

of stylistic affectation.

Frere-Jones wanted to infuse Gotham's
letterforms with this authentic tone,
deliberately evoking an unselfconsciousness
that followed the ‘mathematical reasoning
of a draftsman’ rather than the calculated
nuances of a design from the print
tradition. Accordingly, he drew Gotham'’s
letters to a square, even width, using a
grid. However, he allowed it to escape its
boundaries where necessary, giving it a
homely and inviting quality missing from
most geometrically constructed typefaces.

Since its release in 2000 Gotham has
achieved enormous popularity. The
family now extends to a total of 66 styles
in four widths, each in eight weights
with matching italics, accompanied

by proportional and tabular numerals
and extensive support for Latin and
non-Latin languages.

Gotham is an assiduous typeface for both
text and display. It has the familiar charm
of the lettering of the city, communicating
with an unassuming and uniquely
American accent. Accounting for its
meteoric success, Tobias Frere-Jones has
suggested that ‘It was born outside type
design in some other world and has

a very distinct flavor from that.’
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Akkurat

Ty Akkurat

Ca Sans Serif

Ke Grotesque

Te Letterpress

Da 2004

De Laurenz Brunner
Fo Lineto

Co Switzerland

Characteristics

Cc SsegFlatterminals

G Has spur

Q Straight, angled tail

R Straight, angled leg

a Double-storeyed, curve at foot
frt Vertical terminals

g Double-storeyed, raised ear

i j Square dots

| Hooked tail

1 Akkurat
Fett

RV - Akkurat
boeterl  JeiAs

S KUrsiv

LL Circular 2013

Availability
Akkurat is available from Lineto and
resellers

Specimen
Akkurat type specimen. Lineto, Zurich,
2004 (210x148mm)
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Akkurat is Swiss designer Laurenz
Brunner's typographic response to his
country’s modernist design heritage.
Brunner (1980-) started its design
development process as a student at
Central Saint Martins college in London
in 2002, a creative environment that,

he said, ‘was driven by illustration and
saturated with expressive fonts’. Akkurat
was intended as the antithesis to that
context — a utilitarian alphabet that sought
to achieve a balance between tradition
and modernity. He drew the letterforms
by hand, starting with pencil sketches,
then reworking them individually at a
large size in acrylic paint on A4 sheets
and subsequently refining and

digitizing them.

Akkurat is a solid, reliable text type

that reconciles the rational qualities of
typefaces like Helvetica and Univers with
the natural charm of older grotesques like
Franklin Gothic and Akzidenz-Grotesk.
Sober and utilitarian at first sight,

Akkurat reveals its carefully considered
typographic details on closer analysis.

It has some similarities to Helvetica,
retaining a clean, sharp appearance in a
more compact form, but a more optimistic
character is provided by features such

as the double-storeyed g and the hooked
tails of the lower case a and |. These
distinguishing characteristics also
contribute to legibility, making Akkurat
unambiguously easy to read at small
point sizes while contributing to its
inviting personality at larger sizes.

In 2004 Akkurat was released by the
Lineto type foundry in three weights
with matching italics and a monospaced
version. It has subsequently been
expanded with additional OpenType
features and character sets suitable for
several languages.

A contemporary expression of the
International Typographic Style (or Swiss
Style), Akkurat became very fashionable
on its release among graphic designers
interested in reanimating modern values
in their work. To other members of the
profession this approach was seen as a
somewhat superficial recycling of old
visual tropes, but Akkurat has since proved
itself to be an enduring and assiduous
performer. It is widely seen today in a
huge range of design applications.
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Didot Elder

Ty Didot Elder

Ca Serit

Didot Elder

Ke Modern

Te Digital

Da 2004

De Frangois Rappo

Fo Optimo

Co Switzerland

Characteristics

Vertical stress

Thin strokes with high contrast

Sharp, unbracketed serifs

Most capitals have uniform width

C G S Arrow serifs

E Heavy, bracketed serifs

J Tail sits on baseline

Kk Bar joins arm and leg to stem

M Narrow

Q Curved tail

R Curved leg

W Stepped centre-strokes

g y Hooked tail

ACGMRS ... i .

Didot Elder Roman / Italic
105 pt

Didot Elder Book / talic

abcdefght

orstuyaq)]gg

Didot Elder Bold / Italic

Connections

Didot

HTF Didot

Ambroise

105 pt
1784
1991
2001

Parmigiano

2013 —

Availability

Didot Eider is available from Optimo and

resellers

Didot Elder Display
105 pt

Specimen

Didot Elder type specimen PDF, Optimo,

Geneva, 2015 (297x210mm)

Didot ElderﬁRoman

Didot Eider Family
7 Styles
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Didot Elder Roman Italic
Didot Elder Book

Didot Elder Book Italic
Didot Elder Bold

Didot Elder Bold halic
Didot Elder Display
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"7 The car was
a boxy late
model Ford

The car was a boxy late
model Ford sedan, white
over black, innocuous
bordering on invisible,

and very fast. It had been

Didot £!der Display
36 pt

The car was a boxy late
model Ford sedan, white
over black, innocuous
borde rmp‘ on ivisible,

and very fast. It had been

Didot Elder Display
24 pt

The car was a boxy late model Ford
sedan, white over black, innocuous
bordering on invisible, and very fast.
It had been a sheriff’s vehicle origi
nally bought at an auction 1n Tennes-
see, and further modified for speed
Perry and I listened to the big engine

1.00
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Didot Elder is the first revival of a typeface
by Pierre Didot the Elder (1761-1853), the
leading publisher and printer in France
during the neoclassical period. Swiss
graphic designer and educator Frangois
Rappo (1955-) based Didot Elder on a
specimen published in 1819 (pp90-91) and
developed it as a comprehensive digital
type family for use in both editorial and
display work.

Pierre Didot and his brother Firmin (1764~
1836) were members of a French printing
and publishing dynasty renowned for the
impeccable quality of their publications.
The Didot company maintained the
highest standards of book production,
using the finest materials available to
publish short print runs of limited editions
that were lavishly illustrated by leading
contemporary artists. Its patrons included
the king of France, Louis XVI, and his
brother, the future King Charles X.

The typefaces that the Didots designed
for exclusive use in their publications
are among the foremost examples of
neoclassical typography. The original
on which Rappo based his revival was
in development for ten years. It was cut
by the punch cutter Vibert under Pierre
Didot's supervision and was first used
for a new collection of books in 1812.

Didot typefaces have a strictly vertical axis
and are notable for their extreme contrast
between thick and ultrathin strokes, and
hairline serifs with no bracketing at their
joints to the stems. Rappo wanted, he said,
to achieve a very faithful interpretation of
its source: ‘I followed very closely Pierre
Didot’s original types details and features:
the asymmetrical serifs and the arrow-like
serifs which were present in all the type
sizes." The most immediately apparent

of its unusual features are the eccentric
arrow-shaped serifs on the upper case C,
G and S, and the unusual tails of the lower
casegandy.
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