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INTRODUCTION 

INI 

As we go about our everyday lives, we are completely surrounded by type 

and typography. It is everywhere. On signage it directs us, in instructions it 

helps us, through advertising it influences us, on packaging it describes to 

us, and through books and magazines it informs us, tells us stories, and 

educates us. It forms a fundamental part of our existence and, of course, 

a fundamental part of graphic design. In this context, type’s central function 

is to communicate a message in such a way that firstly, the intellectual 

content is understood, and secondly, it is given a unique “voice.” 

Essentially, typefaces are an artful representation of words. Each is 

unique, and in a sense each has a personality. Today there are so many 

typefaces in existence, it would be virtually impossible to put a figure on it. 

Things have changed dramatically since the days of hot-metal type when 

skilled typographers devoted themselves to their craft. Today font design 

and typography is no longer restricted to those specialized craftsmen in 

fully equipped workshops. Access to a huge range of fonts, and to 

programs for font design, is open to anyone in a computerized office or 

home. The advent of computers in the 1980s meant that people were not 

only introduced to the wide variety and use of different typefaces available 

through desktop publishing (a basic word processing program comes with 

over 60 different typefaces), it also meant that designers were introduced 

to programs like Fontographer, which enabled them to create custom 

typefaces easily and quickly. 

It is perhaps because of this that, despite the bewildering amount of 

typefaces available, designers will often create a custom font to suit a 

particular need. Sometimes it will be a tweaked version of an existing 

typeface, other times it will be a completely new design. Sometimes only 

the letters needed (say for a logo) will be created, other times a whole font 

family will be created. In a commercial world obsessed with branding, a 

custom font can be the most efficient and effective way to create a unique 

identity, and increasingly, companies are commissioning unique fonts for 

use on their packaging and promotional materials. 

The history of typography, beginning with ancient Egyptian hieroglyphs 

and through centuries of printing in the Far East, is a subject worthy of a 

book in its own right. For the purposes of this book we will explore only 

what is commonly referred to as the history of modern type. This begins 

in the fifteenth century, and its invention is credited to German Johannes 

Gutenberg and his celebrated 42-line Bible, published circa 1444. It was 

around this time that the Old Style, or Antiqua typefaces were developed 

(among them Garamond) from their predecessor, Old English. Old English 

was highly decorative and complex which meant that it was both difficult 

to write and read; with the invention of printing and the consequent 

advancement of society, it was also impractical. 

Old Style typefaces were prevalent throughout the fifteenth and sixteenth 

centuries, but by the end of the seventeenth, a new style of typeface was 

emerging, and by the beginning of the eighteenth, one of the best-known 

and most widely used typefaces in the world—Times Roman—was 

created, along with other popular faces including Baskerville. Known as 

Transitional typefaces, they have a higher level of contrast and a more 

austere sense of design than the Old Style faces. They sit well on the 

typography timeline between the ornate, organic nature of Old Style 

faces and the minimalist nature of the Modern fonts. 

By the end of the nineteenth century, a more dramatic change was 

occurring with the creation of sans-serif typefaces. The serifs at the end of 

strokes were dropped and typefaces became more linear, but they weren’t 

an instant hit; initially called Grotesque typefaces, they were only really used 

in advertising. It wasn’t until the early 1900s (the 1920s and 1930s in 

particular) that they became popular. Eric Gill was one of the main 

characters in their development, creating the first highly influential sans-serif 

typeface, Gill Sans. This helped to bring on a surge in the popularity of 

sans-serif faces throughout the twentieth century. Paul Renner was another 

important character. In 1928 he created Futura, and following the 

introduction of this, sans-serif faces became the mainstream type style. 

It was at this time that Jan Tschichold sparked controversy with his much 

publicized The New Typography: A Handbook for Modern Designers, first 

published in 1928. According to Tschichold, “A good letter is one that 

expresses itself, or rather ‘speaks,’ with the utmost distinctiveness and 

clarity. And a good typeface has no purpose beyond being of the highest 

clarity.” Flowever, despite Futura “leading the way,” it was superceded by 

Ftelvetica which became the “must use” sans-serif face of the century for 

many designers and remains very popular today. 



The latter half of the twentieth century saw a huge growth in type 

foundries, with designers making the most of the opportunities that 

the new computer technology provided. In the same year that the 

Macintosh computer was first introduced—1984—Rudy VanderLans 

founded Emigre, a digital type foundry and publisher of the design 

journal Emigre. It continues to be recognized as one of the leading 

innovators in the fields of graphic and experimental font design, and 

its library now houses over 300 typefaces, created by a number 

of contemporary designers. Another such foundry is FontShop 

International. This was founded in Germany in 1989 by Erik and Joan 

Spiekermann; it now houses over 3,000 typefaces. Spiekermann is 

famed for his more “humanist” take on the sans-serif typeface with 

his creation of the highly popular Meta, developed in 1993. 

Another leading innovator of the late twentieth century was 

Carlos Segura who, in 1994, founded the T.26 Digital Type Foundry 

in Chicago. This foundry has created such faces as Euphoric, 

Boxspring, and Peepod and continues to be at the forefront of 

typeface design today. Other leading lights include Jeremy Tankard 

and Jonathan Barnbrook. Having previously worked for design firms 

Wolff Olins, and Addison Design Consultants, London, as a graphic 

designer and typographer, Tankard founded Jeremy Tankard 

Typography in 1998 to pursue his own design ambitions. His fluid 

Adobe Original typeface Blue Island won a Type Directors Club Type 

Design Competition 2000 Award; among his other typefaces are 

Disturbance, Bliss, Enigma, Shaker, and The Shire Types (a collection 

of six typefaces taking their names from England’s midland counties). 

Barnbrook founded Virus in 1998, releasing such fonts as Bastard 

and Prozac. As a graphic designer he has collaborated with artist 

Damien Hirst on the book / Want to Spend the Rest of My Life 
Everywhere, With Everyone, One to One, Always, Forever, Now, 
and is also known for the design of the book Typography Now Two: 
Implosion, as well as high-profile advertising campaigns. 

Over the past 20 or so years, thousands of typefaces have been 

created, some completely from scratch, many adapted from older 

typefaces, but all developed largely using the Mac and other 

computer technology. Without doubt, technology has dramatically 

changed the way the whole typeface design industry works. 

As Emigre’s Web site points out, this has faced the art and craft 

of typeface design with the danger of becoming extinct due to the 

illegal proliferation of font software and general disregard for proper 

licensing etiquette—typeface developers have campaigned for 

greater action to be taken against those who illegally copy typefaces 

for years. However, much genuine typeface design does still exist 

and the industry is looking healthier than ever with exciting, 

experimental, and innovative type design being created in every 

corner of the world. The development of type and its recognition as 

an art has been given a massive boost by the increase in general 

awareness of typefaces that DTP and programs like Fontographer 

have brought about. An awareness and understanding of type 

design is now open to anyone who uses a Mac or PC. 

Charlotte Rivers 
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CHAPTER 01 



NEWSPAPERS AND MAGAZINES 

Things have moved on since the early 
days of newspapers, when they were 
printed black-and-white, using 
hot-metal typesetting and letterpress 
printing. Today, printers use computer 
typesetting and offset lithography 
in color. The considerations for 
designers remain the same though; 
a font for a newspaper has to work 
as a headline font or as body text, 
and remain distinct when printed 
on such highly absorbent paper. 

Typefaces for use within magazines 
are very different from those used 
for newspapers simply because the 
magazine environment allows for 
more varied and experimental faces. 
A magazine’s masthead functions 
as its logo; it must be easily 
distinguished, unique, and work as 
the visual voice of the magazine. 

This chapter includes designs that 
successfully meet the need for 
economy and legibility. 
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The Houston Chronicle is the major 

daily newspaper in Houston, Texas, 

and is the U.S.A.’s seventh largest daily 

paper and tenth largest Sunday paper. 

The paper had been living with its 

design since the early days of 

PostScript, working only with the 

typefaces that were available in the 

mid-1980s. Using visual elements and 

a typographic palette very typical of its 

era, it was not that distinctive. 

Headlines were in Times New Roman 

and Franklin Gothic, text was in 

Corona, Helvetica, and Trajan, with 

Goudy Old Style in feature sections. 

Jeff Cohen, the new Editor-in-Chief, 

was looking for a fresh new look from 

top to bottom. In 2003 Roger Black, 

the design consultant brought in to 

steer the redesign, commissioned 

Christian Schwartz at Orange Italic to 

draw a headline face. However, as the 

project progressed, a body-text face 

grew almost unintentionally. 

Inspired by the fact that the Chronicle 

is owned by the Hearst Corporation, 

Roger looked back to the restless 

energy of the Hearst papers, including 

the San Francisco Examiner and New 
York Journal, from the early twentieth 

century. He noticed various 

incarnations of Jenson Old Style, and 

other bold, clunky serif faces in the 

same genre. Popular for headlines until 

about the 1920s, Roger felt that 

Jenson faces were ripe for a 

readable than the old font, and that it 

be distinct enough to strengthen the 

Houston Chronicle brand. 
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Mother of 3 hunts 
terrorists at night 
■ Montana judge, 
6 others use Web 
to snare suspects 

By EVAN MOORE 
HOUSTON CHRONICLE 

conrad, mont. — By day, 
she’s the municipal judge of this 
tiny town, a wife and mother of 
three, but by moonlight Shannen 
Ross miller is a spy. 

Then, Rossmiller — petite, 
blond and 34 — assumes one of 
several unlikely false identities, 
all angTy, violent, Muslim men, 
nurturing hatred of the United 

States. In that guise, she combs 
the Internet through the late 
evening and early morning and 
sifts through the messages and 
declarations on extremist Is¬ 
lamic Web sites. 

During those hours, 
Rossmiller is on a quest that con¬ 
sumes hours of each day, days of 
each week. It's one that will 
place her on the stand Thursday 
as the government's primary 
witness against a National 
Guardsman accused of offering 
information to help Muslim ex¬ 
tremists kill U.S. troops. 

It's a quest that has already 
placed her in danger. 

Please see TERRORISTS, Page A4 
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SPORTS 

Hewitt, 
Federer 
to meet 
Iteyton Hewitt 
beat Andy Roddick 
00 Saturday and 
wili take on Roger 
Federer today in 
the ATP Masters 
Cup final. Federer 
defeated Marat 
Safin to advance 
Nfica 

COLLEGE FOOTBALL 

Oklahoma 
shuts down 
Baylor 35-0 

BUSINESS 

Good news 
for retailers 
and parents 
Even though there? 
no must-have toy 
this year to 
frustrate parents. 

expecting a 4.5 
percent jurrip m 
overall holiday 
sales over last year. 

EDITOR'S CHOICE 

Hollywood 
gets serious O This week 

marks the 
beginning ot 
the Academy 
Award season 
as Alexander and 
Katsey hit screens. 
We preview all the 
major releases. 
ZEST 

Katnece Stapleton 
needs two beds, 
bedding 3nd 
clothing for her two 
asthmatic chiSdren. 
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Silence surrounds fates 
of contractors in Iraq 
■ Some companies inside 
won’t say exactly 
how, or how many, 
workers have died The Army has conducted an 

investigation into the ambush, 
but the report is classified. Penta¬ 
gon officials refused to discuss its 
contents, directing questions to 

Washington — Halliburton Halliburton. The company re- 
Co. truck drivers Urn Bell and femed questions back to the Pen- 
Bill Bradley disappeared April 9 togen. 
when their convoy was attacked “We have done everything in 

* of Baghdad. 
Did they die at the scene? 

Were they captured? Is there rea¬ 
son for hope? 

No one will say. 
Like those of many contrac¬ 

tors caught in the violence of 
Iraq, their fates are shrouded in 

are hitting a 
brick wall,' Bradley's family 
wrote in an e-mail to the Houston 
Chronicle. 

“Wr are crushed." ___ 
The military has turned ESCAPED: Former Iraqi hostage 

heavily to private contractors to Tommy Hairoll has cowritten a 
book about his experiences. rtrusr mv CASUALTIES, Page AIM 

BUSH TURNS 
UP THE HEAT 
ON N. KOREA 
■ Russian, Asian 
leaders back U.S. 
on nuclear issue 
_ mit here, suggested he heard no 

dissent from his stand (hat 
North Korea must complete ne¬ 
gotiations with Washington. 

Santiago, chile — Putting Russia, Japan, South Korea and 
security threats at the top of his China to dismantle its nuclear 
agenda. President Bush on Sat- programs, 
urday won commitments from “The leader of North Korea 
Russian and Asian leaders to will hear a common voice,” said 

Bush, after meeting with lapa- 

Shoving matches made for nasty football, and the Pacers-Pistons 
brawl with fans marked one of the lowest points in sports history 

The week of lost control 

IKSIY SCENE: Pacers head coach Rick Carlisle and official Tommy Nunez Jr. separate Detroit Pistons players from 

Ron Attest of the Indiana Pacers at Friday's game in Auburn Hills, Mich. 

ROC3TOX CHKOXiC 11 

The week in sports began last 
Sunday in Pittsburgh, where 
Steelers linebacker Joey Porter 

Today begins a new week and a 

shoves — not in die heat of battle 
but 45 minutes before kickoff. 

It sailed into the weekend Fri¬ 
day night in Auburn Hills, Mich., 
where an on-court exchange be¬ 
tween Ben Wallace of the Detroit 
Pistons and Ron Artesl of the In¬ 
diana Pacers escalated into a 
bottle-throwing brawl between 
players and fans that resulted in 
five injuries and the indefinite 
suspension Saturday of four play- 

It ended Saturday in Clemson, 
S-C- where the South Carolina 

Holtz's final game as head coach 
with a bench-clearing, helmet- 
swinging brawl between South 

And for this, presumably, we 
are supposed to be thankful. 

In fact, the Thanksgiving holi¬ 
day week begins with anger, con¬ 
fusion, investigations and disgust 
at the latest outburst of violence 
involving fans and players in col¬ 
lege and pro sports. 

'Winston Churchill once said, 
'This is one of those cases where 
the imagination is baffled by the 
facts,' " Indiana coach Rick Carl¬ 
isle said Saturday. “That's kind 
of where I am on the whole 
thing.” 

Even a veteran NBA observer 
such as Carlisle couldn't compre¬ 
hend the 10 minutes of fury that 
erupted in suburban Detroit — 
fust between Wallace and Arrest, 
then between Arrest and follow 
Pacers Stephen Jackson and Jer¬ 
maine O'Neal and the Pistons 
fans who threw punches, bottles, 
popcorn, at least one chair and 
other debris after Arrest went 
into the stands to confront a fan 
who threw a water bottle at hhn. 

Pteast set FMHnM. Poet AM 

Reaction to the rumble 
Friday’s brawl was a hot topic with the 

Rockets. They are sympathetic but don’t 
excuse the players’ actions. Neither does 

columnist John P. Lopez, s 

PREVIOUS PLAYER-FAN CONFRONTATIONS 

' Lei#' j SEPT. 13, 2004: 
£• -1. Texas Rangers 

V relief pitcher Frank 
Francisco throws a 
chair into the crowd 
in Oakland, Calif., 
striking a woman. 
He is suspended for 
the rest of the 
season and faces a 
misdemeanor 
assault charge. 

MARCH 29, 2001: 
Tie Oomi ot the 
Toronto Maple Leafs 
punches a heckler 
who tails into the 
penalty box after the 
glass partition breaks 
•n Pluladeiphia The 
man claims he was 
trying to grab a bottle 
Domi was using to 

mess spray water on tans. 

FEB. 6.1995: 
The Rockets' ifomon 
Maxwell rins nto 
the stands during a 
game m Portland. 
Ore . and pinches a 
fan in the jaw He is 
suspended 10 games 
without pay and fined 
$20,000. He leaves 

_ the team before trie 
AxsocixTtu mtess end of the season. 

COMPLETE USX. PAGE AM 

Prime Minister Junichiro 
Koizumi. 

Bush also met with Chinese 
President Hu Jtntao. who said he 
wanted to resolve the nuclear 
standoff on the Korean penin¬ 
sula peacefully, and with South 
Korean President Ro Moo-hyun, 
who supported the six-nation 
negotiations. 

Bush was more blunt in his 
warning to North Korea's leader, 
Kim Jong 11, in remarks to busi¬ 
ness leaders at the Asia-Pacific 
Economic Cooperation forum. 
He told them that "the will is 
strong, that the effort is united, 
and the message is dear to Mr. 
Kim Jong II: Get rid of your 
nuclear weapons programs.” 

In remarks to business lead¬ 
ers, Bush pledged to continue his 
free-trade policies and work to 
reduce the U.S. government def¬ 
icit, which ballooned during his 
first term. 

But the threat of nuclear 
weapons proliferation in North 
Korea as well as Iran was the top 
issue during Bush's private 
meetings during the 21-nation 
APEC forum, where trade and 
terrorism are also on the agenda. 

Also hovering in the back¬ 
ground was the continuing con- 

Pfoow see SUMMIT. Page All 

Spending 
measure 
OK minus 
provision 
■ Senators reject 
power to examine 
tax returns; NASA 
given a boost 
in its funding 

WASHINGTON RUdAU 

Washington - Legislation 
that would let top congressional 
appropriators examine Ameri¬ 
cans' income ux returns caused 
delay Saturday in final enact¬ 
ment of a huge $388 billion do¬ 
mestic spending bill. 

The House and Senate finally 
approved the spending measure, 
which will boost NASA funding 
to more than $16 billion, but not 
before Republicans and Demo¬ 
crats in the Senate, who were 
outraged about the income tax 
provision, attached a resolution 
to negate it. 

The provision was inserted in 
the bill by House negotiators, 
and the House had earlier passed 
it 344-51. 

The Senate finally passed the 
bill 65-30 but will not send it 
back to the House until mem¬ 
bers make an unscheduled re¬ 
turn to Capitol Hill on WVdncs 
day to correct the language con¬ 
cerning the IRS provision. 

The bill will then go to the 
president. 

”It’s not my fault,” said Sen¬ 
ate Appropriations Committee 
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SOLUTION 

“I enjoy drawing newspaper types 

because there are both technical and 

cultural restraints,” explains Schwartz. 

“Legibility is key because typography 

is the foundation of a newspaper. 

Maximizing legibility in spite of very 

poor printing conditions is not easy. 

Culturally, readers in different places 

have different feelings about what sort 

of type is comfortable for reading their 

news every day. These are both big 

reasons why so many newspapers 

commission custom typefaces. 

“He [Cohen] asked me to draw a 

halfway point. Between Italian Old Style 

and Bookman was the target, the 

former because its quirky forms would 

give a distinctive feel to the paper, and 

the latter because its contrast and 

weight are very well suited to news 

headlines. The New York Times used it 

for over 50 years.” 

A newspaper font needs to be heavy 

enough to have a good presence on 

the page, but not so heavy that every 

headline “screams,” and a low contrast 

prevents the type from looking too fussy. 

The idea was to develop this into a 

small family, in two weights, with italics, 

and the italics were to include a set of 

alternate lowercase characters. The 

paper had originally planned to use a 

chunky version of Linotype Ionic No. 5 

for the body text, but, unaware of this, 

Schwartz adapted Houston Headline 

for it. A press test showed that 

Schwartz’s typeface, now known as 

Houston, was easier to read than both 

the Ionic No. 5 and the Corona they had 

been using for 20 years, so they went 

ahead with the creation of two weights 

of text, with italics and small caps. 

FEATURES AND 
CONSIDERATIONS 

Ascenders - Short in both headl 
and text versions because news 
are stringent with leading: they a 
have a lot of text to pack onto e\ 
shrinking pages. 

ine 
ipapers 
ilways 
'er- 

Descenders - These were kept short 
for the samereason as the ascenders. 

Counterforms - Fairly open, helped 
by the Old Style (angled) stress, which 
moves the weight. 

The headline face needed to walk a fine 

line between adding a distinctive voice 

to the paper and being transparent 

enough to look appropriate for any kind 

of story. The text face had to maintain 

the same character as the headline 

face but, more importantly, reproduce 

well on the presses. 

“I approached it as an adaptation, 

trying to draw an identifiable revival of 

Italian Old Style that made all of the 

concessions necessary to be a credible 

news typeface,” explains Schwartz. 

“In the headline face, this meant toning 

down the huge ‘bell-bottom’ serifs, 

but leaving details like the inner serifs 

of the capital M and N, and the angled 

crossbar of the lowercase e intact. 

In the text face, this meant trimming 

off these extra serifs to open up 

counterforms; straightening out the 

crossbar of the e, because it was 

distracting; and widening the italic, 

to keep the counterforms from getting 

too narrow.” All of these amendments 

made the text face more readable. 

It was also important that the typeface 

worked on the paper’s presses, so 

three or four rounds of press tests were 

printed to make sure it worked in the 

way it was intended. A lot of small 

white spaces—for example, the 

counters in the lowercase a, w, and x— 

had to be exaggerated to make sure 

they didn't fill up with ink. 
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Big is an international style magazine 

recognized in the industry as a title that 

covers the latest visual and cultural 

trends with stunning design and 

informative content. It also has a 

history of great collaborations. 

Conceived in Spain over 10 years ago, 

it has since been published in different 

countries, with each issue focusing on 

a single topic. In 2002, Chicago-based 

designers Hans Seeger and John 

Shachter were asked to design, art 

direct, and edit an issue devoted to the 

city of Chicago. 

I’M 

TIRED OF 

BEING THE 

FUNNIEST 

PERSON 

IN THE 

ROOM 

SOLUTION 

Completed in 2003, the issue is a 

homage to the famous “windy city,” 

including articles and stories about life 

in the great metropolis. Since all other 

aspects of the issue were devoted to 

Chicago, Seeger and Shachter felt it 

was only right that the type should be 

as well. Over 15 typefaces of the late 

Midwestern typographer Robert 

Hunter Middleton were utilized for the 

magazine, along with a few customized 

treatments created specifically for this 

issue of the magazine. 
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The International Society of 

Typographic Designers (ISTD) is the 

widely known professional organization 

for designers and typographers in the 

U.K. Three times a year, it publishes 

TypoGraphic, a typography journal 

edited by David Jury, a council member 

of the ISTD. Issue 60, published in 

2003, features several essays relating 

to analog and digital design and 

printing processes and carries the 

subtitle Primal Typography. 

Designers Scott Williams and Henrik 

Kubel at A2-GRAPHICS/SW/HK were 

Commissioned in 2002 and completed 

one year later, the inspiration for the 

design of this 64-page publication, and 

the three typefaces created specifically 

for it, was the subtitle of the journal— 

Primal Typography—and the key 

essay, “The Codex Project.” The 

journal consists of eight interleaved 

eight-page sections, each alternating 

coated and uncoated papers, printed 

offset litho and then overprinted by 

letterpress, both wood and metal. 

When wood type appears it is printed 

wood type on the actual page—you 

can feel how the ink “sits” on the page. 

All other sections are printed with 

digitally produced typefaces. Nothing 

has been scanned and then printed, 

as is common practice with wood 

print these days. 

The three digital typefaces—A2-Merlin 

Carpenter, A2-TypoGraphic regular 

and italic, and A2-Typewriter—evolved 

from hand-drawn sketches. These 

were transferred into Illustrator to trial 

different words before the typeface 

was finished in Fontographer. The 

letterpress typefaces used are 

Monotype Caslon (128) (typeset by 

Stan Lane at Gloucester Typesetting 

Services), along with a wide selection 

of wood type. 

commissioned to design this issue with 

an open brief, although the Letter 

paper (A4) format was fixed, and there 

was only a small production budget. 
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FADER is an American music, fashion, 

and culture magazine. Having used 

Grotesk Bold as a main 

header face for a number of years, the 

magazine decided that a change was 

in order. In the first instance, FADER 
purchased the Stylus typeface family 

from designers Stereo Type Haus and 

it in a few issues before deciding 

that it should form the basis of the 

magazine’s new look. 

SOLUTION 

Designers at Stereo Type Haus began 

developing the original Stylus faces to 

better suit the magazine’s needs after 

it was decided that they required a face 

with more weight—something that was 

closer to the Akzidenz face it was 

replacing. It was also important that 

the typeface conveyed a boldness, 

because it was to be used as a 

headline font, and that it had a low cap 

height, as this is a characteristic of 

Akzidenz. “Firstly, I took a really good 

look at the Akzidenz face, its cap 

height versus weight and so on, and 

then compared it to the Stylus letters,” 

explains Rick Diaz-Granados, designer 

at Stereo Type Haus. “I then tried to 

match the weight and began a visual 

exploration with specimens and mock 

layouts similar to what was already in 

use by FADER." 

The idea was to create a family that 

had a similar feel to classic sans-serif 

faces, but that conveyed a modernist 

sensibility, and that had more versatility 

in weights and styles. Diaz-Granados’ 

inspiration came from DIN, a typeface 

designed by Dutch designer Albert-Jan 

Pool which he, in turn, had derived 

from German road signs. Sketches 

were made in Illustrator before the 

characters were imported into 

Fontographer, where further weights 

and styles were fleshed out. 

The font really works well within 

the pages of the magazine. Mixed 

with other typefaces on a page, it 

stands out and does its job as a 

distinguishable yet subtle and legible 

headline font. “This was probably one 

of the most satisfying type projects 

I’ve ever completed, not only because 

of its challenging range, but also 

because of its visibility in a magazine 

format,” explains Diaz-Granados. 

“It also allowed me to step back and 

see how other designers used it and 

abused it, made good and bad 

decisions, but more importantly how 

it functioned and what it conveyed.” 
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Dagens Nyheter is one of Sweden’s 

largest national daily newspapers. 

In 2001, the paper commissioned 

illustrator/designer Dennis Eriksson 

to create a headline typeface with the 

characteristics of a handmade type. 

Eriksson had worked with Dagens 
Nyheter before, as an illustrator, and 

the paper wanted him to apply his 

illustrative skills to the design of the 

typeface. The idea was to produce a 

number of headlines for the various 

sections in the paper’s weekend edition. 
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SOLUTION 

Initially, Eriksson created individual 

letters for use in each of the specific 

headlines, but as the number required 

grew, he developed an entire typeface. 

Eriksson worked on a face that would 

fit in a comic book-style bubble; 

something that was slightly rough, 

off the cuff, clean, clear, easy, and with 

an element of fun. He first drew the 

letters by hand, using ink on paper, 

then scanned and traced the elements 

of the typeface as images, using 

Illustrator. Because of its italic feel, 

the typeface was named Dennis Pa 

Stan Italic. The hand-drawn, rough 

character of the font works well within 

the context of the newspaper: the 

coarse texture of the paper throws 

the typeface into relief against the bold, 

ink-heavy look of the black bubbles. 
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SKATEBOARD CULTURE 

Independents’ Day Media is a U.S.- 

based, independent publisher of two 

magazines and a line of books. Bail 
magazine, launched in 2003, was the 

publisher’s follow-up to the long- 

running Punk Planet magazine. Bail’s 
focus is the cultural aspect of 

skateboarding—the people, the 

history—as well as celebrating the 

world around skateboarding—the art, 

music, politics, and culture that the 

skate world has spawned. Bail aims to 

set a new standard of skate magazine 

through in-depth interviews, features, 

art, and photography. Los Angeles- 

based designer Andy Mueller, at Ohio 

Girl Design, was asked to create a 

typeface to be used as a masthead 

and headline font in the magazine, as 

well as on merchandise. 

Inspired by his passion for offbeat 

typography from the 1960s, 1970s, 

and 1980s, Mueller wanted to create 

something that was unique, and that 

was bold and visually dominant. 

He began by working on the overall 

direction of the magazine design rather 

than on a typeface; this came about 

after he started work on the masthead. 

Mueller liked the direction of this so 

much, he decided to see if he could 

extend it into a complete typeface, as 

he thought it would be good for Bail to 

have an exclusive type. 

As Thicky is an extremely bold face, 

it works best when used in a larger 

point size, as this avoids any filling in. 

“It seems to work best when used as 

a headline,’’ explains Mueller. “The 

type looks really interesting at a smaller 

point size, but it becomes hard to read 

due to the tricky kerning. The kerning 

seems to be irregular at times, 

especially when two letters with 

opposing angles meet—such 

letterpairs as A and M leave a funny 

empty space between them. However, 

after a few modifications—increasing 

the angle of the diagonal parts in 

letters, including A and M—Thicky 

works very well at most sizes. 

“It was a great project because Bail just 

let me do my thing,” explains Mueller. 

“I started it like I start most projects—by 

opening my sketch pad and opening 

Adobe Illustrator and using both media 

to start messing with design ideas.” 

Mueller used analog sketches to help 

develop some rough ideas of the letter- 

shapes before moving to computer 

sketches, in Illustrator, to help refine 

his ideas. Once the idea was complete, 

he used Adobe Illustrator to create 

the final letterforms. Due to time 

constraints, Mueller asked Nadine 

Nakanishi and Mike Coleman to help 

finish designing the numbers for Thicky. 

Nadine also contributed by turning 

Thicky into a working font, using 

Macromedia’s Fontographer program. 



SOLUTION 

Drawing inspiration from fonts 

designed by the modernists of the 

1920s, including Josef Albers and 

Herbert Bayer, designers Jon Forss 

and Kjell Ekhorn wanted to create 

a face that was as uncompromisingly 

idealist as those, but not as restricted 

by height. They also wanted to inject 

a “Russian constructivist” esthetic into 

the magazine; a look that was popular 

during the early 1980s. The font is 

based on these simple forms: circle, 

square, triangle, and rectangle. The 

first shape created was the square, 

which was halved to create the 

rectangle. The equilateral triangle is 

the same height as the square, and 

the circle has a diameter equal to the 

height of the square. A semicircle was 

created by halving the circle, and 

another triangle was made by cutting 

the square in half diagonally. 

20 NON-FORMAT 
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The Wire is a completely independent 

music magazine based in London. 

Scandinavian/British design duo Non- 

Format are ongoing art directors and 

designers of the magazine. In 2004, 

decided to create a new headline 

that would work for all the 

magazine’s features and could run 

for three or four months. 
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“We started with the O. That was 

obviously going to be a filled-in circle. 

The A was also easily a triangle. Once 

I had the D shape, the rest of the font 

came together fairly quickly,” explains 

Forss. “We made the font shapes rise 

and fall in height so that certain letter 

combinations became quite dramatic. 

Even though we had a deliberately 

restricted choice of shapes, we didn’t 

want to force the font into a box.” The 

A, O, and V were borrowed from early 

Bauhaus typographic experiments 

which, nearly a century later, look 

almost mainstream. However, the 

designers were keen for the rest of 

the font to be fairly idiosyncratic, so 

rather than trying to think in terms of 

there being a standard x-height for the 

font, they made it sit on a baseline but 

ascend to three or four different heights. 

Working in Photoshop, the basic 

shapes were created in separate 

layers, which the designers could turn 

on and off to make each lettershape. 

It was a fast process with only one late 

addition—small, triangular “cuts” were 

added to the C and E to refine their 

legibility. The first version drawn did not 

have the v-shaped cuts in the C and E. 

When the designers delivered this, the 

magazine found that it was not easy to 

read the headlines. 
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Sydsvenskan is one of the biggest - 
selling newspapers in Sweden. 
In 2004, the paper went through a 
transformation from broadsheet to 
tabloid format and also shortened its 
name from Sydsvenska Dagbladet to 
Sydsvenskan. For the revamp it was 
felt that a new typeface was needed to 
complement the new look for its main 
flag and section heads. The previous 
typeface for the flag was a condensed 
version of Aachen, but the revision 
required something more modern to 
bring the paper into the twenty-first 
century. The change also had to be 
“unnoticeable” at first glance—a 
modest refinement was key in this 
project. Swedish designer Peter Bruhn, 
at Fountain, was commissioned to 
complete the job. 

SOLUTION 

Bruhn began with rough sketches 
on paper before moving on to the 
computer. Fie wanted the new 
typeface to be bold, but to allow good 
space between the forms. The paper's 
name had to work set in capitals, and 
be very tight. As a result, Sydsvenskan 
was used as the base for all later 
spacing and kerning adjustments. 

There was a dramatic change in brief 
during the development phase; the 
first assignment was for an all caps 
typeface, but as the project progressed 
it was decided that lowercase should 
be used for the section heads. When 
this decision was made, Bruhn had 
almost finished the uppercase, so 
many things had to be rethought, for 
instance, spacing on the main flag had 
to be adjusted while maintaining the 
tightness of the characters. 

The x-height on this typeface, named 
Sydsvenskan after the paper, has been 
kept high to aid readability, and the 
“look” of some of the serifs from 
Aachen were kept, but with straighter 
brackets connecting them to the stem 
of the letter. All of the design work was 
done in Fontographer, before moving 
into FontLab for finishing. 
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\Dazed 8 Confused is one of the U.K. ’s 

leading cutting-edge style magazines. 

Published monthly, the typefaces used 

change regularly. For the “New York” 

issue in July 2002, Art Director Suzy 

Wood and Designer Peter Stitson 

wanted to create a new headline font 

as the one they were using didn’t 

convey the right attitude for the issue; 

lit was curvy, with a pop-art look, and 

a small x-height in lowercase, all of 

which worked against the more 

aggressive look they sought. They 

needed a headline font with a little 

more presence, something attention 

grabbing, angular, and hard edged 

that would better reflect the attitude 

of the issue. 

SOLUTION 
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Inspired by Rudy Gernriech, Milton 

Glaser, and New Yorkers featured in 

the issue, Wood and Stitson created 

a bold, angular, versatile typeface 

that has filled characters. The time 

constraints inherent in producing a 

monthly magazine meant that the font 

had to be designed quickly, so having 

decided on a few key points, basic 

sketches were made before it went 

straight to Illustrator. All the headlines 

were built in Illustrator—there was no 

time to put it through Fontographer— 

which gives the face a rawness that 

adds to its character. 

Two or three versions, with fills and 

without fills, were created for a number 

of the characters, such as O, K, N, and 

headline fonts in particular can have a 

limited life before they no longer stand 

out. The positive side to this is that 

you feel constantly challenged to stay 

fresh, to try and present something 

interesting within the time constraints.” 

The font, The New New York, is pretty 

versatile; the filled characters can be 

used as picture boxes—a useful way of 

introducing an image without losing the 

impact of the headline—but it isn’t 

suitable for running in great quantity 

and it definitely looks better run large. 



A
L

IS
O

N
 
R

E
N

N
E

R
 P

H
O

T
O

G
R

A
P

H
E

D
 B

Y
 K

E
N

N
E

T
H
 
C

A
P

P
E

L
L

O
 

S
T

Y
L

IN
G
 
N

IC
O

L
A
 F

O
R

M
IC

H
E

T
T

1
 

JU
L

Y
 2

0
0

2
 

U
K
 £

3
.2

0
 

U
S 

$
8
.2

5
 E

S
P
 E

U
R
 7

.1
0

 

TERRy RICHARDSON 
ALAN VEGA INTERPOL 

THE RAPTURE VICE 

HANTI ALIFE LEO FITZPATRICK 
LOTTE AyANNA MOONEy SUZUKI 

PLUS FREE NyC PRISON TATTOOS 

& CONFUSED 91 



CHAPTER 02 



FASHION 

Fashion graphics are as important 
as the clothes they are designed for. 
The logo and communications in 
which a typeface is used are vital for 
the marketing and image of a fashion 
brand. Think of iconic brands such 
as Christian Dior, Chanel, and Gucci 
whose logos are more recognizable 
than their clothes, and account for 
a large percentage of sales through 
branded accessories. 

The same idea applies to the designs 
featured in this book. Fashion is one 
area of design that dictates a highly 
versatile font. Typefaces have to be 
flexible enough to work successfully 
in the many, and often varied, media 
involved: signage, hang tags, shop 
windows, advertising, clothing, 
letterheads, packaging, labels, 
Web sites—the list goes on. 

The work shown in this chapter 
illustrates that versatility through 
typefaces used on store windows, 
as an identity on labels and hang 
tags, on clothing, and on the Web. 
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Levi’s has a long history of innovative 

advertising campaigns and memorable 

design, but has really upped the ante of 

late in the face of increased competition 

from other jeans brands. This typeface, 

for use across all media related to its 

vintage clothing range, is no exception. 

From the start, the designers decided 

to create a new font for the job, giving 

themselves the brief, “make it look like 

it has never seen a computer.” 

Levi’s Vintage is a premium, limited- 

edition range of clothes based on 

reproductions from the Levi’s archives. 

Using a paintbrush and ink, designers 

at The Kitchen played around with the 

idea “never seen a computer,” literally 

writing letters with a paintbrush until 

they were happy with each one. The 

letters were then scanned into the 

computer to make paths in Photoshop, 

and exported to FreeHand. In addition 

to their self-imposed brief, inspiration 

for the design also came from a 1920s 

photograph published in In This Proud 
Land, by Roy Emerson Stryker and 

Nancy Wood. The book is about the 

American dust bowl era and the image 

was of an old Model T Ford with the 

slogan “The Boogie Woogie” painted 

on its side. Named Spookie Barn, this 

font has a fantastic sense of freedom 

and of the organic, but is, perhaps not 

surprisingly, a little difficult to set. 

Spookie Barn is a headline font. For 

each application of the typeface, the 

designers had to treat the letter 

spacing, positioning, and size of the 

type in a different way to make it 

appear that the type had been naively 

daubed with a paintbrush. With no set 

structure for the setting of this type, 

ever/ letter had to be individually 

placed for each set of words. 

It works best really large, as shown 

here on shop windows. In this context 

it appears that it has been painted with 

a fat paintbrush. Used smaller it still has 

that bedraggled look, but doesn’t have 

the same impact. 
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UNFOLDED 
TOMMY FJORDSIDE PROMOTIONAL ITEMS 

Designers at Unfolded came up with 

two themes from the collection—Fly or 

Die and I Can’t Stand the Light—and 

for each of these a typeface was 

created. It was important that the 

typefaces were adaptable because 

of the variety of applications for which 

they would be used. With Fly or Die, 

a scribbled letterform was adapted 

while for I Can’t Stand the Light, a 

school script (one with which children 

learn to write) was used as the basis 

for the design. The typfaces were 

drawn on paper, then imported into 

Illustrator and Scriptographer before 

being applied to the wide range of 

items, including clothing. They both 

have a slightly retro feel to them and 

very much suit the style of Tommy 

Fjordside’s clothing. 
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Tommy Fjordside is an Antwerp-based 

fashion designer. His 2005 spring/ 

summer collection saw the use of 

delicate, fragile layers of fabrics—a 

theme that was inspired by moths. 

For a number of items (shirts, 

postcards, CD-ROM, Web, and 

buttons), Fjordside needed some 

graphics; he commissioned Swiss 

designers at Unfolded to create 

themes and typfaces for these. 

CONTACT 

WWW.UNF0LDED.CH 



FEATURES AND 
CONSIDERATIONS £ 
Kerning - For the store identity, the 
kerning was made tight, to imitate 
the way trees and branches grow into 
each other. 

Ascenders - These were kept short to 
allow for tight leading. 

UJO# 
55 OLDHAM STREET 

MANCHESTER 

www.ashopcalledwood.com 
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Wood, a clothing shop, sells high-end 

street menswear. For its opening in 

summer 2004, design duo Kai & Sunny 

were commissioned to create an 

identity that would work within the 

clothing shop environment, and be 

punchy and easily recognizable. 

SOLUTION 

resulting face, Wood, is based around 

the idea of interlocking rings and 

includes elements of nature. Each 

letterform entwines with the next, like 

twisted tree trunks. This makes the 

word “wood” a tangle of roots, with 

the ascender of the final d intended 

to resemble a sprouting tree. The 

typeface was created using Photoshop 

and Illustrator. It has been applied to 

stationery, shop signage, window 

displays, bags, and the Web. 



SOLUTION 

Chen Pascual, a London-based 

fashion designer, has gained a strong 

international presence on the fashion 

circuit. In 2003, design group Saturday 

was asked to create a whole visual 

identity for the brand, from a company 

logo to swing tags and labels, visuals 

for fashion shows, and signage. 

Saturday felt that designing a custom 

font was necessary in order to create 

standout in the cluttered and 

competitive world of fashion. 
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Warwick, this elegant, stencil typeface, 

displays a unique blend of the classical 

and the modern, a mix of formal and 

informal. The idea for such a typeface 

had been in typographer Paul Barnes’ 

head for years (since school he insists), 

and he created it in three days. “Part 

of that is that you get bored of making 

typefaces that take six years and still 

you are not satisfied with them. It 

makes you want to design something 

really quickly,” he explains. “I’ve always 

been inspired by the idea of the quickly 

made pop single; its fantastic that you 

can make something in a few days but 

it has such a long shelf life.” Begun for 

an American ceramics manufacturer 

in 1996, the job was stopped halfway 

untouched until ErikTorstensson, 

Creative Director at Saturday, thought 

it would work well for the Chen Pascual 

identity. With a minimal budget for the 

project, but a desire for a unique face, 

it helped that Warwick was already part 

made, and that it is, quite simply, a 

classic. Barnes used traced elements 

of Stempel Garamond to make a 

stencil, which he then drew onto the 

computer. He determined the x-height 

by trying out various options until he felt 

happy with the result. In this face, the 

ascenders are taller than the capitals, 

as is typical in typefaces from the 

sixteenth century (part of the influence 

behind this design). The kerning has 

been kept loose because, if it is too 

tight, parts of some letters connect 

with adjoining letters, which reduces its 

readability. As it is a display face for use 

on a large scale, the serifs could be 

made quite sharp. If reproduced on a 

smaller scale, such fine serifs would be 

lost, so, for the Chen Pascual logo, a 

version with bolder serifs and wedges 

was designed. This reproduces clearly 

in more testing applications: on labels, 

reversed out, and so on. 
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Decades is a vintage couture boutique 

in Los Angeles, selling pieces by 

Hermes, Yves Saint Laurent, Gucci, 

Pucci, Loris Azzaro, Balenciaga, and 

so on. After one year of trading, the 

store’s owner asked designer Corey 

Holms to create a new identity for the 

shop, including a different typeface. 
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SOLUTION 

Inspired by the name of the store, 

Holms looked through design history 

books for opposing styles that would, 

with a little playing around, actually 

work together. “I was trying to find 

different decades of type styles that 

had nothing in common, but ones that 

I could meld together into one newish- 

looking style,” he explains. The 

computer monitors in Kubrick’s 2001: 
A Space Odyssey were a main point 

of reference, as was the typography of 

the Vienna Secession, specifically the 

way such type ran together with no 

word spaces, occasionally breaking 

midword to go to the next line. This 

combination echoes the anachronistic 

nature of the store’s business—selling 

vintage couture contemporarily. 

The letters of the typeface, named 

Decades OS, combine both square 

and rounded forms and are, in a word, 

“skinny.” “I felt, at the time, that some 

of the best fashion houses had really 

skinny typefaces in their logos, so 

decided that the type for Decades 

should almost be ridiculously skinny,” 

explains Holms. “It had to look 

modern, without being tied to a 

particular era. Not so much timeless 

as not belonging in a specific time.” 

decades vintagecoutureandaccDutrements i 
sangeiescalifcmiasacMsusa 

Signage has been a particularly 

difficult application for Decades as 

there is a city ordinance preventing 

the store from using a horizontal sign. 

This means that in addition to the type 

being so “skinny,” it has the further 

restriction of having to be read 

vertically; although the basic 

letterforms are square, ascenders 

and descenders make it difficult to 

maintain consistent spacing. In order 

to compensate for this, Holms has 

used contrasting colors and made 

a second, bolder weight for the 

typeface. It works most effectively on 

stationery, in small point sizes. When 

used small, the quirkiness of the face 

adds character, but when it is large, 

this detracts from its readability as 

viewers focus on the individual forms 

rather than reading smoothly. 
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Loveless, a Japanese clothing 

boutique in Tokyo, is owned and 

run by Sanyo Shokai Ltd. French 

designers Jeremie Rozan and Santiago 

Marotto at Surface2Air, Paris, were 

asked to art direct the interior design 

of the store and to create an identity 

that could be applied throughout the 

boutique and on business cards, bags, 

boxes, and so on. 

•LOVELESS* 

YUCHI YOSHII 
Creative Director 

SOLUTION 

The project was commissioned and 

completed between May and July 

2004. Inspired by the ambience and 

language of the Loveless boutique as 

well as heavy metal music and the 

whole genre of dark vampire films, 

Rozan and Marotto have created a 

series of typefaces for the store. Each 

one has been applied across various 

media. Together, the organic, energetic 

fonts have a real impact. Adobe 

Streamline and Illustrator were used 

to create the fonts. 

As a free and rather “chaotic exercise” 

for the designers, the process was 

closer to illustration than to traditional 

typeface design; it does not follow any 

rules or conform to any constrictions. 

Based loosely on Cooper, this new font 

has been named Love. 

Sanyo Shokai Ltd. 

1-24-3 Minami Aoyama 

Minato-ku Tokyo 107-0062 

Tel. 03 3401 2301 

Fax. 03 3401 2301 



WAYFINDING AND SIGNAGE 



CHAPTER 03 

Typography is central to how we 
communicate. It influences almost 
everything we do: where we eat, 
how we shop, what we read, where 
we play, and of course, how we get 
around. It directs us through our 
days, whether this be on the roads, 
in a museum, or at an airport. 
Signage, and the typefaces 
designed for it, are vital for keeping 
the world moving. Consequently, 
performance requirements for the 
characters used in signage are very 
different from those used in books 
and magazines. 

On such projects, a bespoke font 
is a real advantage as it allows the 
designer much closer control of all 
the elements. An obvious example 
is Jock Kinneir’s British motorway 
signage solution, Transport. This 
was first used in the mid-1950s for 
a signage system at Gatwick 
Airport, following which it was 
applied to signs in London and, 
in the mid-1960s, on all British 
motorways and roads. The lettering 
and modular layout made Kinneir’s 
design a renowned success. It has 
since inspired many signage 
systems around the world. 



BRIEF 

In 2004, Sheffield City Council began 

work on a five-year urban regeneration 

project for this city in northern England. 

Together with various partners, 

including the city’s universities, 

museums, galleries, theater trusts, and 

Passenger Transport Authority, the 

Council’s plan included reshaping the 

street pattern and creating a series of 

new public spaces. To connect all of 

this, a new wayfinding solution was 

required. The job was given to 

designers at Atelier Works, and 

typographer Jeremy Tankard. 

Sheffield has a strong history of type 

design and production—the 

Stephenson Blake foundry was 

established there in 1819. The design 

of a bespoke typeface for the 

wayfinding system was seen as an 

appropriate tribute to this typographic 

heritage, as well as a means of 

ensuring that the system was 

distinctive and unique. It was also 

felt that with the scale of the project— 

around 240 maps and diagrams—this 

help control the initial and 

outputs. 

DESIGN_ 

ATELIER WORKS 
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Sheffield Sans 
Sheffield Sans 

SOLUTION 

The designers spent over eight months 

researching and developing a concept 

for the Sheffield wayfinding system, 

including maps, diagrams, photography, 

typography, and iconography. 

Inspiration was taken from some of the 

Stephenson Blake types, notably the 

Victorian Grotesque sans serifs and 

Granby, designed in 1930, and from 

benchmark font designs such as the 

London Transport typeface, Johnston. 

Tankard worked with Atelier Works to 

develop the face over about three 

months, refining and modifying 

drawings on paper before developing 

it fully in FontLab. 

Sheffield Sans, as it was named, has 

slightly condensed letters with clean 

lines and a variety of terminal endings 

across its forms. These help to keep 

the flow and image of the text alive 

while being economical with space, 

and legible on signing and in text. The 

diamond dot, a strong feature of the 

type, is included as a direct link to 

Stephenson Blake’s Granby type and, 

in turn, to Sheffield. Additionally, and 

unusually, the sans-serif form has a 

ligature set, which links it to the English 

tradition. “We needed a slightly 

condensed typeface for the sign 

system, something that would allow 

us to control the consistency of the 

wayfinding,” explains John Powner at 

Atelier Works. “Calling it Sheffield Sans 

also provided us with a basic identity 

that is consistent and relevant to its 

culture, and that to some extent 

projects the city’s brand values such 

as straightforwardness, accessibility, 

and high quality.” 

The typeface was produced using 

OpenType technology. This format is 

fully compatible between Macintosh 

and Windows. It can also be 

“programmed" to have intelligence so 

that various applications can make use 

of added typographic support, such 

as extended ligatures. Sheffield Sans 

was launched in three weights to give 

designers choice in the broad scope 

of applications in which it may be used. 

In the ambitious wayfinding scheme, 

this spans vehicle signs, public 

transport information, and pedestrian 

and cycling wayfinding. Over 100 sign 

panels, at every level, from maps and 

diagrams to headline type, are in place 

across the city. 
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Proportions - Sheffield Sans allows for 
a slightly larger x-height and 
consequently, shorter ascenders and 
descenders than average, which work 
better in providing signing legibility. 

Condensing - A careful balance had to 
be struck between economy 
(maximizing line lengths) and visual 
elegance and legibility. 

Decoration - The typeface had to be 

unique so features such as the 
diamond dots, slash-cut terminals (on 
some letters), and a combination of 
humanist detail, like the lowercase a 
against the modern g, were essential, 
along with the unusual set of ligatures, 
which are not commonly found in 
sans-serif fonts. Sheffield Sans has 
three potential ligatures: on the ff, the fi, 

and the combined ffi. 

Weight - As the typeface was being 
developed for use on signage, legibility 
was of the utmost importance, so 
careful consideration went into the 
difference between light, regular, and 

bold weights. 

Sheffield 
Sheffield 
Sheffield 
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The Christchurch Art Gallery is one of 

jNew Zealand’s best-known public art 

galleries. In 2003, a new building was 

added to the main gallery, and London- 

based type designer Jeremy Tankard 

was asked to create a font that could 

be used on signage throughout it. 

Strategy, the New Zealand-based 

company responsible for the design 

of the signs, initially asked him to create 

a display face in one weight, but as the 

brief was worked through, this was 

expanded to three. 

Strategy wanted the font to have a 

flowing feel, to pick up on the flowing 

lines of traditional Maori art. With this 

in mind, Tankard began looking at 

historical scripts and typefaces such 

as the Cancelleresca Bastarda type 

by Jan van Krimpen, which has long, 

ornate swashes. However, the 

typefaces also had to have a likeness 

to Tankard’s Bliss, the core font used 

by the gallery. The basic forms of 

Bliss were chosen for their simplicity, 

legibility, and their soft, flowing curves. 

“I started with Bliss Extra Light, but 

soon moved away as the design 

solidified,” explains Tankard. “As with 

other types, I started with a few test 

characters. I produced a test font with 

some of the ligatures and alternate 

characters. This went down well and 

the font developed to over 500 

characters in each weight. I designed 

it as a Multiple Master font, which 

Strategy wanted a font similar to 

Tankard’s Blue Island, a serif face, but 

sans serif. Rather than producing Blue 

Island without serifs, Tankard explored 

a vertical/italic script. He wanted to 

move away from a calligraphic feel. 

Typically, such scripts have sloping 

ends to characters, a slightly 

condensed feel, and flowing lead-in 

and lead-out strokes. Instead he made 

the forms vertical and wide, and added 

stiff lead-in strokes. The collection of 

characters is balanced between roman 

and script; no preference is given to 

one or the other, and the setting 

appears even. The many ligatures and 

alternates help to keep the identity alive 

and interesting. The font has been 

made in the OpenType format, a 

technology that is fully compatible 

across platforms, and offers a huge 

amount of creativity to the font 

designer and the end user. The font 

has been used in many situations, 

including in print for literature and 

billboards, cast in steel for signage, 

and stitched onto uniforms. 



FEATURES AND 
CONSIDERATIONS 

Character forms - a, e, f, g, k are 
script-based; b, d, p, q, i, I, h, m, n, r 
have script elements (lead-in and lead- 
out strokes); c, j, o, s, t, u, v, w, x, y, z 
would sit happily in a roman type: they 
have no script feel. 
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Droog is a group of Dutch designers 

perhaps best described by their own 

explanation on the company Web site. 

“Droog is a brand and a mentality. 

Droog is a curational collection of 

exclusive products, a congenial pool of 

designers, a distributed statement 

about design as cultural commentary, a 

medium, working with cutting-edge 

designers and enlightened clients.” 

Droog asked Dutch designers Hansje 

van Halem and Nadja Hanke to create 

the signage, invitations, and brochures 

for a show they held at the Salone del 

Mobile in Milan, Italy, in 2004. 



SOLUTION 

Halem and Hanke created the two 

typefaces shown here, Stitch_ 

unsewed and Stitch_backside. 

The type on the signage is actually 

embroidered onto a building material— 

a perforated white hardboard. For the 

brochures and invitation, the 

embroidery was translated into a 

double-sided typeface; the front 

showed a neat stitch while the back 

showed exactly what the reverse of 

a fabric swatch looks like when you 

stitch letters onto it. 

“The theme of the exhibition was 

slowness,” explains Halem, “so we 

thought that the fact that embroidery 

is a very slow, and maybe also old- 

fashioned or outdated method of 

making something, it would reflect the 

theme well.” 

For the printed typeface, the designers 

used the outlines of Times New Roman 

to work around within a grid. The grid 

was similar to that of the perforated 

hardboard, but instead of using thread 

as they did on the board, they 

“embroidered” the front of the words, 

using a mouse on a computer, and 

the back of the words, with their 

connected lines and letters, using 

Fontographer and Illustrator. 

The one problem with the font is that, 

technically, the “stitch” doesn’t fully 

function; letters still have to be 

connected by hand, as if they have 

been embroidered with thread. 

However, once set, its simplicity and 

the mix of craft and technology means 

that it really stands out as something 

different, especially on signage. 
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SOLUTION 

In many ways it is ongoing, but the 
initial type design took about a year. 
The original proposal was to replace 
the Clarendon typeface that the NPS 
was using on all their road signs, and 
the Helvetica Bold that they were using 
as a primary display face in their 
wayside signage and in their publications 
with Syntax, a humanist sans-serif. 
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In 2001, the U.S. National Park Service 
(NPS), the government agency 
responsible for the administration of 
all U.S. parks, commissioned James 
Montalbano of Terminal Design to 
rebrand and develop a new 
typographic identity for the NPS that 
could be used in all aspects of its work. 
The typographic palette the NPS was 
using had grown out of control and 
was no longer effectively projecting 
their identity. Also on the design team 
was Donald Meeker, who Montalbano 
had worked with previously. 

The designers also proposed that a 
serif face could be used as a secondary 
font on the road signs as well as for text 
applications in their publications and 
wayside signage. However, the NPS 
felt that Syntax was too much of a leap: 
they wanted a serif design for use on 
road signs. Initially, after a number of 
fonts were presented, Sabon was 
chosen as a starting point. Sabon 
itself is unsuitable for use on highway 
signage, being too delicate and 
contrasty, so a new, specially designed 
typeface was developed. 

“We began playing with the Old Style 
forms in Sabon and Garamond as 
well as Plantin,” explains Montalbano. 
“Plantin, with its sturdy character, was 
a better starting point than Sabon, 
and we designed a sturdy Old Style 
typeface using FontLab to produce 
a Multiple Master font database that 
included instances for weight, width, 
and serif style.” 

Field tests of the font were conducted 
during daylight and at night on Avery 
Prismatic film, a high-intensity, 
retroreflective material. Retroreflective 
materials have a very high brightness. 
Not only are the letters reflective, the 
background is as well. This causes an 
effect known as blooming, or halation, 
in which the glow of the reflected light 
causes the letters to fill in. NPS 
Roadway was designed to minimize 
this effect. Various permutations of the 
new Old Style design were compared 
with one another and with Clarendon. 
Twelve people from NPS, Pennsylvania 
Transportation Institute (PTI), and Avery 
were invited to the field tests. The 
group picked two designs that they felt 
performed better than the Clarendon. 

The designers developed a new 
proportion of lowercase to cap height 
in order to make the face more legible. 
The cap height was kept the same, 
but the x-height was increased so the 
letterforms became slightly more 
condensed. The new design was 
tested at PTI and was found to be 
11 percent more readable than 
the Clarendon. 

The typeface is now used by NPS 
on U.S. park signage and in its 
publications. Originally called NPS 
Rawlinson Railway, it has been 
renamed NPS Roadway. 
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CONSIDERATIONS 

x-height - The x-height of this typeface 
is unusually large; it changes the 
traditional proportional relationship 
between the lowercase and uppercase 
letters. It is this detail that increases 
the font’s readability and legibility. 

Grand Canyon 
Spacing - Spacing is a key element in 
signage typography. NPS Roadway 
uses much wider spacing than 
traditionally recommended, as this 
was also found to increase legibility. 

Grand Canyon ■ 
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Mode created a custom typeface 

because the dot matrix font they were 

working with was not going to be 

usable on all elements of the signage: 

the type had to be used on its side to 

fit the vertical signs that sit within the 

bookshelves, and it was not easily 

readable when set this way. After 

studying many dot matrix fonts the 

designers came across Matrix. They 

used this as a basis for the new font. 
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When two new libraries, or “ideas 

stores,” designed by Adjaye 

Associates, were built in the London 

borough of Tower Hamlets, a large 

amount of signage was needed, as well 

as a large amount of books. Mode was 

commissioned by Tower Hamlets 

Borough Council to design the signage 

for both libraries. The typeface used 

had to be clear and functional, and had 

to work both in large and small scale. 

In order to make the font easily 

readable when set on its side, the 

dots within letters were stretched to 

become ovals. This works because 

the oval dots within each letter “bind 

together” better than circular dots, 

particularly when being read vertically. 

The tails of the g and y were also 

modified; they were lengthened to give 

them more definition, and to aid legibility. 

This project was quite a challenge. 

Using a dot matrix font within a public 

signage system is unusual as the 

setting requires careful consideration 

to ensure that it is legible. If the face is 

used at too large a point size for the 

distance from which it will be read, the 

spaces between the dots will appear 

so large that the eye focuses on the 

spaces rather than joining the dots. 
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As part of the Melbourne Fashion 

Festival 2002, designer Fabio Ongarato 

invited Patrick Remy to curate an 

exhibition of contemporary 

international fashion photography. 

Thirteen of the greatest names in 

contemporary fashion photography, 

both local and international, were 

invited to contribute. The exhibition 

presented fashion photography as an 

art show beyond the boundaries of the 

magazine, to illustrate the importance 

and power of the medium. Fabio 

Ongarato Design was commissioned 

to create the identity, brochure, and 

signage for the exhibition. 

The graphic language created for the 

exhibition was based on extruding 

squares and cubes, a simple dot grid, 

and illumination. “It is a kind of 

reflection of the fashion image and its 

own dimension, moving from the 

printed page into an art gallery 

context,” explains Ongarato. The 

placement of these cubes was defined 

by a strict grid, and a decision was 

made to base the typeface on the 

same grid. As a consequence the 

typeface, named FPN, is monospace. 

It was drawn first by hand and then 

refined in Illustrator. It does not have 

kerning pairs and must stay within the 

base grid. The typeface is simple, bold, 

and strong as well as having that all 

important fashion element. Monospace 

fonts have a somewhat irregular 

appearance as the usually narrower 

I takes up as much space as the W. 

This forces the viewer to read each 

individual letter rather than whole 

words. As the intention of the signage 

was to catch and hold the viewer’s 

attention, this works extremely well. 
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In the summer of 2004, Westminster 

Cathedral, London, commissioned 

designers Phil and Jackie Baines to 

create a new identity for the Cathedral. 

The brief was to look at all aspects of 

its communications, from the weekly 

newsletter, to signage, and information 

provided to visitors in the building itself. 

The aim was to create an identity and 

typeface that could be used for all of 

those purposes. 



SOLUTION 

“We wanted to produce lettering 

sympathetic to the building, which was 

a place we already knew,” explains 

Phil. “We knew that it would need to be 

there for a long time, as they don’t have 

the money to continually reinvent their 

identity, so it was important that it 

should not date.” 

Inspiration was not hard to find in 

such a building. In fact, says Phil, 

there was almost too much. There is 

an abundance of lettering and carving 

in the Cathedral, including Eric Gill’s 

carved Stations of the Cross. The 

principal starting points for the font, 

however, came from lettering in the 

Chapel of St. Andrew and the 

Saints of Scotland. 

As the font will probably have to work 

with a variety of secondary fonts in 

the future, the designers felt it was 

important that it wasn’t either sans serif 

or serif. There are several examples of 

“weighted” sans serifs in the cathedral, 

with distinct thicks and thins, and they 

used these as the starting point for 

the new font. However, once work 

progressed, it became clear to them 

that the font needed more vigor, so 

vestigial serifs and tapered stems 

began to dominate. From the outset 

it was decided that the typeface should 

be for large uses only, and that capitals 

would be most appropriate. To this 

end, there is no lowercase version, 

just three-quarter sized capitals. 

The new font, a work in progress at 

the time of writing, is named Bentley, 

after the Cathedral’s architect. Phil 

is working on the font design and 

development while Jackie is developing 

the signage and exhibition graphics. 

Westminster 
Cathedral, 
A HUNDRED 
YEARS OF FAITH, 
PRAYER AND 
SOCIAL ACTION. 
SET IN THE NEW 
FONT BENTLEY. 
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IDENTITIES 

Written words are essentially a 
substitute for spoken language. 
It is the job of a chosen typeface 
to compensate for this by 
communicating a message as 
well as expressing a tone of voice. 
Within identity design this “tone 
of voice” is essential because 
businesses want to communicate 
who they are, and what they stand 
for, to potential clients. 

When I asked Jonathan Barnbrook, 
a leading type designer, what he 
believes are the advantages of 
having a specifically designed 
typeface, he cited this need for a 
voice. “A new brand is a new ‘belief 
system’ and a designer will want to 
put forward that newness in any 
visual representation of the 
corporation,” Barnbrook explains. 
“There are times when you want to 
have a typeface that expresses a 
tone of voice, or spirit, that has not 
existed before, so you simply need 
to invent it.” 

This chapter is all about typefaces 
providing ownership and identity. 
If a designer is to create a new 
typeface, then the client must own 
it and it must be an integral and 
unique part of their brand. Type is 
a vital part of any communication, 
and the design and visual esthetics 
of the letters help enhance, and 
reinforce, a company’s visual 
identity, including its attitude and 
personality. In addition, for multi¬ 
national corporations, a custom 
corporate type is a sensible option 
financially as it avoids the need for 
multiuser or worldwide licenses. 

The work in this chapter ranges 
from identities for newspapers to 
galleries and international airlines, 
and reflects the diversity of work 
within this field. 
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The Mori Arts Center opened as part 

of a wider cultural development in the 

new Tokyo district of Roppongi Hills, 

in late 2004. Housed at the top of a 

skyscraper, this development is 

composed of various constituent 

organizations: the Mori Art Museum 

(a contemporary arts museum), 

Roppongi Hills Club (restaurants and 

clubs), Tokyo City View (an observation 

deck), Tokyo Sky Deck (a conference/ 

meeting/exhibition space), and 

Roppongi Academy Hills (an arts 

and business school). 

Barnbrook Design was asked to create 

an identity for the center that worked for 

the umbrella organization as a whole, 

and had separate elements that could 

work on their own for each individual 

organization. In addition, the designers 

were asked to come up with a solution 

that always said “Mori Arts Center” 

when the separate identities were seen 

on their own. 
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“We wanted to create an identity that 

symbolized activity, energy, culture, 

opposing views, and different art 

forms,” explains Jonathan Barnbrook, 

founder of Barnbrook Design. “To do 

this, we came up with the idea of 

‘spectrum,’ which could mean visual 

spectrum, sound spectrum, the 

spectrum of opposing views in art, the 

wide spectrum of different activities in 

the arts, and so on.” From this starting 

point, each individual organization was 

assigned a color and a particular 

waveform to represent difference and 

provide each section with a unique 

branding, or identity. All the waveforms 

and colors combined make up the 

principal logo of the center. “The 

concept says ‘we are made up of many 

parts which represent the whole gamut 

of the arts’,” adds Barnbrook. 

Barnbrook had worked with the 

company that set up the center 

previously—they designed its 

corporate identity, which included the 

custom serif typeface Priori. Because 

of this, they wanted to create a custom 

typeface for the Mori Arts Center that 

related to Priori, but they wanted a 

clean, bold typeface for the center’s 

logo. To achieve this, they based the 

new face on the same basic character 

shapes as Priori, but translated the 

principles of Priori into a sans-serif font. 

The face relates to many of the 

monospace sans fonts drawn in the 

1970s and 1980s, which often had 

awkward or very basic widths due to 

the technical requirements for their 

use: as the typeface was to be used in 

Japan, the letters had to be extremely 

clear and easily identifiable by non¬ 

western readers. “It was important that 

the main headline font was ‘cool,’ but 

had a few ‘idiosyncrasies’ in it to make 

it a little playful,” explains Barnbrook. 

This is reflected in the N, which is a little 

different from the other letters and 

relates directly to the original Priori N. 

“When I look at these two custom fonts 

and how they relate to the corporation 

Roppongi Hills, I think that the drawing 

of a custom font took the whole identity 

to a higher level,” adds Barnbrook, 

“It made the branding stronger and the 

corporate design more sympathetic to 

the message of the museum.” 
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BRIEF 

Salpausselan Kirjapaino is a Finnish 

printing house. To celebrate its 50th 

anniversary in 2002, a new identity, 

including a custom typeface, was 

created by designers at Underware. 

As well as celebrating their anniversary, 

the aim of this redesign was to improve 

the company’s brand. 
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STOOL REGULAR SMALL CAPS 

SOLUTION 

The company’s original logotype was 

set in Futura, which was also used in all 

other typographic identity. Futura is a 

technical, some might say cold 

typeface. An element of this had to be 

kept in the new typeface, but at the 

same time it had to have a little more 

warmth. “The goal was to make a 

warm, typographically rich sans serif 

which was not too straight or dull, but 

had lots of surprising details to keep it 

alive,” explains Sami Kortemaki, 

designer at Underware. 
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The starting point for this project was 

an early version of Stool, which 

Underware had created in 2000. This 

was a mini family of three fonts (regular, 

italic, and bold) that had been used 

only once, and by Salpausselan 

Kirjapaino, for a single assignment— 

the publication, posters, and invitations 

for an exhibition at the Pori Art 

Museum. Plowever, for this new 

identity, many more weights and styles 

had to be added to allow application 

across all the typographic material of 

the printing house. 

Stool is a sans-serif family with a more 

humanistic feel than Grotesque fonts or 

l geometric sans-serif fonts. But on the 

ij other hand, it has a more industrial 

\ feeling than humanistic sans serifs like 

Gill Sans, for example. The family 

| consists of 12 fonts: roman, italic, and 

S small caps, all in light, regular, bold, 

j and black. The heaviness and 

blackness of the weights was adapted 

to work so that all the fonts can be 

combined with one another. So, the 

; regular weight works with the black 

weight, the light weight works with the 

bold weight, and so on. 

I An important adjustment had to be 

I made to the Futura J. A common letter 

jj pairing in Finnish is L and J, and this 

I causes a problem in Futura; when 

; these letters are paired, a large white 

: space appears between them because 

: they both align on the baseline. The J 

] in Stool has been designed to extend 

below the baseline, which makes the 

(typesetting, and reading, in Finnish 

j much more fluent. 

FEATURES AND 
CONSIDERATIONS 

Spacing - This was adapted especially 
for the Finnish language which, with 
its great use of double vowels and 
consonants, is very vertical. Compared 
with English, Finnish needs slightly 
looser spacing. 

Umlauts - Adieresis (a + umlaut) and 
odieresis (o + umlaut) are very common 
in Finnish. The dots of these were 
designed to align with the dot of the i, 
to ease the flow of the reader’s eye, 
and made slightly smaller than the dot 
of the i, to give visual balance. 

Counterspaces - These are quite big 
and open to allow the typeface to be 
used in small sizes without a loss of 
clarity. When they are too small, 
counterspaces can fill in, depending 
on the type of ink and paper used for 
printing, and also on the point size at 
which the type is set. This results in 
reduced readability. 

Contrast - The contrast between thin 
and thick strokes is low to allow the 

It took around five months to complete 

the typeface. Fontographer was used 

to create Mac PostScript Type 1 fonts, 

and FontLab was used later, to produce 

PC TrueType fonts. Stool has been 

used on printed corporate identity 

(letterheads), on the company Web 

site, and on PowerPoint presentations. 

It has also been adapted, in terms of 

spacing, for use in English. 

typeface to be used in small sizes: if 
thin parts are too thin, they vanish 
when set in very small sizes. 

Flyphens - Plyphen marks are narrower 
than usual because Finnish has many 
long words that are broken up with 
hyphens. In narrow columns it is not 
unusual to have several hyphens one 
under the other. 
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BRIEF 

The Australian Centre for Contemporary 

Art (ACCA) is Melbourne’s major public 

contemporary art space. Established 

in 1983, it initiates and presents 

innovative Australian and international 

contemporary art practices, and 

supports artists in the creation of new 

work. In October 2002, the ACCA 

moved to a new location in Melbourne’s 

Southbank Arts Precinct. The landmark 

building, designed by architects Roger 

Wood and Randal Marsh of Wood 

Marsh Architecture, is very much 

viewed as a sophisticated space for 

contemporary art. Melbourne-based 

Fabio Ongarato Design was asked to 

develop a complete visual language for 

the ACCA— something that would 

capture what the center stands for and 

represent the spirit of the building. It 

also had to be suitable for use on a 

broad range of applications, including 

advertising, building signage, and 

printed material. 

SOLUTION 

The idea of the design is that it eschews 

a singular mark and instead, brings 

together a number of elements that 

represent the dynamics of the art 

displayed inside and the spirit of the 

building. Inspired by the post-industrial 

imagery of sci-fi films such as 2001: 
A Space Odyssey, Star Wars, and 

Dune, the design is NASA-like, hi-fi 

rather than digital. Elements include a 

juxtaposition of typefaces, one futuristic 

and fluid and the other angular and 

awkward; patterns of infinite lines with 

no solid colors; and a color juxtaposition, 

green with the red building. 

The designers wanted to subvert 

traditional notions of legibility and to 

this end, there is much variation 

between the width of individual 

characters. This has the effect of 

producing “pauses” within words, 

causing the viewer to reflect longer on 

what they are reading. To achieve this 

deliberate uneveness in characters, the 

designers examined hundreds of 

different words, and their unique letter 

combinations; in cases where some 

variation in the width of individual 

letters was required, alternatives 

were designed. 

The ACCA typeface was drawn in 

Illustrator before being completed 

in Fontographer. 
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BRIEF 

Minneapolis College of Art and Design 

(MCAD), founded in 1886, offers some 

of the finest art college courses and 

facilities in the U.S. In early 2004, Jan 

Jancourt at MCAD DesignWorks and 

Matthew Rezac at Soon After Design 

began work on an extensive new 

identity program for the college. This 

had not been updated since 1972. 

At the heart of the new identity they 

wanted a stable, but interesting sans- 

serif typeface to reflect the innovative 

spirit of the college. The typeface also 

had to be versatile, as it would be 

[applied to signage and used within 

displays as well, of course, as on the 

extensive range of college stationery. 
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SOLUTION 

After experimenting with many different 

typefaces, the pair felt that German 

designer Andrea Tinnes’ Spectra most 

met the needs of the job. However, it 

had to be heavily customized and 

updated. Tinnes added two new 

weights and three new italic faces, 

recut the vertical bar, and customized 

letters for the MCAD logotype. The 

updated family was named Spektro. 

The now extensive Spektro (the whole 

family comprises 39 fonts) consists of 

three different styles: Gothic, roman, 

and slab. To meet the need for 

economy with space, the basic letter 

shapes of Spektro are slightly 

condensed, and equipping it with 

additional weights and three different 

styles meets the need for it to be 

versatile. Spektro can be applied 

across a wide range of text uses. 

It contains the complete standard 

character set, supporting Western 

European languages, and all versions 

have three different numeral sets (lining 

figures, old-style figures, and tabular 

figures), to meet all typographic needs. 

All versions share the same x-height 

(with optical adjustments for the roman 

version as well as the bolder weights), 

and the same length ascenders and 

descenders. They also share the same 

kerning pairs in all critical character 

combinations, including accented 

characters and punctuations. This 

allows them to be fully integrated, 

with no problems. 

The identity solution for MCAD has 

a rather unusual element to it in that 

end users can select and manipulate 

images (from a library of graphic 

illustrations created by MCAD’s 

students), and apply them to the item 

of stationery they are using. This clever 

quirk means that the end user is in 

some way involved in the design of the 

Identity, and, each time they create a 

new communication, more of the 

MCAD identity is revealed. 

“Spektro has an eclectic set of unique 

characters that offered a conceptual 

parallel to the flexibility of our identity 

system,’’ explains designer Matthew 

Rezac. “Also, Spektro allows the end 

user to choose from three faces, a 

Gothic, roman, or slab face. These 

work as an integrated family, resulting 

in a communication that is unique to 

each user.” 

The name Spektro comes from 

“spectrum,” the idea being that the 

typeface, with its three different styles, 

covers a wide spectrum of usage. 
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FEATURES AND 
CONSIDERATIONS 

SPEKTRO GOTHIC 

Proportions - The Gothic face is slightly 
^condensed, which makes it very 
economical and efficient in terms of 
space. The sloped terminals of the 
ascenders and descenders on the 
lowercase characters stress this 
vertical nature. At the same time, the 
ascenders and descenders have been 
shortened, in order to balance this out. 

Terminal strokes - The strokes of R, K, 
k, y are slightly curved; this gives the 
face a strong, rhythmic element, and 
makes it instantly recognizable. 

“g” - The first Gothic version contained 
a two-story g; in the latest version, this 
has been replaced with a one-story g 
to give the face a characteristic 
element that differentiates it from other 
Gothic faces. 
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SPEKTRO ROMAN 

Proportions - These have been slightly 
condensed, as for Spektro Gothic. 

Contrast - There is a high contrast 
between thick and thin strokes to make 
it obviously different from Spektro 
Gothic and Spektro Slab. 

Serifs - Reflecting Spektro’s 
exploration of the possibilities of 
inconsistency and imbalance, these 
have been made asymmetrical. 

“g” - The roman face retains a two- 
story g, following the tradition of serifed 
roman faces. 

SPEKTRO ROMAN CURSIVE 

Angles - The roman cursive face is a 
cursive/italic; it has some slightly 
different slope angles for optical 
adjustments. 

SPEKTRO SLAB 

Proportions - Again, these have been 
slightly condensed. 

jContrast - There is a low contrast 
between thick and thin strokes (as for 
Spektro Gothic). 

Serifs - The slab serifs have been given 
a triangular shape to reflect the vertical 
character of the face, and to distinguish 
it from the serifs of Spektro roman. 

“g” - As with Spektro Gothic, this has a 
one-story g. 



SOLUTION 

“I wanted a multidimensional, layered 

kind of feel to the logo to reflect the 

different characteristics of each floor of 

the club, and their individual roles in the 

business,” explains Stewart Lucking of 

Craftyfish. Lucking began the project 

by exploring organic letterforms based 

around the number 23. The identity 

had to work with the branding of the 

basement club which was known as 

the “Two Thirty Club,” a play on the 

club’s original closing time. The 

typeface used for that was Amelia, 

a retro-looking font. 

He has used a combination of warm 

colors, including burgundys and 

ochers, which reflect the interior design 

of the club's media/TV room, informally 

known as the suede room due to its 

suede walls and low-slung leather 

seats. All the colors in the logo were 

present in the club in some form. 

The result is a logo that has a 3-D 

quality and appears to be a weighty 

piece of precious metal. It looks 

expensive, heavy, heavenly, and 

priceless. Following this, Lucking 

had to design a bespoke black-and- 

white version for use in monotone 

environments—faxes for example. 

For this he created a halftone bit-map 

that reinvents the logo in a pure 

graphic style. 
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Cerberus Bars owns 23 Romilly Street, 

a private members’ bar based at 23 

Romilly St, in Soho, London, in a four- 

story townhouse, it has a ground-floor 

members’ bar, second-floor restaurant, 

third-floor media/TV room, and a 

basement bar and club. It opened in 

2000. The identity and subsequent 

graphic material for the club was 

designed by Craftyfish, who were given 

complete creative freedom. The brief 

was “make us funky [cool], sexy, and 

exclusive, and exude quality and class.” 
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SOLUTION 05 Het eigen ARBM'K’ font wordt gecombineerd met een bescheiden 
(bestaand of speciaal te ontwerpen) font voor ‘broodtekst’ 
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The typeface, ARBM Tool Kit, was 

created in 2004 by Dutch designers 

Richard Niessen and Harmen 

Liemburg, then of Goldenmasters. 

The idea was to create an identity that 

was complete with instructions for how 

to use the face, and how it should be 

applied. ARBM Tool Kit was built on a 

square grid. Around each square are 

eight points to which the characters 

connect, some to more than others— 

the k connects to four, the s to only 

one. The idea of this connection within 

the design of the typeface is based on 

the eight “forces” which insure that the 

installation of the artwork goes ahead. 

These include the organization itself, 

the architect, the budget, the user, and 

so on. The connection and flow idea 

works well when the typeface is 

animated using Flash; you can really 

see the characters grow into one 

another. Drawn in Illustrator and 

imported into FontLab, the typeface 

has been used in all publications 

produced by Art for Governmental 

Property—books, posters, leaflets—as 

well as the aforementioned animations. 

With its many curves, organic forms, 

and quite extraordinary shapes, the 

designers certainly met the brief of 

creating a typeface that was distinct 

and instantly recognizable. Building the 

type on a square grid, and the whole 

identity on a 4 x 4cm (1V2 x 1 Vfcin grid), 

allows it to be used successfully in both 

print- and Web-based media. 
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The Dutch Art for Government Property 

manages all the artwork that is 

displayed in governmental buildings 

throughout the country, including 

prisons and courts. The organization 

needed an identity that could be used 

to communicate all the different 

projects that it undertakes, so it had to 

be a system that could be used in all 

media, in all sizes. It also had to be 

easily recognizable and distinctive. 
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In 2001, Goldman Properties opened 
the El Diner restaurant in New York and 
commissioned designers at 
KarlssonWilker to create its identity. 
The restaurant is used mostly by 
students, and that had to be taken into 
consideration in creating the identity 
and subsequent communications. 

The designers were given six metal 
letters that the restaurant owners had 
found in an antique store. They began 
by redrawing these particular letters, 
then built a whole uppercase alphabet 
from them. The only typeface they 
found that resembled the metal letters 
was Tempo, so they used this to draw 
on for the remaining letters. It has been 
used in print, on-line, and as a headline 
font on products within the restaurant 
including sugar bags, napkins, and 
signage. With no set kerning or 
baseline, the letters “dance.” Each 
letter is set by hand to ensure that the 
spacing is right. 
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CHAPTER 05 
The graphic art of poster design 
has produced some of the most 
memorable, creative, and concise 
examples of graphic design to date. 
It has a long and rich history as 
a method of advertising and 
promotion, and many designers 
have made their name within 
this field. 

In the mid-1800s, Jules Cheret was 
among the pioneers of poster art. 
His distinctive designs inspired 
many more artists, including Henri 
de Toulouse-Lautrec, creator of the 
famous Aristide Bruant dans Son 
Cabaret; Leonetto Cappiello with 
his cartoon-like images; and Czech 
artist Alphonse Mucha who 
became the star of the poster-art 
movement under the patronage of 
Sarah Bernhardt. 

Many of the typefaces used on 
these early posters were highly 
decorative and often hand-drawn 
or painted by the poster artist. 
At the time, combining illustration 
and text to create a complete image 
was considered art rather than 
graphic design. 

As a means of communication, 
posters have proved invaluable. 
The London Underground 
pioneered the use of posters as an 
advertising medium to promote 
places of interest and encourage 
people to move to newly developed, 
greener residential areas. 

During WWI, posters were used as 
powerful methods of propaganda 
by both sides. By WWII, they were 
used to provide information about 
the war and to boost public support 
and morale. Today these posters 
are highly collectable, along with 
film, concert, and other classic 
advertising posters. It is an area of 
graphic design that has a strong 
appeal well beyond the design field. 

It is also an area that gives 
designers real creative freedom. 
The poster is the perfect blank 
canvas. This chapter looks at what 
designers have made of this 
freedom, with a collection of 
posters from around the world. 
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CONTACT 

WWW.VAULT49.COM brief 

To support a new series of adult drama 

programs on U.K. satellite channel E4 

during the summer of 2004, producers 

at 4creative commissioned New 

York-based designers Vault49 to 

create a print and on-air promotional 

campaign. E4 is known for showing 

programs such as Friends and Big 
Brother, but over summer 2004, new 

series of award-winning dramas, 

including The West Wing, The 
Sopranos, and Six Feet Under were 

to be shown, and a campaign was 

needed to advertise that. 

The shows were packaged together 

and called The Long Dark Summer—a 

humorous antidote to some of the 

rather more typically lighthearted 

summertime programming and 

advertising around at that time of year. 

However, it also reflects the content of 

the shows, each of which has become 

pretty notorious for exploring the 

somewhat darker issues in life—crime, 

murder, death ... 

The basis of the visual theme for 

The Long Dark Summer was 

Californian/Hawaiian summers, and 

this provided the starting point for the 

designers’ research. They felt that a 

tight integration between typography 

and illustration was required, so it was 

important that a new typeface was 

created for this brief. Besides, no 

existing typeface suited the job. 

Typographic references were drawn 

from Hawaiian and surf culture, 

American football logos, and ice hockey. 

The typeface was sketched quite freely, 

with technical details not really a major 

point of consideration, as the designers 

were dealing with individual words 

rather than a whole workable alphabet. 

Once the basic letterforms had been 

created, illustrations were applied in 

and around them to create the final 

images, which included Violence, 

Greed, Paranoia, and Death. The 

colorful, seemingly playful illustrations 

mix the Californian/Hawaiian summer 

iconography of palm trees, surfers, and 

waves with knives, guns, and bullets. 

‘The typographic design and style was 

really in touch with our brief and 

concept which helped communicate 

an instant message to E4’s audience 

for the ads,” explains Jon Kenyon, 

designer at Vault49. “We were really 

happy with the final designs, and feel 

that the project shows what can be 

achieved when a client is open to input 

from their creatives at all stages of a 

brief, and willing to allow such a free 

reign to their design team. We have 

a lot of respect for 4creative and E4 

for their approach to this brief.” 

The issues that needed to be 

addressed for the on-air use of the type 

were of a technical rather than a visual 

nature. The type was created as a 

vector image, point by point, to ensure 

that it could be edited and animated 

easily, without any loss of detail, when 

integrated with moving image. 
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CONTACT 

WWW.THESMALLSTAKES.COM brief 

American band Q And Not U was 
formed by John Davis, Harris Klahr, 
and Christopher Richards in the 
summer of 1998. The band has had 
great success in the U.S. with a 
number of tours and the release of 
three albums. For one tour in 2003, 
the band commissioned designer and 
renowned screen printer Jason Munn, 
Principal Designer at California-based 
The Small Stakes, to create a 
ipromotional poster. He was given 
complete creative license. 

SOLUTION 

Munn has used a play on the alphabet 
as the basis for the poster design 
(omitting the “u”), taking inspiration 
from the somewhat unusual name of 
the band. The typeface itself makes 
reference to the old plastic stencils 
used in schools, with the letter shapes 
formed using Vag Rounded as a 
starting point. “Sometimes the best 
typeface for a specific job does not 
exist anywhere but in your head,” 
Munn explains. “Having a specially 
designed typeface can make a more 
memorable and lasting piece. It usually 
adds a uniqueness that can’t be 

Munn kept detail to a minimum: perfect 
registration cannot be achieved with 
screen printing, and small details, 
including serifs, are often lost. 
The result is a simple, organic, raw face 
that forms part of the process 
of a clever play on words. “I like 
that people had to discover that the 
letter ‘u’ was missing and therefore the 
name of the band could not be 
completely spelled out,” adds Munn. 
“Although I also had people telling me 
that I’d forgotten the ‘u’.” There’s 
always one. 
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While the brief did not specify a new 

typeface design, the idea of creating a 

custom typeface emerged through 

Fruehauf’s sketching process. The idea 

was to create a visual language that 

was open and would leave room for 

interpretation by the viewer. It was also 

crucial for the typeface to connote 

architectural space or furniture. 

"I began by thinking about the 

environment in which product design 

takes place—empty spaces,” explains 

Fruehauf. “To me these rooms 

represent a point of departure. I 

wanted to represent an abstract 

physical space, so I started to 

construct these simple geometric 

rooms. After a while it almost felt like 

they wanted to say something and they 

accidentally started to look like type, 

furniture type.” 

The typeface, named 15qm, evolved 

from these room configurations. The 

original room spaces were based on 

a square, which led to a monospace 

typeface. The letters are constructed 

from each other in quite a raw manner. 

Counterspaces were not constructed 

systematically, but rather created 

according to the notion of light. The 

result is a typeface that occupies a fine 

line between type and image, designed 

as a display font. 
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BRIEF 

The International Contemporary 

'~t|Furniture Fair(ICFF), held in New York, 

" ’ is North America’s premier event for 

contemporary design. The annual fair 

draws a varied and diverse collection of 

design professionals to an extraordinary 

display of cutting-edge furniture as well 

as other design events. In the summer 

of 2004, New York designer Helena 

Fruehauf, at design studio 2x4, was 

asked to evaluate ICFF’s positioning, 

develop a new communications 

strategy, and create a visual language 

system for application on print and 

promotional materials and a new 

advertising campaign and Web site. 
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BRIEF 

Tate Modern and Tate Britain, both 

in London, are two of the world’s 

leading art galleries. They hold many 

exhibitions and art-based events each 

year. During 2003, designer James 

Goggin worked as consulting Design 

Director for Tate, and was commissioned 

to create a number of promotional 

posters and other material for a series 

of exhibitions during that time. 
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Tate Regular 
(designed by Miles Neodyn at Wolft Ollnj) 
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The Unilever Series: 
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16 October 2003 - 21 March 2004 

Free Admission 
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SOLUTION 

“As I started work with Tate, there was 

discussion of perhaps starting to 

deviate from the original Tate identity 

and its official Tate font,” explains 

Goggin. “We thought about perhaps 

introducing other typefaces to use on 

the galleries’ publicity material and 

exhibition posters.” 

Rather than go completely against this 

already recognizable identity, Goggin 

decided to customize the official font 

and change elements on selected 

exhibition projects subtly. All of his 

custom versions use the original Tate 

font as a base, so as not to contravene 

the identity guidelines, but make 

oblique references to either the artists 

in question, their work, or the overall 

function of the typeface in a gallery 

situation. He created four typefaces: 

Tate Stencil, Tate Dot, Tate Mono, 

and Tate Sans. 

The Tate modifications made by 

Goggin and his team rely heavily on 

the foundations laid by Miles Newlyn 

for the original Tate font family. Most of 

the customized versions involved the 

subtraction of elements from the 

original. The most intense work was 

on Tate Mono, where equal-width slab 

serifs were added to characters like the 

lowercase i, I, and r, and the overall 

letterspacing of the font was changed 

to create equal widths, for a true 

typewriter mono. 

The typefaces have been used in 

exhibition books and catalogs, on 

posters (both traditional double crown 

and larger underground and public 

transport campaigns), exterior exhibition 

banners, interior wall signage (laser-cut 

vinyl), and on actual artwork captioning. 

Tate Stencil 
Created for a Wolfgang Tillmans 

exhibition, If One Thing Matters, 

Everything Matters, at Tate Britain. 

“I approached the Tillmans exhibition 

with the idea to create a makeshift and 

modular version of the Tate face, but 

one that also retained an elegance and 

subtlety in letterform, mirroring both the 

beauty of Tillmans’ photography, and 

his wall-hanging method, which is 

made just before exhibition openings, 

using such humble and temporary 

materials as Magic Tape, packing tape, 

and bulldog clips,” explains Goggin. 

Tate Dot 
Designed with Laurenz Brunner for 

Olafur Eliasson’s The Weather Project, 

at Tate Modern. “For Olafur Eliasson, 

the idea of publicizing what could be 

seen as an intangible artwork was 

tricky. Both Eliasson and the Tate were 

wary of people coming to see the piece 

with preconceived ideas and were 

more interested in using just the title 

itself to encourage contemplation of 

what the word ‘weather’ constitutes,” 

explains Goggin. “No images of the 

work were to be used, in order to retain 

an element of surprise before the 

project opened.” The customized font, 

made of “precipitation” dots over a 

blank space bathed in yellow, reduces 

Eliasson’s artwork to its fundamental 

components of mist and light. 

Tate Mono 
Designed with Laurenz Brunner and 

used for the Turner Prize 2003, at Tate 

Britain, a Luc Tuymans exhibition at 

Tate Modern in 2004, in the Level 2 

Gallery at Tate Modern, and for Time 
Zones, a film shown at Tate Modern. 

“Laurenz Brunner and myself made 

this monospace, typewriter-like version 

to answer our own wish for a more 

straightforward, utilitarian, and 

‘informational’ cut of the Tate font, 

for typesetting basic information like 

exhibition dates, work labels in the 

gallery, and just to extend the overall 

Tate family we were starting to build 

upon,” explains Goggin. 

Tate Sans 
Used for the Donald Judd exhibition at 

Tate Modern. “The sans-serif version of 

|the Tate font is a tongue-in-cheek 

[reference to the stark geometric nature 

of Donald Judd’s work: squaring off 

Tate Regular’s rounded corners 

actually ended up yielding a fairly 

refined sans reminiscent of Gill or 

Frutiger,” explains Goggin. 

TATE 
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BRIEF 

Rafael Koch was commissioned to 

design two promotional posters for 

The School of Art and Design in Zurich, 

one of which is shown here. The brief 

was simple—convey the text he was 

given on a poster. Other than that it 

was completely open and left for him 

to interpret as he wished. 

SOLUTION 

The font, named Herr Stockmann, 

sprang from Koch’s personal interest 

in the functionality and shapes of the 

old children’s building toys made by 

Meccano and Stokys. Koch used the 

horizontal and vertical elements of 

these for designing and setting the 

alphabet, but after experimentation 

with the already existing Meccano and 

Stokys parts, he extended the formal 

repertoire of pieces, designing new 

shapes to use within his letterforms, 

as using the “found” shapes only was 

too restrictive. Koch followed sketches 

on paper, and used FreeHand and 

Fontographer to produce the Herr 

Stockmann font. Certain letterpairs— 

among them D and I, S and T, and C 

and A—proved difficult; Koch had to 

respace the letters, setting them 

individually each time they occurred. 

At present, this font only exists as a 

series of uppercase letters. However, 

it is Koch’s aim to extend the idea of 

this “formal language” of Meccano 

and Stokys with a full font family. 
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BRIEF 

No Time For Losers is a group of 

curators based in Stockholm, Sweden. 

For an exhibition that it organized in 

2004, a poster, catalog, and other 

printed material were required, and 

designers Joel Nordstrom and Lars 

Ohlin at RBG6 were given the job. 
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SOLUTION 

The solution is a typeface created by 

using drawing pins and rubber bands 

to make the lettershapes. “I had been 

playing around with these materials 

before this project came up, and when 

it did, I simply adapted the idea to this 

project," explains Nordstrom. 

The font, named Rubber band/ 

Pushpin, was inspired by the pins on 

a message board in the RBG6 studio. 

The look and feel is pretty much shaped 

by how much one can stretch a rubber 

band and the other physical limitations 

within the materials used. Even when 

it was digitized these restrictions were 

taken into consideration. 

To quote Flans Eduard Meier in Die 
Schriftentwicklung (Graphis Press 

Zurich, Switzerland, 1959), “The tools 

and the material used in writing are 

major determinants of its form—letters 

chiseled into stone and those that are 

written with a pen on paper will develop 

different forms due to these different 

techniques.” In the first instance, each 

letter of this font was created using 

actual rubber bands and drawing pins; 

the letters were then photographed 

and digitized using Illustrator. 

Rubber band/Pushpin is an all cap 

font: smaller letters tend to have 

tighter curves and smaller shapes 

which are hard to create, particularly 

as recognizable letters, using rubber 

bands and pins. 



c 

BEAUTT 
ANB 
THE 
BEAST 

New Swedish Design 

IS Nowmbcr 2001-6 Irbnuiy 2005 
Crafts Council Cutlery. Free Retry. 

O . JL, §t. 

HnnnMsccBEFCHijicLnN 
LIMRMRRSTUVUZXTZ: 

0
0

 

DESIGN _ 

KERRINOBLE 
PROJECT 

BEAUTY AND THE BEAST EXHIBITION 
PUBLICITY MATERIAL 

80/81 CHAf 
TYPE SPECIFIC POST 

PRON 

>TER 05: 
ERSAND 
MOTIONS 

CONTACT 

WWW.KERRNOBLE.COM brief 

The Crafts Council is an organization 

that supports craftspeople through 

its gallery and shop, and through 

hosting exhibitions, like the Jerwood 

Furniture Prize. In 2004, the Council 

commissioned designers KerrINoble 

to design the marketing and publicity 

material, and the exhibition graphics for 

Beauty and the Beast: New Swedish 

Design. Designers at KerrINoble also 

worked together with the exhibition 

curator Lesley Jackson and the 

exhibition designers Stickland 

Coombe. The design had to work 

consistently across all media to give 

the exhibition a cohesive feel. 

SOLUTION 

The designers created a typeface, 

Timber Type, especially for the Beauty 

and The Beast identity. Timber Type, 

inspired by the dominance of nature in 

the Swedish way of life, was created by 

taking simple shapes and “hacking” 

into them as though they were wood 

being chopped. Shapes were then 

developed from Timber Type to create 

mysterious vessels and apertures that 

work as motifs across related printed 

matter. In effect, Timber Type has 

ended up providing both the type and 

the image for this project. 

“The type was formed as if we were 

cutting logs," explains designer Amelia 

Noble. “Pieces were hacked off blocks, 

slotted into gaps, and piled on top of 

each other to form the lettershapes. 

We aimed to create a titling font that 

reflected the quirky nature of the 

objects the audience would encounter 

in the exhibition. We also wanted to 

make something that related to a 

Swedish perspective. While creating 

intrigue and mystery, it also needed to 

be bold and eye-catching and legible.” 

The typeface was sketched in 

FreeHand and then imported into 

Quark XPress, to be overlaid on 

photographic and drawn imagery. 

Finally, the typeface became the 

lettering and the imagery. The 

letterforms were completed in 

Illustrator, then composed in Illustrator 

and Quark. Timber Type has been 

used on promotional posters, banners, 

invitations, stickers, the exhibition 

guide, leaflets, introductory and 

themed exhibition panels, touring 

posters, and press advertisements. 
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CHAPTER 06 



MUSIC 

Arguably, the packaging of a 
single or album is as important 
as the music on the disc or record 
inside it. Most of us, whether we 
admit it or not, make decisions 
about purchases that are heavily 
influenced by the “look” of the 
product—by its packaging. 
The following pages show 
typefaces that have been designed 
specifically for use on packaging. 

The style of typeface varies 
enormously when it comes to 
CD packaging. The choice and use 
of typeface on CD covers is quite 
flexible, allowing for the use of 
more unusual or experimental 
letterforms. Legibility, although of 
course important, is not as much 
of a consideration as standout. 
Many CD covers use cool, bold 
typefaces that would never work 
on a shampoo bottle or drinks can. 

Whatever the style of music on 
a CD, it is vital that the typefaces 
used on its packaging “talk” to the 
consumer, or potential purchaser, 
and give the artist and the music 
the right “voice.” This must appeal 
to its target market, but at the same 
time the typeface itself must be 
relevant to the product inside. 
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BRIEF 

SOLUTION 

Designer Henrik Gytz wanted to use 

a clean, yet distinctive typeface that 

would work well with the frosty 

landscape image on the cover of the 

m and as he could not find an 

appropriate typeface in his collection, 

new one was required. The face he 

designed was named C-Aorta; C for 

Cyklon, and Aorta after one of the 

tracks on the album. 

Gytz began by drawing different 

versions of the o before moving on 

the a and then the s. These three 

letters provided the guidelines for the 

creation of the rest of the alphabet. 

A distinctive feature of the typeface is 

the diagonally flattened, top left-hand 

edge of many letters, and the short 

ascenders and descenders. These 

flGCD66FGHIJHimnOPQRflSSTUUUJHY2 
obcdeefghijhlmnopqrsstl'uuuLUHyz 
lP3HH56789OflfireO0CBGf]Q6ffiO0u£eY$ 

BoinkBox is an independent 

indietronica label, based in 

Copenhagen. Danish design house 

Cyklon was commissioned to create 

a cover, and custom typeface, for the 

vinyl EP release of one of its artists in 

late 2003. The title was Solhverv, an 

old Nordic word that describes both 

the shortest and the longest days in 

the year. To this end, the design of the 

record cover had to, in some way, give 

the impression of the darkness of 

winter and the increasing daylight that 

follows in the summer. 

features help to give it the simple, 

clean, tight look he was after. Gytz 

developed some letterforms both with 

and without flattened edges so that 

they can be alternated, to add a 

distinctive character to the typeface. 

Sketches of the entire alphabet were 

done in Illustrator and the final typeface 

was generated in Fontographer. 
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In 2004, German company Bestboy 

Music commissioned Frankfurt-based 

designers HORT to create the cover 

and packaging for the first in an 

intended series of bar-sponsored 

compilation CDs. The album title, 

Frankfurt/FFM Lounge, pretty much 

explains the concept—a compilation 

CD of lounge music from Frankfurt. 

Bestboy Music intended to adapt this 

compilation concept both to different 

music genres and to different German 

cities. Consequently, the cover design 

for this initial release had to be easily 

adapted for use on future CDs. 

A strong visual appearance was of 

the utmost importance, and therefore, 

a strong image that would bring 

recognition to the brand was more 

important than a highly legible typeface. 

SOLUTION 

Looking at the brief, the solution clearly 

had to contain some kind of visual 

system. It had to show the consistency 

of the series, as well as the diversity 

of the products. The basic visual 

elements that the designers had to 

work with were the album title, the 

track listings, and an image of the bar 

or club that sponsored the compilation. 

Because the photographic material 

would change with each compilation, 

HORT designed a strong and unusual 

typeface as a means of creating 

consistency throughout the series. 

This compilation was sponsored by 

Frankfurt bar Sansibar, and elements 

of its interior decoration have been 

used within the title typeface. 

The face is inspired by the designs of 

Wim Crouwel that are based on, and in 

some cases even made out of, grids. 

“We wanted to make a grid that could, 

on the one hand, contain the body text, 

and on the other, be the basis for the 

main album title typeface,” explains 

designer Martin Lorenz, who created 

the typeface in one evening. 

“The basic unit of the grid is the basic 

unit for the typeface. Applied to print 

material and Web it works well on both, 

but the print with special colors is of 

course more spectacular.” 

Because the typeface was designed 

for use on this series of albums alone, 

and only by Lorenz, he could leave the 

way the face works when laid out 

relatively open. There are no “rules” as 

such, and this allows great diversity 

between the products, without the 

series losing coherence. 
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BRIEF 

Herbie Hancock is a legendary 

American jazz composer and musician. 

For the release of his album Future 2 
Future in 2000, Keith Tamashiro of Los 

Angeles-based Soap Design was 

commissioned to design a CD 

package for the artist. The brief was 

fairly open and no custom typeface 

was requested by the client. 
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SOLUTION 

“I wanted to get a futuristic feel for the 

Herbie Hancock album package,” 

explains Tamashiro. “A custom 

typeface was not demanded, but it 

was something that I felt the project 

needed.” The design of the typeface, 

named Hancock, came from the idea 

of having a modular face that was 

based on parts drawn from a grid. 

Initial sketches were made on graph 

paper, using the square grid to create 

the face before drawing it in Illustrator, 

then importing it into Fontographer. 

There is a real economy and simplicity 

t6 the font, a result of it being unicase 

and monospace, and it works 

particularly well as a display font. “It’s 

rare that I find myself looking outside of 

existing typefaces for a particular 

project,” explains Tamashiro, “but on 

the occasions that I’ve done so, it’s 

usually because I’ve found something 

close to, but not exactly what I’m 

looking for. It helps when you can build 

certain characteristics into the custom 

typeface that you know will be useful 

based on the demands of the project.” 

Initially, there was the possibility 

that the font would be used in low- 

resolution formats, including Web 

and video, and it was designed with 

this in mind—the letterforms were built 

around a grid that would hold up well 

in pixel-based formats. 



SOLUTION 

Starting with the album name, More 
Than Motion, Clark created a series of 

letters in Illustrator, using the pen tool. 

“I wanted to make something that had 

a futuristic feel,” he explains, ‘‘but 

something that maybe would’ve been 

perceived as futuristic in the 1980s 

more than what we might call futuristic 

today. I think the idea of neon sign 

lettering was the biggest inspiration 

for the typeface. The album title 

suggested motion too, so that was 

another factor.” 

Once Clark had the basic shape for 

one letter—an oblong derived from 

a rectangle—he used that almost as a 

template for the rest. His first letter, M, 

set the angle at which all the cross 

sections would lie. Because it is a 

unicase font, there are no descenders 

reaching below the baseline, and Clark 

kept all the ascenders the same height 

in order to keep the shape uniform and, 

in turn, keep the entire set of characters 

within the constrains of the box shape 

he had created. 
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Most of the letters are joined; at times 

this reduces legibility, but what matters 

in this context is that the type has a real 

sense of flow and of motion. With so 

little text, and no time restrictions on 

the reader, the problem with legibility 

offers no real constraint, but rather, 

draws the reader in. The typeface was 

created in a few hours directly in 

Illustrator—no preliminary sketches 

were done. 

Designers at Asterik Studio, Seattle, 

were asked to create the cover and 

packaging for this third album from 

Element 101, a band from New Jersey, 

U.S., in summer 2002. Titled More 
Than Motion, the album was released 

by Tooth & Nail Records. A custom 

typeface was not specifically 

requested, but designer Ryan Clark 

decided to create one anyway. 



BRIEF 

In 1998 Fred Deakin and Nick 

Franglen, aka Lemon Jelly, released the 

first three limited-edition 10in EPs on 

their own label, Impotent Fury. The 

records instantly became collectors’ 

items, not only because of the 

unmistakable Lemon Jelly sound, 

but also because of their unusual 

packaging. The band, now signed to 

XL Recordings, has played a sell-out 

U.K. tour and been nominated for a 

Brit Award (annual British pop music 

awards), while its Lost Horizons album 

was shortlisted for the Mercury Music 

Prize (annual prize for best British 

album of the year) in 2003. Fred Deakin 

is also a Director at design company 

Airside. Along with his design team, he 

has created all the graphic material for 

the band’s releases, including a custom 

typeface. The band makes music, but 

just as importantly it produces graphic 

images in print and motion specifically 

to accompany that music. 
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SOLUTION 

Because the typeface had to define the 

band’s identity, the band’s music and 

name were the starting point for the 

design. Research and experimentation 

with different individual letterforms 

were very much part of the process, 

and inspiration came from 1970s' fonts 

such as Hot Wheels. Legibility is usually 

a high priority when designing a 

typeface, but in this case it was more 

important that it be evocative, and that 

it merged into one piece rather than sit 

as individual letters. This certainly 

comes across in the way the type 

interlocks in a fluid way; each letter 

nudges up against the next, creating 

the intended ebb and flow. Because 

the typeface was not created as a 

traditional set alphabet of letters, each 

word has to be handset, and the shape 

of individual letters adjusted where 

necessary to accommodate this 

“merging” of letters. Created entirely in 

Illustrator, each letter has been hand- 

drawn and is applied differently 

depending on context—Web site, 

album covers, and merchandise. The 

font is unique and highly appropriate 

for the band and its music. This 

designer-client union has produced 

some great work, and not only with this 

fitting typeface; the die-cut covers and 

use of illustration and imagery make for 

a great, all-round Lemon Jelly package. 
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BRIEF 

Give it Up, the title of a single by U.S. 

band Midtown, reflects a recurring 

theme within the album from which it is 

taken, Forget What You Know. This 

and many of the songs on the album 

are about the dissolution of the lines of 

reality and the realization that things are 

never what they seem, that before we 

can understand the true nature of all 

things, we need to let go of whatever 

notions we have of them. The world 

then becomes clear and things begin 

to show themselves for what they really 

are, both good and bad. When 

Columbia Records commissioned 

Linda Zacks to design the CD package 

in 2004, she was given this information 

to interpret in her own way. They 

wanted the design to be original and 

cohesive, but also to specifically relate 

to the record’s lyrical content. 
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SOLUTION 

“The concept opens up a range of 

possibilities, focusing on unearthing 

people's inner demons,” explains 

Zacks, “and I approached this project 

with the album title and that concept 

firmly in mind.” In addition, the band 

comes from the New York area and 

their name, Midtown, is also that of 

a well-known area of Manhattan, so 

Zacks wanted city imagery to feature 

prominently on the cover. 

Zacks often uses type within her work, 

and has done so here. She created the 

band’s logo by modifying type from a 

$2 plastic stencil; Zacks used a variety 

of other writing implements—quill and 

ink, ballpoint pen, thin marker—to 

achieve different textures in the 

lettering on the front and back covers. 

“My type is purely instinctive,” explains 

Zacks. “I seldom edit or change it. 

It’s really whatever flows out of my pen, 

or quill, paintbrush, pencil, or crayon, 

and I revel in the smears and smudges 

and inconsistencies that make each 

letter unique. I love the idea of ‘every 

letter different’.” 

However, for this project it was 

important that the type was legible and 

that it integrated well with the images: it 

was there to tell a story that the viewer 

had to read. The idea was that they got 

an intimate and personal feeling when 

viewing the designs, which is why the 

hand-drawn look of Zacks’ type works. 

It is, of course, not quite a typeface in 

the true sense of the word, but it is a 

great example of the creativeness and 

expression of feeling that the design 

of lettering can offer. 
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Keepintime: A Live Recording is a film 

that documents the initial meeting and 

subsequent jam sessions between Los 

Angeles’ session drummers and the 

turntablists/DJs who sample their 

recordings. Tamashiro wanted to 

create a typeface that would somehow 

reflect this hybrid of two generations 

linked by the same sounds. Much of 

the influence behind the design of this 

typeface, named Mochilla, came from 

the warmth of woodblock types, and 

its inconsistencies. However, Tamashiro 

added characteristics to his typeface 

to aid its functionality in new media 

forms, such as video and Web usage. 

Because of this, there were extra 

considerations that had to be taken 

into account in its design. “In video 

I noticed that a lot of fonts tend to bleed, 

especially in the counters and bowls," 

explains Tamashiro. “They get distorted 

I added little notches at joints in the 

letterforms to compensate for screen 

bleed. It’s very similar to the way Bell 

Mochilla is a Los Angeles-based 

production company formed by 

photographers B+ and Eric Coleman. 

It functions as an umbrella company 

under which they release their various 

photographic, film, and music projects. 

When Keith Tamashiro at Soap 

Design, also Los Angeles-based, 

was commissioned to create a 

package for this CD and DVD release 

in 2003, he was not asked to create 

a custom typeface, but he felt the 

project needed it. 

typeface there were a lot less 

characters to deal with than usual in 

terms of time and labor. It has been 

applied to print material—offset and 

screen printed on apparel—as well 

as in video and computer interfaces. 

It works very well across all the different 

platforms and helps create a distinct 

identity for the Keepintime project, 

without being overly stylish. 
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I Character set - Mochilla is unicase 
because the typeface was designed to 
be limited to titling. 

Joints - The joints are notched to 
compensate for on-screen bleed. 
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BRIEF 

Brussels-based Bureau347, a Web 
and graphic design company, works 
with a wide variety of clients, from the 
music industry to health care and 
media. The company wanted an 
identity that would quite simply “make 
them look good.” It was an open brief, 
and Michael C. Place of Build, London, 
was hired on the back of another 
project that he had done for them— 
the branding of an international graphic 
design exhibition. 
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SOLUTION 

“I wanted to create something that had 

a really nice, sensuous curve to it,” 

explains Place, “almost the opposite of 

the cold, hard world of the pixel 

medium that the company mainly 

works in.” The design was inspired by 

Bureau347’s pink hairline logo, which 

represents the company’s “continuing, 

never-ending thirst for the perfect 

solution in all types of communicative 

projects,” and began around the letter 

B, as Bureau347 wanted a “trademark” 

in the form of B347. Readability was 

the main issue, and the design has 

certainly met that demand. This very 

intriguing and highly noticeable 

typeface works effectively on all the 

material it is has been applied to and 

gives the company standout. 

This typeface is intentionally simple 

and friendly. Place wanted it to have a 

childlike, playful quality. Bureau347 is 

a young company and the font reflects 

its character—approachable and not 

too serious. 

Michael C. Place of Build is represented 

by This is Real Art, London. 

FEATURES AND 
CONSIDERATIONS 

Design - The typeface has a modular 
design to reflect the modular nature of 
building Web sites, and to convey the 
idea of infinite possibility for shape/form 
from a simple building-block approach. 
This also gives it great flexibility. 

Application - The font was animated in 
a puzzle-like way, to enable it to be 
taken apart and used on-screen in a 
pixel-friendly way. 
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Buschow Henley Architects is a Royal 

Institute of British Architects (RIBA) 

award-winning practice that works 

across many different areas, with 

projects ranging from private houses 

and apartments to urban housing and 

regeneration; offices and research 

laboratories; and public buildings for 

education, the arts, and healthcare. 

In 2004, the company asked German 

designer Mark Diaper at Eggers and 

Diaper to create a new identity for it. 

There was no brief as such, but at 

the time of the commission Diaper 

suggested the company look at all 

aspects of its communication when 

considering the new identity, including 

the typeface. 
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SOLUTION 

Diaper began the project by talking to 

the architects about the practice’s 

approach to architecture, its problems, 

goals, and so on, to get a feel for the 

company and its working methods. 

After many conversations two main 

points emerged, and these became the 

basis for the idea behind the identity 

and new custom typeface. The primary 

theme was architecture as abstraction; 

the secondary theme, the company’s 

constant problems with getting paid. 

“We set out to design a face that would 

become increasingly abstracted and 

realized that it also had the potential 

to communicate the exasperation we 

feel when clients don’t pay, or ignore, 

invoice reminders,” explains Diaper. 

The main outcome of this approach 

was that, instead of designing a type 

family that came in a series of weights, 

Diaper designed one that, rather 

unusually, comes in degrees of 

irritation. The five degrees available 

are: Calm, Hostile, Angry, Outraged, 

and Schizoid. 

Together, the first letters of each 

“degree” spell Chaos. This provided 

the inspiration for the typeface’s 

name—News Chaotic. Calm is a 

clearly legible bitmap-based face; as 

you progress through the degrees, 

each letter explodes from the center, 

becoming more broken down and 

illegible. However, the typeface 

occupies the same amount of space 

in each degree, meaning that as the 

individual elements of each letter 

migrate outwards, they collide and 

merge with elements from the letters 

to the left and right, and from above 

and below. 

it was great to see you au the other day. i hope you an managed 

to stage a. we-d appreciate payment or an advance on our 

original inuoice if possible, susan sent this four ujeehs ago. 

The ascenders in News Chaotic are 

relatively short compared with the 

descenders. In many instances, it is 

these “extenders” that define one 

lowercase character from another. 

Depending on the typeface, a and d, 

h and n, I and i, etc, can be confused 

if the extenders are too short. For News 

Chaotic Calm, the designers made 

sure that these letter pairs had different 

shapes to begin with so that the 

ascenders weren’t the only aspect 

that distinguished one letter from the 

other, and this meant that pronounced 

ascenders weren’t necessary. 

However, they kept the descenders 

longer to add texture. 

The typeface needs quite wide kerning 

to work effectively. The counters and 

junctions get thrown out from degree to 

degree, and this creates larger white 

spaces, intended to represent growing 

irritation. Illustrator and Fontographer 

were used to create the typeface. 

It really is quite an imaginative, unusual 

font family based on a solid and original 

idea. Diaper points out that when 

people are shouting, or angry, what 

they are saying isn’t necessarily 

particularly clear; reflecting this, the 

face becomes less and less legible as 

the degrees increase. 
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BRIEF 

Phil Reynolds is a well-known and 

respected U.K. costumier. He designs 

and makes bespoke, and often 

elaborate costumes for film, opera, 

ballet, television, and musical theater. 

In 2004, having been in the industry for 

over 20 years, he decided that a revamp 

of his own identity was in order, and 

commissioned designers William Hall 

and Nicholas Barba at William Hall 

Design to create a visual system for 

use on his stationery. 
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Phil Reynolds 
Costumes 

Studio 44 
Pennybank Chambers 
33-35 St. John's Square 
London EC1M4DS 

Telephone 020 7253 0678 
Facsimile 020 7608 2133 
Mobile 07973 327 647 
email@philreynolds.com 
oioitu.philreynolds.com 

URT No. 480 8595 09 

“We wanted to have something of his 

working processes in the design of his 

stationery,’’ explains Hall, “so we began 

by collating various objects and images 

with which to work while sketching 

ideas of the design.” This evolved from 

the idea of embroidered letterforms, 

but it was not intended to be a direct 

pastiche of embroidered typography— 

it had to be a little more sophisticated. 

Although the letterforms relate to the 

shapes made when type is sewn rather 

than printed, a careful interpretation 

demonstrates that a typeface based on 

the idea of a craft can also be uniform, 

modern, and practical. “Typefaces with 

a standard width line throughout 

design themselves,” adds Hall. “You 

establish a set of criteria for each 

junction, and then carry this through. 

The aim then is to ensure that there are 

no rogue elements that will alter the 

‘color’ of the type when it is set as a 

piece of text.” 

The typeface, named Phil Reynolds, 

has been applied to Reynolds’ 

stationery, signage, and Web site, 

all designed by William Hall design. 

Phil Reynolds 
Costumes 

Studio 44 
Pennybank Chambers 
33-35 St. Johns Square 
London EC1M4DS 

Telephone 020 7253 0678 
Facsimile 020 7608 2133 
Mobile 07973 327 647 
email@philreynolds.com 
uuuuuu.philreynolds.com 



BRIEF 

DMM architects and designers 

formed in 2004 through the merger 

of two established architects. For its 

launch, they required a new “look.” 

The brief to NB: Studio was to create 

something that was more modern than 

either architect’s previous identity; 

something with a refreshing feel that 

would appeal to a younger, edgier 

client. However, erring on the side of 

caution, DAAM did not want anything 

so drastic that it might scare its 

substantial existing client base, built up 

over years, and disturb the reputation 

they wished to maintain. 

SOLUTION 

104 NB: STUDIO 
DAAM IDENTITY 

“We felt that it was necessary to create 

a mark that looked solid and assertive, 

to reflect the established background 

of DAAM,” explains Jodie Wightman 

at NB: Studio. “This was also 

fundamental to the nature of their 

business where, as a client, you want 

to be assured that this is a serious, 

trustworthy company to work with.” 

Wightman and her team began to 

research the language and style of 

architecture and the drawings and 

ephemera that accompany it before 

beginning to work on the design. The 

typeface itself is based on Fregio 

Mecano, a font that Wightman found in 

a type book published by Redstone 

Press. An Italian typeface of the 1920s, 

by an unknown designer, all of its 

letters and numerals can be made 

using combinations of 20 segments. 

Because of its segmentation and 

architectural nature (you have to “build” 

each letter), NB: Studio felt it provided 

a perfect base for a typeface for the 

DAAM identity. 

Like Fregio Mecano, the typeface NB: 

Studio created is composed of different 

segments that can potentially be 

rearranged and rebuilt for other uses. 

Where the segments join to form a 

letter, this is expressed as a white line; 

vertical white lines create a pattern that 

unifies the letter. It is possible to create 

a serif alphabet simply by adding 

segments, and letters can be created 

to occupy any space. The real genius is 

that, from 20 pieces, an infinite number 

of alphabets can be created. 

The typeface has been applied to 

all stationery elements and is used in 

the DAAM logotype. The logotype is 

printed with thermographic ink which 

becomes raised when heated, adding 

texture to the blocky letters. 
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We Not I is an architecture practice. 

In 2004, it commissioned William Hall 

Design to interpret the following text, 

in two dimensions, for a new company 

identity. “We are the oedipal offspring 

of the archifraudulent first person 

singular me-me-me nomadic fugitive 

formless multitudinous. We stalk the 

future without maps. We have 

dispensed with ourselves and consign 

our flotsam to the void. We traverse 

territories. We do not clique. We are 

free of prostheses parasites poetics. 

We were the consenting minors raped 

at the vanity fair. We are tired of the 

tyranny of irony the back pedalling 

book pedalling consumptive ego 

parade. We are precise not 

prescriptive. We do not fulfil institutional 

requirements our reality has no 

degrees of scale. We she he are the 

diatribe sublimaire like Bruce Lee ‘we 

are all styles and no style’.” 

SOLUTION 

We Not I is an “anonymous” 

architectural office in that it has an 

unpeopled central London office which 

houses a computer server from which 

its international operatives down- and 

upload files. The members of We Not I 

never have their names published and 

are not known in the public domain. 

This stems from their previous 

experiences at major architectural 

studios and a frustration with the idea 

of “architect as celebrity.” It was from 

this that the designers drew most of 

their inspiration for the Identity, wanting 

to demonstrate this invisibility and 

something of We Not I’s approach to 

architecture. Further Inspiration came 

from cardboard box batch numbering 

and NASA’s ceramic shuttle panels. 

The typeface was not designed on a 

grid and when you look at individual 

details—such as the way the diagonal 

downstroke of the N meets the vertical 

strokes—it can look a little strange. 

However, when seen as a whole, one 

does not read the irregularities, but 

instead sees an architectonic, timeless, 

tactile collection of letterforms. One of 

the reasons for this was that the holes 

could be neither too close together nor 

too small because of the process used; 

the typeface is only ever punctured, 

not printed, whether that be onto a 

letterhead, CD sleeve, or business 

card. “We have stipulated that the font 

can only be used reversed out, or by 

puncturing the material,” explains Hall. 

“In this way, the font is notable in its 

absence rather than its presence. In 

puncturing the holes, we were making 

sculpture, making something that 

people might have a physical response 

to. Something that relied on light and 

touch and was playful.” 



BRIEF 

Timothy Saccenti is a well-known, 

New York-based, international 

photographer. In 2003 he 

commissioned designer Michael C. 

Place, of Build, London, to create an 

identity for him. Knowing his work well, 

Saccenti gave Place a completely open 

brief for the project. 

107 
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Place wanted to create an “intricate 

typeface that was ‘chunky’ at the same 

time,” to reflect the technical nature of 

Saccenti’s photography. Inspired by 

the typefaces on an old Sony Betamax 

cassette, Place approached the design 

with the idea that it should have the 

natural flow of a handwritten letterform, 

but in a different way—more angular 

and with a computer-generated look. 

“It had to be decipherable, but I wanted 

to make the reader work, concentrate 

a little more than usual on the face, to 

engage the reader,” explains Place. 

“Personally, I think it works most 

effectively when you see it in a large 

block, as the letters interact with each 

other really well.” The font was created 

using FreeHand MX and FontLab. 

Michael C. Place of Build is represented 

by This is Real Art, London. 
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Setting - The font was designed to 
be set with no leading so that the 
ascenders and descenders form an 
interlocking block. As the font has 
an almost monospace quality, the 
letterforms interact nicely when set 
in a block. 

Characters - The characters show a 
definite uniformity of construction, as 
some were reused to make others— 
the n was flipped to make the u, the m 
flipped to form the w. This gives the 
font the clean look that was desired. 

DELETE APPLICABLE 



BRIEF 

The Latrobe Regional Gallery in 

Victoria, Australia, was established in 

1970 to house works that focus on 

Australian art post 1971. It has a 

reputation for innovative exhibitions, 

and holds works by such prolific 

Australian artists as Jessie Traill, 

Evelyne Symes, and Ann Montgomery. 

In 2003, Melbourne-based 3 Deep 

Design were asked to create a new 

identity for the gallery that “captured 

the notions of community and its 

interaction with the arts.” 

0
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SOLUTION 

The key to the typeface is a vertical 

line that represents this notion of 

“community.” A requirement of the 

typeface is that all of the letterforms 

need to be aligned with this, giving 

the sense of a consistent grid in the 

background. Diagonals have been 

kept to a minimum to create a sense 

of repetition which, in turn, creates a 

sense of unity, again based on the main 

idea of “community.” “We started by 

exploring notions of community, what 

it is that makes a community and how 

the individual fits into the framework of 

a community,” explains Brett Phillips 

at 3 Deep. “We started with how an 

individual is represented in the most 

basic manner— point, or a line—then 

moved on to how a group of individuals 

form a community—by repetition of the 

individual element.” 

As the typeface had to be applied 

across a range of media including 

signage, stationery, advertising, and 

other printed material, the individual 

strokes of each letter were kept 

relatively simple in order to avoid 

problems in its application; the design 

team had to ensure that the weight of 

the strokes, and their relationship to 

one another, would hold up under all 

production methodologies and all 

applications. The only difficulty proved 

to be in ensuring the measure of 

sentences, due to the “awkward” 

spaces between letterforms. However, 

these open spaces, together with the 

simplicity of the design, give the 

typeface a calming, neutral voice. 
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CHAPTER 08 

Creating type for use on-screen 
also provides designers with some 
very specific technical challenges. 
There are certain ingrained rules: 
use faces with a large x-height 
(this allows the use of smaller 
sizes without the text becoming 
unreadable), and avoid typefaces 
with finer serifs (they do not 
translate well on-screen). There 
are also a number of considerations 
not relevant in print design—speed 
and movement of type, lighting, 
and combining visuals with sound. 
Beyond this is a more fundamental 
issue to consider—the experience 
of the reader and the context in 
which they are viewing the type; 
printed type is read, moving type 
is watched. 

The advent of cinema, and then'll 
television, meant that for the first 
time type, imagery, and movement 
were combined. For silent movies 
this was in the form of subtitles, 
and these developed into the more 
creative title sequences. Freed from 
the world of print, type was able to 
move, to be animated, to become 
3-D. The iconic work of Saul Bass 
for such films as Psycho and 
Vertigo is still imitated the world 
over. However, the industry has 
changed massively since then. 
With computer technology, the 
constraints faced by Bass (he had 
a choice of hot-metal or hand- 
drawn faces) have disappeared 
and computers are used to 
combine digital type with clever 
graphics. Today, highly advanced 
computer-graphics programs allow 
for type to be manipulated in any 
way, and designers are making the 
most of this. 
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BRIEF 

South released their album With the 
Tides in 2003. To promote this release, 

New York-based design house 

Monkey Clan was commissioned to 

create a Web site. The designers were 

given the band’s logo, album cover, 

and a number of band photographs 

to work with. The objective was to 

capture the attitude of the band and 

their music without making the site 

simply a brochure of the album cover, 

since it needed to last beyond that 

particular album. 

SOLUTION 

Image-wise, the idea was to tie the 

different photographs together, so the 

designers applied a style treatment to 

the images, which included hand- 

drawn illustrations and a painterly 

process, intended to give the band a 

rough, raw, street attitude. They then 

used old design elements to tie in the 

classic look of the band’s logo. Type- 

wise, the designers wanted to do 

something a little different, so they 

created a hand-drawn face to give 

the site and the band a sense of the 

immediate and loose. The letterforms 

are block-shaped, but set askew in 

keeping with the carefree layouts and 

raw images. This caused some 

problems with a few letterpairs, so 

the spacing was adjusted, and some 

letters were made smaller in order to 

“fit” with their neighbors. Once set in 

the layout, 3-D perspective lines were 

added to each letter; this gives the 

typeface a retro feel. “We wanted to 

make the most direct typeface 

possible,” explains Kai Pham of 

Monkey Clan, “so we used all caps, 

block type. We welcomed the 

inaccuracies of mistakes while creating 

free-form letters because they all 

contributed to the charm.” 

In order to be used on the Web, each 

letterform was drawn in Illustrator 

before being imported into Flash, 

where they were animated. 
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BRIEF 

Tweeterfriendly Music is a Norwegian 

band signed to Warner Music. The 

band consists of three composers/ 

producers and a singer, Leslie Ahern. 

Its music is best described as classic 

pop, a style of music for which they all 

have a passion. In 2002, following a 

series of collaborations on various 

other projects, design agency Play/ 

Union Design, also Norwegian, was 

asked to design CD packaging for 

Tweeterfriendly Music’s album Gin & 
Phonic and to develop a concept for 

the band’s promotional video for the 

release of the single “Undertow.” 

SOLUTION 

Designer Erik Johan Worsoe Eriksen 

decided to use the typographic 

element from the CD cover within the 

video. With video’s coarse resolution, 

fine, detailed typefaces do not work 

well, so it was important that the overall 

shapes of the characters were simple 

while still conveying a distinct image. 

“Because of the way I wanted to 

animate the type, I needed a genuine 

Monoline to start with,” explains 

Eriksen. “I wanted to be able to chop 

the characters into small ‘drops’ and to 

easily alter the thickness of the line, so 

my first thought was to merely modify 

an earlier typeface I’d made.” 

A. C. 

Eriksen began modifying his Kit Ideal 

typeface, but in fact ended up creating 

a whole new one—Friends. Friends is 

based on a set of geometric modules; 

only a few characters deviate from the 

underlying scheme. It is a no-nonsense 

face that combines the coolness of 

nonemotional, mechanical designs 

with the organic, visually harmonic and 

lively rhythm of humanistic typefaces, 

and because it is based on a single line 

with no change in thickness, it works 

well animated on-screen. 
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Fuel TV, a subsidiary of Fox Cable 

Networks, is a network devoted to 

action sports and the cultures 

surrounding them. In 2003, the 

network commissioned New York 

design house Brand New School to 

create typefaces for part of its on-air 

identity project. The brief to the 

designers was to create an 

“antibrand,” acknowledging that 

the Fuel TV audience is a deeply 

suspicious one, and knowledgable 

about marketing strategies. 

£ 
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Designer Jens Gelhaar responded to 

the brief by avoiding consistency, and 

any hints of corporate graphic design, 

as much as possible. Five typefaces 

were created for the identity: four were 

adapted from existing faces while one, 

Fuel Square, was created from scratch 

by Gelhaar. All five are set in uppercase 

only, with default tracking, which 

suggests e-mail or vinyl lettering. 

To enable the letters to be animated 

easily, the five fonts were resized to 

the same cap height, and the tracking 

was equalized: this makes them 

interchangeable. Arial, FF Elementa, 

PP Derrida, and Frankfurter are the four 

faces that Gelhaar chose and adapted. 

He created Fuel Square as he wanted 

a “squarish punk thing or a Grecian 

sports font, or better yet, a combination 

of the two. 

The idea was to mess up the 

stereotype of an American Football 

font,” he explains. “I drew a Grecian 

alphabet and threw in some irregularities 

to the treatment of the angles and the 

basic skeletons. I added a layer of 

squarish Punk lettering, resulting in a 

lighter weight, a wider stance.” Gelhaar 

worked directly in Fontographer rather 

than on paper when designing the 

face. By mixing influences and creating 

an inconsistent typeface, the five Fuel 

faces represent what action sports are 

all about. Even more so, Fuel Square 

is intended to work in context with 

the other four “Fuels.” The faces have 

been used on-screen, in print ads, and 

on Web sites. 
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FEATURES AND 
CONSIDERATIONS 

Asymmetry - The asymmetric 
rendering of the letters A, M, V, W 
is a departure from traditional Grecian 
styles, and while O is drawn with 
diagonal corners, characters that 
should be related, such as C, G, S, U, 
are square, without any diagonals. 

Angles - Other small 45° shapes in B, 
D, P, Q, R maintain the characteristics 
of Grecian types, although there is 
much inconsistency between, say, 
B and R. 

“Y” - The Y, one of the characters that 
features angular strokes in any 
orthodox type design, is drawn with 
only horizontals and verticals. 

, NO NEED TO GET UP. 
IVE’LL BE RIGHT BALK 

NEXT: 
BLIND: “VIDEO DAYS” 
(S. JONZE + K. WINTHROP, 
1991) 
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SOLUTION 

BRIEF 

To Cultivate, a landscape gardening 

company, commissioned NB: Studio to 

design an identity that they could apply 

to a range of stationery (including 

business cards, compliments slips, 

and letterheads) press folders, and van 

livery. To Cultivate wanted an identity 

that had a modern feel while 

maintaining traditional elements. 

NB: Studio has not so much created 

a new typeface as combined two 

existing faces. Having researched 

the whole concept of gardens, the 

designers wanted to create an identity 

with a logo using a typeface that 

appeared to be “growing.” The font 

created is primarily Vag Rounded bold, 

and the florals and other decorative 

shapes “growing” from the letterforms 

are borrowed from Botanical. The 

element of growth is particularly 

effective on the company’s Web site, 

where the type has been animated. 



BRIEF 

brief for this project was quite 

specific; in fact, there were several 

briefs for different aspects of it. Overall, 

Precursor were asked by MTV to 

create a graphic package for the MTV 

Europe Music Awards 2004. The 

project had many deliverables, from 

main titles and teasers through to 

promos, voting spots, and a graphic 

I kit that would enable MTV to create 

various other spots for the show. 
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SOLUTION 

The overall creative solution was based 
around an underground street race in 
Rome; the main titles for the awards 
show this race in full. The street 
footage was shot in Rome and cars 
were added later. For on-screen 
information used during the awards, 
the designers created a navigation 
system that would be used by the 
drivers during the race. The system 
continues the underground feel, but is 
also relatively hi-tech; a glitchy esthetic 
was created so it almost appears that 
the feed is not transmitting properly. 

For this system the designers created 
a custom font based on a grid. The font 
needed to work well on-screen and be 
easy to animate. Television screens 
have quite a low resolution and 
because of this, there are minimum 
point sizes for type to ensure readability 
in a TV environment. In addition to this, 
TV works with two fields, upper and 
lower, and a line will flicker on and off as 
it doesn’t encompass both fields, so a 
specific minimum width is required: a 
one-pixel line is likely to flicker. 

The grid for the typeface was designed 
in Illustrator and the font created in 
FontLab. After Effects was the main 
tool used to animate the type, which 
has mainly been used on-screen 
as part of animations for the TV 
information system. 

Precursor built the font, named ASCII, 
specifically for the type of animations 
they were creating. It forms the basis 
of a lo-fi ASCII system with an 
underground “coded” feel. Building 
the lowercase letters as scrambled 
letterforms and the uppercase as 
unscrambled ensured that it would 
work well with the animation 
techniques they were using. 

FEATURES AND 
CONSIDERATIONS 

Character widths - As the font 
needs to conform to a tight grid, it is 
monospace; every letter has the 
same width. 



SOLUTION 

Work on the identity began in early 

2004 and was completed in time for the 

TV Channel’s launch in October that 

year. Base wanted to express the idea 

of a “human” TV—that a TV has a mind 

and spirit of its own. They tried to 

achieve this ‘human personality’ 

through the design and use of 

typefaces. The messages are written 

in a typewriter font and signed with a 

“signature logo” that looks hand-drawn. 

The principal typeface in the identity is 

based on ITC American Typewriter, a 

humanist, warm typeface. This went 

against the then current trend of using 

cold sans-serif or bold typefaces in 

broadcast applications. A typewriter 

font was the obvious choice for the 

designers at Base: they believe that a 

face that comes from the typewriter 

best expresses the idea of “a message 

from a person.” 

The original idea was to have a version 

of American Typewriter Monoline: this 

face has very little contrast and no 

ornamentation in the serifs, which 

makes it more readable in a broadcast 

environment. However, as the font was 

to be used in many different ways— 

everything from text in a magazine to 

on-screen animation—the designers 

wanted to strike a balance in 

characters that could work in these 

various contexts. 
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In 2003, media and communications 

giant Vivendi Universal sold a number 

of affiliates of one of France’s biggest 

pay TV channel providers, Canal+. This 

led to the Belgian version of Canal+, 

Canal+ Belgium, being relaunched as 

BeTV. Base was asked to create an 

overall corporate identity for the new 

channel, including print and screen 

applications. The brief specified that 

the “spirit” of Canal+ (contemporary, 

exclusive, and unique) was kept, but 

that the “look” of the new identity be a 

complete departure from that of Canal+. 

Illustrator was used for sketching the 

typeface and FontLab 4.6 used for 

its production: FontLab’s scripting 

capabilities allow the user to program 

their own scripts to perform many 

different operations. This allows more 

precision in the design and production 

processes through checking 

letterpairs, spacing, and so on. 

The designers at Base also used a 

library called RoboFab, which adds 

more capabilities to the FontLab 

scripting environment. 



FEATURES AND 
CONSIDERATIONS abcH23 

abcH23 

8Q&? 
abcdefghijkbnnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
0123456789 /?!&+$*Q” 

American Typewriter Be tv Light 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 
0123456789 /?!&?+$*Q” 

American Typewriter Be tv Regular 

television 

x-height - Slightly taller than the original 
American Typewriter in order to give 
more white space in the counters and 
through this, increase legibility when 
printed in small sizes, or when viewed 
at low resolution on screen. 

Cross sections - These were made 
geometric to follow the idea of a 
straightforward, uncomplicated 
monoline face. 

Counterspaces - The counterspaces 
were made open to avoid them filling 
in on screen. 

Counters - The counters are less 
round than is usual in order to have as 
much white space as possible inside 
every character, without losing the 
original look of American Typewriter. 

programmes 

Film 
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The modern history of type began 
with the printing of books during 
the fifteenth century. Credited to 
German Johannes Gutenberg, the 
invention of movable type is 
recognized as one of the most 
important developments in recent 
history in terms of the potential and 
opportunity it provides. 

Gutenberg’s celebrated bible (circa 
1444) is widely held to be the first 
printed book. Printing processes, 
design, and typefaces have 
changed somewhat since then, but 
the layout and format of books has 
remained pretty much the same. 
The most obvious requirement of 
a typeface used within a book is 
legibility. It is essential that the 
words are easily readable which is 
why, traditionally, serif typefaces 
are used: serifs help carry the 
reader’s eye along the line and on 
to the next word. In most books 
published today, the body text will 
still be set in a serif typeface, but 
the design of book covers is 
becoming a real art, almost like 
posters, giving designers that blank 
canvas on which to work with text 
and imagery. 

As with newspapers and 
magazines, the design of books 
and catalogs usually requires both 
headline and body text. When 
working in this area of design, 
legibility is the number one issue. 



BOOKS AND CATALOGS 
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Carin Rodcbjer is one of the most successful new names 

within Swedish fashion. 

I he label Rodebjer is about renewal and contradiction. 

The collections are inventive but elegant and classic, 

feminine with a masculine touch and free from trends 

but still modern. Focus is on the silhouette, the cut 

flows with motion and liveliness. Carin says that she 

w'ants to encourage women to adapt her clothes to their 

individual lifestyle. There is a concern that the label 

Rodebjer should add to the dignity and integrity of die 

wearer. Carin Rodebjer is represented in cities such as 

New York, Paris and Tokyo. For Check in Caiin Rode¬ 

bjer has packed a suitcase of garments inspired by Asia, 

Africa and die city of New Orleans. 

128 



SOLUTION 

The design of the typeface was 

inspired by the name of the exhibition, 

which conjures up ideas of sparkling 

stars and snowflakes. By cutting out 

a large number of small paper shapes, 

including stars and diamonds, Hjarta 

Smarta created a whole new visual 

language for the exhibition. 
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Left page: Rodebjei Fall 2003 Right page: Rodcbjer Full 2001 Photo: Thomas Klemensson 
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BRIEF 

Sauna, a Swedish-based exhibition 

company, and curator Susanne Rolf, 

organized an exhibition of work by 

Swedish artists and fashion designers. 

Titled Scandinavian Sparks, this was 

held at gallery 798 Space, in Beijing’s 

Dashanzi Art District, in 2004. For the 

exhibition, Sauna and Rolf needed a 

visual concept to include the design 

of a catalog, posters, invitations, and 

business cards, and a custom typeface 

for the exhibition displays. 

“We thought of those paperworks that 

children make; the kind where stars 

and shapes are cut out. You see them 

in lots of Swedish kindergarten 

windows,” they explain. “Visually, 

the paper stars are familiar to most 

Swedes, but the idea of cut paper also 

made us think of Chinese paperworks, 

which connects with Beijing.” 

Letters were formed by combining 

the “confetti” left from cutting out 

these shapes, and a complete type¬ 

face was eventually created. It was 

too complicated to position all the 

individual paper pieces in the scanner 

in order to form the face in Photoshop, 

so forms were drawn in Illustrator and 

the letters put together from these. 

The result is a stylized version of the 

“confetti letters,” creating a font that is 

eminently more readable. 

The cover of the catalog has a cut-out 

star with a colorful spinning wheel 

behind it; when this spins, it gives the 

impression that the star is sparkling, as 

all the different colors are seen through 

the holes. Stars have been used 

throughout the catalog, in the headline 

font on each of the artist’s pages, and 

to indicate the start of a new chapter. 

This is a typeface that has a strong 

element of fun. It combines handcraft 

with the computer to great effect. The 

only issue is that it cannot be used as 

body text—used small, the confetti 

shapes become blurred and difficult 

to read—but then that is not what it 

was intended for. 
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BRIEF 

RocaWear is an “urban” clothing label 

set up by Damon Dash and Jay Z, 

both of legendary hip-hop record label 

Roc-A-Fella Records. In 2003, New 

York-based designer Giovanni Russo, 

owner and Creative Director of Nol 1, 

proposed the idea of designing a book 

as an alternative marketing tool for 

the label; something that was a bit 

different, to reflect the nature of the 

RocaWear brand. 
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As Russo himself put it, the inspiration 

behind the design of this extravagant, 

lavish, and luxurious book was the 

subject matter and Damon Dash’s 

lifestyle. Dash has established himself 

by running highly successful 

businesses within the music and 

fashion industries and achieving a 

cohesive link between the two. With 

this book, which includes supermodel 

Naomi Campbell among others, Russo 

wanted to take the link one step further. 

He created this decadent, Gothic-style 

font especially for the project. Set 

within the pages of the book, it creates 

a fantastic juxtaposition and an exciting 

energy between the ornate and old- 

fashioned, and the more glamorous 

bling nature of today’s hip-hop. 

Creative Director: Giovanni 

Carrieri Russo 

Designer: Dennis Ortiz Lopez 
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The Interaction Design Research 

Studio at the Royal College of Art, 

London, works on a variety of studies. 

One of these, the Equator project, is a 

six-year, interdisciplinary study that 

investigates the interweaving of the 

physical and digital worlds by 

developing innovative systems. The 

studio focuses on new technologies for 

the home and has designed and built 

three pieces of electronic furniture and 

furnishings: a coffee table, a hall table, 

and a tablecloth. In 2003, Hyperkit was 

asked to create an information booklet 

for the studio, entitled Electronic 
Furniture for the Curious Home, 
announcing their findings to date. 

The designers at Hyperkit were given 

a large amount of the research material 

to work with—sketches, diagrams, 

photographs—and they used this 

material to inform the design. They 

wanted to find a visual solution to link 

the three products—coffee table, hall 

table, and tablecloth—so picked up on 

their electronic aspect; the tablecloth 

contains circuits that light up when an 

object is placed on it. 

They developed a typeface with letters 

that could be joined together, to 

suggest electronic connections. Called 

Output, it was derived from the circuit 

diagrams that feature on the tablecloth. 

Laid out in a grid, every letter has a 

circular “connector,” and where an 

ascender and descender follow the 

same line, they have been extended so 

that a circular “connector” links the 

two. Output is used as a display font 

only. Throughout the booklet the letters 

for each heading have been assembled 

individually in order to allow them to be 

joined vertically as well as horizontally. 

The font was created in Illustrator. 



FEATURES AND 
CONSIDERATIONS 

\ \ 

Letterforms - The same basic shape, 
and angular features, were used for 
each letterform to reflect the grid of an 
electronic circuit. 

Ascenders - Some letters that don’t 
usually have ascenders, including 
a, c, o, were given short “extensions” 
at a 45° angle so that they could be 
joined to other letters. 

Decoration - Small circles, 
“connectors,” were added to each 
point where letters met to convey the 
notion of electronic connections. 
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BRIEF 

The Frac Paca book is a collaborative 

arts project between the Centre 

National de I’estampe et de I’art 

Imprime (CNEAI), Fonds Regional d'Art 

Contemporain (FRAC) of the Provence, 

Alpes, and Cote d’Azur regions in 

France (PACA), and was financially 

supported by Espace Paul Ricard. 

CNEAI organizes exhibitions and other 

special arts projects in France, FRAC 

PACA coordinate regional government 

funds for contemporary arts projects, 

and Espace Paul Ricard finance and 

generate contemporary art projects. 

In 2003, French designers Rik Bas 

Backer and Jose Soares de Albergaria 

were commissioned to design a 

book showcasing rejected works by 

contemporary French artists. 

SOLUTION 

As well as the design and layout of 

the artists’ work within the book, 

a typeface was needed for use on the 

cover and inside. Bas Backer and 

Albergaria, in collaboration with 

Marco Muller, adapted and updated 

a typeface that they originally 

developed in 2002, but had left 

unused as the original client rejected it. 

Inspired by color, mosaic, Paulo Canto 

(Portuguese writer, typographer, 

publisher, and printer), Joseph Albers 

(Bauhaus artist, teacher, and 

typographer), and printing techniques 

applied by constructivist artists, the 

typeface, named Zerik, is almost a 

work of art in itself. It is built up from 

five different layers and colors that 

complement one another. Each layer 

can be produced in a different color to 

create, when all five are fitted together, 

a mosaic. 

Different combinations produce 

completely different versions of the 

type, and the angular shapes of the 

letters make it look as if each square 

has been laid by hand, like a mosaic. 

It is a delightful typeface. 



BRIEF SOLUTION 

In 2001, Base was commissioned to 

design a book on Belgian design that 

had been compiled by la Maison des 

Metiers d’Art (MMAP) and the VIZO 

Arts Foundation. Made in Belgium 
Design Book looks at both established 

and emerging Belgian designers, 

showcasing their work to present and 

promote contemporary Belgian design 

to an international audience. 
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The designers at Base wanted to 

create an extraordinary and special 

object that was not controlled 

exclusively by the images, but that 

had an identity as a design piece in 

its own right. The idea was to create a 

strong design concept built around a 

typeface. The typeface selected was 

Cointrin, created by Kimou Meyer, 

a Swiss graphic designer who was 

working at Base at the time. It was 

inspired by airport information panels— 

the name Cointrin is a reference to the 

Geneva airport of the same name. 

“I was waiting for a plane in Geneva 

airport and I noticed the sign with the 

departure and arrival information,” 

explains Meyer. “I always liked the retro 

look of it and the mechanical noise 

when the information changed. I shot 

some pictures in black-and-white, then 

scanned them and tried to match them 

as closely as possible in Illustrator with 

a vectorized Univers and some 

geometric shapes.” 

The font is a monospace, and works 

best when it is integrated into both 

a horizontal and vertical grid. Fitting 

the typeface to this simple grid is a 

reference to its original purpose; to 

directly communicate important 

information in a clear, organized way. 

It was important for Meyer to recreate 

the look communicated by the Swiss 

analog airport signage, but in a 2-D, 

paper context. 

“Working with this ‘airport typeface’ 

unites the book as a whole and 

supports its purpose of presenting 

Belgian designers internationally,” 

explains designer Thierry Brunfaut 

at Base. “It was quite easy to use as 

it is monospace, and with the different 

styles of the contributing designers, 

the neutral and mechanical nature of 

the typeface enabled individual designs 

to stand out, while providing uniformity 

to the book as a whole.” 
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BRIEF 

In the summer of 2004, Swiss designer 

Urs Lehni was commissioned to design 

a catalog for the graduation works of 

the visual communication department 

at the School of Art and Design, Zurich. 

The brief was fairly open creatively. 
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SOLUTION 

The typeface was inspired by an 

existing face, Learning, that was 

specially developed to help young 

children learn howto write. Lehni’s 

idea is based on the contradiction in 

“graduation” being seen as the end of 

a person’s period of learning, with the 

need for a person to continue learning 

whether studying or not. As Lehni 

modified an existing typeface, the 

design process didn’t take that long. 

The original typeface was developed 

out of basic geometric shapes, and 

Lehni worked with these. He tightened 

up the spacing, using Adobe Illustrator 

and FontLab, to make his version a 

monospace font. The new typeface is 

called Almost Monospaced, as the W 

takes double the space of every other 

letter. It has been used in the catalog 

and on the invitation card. In addition, 

a stencil version of the font was 

produced so that the letters could be 

applied directly onto the wall at the 

graduation exhibition. 
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Over the following pages, a 
number of “special” typefaces, 
created to fulfil a more unusual or 
unique brief, or for use on unusual 
or unique materials, are examined. 
For instance, Natascha Frensch’s 
Read Regular typeface was created 
specifically for dyslexics. This 
particular project demonstrates 
how designing a typeface for a 
specific audience or job makes you 
look at the characters in a different 
manner and raises questions 
regarding their appearance, the 
pros and cons of the typeface, and 
so on. Read Regular has helped 
raise awareness of the issues 
surrounding dyslexia. 

Similarly, Digital Signage for 
Transport looks at how different 
audiences benefit, or suffer, from 
the way type is used in digital 
signage, and how problems within 
this area can be overcome. 



BRIEF 

Freelance designer Angela Pelzl 

created these typefaces in response to 

an open brief while she was studying 

an MA in Communication Design at 

Central Saint Martins College of Art 

and Design, London. At that time Pelzl 

was specifically interested in creating 

objects that involved printed fabric, 

collage, and manual fabrication. 

Having decided upon the topic 

“Gender,” Pelzl needed to create a 

typeface that she could use on her 

intended series “Insulting Cushions” 

and “Haberdash on Skin.” 
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SOLUTION 

In short, the project addressed gender- 
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groups: male hetero, male gay, female 

hetero, and female gay. The Haberdash 

and Haberdash Shadow typefaces 

were created to apply those words to 

the cushions. A simple serif font served 

as a template, and the choice of a 

white thread on white fabric resulted in 

a subtle look. Creating this typeface 

through embroidery saw Pelzl use a 

needle and thread as a design tool 

instead of a mouse or a pen. 
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Pelzl transferred the outlines of the 

template typeface onto fabric and then, 

after experimenting with several 

embroidery techniques, settled on 

the stem stitch. As an addition to this 

bitmap font, Pelzl also created a 

TrueType character set made only 

from the shadows of the original font. 

She did this by digitizing the bitmaps 

using Photoshop, FreeHand, and 

Fontographer. The letters of the bitmap 

font have to be placed individually by 

hand for each project, using only the 

naked eye and guidelines. “The mixing 

of manual work with digital manipulation 

is something that interests me,” 

explains Pelzl. “The work gains a 

surface feel, and imperfection adds 

charm and character.” 
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The typeface was applied to silk for 

the Insulting Cushions project, using 

a transfer sheet called Lazertran. The 

TrueType typeface requires extreme 

simplification of the rendered shadows: 

Fontographer can only import shapes 

with a limited number of angle points. 

Also, each letter had to be scanned, 

level adjusted, rendered, and altered 

before positions and counterspaces 

could be dealt with. The bitmap 

typeface had to be set in a grid and 

freed of its original background through 

masking in order to adjust to any 

chosen light background. 

“Experimentation and the 

reintroduction of a craft in my own 

visual language was my main idea with 

this project,” explains Pelzl. “I felt my 

design was dominated and limited by 

the usage of the computer, by the flat, 

digital perfection that is at the core of it, 

and since my topic dealt with gender 

roles and gender-specific manners, 

I wanted to practice and embed a 

feminine activity such as embroidery 

in my project.” 



BRIEF 

It is estimated that, in the U.K. alone, 

there are over 2,000,000 severely 

dyslexic individuals, including some 

375,000 schoolchildren, while in the 

U.S., dyslexia affects over 40,000,000 

individuals. Dyslexia is independent of 

intellectual ability and teaching, and 

of socioeconomic and language 

background. In recent years there 

have been a number of computer 

software innovations developed to 

combat dyslexia, especially for 

children. However, relatively little 

design research has been done in 

the area of typography and typefaces 

that might support dyslexics, and 

that is where Dutch graphic designer 

Natascha Frensch comes in with 

her self-initiated project to create a 

typeface that would offer such support. 

Sponsorship for this came from the 

AudiDesign Foundation and Deutsche 

Bank Pyramid Award. 

?bccj(i, 

mnor^' /jpcbrs 
%h,Jk/ 

(/> /(■£!#$ 

i<>’23^S(,yaS) 
a4T,mQ/f> 

Copyright O Natascho Frensch 2001-2004 

0123456789 

VOOR 
EFFE CTlfcVER 
CEZEN EN 
SCMRIJVEN 

& 
FOR MORE 
EFFECTIVE 
READING 
AND WRITING 

142/143 CHAPTER 10: 
TYPE SPECIRC SPECIALS 

NATASCHA FRENSCH 
PROJECT 

READ REGULAR TYPEFACE TO SUPPORT DYSLEXICS 
CONTACT 

WWW.READREGULAR.COM 



SOLUTION 
FEATURES AND 
CONSIDERATIONS 

Frensch’s own difficulties with dyslexia 

were the main inspiration behind the 

project, but she also wanted to help 

others suffering from the same 

problems and frustrations. She began 

by researching dyslexia and traditional 

type design, looking at the idea of 

creating 26 individual characters as 

opposed to the basis of traditional 

typeface design in which two or three 

set the forms for all other characters. 

“Dyslexia is about coping with left, 

right, up, down, and so on," explains 

Frensch. “Shapes that contain the 

exact same mirrored shape create 

confusion, so I wanted to see what 

would happen if the 26 alphabetical 

characters weren’t created by copying, 

pasting, and mirroring.” 
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Four years in the making, the typeface 

Read Regular aims at preventing a 

neglect of dyslexia, creating a more 

confident feeling regarding the 

problems that occur as a result of it, 

and providing a possible solution to 

sufferers’ reading difficulties. 

Frensch worked in FontStudio and 

Fontographer to create this typeface. 

Initially it was used in My Friend has 
Dyslexia, an educational publication 

from Chrysalis Children’s Books, and 

Dyslexia and Dyspraxia, a support guide 

for The Royal College of Art, London. 

Since then, Frensch has collaborated 

with the College in using Read Regular 

for many of their educational titles. 

Not only is Read Regular a technically 

sound typeface, it has also generated 

a much-needed awareness about 

dyslexia. The fact that this is one of the 

very few typefaces designed for a 

certain audience shows that this is an 

area of potential growth. By designing 

Read Regular, Frensch has tried to 

change prejudice and ignorance 

regarding the difficulties that occur 

with dyslexia, and to help those 

suffering from its effects. 
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Characters - The most significant 
aspect of Read Regular is the fact that 
it is based on 26 individual characters, 
and within those characters there are 
other highly considered elements that 
make up the typeface (outlined below). 

Counters - Kept open to prevent 
them from closing in visually or due 
to printing. 

Cross strokes - Given a considered 
length to ensure that they are noticed, 
but kept short enough to prevent them 
interfering with the previous or 
following character. 

Crossbars - Placed so that the 
countershape is open enough to 
prevent closing in. 

Ascenders - These have a 
considerable length, but have been 
kept short enough to prevent them 
interfering with the line above. 

Descenders - These have a 
considerable depth and are shaped so 
that they will not visually disappear; 
e.g., the j has a distinct finial. 

Junctions - As Read Regular has a 
solid character and does not show an 
extreme variety of widths, the junctions 
all have an even weight. 

Spacing - This is fairly generous in 
order to prevent certain pairs from 
causing confusion, e.g., making sure 
that the pair r and n could not be 
mistaken for an m. 

Arms - The arms were given an equal 
length in order to create a solid image: 
this helps prevent the appearance of 
the character jumping. 

Tails - The Q has an obvious tail, so as 
not be mistaken for an O. 

Bowls -The bowls for every character 
are made individually, to make each 
one distinct. 

Loops - The g has not been given a 
loop as this is a feature that can cause 
mistakes and lead to confusion. To 
maximize clarity, it has been given 
a strong finial instead. 

Spurs - Again, these have been given 
a considered length to make them 
visually strong, and thus make the 
letter distinct. 

Width - Characters are fairly wide to 
ensure that they are read individually 
and do not clash. 



BRIEF 

While this typeface was not designed 

for a client, I felt it was worth including 

for its unusual design values and the 

innovative idea. 

DESIGN 

BOND AND COYNE 
ASSOCIATES 
PERSONAL PROJECT 

144/145 
TYPE SPECIFIC 

CHAPTER 10: 
SPECIALS 

www.bondandcoyne.co.uk solution 

Created in 2001 by Bond and Coyne 

Associates, this is the Fold typeface. 

Inspired by something that the 

designers spotted one day skirting 

the edges of an old shop window— 

security tape—what was a traditional 

form of security became a material 

from which to create a typeface. 

Metallic security tape relies on a 

continual flow of electricity, and it is 

that which forms the basis of Fold. 

The designers began experimenting 

with the tape, folding it in one 

continuous piece to create words and 

sentences. “We had to make sure that 

the letters of the typeface were formed 

without breaking this circuit,” explains 

Martin Coyne, Director at Bond and 

Coyne. This meant that the designers 

were restricted in how certain letters 

could be formed, and in particular, how 

certain letters ran into their immediate 

neighbor. However, this constraint has 

led to an interesting switch of texture: 

the grain of the tape alters according 

to the direction in which it is laid down, 

which brings a 3-D quality to the 

surface of the type, particularly as it 

catches the light. 

What is great about this typeface is that 

is only exists in a physical form, going 

against the norm of solely screen- or 

print-based typefaces. 
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departures 
DMR 

departures 
Rail Alphabet 

departures 
Helvetica 

departing 
BRIEF 

The Helen Hamlyn Research Centre, 
based in the U.K., is dedicated to the 
study and practice of socially inclusive 
design. In 2003, for the Design 
Business Association (DBA) Design 
Challenge, which explores inclusive 
design through practical research and 
projects within the industry, Roundel 
began a project that looked at digital 
signage for transport. A key objective 
of the Design Challenge initiative is 
to demonstrate how a deeper 
understanding of the needs of users 
can be a driver for innovation within 
design. Through research the aim was 
to create a set of digital signage 
guidelines and a typeface aimed at a 
designer or transport manager who 
may be approaching digital signage for 
the first time. 

[solution_ 

The project was inspired by what the 
designers at Roundel and the Helen 
Hamlyn Research Centre saw as an 
area of signage with great potential for 
improvement—transport signage. 
Displaying public information in an 
electronic format offers so much 
potential, particularly in a transport 
context where the information may 
need to change very quickly. Electronic 
displays offer a range of options for text 
presentation, layout, and color, and 
have the advantage of being able to 
show “real time” information. 

For deaf and visually impaired 
passengers, electronic displays should 
be able to present more information, 
more clearly, and immediately. Roundel 
picked up on the fact that, in many 
cases, transport communication 
systems are designed for the benefit of 
the operators rather than in the 
interests of passengers. The result of 
this is that passengers have to work 
harder to understand how these 
systems operate, how to buy and use 
tickets, where to find the right 
connections, and so on. 

Most digital signage uses pixel-based 
display systems such as CRT (cathode 
ray tube), TV monitors, plasma 
screens, or LCD (liquid crystal display) 
equipment. Another technology widely 
used in transport is the LED (light 
emitting diode) display. A new 
generation of LCD/matrix display is 
also available; this offers better daylight 
operation but, like the LED, only offers 
a bit-map level of font display. 

Working closely with type designers 
Dalton Maag, the designers at Roundel 
created the DMR typeface to illustrate 
the principles of creating a range of 
letterforms that translate well in digital 
signage. Problems that arise from 
rasterization of a typeface in different 
operating systems, the limitations 
of low-resolution displays, and the 
requirements for the presentation of 
large type have all been taken into 
consideration. The typeface serves 
as an example of best practice in font 
design for digital application in a 
transport environment. 

The DMR typeface has great flexibility 
in the size at which it can be used; it 
can be increased by 25 percent of x- 
height yet maintain the same length of 
text as that of more conventional 
signage typefaces. For digital display 
technology used in portrait mode, this 
is a particular advantage. Larger type 
means better legibility for many people, 
particularly from a greater distance. 

FEATURES AND 
CONSIDERATIONS 

Line length - DMR is more condensed 
than many currently used typefaces to 
allow for more information to be 
displayed in a constricted display space. 

Weight - DMR is light in weight to 
ensure that counterspaces maintain 
their openness, which aids legibility 
and helps avoid any ambiguity. 

Design - Compared with many fonts 
used in transport signage, DMR has its 
roots more obviously in humanist 
design. Even in its condensed state 
the characters retain their openness, 
clearly distinguishing a c from an o, 
for example. 

Character definition - Characters 
such as b and d have been considered 
and designed for maximum difference. 
It is known that, in particular, the 
characters b, d, p, and q present 
problems of recognition for dyslexics. 
DMR also looks at the characters 1,1, 
and I (the number 1, the capital i, and 
the lowercase I) and ensures that with 
the slab-serif detail, they demonstrate 
some distinct differences to aid 
legibility and recognition. 
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GL 
ARM 
An upper stroke 

attached to the 

letterform at one end 

and free at the other 

(compare leg) 

BIT-MAP 
A graphic image that is 

composed of dots. This 

term is also used to 

describe the on-screen 

representation of a font 

COUNTER 
The hollow space within 

a letterform 

FONT 
The complete character 

set of a particular 

typeface in a particular 

size and style. Originally 

spelt fount 

LEADING 
The space between 

lines, from one baseline 

to the next 

OS 
ASCENDER 
The part of a lowercase 

letter that projects above 

the x-height 

BODYTYPE 
The type that is used as 

“main” type, as opposed 

to headline type 

DESCENDER 
The part of a lowercase 

letter that hangs below 

the baseline 

FORMATTING 
Styling type to achieve 

the desired structure and 

appearance 

LEG 
a lower stroke attached 

to the letterform at one 

end and free at the other 

(compare arm) 

SA 
BAR 
The horizontal stroke 

that features in letters 

such as A and H 

BOWL 
The curved stroke that 

creates an enclosed 

space within a letter, as 

for B and P 

EAR 
A small stroke featured 

on the top right side of 

the bowl, typically on 

a lowercase g 

HEADLINE 
TYPE 
A type designed to be 

used in small amounts, 

as opposed to body text 

LETTERPRESS 
A form of relief printing 

using wood or metal type 

BASELINE 
A nonvisible line on 

which letters sit 

CAP HEIGHT 
The height of the capital 

letters, from the baseline 

to the top of the letter 

FAMILY 
A range of typefaces 

based around a central 

design, e.g. Arial Black, 

Arial Bold, Arial Rounded 

are all part of one family 

KERNING 
The adjustment of space 

between pairs of letters 

to improve the 

appearance of type 

LIGATURE 
A character consisting 

of two or more letters 

joined together 



LINK 
A stroke that connects 

the top and bottom of a 

two-story, lowercase g 

POINTSIZE 
The unit of measure 

used for type; there are 

72 points to the inch 

SERIF 
A small, decorative 

stroke at the end of 

a letterform 

SPUR 
A small projection often 

found at the end of the 

curved portion of the 

letters C, S, and G 

SWASH 
A more decorative or 

exaggerated form of serif 

TYPE HEIGHT 
The height of the 

physical wood or metal 

letter, from plate to face 

(not to be confused with 

x-height) 

LOOP 
This refers to the lower 

part of the lowercase g; 

it may be fully or partially 

enclosed. Fully/partially 

enclosed extenders of 

cursive letters are also 

called loops 

POSTSCRIPT 
Adobe Systems Inc. 

introduced this 

programming, or page 

description language in 

1983. Type and images 

in PostScript format will 

output on a machine that 

has a PostScript interpreter 

SHOULDER 
The curved stroke in 

characters including h, 

m,and n 

STEM 
The main stroke in a 

character, usually vertical 

TAIL 
This refers to the curved 

descender of a Q, K, or 

R. The descenders on g, 

j, p, q, and y are also 

referred to as tails 

UNICODE 
An international standard 

for character sets 

MONOSPACE 
A typeface where each 

character is allotted the 

same space 

ROMAN 
A serif typeface; a 

typeface that is upright 

rather than italic 

SLAB SERIF 
A heavy, rectangular serif 

STRESS 
This refers to the 

direction of thickening in 

a cun/ed stroke 

TERMINAL 
The end of a stroke that 

has not been finished 

with a serif 

X-HEIGHT 
A term used to describe 

the height of the main 

part of lowercase letters 

OLD FACE 
A term used to refer to 

typefaces that have an 

oblique stress 

SANS SERIF 
A typeface without serifs 

SPLINE 
The main curved stroke 

of the upper- and 

lowercase s 

STROKE 
A straight or curved line 

TYPEFACE 
A set of fonts RY 
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3 DEEP DESIGN 
WWW.3DEEP.C0M.AU 

A2-GRAPHICS/SW/HK 
WWW.A2-GRAPHICS.C0.UK 

AIRSIDE 
www.airside.co.uk 
WWW.AIRSIDESHOP.COM 

ANDREA TINNES/ 
TYPEKUT 
WWW.TYPEKUT.COM 

ANGELA PELZL/ 
JUST MYNAME 
WWW.CIRCLETDESIGN.COM 

ASTERIK STUDIO 
WWW.ASTERIKSTUDIO.COM 

ATELIER WORKS 
www.atelierworks.co.uk 

BARNBROOK DESIGN 
WWW.BARNBROOK.NET 

BASE 
WWW.BASEDESIGN.COM 

BONDAND COYNE 
ASSOCIATES 
www.bondandcoyne.co.uk 

BRAND NEW SCHOOL 
www.brandnewschool.com 

BUILD 
www.designbybuild.com 

CLARISSA TOSSIN/A1 
WWW.A-LINHA.ORG 

COREY HOLMS 
WWW.COREYHOLMS.COM 

CRAFTYFISH 
WWW.CRAFTYFISH.COM 

CYKLON 
CYKLONGRAFIK.NET 

DENNIS ERIKSSON/ 
WOO AGENCY 
www.woo.se 

EGGERS + DIAPER 
WWW.EGGERS-DIAPER.COM 

ERIK JOHAN 
WORS0E ERIKSEN/ 
PLAY/UNION DESIGN 
WWW.PLAYPUPPY.COM 
www.union.no 

ERIK SPIEKERMANN 
WWW.SPIEKERMANN.COM 

FAB 10 ONGARATO 
DESIGN 
www.fodesign.com.au 

HANSSEEGERAND 
JOHNSHACHTER 
HANSSEEGER0EARTHLINK.NE 
T SHACHTER0SBCGLOBAL.NET 

HANSJEVAN HALEM 
WWW.HANSJE.NET 

HELENA 
FRUEHAUF/2X4 
EMAIL: HELLIF0AOL.COM/ 
WWW.TWOXFOUR.NET 

HJARTA SMARTA/ 
WOO AGENCY 
www.woo.se 

HORT 
www.hort.org.uk 

HYPERKIT 
www.hyperkit.co.uk 

JENS GEHLHAAR/ 
BRAND NEW SCHOOL 
WWW.BRANDNEWSCHOOL.COM 

JEREMYTANKARD 
TYPOGRAPHY 
WWW.TYPOGRAPHY.NET 

KAI AND SUNNY 
WWW.KAIANDSUNNY.COM 

KARLSSONWILKER 
WWW.KARLSSONWILKER.COM 

KERRINOBLE 
WWW.KERRNOBLE.COM 

THE KITCHEN 
www.thekitchen.co.uk 

LINDA ZACKS/ 
EXTRA-OOMPH 
WWW.EXTRA-00MPH.C0M-- 

NATASCHA.FRENSCH 
WWW.READREGULAR.COM 

NB:STUDIO 
WWW.NBSTUDIO.CO:UK 

N011 INCORPORATED 
WWW.N011.COM 

NON-FORMAT 
WWW.NON-FORMAT.COM 

MARKERRINGTON 
www.markerrington.me.uk 

MILK 
WWW.MILKCOMMUNICATIONS.COM 

MODE 
www.mode-online.co.uk 

MONKEY CLAN 
WWW.MONKEYCLAN.COM 

OHIO GIRL DESIGN 
WWW.OHIOGIRL.COM 

ORANGE ITALIC 
WWW.ORANGEITALIC.COM 

PASCAL COLRAT 
WWW.ART-CONTEMPPORAIN. 
EU.ORG/CO.LRAT/INFOS/ 
ACCUEIL.HTML 

PATRICK DUFFY 
www.utan.co.uk 

PETERBRUHN/ 
FOUNTAIN 
WWW.FOUNTAIN.NU 

PETER STITSON/ 
DAZED & CONFUSED 
PETER0CONFUSED.CO.UK 
www.confused.co.uk 

PHIL BAINES 
www.philbaines.co.uk 

PRACTISE 
www.practise.co.uk 

PRECURSOR 
WWW.PRECURSORSTUDIO.COM 

PRODUCTS OF PLAY 
WWW.PLAYPUPPY.COM 

RAFAEL KOCH 
WWW.VECTORAMA.ORG 
WWW.CHIDO.CH 
WWW.ENCYCLOPAEDIZER.NET 

RBG6 
WWW.RBG6.SE 

RICHARD NIESSEN/TM 
www.tm-online.nl 

RIKBAS BACKER 
RIKBB0WANNADO.fr 

ROUNDEL 
WWW.ROUNDEL.COM 

SAGMEISTER INC. 
WWW.SAGMEISTER.COM 

SATURDAY 
WWW.SATURDAY-LONDON.COM 

THE SMALL STAKES 
WWW.THESMALLSTAKES.COM 

SOAP DESIGN CO. 
WWW.SOAPDESIGN.COM 

STEREO TYPE HAUS 
WWW.STEREOTYPEHAUS.COM 

SURFACE2AIR 
WWW.SURFACE2A1R.COM 

SUZY WOOD/ 
DAZED & CONFUSED 
SUZY0MAKEREADY.CO.UK 
www.confused.co.uk 

TERMINAL DESIGN 
WWW.TERMINALDESIGN.COM 

TYPOGRAPHIC 
MASONRY 
www.tm-online.nl 

UNDERWARE 
www.underware.nl 

UNFOLDED 
WWW.UNFOLDED.CH 

UNITED DESIGNERS 
NETWORK 
WWW.UNITEDDESIGNERS.COM 

URSLENHI 
WWW.OUR-MAGAZINE.CH 

VAULT49 
WWW.VAULT49.COM 

WILLIAM HALL 
www.williamhall.co.uk 
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A2-Merlin Carpenter 

A2-Typewriter 

A2-TypoGraphic 

Aachen 

absorbent paper 

Addison Design Consultants 

Adjaye Associates 

Adobe 8,1 £ 

advertising 7, 24, 27-1 

After Effects 

Ahern, Leslie 

airlines 53 

Airside 90 

Akzidenz Grotesk Bold 17 

Albers, Josef 20,133 

albums 72, 83-4, 86, 89-90, 93,113 

Almost Monospaced 137 

Amelia 62 

American Typewriter Monoline 122-3 

Australia 108 Brit Awards 90 computers 7, 11, 19, 22, 28, 35,45 

Australian Centre for Contemporary Britain see United Kingdom books 127 

Art (ACCA) 58-9 British Monotype 12 screen 111 
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