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Introduction 

he history of type development 

has seen many exciting eras. The 

invention of moveable type, for 

instance, revolutionized our world, 

allowing the transmittal and sharing of 

knowledge, raising the level of the world’s 

literacy, and enabling civilization to progress 

and prosper. And today we find ourselves 

in an unprecedented era of typographic 

fervor and productivity. Technological 

developments, principally the ubiquity of 

computers, the availability of sophisticated 

software, and Internet connectivity, have 

raised even the average person’s awareness 

about the power of typography. In 2007, the 

TV game show Jeopardy! had “Fonts” as a 

category, with Bodoni and Helvetica among 

the answers. Popular magazines such as the 

Atlantic, GQ, New Yorker, and the New York 

Times Magazine have published significant 

articles about typographic topics that once 

would have been considered too esoteric for 

mainstream media. Network television shows 

and public radio programs have interviewed 

type designers. For the first time in history, 

the lay public has an appreciation for and 

an understanding of good typography. 

Today, hundreds of colleges and universi- 

ties worldwide teach courses about typography 

and even type design. There is a virtual army 

of enthusiastic young people devoted to the 

4/7 ypography, Referenced 
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pursuit of typographic knowledge, excel- 

lence of typographic design, and type design. 

Prominent type designers are sought after 

as speakers and teachers; some have even 

attained rock star status. 

Type is no longer the invisible servant of 

design, but rather recognized as design 

of the highest order. Typography is a subject of 

fierce debate and even controversy. Its 

passionate base celebrates and covets its innate 

complexity and characteristics. Typography 

conferences—formerly dry and scholarly— 

have become must-attend events, entertaining 

revels, even. Type-centric game shows 

and typographic “performance art” have 

appeared on the scene as inventive expres- 

sions of typography’s enormous appeal. 

Dare we venture a guess as to the number 

of readily available, downloadable, relatively 

inexpensive typefaces offered by a profusion of 

foundries, some with as few as a couple fonts, 

some with thousands? At this writing, that 

number surely tops 200,000. That’s an aston- 

ishing number when we consider that only 

a few short years ago the figure was likely in 

the tens of thousands, with many fewer just 

prior to that. The tools—namely, software—for 

sophisticated and fully functional digital type- 

face design have themselves become easier to 

use and more affordable, and the means for dis- 

tribution of digital fonts is only a click away. 
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There are now many books devoted to the 

art, design, practice, resources, and teach- 

ings of typography. Because of that, there is 

an even greater need than ever for a book like 

this, an all-in-one comprehensive reference 

guide to all things typographic. We intend for 

this book to be a broad, authoritative, com- 

plete resource of typographic knowledge. 

While many typography books contain won- 

derfully deep, scholarly, and essential material 

(more about these later), each has its own point 

of view, its own strengths and weaknesses, and 

inclusions and omissions. There is no single 

volume with it all, presented in an easy-to-nav- 

igate and accessible format. While Typography, 

Referenced covers every area of typography, it 

provides breadth rather than depth, for typog- 

raphy is a wonderfully dense and rich topic. For 

depth, we cite additional sources as needed. 

As Typography, Referenced came into being, 

the book An Incomplete Education by Judy 

Jones and William Wilson (published by Ballan- 

tine Books in 1987) came to mind. The concept 
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of this hefty volume was astonishingly ambi- 

tious: To encompass and explicate the whole of 

science, philosophy, religion, political science, 

music, art, world history, psychology, econom- 

ics, film, and American studies. In short, 10,006 

years of culture in one fell swoop, or everything 

an “educated” person should know. Its aim was 

to provide key pieces of information, banishing 

those embarrassing gaps caused by missed edu- 

cational opportunities or a lack of retention of 

what had once been learned. 

We hope this book emulates the latter idea, 

as a single sourcebook in which practitioners 

and the average person alike can find 

every aspect of typography, with resources 

and guides for further research. Typography, 

Referenced, like An Incomplete Education, 

strives for breadth and inclusiveness, to 

cover the essential knowledge of the complex 

subject of typography, everything that a 

“typographically educated” person should know. 

This book contains the basic founda- 

tions and core concepts of what constitutes 

H 
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typography and typographic design, delineat- 

ing and defining type-specific language, terms, 

ideas, principles, and processes. It begins with 

the invention of moveable type and chronicles 

the entire history of typography, including the 

future of type on the Web, mobile devices, tablets, 

and beyond. It provides essential biographies of 

prominent type designers and their influence on 

contemporary design, as well as those design- 

ers shaping typography’s future. It includes type 

specimens documenting the contributions of 

significant and classic type designs. 

And Typography, Referenced incorporates all 

sources of typography and typographic design: 

Type foundries throughout the world 

Type-specific publications and books 

Online resources and blogs, which provide 

an ongoing and lively discourse about 

typographic topics 

Organizations that archive, acknowledge, 

support, and celebrate typographic achievements 

. Institutions offering specialized type education 

Institutions that document, curate, collect, 

and preserve typographic heritage 

, ORBES OU GLOBOS? 

From left to right: 

Californya I by German Olaya, 

Lo-Res 1 by Zuzana Licko, 

and Orbe I by Rui Abreu 

In short, Typography, Referenced serves as a 

comprehensive source of information and inspi- 

ration by documenting and chronicling the scope 

of essential typographic knowledge and design 

from the beginnings of moveable type to the 

present golden age of typography. 

Typography has entered the mainstream. 

Its devotees and acolytes have never been 

more visible, more active in the field, or 

more passionate. Given the vast scope of the 

current typographic landscape, this seems the 

perfect time for this particular volume about 

typography, one that aims to fill a void, find its 

place in many personal and public libraries, 

and serve as a Springboard for the continued 

celebration and practice of the typographic arts. 

—Ina Saltz 
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Type History 
By Allan Haley with Kathryn Henderson 

The history of type dates back to the ancient Greeks. 

Here’s a look at that timeline, from its start through 2010. 

es 

Greek lapidary letters 

Fifth Century BCE 

Roman monumental capitals 

First Century BCE 

Greek lapidary letters, letters carved into hard surfaces, 

were one of the first formal uses of Western letterforms. 

The Greeks adopted the Phoenician alphabet for their own 

needs, and as a result, changed several letters and created 

the foundation for Western writing. 

Second Century BCE 

Roman lapidary letters exemplified transitional 

letterforms from ancient Greek to the more modern 

Roman shapes and proportions. 

Typography, Referenced 

Roman monumental capitals are the foundation 

for Western type design, as well as the ancestor of all 

serif typefaces 

Fourth and Fifth Centuries CE 

This time period saw square capitals, formal hand-written 

letters that evolved from Roman monumental capitals. 

Eighth through 
Eleventh Centuries 

Thanks to Charlemagne, Carolingian minuscule became 

the basis for the standard lowercase (332) alphabet. 



dea quartana liberatti gaudeo:itéq; Pylid.ego dum naues & catera pa’ 
rant excutro i Pompeianu. Vectieno ueli gratias  ftudiofus fitsfi que’ 

qua nactus fueris qui pferat litteras:des ate q difcedimus. Vale. 

Ommodi ad te dederd litteras de pluribus rebus :cti ad me bene 
nane Dionyfius fuerit:ego quidé non mo placabilé me przbuil’ 

(é:Ced tora remififfe fi ueniffet qua méte tu ad me fcripferas.Erat eim 
(icin tuis litteris quas Arpini accepera et uentug : factusq; quod ego 

Nicolas Jenson 1470 

Fourteenth and Fifteenth Centuries 

Although he did not invent movable type, the printing 

press, or printing ink, nor was he even the first person to 

print with metal type, Johannes Gutenberg (1394-1468) 

did create the art of typography. Gutenberg synthesized 

all existing devices into an economical and practical 

product. His adjustable mold, for example, enabled one 

letterform model produced by a designer to be replicated 

thousands of times. Gutenberg then took these products 

and combined them into works of typographic art that, 

more than Soo years later, are still considered some of the 

best ever produced. 

Nicolas Jenson (77) (1420-1480) was one of the first 

printers to cut and use fonts based on Roman rather 

than northern European Fraktur letterform. Revivals of 

his type include William Morris’s Golden Type, and the 

very successful Jenson Oldstyle first released in 1893 by 

American Type Founders. 

Another fifteenth-century notable, William Caxton 

(1421-1491), a man credited with introducing to England 

the craft of printing with movable type, was first a suc- 

cessful businessman and government official before 

beginning his typographic career. He printed one of the 

first commercial advertisements, a poster that extolled the 

products and services of his shop. 

The earliest fonts Caxton used came from mainland 

Europe, but once he established his business, he con- 

vinced a noted Flemish calligrapher to change professions 

to typeface designer and to move to England to produce 

type fonts. Caxton eventually had eight fonts produced 

for his press, most in the Blackletter (192) style of north- 

ern Germany, and one of which is generally considered the 

ancestor to Old English types still used today. 

In 1450, the Gutenberg Bible was printed. This was the 

first important book printed in moveable type. In 1476, 

Caxton set up his printing business in the Almonry of 

Westminster Abbey. 

Around the same time, the great Italian printer and type 

founder Aldus Manutius (78) (1450-1515) commissioned 

font designer Francesco Griffo (76) to create several type- 

faces, the most important of which is now revived under 

the name Bembo (455). The basis for the typeface was first 

used in Pietro Bembo’s book de Aetna, printed in 1495 

by Manutius in a font designed by Griffo. (Interestingly, 

Griffo only designed a lowercase [332] for the project, with 

the caps pulled from an existing font.) This became a 

model followed by Claude Garamond (74), as well as the 

ancestor of many seventeenth-century European types. 

Also, Manutius and Griffo are generally credited with 

inventing italic type as a means to produce inexpensive 

books. The former is true, but not the latter; Manutius 

never produced an inexpensive book in his life. He created 

italic type as a “marketing tool” to help sell his books to 

well-off scholars and government officials who wrote ina 

similar style. 
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Sixteenth Century 

Garamond (74) (1500-1567) was the most distinguished type 

designer of his time, perhaps of the entire Renaissance period. A 

true typographic innovator, he was instrumental in the adoption 

of Roman typeface designs in France as a replacement for the 

commonly used Gothic, or blackletter (192), fonts. In 1530, his 

first Roman type appeared in Paraphrais in Elgantiarum Libros 

Laurentii Vallae. He also was one of the first type designers to 

create obliqued capitals to complement an italic lowercase (332). 

Though Garamond’s designs were exceptionally popular 

for a long time (the Helvetica [176] of their day), they did not, 

however, enjoy uninterrupted popularity. After a time, new 

French designs and styles created by English, Dutch, and Italian 

foundries began to replace Garamond’s type as the design of 

choice among printers. Not until the beginning of the twentieth 

century (18) did new versions of Garamond style begin to appear 

again in print shops. 

The work of Robert Granjon (75) (1513-1589) is closely associated 

with Garamond. Active from 1545 to 1589, Granjon is credited 

with introducing italic type form as a complement to the 

roman faces popular at the time. His work provided the models 

for Plantin and Times New Roman (165), as well as Matthew 

Carter’s (85) Galliard. The face that bears his name, however, is 

based on a design by Garamond. 

Type designer Jean Jannon (76) (1580-1658) created the type- 

face on which most modern Garamond revivals are based. 

Jannon worked more than 80 years after Garamond, and was the 

first to release revivals of the earlier Frenchman’s work. 

Typography, Referenced 

Seventeenth and 
Eighteenth Centuries 

During this period, English gunsmith-turned-type-designer 

William Caslon I (72) (14692-1766) founded the Caslon Type 

Foundry. He was one of the few wealthy type designers. His work, 

based on earlier Dutch designs, does not possess irreproachable 

perfection like that of Bodoni (156) or Baskerville (154). Caslon’s 

strength as a type designer was not in his ability to create flawless 

letters, but to create a font that when set in a biock of text copy 

appeared perfect in spite of the vagaries and individuality of each 

letterform. 

The first modern revivals of Caslon’s work came out in the 

United States under the name Old Style. When American Type 

Founders (ATF) was formed in 1892, this design later became 

Caslon 471. After that came many succeeding ATF Caslons all 

based on Caslon’s work: Monotype Caslon, Adobe Caslon, and 

even ITC Caslon. His surviving punches now reside in the St Bride 

Printing Library in London. 

When John Baskerville (70) (1706-1775) first endeavored to 

create fonts of type, he found that printing technology of the day 

did not allow him to print as he wished. As a result, he explored, 

changed, and improved virtuaily all aspects of the printing 

process. He made his own printing press, a vastly improved 

version over others of the period; he developed his own ink, which 

even today is difficult to match for darkness and richness; and he 

invented the hot-pressing process to create smooth paper stock, 

even having a small mill built on his property to produce paper 

that met his standards. 

Today Baskerville’s “unpopular” type is one of the most popuiar 

and most frequently used serif typestyles. It is represented in 

essentially every type library, and can be reproduced on practi- 

cally every kind of imaging device. 
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Also during the eighteenth century, French printer and type 

designer Pierre Simon Fournier (73) (1712-1768) was working. His 

work predated that of Giambattista Bodoni (71) (1740-1813) and 

is the foundation for much of Bodoni’s first typeface designs; 

Monotype Fournier and Barbou are based on Fournier’s work, as 

is Dwiggins Electra. 

In 1734, Caslon’s (72) types were first shown. Although based 

on Dutch old style weights and proportions, his font became the 

first great British type and set the standard for all that followed. It 

is said that just as Shakespeare gave England a national theater, 

Caslon gave the country a national typeface. 

After the introduction of Caslon’s fonts came Bodoni’s work. 

The typography and type designs Bodoni created are still 

regarded as among the most refined and elegant ever produced. 

But he did have the luxury of almost limitless time, money, and 

effort to spend on his projects. Bodoni worked for the Duke of 

Parma, and outside of the occasional royal commission, only 

worked on projects of his choosing. 
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Bodoni’s type was the result of an evolutionary process. The 

first fonts he used were Old Style (54) designs purchased from 

Fournier (73), and his first own fonts relied heavily on the 

Fournier type. Over many years, however, Bodoni’s design 

style changed to the Modern with which we are familiar today. 

Interestingly, when Bodoni's style changed, he would simply 

recut specific letters for existing fonts to make them current. 

This designer was one of history’s mostly prolific creators of 

type. He was a demanding and exacting typographer who wanted 

to use exactly the size and proportion of type that best suited 

his needs. Asa result, he created hundreds of fonts—all in the 

Bodoni style. An 1840 inventory of his output showed more than 

25,000 punches and more than 50,000 matrices (letter molds). 

When Bodoni was just twenty years old, in 1760, the Industrial 

Revolution began. This set the stage for advances in graphic 

design production. In 1762, Baskerville (154) typeface was first 

used. Baskerville’s fonts bridged the gap between the Old Style 

designs produced during the Renaissance and the moderns 

created by Firmin Didot (73) (1764-1836) and Bodoni. 

11 Type History and Timeline 
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Early Nineteenth 
Century 

Early in this century, Lord Stanhope invented 

the first printing press made of all cast- 

iron parts, requiring one-tenth the manual 

labor and doubling the possible paper size. 

A few years later, in 1816, William Caslon 

IV, the great, great grandson of the William 

Caslon (72), designed the first sans serif font, 

creating the English serifed design. Many 

claim that the design for this sans is based on 

the Greek lapidary letters of the fifth century. 

Note how close they also look to the caps 

found in faces such as Futura (174) and ITC 

Avant Garde Gothic. 

In 1818, Bodoni’s (71) Manuale (completed 

by his wife after his death) showed the 

quintessential modern type. Today, there 

are hundreds of Bodoni (156) revival designs 

based on those shown in this benchmark 

of typography. Three years later, in 1821, 

Italienne—one of the first commercially 

popular advertising display designs—was 

first used. Because serifs are heavier than 

main character strokes, this style of type has 

been called a reversed Egyptian. 

The 1840s saw some important typography 

milestones. In the early part of the decade, 

Edward Binn’s The Anatomy of Sleep, the first 

book typeset by a mechanical typesetting 

machine, published in London. In 1844, 

R. Besley & Co. Type Founders released 

Clarendon (58) as a heavy face to accompany 

standard text composition in directories 

and dictionaries. Clarendon became popular 

as an advertising display face, eventually 

copied by other foundries. 

Bodoni 

Typography, Referenced 

Bodoni Clarendon 
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Mid to Late 
Nineteenth Century 

Frederic Goudy (90) (1865-1947) was one of 

America’s most prolific and well-known type 

designers, displaying originality and techni- 

cal skill. He created more diverse typefaces 

than any designer before him. (Morris Fuller 

Benton [81] [1872-1948] may have created a 

larger and more divergent library, but also 

had a staff of designers to help him with 

his task.) Goudy was self-taught and didn’t 

begin designing until age thirty. 

As a designer and printer, Goudy devel- 

oped a distinctive personal style. Early on he 

learned that even the most beautiful type- 

faces were doomed to failure unless they had 

a good marketing program. As a result, this 

man used his typefaces in specimen books 

and promotional material that were both 

exceptional graphic designs and compelling 

marketing vehicles. In addition, Goudy was 

his own best spokesperson. It is a testament 

to his ability that so many of his designs are 

still in active use. 

Benton, on the other hand, is the 

unknown father of U.S. type design. He was 

the person behind American Type Founders’ 

(ATF) type development program for more 

than thirty-five years. Benton is responsible 

for novelty designs such as Broadway, Tower, 

and Wedding, sans serifs such as Alternate 

Gothic, Franklin Gothic (172), and News 

Gothic (179), and mainstay advertising faces 

such as Century Oldstyle, Stymie, and the 

Cheltenham (186) family. He also created 

the first modern revival of Bodoni’s (71) work 

and developed the quintessential legibility 

(330) face in Century Schoolbook—and this 

is only a sampling of his prodigious work. 

For many years, ATF had the 

greatest offering of typefaces in the world— 

an offering that Benton essentially built. 

Outside the United States during this 

period, Emil Rudolf Weiss (1875-1943), 

Rudolf Koch (93) (1876-1934), Lucian 

Bernhard (82) (1885-1972), and Paul Renner 

(98) (1878-1956) began designing type. 

A leading German typographer, 

designer, and calligrapher, Weiss was 

associated with the Bauer foundry 

in the 1930s (21) and 1940s (22). 

Koch was primarily a calligrapher 

and teacher, but his association with 

the Klingspor type foundry in Germany 

provided the opportunity for a number of 

his designs to become type fonts. Most 

famous for his sans serif design, Kabel 

(177), he is also responsible for several other 

typefaces that have been made into digital 

type fonts. His calligraphic Locarno has 

been enlarged into a much bigger family 

than he anticipated, and Neuland is 

available from several sources. Other faces 

by Koch include Holla, Jessen, Marathon, 

Offenbach, Steel, and Wallau. 

Bernhard was a character. He never owned 

an automobile, radio, television, or virtually 

Kabel 

Rudolf Koch, 

1924 

Type History and Timeline 13 
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any other electrical appliance. He was an 

avid tango dancer and world-class admirer 

(an enlightened society might use harsher 

words) of women. He also was fond of telling 

tales about himself—such as how he ran 

away from home because he was hopelessly 

in love with the bareback rider—charming 

stories that likely stretched the truth more 

than a little. 

He began designing typefaces as a young 

man in Germany, with his first cut in 1910. 

From then on, he designed a typeface a year 

until he came to the United States in 1922 

to work with ATF, for which he produced 

thirteen types. Many of his typefaces are 

still available, among them Bernhard 

Cursive, Bernhard Gothic, Bernhard Tango, 

and Bernhard Fashion. Unfortunately, a 

few such as Bernhard Booklet, Bernhard 

Brushscript, and Lucian are not. 

Renner created the first modern, 

geometric (62) sans serif face: Futura (174). 

Although not a member of the Bauhaus, 

Renner shared its ideals and believed that 

a modern typeface should express modern 

models, rather than revivals of previous 

designs. His original renderings for Futura’s 

lowercase (332) were much more experiential 

and geometric in character than those 

finally released by the Bauer foundry. 

Primarily a lettering artist and graphic 

designer, American Oswald Bruce Cooper 

(86) (1879-1940) is also responsible for 

designing a number of advertising display 

typefaces (213). He patterned all his type 

designs after his hand lettering. A student 

of Goudy (90), Cooper shunned the lime- 

light, becoming famous in his time 

Typography, Referenced 

almost in spite of himself. As his fame in 

graphic arts, copy writing, and advertis- 

ing spread, Barnhart Brothers & Spindler 

foundry approached him to produce type 

designs. Creating more than a dozen fam- 

ilies of type, Cooper persisted in thinking 

of himself as a “just” a lettering artist. 

His best-known typeface, Cooper Black, 

has been called a design for farsighted 

printers and nearsighted readers. Recently 

there has been a revival of several of his 

designs, the more important of which are Oz 

Handicraft from Bitstream (124), as well as 

Ozwald and Highlander from International 

Typeface Corporation (128). 

Another U.S. graphic, typographic, and 

book designer, William Addison Dwiggins 

(87) (4880-1956) came about during this 

period. Dwiggins’s self-imposed challenge 

in all his type designs was to create beautiful 

and utilitarian typefaces for machine 

composition. In fact, this challenge became 

the catalyst for Dwiggins to begin his career 

in type design. He once wrote an article in 

the trade press complaining about a lack of 

acceptable Gothic typefaces available for 

Linotype (129) composition. Upon seeing 

the article, Chauncey Griffith, the director 

of typography at Mergenthaler Linotype, 

wrote Dwiggins a letter that said, in essence, 

“If you think you're so good, let’s see you 

draw a Gothic.” Dwiggins accepted the 

challenge, which began a twenty-seven- 

year association between Mergenthaler 

Linotype and the designer. For Mergenthaler 

Linotype, Dwiggins designed Caledonia, 

Eldorado, Electra, Falcon, and Metro. 

Elektra 
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Nineteenth-century Birthdays 

Tolbert Lanston (1844-1913) 

American inventor of the Monotype 

hot-metal composition system 

Ottmar Mergenthaler (1845-1899) 

German inventor of the Linotype machine 

Frederic Goudy (1865-1947) 

American typeface designer 

Morris Fuller Benton (1872-1948) 
American typeface designer who headed 

American Type Founders’ (ATF) type 

development program for thirty-five years 

Emil Rudolf Weiss (1875-1943) 
German type designer 

Rudolf Koch (1876-1934) 

German type designer most famous for his 

sans serif design Kabel 

Paul Renner (1878-1956) 

German type designer who created Futura, 

the first modern, geometric sans serif face 

Oswald Bruce Cooper (1879-1940) 

American lettering artist and graphic 

designer 

William Addison Dwiggins (1880-1956) 

American graphic, typographic, 

and book designer 

Eric Gill (1882-1940) 

English sculptor, stonecutter, artist, and 

type designer who created Gill Sans 

Victor Hammer (1882-1967) 

Australian designer who created 

American Uncial 

Lucian Bernhard (1885-1972) 

German type designer who came to the 

United States in 1922 to work with ATF 

Stanley Morison (1889-1967) 

English typographical advisor to the 

Monotype Corporation for more than 

twenty-five years 

Jan van Krimpen (1892-1957) 

Dutch type designer and book typographer 

Georg Trump (1895-1985) 

German teacher of graphic design and type 

designer primarily associated with the 

Weber foundry 

Charles Peignot (1897-1983) 

French director of Deberny & Peignot for 

fifty years 

Robert Hunter Middleton (1898-1985), 

American type director for Ludlow Company 

type foundry for fifty years 
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In 1892, American Type Founders (ATF) was founded as a consortium of twenty-three 

individual type foundries. The late 1800s saw an intense demand for type, but the type 

business was in turmoil, with too many competing type foundries each designing, man- 

ufacturing, marketing, and distributing their own fonts. Out of this atmosphere grew 

ATF, founded as a venture to improve business margins and restore stability to the type 

industry. Not only did the consortium meet its commercial goals, but the design com- 

munity benefited from the monumental outpouring of exceptional type designs it 

produced. In its most prolific years between 1900 and 1935, ATF built the foundation of 

U.S. type design. 

Also during this time period, Lanston Monotype Machine Company was founded 

in Washington, D.C. It released its first typeface, Modern Condensed, in 1896. Ottmar 

Mergenthaler designed the Blower Linotype, first installed at the New York Herald 

Tribune. And in 1898, H. Berthold AG (126) released Akzidenz Grotesk (170), the great- 

grandparent of Helvetica (176). It did yeoman’s duty as what was then called a “jobbing 

face” until the late 1930s (21), when the geometric (62) sans serif designs took over. 

Revival of Akzidenz Grotesk came at the hands of Max Miedinger (96) in 1957. 

Several type influencers—some designers, some not—came onto the scene 

during this time as well: 

Eric Gill 

Eric Gill (1882-1940) was an English sculp- 

tor, stonecutter, artist, and type designer. 

His most important work—and his only 

sans—is Gill Sans (175). His other designs 

include Joanna, Perpetua, and Pilgrim. 

A true iconoclast, Gill was well known 

for his radical political beliefs and sexual 

adventures. Through his friendship with 

Stanley Morison (97) and Beatrice Warde, 

often called the First Lady of Typography, 

Gill first began to design type. Morison 

felt Gill’s background would give the 

stonecutter an understanding of the con- 

struction and purpose of serifs, and so he 

commissioned Gill’s first face, Perpetua. 

Gill also designed Gill Sans at the request 

of Morison. The goal for Gill Sans was to 

provide Monotype (125) an alternative 

design to the many geometric (62) sans 

serif faces being released in Europe at the 

time. While not a geometric design like 

its competition, Gill’s sans became the 

most popular serifless type in the United 

Kingdom. 



Stanley Morison 

Though not a type designer, lettering 

artist, or calligrapher, Stanley Morison 

(1889-1967) was one of the most influen- 

tial figures in modern British typography. 

As typographical advisor to the Monotype 

Corporation (125) for several decades, he 

was responsible for the release of such 

classic designs as Rockwell (190), Gill Sans 

(175), Perpetua, Albertus, and perhaps his 

most successful face, Times New Roman 

(165). In addition to new type styles, 

Morison also sponsored a series of type- 

face revivals—Bembo (155), Baskerville 

(154), Ehrhardt, Fournier, and Walbaum— 

unequaled in Britain or Europe. 

Although rarely referenced in books on 

typographic history, another of Morison’s 

contributions was his avid support of 

Beatrice Warde. Morison was Warde’s 

friend, lover, and, perhaps most impor- 

tantly, mentor. He provided her the 

opportunity and guidance to excelasa 

typographic historian, publicist, and pas- 

sionate advocate for the printing arts. 

Victor Hammer 

Type designer Victor Hammer (1882-1967) 

created American Uncial, his most famous 

design, in 1943. Born in Australia, Hammer 

acquired a reputation for craftsmanship 

as a designer, punchcutter, and printer in 

Italy. He immigrated to the United States 

where he became a fine arts professor at 

Wells College in Aurora, New York. This is 

where he cut the punches for Uncial. 
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Jan van Krimpen 

Jan van Krimpen (1892-1957) was a good 

type designer and one of the greatest book 

typographers of the twentieth century (18). 

His first and most successful type 

design was Lutetia, which he drew for 

the prestigious Netherlands printing 

house of Enschedé en Zonen. Other faces 

by Van Krimpen include Cancelleresca 

Bastarda, Romanée, Romulus, Spectrum, 

and Van Dijck. 

Georg Trump 

Georg Trump (1895-1985) was a teacher 

of graphic design and type designer pri- 

marily associated with Germany’s Weber 

foundry. He released his most important 

design, Trump Mediaeval, in 1954. He also 

drew the typefaces City, Delphin, Schadow 

Antiqua, and Codex (350). 

Charles Peignot 

Director of Deberny & Peignot for nearly 

fifty years, Charles Peignot (1897-1983) 

stayed closely involved in the creation 

of all new faces emanating from his 

foundry. He commissioned the poster 

artist A. M. Cassandre to create the type- 

face that bears his name, Peignot. He also 

led the cause for typeface copyright pro- 

tection and helped found the Association 

Typographique Internationale (354). 

Robert Hunter Middleton 

Type director for Ludlow Company type 

foundry for almost fifty years, Robert 

Hunter Middleton (1898-1985) devoted 

almost his entire professional life to 

that company. By the time he retired, 

Middleton had created almost 100 type- 

faces, among them Radiant, Stellar, 

Karnak, and Record Gothic. 

Beatrice Warde 

Although she never drew a typeface, 

Beatrice Warde (1900-1969) was vital 

to modern typographic history. As 

Monotype’s (125) director of publicity, 

she was the passion behind Monotype’s 

typographical efforts during its most 

important years from 1925 into the 1950s 

(22). She’s often dubbed the First Lady of 

Typography: In addition to creating mar- 

keting programs, she was an educator, 

historian, typographer, and the moving 

force behind Eric Gill’s (89) designs of Gill 

Sans (175) and Perpetua. 

Jan Tschichold 

In the early part of this century, Jan 

Tschichold (1902-1974) revolutionized 

typography by almost single-handedly 

making asymmetric (226) typographic 

arrangement the style of choice for young 

designers. For many years, Tschichold 

created posters, book covers, adver- 

tisements, and even letterheads that 

showcased quintessential examples of 

asymmetric design. His work not only 

created a new typographic genre, but it 

also served as the benchmark for those 

who followed in his footsteps. 

In addition to being a teacher, typogra- 

pher, book designer, and rebel, Tschichold 

also designed typeface. Sabon (164), a 

typographic tour de force, is the face that 

established Tschichold’s reputation as a 

type designer. 
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Early Twentieth- 
Century Birthdays 

Beatrice Warde (1900-1969) 

American, known as the 

First Lady of Typography 

Jan Tschichold (1902-1974) 

German teacher, typographer, 

book designer, and typeface 

designer 

Warren Chappell (1904-1991) 

American type designer and 

typographic scholar 

Roger Excoffon (1910-1983) 

French graphic and 

type designer 

Max Miedinger (1910-1980) 

Swiss designer 

Freeman (Jerry) Craw (1917-) 

American graphic and 

type designer 

Tony Stan (1917-1988) 

American who designed, 

among others, ITC Berkeley 

Old Style, ITC Garamond, ITC 

Century, and ITc Cheltenham 

Herb Lubalin (1918-1981) 

American designer whose 

creative graphic design and 

typographic handling broke 

new ground 

Hermann Zapf (1918-) 

German typeface designer 

Aldo Novarese (1920-1998) 

Italian type designer 

Aaron Burns (1922-1991) 

American, cofounder of 

International Typeface 

Corporation 

Ed Benguiat (1927-) 

American designer who 

has drawn more than 600 

typefaces 

Adrian Frutiger (1928-) 

Swiss graphic designer and 

typographer 

Typography, Referenced 

Century Schoolbook 

e ’ 012345 6780 

Franklin Gothic 

Aa Ee Rr 

Aa Ee Rr 

Wigglesworth 

(0123456789 

Twentieth Century 

In the beginning part of the century: 

Benton created Century Expanded (1900) based 

on Century, the typeface cut by his father, Linn 

Boyd Benton, in collaboration with Theodore 

Low DeVinne for Century Magazine. The objec- 

tive for Century was a darker, more readable 

typeface than the type being used and one 

that could accommodate the magazine’s two- 

column format. Century Expanded is a wider 

version of the magazine typeface. 

- ATF released Franklin Gothic (1905). Named 

after Benjamin Franklin and originally issued 

in just one weight, the Franklin Gothic family 

eventually expanded to include several designs. 

Benton added Century Oldstyle to the Century 

family (1906), considered an exceptionally suc- 

cessful melding of Century typeface and Old 

Style design traits. Although almost ninety 

years old, it is still one of the most frequently 

used serif designs for advertising typography. 

The year 1915 brought the release of Century 

Schoolbook, a design the result of Benton’s 

research into vision and reading comprehension. 

It was conceived and widely used for setting 

children’s schoolbooks. The face also served 

as the foundation for the many legibility types 

that followed. 

Goudy released Goudy Oldstyle (1915), his most 

consistently popular typeface, but a design with 

which he was not completely satisfied. 

ATF released its first modern revival of 

Garamond (1917). 
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Warren Chappell 

American type designer and typographic 

scholar Warren Chappell (1904-1991) 

studied under Rudolf Koch (93) in 

Germany and created typefaces for both 

American and European foundries. His 

works include Trajanus, Lydian, and 

Lydian Cursive. 

Roger Excoffon 

French graphic and type designer 

Roger Excoffon (1910-1983) created, 

among other faces, Mistral in 1953 and 

Antique Olive in the 1960s (24). The 

latter was always popular in its country 

of origin, but did not enjoy success 

outside of France until Compugraphic 

Corporation released and heavily pro- 

moted the face in the late 1970s (25). 

Tony Stan 

A prolific New York letter and type 

designer affiliated with Photo-Lettering, 

Inc. and International Typeface 

Corporation (128), Tony Stan (1917-1988) 

created or adapted a number of typefaces. 

His designs include, among others, 

ITC Berkeley Old Style, ITc Garamond, 

ITC Century, and ITC Cheltenham. 

Freeman (Jerry) Craw 

American graphic and type designer 

Freeman (Jerry) Craw (1917-) created both 

metal and phototype faces, among them 

Craw Clarendon, Craw Modern, and Ad Lib. 

For several years, he was vice president 

and art director of Tri-Arts Press during 

which he was responsible for some of the 

United States’ most eloquent printed 

material. 

Herb Lubalin 

In the 1960s (24) and 1970s (25), the 

creative graphic design and typographic 

handling of American designer Herb 

Lubalin (1918-1981) broke new ground. 

At the same time, it set the standard 

for graphic communication that much 

of the graphic design community 

emulated. He designed logotypes, posters, 

magazines, advertising, packaging, 

books, stationery, and collateral 

promotional materials. In addition, 

Lubalin cofounded ITC and created more 

than 200 alphabets. He was responsible 

for such typefaces as ITC Lubalin Graph 

and ITC Ronda, and codesigned ITC 

Avant Garde Gothic with Tom Carnese. 

Hermann Zapf 

One of the twentieth century’s (18) most 

important and prolific typeface designers, 

Hermann Zapf (1918-) has created 

such universally acclaimed typefaces 

as Optima, Palatino, Melior, ITC Zapf 

Chancery, Zapfino, and ITc Zapf Dingbats. 

He began his career with the D. Stempel 

AG foundry in West Germany after World 

War II. After leaving Stempel in 1956, Zapf 

created typefaces for foundries such as 

H. Berthold AG (126), Linotype (129), and 

ITC, in addition to many exclusive designs 

for private and corporate use. Zapf is also 

probably the world’s most famous and 

successful calligrapher. 

Aldo Novarese 

Italian type designer Aldo Novarese (1920- 

1998) created a variety of text and display 

designs. Early in his career, he was asso- 

ciated with Turin’s Nebiolo type foundry 

and created faces primarily in conjunc- 

tion with Alessandro Butti, among them 

Augustea and Microgramma (which later 

became Eurostile when he added lower- 

case [332]). Later in his career, Novarese 

developed several faces that became ITC 

designs, including ITC Novarese (his most 

successful), ITC Symbol, and ITC Mixage. 

Aaron Burns 

Although Aaron Burns (1922-1991) was 

not a type designer, his contribution to 

the typographic world is as significant 

as many of the most important and well- 

known typeface creators. Burns founded 

International Typeface Corporation (128), 

which released more than 600 original and 

revival typeface designs and gave many 

type designers a first opportunity to create 

a commercial typeface design. 

Type History and Timeline iy) 
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Ed Benguiat 

Ed Benguiat (1927—) has drawn more than 600 typefaces, 

possibly more than any other type designer. He has 

designed faces for ITC, Photo-Lettering, Inc., and a variety 

of corporate clients. He has revived old metal faces such 

as ITC Souvenir, ITC Bookman, and Sara Bernhardt, and 

has drawn new and original designs such as Charisma, ITC 

Panache, and Spectra. 

Adrian Frutiger 

Contemporary Swiss graphic designer and typographer 

Adrian Frutiger (1928-) is one of the most important type 

designers of the post-World War period. He began his 

work as an apprentice to a printer and studied woodcut- 

ting and calligraphy before launching his type design 

career. Deberny & Peignot asked him to adapt Futura (174), 

but he found it too geometric. Instead, he chose to create 

a large type family with matching weights; thus, Univers 

(181) was born. He also created a number of other popular 

typefaces: Egyptienne, Serifa (191), OCR-B, and the face 

used at the Charles De Gaulle Airport in France, now 

known as Frutiger (173). 

Typography, Referenced 
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- In 1927, Klingspor type foundry released the geometric (62) 

sans Kabel (177), named for the Transatlantic Cable and 

designed by Rudolf Koch (93). 

» Monotype (125) released Gill Sans (175) in 1928. 

Commissioned by Stanley Morison (97) for Monotype, 

this Eric Gill (89) design aimed to recover sales being 

lost to the new German geometric (62) sans. Gill Sans 

is not, however, a true geometric face; most of its 

character designs and proportions derive from classical 

serif designs. 

e A year later saw the release of Futura (174). Drawn by 

Paul Renner (98), this was the first modern geometric (62) 

sans influenced by the Herbert Bayer’s Universal typeface 

and the Bauhaus design philosophy. Futura became the 

benchmark design for modern sans, forcing virtually every 

type foundry to create its own version. 

» In 1929, Monotype (125) release Bembo (155), the 

twentieth-century (18) version of a typeface designed by 

Francesco Griffo (76) for Aldus Manutius (78). Monotype 

released the design as part of Stanley Morison’s (97) 

typeface revival program. 

» That same year, D. Stempel AG foundry put out 

Memphis (188), the first twentieth-century slab serif (59) 

design. The similarities between this and Futura (174) 

are obvious. Almost every type supplier now has its 

slab serif version of Memphis, plus many completely 

original designs, as a result of this font’s success. 
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1930s 

The first year of this decade saw the release of Metro, the 

only sans serif type William Addison Dwiggins (87) 

designed. Although originally intended for newspaper 

headline copy, this face became popular for a variety of 

advertising display applications. A face with more human- 

ity than Helvetica (176) or Univers (181), less obvious 

overtones than Gill Sans (175), and just a hint of art deco 

(66) panache, Metro is unlike most other sans. 

Two years later, Times Roman (165) arrived, commis- 

sioned by the Times (London) newspaper. Stanley Morison 

(97) supervised the design and provided the origina! Plantin 

specimens used to draw the face. He also appointed the 

designer, Victor Lardent, an artist on the Times staff. 

During the second half of the 1930s, DIN 1451 was 

released. It was a realist sans serif typeface widely used for 

traffic, administration, and business applications, estab- 

lished by the German standards body Deutsches Institut 

fiir Normung as a standard typeface for German signage. 

Ludlow Company foundry released its stressed sans 

Radiant in 1938. It was intended to express the modern 

spirit of the 1930s while breaking away from previous sans 

serifs’ geometric proportions and monotone weight. And 

Mergenthaler Linotype released Caledonia. 

Memphis 

BoitBold 

Birthdays of the 1930s 

Friedrich Poppl (1932-1982) 

German type designer who worked 

primarily for the H. Berthold 

AG foundry 

Leslie Usherwood (1932-1983) 

Canadian who founded Typsettra, 

Ltd. in Toronto and created Caxton, 

ITC Usherwood, and Flange 

Matthew Carter (1937-) 

American who cofounded Bitstream 

Tom Carnese, (1939-) 

American best known for his col- 

laborations with Herb Lubalin at 

ITC who created or helped create a 

number of popular fonts, including 

ITC Avant Garde Gothic, ITC Bolt 

Bold, and ITC Pioneer 
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Birthdays of the 1940s 

Gerard Unger (1942-) 

Dutch type designer who has drawn 

several faces for the Enschedé type 

foundry in The Netherlands and Dr-Inf 

Rudolf Hell in Germany 

Colin Brignall (1945-) 

British type designer and director of 

type development at Letraset who 

designed Corinthian, Edwardian, 

Italia, Revue, Romic, and Retro 

Sumner Stone (1945-) 

American type designer and former 

director of typographic development 

for Adobe Systems 

David Quay (1947-) 
British type designer who drew ITC 

Quay Sans, and more recently Coptek, 

La Bamba, and Lambada for Letraset 

Erik Spiekermann (1947-) 

German type and graphic designer 

who designed faces such as ITC 

Officina, FF Meta, FF Info, Lo Type, 

and Berliner Grotesk 

Typography, Referenced 

1940s 

In 1941, IBM announced its Electromatic Model 04 electric typewriter, 

featuring proportional spacing. Seven years later, Mergenthaler Linotype 

released Trade Gothic (180), and then René Higonnet and Louis Moyroud 

invented the Lithomat in France. 

The Lithomat was the first successful phototypesetting machine. Later 

models called Lumitype could print more than 28,000 characters per hour. 

1950s 

In the 1950s, under the direction of Edouard Hoffmann, the Haas foundry 

asked Max Miedinger (96) of Zurich, Switzerland, to update Haas Grotesk, 

a version of Berthold’s Akzidenz Grotesk (170). His creation, New Haas 

Grotesque—rechristened Helvetica (176) in honor of its country of origin— 

was released in 1957. The typeface has supplanted Futura (174) as the 

world’s most widely used typeface. Miedinger released only three variants; 

several designers have added other styles and weights. Also in the early 

part of the 1950s, Mergenthaler Linotype released Palatino. 

By the middle of the decade, the first phototypesetting machine was 

placed ina commercial business, Trump Mediaeval was released, and the 

Courier Monospaced typeface debuted. Howard “Bud” Kettler designed the 

monospaced (fixed-width or nonproportional) slab serif (59) typeface to 

resemble the output from a strike-on typewriter. 

In 1958, Optima—Hermann Zapf’s (107) favorite typeface—was released. 

(He used it to set his own wedding invitation.) While not the first, Optima 

has become the benchmark for all stressed, or calligraphic (64), sans serif 

typefaces. Optima italic also was one of the first typefaces created using 

the aid of mechanical distortion system. The roman was photographically 

obliqued as a starting point for the design by the New York typography 

studio of Photo-Lettering, Inc. 
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Birthdays of the 1950s 

Kris Holmes (1950-) 
American type designer who designed 

typefaces for Compugraphic Corporation 

and Dr-Inf Rudolf Hell in Germany 

that included I1Tc Isadora, Shannon, 

and Lucida 

David Berlow (1955-) 

American type designer and proprietor 

of the Font Bureau, one of the United 

States’ most prolific and creative 

type supply companies 

Cynthia Hollandsworth (1956-) 

American type designer and advocate 

for the protection of designers’ rights 

who formed the Typeface Design 

Coalition in 1987 

Robert Slimbach (1956-) 

American type designer worked as a 

letter designer for Autologic and then as 

a freelance designer before joining Adobe 

Systems in 1987 

Carol Twombly (1959-) 

American designer who worked at 

Bitstream and Adobe Systems with 

designs to her credit including Mirarae, 

Charlemagne, Lithos, Trajan, and Viva 
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1960s 

Zuzana Licko (94) (1961-) is a 

Czechoslovakian designer who immi- 

grated to the United States in 1968. Licko 

first created type designs for the publi- 

cation Emigre, but because the young 

design community loved her designs, the 

faces eventually became commercial 

fonts. Her more successful faces include 

Matrix and Variex. 

In 1962, Nebiolo foundry released 

Eurostile, asquare sans (63) that was 

first a cap-only face. Later Aldo Novarese 

(98) drew lowercase (332) characters 

to complement the earlier designs on 

which he had collaborated with A. Butti, 

and the face was reissued and renamed 

Microgramma. 

Shortly thereafter, Linotype (129) and 

Monotype (125) released Sabon (164), 

created by Jan Tschichold (105). This was 

a collaboration between the two to create 

a face concurrently available as hand-set 

and machine-set metal type, as well as 

photo type fonts. The roman is based on 

a Garamond (162) design, the italicona 

Granjon (75) font. 

In 1968, Compugraphic Corporation, 

the company that made low-cost photo- 

typesetting a practical reality, entered 

the phototypesetting machinery 

market. A year later, Herb Lubalin (95), 

Aaron Burns, and Photo-Lettering, Inc., 

founded ITc. Lubalin and Burns would 

provide new typeface designs and the 

marketing to make them successful; 

Photo-Lettering, Inc., would supply the 

technical know-how to produce artwork 

that would serve as production tools for 

phototype font development. 

Birthdays of the 
Late Twentieth 
Century 

Zuzana Licko (1961-) 

Czechoslovakian designer 

who immigrated to the 

United States in 1968 

Jonathan Hoefler (1970-) 

American typeface designer 

who established The Hoefler 

Type Foundry (now Hoefler 

& Frere-Jones) 

Tobias Frere-Jones (1970-) 

American type designer 

Christian Schwartz (1977-) 

American type designer who 

partnered with Paul Barnes 

to form Commercial Type, 

a digital type foundry based 

in London and New York 
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The year 1970 experienced the release of 

ITC Avant Garde Gothic and ITC Souvenir. 

ITC Avant Garde Gothic was ITC’s first typeface, 

initially drawn by Herb Lubalin (95) as 

the logo and headline face for Avant Garde 

magazine. With the help of Photo-Lettering, 

Inc., the design was later converted to a text 

and display font. (Look at the caps in this 

face, then go back and look at the fifth-century 

BCE Greek lapidary type.) 

That year, ITC also released the typeface 

designers love to hate, ITC Souvenir. Originally 

developed by Morris Fuller Benton (81) for 

atf in 1918, Ed Benguiat (80) revived the basic 

design, enlarged the family, and created the 

first italic variants. One year later, in 1971, Gary 

eK O rin n a ‘ 

Aa Ee Ry | 
Aa Ee Rr 

Casanova 

Starkweather at Xerox PARC invented the laser 

printer by modifying a Xerox copier. 

In the mid- and late-1970s, ITC released 

Korinna and Galliard. The former was based 

on aturn-of-the-century Berthold (126) 

design updated and revived by Benguiat. 

Matthew Carter (85) designed the latter— 

based on a sixteenth-century design by 

Robert Granjon (75)—for Linotype (129), but 

later licensed it to ITC in 1982. In between 

these two releases, IBM introduced the 

IBM 3800, the first commercially available 

laser printer for use with its mainframes. 

Galliard 

Aa Ee Rr 

Aa Ee Rr 

Blubber 

0123456789 0123456789 

Avant Garde 
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Hoefler Text Comic Sans 
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Bobwhite In the 1980s, the Internet was invented. 

In 1981, Matthew Carter (85) (1937-) and Mike Parker 

(1929-) founded Bitstream (124) to design and market type 

in digital form. The son of a printing historian, Carter is 

considered one of the founders of electronic type. He and 

Parker designed Bell Centennial for Linotype (129) and ITC 012 3 4 5 re) 5 8 9 

Galliard. Bitstream Charter is the first of his new designs; he 

continues to work on new designs now. He also cofounded 

Carter & Cone Type, Inc., with Cherie Cone. A few of 

Carter’s other designs include Snell Roundhand (205), Skia, Ve rd a A a 

Mantinia, Miller, and Charter. 

In 1982, John Warnock and Chuck Gerschke founded Aa Ee Rr 
Adobe Systems (124). In 1983, Adobe PostScript was 

announced, one of the three most important technologi- Aa Ee Rr 

cal advancements in typographic history (the first being 

Gutenberg’s invention of the adjustable mold, the second = 

the Higonnet-Moyroud phototypesetting machine). It Sylvestris 

opened up digital typesetting and created what’s now called 

the Desktop Publishing Revolution. That same year, ITC 

released ITC Berkeley Old Style, a revival of Goudy’s (90) 

University of California Oldstyle. 

During the 1980s, Paul Brainerd, who founded Aldus 8) nF 2 3 4 5 S) 78 ) 

Corporation, introduced PageMaker, the first widely used 

WYSIWIG (What You See is What You Get) page layout 

program for personal computers, and David Berlow (82) and 

Roger Black formed the Boston-based foundry The Font 

Bureau, Inc. (127). American typeface designer Jonathan 

Hoefler (92) (1970-) established The Hoefler Type Foundry— 

now Hoefler & Frere-Jones (132), a digital type foundry 

in New York that Hoefler shares with fellow type designer 

Tobias Frere-Jones (87) (1970-). 
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Georgia 

1990s 

ITC released Tekton in 1990, possibly the ITC Souvenir of this decade. 

It was designed by David Siegel for Adobe Systems (124) and based on the 

hand lettering of D. K. Ching, a Seattle architect. The following year, Adobe 

introduced the Portable Document Format—what’s today commonly 

called PDF—to aid in the transfer of documents across platforms. Apple 

introduced its TrueType to compete with Adobe’s PostScript. 

Every other year in the 1990s but 1995 saw important milestones: 

> 1992: The first Adobe Multiple Masters font was released. Multiple Master 

technology enables the type designer to create master designs at each 

end of one or more predetermined design axes. The graphic designer 

can then interpolate, or generate intermediate variations, between the 

master designs on demand. 

° 1993: Apple announced TrueType GX, fonts heralded as “smart fonts” 

that can automatically insert ligatures, alternate character, and swash 

letters, in addition to providing the graphic designer with automatic 

optical alignment and other typographic refinements. Also, the first 

weights of the Interstate typeface were released. 

» 1994: Comic Sans by Vincent Connare was released. 

° 1996: Apple announced OpenType. Built on its predecessor, TrueType, 

it retained the basic structure but also added many intricate data 

structures for prescribing typographic behavior. Microsoft also made 

available Georgia and Verdana typefaces. 

e 1997: Microsoft supported Embeddable OpenType (known as EOT) as 

a propriety format for Internet Explorer web fonts. No other browser 

companies jumped on the bandwagon. 

» 1998: Agfa Corporation acquired Monotype Typography. Also, the 

first TypeCon Conference took place over Halloween weekend in 

Westborough, Massachusetts. 

» 1999: ITC published the last issue of U&lc, its journal of typography. 

The journal had a cult following when it was published as a tabloid. 

That same year, Microsoft and eBook pioneers NuvoMedia and 

SoftBook Press hosted the first review of a draft specification 

for electronic book devices. And Adobe released InDesign. 
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2000s 

In 2000 and 2001, Agfa purchased the ITC type library and created 

A a fe e R r Agfa Monotype, a merger of Agfa Typographic Systems and Monotype 

Typography. The Gotham typeface family, by Tobias Frere-Jones (87), 

Aa Ee R ir was released. Apple introduced Mac Os X 10.0 code named Cheetah. 

Harvey R. Ball, who created the cultural and typographic iconic drawing 

of a smiling face on a yellow background, passed away. 

In the middle part of the decade, Apple announced its intention to sell 

fonts online—but decided to sell music instead. The U.S. State Department 

issued a decree banning Courier from all official correspondence, replacing 

it with Times New Roman (165). People stopped caring about “grunge” 

fonts. And American type designer Christian Schwartz (100) (1977-) 

01234 56789 partnered with Paul Barnes to form Commercial Type, a digital type foundry 

based in London and New York. 

Toward the second half of the 1990s, Emigre magazine stopped publishing 

after more than twenty-one years, and Monotype Imaging acquired 

Linotype GmbH (129). 

Stag Family by Christian Schwartz 

Meetthe cast: 

ABCD 
EFGHIJK 
LMNOP 
QRSTUV 
WXYZ 
Now see the movie: 

Helvetica 
Adocumentary film by Gar 
i ree ies Te beter 

1 Wy 

Helvetica the movie was released in 2007. 
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In 2007: 

» EOT submitted to World Wide Web 

Consortium as a public format for 

Web fonts. 

e Monotype Imaging begins trading 

as “TYPE” on the Nasdaq Global 

Market Exchange. 

« Helvetica the movie was released. 

» Microsoft released Calibri, Cambria, 

Candara, Consolas, Constantia, and 

(aE Sigse Rea Sean Corbel fonts as part of Vista OS to 
978-1-56898-592-3 . . 

replace, among others, Arial and Times 

New Roman. 

lil » Sweden’s Post- och Inrikes Tidningar 

newspaper, the world’s oldest still in 

circulation, dropped its print edition, 

publishing only online. 

In 2009: 

» Swedish furniture giant IKEA swapped 

its signature branding typeface, Futura 

(174), for the more Web-friendly Verdana, 

leading design fans to unleash a frenzy 

of hate email. Web fonts became 

commercially viable. The following 

year, Matthew Carter (85) won the 

The final issue of Emigre magazine. MacArthur Foundation (genius) grant. 

The Gap logo was redesigned using 

Helvetica (176), outraging the design 

community. The clothing company 

reverted back to its original logo. 

Aa Bb Cc Dd Ee Ff Gg Hh li Jj Kk L| Mm Nn Oo 
Pp Qq Rr Ss Tt Uu W Ww Xx Yy Zz | 

abcdefghijklmnopgrstuvwxyz 
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Erin McLaughlin’s Katari typeface combines 
with the writing of Devanagari, transl 

a strong engagement 
ating a pen-inspired structure 

into an incised style with both text and display variants. 
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By Gerry Leonidas 

ears ago we stopped trying 

to count how many type- 

faces are in circulation, but 

the market is growing: Digital 

type foundries are flourishing (as 

evident in the foundries chapter on 

page 122), specialist design courses are 

thriving (for more information, turn to 

the “Schools of Typography” chapter 

on page 346), and ever more designers 

want to publish their own typefaces. 

The retail market is pushing the 

envelope in many areas. Text typefaces 

(212) are expanding to include many 

weights and widths and are increasingly 

refined in catering for detail typography. 

Display typefaces (213) are extending 

beyond simple forms to experiments 

in typographic textures and alternate 

glyphs. At the other end, corporate 

branding now demands typefaces that 

can be deployed across several markets 

and in a wide range of environments. 

The internationalization of publications 

and brands for products and services is 

redefining our ideas of what is a typeface 

family, extending across scripts. 

More visibly, the explosion of smart 

phones, eBook readers, and tablets 

bring typefaces to the foreground of the 

design process. As less-than-forgiving 

surfaces with constant dimensions 

replace format, color fidelity, and 

material properties, typefaces and 

typography emerge as the dominant 

ways to distinguish one publication from 

the next. The recent maturity of Web 

fonts not only enables this process but 

hints at the next big thing: typefaces for 

browser-based texts. Although it isn’t 

yet widely understood, we are gradually 

moving toward an environment 

in which brands and publications 

are primarily personal, local, and 

portable. Well-designed, readable (330) 

typefaces that convey strong identities 

sit at the center of this process. 

In many ways, the type market has 

never been so healthy. New rendering 

technologies and new scenarios for 

using texts increase the demand for 

new typefaces, and by implication, the 

demand for designers, font engineers, 

and the many professionals who manage 

and develop the market. But the skills 

to make a mark in this industry are also 

becoming more refined and extensive. 

It takes years of practice to reach an 

international level of competence, but 

a good grasp of the basic principles 

makes the first steps easier. That’s 

what we'll provide in this chapter. 
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TYPE DESIGN AND DEVELOPMENT 

The Past as Inspiration 
Typeface design is personal and social at the same time. It sits at the intersection of a designer’s desire for identity 

and originality, the demands of the moment, and the conventions shared by the intended audience. The designer 

also needs to take into account the constraints of the type-making and typesetting technology, the characteris- 

tics of the rendering process (whether printing or illuminating), and the past.responses to similar conditions by 

countless designers. A good visual history of past designs is an essential element of every designer’s toolkit. 

CARALDE VENDOME ROMAIN 
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ntil recently, the divide between 

display (213) and text typefaces 

(212) was wide: Text typefaces 

were often designed with clear 

references to historical forms and quite sep- 

arate from display types. They also had long 

shelf lives. The few exceptions, usually sans 

serif families such as Univers (181) or Futura 

1), targeted specific markets. Type histo- 

ries tended to focus only on text typefaces for 

books, often downplaying the contribution 

of sans serifs to typographic design, ignoring 

display type and non-Latin scripts. Not until 

1970 did we begin to see narratives with wider 

scope that considered the full range of print 

production, from small ephemera to broad- 

side posters, newspapers to lectern bibles. 

Today we tell a richer story of typeface, 

looking at the development of styles in response 

to document types, the effect of technology, 

market forces, and the interplay between 

cultural movements and typeface design. Old 

books and specimens enrich our understanding, 

provide inspiration, and protect us from 

reinventing the wheel. 

A page from a 1958 Fonderie Olive specimen 

showing Francois Ganeau’s Vendome Romain, an 

inspired interpretation of the Garamond style. 
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In this detail from a 1570 book by Henri 

Estienne, the overall consistency of 

the typographic texture overcomes 

the inconsistencies that result from 

printing with metal type on damp, 

unsized paper. The paragraph is 

uniform in the distribution of black. 

éto potuimus. 

Letters, Lines, and Paragraphs 

Although we can look at typefaces within 

the framework of classification systems, it 

is better to examine them in the context 

in which we see them on the page, so to 

speak. Traditional systems categorize 

typefaces by features such as angle of 

contrast (230), rate of modulation, and 

shape of serifs. (This partly explains why 

sans serifs were not classified with the 

same degree of analysis.) But if we look at 

typefaces in use, we see that many letter 

features distort or become less impor- 

tant to overall impression. The darkness 

of a block of text, the visual reinforce- 

ment of horizontal and vertical axes, 

the distribution of space within and 

between letters, the length of ascend- 

ers and descenders, and the line spacing 

(335) become the dominant features. The 

typeface’s overall texture becomes less 

important than the individual features. 

The presence or absence of comple- 

mentary styles and weights within the 

paragraph and the editorial structure of 

the text determine our reading strategy. 

Typeface design never happens in 

avacuum. The designer acknowledges 

the wider historical and cultural 

environments in which a typeface 

sits and must respect the users’ 

A typical Modern typeface 

by Firmin Didot from an 1832 

pamphlet. The high contrast 

and strong features require 

generous line spacing and 

reward good presswork. 

HYMNE A LA VERTU. 

Verr U, qui forces Vhomme & vainere la nature, 

O le premier des biens quwil doive conquérir, 

Cest pour toi que la Gréce, heureuse de souffrir, 

Supporte avec constance un labeur sans mesure, 

Et pour ta beauté sainte, 6 Vierge noble et pure, 

Voit ses enfants mourir. 

Tant il est beau le fruit inaltérable 

Dont tu séduis les ames des héros! 

Tant pour les Grees ce fruit est préférable 

A la naissance, a lor, au doux repos! 

Jusqwa toi se frayant un sentier difficile, 

Les deux fils de Léda, sans redouter la mort, 

Te forgaient, noble proie, en ton céleste asyle ; 

(ls imitaient Alcide: et, par un méme effort, 

Pour toi le grand Ajax et le divin Achille 

Virent le sombre bord. 

expectations. This does not mean 

that a designer should not push the 

envelope and surprise users, but to 

do this well it’s important to know 

what is considered conventional and 

acceptable—conventions that change 

over time and across geography, 

demographics, and document types, and 

according to the specifics of document 

use. A good designer is at least a social 

observer, decoding the culture of visual 

communication. A great designer is a 

social commentator, adding a layer of 

interpretation and response. 
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The Language of Letters 

Typeface design, type design, 

or font design? Letter or glyph? 

Letterform, perhaps? Designers 

often use terms interchangeably, 

but it is helpful to have a good 

grasp of the nuances, if only 

because they reveal different 

aspects of the design process. 

Think of a word. A sequence 

of letters should spring to mind. 

Write that sequence on a sheet of 

paper and these letters assume 

a concrete form made manually: 

They have been translated into 

letterforms. Any representations 

of letters made manually, regard- 

less of the tool and the scale, are 

letterforms. Their maker con- 

trols their sequence and size and 

knows the dimensions and prop- 

erties of the surface on which 

they are rendered. A hasty shop- 

ping list, Trajan’s column, John 

Downer’s brush-made signs. 

They’re all meaningful collec- 

tions of letterforms. 

On the other hand, any 

representation of letters 

intended for mechanical 

reproduction is a collection 

of typeforms. The sequence 

in which a user places them 

and the size he or she will use 

remains unknown at the time of 

their making. Their maker also 

cannot predict the specifics of 

their rendering environment. 

Crucially, typeforms represent 

formal relationships in two 

dimensions rather thana 

specific way of capturing and 

rendering a shape. In other 

words, a Univers (181) lowercase 

(332) ais a Univers lowercase a 

regardless of the type-making 

and typesetting technology. 

Although there are differences 

in the visible forms produced 

with handset, hot-metal, and 

digital type, for example, the 

differences reflect the influence 

of the encoding and rendering 

technology. In other words, a 

typeface is a snapshot of the 

designer’s intentions for a 

collection of typeforms. 

This is a detail from 

one of the many 

sketches in the devel- 

opment of Antonio 

Cavedoni’s Enquire. 

_ The typeface is 

- typical of contem- 

porary designs 

that question the 

conventions of 

stress angles for 

modulated typefaces. 
At the bottom is the 

regular weight ofa 

near-final design. 

To use these shapes in a spe- 

cific typesetting environment, 

the typeforms get converted 

into glyphs (the term for digital 

formats), precise encodings in 

a machine-readable language 

enriched with information 

about the space surrounding the 

shape, its relationship to other 

glyphs, and its behavior. This 

machine-specific implementa- 

tion of a typeface is called a font. 

To return to our Univers example, 

the typeface can be represented 

by a Linotype (129) matrix or 

bits in an OpenType font, but 

the essence of the design sur- 

vives, hopefully with fidelity to 

the designer’s intentions. Type- 

face design and font making are 

nominally sequential processes, 

even if design today closely 

interweaves typeface design and 

font production. One person may 

embody both roles, but often 

the typeface designer and font 

maker are separate members of 

the same team. 
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A spread using Futura by Bauer for 

the North American market, showing 

sample designs—a typical way to 

promote typefaces. The generous use 

of white space around the heavier 

forms emphasizes the texture and 

reinforces the range of weights in the 

family. These constructed styles offer 

less room for experimentation and 

have survived for decades as work- 

horses of display typesetting. 

This design service is followed up by the 
efele | closest supervision of all work through ofele 

composing room, letterpress dept. 

and lithographic machine room 
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TYPE DESIGN AND DEVELOPMENT 

Tools and Concepts 
Typeforms are inextricably linked to writing. Not calligraphy, the craft of exploring expression with hand- 

rendered forms, but writing in the widest possible sense, from graffiti to a hasty “back in five minutes” sign 

to the most elaborate piece of public lettering. These forms determine the fundamental relationships between 

strokes and empty space at the heart of typeface design. On top of these, the designer adds a layer of interpretation 

and elaboration, making unknown combinations of typeforms with consistent texture and adding stylistic 

cues. Even the most constructed of typefaces hints at the underlying rhythm of manual mark-making. 

ype design involves abstraction. A type designer 

imagines an idealized shape captured with 

type-making technology, then typeset and rendered 

on material or screen. Part of a type designer’s skill 

includes capitalizing on the potential of these technologies, 

while at the same time understanding their limitations 

and their effect on the final forms. Producing the same 

typeface for different sizes and for a range of technologies 

is impossible without separating the reference model for a 

typeface, often designed first with pencil and paper, and each 

implementation with its specific properties (usually relating 

to rendering limitations, character set restrictions, etc.). 

Technologies for which the type designer works directly on 

the final rendering size (foundry type, hot-metal type, some 

photo typefaces, and Bitmap typefaces, etc.) have a direct 

connection between the designer’s specification and the 

outcome. Even there, however, the technology imposes a degree 

of abstraction. Early foundry type often has pen-like strokes, 

yet punchcutters would often employ counterpunches to form 

consistent negative spaces, carving separately the outside of 

| 
b 

Acard template cut by Jim Rimmer for his 

typeface Stern. The gentle tapering of the 

downstroke survived Rimmer’s use of a panto- 

graph to reduce the shape onto a brass matrix. 

Though Rimmer sketched the outline in pencil 

before cutting the shape, the result echoes 

a single stroke with a pen that modulates 

width through rotation or pressure. 

raphy, Referenced 



cardboa rd. 

lem ple 

por makin 14 

pencil. - 

onlane 

pallern 

drawin Les 

This series of nibs cut by Tim Holloway 

appear in the angle required for Indian 

penmanship, in which the stroke modula- 

tion is the reverse of that for Latin. These 

nibs were used to produce sketches that 

formed the basis for a Devanagari typeface 

from a major typeface foundry. The roots of 

all scripts are influenced by the interface of 

the writing tool, the pen-holding technique, 

and the writing surface. Although smooth 

paper is now ubiquitous, the charac- 

teristics of palm leaves and other such 

substrates still echo in typographic forms. 

Wood letters, like other 

carved or dug-out forms, 

are largely agnostic as to 

the style of letters on their 

face. The letter-maker is 

imagining a shape written, 
rena we designed, or constructed, 

This sketch of a template cut in card by and transfers this onto 

William Addison Dwiggins in his 1940 monograph the face of the block. The 

WAD to RR showed a technique that allowed stylistic cues survive 

Dwiggins to combine the fluency of hand-rendered longer than the original 

curves with the facility to repeat the shape tools and techniques for 

in letters with similar strokes. The process letter making, perpetu- 

suggests an element of modularization, ated through the longevity 

but one reserved for main strokes only. of the format and the 

demand for the style. 

the stroke. Hot-metal type making operations would that, for example, makes incised vertical strokes and pen- 

use brass patterns, specially made French curves, and like bowls can become the basis for a wide range of styles, 

other methods of storing shapes. Throughout the hot- ensuring consistency without the limitations of a spe- 

metal and phototypesetting eras, shapes were captured cific tool. This approach is especially pertinent in scales 

as engineering drawings, each letter several inches for which the limits of manual tools do not offer useful 

high, at scales that had little to do with the specific tool’s guidelines, such as typefaces in very small sizes. In those 

movements. The arrival of platform-independent digital extremes a tool model might mark the counters and space 

type stored without reference to the rendering size pushed between elements as much as the strokes. 

further this separation between the model for a typeface It also does not hinder the generation of large, con- 

and the specific shape of its rendered forms. sistent families even without directly related elements. 

When designing a script typeface, the designer can A light condensed, for example, can belong to the same 

reference written forms directly, modifying for output family as a wide extra bold when the modulation, the 

size and rendering. Most typefaces, however, depart joins between vertical strokes and curves, and the shape 

from written form shapes. To ensure a typeface’s consis- of instrokes and outstrokes are similar. Imagined tools are 

tency, the designer must develop a mental model ofatool. particularly helpful when a design abandons the organic 

This may imitate the behavior of a writing tool, but may shapes that reference pens, nibs, brushes, and other exist- 

include mark-making and movement quite unlike any- ing tools for entirely constructed shapes, treatments of the 

thing possible to render with a real tool. An invented tool strokes that hint at perspective, or surface effects. 
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In Eben Sorkin’s Arrotino, the baseline outstrokes of 

the aande are similar but not identical. The same 

treatment in the top outstrokes of the c, f, and 7 ensures 

a consistent typeface that retains a hint of written 

irregularity and balanced terminals. This is partic- 

ularly noticeable in the r, which has a shorter arm, 

placing the terminal close to the strong top half-serif. 

This detail from a poster by Type- 

Together on David Brezina’s Skolar 

shows atypical hybrid typeface. 

The bowl of the a and the bottom 

serifs have organic modula- 

tion, but the top serifs are typical 

of constructed elements. Some 

of the details get lost in smaller 

sizes and lower resolutions such as 

footnote text, but the overall low 

contrast helps maintain texture. 

are articulated well, 
to improve legibility. 
This one here is leav- 
ing enough space for 
the ogonek. 

This spread from Emigre 19, designed by N 0 

Laurie Haycock Makela, exemplifies the 

sea change in type making and typeset- EF O R IM 

ting brought by platform-independent font 

formats and object-based layout. Although 

seen initially as a place for experimenta- N 0 

tion and new thinking on design, Emigre 

also functioned as a mirror to precon- 

ceptions. Barry Deck’s Template Gothic W O R D 

is typical of an approach questioning 

the means of type making with roots 

all the way back to Wim Crouwel’s 1967 N O 

proposal for a new style of typefaces. 

['ypography, Referenced 

To understand the conventions for weight 

distribution and modularization, hold two 

pencils tied together and write slowly with 

the pencil angle unchanged. The resulting 

shapes will have, for the Latin script mainly, 

the stress and modulation typical of the 

traditional western style. Abstracted from 

the specific “nib” dimensions, this method 

can help answer questions such as where to 

place the thick strokes in extreme widths. 

| was cranky and dehydrated. It was the morning aft. 
the party--the party of a thousand meaningless 
typefaces and dead-end discourses--| just didn't Feel 
like getting up and making anything. 

Can't make eaything out of aesthetic and philosophic 
Fallout. Can't find anything new in the black hole of 
Post-Modernism. The chattering, so-called “layering” 
vacant meanings and the little type-tick fetishes tha 
make graphic designers speak non-sense to each oth 
just made me want to leave the party. 

After prolonged theoretical dry-heaving, | made this 
penn a month of arriving at Cranbrook: No For 
Peale ic a aaa ee eur of le 

0 word is what | get iF | call on literary theory to te 
the story. No sign is what I'm left with a vee 
structivism steals the meaning from my experience 
and cuts it into little pieces. No ged is the endpoint 
confusion and doubt in the Post-Modern world. 

This philosophica!/emotional polemic poured lava-lil 
over the studio discourse. My colleagues responded 
with equally direct language: from Kathleen Palmer! 
“Comprehend the Divine,” a huge piece soaked in 
Christian ideology, to Scott Makela’s muscular 
command to "Select Your Network” with the word 
"Your" digitally sifted into the back of a black man’s 
neck. My own piece was a photograph of an excited, 
engorged clitoris called "Response of the Vulva.” 

The point is: consider an image of the smallest thine 
the central thing, the only thing you know as authen 
experience, Start there and be direct. Perfection 
doesn't count. 

Laurie Hayeork Makels, June 199 



TYPE DESIGN AND DEVELOPMENT 

From a Letter toa Typeface 
- It is not too difficult to design one letter or even a few. But to design a full alphabet, a designer 

must balance complementary and contrasting features across a large character set. Making sure 

that range of shapes combines to form a unified whole is the first step toward a new typeface. 

This underlying homogeneity distinguishes typefaces from lettering and allows integration of 

unique features that impart personality and style while maintaining readability (330). 

here to start? Many designers think of some 

variation of “hamburgefons” (a typical 

test word used by type foundries) when 

starting a new typeface. But which of those 

letters to attempt first? Ideally, a designer works with a 

small set of letters that allows for the rapid development 

of ideas while embodying a wide range of strokes to give 

an impression of the face’s more distinctive features. 

The details here depend on a number of factors, not least 

of which is the designer’s experience and skill and whether he 

or she is making an entirely original design or one inspired 

by an existing typeface. Sketching the n and the o alone is not 

enough to give a good idea of where the typeface will end up. 

These are four stages in the early develop- 

ment of Neel Kshetrimayum’s Frijky. The 

first drawings show main strokes that are 

Sequences suchasafgnprst,abdeghinoy,andaghmno 

pare well documented as starting sequences; they allow rapid 

development of a new typeface. An experienced designer might 

Start with onlyaehnt, orevenband. 

A new designer might try the letters adehinos (or the word 

“adhesion” for ease) to get started. The letters offer a good com- 

promise: It’s a small enough set for the designer to change 

direction quickly, but it’s large enough to offer a good balance 

of typeface-wide features and style in text settings. Letters 

such as fgk, which are relatively unique, are omitted, as are 

the diagonals (k vw x yz), which share strong features among 

themselves, but not with the other letters. 

Here is a sequence of basic strokes identified by Dwiggins for his 

typeface Falcon: long and short downstrokes, a top joining stroke, and 

clockwise and counter-clockwise bowls. From these five basic strokes, 

the designer can easily develop twelve to fifteen letters depending on 

the design’s homogeneity. The remaining letters either have diagonal 

strokes or unique features that allow the designer to refine the style. 

® ® 
too light, leading to light gray paragraphs. 

In the next few versions the strokes d e S 1 O a io S 10 | } 

gain weight and the curves become less 

pointed. The highlighted terminals start 

as inconsistent outstrokes, but soon 

change to relatively safe slab serif shapes. 

The terminals of the fourth version 

balance a range of shapes with enough 

presence to emphasize the baseline. 

adhesion adhesion 
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ES a Reel 
There has been a gradual return to typeface design as ateam enterprise, drawing on 1 the expertise of a group | 

rather than an individual. This concept is not new: Typeface design in the hot-metal and phototype.eras 

was very much a team product. But just as the digital, platform-independent formats enabled designers 

to function outside of a heavy engineering world as sole traders, so it enabled the explosion of character 

sets and families to unprecedented levels. The necessary skills and the sheer volume of work required for 

text and branding typefaces have driven a growth of mid-size foundries where people with complementary . 

skills collaborate on a single product. The corollary is a rise in the need for documentation and explana- 

tion to a community of fellows. The short-lived “creative hermit” model is giving way to new work modes. 

adhesiontext™ ‘ Latin. Cyrillic Greek Arabic 

Insert characters 
Characters: ost of the typeface drawings that museums, 

English 

Language: English * French archives, and collections have show x-heights 
() Add basic punctuation Geman ; 0 2 pe ; 5 ° 

comma and full stop at anything from a couple inches (or centi- 
() Sentence case Spanish ; i 

this option will override the set of characters ae meters) to around ten inches (25 cm) high, 
() UPPERCASE 5 . : : 

this option will override the set of characters Portuguese a¢0 depending on their ultimate purpose. Designing on a com- 
() Make case~insensitive query Dutch AE| C Sureet . : this option will override the set of characters puter screen requires a similarly large zoom factor. In display 

Donate typefaces (213), this often reflects the rendering scale to 

allow the designer to grasp how the typeforms will look. But 

What is adhesiontext? typefaces rendered at text sizes demand that the designer 
adhesiontext is a dynamic text rools created by Miguel Sousa : <, 

and promoted by Web Hosting Search. understands how design decisions translate across scales. 

WG IEC EY This is one of the trickiest challenges for new designers. 
It generates a dummy text paragraph with the set of characters c 

SERIES EPR Understanding how to make shapes at one scale behave 
Who can use it? 3 P . ° 
Everyone. adhesiontext is free. a particular way in another scale is not straightforward. 
Tips for use: Readers look at words, lines, or paragraphs of typeset text, 

If you are not using a native keyboard, foreign characters 

can be inserted by clicking the links on the Insert but a designer makes changes only to a single character. 
characters panel. Pei " s : 

Sequences of characters can be replaced by the two Imagining how a small change in a single letter will affect 
extreme characters separated by a hyphen. For example, . ; ’ 

a-fwill produce the same effect as abcdef. a whole paragraph is not an innate skill, but rather one 

learned through experience. 

Miguel Sousa’s text generator grew out of the need to Most designers use interpolation, for example, the Multiple 

source test texts for incomplete character sets. The tool Master tools built in the widely used font-design application 
allows designers to test the feel of their typeface as it Fontlab, to develop and fine-tune designs. This works for any- 
develops across many languages, with texts that imitate hi f fainvt : ; fi 1 ; atte : : : ? 
real context as closely as possible. Adhesiontext.com is thing from fairly basic proportions to fine details. Although 

one of a growing range of online typeface design tools. interpolation can be a powerful tool, its effectiveness depends 
on the quality of the fonts at the extremes and the span the 

interpolation covers for each parameter. (For example, it is 

easier to obtain good results if interpolating within a relatively 

narrow range, rather than between extreme weights or widths.) 
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La vignette représente l’interieur d'une chambre, 

_ Lavignette représente l’interieur d'une cham 

La vignette représente l’interieur d'une cha 

- La vignette représente l’interieur d'une ch 
“ypeface designers may use interpolation to produce 

-losely matched versions of typefaces optimized for 

specific purposes, such as Adobe’s Arno Pro, which ships 

vith five optical sizes (small text [for captions], regular, 

subhead, and display). Four of these appear here as I 
yreen outlines; for comparison, the black outline is the &T? 

y0ld. Once the basic interpolation is done, the designer 

»ften returns to the outlines to improve details for inter- | 

nediate styles. Setting the four variants at the same 

size highlights the weight and spacing differences. 4 t 

I 4 

Another use of interpolation eS e S = } T = 

involves the development of grades, 

which allow the designer to fine-tune 

the fit of a typeface to specific presses 

Here the widths of the different styles 

remain identical to avoid the need to 

reflow text based on grade selection. 

es 

-sadhesion 

~ adhesion 
dhesion 

Trials during the development of Mitja Miklavci¢’s Tisa show that the two 

extremes share basic dimensions. Just the weight of the outstrokes changes. 

The same approach was used to fine-tune many aspects of the typeface. 

0 
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TYPE DESIGN AND DEVELOPMENT 

Rendering Environment 

Three letters from 9-point Minion Pio, printed on a 600 dpi laser printer, photographed under a 

microscope. In comparison with the original outlines (left) the laser printer introduced inconsisten- 

cies of width in the vertical strokes, as well as in serifs and terminals. Although the resolution of laser 

printers is generally higher, this level of detail is comparable to many print-on-demand services. 

he rendering environment (the test design appli- 

cation’s display of type) plays an important role in 

the connection between the appearance of para- 

graphs and specific design choices. Type design 

applications may allow the designer to zoom in until a detail 

fills the whole screen, but this precludes the display ofa 

whole paragraph. Zoom out to allow multiple lines of text 

on the screen, and the low resolution renders the details 

too fuzzy to judge. But printouts are also unreliable: Post- 

script version, toner level, paper quality and orientation, and 

many other factors influence the quality of laser output. 

Instead, get printouts from different printers. Some type 

designers sneak lines of type on the margins of print jobs (or 

even place small advertisements in their own typeface) to get an 

idea of how the typeface performs in offset conditions. Here’s 

a tip: Process black is generally lighter than laser toner, anda 

typeface may look washed out on offset. 

For many years, a limit of 256 characters per font hampered 

digital typefaces, as did a need to ship in linked styles of four: 

regular, italic, bold, and bold italic. Most foundries have now 

expanded their character sets to include coverage for Latin 

script and are extending into other scripts, driven mostly by 

branding demand. But the most interesting developments are in 

regard to thinking about typeface families. 

if ypography, Referenced 

The establishment of OpenType and the support of wide fam- 

ilies by page-layout applications allowed designers to rethink 

what constitutes a family. Traditional, individually bought 

typefaces were often developed to meet specific user needs. For 

example, a family like Monotype’s Grotesque had several widths 

and weights for the upright styles, but only two inclined ones. 

The different styles have strong differences, and some weights 

seem reworked from standalone typefaces, but the family 

hangs together well because the individual styles work for their 

intended purpose. Although the completeness of a Univers-like 

(181) system is appealing, it irons out a designer’s interpretation 

of astyle for smail sizes, display weights, and even alternate 

styles within the text styles. 

At the same time, a family based on small weight increments 

can help publications such as magazines that need to combine 

different typefaces for headings, straplines, main text, captions, 

pull quotes, etc. The ability to select something a little heavier 

or lighter can make the difference between using a typeface or 

not. The profusion of typeface families with many weights near 

the middle of the range (regular, book, medium, semi-bold, etc.) 

is a welcome development in the past decade. 



Testing the Design 

The process of typeface design is, in 

essence, a reductive refinement of 
details, First ideas are just sketches 

that offer starting points followed by 

a clear methodology of structured 
changes, reviews, testing—and rep- 
etition of the whole process. The 

designer’s attention progresses in 

ever-decreasing scales of focus: 

¢ First, paragraph-level values 

on the overall density of a design 
* Next, fundamental interplay 
of space and main strokes 

e Third, elements within 

a typeface that ensure 
consistency and homogeneity 

Finally, elements that impart 
individuality and character 

At the heart of this process is a 

question-filled dialogue: What are 
the conditions of use for the new 

design? How will the success of the 

design be evaluated? 

The wider the typeface family, the 

deeper the need to test conclusively, 

not only with documents that high- 
light the typeface’s qualities, but 

also with documents that approxi- 

mate a wide range of possible uses. 

Even very tight briefs (as in the case 

of typefaces for corporate clients) 

can generate an extremely broad 
range of uses—scenarios that may 

even change after typeface delivery. 

But good designers also under- 

stand the constraints of their 

testing environment. Ironically, 
the screen is gradually becoming 

an area of better control than print. 

Standardized tests to check the 
quality of type rendering on screen 

are increasingly published online 

for developers and designers to use. 
But the limitations of laser printers, 

the range of quality in digital print- 

ers, and the loss of wet proofs for 

offset complicate testing. 
Monotype Grotesque, a reference 

historical sans family with an 

incomplete family, works well 

for a wide range of documents. 

Emilie Rigaud’s Coline 

combines a relatively 

restrained regular 

and bold, with an 

informal upright style, 

an upright italic with 

an associated light 

version, and an extra 

bold that pushes the 

style to its extreme. 
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« Animated Lasagne» f//1 nv 

Moot & Mutable hhhnm 
N? 63 Rue des Beaux ArtS «esse oe 
REE KREEERERERREERE {REE POINT JUNCTIONS AND CURVES 

BeBata yuvainat 
ONVEN ONCAVE 

? nf . Aoife Mooney’s Magnimo employs 

e t atime Mol non p US both an upright italic and an 

p inclined one. There is a careful mix 

@ of features across the three styles to 

ensure that all combinations hang 

dyizzle a ue ers together well. Depending on the text 

to be set and the document’s tone, 

KRKKRKRKR KKK KKK ERE KEE RRR KE KKKKRKKEKRKRKRKRR EEE KS the designer can choose amore 
or less discreet secondary style or 

employ all three instead of using 

an extra weight for differentiation. 

Mathieu Reguer’s plan for the 

Cassius family demonstrates the 

separation between text styles 

and display weights: The text 

variants are interpolated, but the 

extra bold and light need to be 

drawn separately to maximize 

effect. Note also the beginning of 

the extension into asecond script, 

starting I ain text weight. gatthe main ight SAMAr OOD 

MM 900 

- MM 800 

MM 700 

MM 600 

MM 500 

MM 400 

MM 300 

Regular (0 

A study of a typeface’s possible weight variants can be 

extremely helpful for publications such as magazines 

that need to combine different typefaces for headings, 

straplines, main text, captions, pull quotes, and so on. 
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TYPE DESIGN AND DEVELOPMENT 

Space Matters 
,Punchcutters and letter cutters know firsthand that the most important element in a typeface is the 

space between letters. Readers are terrible at identifying specific widths along a line of text but extremely 

adept at picking out inconsistencies. Within the space of a few words, a designer can establish the 

typeface’s basic rhythm; with small variations of basic dimensions and spacing a typeface can appear 

normal or impart the impression of a wider or narrower variant. This basic pattern greatly affects 

readability (330) of the typeface, even more so than the details of the dark shapes themselves. 

y 

A detail from the Encyclopedie of 1754 shows composed foundry type. Even though 

digital type is disembodied, the same basic measurements apply. Studying good quality 

typesetting for hand-set type can help a designer discover how much is possible to 

achieve with good spacing (before the application of kerning). The middle row italics 

are offset on the body, an approach many digital typeface designers today use. 
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Ithough display typefaces (213) 

are relatively straightforward 

to space, spacing text typefaces 

(212) can be extremely time- 

consuming. It is not easy to describe how in 

a few sentences, but careful examination of 

good examples points to one basic rule anda 

fundamental set of relationships. Here’s the 

rule: The optimum average space between 

typeforms depends on the relationship of the 

vertical-stroke width and the width of the 

counters in two-stroke forms (such as the n 

and b), modified by the optical size for which 

the typeface is intended. Outside a relatively 

narrow range, the x-height in relation to 

the width of the stroke is also a factor. We 

can easily imagine a system of interlocking 

ratios that change with the modification of 

one of these variables. 

Of course, this approach does not directly 

answer how much space to leave between 

letters; it only indicates a series of relation- 

ships. The trick is to remember that a text 

typeface is spaced for paragraphs, not indi- 

vidual letter combinations. In other words, 

the designer should aim for a specific density 

in the texture. Well-spaced paragraphs tend 

to have a minimum of a stroke width’s white 

space (228) between round letters and pro- 

portionately more between straight ones. 

46 Typography, Referenced 

A Vignette repréfente Vintérieur d'une chambre, 
dans laquelle font les calles, & plufieurs compofi- 

teurs occupés A compofer. Cette chambre communique 
dune feconde piece dans laquelle font Jes prefles; elle 
fera repréfentée dans une des planches fuivantes. On 
voit dans le fond du tableau la porte qui communique 
3 cet atelier, & différentes tablettes fur lefquelles font 
placés les cafleaux des diiftérents carafteres dont une 
Imprimerie doit étre aflortie. Au-deffous de ces tablet- 
tes font des armoires qui contiennent des paquets de 
lettre, vignettes, & les différentes garnitures & uften- 
files dont !"Imprimerie doit étre fournie. On voit auffi 
prés le plancher les différentes cordes fur lefquelles on 
étend le pipier imprimé pout le faire {echer. 

A Vignette repréfente linterieur d'une chambre, 
dans laquelle font les caffes, & plufieurs compofi- 

teurs occupés a compofer. Cette chambre communique 
4 une feconde piece dans laquelle font les prefles ; elle 
{era représentée dans une des planches fuivantes. On 
voit dans le fond du tableau la porte qui communique 
a cet attelier, & différentes tablettes fur lefquelles font 
placés les cafleaux des différents caracteres dont une 
Imprimerie doit étre affortie. Au-deffous de ces tablet- 
tes font des armoires qui contiennent des paquets de 
lettre, vignettes, & les différentes garnitures & uften- 
files dont Imprimerie doit étre fournie. On voit aufli 
pres le plancher les différentes cordes fur lefquelles on 
étend le papier imprimé pour le paire {écher. 

A Vignette repréfente linterieur dune chambre, 
dans laquelle font les cafles, & plufieurs compofiteurs 

occupés a compofer. Cette chambre communique a 
une feconde piece dans laquelle font les prefles ; elle 
fera représentée dans une des planches fuivantes. On 
voit dans le fond du tableau la porte qui communique 
a cet attelier, & différentes tablettes fur lefquelles font 
placés les cafleaux des différents caracteres dont une 
Imprimerie doit étre aflortie. Au-deflous de ces tablettes 
font des armoires qui contiennent des paquets de let- 
tre, vignettes, & les différentes garnitures & uftenfiles 
dont l’'Imprimerie doit étre fournie. On voit auffi prés le 
plancher les différentes cordes fur lefquelles on étend le 
papier imprimé pour le paire fécher. 

A well-spaced paragraph of foundry type, from the 

Encyclopedie of 1754 demonstrates how an even 

typographic texture makes a text readable even with 

variations in the density of some letters, the horizontal 

alignment on the x-height, and inconsistent inking 

or pressure. In the digital versions, the top paragraph 

is spaced to exactly match the letterpress example, 

and the bottom one makes full use of InDesign’s 

composer and spacing tools. The differences in texture 

are modest. Both paragraphs have some rivers of 

white. If anything, the lower paragraph is slightly 

more cramped and overcompresses the space around 

punctuation. The metal type preserves the minimum 

amount of space to the left and right of letters, whereas 

the digital version overcompresses some spaces. 



TYPE DESIGN AND DEVELOPMENT 

Character Expansion 

This drawing for the 

Linotype VIP system from 

1976 shows a typeface still 

in use in other formats 

developed by a team of 

designers. The type-making 

process and the costs asso- 

ciated mean that drawings 

such as this encapsulate 

significant knowledge about 

the typographic script. 

he demand for typefaces with 

extended character sets has 

been growing steadily for many 

years. Operating systems and 

application interfaces must be capable 

of displaying many languages. That 

and the internationalization of publi- 

cations as well as brands for products 

and services means larger typeface 

character sets. Today, a typical custom 

typeface for a big brand may easily 

extend to several thousand charac- 

ters and span five or more scripts. 

Typefaces bundled with operating 
f 

VIP- ONLY 

systems and applications and custom 
q 

x ; 
| LINOTYPE-PAUL LTD. 

typefaces for brands are expected to cover a (raticrace)| 
face BADR BOLD: Dot. 

more than one script—and often three or un: 3 | character 

more. The current minimum for interna- mae: a on ct ie 

tional brands covers the wider European 
ee re ; 

region: Cyrillic, Greek, and extended pa ot by Si aa = 

Latin. es character sets also | ax sae Jind “Augut76| 10 

cover Arabic, Hebrew, and Indian scripts. 
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Typeface design is linked to the limitations 

of the typesetting environment. Most subsets of 

the Latin script (simple, alphabetic, left-to-right 

models) do not push the limits of a system based 

onasimple structure of sequential rectangular 

units. But this approach is strained by multi- 

ple diacritics and collapses when the shapes do 

not fit in boxes or change shape in algorithmi- 

cally complicated ways. As a result, typesetting 

systems have had to be adapted, extended, and 

even rewritten to accommodate the complexi- 

ties of non-Latin scripts. Although designers do 

design Latin typefaces with typesetting tech- 

nology in mind, in many cases of non-Latin 

scripts, they have had to modify their designs 

quite drastically just to get the shapes to render. 

In general, non-Latin scripts do not have the 

full profusion in styles that arises from a com- 

petitive publications market, as well as a culture 

of constant text production. (It’s no surprise 

that the language of display typography first 

developed in nineteenth-century Britain during 

the Industrial Revolution.) This is gradually 

changing, largely under the pressure of inter- 

national branding and localized publications. 

We are beginning to see rapid growth in new 

typefaces for non-Latin scripts, and a growing 

interest by typeface designers. 

| ypography, Referenced 

Aivaonédaon — H ABava eivat yeuaty bars 
wat clubs ye live LOVaIKH Yla TOAD XOPO. Tax TO 
YVWOTH DVYKPOTHUATA TYG TOANS EVAAAACOOVV 
TIC EUPAVIGELG TOUG OTA TO PNYLOWEVA Clubs 

TNS TOANS: To Casa de la Musica de Centro Ha- 

bana (Calle Galiano, entre Neptuno y Concordia, 

78624165), To Casa de la Musica de Miramar (Calle 

20, esquina 35, Playa, 72040447), To Salon Pi- 

ano Bar «Delirio Habanero» (Teatro Nacional de 

Cuba, Paseo, esquina 39, Plaza de la Revolucion, 

78790710) Kat To Cafe Cantante Mi Habana (Teatro 

Nacional de Cuba, Paseo, esquina 39, Plaza de la 

Revolucion, 78790710). Noav SnuogiAsic stvat ot 

Van Van, Paulito FG xat Isaac Delgado. AmtoAuTO 

must etvat To uTat@pto Cabaret Tropicana (Calle 72, 
Marianao, 7170010), TO TAALOTEPO KA TO BOVALKO 

cabaret show tys¢ ABavac. 

The Capucine family by Alice Savoie integrates 

Latin and Greek text in magazines without 

disrupting the texture of the paragraph. Despite 

this, the typeforms for each script are developed 

with sensitivity and do not appear derivative. 

Three typeforms from the 

Markant typeface exemplify 

how similar proportions and 

features can be integrated 

within the constraints of 

each writing model (italic 

and upright Latin and Greek). 



pvawdun jinwahn 

1958)0 1.53 6 
Non-native Speakers 
Can a non-native speaker design a 

typeface for a language? A typeface 

arises in response to a Client’s brief, 

which taps into wider design problems. 

For example, many of the con- 

ventions surrounding newspapers 

apply regardless of the market; the 

constraints on the typographic spec- 

ification can be deduced from the 

general qualities of the script and the 

language. Can the typeface include 

hyphenation? How long are the words 

and sentences? With what range 

of word lengths? What is the edito- 

rial practice in the region in terms of 

article structure, levels of hierarchy 

(222), and headline composition? 

Only after establishing the typo- 

graphic environment can we examine 

the written forms of the language 

and the tools that have determined 

the key shapes. In this matter most 

scripts other than the Latin (and to 

some degree Cyrillic) maintain a close 

relationship between writing and 

typographic forms. Writing exercises 

and a structural analysis of examples 

can help the designer develop a feel 

for the script before reading the words. 

More importantly, when working 

with a language or alphabet that is 

not his or her own, analysis of the 

script’s structure and the relationship 

between mark-making tools and type- 

forms can help the designer to develop 

criteria for evaluating quality. 

Typographic history is well popu- 

lated with designers excelling in the 

design of scripts they could not read. 

Encouraging students to address the 

complicated design problems inherent 

in non-Latin scripts is not only a way 

of enriching the global typographic 

environment, but also is a superb 

means of producing designers who 

can tackle a higher level of difficulty 

in any aspect of their design. 

This is the italic style from Khajag 

Apelian’s Arek typeface, a new 

Armenian and Latin design and one of 

the first to introduce a more flowing 

style to the Armenian italic, hinting 

at the scope of typographic invention 

possible in non-Latin scripts. 

fa Gianna 

your lover 
irgendwie fangt irgendwo, irgendwann die Zukunft an 

e\ oom ASIS| 
ein Schlofs aus Sand 

Titus Nemeth’s Aisha typeface is 

anew Arabic that draws on North 

African influences and tradi- 

tions. This area has been relatively 

ignored by recent developments, 

but promises a wealth of material 

that can inform new designs. 

© 9 MH 

| 

Type Design and Development | 49 
| 



TYPE DESIGN AND DEVELOPMENT 

Familiar Shapes, 
New Interpretations 
A typeface is a product of the applied arts: It embodies functionality and usability and has intrinsic 

value through its utilization. On the most basic level, it allows encoding of textual meaning, but on 

a higher level it allows expression of values such as association, style, identity, differentiation, and 

beauty. This is the least tangible aspect of a typeface, but the one that most motivates designers. 

xcellence in typeface 2 art du (iSce @ Péccituredu xe frecte 

design can be difficult ¢ 

to identify without 

the perspective of 

long-term review. Typefaces can 

become prominent because they 

e > _ 

a soft breese and the harvest moon 
of their visual style. Typefaces é 

for important publications or erp a1 tance 

embody a strong brand well or 

capture the moment in terms 

services are typical of the first 

kind (think Cheltenham [186] for f was at that moment, under the stars, that hye proposed 
the New York Times headlines, for é 

example) and Excoffon’s Mistral {Quite _gs' oO cOvgee— Tom Grace's Givry isa 
of the second. Other typefaces fresh take on the batarde 

may become successful through Arabesque (vr 2s Clade Ocbussyp flamande from the fifteenth 
: : : century. This black- 

their wide use, even as designers = 5 
letter is lesser known than 

complain about their ubiquity. cin sanberhafter (Abend other heavy, pen-written 

(Times [165] is a great example. It styles of the period but is 
7 S PERG | ee Oy ind 

has become, arguably, a meta- typographically more inter 
ae esting for the potential 

typeface, existing in countless { Vit of its flowing strokes S 8 SLFOKES, 

versions and adaptations, but 

its typographic feel is instantly 

recognizable worldwide.) But hues of aurceolin é violet flooded the room 
a capacity for discovery and 

é € 
invention characterize the field of 

typeface design. 1 & C % tc 
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Typeface designers have proven 

extremely resourceful in their 

search for new typographic forms. 

Four areas seem to encompass 

these efforts. 

se . Designers enter a dialog with 

typographic history. There 

are still many underexplored 

sources of inspiration in old 

type specimens and in the 

challenge of updating older 

styles to contemporary needs 

(for example, the recent spate 

of Modern typefaces). 

2. New technology is informing 

typographic design and opens 

up possibilities. The profusion 

of typefaces exploring glyph 

substitution 

is the most visible example. 

Ww . Questioning of genres and the 

design process waters down the 

distinctions of historical classi- 

fications and introduces hybrid 

forms into the mainstream. 

4. The challenge of developing 

new typefaces for non-Latin 

scripts can serve a widening set 

of typographic conditions (for 

example, typefaces for multiple 

levels of emphasis in scripts 

that had, until recently, only a 

few typefaces at their disposal). 

Depending on the brief and the 

language in which a typeface is 

expressed, there is more or less 

room for pushing the envelope 

of the acceptable. But in all cases 

there is room for offering new 

interpretations on familiar shapes. 

Octavio Pardo-Virto’s Sutturah pushes 

the limits of how much a flowing style 

Fee Breutal Chnwiie can be combined with an extra bold 

stroke. The joining strokes and deep 

The Ceiest of the Vewes Wrenes cuishintata three-dimensionality that 
oe wi | / can be exploited with interesting effects. 
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Type Classification 
and Identification 
By Allan Haley 

ost typefaces fall into one of three basic groups: those with serifs (little feet and tails), those without 

serifs, and scripts (designed to look like cursive handwriting). Many more definitive classification 

systems have been developed, some with more than 100 different categories. 

A classification system can help identify and combine various typefaces. Though three categories 

may be inadequate, hundreds become self-defeating. Here we present fifteen groups of type styles, listed in 

chronological order of their appearance. In all likelihood, larger systems would break down into subdivisions of these. 

Wda 
Blaze Young Baroque Clarendon 

Script Script Serif 

Calligraphic Formal Clarendon 

Centaur : Nadianne Gill Sans 
Serif Script Sans Serif 
Old Style Casual Humanist 

Typography, Referenced 



dd 
Electra Bodoni Silica 

Serif Serif Serif 

Transitional Neoclassical/Didone Slab 

Elan Helvetica Eurostile 

Serif Sans Serif Sans Serif 

Glyphic Grotesque Square 

Futura Cresci Rotunda Raphael 

Sans Serif Script 
Ornamental 

Blackletter/Lombardic Art Nouveau 
Transitional 

| 53 



Serif Old Style | 
These are the first Roman types, faces originally created between the late- fifteenth century (9) and 

mid- eighteenth century (10) or patterned after typefaces originally designed during this period. 

The axis of curved strokes normally inclines to the left in these designs, so that weight stress 

falls at approximately eight o’clock and two o’clock. The contrast (230) in character stroke weight 

is not dramatic, and hairlines tend to.be on the heavy side. Some versions, such as the earlier 

Venetian Old Style designs, are distinguished by the diagonal cross stroke of the lowercase (332) 

e. Serifs are almost always bracketed in Old Style designs and head serifs are often angled. 

Head serifs 

are angled. 

Some versions Contrast in Hairlines Serifs are Weight stress 

have a diagonal stroke weight is tend to bracketed. falls at two 

cross stroke of not dramatic. be on the o'clock and 

the lowercase e. heavy side. eight o’clock. 
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Serif Transitional 
The English printer and typographer John Baskerville (70) established the style for these 

' typefaces in the middle of the eighteenth century (10). His work with calendared paper and 

improved printing methods (both of which he developed) allowed for the reproduction of 

much finer character strokes and the maintenance of subtler character shapes. 

While the axis of curve strokes can be inclined in Transitional designs, they generally have a 

vertical stress. Weight contrast (230) is more pronounced than in Old Style (54) designs. Serifs 

are still bracketed and head serifs are oblique. These typefaces represent the transition between 

Old Style and Neoclassical (56) designs, and incorporate some characteristics of each. 

Head serifs 

are oblique. 

Weight contrast is Serifs are Axis of curve 

more pronounced bracketed. strokes havea 

than in Old vertical stress. 

Style designs. 

Bulmer | 
Perp

 etua 
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Serif Neoclassical/Didone | 
These are typefaces created during the late eighteenth century (10), or their direct descendants. The 

work of Giambattista Bodoni (71) epitomizes this type style. When first released, these typefaces were 

called Classical designs. Early on, however, it became apparent that rather than updated versions of 

classic type styles, these were altogether new designs. As a result, their classification name was changed 

to Modern. Because they are no longer modern today, they are also classified as Neoclassical or Didone. 

Contrast (230) between thick and thin strokes is abrupt and dramatic here. The axis of curved strokes 

is vertical, with little or no bracketing. In many cases, stroke terminals are ball shapes rather than the 

reflection of a broad pen. These tend to be highly mannered designs, which are obviously constructed. 

In many cases, Contrast between Axis of curved 
stroke terminals thick and thin strokes is vertical, 

are ball shapes. strokes is abrupt with little or no 

and dramatic. bracketing. 

Arepo | 
Modern. 
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Serif Glyphic 
Typefaces in this category tend to reflect lapidary inscriptions rather than pen-drawn 

text. Contrast (230) in stroke weight is usually minimal, and the axis of curved 

strokes tends to be vertical. The distinguishing feature of these typefaces is the 

triangular-shaped serif design, or a flaring of the character strokes at termination. 

Some type classification systems break down this one category into two groups: 

Glyphic and Latin. Latins are faces with strict triangular-shaped serifs. 

Triangular- 

shaped serif 

design. 

Minimum Vertical axis of 

contrast in curved strokes. 

stroke weight. 
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Josie @elesittyn 
As the name implies, these are typefaces patterned after the Clarendon type styles first released 

in the mid nineteenth century (13). Clarendons were designed as boldfaces to accompany text 

composition. Their stroke contrast (230) is slight and serifs tend to be short to medium length. 

Many of these designs were later released as display types (213). More obvious character stroke 

weight and serifs longer than earlier designs mark more current interpretations of this style. 

Slight stroke Short- to medium- 

contrast length serifs 

kman _ 

Clarendon 
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Serif Slab 
Slab serif typefaces became popular in the nineteenth century (13) as advertising 

~' display designs. These typefaces have very heavy serifs with little or no bracketing. 

Generally, changes in stroke weight are imperceptible. Many view slab serif type styles 

as sans serif designs with the simple addition of heavy (stroke weight) serifs. 

Very heavy serifs 

with little or no 

bracketing 

Generally imperceptible 

changes in stroke weight 

TE) 
= oe 

SF 
2 
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Sans Serif Grotesque | 
These are the first commercially popular sans serif typefaces. Contrast (230) in stroke 

weight is most apparent in these styles, there is a slight “squared” quality to many of 

the curves, and several designs have the bowl-and-loop lowercase (332) g common to 

roman a In some cases the R has a curled leg and the G usually has a spur. 

Some modern sans serif designs derive from the first Grotesques, but are more refined 

in form. Stroke contrast is less pronounced than earlier designs, and much of the 

squareness in curved strokes is also lost. Typically the most obvious distinguishing 

characteristic of these faces is their single-bowl g and more monotone weight stress. 

Obvious contrast 

in stroke weight 

Bowl-and-loop Slight “squared” 

lowercase gin quality to many 

many designs of the curves 

be 
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Sans Serif Humanist 
These are based on the proportions of roman inscriptional letters. In many 

' cases, contrast (230) in stroke weight is also readily apparent. Many claim 

that these are the most legible (330) in terms of character design and most 

easily read in terms of typography of the sans serif typefaces. They also 

most closely match the design characteristics and proportions of serif types. 

Many of these typefaces display a strong calligraphic (64) influence. 

Readily apparent Strong, apparent Based on the propor- 

contrast in calligraphic tions of roman 

stroke weight influence inscriptional letters 

< » ) 

y y i) ii 
ee, 

; ; ie , | 
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Sans Serif Geometric 
Simple geometric shapes heavily influence the construction of these typefaces. Strokes 

appear like strict monolines, and seemingly perfect geometric forms make up the character 

shapes. Geometric sans tend to be less readable (330) than Grotesques (60). 

Seemingly 

perfect geometric 

forms make up 

character shapes. 

[ypography, Referenced 

Strokes appear as 

strict monolines. 

Simple geometric 

shapes 



Sans Serif Square 
These designs, generally based on Grotesque (60) character traits and 

~‘ proportions, have a definite and at times dramatic squaring of normally 

curved strokes. They usually have more latitude in character spacing than 

their sans serif cousins, and tend to be limited to display designs. 

Phenix America 
Definite squaring Condensed 

of normally typeface 

curved strokes 

-urostile 

Neo San
s 

4 8 8 oe 4 aa — oe ee ee ¢ 
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Script Formal | 
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These typefaces derive from seventeenth-century (10) formal writing 

styles. Many characters have strokes that join them to other letters. 

These script typefaces intentionally look informal or quickly drawn. Often they appear 

drawn with a brush. Typically, character strokes connect one letter to the next. 

These script faces mimic calligraphy. They can be connecting or nonconnect- 

ing in design. Many appear written with a flat-tipped writing instrument. 
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Script Blackletter/Lombardic 

Ornamental Antiques, 
Art Nouveau, and Art Deco 
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These typefaces look like manuscript lettering prior to the invention of movable type. 

These typefaces and their revivals were used for display applications between the mid 1800s and early 

1900s. They have a distinct feeling of time and place. 

These typefaces defy simple pigeonholing. They can look like letters cut from stencil 

or decorated with flowers, or can appear three-dimensional. Some use unorthodox 

letter shapes and proportions to achieve distinctive and dramatic results. 
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Type | —- 
Designers | 
By Richard Poulin 

n simple terms, type designers design 

type. Due to the specialized requirements 

of producing and designing typefaces, . 

practitioners at this discipline’s 

beginning were far and few between. Even at 

the start of the postindustrial revolution, type 

design occurred in relatively few locations, 

undertaken by asmall group of individuals. 

During the twentieth century (18), type © 

design was realized in many forms. Some design- 

ers worked alone, others collaborated yet still 

eae Db eCre@bateljol-selelselmeeyelace) Me mue ta lvlabeet-ine 

work. These collaborations frequently occurred 

between designers in different cities.and even 

different countries. In the early 1900s, most 

type designers worked for large companies or 

foundries; during the later part of the century, 

this became more and more the exception. 

' Advances in twentieth-century technology, 

an ever-growing demand for new typefaces, and 

access to the Internet have increased the public’s 

need and desire for new and innovative type 

design. Contemporary type designers have had 

a tremendous influence on the current state 

of this discipline. Today, notable practitioners 

span all ages, cultures, and countries. 

Peter Bilak, Fedra Multiscript, 2001 

68 | Typography, Referenced 



abcdefghi ik 

mnopqrstuvw 

xyz ABCDEFG 

HUKLMNOPQ_ 
RSTUVWXYZ 
1234567890 
£80) 4 e 

kon light letterfo 



INFLUENTIAL TYPE DESIGNERS 

-Pre-twentieth Century 
John Baskerville, Giambattista Bodoni, William Caslon, 

Firmin Didot, Pierre Simon Fournier, Claude Garamond, 

Philippe Grandjean, Robert Granjon, Francesco Griffo, 

Jean Jannon, Nicolas Jenson, Aldus Manutius 

John Baskerville 

British, 1706-1775 

Typeface: Baskerville (1757) 

30rn in Worcestershire, 

England, John Baskerville 

moved to Birmingham 

in 1725 where he began 

working as a writing and 

cutting master of gravestone 

inscriptions. Baskerville 

was cranky, vain, and 

scornful of convention. 

His peers disapproved 

of him, his type, and his 

printing. Baskerville 

was also an iconoclast of 

the first order. He lived 

with a woman for sixteen 

years before marrying her 

(something not unheard 

of in eighteenth-century 

England, but also not 

something approved of by 

eighteenth-century society). 

He also had a lifetime 

aversion to Christianity, 

even going so far as to 

build a mausoleum on his 

property for his burial. 

Almost no one liked 

Baskerville’s fonts or print- 

ing; his work was truly 

created out of love for the 

craft. In the truest sense of 

the word, Baskerville was 

an amateur. Freedom from 

paying customers, however, 

provided him an advan- 

tage: He could take as much 

time and be as demand- 

ing as he wanted. Lack of 

paying clients also provided 

Baskerville the opportunity 

to experiment with practi- 

cally every aspect of type 

founding and printing. 

In 1750, he set up his 

first printing press and 

soon realized that existing 

ypefaces, substandard 

drinting inks, and the 

echnical limitations of the 

eighteenth-century printing 

ress prevented him from 

neeting his own high 

PVIRGILII MARONTS 

BUCOLICA 
ECLOGA I. cui nomen T/ITYRUS. 

MELIBOEUS, TITYRUS. 

ITYRE, tu patule recubans fub tegmine fagi 

Silveftrem tenui Mufam meditaris avena: 

Nos patriz fines, et dulcia linquimus arva; 

Nos patriam fugimus: tu, Tityre, lentus in umbra 

5 Formofam refonare doces Amaryllida filvas. 

JT. O Meliboee, Deus nobis hec otia fecit: 

Namque erit ille mihi femper Deus: illius aram 

Sepe tener noftris ab ovilibus imbuet agnus. 
Ille meas errare boves, ut cernis, et ipfum 

10 Ludere, que vellem, calamo permifit agrefti, 
M. Non equidem invideo; miror magis: undique totis 

Ufgue adeo turbatur agris. en ipfe capellas 
Protenus zger ago: hanc etiam vix, Tityre, duco: 
Hic inter denfas corylos modo namque gemellos, 

15 Spem gregis, ah! filice in nuda connixa reliquit, 
Szepe malum hoc nobis, fi mens non leva fuiffet, 
De ccelo ta@as memini pradicere quercus: 
Sepe finiftra cava predixit ab ilice cornix. 
Sed tamen, ifte Deus qui fit, da, Tityre, nobis. 

20 TJ. Urbem, quam dicunt Romam, Melibcee, putavi 
Stultus ego huic noftre fimilem, quo feepe folemus 
Paftores ovium teneros depellere foetus. 
Sic canibus catulos fimiles, fic matribus hoedos 

A Noram; 

Virgil, 1757 



book-production standards. 

Up to this point, printed type 

lacked clarity and definition. 

The spread of ink on paper 

created heavier, softer 

letterforms than their metal 

type counterparts. Baskerville 

modified his printing 

press to reproduce a lighter 

typographic impression, used 

denser and more concentrated 

inks for enhanced contrast 

(230) and clarity, and 

introduced the use of hot- 

pressed “calendared” or 

wove paper that had a harder, 

crisper, less absorbent surface 

not previously available. 

These innovations provided 

him with finer results in 

the printing process, as 

well as a more pronounced 

visual contrast on the 

printed page (this became 

an inherent characteristic 

of his typefaces, too). 

While Baskerville 

contributed significantly to 

eighteenth-century printing, 

he also was a true innovator in 

designing type. His typeface, 

Baskerville, possesses sharp, 

vertical proportions with stark 

contrasts between their thick 

and thin strokes. It is one of 

the few eighteenth-century 

Giambattista Bodoni 

typefaces successfully adapted 

to accommodate a wide range 

of technological advances. 

It remains one of the most 

attractive and legible (330) of 

all text typefaces (212). 

His attention to fine 

detail and perfectionism 

to typographic nuances 

carried over into his romans, 

italics, large-scale capitals, 

small capitals, and Old 

Style (54) numerals. It’s also 

noticeable in his unorthodox 

use of judicious leading and 

letterspacing. While the 

typeface Baskerville remains 

one of the most distinctive 

and legible Transitional (55) 

typefaces ever designed, most 

British printers continued 

to use Old Style or Garalde 

typefaces such as Garamond 

(162) throughout the 

eighteenth and nineteenth 

centuries. The typeface 

Baskerville was largely 

forgotten until Bruce Rogers 

(99) rediscovered it in 1917 and 

prompted several revivals. 

Italian, 1740-1813 

Typeface: Bodoni (1798) 

In the late eighteenth century (10), 

Giambattista Bodoni was one of the most 

renowned punchcutters, type designers, 

and printers in Europe, as well as the 

creator of one of the first Modern or 

Didone (56) typefaces. Born in 1740 in 

the northern Italian city of Turin, he was 

the son of a printer. At age eighteen, he 

worked as a compositor for Propaganda 

Fide in Rome and then became director 

of the Duke of Parma’s press at the age of 

twenty-eight. 

Typefaces created during the same 

time period by designers Pierre Simon 

Fournier (73) and Firmin Didot (73) 

influenced Bodoni’s work. He used them 

as his primary references in developing 

his typeface, Bodoni, in 1798. It was one 

of the first Modern typefaces to exhibit 

extreme contrasts (230) of light and 

dark in its thick and thin strokes, as 

well as have a vertical stress and razor- 

sharp serifs with unsupported brackets. 

During his lifetime, Bodoni also 

designed numerous script typefaces. 

This designer documented his 

philosophy and principles of typography 

in his Manuale Tipografico, which 

reveals his innovative use of large-scale 

type, generous white space (228) on the 

page, and minimal page ornamentation. 

Bodoni’s typography and type designs 

are still regarded as among the most 

refined and elegant ever produced. He 

created hundreds of fonts—all in the 

Bodoni style. An 1840 inventory of 

his output showed more than 25,000 

punches and more than 50,000 matrices. 

GIAMBATTISTA BODONI 

MANUALE 

TIPOGRAFICO 

DEL CAVALIERE 

VOLUME PRIMO. 

PARMA 

PRESSO LA VEDOVA 

MDCCCXYVIIT. 

Bodoni, 1816 
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A -SORSE C. i Ma ia 
By W.CASLON, Letter-Founder, in Ironmonger-Row, Old-Street, LONDON. 

DousBLe Pica RoMAN. 
Quoufque tandem abutere, Cati- 
Jina, patientia noftra ? quamdiu 
nos etiam furor ifte tuus cludet ? 

A B ( D EK quem ad finem iefe effrenata_jac- 
ABCD EFG ABCDEFGH JIKLMNOP 

ABCDEFGHI 
Quoufque tandem abutére, Catilina, pa~ 

ABCDEFGHIJK 

tientia noftra ? quamdiu nos etiam fu- 
ror ifte cuus cludet? quem ad finem fe- 

ABCDEFGHIJKL 
ABCDEFGHIKLMN 

fe effrenata jadabit audacia ? nihilne te 

French Cannon. 

noGurnum prefidium palatii, nihil ur- 

Quoufque tan- 
woufque tandem abutére, Catilina, parientia 

noitra? quamdiv ngs etiam Aror ifte cis clader? 
quem ad finem Gofe efffenatn jrctabit artetacia? 
nihkilne te nogtirnum prafidiam patacii, nihil 
urbis vigilix, nihil timor populi, abil confen- 
fis bonoruny omnium, nihil bic munitifimus 

Double Pica Italich. 
Quoufque tandem abutere, Catili- 
na, patientia noflra ? quamdiu 
nos etiam furor ifte tuus eludet ? 
quem ad finem fefe effrenata Jac- 
ABCDEFGCHFIKLMNO 

Great Primer Italick. 
Quoufque tandem abutére, Catilina, pa- 
sentra nofira P guamdiu nos etiam fu- 
ror ifle sus eludet ? quem ad finer Jefe 
effrenata jaftabit audacia ? nihilne te 
noklirnian prifidiums patatit, nihil ur- 

bis vigilic, nihil timor populi, nihil con- 
ABCDEFGHIFKLMNOPQR 

Englifh Italick. 
Qyerfpue tandem abutere, Catiling, patientia nof- 
frat quavitin wes etiam furor ifle tuus sludet? 
quem ‘ad finem fofe efivuata jablabie audacia? 
nibilee te nosturniin precflitun patatié, nilel ure 
bis exile, nibit tina fopuli, nibil conjinfes be~ 
nortan onninm, nil Ine munitiffimus babenal fi 

Pica Wisck. 
Tno be it further cnaken bp the Butboyity 

Afoyefain, Chat all awd cverp of che (aid r+ 
cheque Wills to be made forth op victuc of 
this AR, oj fo manp of them ag fall from 
ABEDEMOHILRLYAOPOHRST 

Brevier Rac. 
Ane be it Racers nai be rhe Durdnity eset. Loar a and eae 
roe Gib Lrutraure Balle v9 Be mene Couch by Gur a fine BAY ay Te 
sre Be Hen pe ibeld Cedar Heme (9 Ome (CaN wal Nt me ane 
C1Hieb wl pT WageEgIG AnD FENCCILNG Ube Gime purtuanst te Ha ME, 

Pica Gorhick. 
ATTA DNSAK OD iN hIMUNAM YOIRNAL 
NAM WEIN UIMAL YINAINASSNS VEINS 
VAIKYALVIAGA GINS SYS YN DIMINA 

Pica Copsick 
Den otzpscn 24h ossed dr de nea nx 

ABI MrEZ\ DE KE OTAONAT Cpoy NC oYOZ, 

Rareokf orca: magqock cxen GnorN oFog, 

OMANE ATOeT neginnor gixcn MinWwoY >- o- 

fee Armouan, 

cet heheh be endae, 
i omeybe te & help dh “9 

fn pep bo pre Sn dK ‘he flip ped eid 
Darqarnnpargs ke vimury pay lnn (Oly mygnye begiile 

bis vigili, nihil timor populi, nihil con- 

ABCDEFGHIJKLMNOPQRS 

dem abutere, 
Catilina, pati- 

Encrisn Roman. 

Quoufgue tandem 
abutere, Catilina, : 
patientia nofira? ' 

Caslon, 1734 

Two Lines Great Primer. 

Quoufque tandem : 
abutere, Catilina, 
patientia noftra ? 
quamdiu nos etiam 

Quoufgue tandem a- 
butere, Catilina, pa- 
trentia noftra? quam- 
diu nos etiam furor © 

Two Lines Englith. 

Quoufque tandem abu- 
tere, Catilina, patientia = 
noftra ? quamdiu nos e- 
tiam furor ifte tuus elu- William Caslon 

quamadiu nos etia 
British, 1692-1766 Ber 

RR 
Typeface: Caslon (1725) 

William Caslon was well known in eighteenth-century 

Great Britian for designing typefaces that had crisp, upright 

characters. He was the first British type designer of any 

renown, responsible for ending British printers’ dependence 

on using imported Dutch and French typefaces that 

had dominated printing and publishing throughout the 

seventeenth century (10). 

30rn in Worcestershire, England, Caslon began his career 

as an engraver before becoming interested in punchcutting 

and type design in 1722. His first roman typeface, the Pica 

Roman (circa 1725), was closely based on a Dutch typeface. His 
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Quoufque tandem abuiere, § 
Catilina, patientia nofira? . 

ABCDEFGHIJKLMNOPQRSTVUW 
Pica Rowas 

Melium, novis relus fudenrem, sant fa oceldir. 
Fuit, fuie ihe quondany in tac epub, virtua, ut viel 
fortes acrioribus fupplictis civem jansiciotony, quam 
acerbiffinyuay holtens cocrecrenc. } Labyininns enion fe 
nacufconfultum ia te, Catilina, vehemcns, & prive 

ABCDEVGHIT KLMNOPQRSTVU 

Pica Malick, 
Melium, nevis rebas fndentem, manu fua ecctdit 
Fuit, fait ifn quondim in bac repub, virtiiy, wt virk 
fortes ncriaribns jupplicitn Croan perniviofum, quam a- 
cerbifimum boftcin cosrcerent.  Eubemss enim Jenatnfe 
confultumn ine te, Catilina, vebement, & grave: non degft 
reip. confilinin, argue aiteritas bujies ordinis : uo}, -Wet, 
dice operts, confules defines. Deerevit quendan fenatus 
ABCDELGUITKLMNOPQRSTHUWXTZ 

Engi Syrinck. 

Juras proses Jado); fuse 
rede, ~ Xo, NE Be ee 
Besa be mD \o0eu JI} Roh |) os 

Pea Samaritan 

MATS ATA WN wT EOT Sims YSoTO 
VISMZL MH N59 IST SAMS Ae AS SOE KITT 

Dh Iw vets so Ast 
hon decit reip. confliuin, neque atoricas busus or- 
dinis: nos, nos, stico aperne, confules defunus, De- 
ABCDEFGHIJKLMNOPQKSTVUWX 

th * Smate Pica Roman. Nor Small Pira Ital. No 1. & Englits Aralick, a 
AC nor vigefirnuin’ jam diva pitimur hicselcere scien honum At jam dies patimur bebyfiere atiem beewm me B SAP Dy ope MIRGY 9 gd wT hy ¥ 

Satna prac satel ache, OT aay = Wl Ay) Ud ge a 
o nterfettums (6 05e 

pmuenit. Vivir: S vveit men ad dezanenlam, 
afiemontam owdxiam, Cupin, P. Cry 

apie it ripe pericwily aon difllvturs veleris fad ‘er 
ABCDEFGHIFRLMNOVARSTFIUXYE 

“Small Pica fralict, Nos. 
AE mes vlgefirmicm jem divin patimur lulafiers aciem beeum mi- 
recitatin, Inederams anim lonjufmied fooatufvenfiultam, verwnctomen 

VG cya od Sed Y o OIPN CaP co TEM 
me alle lementors a, P. Ce 

ub, periculis non dif eiciamaton ance YN gt yal “ey ON do ow 
io in nts rey 

AUCUDERGHIJKLMNOPQRSTVUWXYS Hebrew wish Points 

ND -AN) OY AN OTN NIB ENT 
DY woody Wo way HA aT 

Swace Pica Roman. Now, 
yum jam diem patimue hebe(cere acicn bani 

jacana enim bijuimali fownulcontukum, ve- 
ON 

Tannen Incluluny in Ubutisy tanquam pladium in vagina Mlafum ia tabutit, tonguars gladiem 1a wagina recenbiium 2 - Po. 
ceonslitum = quo ex fenatuGontalte confeltin interletuny te ge x fonatafieyute cenfsflim tntnfodtum te ale, Catiling, cox * OE" Spy | 9 on? 

effe, Catilina, convenit, Vivir: b viviy non 2d adam, es Meas i pane of a perce fed ak cofrram 89 V3. OF nan 3479 earns Obs SD 
fol al conirmandam audscam. Cupo, P. Cy me elle dar ondnciam, Cupie, P. Gy me rffé clementem> copie in tantit we Raber tact Ty een a 
elements reatis ron titotars -Peipab. pecitnlix naw defilutone eidert fod ceri ie aah ep etpor YN) ody ae | em ran 

AUCDEPGHIDRLMNOP QRSTIUW XY 
upto in entis reipub. pe 

ABCDEFGHIJKLMNOPQRSTVUWKYZ 
Lang Primer biatict, Nov, Ucbrew withour Posi 

OS NA ANTON AN OFDR 83 ea 
pry mm own wy em wat wn aaa 
PTs 'T OTN aN OT Dy Moms. 

a Ta oTbs Ady BOD wens by av 
Ie A NAP IEMMOY sd OSX PT Jen gar 

Lowe Paswan Rowse Not 
Verim ego hoc, qued jpmpridens fattum elfe oportuie, cere de 
cuit nondum addacor vt facam. tum de com = 

Amv nemo fam improbait, fm perdea 
i id non jure faClam elle fateat 
defo wor 

Cevilin 
trom k im quid © atque cvtalient. Erca: 

KUMNOPQRSTUV WAY 2 A Brevler Hebrew 
ANT MED LM) D2 AX ON i: st Remi tusas alate Ne Won tat aecas canbe hin EOIN OI oR st 

age Bees gand jaurpeldim fallen DO WTA OT RT TINCT AWE Sin veN 
lem tome Mini SEntror wd GPK PAP FET FD! WBE PD OF oa 

Engl) Greek 

Mpedcag ¢ exO3¢ ty 1S evgsuuals 1S ae_l 
dawg (Gag 84 9 AGE ws trrdicen mH) 
ngdig dxepeinilas, Opi vag Mien, tea tye piprpar 

‘ J ply Menai, vil the sealden tic Sm dpuars, 
seigfien et mem hfe, @e vies why avlonpetreges “plheuarer pneu, dire v4 

fa melts mein OF frmir 
te entire tempeh, pat. malteram 4 

t cy wee jeialim, frat aibas facrant, fpealaberter, 
digas ratndinet Etvwim quid cf, Cavilind, quad jam ampli pefpefr, 
ABCOBFCHITKLMNOPQKSTPUM NILA 

foils. mullorans te €Giam ocd A176 nM fe : 
Tecerun(, (peculilasnear, stqve evedient Et id 
ABCDEVEULPRLEMNOFQRSTVUW 

Pict Greek, 

eee TAMA D Mpa ome Fe 
Was Pea 

ogi 
ee Om! 
2 (in Zo vin Ele 

Pics Sener. 

Da be ba mid Zpimmun. 
wit ry elle 

Prune honmenoyeegeyyionice FPASMM Tore pegum pre ager 
7 Bepeone pop erweme aban an CEO PED he you “ ad 

3 SESES UATE ©0: ry 
Rai ITS MENTOR Choon oneesoonooeses 

subsequent typefaces included Caslon English, Small Pica No. 

1, Long Primer No. 2, and the celebrated Great Primer Roman. 

He was one of the first type designers to publish a specimen 

sheet illustrating almost the full range of his roman typefaces. 

Caslon’s typefaces marked the end of the Old Style (54) or 

Garalde era and for more than 200 years became the standard 

roman for most printers in Great Britain. William Caslon was 

undeniably the most important member of the Caslon family 

due to his contributions to typeface design, but the Caslon 

family continued in the type foundry business until 1938 as the 

Stephenson Blake & Co. Foundry. 



Firmin Didot 

French, 1764-1836 

Typeface: Didot (1784) 

OEUVRES - 
DE 

oy. 
TOME PREMIER. 

JEAN RACINE 

$* 
‘ * * 

ar BOA “* eS * * 
: % 4 ¥ 

md ye Se eT ys 

bia ena ok ee 
oe ae ‘. 2 & 

P A PARIS, * 
+ ee 

DE LIMPRIMERIE DE PIERRE pIDOT LAINE, 
& AU PALAIS NATIONAL DES SCIENCES Br ARTS. : 

AN IX; M,péccL 

Ses 
: / 

Didot, 1801 

The Didot family of Paris was involved in every aspect 

of publishing, printing, type design, punchcutting, and 

paper manufacturing during the late-eighteenth and 

early-nineteenth centuries. Firmin Didot, grandson of 

the founder, is historically known as the most important 

member of this family because he is commonly thought to 

have produced the first Modern typeface. 

In 1783, at the age of nineteen, Didot took control of his 

father’s type foundry. The following year, he produced 

the first Modern typeface characterized by thin, slab- 

like, unbracketed serifs, a marked vertical stress, and an 

abrupt transition from thick to thin strokes. During this 

same time period, the Didots began reproducing these 

typographic details for the first time by using wove paper 

and an improved printing press. As a result of these 

developments, Didot (161) became the prevalent book type 

used throughout France during the nineteenth century 

(12). It is still in use today. 

Pierre Simon Fournier 

French, 1712-1768 

Typefaces: Fournier (1742), Narcissus (1745) 

MANUEL 
TYPOGRAPHIQUE. 

NZ, 

PREMIERE PARTIE. 
wy, 

LA GRAVURE, 
OU TAILLE DES POINGONS. 

P. UR étre un bon Graveur de Caraftéres , 
if faut étre Typographe , Celt-a-dire , favoir 
tous les détails du méchanifme de la Fonderie 
& de Imprimerie, afin d’y affujétir fon travail. 
Maitre de l'art , le Graveur doit tout pene 
dans la fonte & dans l’impreffion. C’elt par-la 
que les Simon de Colines , les Garamond, les 

Fournier, 1766 

Pierre Simon Fournier, also known as Fournier le 

jeune, was the youngest son of the Fournier printing 

family. At an early age, he developed an interest 

in engraving woodblocks and large capitals before 

moving on to punchcutting and type design. 

In 1736, he established his own foundry in Paris, 

where he cut and designed more than 147 typefaces 

and typographical ornaments, and developed the 

idea of the type family. In 1737, he published the 

first version of his standardized system of type 

measurement—the point—and in 1742, published his 

first type specimen book. 

Fournier’s typefaces were influenced by the 

Romain du Roi cut by Philippe Grandjean (75) in 

1702 and by the narrow proportioned letterforms 

predominantly used at that time by printers and 

publishers in Holland and Germany. Fournier 

designed one of the first early Transitional (55) 

typefaces, St. Auguston Ordinaire, which served as 

the model for Monotype’s Fournier released in 1925. 
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Claude Garamond 

French, 1500-1567 

Typefaces: Garamond (circa 1530), Grecs du Roi (circa 1549), Granjon (1561) 

Claude Garamond was the 

first to sell fonts of his type 

to others as a business. He 

also was the first designer 

to create typefaces, cut 

punches (used to make letter 

molds), and sell the type 

produced from the punches. 

Unfortunately, though 

many bought and used his 

fonts, Garamond had little 

lasting financial success in 

this business. In fact, when 

he died, he owned little 

more than his punches, and 

shortly after his death his 

widow was forced to sell 

even those. Thus began 

the time-honored tradition 

of type designers creating 

beautiful tools for others to 

use profitably. 

On the plus side, 

Garamond was the most 

distinguished type designer 

of his time, perhaps of 

the entire Renaissance 

period. He worked with 

several punchcutters before 

starting a career of his own 

in the early 1520s in Paris. 

He designed many roman 

typefaces, including two 

italics, and a full set of 

chancery Greeks. 

In the late 1520s, French 

printer and classical 

scholar Robert Estienne 

commissioned Garamond 

to cut typefaces for several 

publications, including the 

1530 edition of Paraphrasis 

by Erasmus. Following 

the positive reception and 

success of Garamond’s 

roman typeface, which he 

based on one designed by 

Aldus Manutius (78) for 

a 1455 edition of de Aetna, 

Garamond was asked by 

King Francois I of France 

to design a Greek typeface 

for his exclusive use, now 

known as Grecs du Roi. 

By the end of the 

sixteenth century (10) 

Garamond’s roman 

typeface had become the 

standard European style. It 

was still in use 200 years 

later. In the beginning of the 

twentieth century (16), new 

versions of Garamond (162) 

style begin to appear again 

in print shops. 

5 

PAVLI IOVII NOVOCOMEN-: 

fis in Vitas duodecim Vicecomitum Mediolani 

Principum Prefatio. 

aE LV Scenic hie 
e 4 1ifimz Vicecomitum fami- 

liz qui ambitiofiusapraxalta 
Romanorat Cafarum origi- 
ne, Longobardifg; regibus 
'deducto {temmate, repete- 
re contédunt, fabulofis pe- 

Eine initiis inuoluere viden- 
——— 41 tur. Nos autem recentiora 

illuftrioraque, vti ab omnibus recepta, fequemur:c6- 
tentique erimus infigni memoria Heriprandi & Gal- 
uanii nepotis , qui eximia cum laude rei militaris, ci- 
uili{que prudentiz, Mediolani principem locum te- 
nuerunt.Incidit Galuanius in id tempus quo Medio- 
lanum a Federico AEnobarbo deletii eft, vir fumma 
rerum geftarum gloria , & quod in fatis fuit, infigni 
calamitate memorabilis Captus enim , & ad trium- 
phum inGermaniam duétus fuiffe traditur: fed non 
multo poft carceris catenas fregit, ingentique animi 
virtute non femel cafis Barbaris, vltus iniurias, patria 
reftituit.Fuit hic(vt Annales ferunt)Othonis nepos, 
cius quiab infigni pietate magnitudineque animi,ca 
nente illo pernobili claffico excitus, adfacrii bellum 
in Syriam contendit,communicatis f{cilicet confiliis 
atque opibus cii Guliermo Montifferrati regulo, qui 
aproceritate corporis, Longa fpatha vocabatur. Vo- 
luntariorum enim equitum ac peditum deledtz no- 

Auli. 

Garamond, 1549 
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Philippe Grandjean 

French, 1666-1714 

Typeface: Romain du Roi (1705) 

Une aoegpier hiflorique & allésorique aurait accompagne les 

deffins, 7 chaque page de la defcription devait étre entource d'un 

cadre different, également compofé & gravé par Cochin. Au bas 

de chaque defcription fe trouyerait un cul-de-lampe allevorique. 

Romain du Roi, 1705 

The Romain du Roi designed by Philippe Grandjean in 

1705 marked a significant development in typography 

history: It was the first new typographic development 

that diverged from the Old Style (54) typefaces prevalent 

throughout Europe during this time period. Therefore it’s 

identified as the first Transitional (55) typeface. 

Philippe Grandjean de Fouchy was born in 1666. Asa 

young man in Paris, he visited a printing office by chance, 

which led him to design a set of type capitals. A member 

of the Royal Court saw Grandjean’s early attempts, recom- 

mended him to Louis XIV, and subsequently, Grandjean 

started working for the Imprimerie Royale. 

In 1692, Louis XIV appointed a committee to draw up 

plans for a new typeface that would become the exclu- 

sive property of the Imprimerie Royale. The committee 

studied typefaces then in current use, historical man- 

uscripts, and geometric principles. The outcome of this 

extensive study became the typeface Romain du Roi 

translated as the “King’s Roman.” Grandjean was 

assigned to cut this new typeface, which took him eight 

years from 1694 until 1702, and ultimately established 

his reputation. 

Grandjean’s Romain du Roi remained popular 

throughout the eighteenth century (10), and despite 

its protection under the King’s law, was extensively 

copied, most notably by Pierre Simon Fournier (73) 

and Firmin Didot (73). 

Robert Granjon 

French, 1513-1589 

Typeface: Parnagon de Granjon (circa 1550) 

ce 

PREMIER LIVRE DES 
NM aveatee Febulenfico— , ance feonre— 

Granjon, 1558 

Robert Granjon was a French punchcutter and type 

designer who, during the course of his career, worked in 

Paris, Lyon (France), Antwerp (Belgium), Frankfurt, and 

Rome. He designed many Renaissance and Mannerist 

Romans, italics, Greeks, a Cyrillic, Hebrews, and the first 

successful Arabic typeface. 

His most notable contribution to typeface design was 

his italic type, Parnagon de Granjon, which possessed 

a greater slant angle, slanted roman capitals, anda 

reduced weight. These characteristics, as well as an 

extreme contrast (230) between its thick and thin strokes, 

gave it a beautiful appearance but sacrificed legibility 

(330) and readability (330). Nevertheless, Granjon’s italic 

was the primary influence for italic typeface design until 

revival of the Arrighi model in 1920. (Arrighi’s italic 

typeface [circa 1527] derived from Renaissance Italian 

handwritten scripts known as cursiva humanistica.) 

Matthew Carter (85) based his typeface Galliard primarily 

on the historical forms of Granjon’s romans and italics. 
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Francesco Griffo 

Italian, unknown-1518 
‘ IVNIR TV VENA EES AUQVINA 

Typefaces: TSS AT Rk: Sf pee 
Bembo (1495), 
Poliphilus (1499), EMPER EGO AVDITOR 

“ 6 Hs tantuminw ngwam ne reponam 
Griffo Classico (1501) 7 ¥, epamctes ec rind teehee 

Codri? 

I mpune ergo mbirectaucrit ile 
togatts? 

H ic clegos?vmpune ciem confumpferit ingens 
T clephustant fumnn plenatam margne libri 
S cripius, et in tergo nec dum finitus, Oreftes? 
N ott magss Hulli domins off itt, quam mzhiluars 
M artis et coliis uicrmem ru pilus antrym 
V uletni. Quid agant ucnti, quastorquedt wmbras 
A cams unde dlins furtine deuchat aurum 
P ellile, quantes iaciletur Monychus ornas, 
F rontonis platant, onwil faq; marmora clamant 
S emper,ct affiduorupte leoreclumne- 
E xpeches eadem afummo, minimog; poet 
E t79s ergomanum ferule fubduxinus,ct nos 
© onfilinn: dedinms Syllee, prinatus ut altum 
D ormiret-[telta ef? clemenna,camtet ubique 
v atibus oaurras ,periture parerecharte- 
€ ur tamen hoc libcat potius dectrrere campo, 
P er quem magnus equos Aurunce ficxit alumnus, 
$ inactt,et pladdi rationem adminis ,edam. 
C am tener uxorem ditatt fpado, Menia tl.uform 

Griffo > F iget ¢prum ctnudatencat uenabula mamma, 
Italics P atricios omnes opibus am pronoat unks, 

ee Aaa 
1501 

Francesco Griffo was a Bolognese punchcutter who worked mostly 

in Venice. Aldus Manutius (78) commissioned him to design several 

typefaces, the most important of which is now revived under the 

name Bembo (155). The basis for the typeface came from Pietro 

Bembo’s de Aetna, printed by Manutius in a font Griffo designed. 

Griffo also created several romans, three italics (discussed below), 

four Greeks, and a Hebrew. Though we don't know what happened to 

his original punches or matrices—none of them survived—printers 

and type designers have reconstructed the majority of his letterforms 

by looking at printed books in which his type appeared. Examples 

include Giovanni Mardersteig’s Griffo type, an exact replica of one 

of Griffo’s fonts; Monotype’s Bembo Roman, also loosely based 

on this same font; and Monotype’s Poliphilus, a reproduction of the 

same lowercase (332) with slightly different caps. 

Manutius and Griffo generally get credit for the invention of 

italic type. It made its first appearance in a 1501 edition of Virgil 

based on a script used by the Papal Chancery. Griffo also designed 

two other italics, one for the printer Geronimo Soncino for his 

book Petrarch of 1503, and one for himself. Griffo used the latter 

when, after Manutius’s death, he published small editions on 

his own in his native Bologna. Though the pair had a successful idea, 

later designers followed other models for their italics. 
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Jean Jannon 

French, 1580-1658 

Typefaces: Jannon Antiqua, 

Sarabande (1621) 

Sur quoy vous me permettrés de vous 

demander en cette occafion , ce que, 
=) d S Loa S A 2 Aug. bb. 33. comme iay des-ia remarque,*S. Augu contra Fau/t.c, 

ftin demande aux Donatiftes en vne fem- 7,284.5 
blable occurrence : Quoy done ? lors que fimicquem 
nous lions , oublions nous comment nows anons rien, 
accouftumé de parler? lefirituredu ee Dieu Deisiceras 
dewoit-elle vfer anec nous d autre langage que ers ss. 

2 ftro more fo- 

le noftre' cucura? 

Jannon, 1642 

French punchcutter, type designer, and 

printer Jean Jannon was born in 1580 in 

Sedan, a northern province of France. 

Jannon studied and trained in Paris with 

Robert Estienne, a French classical scholar 

and printer. He first worked as a punchcutter 

and printer at the Protestant Academy in 

Sedan, where in 1621 he developed his first 

type specimen, Caracteres de l'Université. 

Subsequently, Jean Jannon’s roman 

typefaces were used by the Imprimirie Royal 

and in an edition of Cardinal Richelieu’s 

memoirs in 1642. These typefaces are 

considered the first Baroque typefaces. 

Because of his religious beliefs as a 

Protestant, Jannon continually got into 

trouble with the Catholic government 

of France. On one such occasion, the 

government confiscated his fonts. These 

eventually found their way into the French 

National Printing Office, where they 

remained in obscurity for more than 200 

years. In the twentieth century (18), they 

were mistakenly used as a basis for the first 

revival of Garamond’s (74) type. 



Nicolas Jenson 

French, 1420-1480 

Beniuolentiam autem a perfonis ducimus:aut a caufis accipimus:fed 
perfonarum non eft:ut pleriq; crediderint: triplex ratio:ex litigatore:& 
aduerfario:& 1udice. Nam exordium duci nonnung etia ab actore cau’ 
{x fol&:qq enim pauciora de fe ipfo dicit:& parcius:plurimu taméad 
oia momenti eft in hoc pofitu:f1 uir bonus creditur:fic eni continget: 
ut no {tudium aduocati uideatur afferre:fed pene teftis fidem.Quare 
in primis exiftimetur ueniffe ad agendum ductus officio uel cognatio” 

Jenson, 1471 

Titulus 

minitasdidrur non poffe peccare: Bears Diero 
npmue Deus folua oiporens di:d cd oia poffic: 
prccore non por:de pe dt.g.c.ula, Secundo mo 
oiarur non polte peccare;quod haber unfonem 
pertonalem cum natura iucrtibilt. Et hoc modo 
chuftue home peccare non poruit. Unde Dama 
(ee.dicinqp impeccabilie erat dominuetefue. Ler 
rig mode diatur non pote peccarc:quod habet 
coniunenonem uct conuerfionem toralem ad na 
pram inuertibilem per medium quod eft de fur 
pacura nfeparabile: ye elt habirus glove. Ec fic 
fanchlin patnis non poffunt peccarc. po. Lonfor 
tauitid cft roboraute ferae portarum cuarum foi 
Acer fuperne bicrufalom: vr nullus poftit exire (al 
lteet peccendo. Quarto modo diarurnon poffe 
peccare:quod babet coniunctioncm ad naturam 
fnuertibilem per medium:quod afide fut nacura 
{nfcquidem eft (eparabile:fed ramen omnino eft 
{eparatum a concrarto repugnante uel refiftence 
udimpediente: proprerea in fuo fummo eft in 
(eparadile-ut cft pleninudo graric.que fuls in bea 
ta Darla, Et er boc peccarenon poruit. Unde 
abeame Bernardus de Jofeph dicit:¢p redebac 

uirgincm polfe parcre:q Danam polte 
peccare Et erbie pater re(pofio ad obiccta. Pu 

aurem babuit 7/t non ay intra estincto in 
a fomite:tamen ab ertra per mbulanonee:und 
aviaoriam, 

Tertius prutlegi .§.VI. 
by etin quolibet opere fuo meruitfe. Doxtamur 
vosaitapoftolus.g. Lorin, w.ne in uacuum gra 
nam dei reciptaris, Dat dewe granam: yt opcran 
do fecundum eam acquirat fibi meric uite eter 
n¢.Qu/igimr non operatur cum poreftrin uac 
um rfruftra gragam recepit, Quanuis aucey fa 
cin mulns 1 per mulsa bona opa fe erercuennt 
fr gratia:nullue camen fuit:qui fenper in omnt 
opere fuo fecurne fucrit inftincrum graie ; ut fic 
femper merucrit in operibua fuis, boc furt 
paulegium (ingulan{ grane in beata uirgie De 
ris, Tlotandum igitur fecundum Albertus p 
beata Darts quolibermoru libertarbicry ada 
gindum vel pariendum mercbatur: nde no me 
rebarur monbue naturalibuo in quantum nam 
ralibuac vt ofcrando difgerendo ct bulufmdi: qz 
dinonconcurt bberum arbirrium (ed mereba 
turmotibus naruralibus gratia informicaris un 
dermonbusliben arbicrg gracuitie ubt liber 
wbltrium 7 gratia opcrabarur. Sed liberum ar 
bisrium at amenruy: gracia ut fefTo: fecundum 
‘Bah Unde tapoftolua.(. Louin.ry. Tlon aurem 
tgo (ed gratia der mecum fallicer operarur.£t (ic 
merebarur quolibet mons quo conangit merert 
fpagndo Ja paffionbue autem inquanwm ip 
{cpaffiones ab crrrinfeco inferunturcyt Infurie: 

Jenson, 1480 

Becmufquintus, 
vel necefario conrrsbunt ex natura:ut mriticg 
rimot et buiufmodi bomo non meretur : fed i 
Quancim voluntasrationalio informara grans 
ad illa in fufferenciam propua fisertateincanoe 
fic meretur cig, Jugra (llud.g.ad Thr.Si furtiar 
bimus ct conregnabimue. Et fic beata Daria tr 
aciioniburet pafftonibuacr Libero arbitrio pic 
cedentibua: eel co concurrence in eigfemper me 
rebatur. £rad bocfact mpler rano. Prima 
eft: quta fecundum philofopbum.Jnecllecrus 
per rectus cltinili quando fe immulcet fancafticie 
adeductur ab ce. Sed intellectue beate Wari 
nunquam feunmifauir fantafde:ut deducererur 
ab cia: {tc femper rectus fuir, Sed rectus dictur 
cuiue medium non crgtab erremis, Ergo! fem 
per mens ouein fummum bonum princpium + 
finer omnium, Secunda ratio. Ubicunp ratio 
non potchtin difcernendo crrare:et uoluntag.nd 
@ pocelt eligere mulca:(ed eligit ultimum + opd 
mum.Scd urrungp borum fuir in beata Maris 
Luce.x. Dana opnmam partem elegit : (cilica 
untim quod eft fomper abfolute neceffanum (4 
tet fummum bonum:et fic femper ment. La 
ha rano. dict apoftolus pumo Lou.r.Swemé 
ducanita:fue bibuif:fine quid aud fadtie;omnis 
in glouiam dei face. fruftya boc prectperensr:cd 
fuleretur:ul moncrerur:h nullue obferuarct, Sy 
nullug alio:um wiatorum hocfemper feruauix, 
DOportet ergo suquem nuenire:qui boc fecertt: 
alias fruftra. £r ita fulrbeaca Waris, Unde 
Dal in fermone. Unum pro certo fcimue da 
omnis Daric actio fermper intenta fuic in domi 
no. Tlec tamen ex boc equabirur Ltd chilfto qui 
imp:opornonadili chantate bec (aacbascer (ne 
fui indigenna, 

Quartum pauile.¢. vin. 
glum eft purttae in ¢a in fommo. Ad quod fade 
noo ait cf angele; feilicer. Jnucnift gracid apd 
dear igraciam puritecle apod deum : id eft fam 
mam poftdeum,Oiatenim Anf.g ea puritere 
pecuit:vt niteret:qua mator fib deo ncqueat in 
uenin, Nam fi matics in filic fuo:ble eft deus, Et 
av hoc fact quod diamr piouerdio.rry. Aufer 
nubiginem de argento ; et egredicrar use puri 
mum. Argentum precofius merallum cererio 
poft aurum figniicat bearam Dariam : albem 
purttare:et mectofioran perfectione cunctis fem 
tla pot chuftum. De quo dianir Lancic.y, La 
put quaaurum optimum, Rubigo huis pecs sy 
oniginale:quo ablero per fanctificarionem in ute 
ro cht cffecta vas puriflimam, qui 
dem babuie puritstem:ire gy nullo mode wer om 
quam babuitin fe oulginale. Omnca bapetsset 
ud fancnficad in utero: habent paritascm ab 

Nicolas Jenson studied punch- 

cutting, printing, and typography 

in Mainz, the German birthplace 

of typography, before establish- 

ing his own press in Venice. He 

was one of the first printers to 

use type based on the traditional 

roman letter model rather than the 

dark Gothic type found in earlier 

German printed books. His early 

roman letterforms have strong 

vertical stems, and the transition 

from thick to thin reflects the path 

of a broad-nibbed pen. 

Born in France’s northeastern 

district of Sommevoire in 1420, 

Jenson initially apprenticed in the 

Paris Mint before being promoted 

to master of the mint in Tours. 

In 1458, Charles VII sent him to 

Mainz to learn more about the 

new invention of printing. His 

roman type, first used in 1470 

in Eusebius’s De Praeparatio 

Evangelica, was designed 

specifically to typographic ideals 

and in rejection of prevalent 

manuscript models. From 1470 

until his death in 1480, Jenson 

lived and worked in Venice. 

This designer’s roman 

greatly influenced printing and 

typography during its revival 

in the late-nineteenth (16) and 

twentieth centuries (16). Those 

typefaces modeled after his 

include Bruce Rogers’s (99) 

Montaigne (1902), Morris’s Golden 

(1980), and Robert Slimbach’s (101) 

Adobe Jenson (1995). 
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Aldus Manutius 

Italian, 1449-1515 

Aldus Manutius was born in 1449 in the Duchy of 

Sermoneta. He spent his early career working for Alberto 

Pio, the Count of Capri, but left for Venice in 1489 to 

pursue his dream of publishing Greek classics in their 

original Greek. He released his first publication in 1484. 

The early typefaces of this prolific Renaissance printer 

and publisher and his punchcutter Francesco Griffo (76) 

greatly improved on earlier Jenson (77) types. Manutius 

commissioned Griffo to design several typefaces, the 

most important of which is now revived under the name 

Bembo (155). The basis for the typeface first appeared in 

Pietro Bembo’s de Aetna, printed by Manutius in a font 

designed by Griffo. 

Because of the attractiveness and legibility (330) of 

these typefaces, they became the publishing models 

for the next 250 years. Manutius and Griffo typically get 

credit for the invention of italic type, which made its first 

appearance in a 1501 edition of Virgil. 

Poliphilli, 1499 
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INFLUENTIAL TYPE DESIGNERS 

Twentieth Century 
to the Present 

Otl Aicher, Jonathan Barnbrook, Ed Benguiat, Morris Fuller Benton, 

David Berlow, Lucian Bernhard, Charles Bigelow, Peter Bilak, Neville Brody, 

Margaret Calvert, Matthew Carter, Oswald Bruce Cooper, Willem Hendrik Crouwel, 

William Addison Dwiggins, Tobias Frere-Jones, Adrian Frutiger, Eric Gill, 

Frederic Goudy, Luc(as) de Groot, Jonathan Hoefler, Rudolf Koch, Zuzana Licko, 

Herb Lubalin, Martin Majoor, Max Miedinger, James Montalbano, 

Stanley Morison, Aldo Novarese, Paul Renner, Bruce Rogers, Christian Schwartz, 

Robert Slimbach, Fred Smeijers, Erik Spiekermann, Sumner Stone, 

Jan Tschichold, Carol Twombly, Gerard Unger, Jiirgen Weltin, Hermann Zapf 

Otl Aicher 

German, 1922-1991 

Typefaces: Traffic (1974), Rotis (1988) 

Otl Aicher was born in Ulm, Germany, in 1922, Aicher designed the typeface Traffic, 

the same place where he established his own which was used in the public transport 

design studio in 1948. He studied sculpture at systems in Munich and at the Munich Airport. 

the Munich Academy of Fine Arts and was a But his best-known typeface, Rotis, combined 

founding member of the school Hochschule elements of serif, semi-serif, sans serif, and 

fir Gestaltung in Ulm. semi-sans serif. Aicher produced Rotis in four 

He was a type designer, graphic designer, weights—light, roman, bold, and black—with 

author, and teacher who gained worldwide related italics for light and roman. 

recognition during the post-World War 

II period for his identity programs for 

international corporations such as Braun 

(1954) and Lufthansa (1960), as well as for 

his pictogram system for the 1972 Olympic 

Games in Munich. 
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Jonathan Barnbrook 

British, 1966— 

Typefaces: Exocet (1990), Mason (1991), 

Mason Sans, Mason Serif (1992), 

Bastard, Delux, Draylon, Drone, Nixon Script, 

Nylon, Patriot, Prototype, Prozac (1995), 

Apocalypso, False Idol (1997), Newspeak (1998), 

Echelon, Moron (2000), Melancholia (2001), Coma (2002), 

Priori (2003), Tourette (2003, with Marcus Leis Allion), 

Expletive Script (2004, with Allion), 

Infidel, Shock & Awe (2004), 

State Machine (2004, with Allion), Bourgeois (2005), 

Doublethink (2006, with Allion), Sarcasti (2007), 

Hopeless Diamond, Regime (2009, with Allion) 

Jonathan Barnbrook is a British typographer and graphic 

designer. Born in Luton in 1966, Barnbrook studied at 

Central Saint Martins College of Art & Design from 1985 to 

1988 and at the Royal College of Art from 1988 to 1990. 

Initial recognition for his typographic work came 

for his cover art for David Bowie’s 2002 album Heathen, 

which featured the debut of Barnbrook’s Priori typeface. 

Barnbrook has worked with London’s why not associates, 

and in 1990 started freelancing as a designer. In 1996, he 

launched his own digital type foundry, Virus. 

Other well-known typefaces designed by Barnbrook, 

such as Exocet, False Idol, Infidel, and Mason, have emo- 

tional and controversial titles reflecting the style and 

themes found in most of his work. 

rypography, Referenced 

Ed Benguiat 

American, 1927- 

Typefaces: Charisma (1969), Souvenir (1972), 

Korinna (1974, with Victor Caruso), Tiffany (1974), 

Bauhaus (1975, with Caruso), Bookman (1975), 

Benguiat (1978), Benguiat Gothic (1979), 

Barcelona (1981), Modern No. 216 (1982), 

Panache (1988), Edwardian Script (1994) 

Tiffany 

Ed Benguiat is a prolific calligrapher and type designer 

with more than 600 typefaces to his name. He played 

a critical role in establishing International Typeface 

Corporation (ITC) (128), the first independent licensing 

company for type designers, with his first ITC typeface, 

Souvenir. He was vice president of I1rc and worked with 

Herb Lubalin (95) on the influential U&lc magazine. 

Benguiat attended the Workshop School of Advertising 

Art and studied calligraphy under Arnold Bank and Paul 

Standard, both in New York City. After he left his job as 

associate art director of Esquire magazine in 1953, he 

opened his own design studio. In 1962, he joined Photo- 

Lettering, Inc., as its typographic design director. 

In addition to typeface design, he has created logotypes 

for the New York Times, Playboy, Reader’s Digest, Sports 

Tliustrated, Esquire, Photoplay, McCall’s, and Look. 

In 1990, Benguiat received the Gold Medal from the 

Type Directors Club (355) and the prestigious Frederic W. 

Goudy Award in Typography from Rochester Institute of 

Technology (349). That same year, he was inducted into 

the New York Art Directors Hall of Fame. 



Morris Fuller Benton 

American, 1872-1948 

Typefaces: Academy (1896), Cloister (1897), 

Century Expanded (1900), Engravers Old Style, 

Linotext, Marriage, Wedding (1901), 

Alternate Gothic, Franklin Gothic (1903), 

Bold Antique, Cheltenham (1904), 

Linoscript (1905), Century Old Style (1906), 

Clearface (1907), Clear Gothic, Commercial Script, 

Lightline Gothic, News Gothic (1908), 

Hobo (1910), Souvenir (1914), 

Century Schoolbook (1919), 

Canterbury Old Style (1926), Broadway (1927), 

Bulmer, Chic, Modernique, Novel Gothic, 

Parisian (1928), Louvaine (1929), 

Bank Gothic, Piranesi (1930), Stymie (1931), 

American Text, Raleigh Gothic (1932), 

Agency, Agency Gothic, Eagle (1933), 

Benton, Tower (1934), Phoenix (1935), Empire (1937) 

- HARDWARE 
MATERIALS FOR CONTRACTORS AND MECHANICS 

FARMING AND FACTORY 
SUPPLIES 

TRACTOR AND AUTOMOBILE 

SERVICE STATION 

STEPHENER & BUSHSTEIN 
OFFICE AND DELIVERY YARD 

RUNSDEN CENTER, MAINE 

b She ieee 
Benton, 1934 

OLUEFOHUIKL 
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Morris Fuller Benton is known as the most prolific type designer 

in U.S. history and for making enormous contributions to type 

design development in the first half of the twentieth century 

(16). Benton’s father, Linn Boyd Benton, was the first director of 

the American Type Founders (ATF) design department. There 

the younger Benton became his father’s assistant and learned 

every aspect of type founding and design. 

He was the director of the ATF design department from 

1900 to 1937. During his tenure, Benton designed 221 typefaces, 

ranging from historic revivals and original typefaces to his large 

family of Grotesque (60) sans serifs known as Gothics, plus 

eighteen variations on the typeface Century (159), including the 

popular Century Schoolbook. Benton also worked closely with 

his contemporary at ATF, Henry Lewis Bullen, collector of the 

company’s famous type library and mentor of type publicist and 

scholar Beatrice Warde. 
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David Berlow 

American, 1955- 

Typefaces: Belizio (1988), 

Grot, Millennium (1989), Numskill (1990), 

Phaistos (1991), Vernacular (1992), 

Berlin Sans, Gra, 

Meyer Two, Moderno (1994), 

Esperanto, Hitech, Nature, Online 

Gothic, Throhand, Truth, Zenobia (1995), 

Charcoal, Rhode, Techno (1997), 

Gadget (1998) 

Born in Boston, Massachusetts, in 1955, 

David Berlow studied art history at 

the University of Wisconsin—Madison. 

From 1978 to 1982, he worked as a type 

designer for Mergenthaler, Linotype (129), 

D. Stempel AG, and Haas type 

foundries. In 1982, he started as a type 

designer for the newly formed 

digital type foundry Bitstream (124). 

Seven years later, in 1989, Berlow 

opened the type foundry The Font 

Bureau, Inc. (127) with Roger Black, a 

former art director for Rolling Stone. To 

date, The Font Bureau has produced 

more than 300 new and revised type- 

faces and logotypes for clients such as 

the Chicago Tribune, the Wall Street 

Journal, Entertainment Weekly, News- 

week, Esquire, Rolling Stone, and Hewlett 

Packard, as well as OEM fonts for Apple 

Computer, Microsoft, and ITC. The Font 

Bureau’s entire retail library is made 

up of mostly original type designs and 

includes more than 500 typefaces. 

Typography, Referenced 

Lucian Bernhard 

German, 1885-1972 

Typefaces: Bernhard Antiqua, Bernhard Fraktur (1912), 

Bernhard Privat (1919), Bernhard Brushscript, 

Bernhard Cursive Madonna, Bernhard Schonschrift, Lucian (1925), 

Bernhard Bold Condensed (1926), Bernhard Handschrift (1928), 

Bernhard Fashion, Bernhard Gothic (1929), Lilli, Negro (1930), 

Bernhard Booklet (1932), Bernhard Tango (1934), 

Bernhard Modern (1937), Bernhard Tango Swash Capitals (1939) 

Lucian Bernhard (a.k.a. Emil 

Kahn) was a German graphic 

designer, type designer, teacher, 

interior designer, and fine 

artist during the first half 

of the twentieth century 

(16). He was born in 1883 in 

Stuttgart, Germany. Though 

he studied briefly at the 

Akademie in Munich, he was 

largely self-taught. In 1901, 

he moved to Berlin, where 

he became a poster designer 

and magazine art director. 

Bernhard was influential 

in creating two distinctive 

twentieth-century design styles, 

namely Plakatstil (or “Poster 

Style”), which relied on reductive 

imagery and flat color, and 

Sachpiakat (or “Object Poster”), 

which simplified the image 

to the object being advertised 

and its brand name. Both 

of these styles appear in his 

renowned work for Stiller shoes, 

Manoli cigarettes, and Priester 

matches. He also designed 

several roman typefaces 

distinguished by their long 

extenders. These were primarily 

cut and cast by American 

Type Founders and Bauer. 

From 1920 until 1923 when he 

immigrated to the United States, 

Bernhard taught at the Akademie 

der Kunste in Berlin. In 1928, 

he started the Contempora 

Studio with artists Rockwell 

Kent, Paul Poiret, Bruno Paul, 

and Erich Mendelsohn. There 

he worked as a graphic artist 

and interior designer. Between 

1930 and his death in 1972, 

Bernhard worked primarily 

as a painter and sculptor. 



Charles Bigelow 

American, 1945- 

Typefaces: Leviathan (1979), Lucida (1984), 

Chicago, Geneva (1991), Wingdings (1993) 

Lucida 

Charles Bigelow is a type historian, educator, and 

type designer. He was born in Detroit, Michigan 

in 1945 and attended Cranbrook Academy of Art (349) 

from 1957 to 1963. In 1982, Bigelow became one of 

the few graphic designers to receive a MacArthur 

Foundation Prize Fellowship. He also received the 

Frederic W. Goudy Award in Typography from 

Rochester Institute of Technology (349). 

Bigelow’s accomplishments are extensive, including 

establishing Stanford University’s digital typography 

master’s program. He and Kris Holmes cofounded the 

Bigelow & Holmes foundry and designed the Wingdings 

and Lucida type families, the latter of which is one 

of the first fonts to optimize typography for output on 

the lower resolution printers of personal computers. 

This duo also created some of the first TrueType 

fonts, including Apple’s city fonts—Chicago, Geneva, 

Monaco, New York—Apple Chancery, and the 

ubiquitous Microsoft Wingdings font. 

Bigelow taught type design, typography, and the 

history and theory of writing at Stanford University 

from 1982 until 1997. In 2006, RIT’s School of Print Media 

named him the Melbert B. Cary Distinguished Professor. 

Peter Bilak 

Czechoslovokian, 1973- 

Typefaces: Craft (1994), 

Atlanta, Champollion, Holy Cow (1995), 

Masterpiece (1996), Orbital (1997), 

Eureka (1998), Fedra Sans (2001), 

Fedra Serif (2003), Greta Text (2007), 

History (2008), Fedra Mono, Irma (2009) 
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Peter Bilak was born in 1973 in what was then 

Czechoslovakia. Today, he is a graphic and typeface 

designer based in The Hague, The Netherlands. 

He started the type foundry Typotheque (139) in 1999 

and the Indian Type Foundry in 2009. Bilak teaches 

postgraduate typeface design at the Royal Academy 

of Art (347) in The Hague and lectures widely about 

graphic design and typography. He also contributes 

regularly to international publications including Print, 

Eye, Items, tipoGrafica, and Idea. 

In 2000, Bilak and Stuart Bailey cofounded Dot Dot 

Dot magazine, which they coedited until 2007. 
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Neville Brody 

British, 1957- 

Typefaces: Industria, Insignia (1989), Arcadia (1990), Blur, Typeface 6 & 7, (1991), 

Gothic, Pop, Typeface 4 (1992), Dome, Harlem, Tokyo, World (1993), 

Autotrace, Dirty (1994), Meta Subnormal (1995, with Erik Spiekermann) 

Renowned British graphic designer, art director, and typographer Neville 

Brody gained public acclaim in the early 1980s (26) with his highly inno- 

vative approach to typography. 

Brody was born in London in 1957 and attended the London College 

of Printing and Hornsey College of Art. His early work included 

experimental and revolutionary combinations of typographic expression 

for magazines such as the Face and Arena, as well as for independent 

music labels and artists such as Cabaret Voltaire and Depeche Mode. 

In 1988, two volumes about his work became the world’s best-selling 

graphic design book, and an accompanying exhibition of his designs at 

the Victoria and Albert Museum drew more than 40,000 visitors before 

it moved around Europe and Japan. In 1991, Brody started the design 

consultancy Research Studios, the type foundry Fontworks, and Fuse, 

a regularly published collection of experimental typefaces continually 

challenging the boundaries between editorial, graphic, and type design. 

In 2011, Brody was named the new head of the communication art and 

design department at London’s Royal College of Art. 

Margaret Calvert 

South African, 1936- 

Typefaces: Transport (1963), Calvert (1980), A 26 (1994), New Rail (2009, with Henrik Kubel) 
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Jesmond Station sign, 1981 BAA Signs, 1964 
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Margaret Calvert was born in South Africa in 1936. In 1950, Matthew Carter is an English-born American type 

she and her family immigrated to the United Kingdom, | designer, punchcutter, and scholar based in Cambridge, 

where she studied illustration at Chelsea School of Art | Massachusetts. 

and typography at the Central School of Arts and Crafts. He is the son of Harry Carter, a printing historian 

Her former tutor, Jock Kinneir, then asked her to assist and the archivist for Oxford University Press. In 1956, 

him in designing the sign system for Gatwick Airport. Carter spent a year studying the traditional crafts of 

During the 1960s (24), Calvert again collaborated with type design and type founding with Jan van Krimpen’s 

Kinneir on the typography and design of Great Britain’s assistant, the punchcutter P. H. Raidische at the 

comprehensive road-sign system, which included Enschedé Font Foundry (131) in Holland. 

creating the typeface Transport and several pictograms. For the past fifty years, Carter has designed and 

In addition, Calvert has designed integrated lettering made type in every possible medium, from metal to 

and sign systems for British rail, British airports, and film and digital. Prior to starting his own digital type 

the Tyne and Wear Metro. In 1981, Monotype (125) | foundry, Carter & Cone Type, Inc., with Cherie Cone 

released Calvert, an Egyptian typeface originally in 1991, he worked for Mergenthaler Linotype and Bit- 

designed for the Tyne and Wear Metro and later adapted | stream (124). 

for the Royal College of Art. He received the Chrysler Award for Innovation in 

Previously, Calvert was the chairperson of the Design, the Type Directors Club (355) Medal and the 

communication art and design department at London’s American Institute of Graphic Arts (354) Medal. In 

Royal College of Art, as well as a fellow of the University 1981, London’s Royal Society of Arts elected him a Royal 

of the Arts (348), London, and an honorary doctor of the | Designer for Industry. Carter was named a MacArthur 

University of Brighton. | Foundation Fellow in 2011. 
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Oswald Bruce Cooper 

American, 1879-1940 

Typefaces: Oz Poster, Packard (1913), 

Cooper Old Style (1919), Cooper Black (1920), 

Maiandra (circa 1924), Pompeian Cursive (1927), 

Cooper Fullface, Ozwald (1928), 

Highlander (circa 1930), Oz Brush (1930) 

Oswald Bruce Cooper was born in 1879 in Mount Gilead, 

Ohio. He left his hometown at a young age to become 

a printer’s apprentice and to study illustration at the 

Frank Holme School of Illustration in Chicago. 

It was at the Holme School that Cooper befriended 

his lettering instructor, Frederic Goudy (90). He 

soon became part of Goudy’s circle of artists and 

designers, including Will Ransom and William 

Addison Dwiggins (87). The same year, Cooper formed 

a creative partnership with Fred Bertsch—aptly named 

Bertsch & Cooper—designing general typography, 

newspaper advertisements, and layouts for books 

and magazines, with Cooper specializing as a hand- 

lettering artist. In 1913, he achieved his first notable 

success with lettering he designed for the Packard 

Motor Company. He subsequently received a design 

patent and released the lettering as the typeface 

Packard by American Type Founders. 

To supplement lettering and layout services, Bertsch 

& Cooper added typesetting in 1914. Shortly after that, 

Cooper designed Cooper Black, the first typeface with 

rounded serifs that started the twentieth-century (16) 

trend for ultra bold typefaces. It was an immediate 

success and became one of the most popular typefaces 

in the United States during the 1920s (20) and 1930s 

(21). He created a companion italic in 1924. 

Typography, Referenced 

Willem Hendrik Crouwel 

Dutch, 1928- 

Typefaces: Vormgevers (1962), Edgar Fernhout (1964), 

New Alphabet (1967), Gridnik (1974), Fodor (1977) 

Willem Hendrik Crouwel (also known as Wim) is a 

Dutch graphic designer, type designer, and educator. 

He was born in Groningen, The Netherlands, in 1928, 

and studied fine arts at the Academie Minerva there 

from 1947 until 1949. He also studied typography at 

Amsterdam’s Gerrit Rietveld Academie. 

In 1963, he cofounded the design studio Total 

Design (currently known as Total Identity) with 

graphic designers Benno Wissing, Friso Kramer, and 

the Schwarz brothers. In 1967, Crouwel designed 

the typeface New Alphabet, a font that embraces 

the limitations of cathode ray tube technology and 

therefore only uses horizontal and vertical strokes. 

Throughout his career, Crouwel has also been 

dedicated to design education. He taught design at 

the Royal Academy of Art (Akademie Voor Kunst 

en Vormgeving St. Joost or AKV|St. Joost), at the 

Gerrit Rietveld Academie, in Delft University of 

Technology’s department of industrial design, and at 

Erasmus University Rotterdam. 

From 1985 to 1993, he was director of the Museum 

Boijmans Van Beuningen in Rotterdam. In 2009, 

Crouwel received the Gerrit Noordzij Prize from 

the Royal Academy of Art (347), The Hague, for 

extraordinary contributions to the fields of type 

design, typography, and type education. 



William Addison Dwiggins 

American, 1880-1956 

Typefaces: Metro, Geometric 415 (1929), 

Elante, Electra, Transitional §21 (1935), Caledonia (1938) 

Winchester (1944), Eldorado (1953), Falcon (1961) 

— 

Eldorad > 
V4 
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William Addison Dwiggins was born in 1880 in 

Cambridge, Ohio. At nineteen, he studied lettering 

with Frederic Goudy (90) at the Frank Holme School 

of Illustration in Chicago. 

Dwiggins pursued a diverse career that included 

illustration, calligraphy, printing, advertising, and 

book design. After working as a freelance designer, 

he was appointed acting director of Harvard University 

Press in 1917, and in 1919, founded the Society of 

Calligraphers in Boston. 

At age forty-four, he began designing typefaces 

exclusively for the Linotype (129) machine and at the 

invitation of Mergenthaler Linotype. His first typeface 

was asans serif, Metro. His best-known typeface, Cale- 

donia, combines characteristics of the Scotch Romans 

and the typeface Bulmer designed by William Martin. 

In the 1930s (21) and 1940s (22), Dwiggins created the 

typographic house style for publisher Alfred Knopf 

in New York City. In 1929, the American Institute of 

Graphic Arts (354) awarded Dwiggins his profession's 

highest honor, the AIGA medal. 

5) 

Tobias Frere-Jones 

American, 1970- 

Typefaces: Dolores, Nobel (1991), 

Archipelago, Garage Gothic (1992), 

Cafeteria, Epitaph, Interstate, Reactor, 

Reiner Script, Stereo (1993), 

Armada, Fibonacci, Hightower, Niagara (1994), 

Asphalt, Citadel, Microphone, Pilsner (1995), 

Whitney (1996), Griffith Gothic, Phemister (1997), 

Grand Central, Welo Script (1998), Gotham, Retina (2000), 

Nitro, Surveyor (2001), Exchange, Idlewild (2002), 

Dulcet, Monarch (2003), Argosy, Tungsten (2004) 

Tobias Frere-Jones is a prolific type designer and teacher, 

and the director of typography at Hoefler & Frere-Jones 

(132), a prominent type foundry in New York City. 

After completing his studies at the Rhode Island 

School of Design (349) in 1992, he joined The Font 

Bureau, Inc. (127) in Boston as a senior designer. During 

his seven-year tenure there, he created some of the 

foundry’s best-known typefaces, including Interstate. 

Frere-Jones left The Font Bureau in 1999 to return to 

New York City, where he began working with Jonathan 

Hoefler (92). In the past decade-plus, he has designed 

more than 500 typefaces for publications, institutions, 

and corporate clients including the Wall Street Journal, 

Martha Stewart Living, GQ, Esquire, the New York Times, 

and the Boston Globe. 

He joined the faculty of the Yale School of Art (349) 

in 1996, where he continues to teach graduate-level 

typeface design courses. In 2006, Frere-Jones became 

the first American to receive the Gerrit Noordzij Prize, 

presented by the Royal Academy of Art (347), The Hague 

in honor of his unique contribution to type design, 

typography, and type education. 
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Adrian Frutiger 

Swiss, 1928— 

Typefaces: Phoebus (1953), 

Formal Script, Ondine, President (1954), 

Egyptienne (1955), Meridien, Univers (1957), 

Opera (1959), Apollo (1962), 

Serifa (1967), OCR-A, OCR-B (1968), 

Iridium (1972), Frutiger (1976), Glypha (1979), 

Breughel, Icone, Versailles (1982), 

Janson (1985), Centennial (1986), 

Avenir (1988), Westside (1989), 

Herculaneum (1990), Vectora (1991), 

Pompeijana, Rusticana (1992), Nami (2006) 

Adrian Frutiger is one of the greatest 

typographers and typeface designers of the 

twentieth century (16). He created more 

than 175 typefaces, many of which have 

become notable fonts, including Univers 

(181) and Frutiger (173). He also was one of 

the first type designers to create type for 

film and photocomposition. 

Frutiger was born in Switzerland in 

1928 near Interlaken and apprenticed 

as acompositor to a local printer. From 

1948 to 1951, he was a student at the 

Kunstgewerbeschule, where he was 

studied graphic design, calligraphy, wood 

engraving, and sculpture. Following his 

studies, he relocated to Paris, where he 

worked at the renowned Deberny & Peignot 

type foundry until 1962, the year he started 

his own graphic design studio in Arcueil, 

a Paris suburb. 

He has taught typography and 

illustration at Ecole Estienne (347) and 

Ecole nationale superieure des Arts 

Décoratifs in Paris. In 1986, Frutiger 

received the Gutenberg Prize for Technical 

and Aesthetic Achievement in Type. 
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Eric Gill 

British, 1882-1940 

Typefaces: Gill Sans, Perpetua (1928), Golden Cockerel, Solus (1929), 

Joanna (1931), Aries (1932), Jubilee, Pilgrim (1934) 

Eric Gill was a prominent British letter cutter, 

sculptor, wood engraver, and type designer. He 

| H E was born in 1882 in Brighton and studied at 

the Chichester Art School before becoming an 

apprentice to a London architect. While working 

in London, he attended classes taught by British 

calligrapher Edward Johnston at the Central 

School of Arts and Crafts, launching him into a 

career as a Stonecutter and letterer. 

Gill designed his first typeface, Perpetua, 

in 1928 for Stanley Morison (97), typographic 

advisor for Monotype Corporation (125). 

Perpetua takes it name from the first book in 

which it was used (in its first size), The Passion of 

Perpetua and Felicity. The original italic, cut in 

1930, was called Felicity, but is not the same as 

the Perpetua italic finally released. 

Gill Sans (175), designed during the same time 

S Pp RIN G period and for Morison, was conceived as a text 

face, in comparison to New Johnston designed 

I O by Edward Johnston, specifically developed for 

Go) 3 the London Metro sign system, and the many 

geometric (62) sans serif faces being released in 

Golden Cockerel, 1929 Europe at the time. 

In 1935, Gill became an Associate of the Royal 

Institute of British Architects and an Associate of 

the Royal Academy of Art. In 1936, Gill was part 

of the first group of individuals to receive the title 

“Royal Designer of Industry.” 
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Frederic Goudy 

American, 1865-1947 

Typefaces: Camelot (1896), DeVinne (1898), 

Copperplate Gothic (1901), Pabst (1902), 

Powell (1903), Kennerley (1911), Forum (1912), 

Goudy, Goudy Old Style (1915), National Oldstyle (1916), 

Hadriano (1918), Garamont (1921), Cushing Antique, 

Deepdene (1927), Kaatskill, Remington Typewriter (1929), 

Mediaeval, Truesdell (1930), 

Village (1932), Bertham (1936), Friar (1937), 

Berkeley Oldstyle, Californian (1938), Bulmer (1939) 

GOUDY M@&DIAeVAL 
Drawings begun Aug.1 9,16 pt. finished Sept.15,1930 

A N@W TYPG is here presented, which, judged by 

pragmatic standards, may not meet the approval of those 

critics who demand in their types the elimination of any 

atavistic tendency. Quite obviously it cannot be judged fair’ 

ly by the advertising compositor or the job printer,nor must 

unassuming legibility be made its first criterion. At one 

time books were entirely written out by hand, but the qual 

ities that made the writing charming defy completely suc’ 

cessful reproduction in types. Goudy Mediaval presents 

a face that in its lower case borrows the freedom of the pen 

of the Renaissance. Its capitals however, owe less to the 

pevhands since they are more or less composites of mon 

astic ms. & painted Lombardic forms. The designer hopes 

nevertheless, that his capitals will be found in accord with 

Mediaeval, 1930 

A Variations 

Frederic Goudy was one of the most pro- 

lific U.S. type designers of the twentieth 

century (16). By his own account, he 

designed 123 faces (though he counted 

each italic as a separate typeface). 

Goudy, born in Bloomington, Illi- 

nois, in 1865, was interested in type at an 

early age. He held several jobs in various 

cities before founding a printing busi- 

ness, the Booklet Press, in Chicago in 

1895. Renamed the Camelot Press, he 

printed the journal American Cap-Book 

before selling his interest a year later. In 

his next successful endeavor, he sold a set 

of capitals of his own design to the Bruce 

Type Foundry in Boston, which encour- 

aged him to become a freelance lettering 

90 | Typography, Referenced 

artist. He also taught lettering and design 

at the Frank Holme School of Hlustration. 

In 1903, Goudy started The Village Press 

in partnership with Will Ransom in Park 

Ridge, Illinois. 

Goudy’s breakthrough with type 

design came in 1911 when he designed 

Kennerley Old Style for the publisher 

Mitchell Kennerley. He set up the Village 

Letter Foundry to cast and sell Kenner- 

ley and a titling font, Forum. These two 

typefaces established his reputation 

and became particularly popular in the 

United Kingdom. Subsequently, Ameri- 

can Type Founders commissioned Goudy 

to design a typeface, resulting in Goudy 

Old Style, regarded by many critics as 

one of his finest designs. In 1920, with 

forty types to his name, Goudy became 

Lanston Monotype’s appointed art 

adviser; in this capacity, he worked on 

the revival Garamont. 

As one of his final influences on the 

type-design world, Goudy wrote about 

type and the origins of his work in his 

book A Half Century of Type Design and 

Typography: 1895-1945, completed when 

he was nearly eighty years old. 



Luc(as) de Groot 

Dutch, 1963- 

Typefaces: Folha Serif, Jesus Loves You All, Nebulae, 
TheMix, TheSans, TheSerif, Thesis (1994), 
TheSansMonospace, TheSansTypewriter (1996), 
Corpid III, Spiegel (1997), Taz (2000), Sun (2001), 
Punten (2002), Tazzer (2006), Floris (2007), 

Calibri, Consolas, Qua (2008), TheAntiqua (2010) 

Compact broadsheet 

DAILY 
Yesterdays forecast 

Above the fold: 
SOFT HYPHEN HUNTING IS NOW ON 
MANY BIG Jackdaws quickly zipped hawk. Pack my box with five dozen 

over the fox pen. My grandfather —_liquor jugs! Playing jazz vibe chords 

picks up quartz and valuable onyx quickly excites my wife. Six big de- 

jewels. Mix Zapf with Veljovic and _vils from Japan quickly forgot how 

get quirky Beziers, Oozing quive- _ to waltz. Six leopards move their 

ring jelly fish expectorated by mad quick jaws in frenzy. The job of wax 

Taz, 2000 

Born in Noordwijkerhout, The 

Netherlands, Luc(as) de Groot is a 

Berlin-based Dutch type designer, 

graphic designer, educator, and 

head of the type foundries Font- 

Fabrik and LucasFonts (132). He is 

widely known for the popular and 

large font family, Thesis (TheSans, 

TheSerif, TheMix, TheSansMono, 

and TheAntiqua), and Corpid (also 

known as AgroSans). 

He also has designed custom 

fonts for prestigious international 

publications and newspapers 

such as Folha de S. Paulo (Brazil), 

Le Monde (France), Metro (the 

free, international paper), and 

Ampersand conference 

AGENDA 
Open Doors “Ss Round Tables 

KoHq@epenuua 

stage 
Etrnotocg ouvéiaoKewn 

Speed Geeking 
Scientific & Society 
TheSans, 1994 

Der Spiegel (Germany), as well as 

for international corporations 

including Sun Microsystems, Bell 

South, Heineken, Siemens, and 

Miele. De Groot designed two 

font families for Microsoft: the 

monospaced font family Consolas, 

a new alternative to Courier, and 

Calibri, a new default typeface for 

Microsoft Word. 

In addition, de Groot isa 

member of the design faculty of 

the University of Applied Sciences 

in Potsdam, Germany. 

De zingende Premier 

Convicted 
6500 cheer yesterday 
Het grote fashion nummer: 

Trend 
Fear for 360 suburbs 

Survey: Not acceptable! 

Tatort Kiiche 
Former chairman finds new way 
Floris, 2007 

SAFE CONDITION SIGN 

Wayfinding 
Do not feed the animals! 

Mapwpymnoelu wumoKk 

exterior 
Baby on board 
Information system< 

oS0deiKtns 
Guide the public 
TheMix, 1994 
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Jonathan Hoefler 

American, 1970- 

Typefaces: Egiziano Filigree (1989), 

Bodoni Grazia, Champion Gothic (1990), 

Gestalt, Hoefler, Ideal Sans, Mazarin, Requiem, Ziggurat (1991), 

Didot (1992), Acropolis, Fetish, Leviathan, Quantico, Saracen (1993), 

Knockout, Troubadour (1994), Jupiter, Pavisse (1995), 

Giant, New Amsterdam, Plainsong, Verlag (1996), Radio City (1998), 

Cyclone, Deluxe, Mercury, Topaz (2000), Ideal Sans (2011) 

Jonathan Hoefler is a typeface 

designer and type historian who 

specializes in designing original 

typefaces. He established Hoefler 

Type Foundry in 1989. 

Named one of the forty most 

influential designers in America 

by I.D. Magazine, his work 

includes award-winning origi- 

nal typeface designs for Rolling 

Stone, Harper’s Bazaar, the New 

York Times Magazine, Sports 

Illustrated, and Esquire. His 

institutional clients range from 

the Solomon R. Guggenheim 

Museum in New York City to the 

rock band They Might Be Giants. 

Hoefler’s best known work 

is the Hoefler Text family of 

typefaces, designed for Apple 

Computer, Inc., and now part of 

the Macintosh operating system. 

His work has been exhibited 

T ypography, Referenced 

internationally and is included in 

the permanent collection of the 

Smithsonian’s Cooper-Hewitt, 

National Design Museum in New 

York City. 

In 1999, he teamed up with 

Tobias Frere-Jones (87) and 

the pair’s foundry became 

known as Hoefler & Frere-Jones 

(132). In 2002, the Association 

Typographique Internationale 

(354) presented Hoefler with its 

most prestigious award, the Prix 

Charles Peignot for outstanding 

contributions to type design. 



Rudolf Koch 

German, 1876-1934 

Typefaces: Deutsche Schrift, Neu Deutsch (1909), 
Fruhling (1913), Maximillian Antiqua (1914), 
Zierfraktur (1919), Koch Antiqua, Locarno, Xmas (1922), 

Neuland, Schmale Anzeigenfraktur (1923), Banco, 
Klingspor Schrift, Wilhelm Klingspor Gotisch (1925), 

Jessen (1926), Geometric 231, Kabel (1927), 

Offenbach (1928), Zeppelin (1929), Wallau (1930), 

Marathon, Prisma (1931), Holla (1932), Neufraktur (1933), 

Claudius (1937), Steel (1939) 

Koch, 1921 

Born in Nuremberg, Germany, Rudolf 

Koch was the son of asculptor. He 

apprenticed in a metal foundry, attended 

evening classes at the Art School, 

and left the foundry before completing 

his apprenticeship. Returning to 

Nuremberg, he trained as a teacher 

and then in 1898, found workasa 

designer in Leipzig. 

At the age of thirty, Koch began a long, 

fruitful position as a type designer ina 

small type founders firm at Offenbach. 

The company was Rudhardsche Giesserei, 

later internationally known as the 

Klingspor type foundry. Shortly after 

Koch, 1910 

joining Klingspor, Koch designed his 

first typeface, Deutsche Schrift, a bold 

blackletter (192). 

As with all his typefaces, he experi- 

mented with hand-drawn letters using a 

broad pen. He drew the same letters again 

and again until every letter was perfect, 

the type ready to cut. 

First came Neuland in 1923, a family 

of convex-shaped capitals reminiscent 

of German Expressionist woodcut letter- 

ing. He then designed Wilhelm, Klingspor 

Schrift, and Jesson, which he cut himself, 

a simplified blackletter with Romanized 

capitals, created originally for the Four 

Gospels printed by Klingspor, one of the 

seminal publications that reflects this 

approach to typography. 

One of the most respected designers 

and teachers of his day, Koch was first 

and foremost a calligrapher; all types he 

designed but one developed from his cal- 

ligraphic forms. “Lettering,” he once said, 

“gives me the purest and greatest pleasure, 

and on countless occasions, it has been to 

me what a song is to a singer.” 
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Zuzana Licko 

Czechoslovakian, 1961- 

Typefaces: Low-Res (1985), 

Emigre, Emperor, Matrix, Modula Sans, 

Oakland, Universal (1986), Modula Serif (1988), 

Lunatix, Oblong, Senator, Variex (1989), Citizen, 

Elektrix, Totally Glyphic, Totally Gothic, Triplex (1990), 

Journal (1991), Quartet (1992), Narly (1993), 

Dogma, Whirligig (1994), Base, Soda Script (1995), 

Mrs. Eaves (1996), Filosophia, Hypnopaedia (1997), 

Tarzana (1998), Solex (2000), Fairplex (2002), 

Puzzler (2005), Mr. Eaves (2009) 

CAM POPECARUENGA) 

_ Nan iuwo0n & a 

Chez 2. sersife Ses Pee Lily ape 

Cahuenga 

Zuzana Licko is the cofounder of the Emigre, Inc. (94) 

foundry and influential journal Emigre magazine, 

together with her husband Rudy VanderLans. She was 

born in 1961 in what was Bratislava, Czechoslovakia, and 

immigrated to the United States in 1968. She graduated 

with a degree in graphic communications from the 

University of California, Berkeley, in 1984. 

In the mid-1980s (26), personal computers and low- 

resolution printers put the tools of typography in the 

hands of a broader public. In 1985, Licko began designing 

typefaces that exploited the rough grain of early desktop 

systems. While other digital fonts imposed the coarse grid 

of screen displays and dot-matrix printers onto traditional 

typographic forms, Licko’s embraced the language of 

digital equipment. At the time, she and VanderLans 

called themselves “new primitives” and pioneers of anew 

technological dawn. 

She also produced historical revivals alongside her 

experimental digital display faces. Licko’s typeface Mrs. 

Eaves, inspired by the eighteenth-century typefaces of 

John Baskerville (70) (and named after his mistress and 

housekeeper Sarah Eaves) became one of the most popular 

typefaces during the 1990s (27) 
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Vdriex 

Variex 

variex 

Emperor 6 

OQakland 6 

Emigre 10 

Universal 18 CVG 
CD) 

Arce: This is gonna jog to the head anyway, so we're gonna be trim- 

ming a half inch off. Did you allow for that? ewoy- I did, sort of. All 

this background stuff will be totally incomprehensible once it’s bound 

like this. The only things that matter on this small booklet are these 

lines of type. avcx: It’s printed on a twentyfive thirtyeight sheet. Last 

time we probably never changed the setup on the lips, so we wound 

up with a short lip. ex/zasera: Soif we're doing twentyfive thirty- 

eight, and I got a half inch head trim on the film that is provided, does 

that mean I have to guillotine cut, or do you want me to take that 

stuff... arce: Mo, we want everything with a half inch he Rit 
qaaard. line one!) tim. even if you have to doa new 
rule out. ev/2agera: OK that’s fine. arce: Then we should lay every- 

thing out i get proper id from Til to ‘ti ELI2asera: Tow what 

about eh { itd ddd ai to take 
some tri Hi C der? rick: Let's see. | line on and a quarter, 

that’s twentytwo and a half, out of twentufive, that’s two and a half 

inches split between front and back. If you want one and one ... one 

half... ezv2apera: Can you run that through the Miller? arce- Yes. exie 

apers: | thought it was one and one eight. avcx: We'll have to double- 

check that. How about this letterpress insert? We can run this through 

the Miller without a problem. We'll put the cover on ... or is that too 

big? We should marry these two inside signatures first and then put it 

back on. We can combine it Rickaaaard, litt e one l] 
inside piece. Actually it depends on what that letterpress piece looks 

like. away: It’s printed on a ten by thirteen inch sheet. They'll have a 

three and a half inch flap and it will be die cut in the shape of a house 

onits side. avcr: Do we have a half inch head trim? ewoy: No, an 

eight. You want a half inch? It hasn't been printed yet. We can still 

Change it. ricr: Well, the rest of the book has a half inch. away: OR 

we'll get you a half inch trim. aycx: It’s either that or we can try and 

float it in the center. I can float it into the very center of the book... 

Senator et al, 1989 



Herb Lubalin 

American, 1918-1981 

Typefaces: Avant Garde Gothic (1970, with Tom Carnase), 

Ronda (1970), Lubalin Graph (1974), 

Serif Gothic (1974, with Tony DiSpigna) 

In post-World War II United States, few designers or 

typographers were more charismatic and influential than 

Herb Lubalin. Born in New York City, Lubalin attended 

Cooper Union (349), graduating in 1939. 

As a young art director, he worked at Sudler & 

Hennessey for more than ten years before starting his own 

design firm, Herb Lubalin Inc., in 1964. His partnership 

with Aaron Burns and Edward Rondthaler created 

International Typeface Corporation (ITC) (128), whichin 

its heyday became the world’s largest typeface supplier. 

Today it is Monotype Imaging Company (125). 

Lubalin also founded and designed the magazine 

U&lc for ITC, which was distributed worldwide. As an 

editorial designer, he was in charge of the Saturday 

Evening Post, Eros (1962), Fact (1967), and Avant Garde 

(1968), which led him to design a type family with the 

same name. In 1977, Lubalin was inducted into the 

New York Art Directors Hall of Fame and in 1981, earned 

his profession’s highest honor, the American Institute 

of Graphic Arts (354) Medal. 

Martin Majoor 

Dutch, 1960- 

Typefaces: Scala (1990), Scala Sans (1993), 

Seria (2000), Nexus (2004) 

Martin Majoor is a Dutch graphic designer and 

type designer trained at the School of Fine Art in 

Arnhem, Denmark. He has been designing type 

since the mid-1980s (26). 

In 1986, he started working as a typographic 

designer in the research and development 

department at Océ-Netherlands, where he did 

research on screen fonts and worked on the 

production of digital typefaces for laser printers. 

After working at the Vredenburg Music Centre 

in Utrecht (for which he designed the typeface 

Scala), Majoor became an independent type 

designer and book typographer in Arnhem in 1990. 

Since then, he has designed several type families 

and numerous books and covers. 

Majoor now works as a type designer and 

graphic designer in Arnhem and Warsaw. 
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Max Miedinger 

Swiss, 1910-1980 

Typefaces: Pro Arte (1954), Helvetica (1956), 

Monospace 821, Neue Haas Grotesk (1957), 

Horizontal (1964) 

Helvetica: 4 

Max Miedinger was born in 1910 in Zurich, Switzerland. 

Between 1926 and 1930, Miedinger trained as a typesetter 

and attended evening classes at the Kunstgewerbeschule. 

In the early 1950s (22), he became an in-house type 

designer with Haas Type Foundry in Munchenstein, 

Switzerland. He designed his most famous typeface, 

Helvetica (176), in 1956; it is still the most widely used 

sans serif in the world. 

It was at the Haas where Edouard Hoffmann asked 

Miedinger to adapt the foundry’s existing Haas Grotesk to 

accommodate current taste. Haas Grotesk had its origins 

in nineteenth-century German work such as Berthold’s 

Akzidenz Grotesk. The new typeface, created from 

Miedinger’s china-ink drawings, was a new design in its 

own right rather than one with minor modifications, as 

had been the original plan. Neue Haas Grotesk, as it was 

then called, proved extremely popular. When D. Stempel 

AG in Germany released the typeface in 1957, the foundry 

called it Helvetica—the traditional Latin name for 

“Switzerland,” to capitalize on the increasing popularity of 

96 

Swiss typography. Although Helvetica was not planned as 

a diverse family of weights like that of Adrian Frutiger’s 

(88) Univers (181), several designers have added to it 

during the past thirty years. These additional weights are 

available on most typesetting systems. 

Two of Miedinger’s other typefaces, Pro Arte, a revival 

of a nineteenth-century poster typeface, and Horizontal, 

a heavy, square, titling face, were atypical in terms of his 

style and approach. 

Typography, Referenced 

James Montalbano 

American, 1953- 

Typefaces: Orbon (1995), Freddo (1996), Nora (1997), 

Clearview (2004), Moraine (2010), Trilon (2011) 

livingsocial 
365 Things to do in NYC Midtown. 
ABCDEFGHISKLMNOPQRSTUVWXYZ 
abcdefgghiljklmnopqrstuvwxyz 
(1234567890[$€E¢%]!?*@) 
The pun-derful Chelsee Eyes has blazed a trail for other possible 
neighborhood business ventures—The Upper Vest Side (a speciaity 
vest store) and The Lower Yeast Side (a delicious bakery). Tucked 

away ina loft, this bargain eyewear store carries frames by designers 
like Dior, Fendi, Kate Spade, Prada, and Ray Ban at unbeatable prices. 
It’s time to look specs-tacular at a fraction of the cost. 

Living Social, 2010 

James Montalbano’s professional career began asa 

public school graphic arts teacher in New York City. 

Following graduate studies in technology education, 

he studied lettering with Ed Benguiat (80), and began 

working as a graphic designer and art director at 

various type foundries and trade publications. 

In 1990, he formed Terminal Design, Inc., and began 

to concentrate on lettering and typeface design. He 

has created custom typeface designs for editorial, 

corporate, government, and publishing clients including 

International Typeface Corporation (128), Warner Music, 

The American Medical Association, Vanity Fair, Vogue, 

Men’s Vogue, Gourmet, Mademoiselle, Details, Glamour, 

Fortune, Scribner, J. C. Penney, AT&T, and MillerCoors. 

In 2001, he completed a new family of typefaces for 

the U.S. National Park Service, and for the past few years 

he has been involved with Meeker & Associates in the 

development of the Clearview type system for text, display, 

roadway, and an interior guide sign program. 

Montalbano has taught typography and type design 

at the Pratt Institute (349), Parsons The New School 

for Design (349), and the School of Visual Arts (349) 

in New York City. 



Stanley Morison 

British, 1889-1967 

Typefaces: Blado (1923), Gill Sans (1928), Bembo (1929), 

Perpetua (1932), Times New Roman (1932) 

Stanley Morison was a 

British graphic designer, 

printing historian, and 

major influence on the 

reform of typographic 

standards used in the 

printing industry during 

the early twentieth 

century (16). 

Born in 1896 in 

Wanstead, Essex, England, 

Morrison was self-taught, 

having left school ata 

young age after his father 

abandoned the family. In 

1918, he became design 

supervisor at Pelican Press 

and then held a similar 

position at Cloister Press 

before becoming an edi- 

torial assistant at The 

Imprint magazine in 1923. 

In 1925, he was appointed 

Cambridge University 

Press typographic adviser, 

and he published a book, 

First Principles of Typogra- 

phy, in 1928. 

From 1923 to 1967, 

Morison was typographic 

advisor to the Monotype 

Corporation (125), where 

he commissioned Eric Gill 

(89) to design Gill Sans 

(175) (1928) and Perpetua 

(1932). He was a founding 

member of the Fleuron 

Society dedicated to 

typographical matters (a 

fleuron is a typographical 

flower or ornament) and 

also functioned as the 

Society’s editor for its 

journal, The Fleuron, from 

1925 to 1930. Morison was 

also typographic advisor 

to the Times of London 

newspaper from 1929 to 

1960. In 1932, the paper 

commissioned him to 

produce an easy-to-read 

typeface. Times New 

Roman (165), developed 

with graphic artist Victor 

Lardent, was introduced 

in 1932 and subsequently 

issued commercially by 

Monotype in 1933. 

In 1960, Morison was 

elected a Royal Designer 

for Industry by the 

British Royal Society of 

Arts honoring individuals 

who have achieved 

“sustained excellence in 

aesthetic and efficient 

design for industry.” 

ROYAL EDITION 

PRICE (p25) MM 

8.16 Stanley Morison, Times New Roman Typeface, 1932 

Morison, 1932 
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Aldo Novarese 

Italian, 1920-1998 

Typefaces: Athenaeum (1945), Patrizia (1950), 

Augustea, Fluidum (1951), Microgramma (1952), 

Fontanesi (1954), Egizio, Juliet, Ritmo (1955), 

Garaldus (1956), Slogan (1957), Belizio, Recta (1958), 

Estro (1961), Eurostile, Square 721 (1962), 

Formal 436 (1966), Metropol (1967), Stop (1971), 

Sprint (1974), Geometric 885 (1976), Lapidar (1977), 

Fenice, Justus Fraktur, Novarese (1980), 

Colossalis, Symbol (1984), Mixage (1985), Arbiter (1989), 

Central, Nadianne (1998), Press Gothic (2007) 

Aldo Novarese was one of the modern era’s most prolific 

type designers. Born in Italy in 1920, he attended the 

Turin School of Printing, where he studied woodcarving, 

etching, and lithography. Following a brief period working 

as a graphic arts teacher, he joined the Nebiolo type 

foundry, where he ultimately became the foundry’s art 

director in 1952. 

He collaborated with Alessandro Butti on many 

of his early typeface designs. These include Augustea 

and Microgramma, which, with the addition of its 

lowercase (332), became Eurostile in 1962. The Garamond- 

based (162) Garaldus takes its name from a category 

in the Vox system of type classification. In 1980, Novarese 

designed the type that bears his name, Novarese, for 

the Haas foundry. Novarese is also well known as the 

author of Alfabeta, a book about the origins and evolution 

of typefaces in history. 

Typography, Referenced 

Paul Renner 

German, 1878-1956 

Typefaces: Futura (1927), Plak (1928), 

Renner Grotesk (1936), Ballade (1937), 

Renner Antiqua (1939) 
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Advertisement, 1927 Futura, 1927 

Paul Renner was a German typographer, graphic designer, 

and teacher best known as the designer of Futura (174), a 

groundbreaking typographic landmark of modernist form 

still popular today. 

During the 1920s (20) and 1930s (21), he was a 

prominent member of the Deutscher Werkbund (German 

Work Federation) while creating his first book designs 

for various Munich-based publishers. As an author, 

he fashioned a new set of guidelines for balanced book 

design in his books Typografie als Kunst (translated 

“Typography as Art”) and Die Kunst der Typographie 

(translated as “The Art of Typography”). 

Renner established the Meisterschule fur Deutchlands 

Buchdrucher (Advanced School of German Bookprinting) 

in Munich and recruited fellow type designers Georg 

Trump and Jan Tschichold (105) to teach there. In 1933, 

Tschichold was removed from his post and interned by 

the Nazis for “subversive typography,” and four years later, 

in 1937, Renner himself was forced to resign. 



Bruce Rogers 

American, 1870-1957 

Typefaces: Brimmer (1901), 

Montaigne (1902), Riverside Modern (1904), 

Centaur (1914), Metropolitan (1928) 

Born in Linnwood, Indiana, in 1870, 

Bruce Rogers was an American graphic 

and type designer considered by some the 

greatest book designer of the twentieth 

century (16). He was known for a classical 

approach to typography and page layout 

and for dismissing modernism. 

After completing his studies at Purdue 

University, Rogers worked as an artist for 

the Indianapolis News. During this same 

time period, he became interested in 

publishing and producing fine books, 

so he moved to Boston, where he worked 

as a freelance designer for Louis Prang 

& Co. It was here that he cut one of his first 

typefaces, Montaigne, a Venetian-style 

design named for the earliest book in 

which it appeared, a 1903 limited edition 

of The Essays of Montaigne. 

In 1912, Rogers moved to New York 

City where he worked both as a freelance 

designer and as house designer for the 

Metropolitan Museum of Art. During his 

tenure at the museum, he designed his 

most famous typeface, Centaur (158), for 

the 1915 limited edition of Maurice de 

Guérin’s The Centaur. In subsequent years, 

Rogers worked extensively as a typographic 

advisor and book designer for Mount 

Vernon Press, Harvard University Press, 

Monotype Corporation (125), and Oxford 

University Press. 

THE BANQUET OF PLATO 

APOLLODORUS. I think that the 

subject of your inquiries is stll fresh 

in my memory; for yesterday, as | 

chanced to be returning home from 

Phaleros,one of my acquaintance, see- 

ing me before him, called out to me 

from a distance, jokingly, ‘Apollodo- 

rus, you Phalerian, will you not wait 

a minute?’—] waited for him, and as 

soon as he overtook me, ‘I have just 

beenlooking for you, Apollodorus,’ he 

said, ‘for I wish to hear what those 

discussions were on Love, which took 

place at the party, when A gathon, Soc- 

rates, Alcibiades, and some others met 

at supper. Some one whoheardit from 

Pheenix,theson of Philip, toldmethat 

you could give a full account, but he 

could relate nothing distinctly him- 

Rogers, 1915 
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Christian Schwartz 

American, 1977- 

Typefaces: Flywheel (1992), Atlas, Elroy (1993), Hairspray (1994), Morticia, Zombie (1995), Fritz (1997), 

Casa Latino (1999), Pennsylvania (2000), Loz Feliz, Simian (2001), Bau, Harrison, Neutra (2002), 

Amplitude, Eero, Houston (2003), Symantec (2003, with Conor Mangat), Unit (2003, with Er ik Spiekermann), 

Bosch (2004, with Spiekermann), Farnham (2004), Guardian Egyptian (2004, with Paul Barnes), 

Popular (2004), Deutsche Bahn (2005, with Spiekermann), Oxide, Stag (2005), Local Gothic (2006), 

Luxury (2006, with Dino Sanchez), Giorgio (2008), Neutra Slab (2009) 

Movies 

Oscar 
Picks! 
The Golden Globes were full of surprises. 
(Sandra Bullock? Robert Pattinson?) 
Are there more surprises in store for Sunday? 
Does one awards show really predict the next? 

EMPIRE STATE BUILDING 

LOBBY 
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Observatory 

Christian Schwartz was born in 1977 and grew upina 

small town in New Hampshir 

I'l ih 
SIU 

BE SHEENA 
QUEEN OF THE JUNGLE. 

IN THIS SEASON'S 
POSH VERSION 

QF THE LOINCLOTH. 

Book: 
Concrete 
Toronto 
IT’S A SIGN of changing times when a city 

starts to boast about its concrete content—in 

decades past few urban areas felt the need to 

inform the world about their aggregate-based 

architecture. Concrete Toronto is a bold 

celebration of the city’s best structures, part 

guide book, part historical document. 

e. He graduated from Carnegie 

Life in 
mono 

From Bach to Led Zeppelin, 

music has always had a 

powerful emotional pull for 

critic Nick Coleman. But 

since he lost hearing in one 

ear, listening is agony and his 

favourite artists no longer move 

him. Will the magic ever return? 

Vertigo: 
PANGS 
dem 
Reich 
der 
Toten 

(127), Fontshop (4 

Punxen els 
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id’humanitats 
DESERCIO - Un 40% dels universitaris 
abandonen per desmotivacié o per 

dificultat d’aprovar EXIT - L’area de 
salut, la que té menys abandonaments. 

P32 
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‘El Céntim’ 
Alguns vinaters ja afronten 
el canvi climatic *Suplement 

uncorked 

HAUT 
WITHOUT 
HAUTEUR 
HAUT-BRION IS THE BORDEAUX 

OF POETS AND PHILOSOPHERS, 

ELEGANT, APPROACHABLE, 

AND LONG IN THE WING, 

40), and House Industries (128) (including 

the popular Neutra family, based on the work of modernist 

Mellon University in 1999 with a degree in communica- 

tion design and spent three months as the in-house type 

designer at MetaDesign Berlin. He then joined The 

Font Bureau, Inc. (127) in 2000, as a member of its full-time 

design staff. 

In 2001, Schwartz formed orange italic (with product 

designer Dino Sanchez) and Schwartzco, Inc. He is also 

a partner in the type foundry Commercial Type with the 

London-based designer, Paul Barnes. In addition to his work 

for The Font Bureau, Inc., he has designed fonts for Emigre 

| pography, Ri ferenced 

architect Richard Neutra), as well as proprietary designs 

for corporations and publications including Bosch, Deutsche 

Bank, Esquire, the New York Times, the Houston Chronicle, 

and the Guardian. 

The New York Type Directors Club (355), the Smithson- 

ian’s Cooper Hewitt, National Design Museum in New York 

City, and the International Society of Typographic Design- 

ers (355) have all honored his typographic work. Schwartz 

also received the prestigious Prix Charles Peignot in 2007 

from the Association Typographique Internationale (354). 



Robert Slimbach 

American, 1956- 

Typefaces: Slimbach (1987), Adobe Garamond, Giovanni, Utopia (1989), Minion (1990), 
Myriad (1990, with Carol Twombly), Poetica (1992), Calfisch, Sanvito (1993), 
Adobe Jenson (1995), Cronos, Kepler (1996), Warnock (2000), Brioso (2002), Arno (2007) 

Robert Slimbach is a prolific 

type designer who has worked 

at Adobe Systems (124) since 

1987. His digital typefaces have 

been recognized for design 

excellence worldwide, most 

notably the rarely awarded 

Prix Charles Peignot from the 

Association Typographique 

Internationale (354). 

Slimbach was born in 

Evanston, Illinois, in 1956 and 

spent the majority of his child- 

hood in southern California. 

After completing college, 

he quickly developed an inter- 

est in graphic design and 

typography while running a 

small silkscreen printing 

business producing posters 

and greeting cards. 

Following a two-year stint 

at Autologic Incorporated, he 

developed and designed the 

fonts ITC Slimbach and ITC 

Giovanni for International 

Typeface Corporation (128) in 

New York City. 

In 1987, Slimbach joined 

Adobe Systems, where he has 

concentrated primarily on 

designing typefaces for digital 

technology and drawing 

inspiration from classical 

sources. During his tenure 

there, Slimbach has designed 

many new fonts for the Adobe 

Originals Program. His own 

roman script calligraphy 

formed the basis for his 

typeface Brioso. Though 

Slimbach has not produced 

as many typefaces recently, 

he has taken full advantage 

of the new linguistic and 

typographic capabilities 

offered by the OpenType 

format, which now provides 

the post-2000 type designer 

with a much broader range of 

glyphs and optical sizes within 

any given typeface. 
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Fred Smeijers 

Dutch, 1961- 

Typefaces: Renard (1992), 

Quadraat (1997), Quadraat Sans (2000), 

Fresco, Sansa (2001), 

Arnhem, Custodia (2002), Monitor (2005), 

Eva (2006), Ludwig (2009) 

Sansa, 2001 

. 
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Arnhem, 2002 
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Quadraat, 1997 

Born in Eindhoven in 1961, 

Fred Smeijers is a Dutch type 

designer, graphic designer, 

author, and educator. 

He studied at the Academie 

voor Beeldende Kunsten in 

Arnhem from 1980 to 1985. From 

1987 to 1991, he worked at Océ 

Nederland (a Dutch manufacturer 

of printing and photocopying 

equipment) as the company’s 

typographic advisor, designing 

digital typefaces for early laser 

printers. In 2002, he started the 

digital type foundry, OurType, 

with Rudy Geeraerts. As the 

foundry’s creative director, he 

has designed numerous typefaces 

including FF Quadraat and 

Yor Nairn goes me Ve ws 
a Ne 4 

Renard. He also has designed 

wordmarks and custom typefaces 

for clients such as Philips, Canon, 

and TomTom. 

Smeijers is a professor of digital 

typography at the Hochschule 

fur Grafik und Buchkunst (347) 

in Leipzig, Germany and at the 

Royal Academy of Art (347) in The 

Hague, The Netherlands. He also 

authored Counterpunch (1996) and 

Type Now (2003), both published 

by Hyphen Press in London. In 

2000, Smeijers received the Gerrit 

Noordzij Prize, the highest honor 

awarded by The Royal Academy 

of Art, for his innovations in 

type design and his outstanding 

contributions to type education. 

ERRSTSST TIPE ee 



Erik Spiekermann 

German, 1947- 

Typefaces: Berliner Grotesk (1979), LoType (1980), Officina Serif (1990), 

Meta (1991), Info (1996), Govan (2001), Unit (2003, with Christian Schwartz), 

Bosch (2004, with Schwartz), Deutsche Bahn (2005, with Schwartz), Meta Serif (2007) 

Erik Spiekermann is an accom- 

plished type designer, graphic 

designer, and typographic con- 

sultant. A native of Hanover, 

Germany, he spent five years 

working and lecturing in 

London and now lives in Berlin. 

From 1967 to 1971, 

Spiekermann studied art 

history in Berlin’s Free 

University and ran a printing 

and metal type business from 

his basement. In 1973, he 

moved to London, where he 

lectured at the London College 

of Communication (formerly 

called the London College 

of Printing) and worked asa 

freelance designer. 

In 1979, he returned to 

Germany and founded Meta- 

Design, which grew into 

Germany’s largest design firm 

with more than 200 employees. 

Spiekermann is also a prin- 

cipal of the FontShop (127; 140), 

a company dedicated to selling 

high-quality PostScript fonts 

from all major manufacturers. 

In addition, FontShop, through 

its subsidiary FontFont, creates 

and promotes new fonts from 

up-and-coming designers 

and publishes the quarterly, 

disc-only magazine Fuse. 

The FontFont library 

also includes several of 

Spiekermann’s own typeface 

designs, including FF Meta, 

identified as “the Helvetica of 

the 90s” and one of the most 

popular typefaces in the world. 

Another of his typefaces, ITC 

Officina, is widely used in Web 

design. FF Info, his latest, is 

used for the navigation system 

of a major European airport. 

Spiekermann frequently 

writes about type and typog- 

raphy, including his book Stop 

Stealing Sheep & Find Out How 

Type Works, published by Adobe 

Press. He holds an honorary 

professorship at the Academy of 

Arts in Bremen, Germany, and 

teaches workshops at design 

schools around the world. 

In 2007, the Royal Society of 

Arts in London made Spieker- 

mann an Honorary Royal 

Designer for Industry. In 2009, 

the European Union awarded 

him Ambassador for the Euro- 

pean Year of Creativity and 

Innovation, and in 2011, the 

Federal Republic of Germany 

presented him with a lifetime 

achievement award. 
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Sumner Stone 

American, 1945- 

Typefaces: Stone (1987), Ends Means Mends (1992), 

Stone Print (1992), Cycles (1993), Silica (1993), Arepo 

(1996), Basalt (1998), Leaves & Straw (2003), Magma 

(2004), Munc (2005), Tuff (2009) 

ghijklm 
Arepo Pencil, 1996 
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Munc typeface with leaves and straw ornaments, 2005 

Sumner Stone created the Stone 

type family or “clan” (as he calls 

it), which is composed of four 

matched types: Stone Serif, Stone 

Sans, Stone Informal, and Stone 

Humanist Sans. 

Following his undergraduate 

degree in sociology and an 

introductory course in calligraphy 

taught by Lloyd Reynolds at Reed 

College in Portland, Oregon, Stone 

worked as a lettering artist for 

Hallmark Cards. He then opened 

his own design studio in Sonoma, 

California, and earned an M.A. 

in mathematics from Sonoma 

State University. 

After working as director 

of typography at Autologic in 

Newbury Park, CA, and Camex in 

Boston, Massachusetts, he joined 

Adobe Systems (124) in 1984 as its 

first director of typography. There 

he conceived and implemented 

Adobe's typographic program 

including the Adobe Originals, 

participated in the development of 

Adobe’s hinting and font editing 

software, conceived and initiated 

the technology called Multiple 

Masters, and was responsible for 

licensing the first PostScript type- 

faces from Japan. 

In 1990, Stone established Stone 

Type Foundry Inc., now located in 

Rumsey, California. The foundry 

produces and markets Stone's 

typeface designs, which include 

a wide range of styles. Its first 

release was Stone Print designed 

for the text of Print magazine. The 

foundry’s repertoire now includes 

both historical revivals such as 

the prize-winning ITC Bodoni, and 

the extensive Magma super-fam- 

ily which in 2010 was selected by 

Print magazine as one of the ten 

typefaces of the decade. 



Jan Tschichold 

German, 1902-1974 

Typefaces: Transito (1930), Zeus (1931), 
Saskia (1932), Sabon (1964) 
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Jan Tschichold was one of the most controversial and 

influential graphic designers and typographers of the 

twentieth century (16). He was born in Leipzig, Germany, 

in 1902. As a teenager, he studied calligraphy, typography, 

and engraving, and continued his formal studies at the 

Academy for Graphic Arts and Book Trades in Leipzig and 

at the School of Arts & Crafts in Dresden. 

Following a visit to the Weimar Bauhaus exhibition 

in 1923, he immediately became an advocate of “new 

typography,” which celebrated abstract modernist 

principles such as asymmetrical (226) layouts and sans 

serif typefaces. Years later, he became as well known for 

denouncing these ideals and returning to traditional 

principles. Tschichold began his teaching career at the 

Leipzig Academy, and from 1926 to 1933, he taught at the 

German School for Master Printers in Munich. 

He designed several typefaces during the 1920s (20) 

and 1930s (21) in Germany; however most of them were 

lost during World War II. He designed his well-known 

typeface, Sabon (164), in the early 1960s (24). It remains 

widely used today. 

In 1958, the American Institute of Graphic Arts (354) in 

New York presented him with its highest honor, the AIGA 

Medal, and in 1965, the Royal Society of Arts in London 

made him the first Honorary Royal Designer for Industry. 

Carol Twombly 

American, 1959- 

Typefaces: Mirarae (1984), 

Adobe Caslon, Charlemagne, Lithos, Trajan (1990), 

Myriad (1992, with Robert Slimbach), Viva (1993), 

Nueva (1994), Chapparal (2000) 

Carol Twombly studied graphic design and architecture 

at the Rhode Island School of Design (349) where she 

first became interested in letterforms and type design. 

She subsequently received a master’s degree from 

Stanford University in the digital typography graduate 

department under Charles Bigelow (83), and later 

joined his firm, Bigelow & Holmes. 

In 1984, Twombly won first prize from the Morisawa 

Typeface Design Competition for her Latin typeface 

Mirarae, which Bitstream (124) subsequently produced. 

From 1988 to 1999, she worked as a staff designer at 

Adobe Systems (124) developing some of the most widely 

recognized digital fonts of the twentieth century (16), 

including Lithos (based on inscribed Greek lettering), 

Trajan (based on Roman capital letters found on the 

Trajan column), and Myriad (designed with fellow Adobe 

Systems designer, Robert Slimbach |101)). 

Twombly retired from Adobe in 1999 to pursue other 

design interests including textile and jewelry design. 
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Gerard Unger Jurgen Weltin 
| 

| 
Dutch, 1942- | German, 1969- 

Typefaces: Demos (1976), Praxis (1977), | Typefaces: Finnegan (1997), Yellow (2001), Balega (2002), 

Hollander (1983), Flora (1984), | Agilita (2006), Mantika (2010) 

Swift (1985), Amerigo (1986), Argo (1991), 

Oranda (1992), Gulliver (1993), | ~ 

ANWB-fonts (1997), Capitolium (1998), aap a> ma —p ——> -— > > ees 
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Born in Arnhem in 1942, Gerard Unger | 

is a Dutch type designer, graphic designer, | 
AcTRi PeR certo nol turbava allora, 

and educator. He studied at the Gerrit Fee eal ais bel GBBT GEERT SoH 
et non gli offese i! variato aspetto. 

Rietveld Academie in Amsterdam, then ma se pur chi voi dite i discolor 
sembianza é forse alcuna de le viste; 

et so ben che ‘| mio dir PARRA sospetto, 

worked at Total Design, Prad, and Joh. Yi liprstnaons si 
ALTRI PER certo nol turbava allora, 
quando nel suo bel viso gli occhi apriste 
et non gli offese il variato aspetto; 
ma se pur chi voi dite il discolora, 
sembianza é forse alcuna de le viste; 
et so ben che ‘I mio dir PARRA sospetto. 

Enschedé. Since 1975, he has worked inde- 

pendently in Bussum, The Netherlands. 

Unger also teaches graphic design and e fs haar 

typography atthe Gerrit Rietveld Academie | Agllita + released 2 2006 at Linotype.com « designed by /Urgen Weltin » www.typematters.de 
TCOREGHIRLIGNG RERSTL UWS sbedefghijkimnoparstuvwxyz!?&1234567890%(| ("@") 1/5 44) 

in Amsterdam, for the University of 

Reading's (348) department of typography 
, alee Thin + /tali 

and graphic communication in the | 2 Ag Ait tra | Ain talic WWJ 

United Kingdom, and at The Netherlands’s Agilita oe an a 
| i 

University of Leiden. |  Agilita Extra Light + /talic 
He has designed typefaces for the | Agilita Light +/talic + Condensed 

| Agilita Regular + /talic + Condensed 
' Agilita Medium +/talic + Condensed 

Amsterdam Metro. His newspaper typeface, Agilita Bold +/talic + Condensed 

Gulliver (1993), is familiar to millions of | Agilita Heavy +/talic + Condensed 
Agilita Black +/talic + Condensed 

Dutch highway sign system and the 

readers as it is the typeface used in both 

USA Today and several international rt 
aioe : ; Agilita, 2006 

publications and newspapers, including 

Unger has received numerous 
Jurgen Weltin was born in Constance, Germany, in 1969. 

Before beginning his formal studies in graphic design at 

the Technical College in Wurzburg, Germany, he worked at 

a local publishing house. During this same time period, he 

apprenticed at Stankowski + Duschek and studied at the 

Bournemouth & Poole College of Art and Design in Dorset, 

United Kingdom. 

| 

| 

| 

| 

| 

’ * | 
Germany's Stuttgarter Zeitung. | 

| 

| 

| 

| 
recognitions and awards, including the 

H. N. Werkman Prize in 1984, the Maurits 

Enschede Prize in 1991, and the Society 

for Typographic Arts Typography Awards 

in 2009. 

in 1997, where he worked on type development projects, 

including Foundry Gridnik and Foundry Form. He received 

a D&AD Silver Award in 1999 for his typeface design for the 

British Telecommunications’s Yellow Pages directory. 

| 

| 
| Weltin joined Freda Sack and David Quay’s The Foundry 

| 
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Hermann Zapf 

Germany, 1918- 

Typefaces: Michelangelo, Palatino, Sistina (1950), Melior (1952), Saphir, Virtuosa (1953), 
Aldus, Kompakt, Mergenthaler Antiqua (1954), Optima (1958), Hunt Roman (1962), Jeanette (1967), Firenze (1968), 
Textura, Venture (1969), Hallmark Uncial (1970), Medici Script, Missouri (1971), Crown, Scriptura (1972), 
Orion (1974), Comenius Antiqua, Marconi, Noris Script, Zapf, Zapf International (1976), Edison, Zapf Dingbats (1978), 
Zapf Chancery (1979), Vario (1982), Aurelia, Euler (1983), Zapf Renaissance Antiqua (1987), Zapfino (1998) 

LL 
Hermann Zapf was born in Nurem- 

berg, Germany, in 1918. Heisa 

master calligrapher, artist, edu- 

cator, and one of the most prolific 

type designers of the twentieth 

century (16). He has created more 

than 175 typefaces for metal type 

foundries, photo compositors, and 

digital foundries. Two of his most 

renowned typefaces are Palatino 

and Optima. The latter, which he 

called a “serifless roman,” was 

inspired by inscriptional letter- 

ing he had seen in Florence. It still 

remains extremely popular with 

calligraphers and stone carvers. 

A self-taught type and book 

designer since 1938, Zapf has 

worked for D. Stempel AG, Mer- 

genthaler Linotype Company, 

H. Berthold AG (126), Hell 

Digiset, Hallmark Cards, and 

fa | pa 

International Typeface Corpora- 

tion (128). In 1977, he became 

a professor of typographic 

computer programming at the 

Rochester Institute of 

Technology (349) in New York. 

Zapf has received numerous 

awards for his typographic work 

including the 1989 Gold Medal 

at the International Buchkunst- 

Ausetllung in Leipzig, the 

Frederic W. Goudy Award in 

Typography from RIT in 1969, and 

the Gutenberg Prize for technical 

and aesthetic achievement in 

type in 1974. He was also made 

an Honorary Royal Designer for 

Industry in London in 1989. 

In 2010, Zapf was awarded 

the Order of Merit of the Federal 

Republic of Germany. 

Type Designers 107 



108 

INFLUENTIAL TYPE DESIGNERS 

Twenty First Century— 
A New Breed 
Rui Abreu, Veronika Burian, Pilar Cano, Eric Chan, Joshua Darden, 

Tomi Haaparanta, Stefan Hattenbach, Jessica Hische, Chester Jenkins, 

German Olaya, Eric Olson, Alejandro Paul; José Scaglione, Kris Sowersby, 

Fabian Widmer, Stefan Willerstorfer, Luke Williams ~ 

Rui Abreu 

Portuguese, 1979- 

Typefaces: Cifra (2006), Catacumba, Gesta (2009), 

Foral, Orbe, Tirana (2010) 

WRAPIEZ ONDE 
MATERIAL OSTEOLOGICO 

oe ie NOT DOING feats work 
ng | delightedly watched him outwit the bc 

DISTINGUISH 

SALT 
For walks we prefer the narrow and winding lane 

Established 
Foral 3, 2010 

MOE XAMO REOSK KEK 0 QAXCA 

ALEGORIA FUNERARIA 

PORTO 
Catacumba 2, 2009 

Rui Abreu is a Portuguese type designer. He studied 

graphic design at Faculdade de Belas Artes da Univer- 

sidade de Porto, graduating in 2003. Since then, he 

has worked as an interactive media designer in several 

design firms and advertising agencies, along with his 

independent type design work. In 2008, he launched 

R:Typography, a showcase to promote his own work. 

THE MERRY TALE OF 
SLITTLE JOHM'e 

yeomadyr 
BREWED BY THE FAT FRIAR 

BEER ¢ CERVEIJAS 
ROBIN. HOOD @SHERWOODROREST.ORG 

REWARD 
$L.37.452.900% 
BARRSDALE 
Orbe 3, 2010 



Veronika Burian 

( =cho Ir nM 1072 LE slovakian, 1973- 

a Maiola sone Ronnia (2004, 

Foco (2006 

Karmina (2006 

with José § caglione), 

with Scag iy ree. Tondo (2007), Athelas (2008), 

Bree (2008, with Scaglione), Adelle (2009, v ith Scaglione) 

Sci-Fi writer Gabriel Fournier attributes 

> e 

wyswietlacz 

Sleek Sans 
world’s oldest known musical instrument 

Que 
contemporary 

Bree, 2008 

antiquarian 
PP: Esparia ain no ha tocado fondo 

Classics 
A KINGLY gilt indeed 

books from 1856 

KNIZKY 
Mithrandir ID 
In acquiring 4 formal writi ng the penman snou 

Athelas, 2008 

through her collaboration with Italian 

design company Leftloft on the exhi- 

bition italic 1.0 at the Association 

Typographique Internationale (354) and 

teaching at the Politecnico di Milano. 

ompleted her master of 

arts in typeface design with distinction 

of Reading (348), 

where she started 

at the University 

United Kingdom, 

he typeface Maiola. In 2004, 

d the Type Directors 

Club (355) Certificate of Excellence and 

Biichner 
KITCHENER, ONT— The local comics-collecting scene has been abu 

«I have seen the future» 

LEIDENSCHAFT 
poz 

OraaBaeHne 
H mAextpovixn €k50o0n MakThes unnpte 

Krasné polotucné Pismo 

The Crafts 
TPOETOLUAOLOC 

~ directions « = 
Maiola, 2004 

exhibition e-a-t. She worked as a 

type designer at Dalton Maag in 

London until 2007, when she moved 

to Boulder, Colorado. 

Burian currently lives and works in 

Prague, where she dedicates her time 

fully to TypeTogether (137), an indepen- 

dent type foundry that she cofounded 

with José Scaglione (118). 



Pilar Cano 

Czechoslovakian, 1978- 

Typefaces: Edita (2009), Techari (2010) 
piece: «Edita has 
Regular | Italic 
Bold | Hold italic ] d Liuimtonn L002 CXtende4nrs 
Distrubuted by Typetogether and requires 

a generous leading» 

Pilar Cano is a typeface designer from 

Barcelona, which is also the place where 

she earned her first degree in graphic 

design. During this period, she also 

studied at Lahti Polytechnic (in Finland), 

where she started to consider becoming a 

EDITA small text 

has less contrasted 

letterforms, shorter 

extenders and 

a taller x-height! 

techari_. | . 
type designer. 

In 2006, she graduated from the type- 

face design master’s program at the 

University of Reading (348) in the United 

Kingdom. Since that time, she has worked BOLD has less 

space between 
letters and 
is slightly taller” 

as a freelance graphic and type designer, 

participated in several international 

typographic exhibitions, and lectured 

worldwide. Currently, Cano works at 

Dalton Maag in London as a type designer. Techari, 2010 Edita, 2009 

Eric Chan 

Chinese, birth year unknown 

Eric Chan is a graphic designer ma 

and corporate identity consultant 2 

based in Hong Kong. Following 

completion of his graphic design 

studies at The Hong Kong 

Polytechnic and The First Institute 

of Art & Design in 1981, he worked at 

Hill & Knowlton, Leo Burnett, and 

Bates Hong Kong before starting his 

own design consultancy in 1991. 

Numerous professional organiza- 

tions, publications, and institutions 

worldwide have recognized his work. 

In 2007, Chan was named one of 

Hong Kong’s top ten outstanding Antalis 

designers. 
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Joshua Darden 

American, 1979- 

Typefaces: Locus (1993, with Timothy Freight), 

Omnes (2006), Corundum, Jubilat (2007), Sea ere Platforms Bookcase 
Birra Stout (2008) 

Joshua Darden is a native of Los Angeles =e Formerly Gondolas 
who published his first typeface at the age of 

fifteen. He spent the next ten years working 

on the development and production of 

typefaces before starting his own studio and 

foundry, Darden Studio (130), in 2004. 

He has taught type design and the history 

of type at Parsons The New School for Design meDiUM Talfourd Paradox 

(349) and at the School of Visual Arts (349), 

both in New York City. 

... Strafford Combine 

.. Majestic Relishes 

.. Develop Directiy 

Jubilat, 2007 

“a 

T 

ar he aie 

conquerce! 
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Tomi Haaparanta Stefan Hattenbach 

Finnish, 1967- Swedish, 1961— 

Typefaces: Talmud, Temporal, Tension, Testament, Typefaces: Hattrick, Lunda Modern, 

Torus, Tyrant (1998), Caxton Script, Tantalus, Target, Teebone, New Global, Pomodoro, 

Terylene, Tictac Toe, Tonic, Tummy, Vektori, War (1999), | Remontoire, Stylish (1999), 

Aged, Task, Torino (2000), Tangerine, Tee Franklin Heavy, | Oxtail (2000), Montessori (2001), 

Teethreedee, Twinkle (2001), That (2002), Story 20, Tale 20, Tale 40, Luminance, Sophisto, Stalemate (2003), 

Teebrush Paint (2003), Suomi Script, Tang, Tubby, Tyke (2004), Delicato (2004), Anziano, Tarocco (2006), 

Pannartz, Tetra, Tomism (2005), Suomi Sans (2006), | Brasserie, Euroglory, 

Suomi Hand Script (2008), Explosion, Giro, Kaapeli, Suomi Slab Serif, Expansion, Omegaard (2007), 

Taffee, Tailor, Taint, Talbot, Tame, Televisio, Ticketbook, Tink, Graficz (2008), Replay (2010) 

Titillation, Tobacco, Tonsure Script (2009), 

Cider Script, Steelworks, Taste, Telltale, Tempest, Thud, 

Tide Script, Tournedot, Tristan (2010) 

The well-tempered 
i ~. a f _ 7 a” | VOLT ai SI TAS 

f 7 ps f & fi D t teat 

CiJUCULYELCT Tomi Haaparanta was born in 

Helsinki, Finland, in 1967. He 
ELDER STATESMAN LIES 

Global warming 
‘How to make a good musical stiff! 

3 Ko B 
WALKING ALL OVER THE WORLD 

studied graphic design at the 

University of Industrial Arts 

in Helsinki and at the National 

College of Art and Design in 

Dublin, where he discovered 

type design during a short 

course held by Phil Baines. 

Haaparanta has worked as an 
ea ¢ a = - f “NI P70) Y4Cmh “Laos 6 

JNCWI/MICAICEaS: £008 

VOLUME 1/ ISSUE 3/MAY2009/€7.50 

The right answer 
thankfully has more than one soloution... 

art director for several design 

and advertising agencies. He 

has been designing typefaces 

since 1990. Haaparanta has 

also taught type design at the 

Replay 2, 2010 University of Industrial Arts 

in Helsinki since 2007. In Kaapeli, 2009 

2004, he started the Suomi Stefan Hattenbach, born in 1961, is an 
Type Foundry. Linotype (129), art director and graphic designer 
Monotype (125), International specializing in typography and branding. 
Typeface Corporation (128), He has managed his own design studio 
T.26 (129), and PSY/OPS (135) also since 1986 and has provided a dynamic 

balance of experimental and traditional 
Type Foundry 

Suomi Logotype, 2004 

distribute Haaparanta’s fonts. 

work for clients such as Greenpeace, 

Amnesty International, Telisa, and 

H&M (Hennes & Mauritz). Mac Rhino 

Fonts distributes Hattenbach’s fonts. 
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Jessica Hische 

American, 1984- 

Typeface: Buttermilk (2009) 

IT’S (AS YOU CAN SEE) A BOLD SCRIPT THAT WOULD BE JUST PERFECT 

FOR MAGAZINE HEADLINES, BOOK TITLE TYPE, HOLIDAY CARDS, INITIAL 

CAPS, YOU NAME IT. THERE ARE SOME PRETTY STELLAR NUMERALS AND A 

HUGE ARRAY OF LIGATURES TO HELP YOU SET IT BEAUTIFULLY AND EASILY. 

ANBCDEIGI! 
HLMNGPGR 
TUVWYZ 

Birds 

Snowflake 
AND MORE! 

Buttermilk 1, 2009 

Jessica Hische is a graphic designer and relationships with clients including ILLO. She’s also been designated an up- 

illustrator located in Brooklyn, New York. Tiffany & Co. and the New York Times. and-coming designer to watch, picked as 

She graduated from Tyler School of Art in In September 2009, Hische left Louise one of STEP Magazine’s top twenty-five 

2006 with a graphic design degree then Fili, Ltd, to pursue freelancing full time. emerging artists, as one of Print Maga- 

worked for Headcase Design in Philadel- Several design and illustration pub- zine’s (352) New Visual Artists for 2009, 

phia. Next she became senior designer at lications have featured Hische’s work and dubbed a New York Art Directors 

design firm Louise Fili, Ltd, in New York. including Communication Arts, Print, Club “Young Gun.” 

While at Fili, Hische developed freelance How, Graphis, American Illustration, and 
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Chester Jenkins German Olaya 

Canadian, 1971- Colombian, 1979- 
| 

Typefaces: Apex Sans (2003, with Rick | Typefaces: Chato Band, Foodshow, Kab, Mosketa, Soda (2004), 

Valicenti), Apex Serif (2003), | Esso (2005), Fango, Fructosa, 

Mavis (2005), Galaxie Cassiopeia (2006), Uncle Typewriter, Yexivela (2007), Californya (2010) 

Galaxie Polaris (2008), Galaxie | 

Copernicus (2009, with Kris Sowersby) | 
| 

| 

| 

Chester Jenkins was born in Montreal. He 

is a type designer, publisher, and cofounder 

of the cooperative foundry Village, with 

Tracy Jenkins. He studied graphic design 

at College Dawson in Montreal, and has 

spent the past fifteen years working in his | 

hometown, as well as in London, Utrecht 

(The Netherlands), Chicago, and New York. | Californya 2, 2010 

Jenkins has published several retail | 

typeface families that are used worldwide | 

by a range of clients including CBS Sports , ee 
Fe Ret ates wea nea a Pere Oe | German Olaya was bain 6 Bogota, Colombia, in 1979. He started his 

| career as a type designer in 1998 when he purchased his first copy 

| of Fontographer, software for font designers. He subsequently started 

his own website, www.typoS.com, where he currently showcases his 

| own type designs and graphic experiments—which have brought 

| him worldwide recognition. Olaya’s celebrated work appears in all 

types of media, including magazines, books, publications, and films, 

and on music labels, television, and snowboards. 

custom typefaces for the National Foot- 

ball League, Condé Nast, and the New York 

Times Magazine, as well as collaborated 

with Rick Valicenti of the design firm Thirst 

on several typefaces. 

Since 2003, he has been developing 

typefaces in the OpenType format, taking 

advantage of OT’s multilingual Unicose | 

support and its stylistic potential. Jenkins’s 

recent work outside the Latin alphabet 

includes Cyrillic, Greek, and Hebrew 

scripts, work he plans to incorporate into 

future editions of his published types. 
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Eric Olson 

Joining us in studio to sort through these new findings 
American, 1974- 

Typefaces: Kettler, Maple (2002), oo | 
Linqua, Locator (2003), 

Finderplace, Klavika, Stratum (2004), : 

Bryant, Fig (2005), Seravek (2007), For more on this we turn to our trusted panel of analysts 

a @NANUING 
As part of our ongoing coverage this week we've focused 

CREW COMFORTABLE AS NORTHERN BREEZE BLANKETS CABIN QUARTERS 

MANUAL RUDDER WHEEL 
Upon clearing customs repair of the starboard beam resumes 

CRINKLED 
ICE MAP PROVES UNNELPFUL TO VOLATILE CAPTAIN Stat? 

Now to your comments, since given the green light last week 

Schedule Multip 
| Also ahead, but first this news update, hearings begin 

CELESTIAL 

_ Crew emerges bruised, storied and awaiting shower 

nga lune cor 

Anchor, 2010 

Often the wonder cabinet implies solitude is taken 

ARCHITECTURAL CANTILEVERS 

Flexing over aged rivers while film cameras record 

CARL GRAFFUNDER Klavika, 2004 

Has silently vanished from mpts architectural memory 

Vermont Cou nterpoint Eric Olson is a typeface designer, founder, and partner at Process 

Pitch control level 2§-5/23.s Octave offhand > timely — Type Foundry. He attended the University of Minnesota, where 

Relayed 732 AYA 4 | a he earned a degree in graphic design. Since 2002, Olson has taught 

typography at Minneapolis College of Art and Design. 
They‘re swimming R.S.c. § 15124 but, pay no.mind 

In recent years, he has focused his attention primarily on client- 

E i | re aN B E T aa c: LO S E related work for Chevrolet, the New York Times Magazine, Thomson 

Secessionist Vienna is but a memory on this late day Reuters, and Walker Art Center. Numerous design publications 

Antonin Raymond 
Please see the Morinosuke Kawasaki residence of Tokyo 

CSA RALPH RAPSON 
On this late day, still practicing, and here’s to you 

have featured his work, including Eye, Print, HOW Magazine (351), 

Metropolis Magazine, and STEP Magazine. 

Seravek, 2007 
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Alejandro Paul 

Argentinean, 1972- 

Typefaces: Reflex (2002), 

Downtempo, Latinaires, 

Mosaico, Tierra (2003), 

Cuisine, Dr. Carbfred, 

Dr. Sugiyama, Grover, 

Grover Slab, Herr Von 

Muellerhoff, Miss Le Gatees, 

Mr. Canfield, Mr. Dafoe, 

Mr. Keningbeck, 

Mr. Lackbones, Mr. Rafkin, 

Mr. Saint-Delafield, 

Mr. Sheffield, Mr. Shepards, 

Mr. Sopkin, Mr. Von Eckley, 

Mrs. Blackfort, 

Politica (2004), 

Buffet Script, Ministry Script. 

Mousse Script, 

Suave Script (2005S), 

Affair, Feel Script, Forma, 

Miss Blaker, Miss Fitzpatrick, 

Miss Lankfort, 

Miss Robertson, 

Miss Stephens, Monsieur La 

Doulaise, Mr. Bedfort, 

Mr. Benedict, Mr. Donaldson, 

Piel Script, Salto Alto (2006), 

Candy Script (2007), 

Burgues Script, Calgary 

Script, Compendium, Kewl 

Script, Sugar Pie (2008), 

Adios Script, Semilla (2009), 

Brownstone, Fan Script (2010) 
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\WORKBGQK 
Art Nouveau Sngpiration, 

APretty Life ASKS) 

The Clashen concierto, lo mejor del Punk Rock en River. 

FERROCARRIL 

RQUIZA, 
cuTBOL CLU 

Brooklyn js part of NYC 
Cy Weare all invited to the 

party, come and join us! 

Gothic Revival architecture became increasingly significant in the perjod, 
leading fo the Battle of the Styles between Gothic & Classical ideals. 

4 know there are tons of great apartment buildings in Park Slope and other 
neighborhoods. Some of thernare quite impressive, some historic, 

and some by major architects. (LIGHT PUNCTUATION PARAGRAPH) 

OWE eT 

ALBBBCCDDESFFGGHGLISKKKMIMNNOG 
PPQRRRSSTUUVWWXYZZacabebeddydetfigg 

NU KKimnnopagrtskytuMwMwyz1234567890E Tc. 

Brownstone, 2010 



Delight Script, 2006 

Alejandro Paul is one of the founders of the 

Sudtipos (136) project, the first Argentinean 

type foundry collective (whose other 

members include Ariel Garofalo, Claudio 

Pousada, and Diego Giaccone). 

Paul taught graphic design and 

typography at the Universidad de Buenos 

Aires from 1996 until 2004 and has worked 

as an art director in Argentinean studios 

handling corporate brands such as Arcor, 

Proctor & Gamble, SC Johnson, Danone, 

and others. 

In 2003, he began designing fonts and 

lettering for several packaging agencies, 

creating some of his best-known work 

to date. In 2006, he presented at TMDGO6, 

the largest Latin American graphic 

design event attended by more than 4,000 

designers, and he has been invited to speak 

at design and typography conferences in 

Portugal, Germany, Chile, Brazil, Ecuador, 

Uruguay, Mexico, Canada, and the United 

States. His work has been featured in STEP 

Inside Design, Creative Review (351), Print, 

Computer Arts, Visual, Creative Arts, and 

Novum. In 2009, Paul received his second 

Type Directors Club (355) award for his 

typeface Adios Script. 

é YUU S Sill Z Vad Lit Yi i, Villy Gi CY 

Hirth Ui LUE Mi Mf Sus a Hise YUE Yi 

cg Ul Sil LWW SiGe Hil Yond We) Wie = 

OS 9 Vil¢ Wa ad Yorg gg Mee Ce as) 

Piel, 2006 
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José Scaglione 

Argentinean, 1974— 

Typefaces: Ronnia (2004, with Veronika Burian), 

Karmina (2006, with Burian), 

Athelas (2008), Bree (2008, with Burian), 

Adelle (2009, with Burian) 

Pozor, zaby! 
laisser la date EN SUSPENS 

Tipografias 
STUDY: 74% OF CHILDREN tenting out in yard don’t make it through the night. They get 

Steve se dneska uci Cesky 

«SCIENTIFIC» 

klassische Musik 
LAZY NIKE EXEC PITCHES COMMERCIAL WHERE USAIN BOLT 

Jazz Dock 
ECONOMY: bounty, brawny CEOs wearing down patience of mutual friend 

2017009180 

‘Economic’ 
~Achtung Atencion Uwaga+ 

Karmina, 2006 

José Scaglione is an Argentinean graphic and multimedia 

designer. He was born in Rosario, Argentina, where he studied 

undergraduate graphic design and postgraduate studies in 

multimedia. Scaglione graduated from the master’s program 

in typeface design at the University of Reading (348) in the 

United Kingdom. 
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International : 
School tests for 7 an 

Modern time 
Conference will be held in Kopenhagen in 2009 

sold are cons 

financial reviewers 

Cay | 
Chic without the suffering: FASHION DISPLAYS its ethical face at the: 

“Responsibility” 
Foreign policy makers 

Adelle, 2009 

NOSES se wer Oa 

9 oo oh te) iS) 
Br ot Re 

ee 

When You Dro ’ 
: PY 

Motor in the Dr; ty 
ty 

When You Drop Your Motor in the Drink 

PNCA 1 

Since 1995, he has had his own design studio, where he 

manages editorial design, branding, and typographic projects. 

Scaglione cofounded Vision Media Design Studio in Argentina, 

as well as Multiplicity Advertising and The Prepaid Press in 

the United States. In 2006, he cofounded with Veronika Burian 

(109) the font label TypeTogether (137). 

Scaglione is an adjunct professor at the Visual Communica- 

tions Institute of Rosario where he teaches design for the Internet. 



Kris Sowersby 

New Zealander, 1981- 

Typefaces: Feijoa, National (2007), Newzald (2008), Karbon (2009), 
Founders Grotesk, Tiempos (2010) 

Classicism 

Eimbléma 

Gargoyles 

Phantom 

Faulkner 
Founders Grotesk C, 2010 

Kris Sowersby’s typefaces reflect 

a Striking integration of historical 

and contemporary visual 

references. He studied graphic 

design at the Wanganui School 

of Design, where he graduated in 

2003. In 2005, he started the Klim 

Type Foundry based in Wellington, 

New Zealand. He released his first 

typeface, Feijoa, internationally 

in 2007. The Type Directors Club 

(355) in New York recognized 

Sowersby’s second typeface, 

National, as well as his subsequent 

Serrano and Hardys typefaces for 

design excellence in 2008. 

Sowersby has designed custom 

and retail typefaces including 

FF Meta Serif, the seriffed sibling 

of the renowned typeface FF Meta. 

Microskopial 

Nucleosynth 

Hyg roscope 

Elektrénica 

Chémistriia 

Protoplasm 
Karbon, 2009 

His international reputation 

for typeface design has lead 

to work with and for leading 

contemporary typographers and 

designers such as DNA Design, 

House Industries (128), Chester 

Jenkins (114), Christian Schwartz 

(100), Erik Spiekermann (103), 

and Pentagram. The Klim Type 

Foundry markets its typefaces 

exclusively through Village. In 

2010, Sowersby was named 

a “Young Gun,” a title from the 

New York Art Directors Club that 

honors “creative professionals 

who let loose their imaginations, 

shattering conventions and 

breaking boundaries with a dash 

of brilliance and personal flair.” 

Fabian Widmer 

Swiss, 1981- 

Typefaces: Accore, Carrosserie (2010) 

ORIENTAL!XXS! RETRO TYPE inmrsvuvaceannice senor | PARK 
Bronce G EIS SAFARI) | VANCOUVER TRIP @ COMPANION 

PASSAGIER xonouxreus-xowrrowe r Met ial NAI ROBI 
www: DOMAIN :com EIS LANDSCAPES! ISTA 

» CARROSSERIE& 
POSTCARD (Ate THE tamee 1930 patice on wneets | SAFE 
WOVE es RO CURRY» CALCUTTA |; ny OR DISPLAY USE € DELUX 

et PRICE! F |S MANUFACTURER NO. 1270 “CH HCA 
cappuccino cUP EX PRESS EUROPA ARIS mat LETTERWERK seas 

ABCDEFGHIJKLMNOPQRSTUVWXYZ | 0123456789 
ila /4-=<>(){H[]%00""G | €6$E¥ | o@S* 

NGEIOUAB | 1/41/23/u/s2/s | ©O® 

AREFIMQ | 1] e7&| 4-H e*9 
DOMAIN GLYPHS 

www: DOMAIN com 

+ ALTERNATE GLYPHS + 

AAEFIMQ |1|e7&| 4-H €*9 
Carrosserie, 2010 

Fabian Widmer was born in Zurich, 

Switzerland, in 1981. He studied type 

design and typography at the Basel 

School of Design (348). After working 

for two years as a typographer, he 

launched his own type design studio 

in 2008 together with Dominique Bossener. 

The pair’s studio, Letterwerk, is based 

in Zurich and Berlin. 
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Stefan Willerstorfer 

Austrian, 1979- 

Typeface: Accorde (2010) 

el periddico global en espanol 
posti ottaa kevaalla kaytt66n pakettiautomaatit 

Qualifikation 
wie wir in 20 Jahren fliegen werden 

ice lagoon ticket 
une gréve dans le port de Marseille blogue Iactivité pétroliére 

MEISTER DER INSZENIERUNG 

Milliarden 
Accorde, 2010 

un eurogol dell’olandese 

Mahdrescher 
sun protection factor 20 
Ligue des champions ez le quart Je finale retour Bordeaux—Lyo 

Squadra Azzura 
designers are looking forward to using this typeface 

Reykjavik 
andererseits sollte man bedenken, dass derzeit durchaus Bedarf besteht 

dopo l’eliminazione 
place a l’autoconsommation électrique 

Volimilch 
Accorde, 2010 
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Acorde 
a corporate design typeface 

ACORDE RE AF 

Acorde is a reliable workhorse for large, demanding de- 

sign projects. It was designed to be perfectly suited to all 

different sizes, from small continuous text to large head- 

lines and big signage. The typeface’s name is derived 

AaBbCcDdEeFfGgHhliJjKkL! 01234567890 ABCDEF 012345 

RDE ITALIC 

Acorde is a reliable workhorse for large, demanding de- 

sign projects, It was designed to be perfectly suited to all 

different sizes, from small continuous text to large head- 

lines and big signage. The typeface’s name is derived from 

AaBbCcDdEeFfGgHhlifj/KkL! 01234567890 ABCDEF 012345 

suitable for all sizes from small text to headlines and big signage 

humanist sans 
14 styles with 925 glyphs per font 
Acorde’s characterful details are found within all styles 

orkhorse 
si i appearance 

) AEDIUM + MEDIUM ITALIC 
CS | EMER EEE 

Acorde is a humanist sans serif with noticeable diago- = aie 

nal contrast and shows clear influences of the broad nib Regular eee Italic 

pen, especially in the Italics. Acorde’s characterful details Medium Medium Italic 

ACORDE SEMIBOLD + SEMIBOLD ITALIC Semibold — Semibold [italic 

Acorde is a humanist sans serif with noticeable diago- Bold Bold Italic 

nal contrast and shows clear infiuences of the broad nib Extrabold Extrabold Italic 

en, especially in the Italics. Acorde’s characterful = = —— = pene : Black Black ttalic 
ACORDE BOLD + BOLD ITALIC Extr: black ae Extrabi ack Italic 

Acorde is a humanist sans serif with noticeable diago- 

nal contrast and shows clear influences of the broad 

nib pen, especially in the Italics, Acorde’s characterful 

Accorde, 2010 

Stefan Willerstorfer was born 

in Vienna in 1979 and studied 

in Austria, The Netherlands, 

and the United Kingdom. He 

completed a master’s degree in 

design at the Royal Academy 

of Art (347) in The Hague. 

Subsequently, he completed a 

master’s degree in information 

design at University of Reading 

(348) in the United Kingdom. 

In 2010, he started the 

Willerstorfer Font Foundry and 

released the type family Accorde 

as the foundry’s first. That same 

year, he received the Joseph 

> www.willerstorfer.com 

Binder Award; in 2011, the 

Japan Typography Association 

awarded him the Grand Prize of 

Applied Typography. 

Willerstorfer works as an 

independent design consultant 

focusing on areas for which 

typography plays a major role— 

information, editorial, and 

corporate design. Since 2009, 

he has been a professor of design 

and typography at the Héhere 

Graphische Bundeslehranstalt 

in Vienna. 



DIRECTED BY CASSY SANDERS 

ee iA. 

GROWING UP ON A FARM IS RARELY THIS FABULOUS! 

Territories 

PAVEMENT GROUP 

Milk Milk Lemonade 

EL AY Luke Williams 

Dp i | yX f= American, 1986- 

Snapshots 
Luke Williams, who is currently based in Chicago, is a graphic designer 

and typographer. He completed his studies at the Maryland Insti- 
Mise En Place : ; ; : : 

tute College of Art (349) in 2009, earning a bachelor’s degree in graphic 

design. Since then, he worked for design studios such as Pentagram as 

well as for companies such as Under Armour before opening his own 

studio. Williams’s work has been published internationally in design 

publications, annuals, and books. 

And Sometimes Y 
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Type 
Foundries 
By Kathryn Henderson with Ina Saltz 

his section is devoted to an 

essential part of the design 

process: the type foundry. 

Foundries are vital because 

they design and distribute typefaces. 

The word “foundry” comes from the 

era when type was made of metal, but 

the term has survived the various tech- 

nological transitions and continues 

to be used in the age of digital type. 

Originally, foundries manufactured 

and distributed wood and metal type 

for Linotype (129) machines and other 

line casting or mechanical typesetting 

machines. But today, most foundries are 

digital type foundries that supply digital 

typefaces in various formats including 

TrueType and OpenType. There are three 

main types of foundries: Mega foundries 

(multifunctional commercial foundries), 

Typography, Referenced 

large foundries (prolific partnerships and 

collaborations), and independent found- 

ries (small-scale but significant foundries 

that may consist of one or a few design- 

ers). This stratification is arbitrary in 

terms of size and business structure, but it 

is made in an attempt to explain the com- 

plexity of conducting the business of type 

in a world in which readers consume ona 

wide variety of media. 

Some of the largest and best-known 

foundries include Adobe (124), Bitstream 

(124), and Monotype Imaging (125). 

Across the globe there are hundreds, if 

not thousands of type foundries. This list 

is just asmall cross section of some of the 

more notable and successful foundries 

in operation today. We’ve also included 

retailers/distributors, which are suppliers 

but not designers of fonts. 

Dadai, P22 Type Foundry 
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TYPE FOUNDRIES 

Mega Foundries 
Mega Foundries (the large commercial foundries that design, sell, and distribute typefaces) may also hold 

trademarks for typeface names and market proprietary font-related software. They may be a division 

of a corporation or owned by a parent company. Some of the most notable mega foundries are now defunct, 

such as American Type Founders (ATF) created in 1892 by the merger of twenty-three type foundries 

(now subsumed by Monotype Imaging [125]). The mega foundries that today dominate the typography 

marketplace have either adapted to or driven the new technologies in typographic development. . 

Adobe Bitstream, Inc. 

www.adobe.com www.bitstream.com 

John Warnock and Charles Geschke founded the San In 1981, a group of typographic professionals including 

Jose, California-based Adobe Systems in 1982. Sil Matthew Carter (85) and Mike Parker founded Bitstream, 

its inception, the company has been a major ec in Inc., the first company to create fonts for digital type- 

both the desktop publishing and design industries setting. The founders anticipated a major shift in the 

From 1984 until 1991, Sumner Stone (104) served publishing industry, from phototypesetting to computer- 

as Adobe’s director of typography. He licensed the based publishing. They shared the philosophy that the 

company’s initial range of fonts from Linotype | industry needed a vendor that specialized in creating 

(129) and International Typography Corporation | fonts to work on any device and in any format. 

type libraries. To respond to the growing need for The Marlborough, Massachusetts—based company 

fonts, Stone started the Adobe Originals program digitized classic typefaces by using each font’s earliest 

in 1989. With help from designers such as Robert type specimens to inform the development of its digital 

Slimbach (101) and Carol Twombly (105), the program version. One of Bitstream’s best-known typefaces is Swiss 

Minion, Lithos, and Myriad, plus revivals of classic In addition to Helvetica, the foundry offers more 

typefaces such as Garamond (162) and Caslon (157) than 1,000 fonts including, among others, Bitstream’s 

In addition to typography, Adobe’s best-known 

| 

| 

| 

| 

| 

| 

has released many original designs, including | 721 BT, a Helvetica (176) clone developed for use digitally. 
| 

| 

| 

| sree oe cis yes . > . 

original, digitized versions of Times New Roman 

contributions to creative industries have been its (165) and Courier. Bitstream also has developed font 

PostScript graphics—developed in the mid 1980s technologies such as TrueDoc, WebFont, and Font 
(26) and implemented by Apple for the company’s Fusion, and owns the online type retailer MyFonts 
laser printers—the PDF file format, and Adobe’s (141), Www.myfonts.com, which currently offers more 
range of creative programs including such flagships | than 62,000 fonts from 500 different foundries. 
as Illustrator, InDesign, and Photoshop. 



Monotype Imaging 

www.monotypeimaging.com 

ee The Monotype Corporation was an 

BeiBOROMAN === se ufactured hardware and developed 

' ' ' type for its printing machines, includ- 

A classical text typeface inspired by nce Mono ee 
Since those days, the company has gone 

the typefaces used by Atpus Manutius in 1495 

Popular for Fine Printing 
sions and lead to the formation of the type 

sul STO RI CAL MODELS company, Monotype Typography. 
In 1998, Agfa acquired Monotype 

from the Italian Renaissance Typography, integrating it into its 

operations to form the Afga-Monotype 

through acquisitions, including a pur- 

chase by the IPA Group that resulted ina 

split between the hardware and type divi- 

Bembo Corporation. In 2004, TA Associates 

purchased the company and renamed 

it Monotype Imaging, Inc. 

Today, Monotype Imaging owns 

Linotype (129), International Typeface 

Corporation (128), and various font 

® distributors such as AscenderFonts 

(140) (www.ascenderfonts.com) and 

Cc | ASS C & C Oo n te m p O rary Font.com (www.font.com), which offers 

D ES i G N E D | N | 928 FO R M O N OTYPE more than 100,000 font products. In 

addition to retail fonts, Monotype also 

and helped define the humanist sans serif genre specializes in custom fonts for branding 

agencies and corporations. Some of 

A lypeface Family Based on the Monotype’s most popular typefaces 
include Bembo (155), Times New 

LETTERING OF EDWARD JOHNSTON Roman (165), Gill Sans (175), and Arial. 

Gill Sans 
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Large Foundries 
There are small differences between mega foundries and EVesxom Colbbateng (cme Ot Coma ele former, large foundries also hold 

trademarks for the most common typefaces and produce a great number of typefaces, though not to the same extent. 

H. Berthold AG Elsner+Flake 

www.bertholdtypes.com www.elsner-flake.com 

Hermann Berthold founded the H. Berthold In 1986, after ten years of designing type and digitizing fonts and 

AG foundry in 1858 in Berlin. The foundry’s logos, Veronika Elsner and Gunther Flake founded Elsner+Flake 

best-known font is Akzidenz Grotesk (170), design studio. The company, based in Hamburg, Germany, aims 

which it released in 1896. By 1918 the foundry to produce a continuously growing library of digital fonts. 

had become one of the largest in the world, Currently Elsner+Flake supplies more than 2,500 fonts worldwide, 

with offices throughout Europe. most of which are not electronically modified and were designed 

In 1950, Gunter Gerhard Lange began with particular attention to detail (for example, complete kerning 

working with the company and in addition |334| tables, individually designed accents, and Old Style numerals). 

to designing typefaces, he oversaw the reviv- Some of the foundry’s more popular typefaces include Petras Script, 

als of classic faces such as Baskerville (154), TV Nord, and Bank Sans Caps. 

Bodoni (156), and Garamond (162). In addi- 

tion to typefaces, Berthold also developed 

proprietary typesetting equipment such as 
Emigre, Inc. 

the phototypesetting machine, the Diatype, 

and the Diatronic. > 
: ; www.emigre.com 

In 1993 H. Berthold AG ceased operations 

due to financial troubles. In 1997 Chicago- =. . 
; . : = Emigre Inc., founded in 1984 by husband-and- 

based Berthold Types acquired all of the a ; 7 
i wife duo Zuzana Licko (94) and Rudy VanderLans, 

copyrights, trademarks, and design rights f d f i 
} : is atype foundry, publisher, and distributor of 

associated with Berthold Exklusiv Collection, 
} : ; software based in Sacromento, California. Licko 

which consists of more than 800 typefaces we Tener q 6 ¢ for j 
designed the foundry’s first fonts for its type 

including the fonts Block, City, and Quadra eS ‘ : ime e 
keys : journal, Emigre magazine, a font the foundry 

57. Lange acted as an artistic consultant for ; : 
offered to the publication’s readers. 

the company until his death in 2008. 
Over the years, Emigre transformed froma 

vehicle to showcase the foundry’s typefaces into 

a graphic design journal exploring the disci- 

pline’s various facets. The journal folded in 2005 

after publishing for twenty-one years. Today, the 

foundry holds more than 300 original typeface 

designs including Mrs. Eaves, Mr. Eaves, Brothers. 

and Democratica. Emigre Catalog 



The Font Bureau, Inc. 

www.fontbureau.com 

Publication designer and consultant Roger 

Black and designer David Berlow (82) founded 

The Font Bureau in 1989. In addition to the 

founders, notable type designers such as 

Tobias Frere-Jones (87) and Cyrus Highsmith 

have also produced designs for the foundry. 

The Font Bureau primarily serves the 

typographic needs of microcomputer-based 

magazine and newspaper publishers. To date, 

the foundry has designed more than 2,000 

fonts for 300-plus publications. 

Mr. Eaves 

FSI/FontShop 

www.fontshop.com 

HEUFPELEN WEN D LENE ER 2009 

« 5 Elemente « 12 Menatsblatter 

48 Sonderfarbén #60 Motive 

2009 Kalender x 24.108 Originale 

For your eyes only 

The Five Elements 

FF Scala 

Designers Neville Brody (84) and Erik Spiekermann (103) founded 

FontShop in 1990 in Berlin. Today, the foundry is one of the world’s 

largest manufacturers of digital typefaces. FSI has published thou- 

sands of fonts under the FontFont label including FF Meta, FF 

Scala, and FF Trixie. FontFont also features fonts from type design- 

ers such as David Berlow (82), Erik van Blokland, and Tobias 

Frere-Jones (87), as well as many up-and-coming designers. 
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House Industries 

www.houseind.com 

House Industries, based in Wilmington, 

Delaware, was established in 1993 by Andy 

Cruz and Rich Roat. The founders charac- 

terize themselves not just as developers of 

type design, but also as developers of the 

idea behind the design, by creating prod- 

ucts such as shirts, books, and other objects 

inspired by their work. Some of their most 

notable typefaces include Neutraface, 

Eames, and Chalet. The foundry’s fonts 

appear on billboards, greeting cards, logos, 

and in mainstream media. 

Typography, Referenced 

International Typeface Corporation 

www.ITCfonts.com 

ITC Elegy 

More than thirty-five years ago, 

type designers Herb Lubalin 

(95), Aaron Burns, and Edward 

Rondthaler, the principal founder 

of Photo-Lettering, Inc., founded 

the International Typeface Cor- 

poration (ITC) with the intention 

of supplying typefaces to industry 

professionals. Today, ITC, owned 

by Monotype Imaging (125), is 

VY WS CO- 

known for its expansive classic 

font collection, including Avant 

Garde Gothic, Bodoni (156), and 

Kabel (177). Recently ITC also 

expanded its library to include 

more contemporary fonts includ- 

ing display and illustrative types 

such as Deelirious. Currently the 

foundry represents more than 

1,650 typefaces. 



Linotype T.26 

www.linotype.com www.t26.com 

In 1994, Carlos Segura founded T.26, a digital type 

yy foundry based in Chicago and established to further 

the design, promotion, and distribution of type 

designs, as well as promote the integration of typogra- 

phy into graphic design, fine art, and popular culture. 

Today, the foundry offers fonts from more than 200 

a Superfamily OF 30 typefaces designers, equaling more than 3,000 individual type 

designs from 978 families. Some of most notable fonts 

SUSHI LO U NGE Gd i ie eee 

GSM | see 
www.urwpp.de/english/home.html El premio Nobel en Microbiologia 

Flashmob at Hydepark Medium 
evergreen 

Celebrating 40 years of ApolloX! Har 
The first issue of our magazine is now available | N CUS t ad dt Klin Sseminaltight 
Linotype, originally a manufacturer of typesetters ( U t to z 

used by newspaper and general printers, began Ster 

developing fonts exclusively for its own equipment. Neuestadt/Filo/Hair 

The company eventually became the standard 

in typesetting and font development. 

Not until the 1980s (26) did Linotype make its 

fonts available for use on other equipment, such as URW++ is a Hamburg, Germany-based foundry that 

Adobe Systems (124). The foundry granted Adobe specializes in developing software products and 

permission to produce some of its most famous custom type for corporations and productions, in addi- 

fonts in the digital PostScript Type 1 format, making tion to supplying a range of retail fonts, both original 

them universally available. Some of Linotype’s most and licensed. Unlike other foundries, URW++ offers 

famous typefaces include Frutiger (173), Optima, a comprehensive list of non-Latin fonts including 

Helvetica (176), Univers (181), and Palatino. Cur- Greek, Hebrew, and Arabic. Some of its most notable 

rently, Monotype Imaging (125) owns the company. fonts include Filo Pro, Neustadt, and Cutoff Pro. 
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Independent Foundries 
Independent foundries are much smaller than large and mega foundries and are usually made up of a 

small collective or an individual who is not commercially backed and operates with a low overhead. 

Chank, Co. 

www.chank.com 

Minneapolis, Minnesota- 

based Chank is run by font 

designer Chank Diesel. 

In 1992, while working as 

creative director for the 

alternative music maga- 

zine, Cake, Diesel began 

designing typefaces. Just 

five years later, he was 

being profiled in the Wall 

Street Journal. His foundry 

develops custom fonts for 

retail and corporate clients, 

as Well as free experimen- 

tal fonts. Chank focuses on 

fun, playful fonts that the 

foundry believes a variety 

of users can access. 
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Club Type 

www.clubtype.co.uk 

Designer Adrian Williams 

founded the United Kingdom- 

based type foundry, Club 

Type, in 1985. Williams 

began his type career in 

1969 converting well-known 

metal typefaces designed for 

phototypesetting devices. He 

has continued to develop as 

technology has, digitizing 

typefaces for contemporary 

systems. His ability to create 

versatile typefaces has led to 

custom fonts for corporate 

branding and identities such 

as Renault and Foster’s Lager. 

Club Type offers a small but 

well-crafted collection of 

typefaces including Bulldog, 

Congress Sans, and Monkton. 

Darden Studio 

www.dardenstudio.com 

Sigur Rés 
TAMIROFF 
bristles & whiskers 

HOW WE ARE 
POLAR BEAR CLUB 

HEDAYA 

WHY? 
WEATHERBOX 
1517 - 1979 
Birra 

Joshua Darden (111) founded the Brooklyn, 

New York-based type foundry, The Darden 

Studio, in 2004. The foundry focuses on 

creating new typefaces and lettering for 

various clients including publications, 

institutions, and corporations. It advertises 

a holistic approach to design, integrating 

other areas of interest such as painting, 

metalworking, and writing into daily 

activities. The foundry’s type library includes 

the best-selling typefaces Omnes, Freight, 

and Jubilat. 



The Enschedé Font Foundry 

www.teff.nl | 

Peter Matthias Noordzij founded The Enschedé Font 

Foundry in 1991 as an extension of the printing house and 

type manufacturer, Enschedé, which was established in 

The Netherlands in 1703. The foundry continues the tradi- 

tion of designing and manufacturing high-quality type for 

retail and commissioned custom projects. Notable type- 

faces include Trinité, Lexicon, and Ruse. 

Exljbris Font Foundry 

www.exljbris.com 

Dutch designer Jos Buivenga founded The Netherlands- 

based foundry, Exljbris, in 2004 after years of designing 

typefaces for his personal use and posting them online for 

free. In 2008 he released Museo, which became an instant 

success and pushed him to make the swiTch to full-time 

type designer. Buivenga’s most notable fonts include 

Geotica, Calluna, and Museo. 

To the best of my 

KNOWLEDGE 
fast food is not that healthy 

HOWEVER 
did you eat hamburgers? 

Because 
they can make you happier 

MAKING 
a good time! 

Gravlax 
From ‘trench’ & lax ‘salmon’ (fish) 

Calluna 
Is also the name of a so-called heather plant. 

HAMSTRING 
A (QUADRUPED’S) HOCK! 

luckiést 
Q&A: 32 questions should be answered 

Calluna Museo Slab 

FontHaus 

www.fonthaus.com 

ui ne Marburger nt 

MI IKLMNOPS, 
RSTUVHAYZ. 

cbedasphjklmnopgrctu es has 

234567890) ¢ cAT HY 

SEF R@Osee¥ 
FontHaus 

FontHaus, founded in 1990 by Mark Solsburg, was the 

first independent font retailer in the United States and 

one of the first to sell and distribute fonts online. The 

retailer distributes more than 75,000 fonts for major font 

foundries such as Adobe (124), Bitstream (124), The Font 

Bureau, Inc. (127), International Typeface Corporation 

(128), Monotype (125), URW++ (129), and many others. It 

also supplies fonts to numerous media companies, adver- 

tising agencies, designers, and corporations worldwide. 
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Fonthead 

www.fonthead.com 

Ethan and Lisa Dunham founded Fonthead 

in 1994. Over the years the Wilmington, 

Deiaware-based foundry has built a solid 

library made up of a range of original con- 

temporary fonts. Many of Fonthead’s fonts 

have appeared on posters and websites and 

in books and other various applications. 

Some of its best-selling typefaces include 

Drawzing, ClickBits, and Tachyon. 

Hoefler & Frere-Jones 

www.typography.com 

Jonathan Hoefler (92) and Tobias Frere- 

Jones (87) began working together in 1999 

after Frere-Jones left Font Bureau (127). To 

date the duo has designed more than 500 

typefaces, including personal work and col- 

laborations through their foundry, Hoefler 

& Frere-Jones. 

The foundry’s typefaces have been used 

in almost every format, including news- 

papers, magazines, and museums, with 

clientele including the Wall Street Journal, 

Martha Stewart Living, Nike, Pentagram, 

GQ, Esquire, Business 2.0, the New York 

Times, and the New York Times Magazine. 
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LetterPerfect 

www.letterspace.com 

LetterPerfect, founded in 1986 

by lettering artist Garrett Boge, 

supplies more than fifty unique 

typeface designs for both Macin- 

tosh and Windows platforms. 

The foundry has two dis- 

tinctive lines: Viva la Font and 

Legacy of Letters. The Viva la 

Font library consists of script and 

Lineto 

display faces such as Destijl and 

Longhand. Legacy of Letters, a col- 

laboration with fellow lettering 

artist Paul Shaw, focuses on type 

designs based on lettering models 

from historical periods such as 

Kolo, Donatello, and Old Claude. 

www.lineto.com 

Cornel Windlin and Stephan 

Miller founded Lineto in 1993. 

In 1998 the Switzerland-based 

company set up Lineto.com (www 

.lineto.com) as an electronic way 

to distribute its typefaces, as well 

as other designers’ work. All of 

LucasFonts 

Lineto’s typefaces are sold exclu- 

sively through its website, except 

for earlier work—aptly called 

“Lineto Legacy”—still sold through 

FontFont. Some of Lineto’s notable 

work includes Le Corbusier, Valen- 

tine, and Cobra. 

www.lucasfonts.com 

Dutch designer Luc(as) de Groot (91), who also founded Berlin-based 

FontFabrik, www.fontfabrik.com, founded LucasFonts in Berlin in 

2000. The foundry specializes in creating original and custom quality 

typefaces with extended type families—supplied to encourage experi- 

mentation—as well as in redesigning existing fonts. Notable typefaces 

include Thesis, TheSans, and TheSerif. 



Mark Simonson Steve Mehallo 

www.marksimonson.com www.mehallo.com 

Designer, illustrator, 

7 ¢ ¢ and educator Steve 

ol ¢v CL 0 (eo | Gg Mehallo specializes in 

| brand strategies, logo 

development, and custom 

‘Lz Ure Vz ure Hzure nts Hehe worn 
in the design industry 

C | : C : i ¢ f ° since the late 1980s (26). 

lo fF ida lo r ida le rida Mehallo originally started 

designing fonts for his own ‘Uacation Uacation Uacation NA SRO 
cS range Deel Orange Peel Orange Peel SEO ARS SEI Ve ueuuntehy 

and has supplied fonts 
“Haute Cuisine Haute Cuisine Haute Cuisine nine 
Créme deVTlenthe Créme de Menthe Créme de Menthe including Monotype (125), 

‘Fashionable Lingerie Fashionable Lingerie Fashionable Lingerie | TiVo, Pacific Bell, and 
Cxquisite Colorful Creations Cxquisite Colorful Creations Pxquisite Colorful Creations Nike. Some of his foundry’s 

Coquette Jeanne Moderno, Alta 

Mark Simonson started his own foundry | 

VOYAG [. LJ in 2000 after spending more than twenty 

years working as an illustrator and designer 

S LJ D ‘> c Oo Gh at places like Minnesota Public Radio 

and Rivertown Trading Company, and 

N E UTRON STAR more than eight years designing type- 

Dp | a N eta ry O rb its faces and licensing them to FontHaus (131). 

CONSTELLATION OF ANDROMEDA His current library contains more than 

2001: A Space Odyssey. 68 100 original typefaces for sale, including 
e 9 A 

APOLLO ASTRONAUTS LAND ON THE MOON, JULY 20,1969. ©«-~ Proxima Nova, Mostra Nuova, and Coquette. 

most notable fonts include 

California, and Chandler 42. 

Vexed Buzz quietly watched Neil jumping to mark t His fonts have been used for book covers 

VEXED RUZ GUIETEY WATCHED WECSUMEIN and environmental graphics, in magazines, 

and for a variety of other applications. 

Proxima Nova 
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Nick’s Fonts 
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Nick’s Fonts 

www.nicksfonts.com 

Nick Curtis, founder of Nick’s 

Fonts, has been fascinated with 

typography since he was a boy. 

He uses authentic historical 

forms pulled from sources 

such as the Library of Congress 

to develop his typefaces. His 

aesthetic inspiration spans 

designs from the Wild West to the 

gay nineties to the Jazz Age. 

He began licensing his fonts 

in 2000. He first licensed Steppin’ 

Out and Picayune Intelligence to 

Bitstream (124), then in 

2001, licensed twelve designs 

to International Typeface 

Corporation (128) and three to 

what was then Agfa-Monotype 

(today Monotype Imaging [125]). 

After the launch of MyFonts 

.com (141), www.myfonts.com, 

in 1999, Curtis decided it was 

time to establish his own inde- 

pendent foundry. Today, Nick’s 

Fonts library includes more 

than 500 type families. 

Nick’s Fonts 



P22 Type Foundry 

WWW.p22.com 

Dada2 

In 1995, Richard Kegler and Carima 

El-Behairy founded P22, a Buffalo, New 

York-based type foundry that specializes in 

creating computer typefaces derived from 

historical forms found in art, history, and 

natural science. With each font the foundry 

sells, it includes background information 

about the font’s source and inspiration. P22 

also works with museums and foundations 

to develop accurate historical typefaces 

suitable for computer use. 

PampaType 

www.pampatype.com 

Argentinean information and type 

designer Alejandro Lo Celso founded the 

digital type foundry PampaType in 2001. 

The foundry, which recently moved back 

to Argentina from Mexico City, aims to 

produces high-quality fonts with “Latin 

flavor” inspired by the surrounding 

culture. Notable typefaces include the 

international award-winning Rayuela, 

Borges, and Arlt fonts. 

Parkinson Type 

www.typedesign.com 

Jim Parkinson, founder of Parkinson Type, designed his first series 

of custom typefaces for Rolling Stone magazine. In 1990, while he was 

working for the San Francisco Chronicle, his designs became totally 

digital. Today, Parkinson Type consists of more than three- dozen 

retail fonts, including the popular Parkinson, Sutro, and Balboa. Par- 

kinson also has created fonts for Adobe (124), Monotype (125), Font 

Bureau (127), and International Typeface Corporation (128), for whom 

he was one of the designers of Ic Bodoni. In addition to retail type, Par- 

kinson also creates custom fonts and has drawn display type (213) for 

magazines including Newsweek and the New York Times Magazine. 

PSY/OPS Type Foundry 

WWw.psyops.com 

Rod Cavazos founded PSsy/OPs (short for Psychological Operations) 

in San Francisco in 1995. The small studio focuses on custom type 

development and has had dozens of clients since its founding. 

Currently, the foundry offers eighty retail fonts including Exemplar 

Pro, Eidetic Modern, and Armchair Modern from a variety of 

designers—from San Francisco and around the world—including Bob 

Aufuldish, Matthjs Van Leeuwen, and Steve Mehallo (133). 

Storm Type Foundry 

www.stormtype.com 

Frantisek Storm founded Storm Type Foundry in Prague in 1993. 

The foundry’s main objective is to revive classic type for digital 

use. When digitizing original Czech typefaces, Storm collaborates 

with designers including Otakar Karlas, Jan Solpera, and Josef 

Tyfa. Some of the foundry’s more popular fonts include John Sans, 

Etelka, and Header. 
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Sudtipos SuITCase Type Foundry 

www.sudtipos.com 
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Designers Alejandro Paul (116), Diego Giaccone, Ariel Garofalo, 

and Claudio Pousada founded Sudtipos, the first Argentinean type 

foundry collective based in Buenos Aires. The foundry is a joint 

venture between design professionals whose expertise span from 

advertising and branding to television and new media. They see 

themselves as “graphic designers doing fonts for graphic design- 
ers.” Some of their notable designs include Adios, Piel, and Burgues. 
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www.suitcasetype.com 
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SulTCase 

Designer Tomas Brousil founded SulTcase, 

an independent digital type foundry 

based in Prague, Czech Republic, in 2003. 

The foundry currently offers more than 

170 professional-quality retail typefaces 

and creates custom fonts for branding, 

corporations, and other clients. Some of 

SulTCase’s more popular fonts include 

Tabac Sans, Fishmonger, and Kulturista. 



Tour de Force Font Foundry 

www.tourdefonts.com 

THE 
ASTRONOMER 
hesitated. He said, "I will be truthful 
with you. They come from a denser 

planet. Ours is richer in 

THE LIGHTER 
atoms. "The principle remains. Said and 
forgotten. 94 times per day, 37 times per 

YEAR, 25 TIMES PER HOUR. 

JUST MOMENT; RED. 
I have a question to ask you? 

The Industrialist 
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Oblik2 

Serbian designers Slobodan and Dusan Jelesijevic founded 

Tour de Force Font Foundry in 2009. The foundry is one of the 

Balkan Peninsula’s major type foundries. Its best-selling type- 

faces include Passage, Oblik, and Belco. 

Typerepublic 

www.typerepublic.com 

Andrew Balius is the founder 

and principal designer of the 

Barcelona-based independent 

type foundry Typerepublic. This 

foundry specializes in fonts with 

“local flavor” that draw on Spanish 

typographic history, influenced by 

the culture. The idea is to create 

fonts accessible to amateurs and 

professionals alike. Typerepublic 

also develops custom fonts, as 

well as fonts for retail such as its 

popular fonts Pradell, Carmen 

Fiesta, and Taiull. 

TypeTogether 

www.type-together.com 

Veronika Burian (i109) and 

José Scaglione (118) founded 

independent type foundry 

TypeTogether (TT) in 2006 by while 

they were both completing their 

master’s degrees in type design at 

the University of Reading (348). 

TT’s fonts are cross-platform 

OpenType fonts with extended 

character sets and a focus on 

editorial use. TT provides custom 

modifications and specially 

tailored typefaces, in addition to 

font styles ready for immediate 

purchase. Some of TypeTogether’s 

more notable fonts include 

Adelle, Skolar, and Bree. 
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Typodermic Fonts | Typofonderie 
| 

| 

www.typodermicfonts.com | www.typofonderie.com 

| 
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me optically vertical, 
it wds necessary to work on each character 

| 2 i Me with a Specific angle, 
In 2001, Ray Larabie, a Canadian font designer living in | which was defined notably by its structure ey dimension. 

Nagoya, Japan, started Typodermic after designing fonts : Capitals have a geometrical Waaateell Stem, 

for five years. Larabie has created more than 1,000 fonts in 

_ graceful [apes of itdlics dnd the angle of romans. 

Typodermic 

ne i ‘ 4 j a while the lowercase retain have an angle which varies 
480-plus families for industrial and consumer use, including Ce 

Junegull, Jillsville, Strenuous, and Tandelle. Currently, | o BEI W EEN @) e 2 DEGREES. 

Typodermic’s library offers more than 200 typefaces. 

Larabie’s first 300 or so fonts, those created between 1996 

and 2001, can still be acquired through Larabie’s Fonts, a Joos 

subfoundry operated through Typodermic. 

In 1994, Jean Francois Porchez founded France- 

based foundry, Typofonderie, as a way to distribute 

typefaces exclusively without the help of a retailer 

and to ensure he controlled the font sales and cus- 

tomer support. In 2006, the foundry moved to 

Sevres; today, Typofoundrie is located in Clamart, 

France, near Paris. Some of its most notable type- 

faces include Apolline, Angie Sans, and Anisette. 
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Die Typonauten 

Die Typonauten was founded in 2000 in Bremen, 

Germany. This small foundry specializes in display types 

(213) for corporate, editorial, publication, and information 

design, as well as for illustration. Notable fonts include 

Oklahoma, B-Movie Retro, and Newsletter. 

Typotheque 

www.typotheque.com 

Typotheque, located in The Hague, The Netherlands, 

produces standard fonts that support all Latin-based 

European languages. In addition, it has created typefaces 

for Greek, Greek Polytonic, Cyrillic, Arabic, Armenian, 

and Devanagari scripts. The foundry, run by Peter 

and Johanna Bilak (83), characterizes itself as offering 

more complete fonts with more advanced features than 

other foundries. The Typotheque library includes Plan 

Grotesque, Irma Slab, and Fedra Serif. 

Underware Type Foundry 

www.underware.nl 

SELECTED FEATURES PARTI 

Ona pig 
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Liza 

Founded in 1999 by Akiem Helmling, Bas Jacobs, 

and Sami Kortemaki, Underware is based in 

Helsinki, Amsterdam, and The Hague. The foundry 

specializes in creating versatile fonts for both custom 

projects and retail. Some of its most popular retail 

fonts include Auto, Dolly, and Sauna. In addition 

to creating fonts, Underware also conducts type 

workshops, runs the radio station, Typeradio (377), 

and participates in numerous other activities. 
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TYPE FOUNDRIES 

Retailers/Distributors | 
Foundries 
This list represents.a general collection of online font retailers, both large and small. 

AscenderFonts 

www.ascenderfonts.com 

AscenderFonts is a retailer 

and distributor of TrueType 

and OpenType fonts for 

digital use. In addition 

to ready-to-buy fonts, 

the company also offers 

an extensive range of 

services including custom 

typeface development 

and font technology for 

developers, manufacturers, 

and enterprises. 

Fonts.com 

www.fonts.com 

Fonts.com is an online font store owned by 

Monotype Imaging (125). The retailer offers 

more than 150,000 font products. 

FontShop 

www.fontshop.com 

FontShop is an independent font retailer of 

digital type. It features fonts from FontFont, 

Linotype (129), FontHaus (131), Exljbris 

(131), and PSY/OPS (135), among many others. 

HypeForType 

www.hypefortype.com 

Alex Haigh founded 

HypeForType in the early 

2000s (28). His goal for the 

online foundry was to create 

a “hotbed of typographic 

talent” and to showcase 

and supply to the creative 

masses the best high- 

quality, handcrafted fonts 

that the contemporary 

typographic talent could 

offer. HypeForType offers 

a variety of fonts from 

various independent type 

designers including Alex 

Trochut, SI Scott, and 

Craig Ward. Some of the 

most popular typefaces it 

offers include Now Deco, 

Hunter, and Killer. 



Identifont 

www.identifont.com 

Identifont is a research-based typography website 

that specializes in cataloging and identifying popular 

typefaces. The site also acts as a liaison between buyer 

and retailer, allowing the customer to compare and 

contrast type specs before purchase. 

MyFonts 

www.myfonts.com 

MyFonts.com is an online distributor of more than 

62,000 fonts from more than 700 foundries includ- 

ing fonts from Mark Simonson (133), Font Bureau 

(127), Canada Type, and Sudtipos (136). It was founded 

in 1999 by Charles Ying, then Bitstream’s (124) 

chairman of the board. MyFont has become more 

user-friendly with new systems for finding typefaces 

including WhatTheFont and More Fonts Like This. 

Typographica 

www.typographica.org 

Founded in 2002 by Joshua Lurie-Terrell, Typographica 

is a review of typefaces and type books. Chris Hamamoto 

and Stephen Coles relaunched the site in 2009. 

Veer 

WWww.veer.com 

Veer supplies stock photography, illustrations, fonts, 

and creative merchandise. The company also runs 

two blogs: The Skinny, a design news blog, and 

The Fat, acommunity blog. 

Additional 

Online Retailers 

www.daltonmaag.com 

www.fontbros.com 

www.fontdiner.com 

www.fontfont.com 

www.fontpool.com 

www.fontsmith.com 

www.foundrytypes.co.uk 

www.fountaintype.com 

www.macrhino.com 

www.microsoft.com 

www.mvbfonts.com 

www.philsfonts.com 

www.processtypefoundry.com 

www.terminaldesign.com 

www.typography.com 

www.typography.net 

www.vllg.com 

www.waldenfont.com 
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Typefaces 
and Specimens | 
By Jason Tselentis 

ohannes Gutenberg created the opportunity tomass- - 

produce typography when he designed moveable type in 

the 1450s, and the technology spread throughout Europe. 

-Printers—and later type foundries—craftéd by hand - 

individual letters that would become the typefaces used for 

joy cole tt en tetem oy abelcarel material such as the Gutenberg Bible. 

Many of those first typefaces stemmed from the blackletter 

(192) calligraphy so ingrained in Gutenberg’s Germanic culture 

of the time. Venetian scripts, with their delicate and handcrafted 

qualities, were appropriated in later day Europe during the 1500s. 

Muscular, even angular strokes rose to prominence during the 

1600s and 1700s, popularized by the Dutch. And slab serif (16) 

fonts used for advertising and promotion became a necessity in 

the 1800s, when large posters and signs shouted for attention. 

But when William Caslon IV boldly obliterated the serifs from 

his 1816 type design, later called sans syrruph (“sans serif,” or. ~ 

“without serifs”) by English type founder Vincent Figgins in 1832, 

- itpaved the way for anew dawn i in typeface design. Historically, © 

technological developments such as the shift to Linotype (129) 

and Monotype (125) machines, and later to phototypesetting, 

shaped the how and why of a typeface’s design. Today, differ- - 

ences in language, writing forms, marketing, and artistic vision. 

sway look, feel, function, and trend. Many of today’s typefaces 

are revivals (even re-revivals) or adaptations of original designs 

from centuries past. And unfortunately, some designers and 

‘foundries have rendered poor copies due to unreliable sources 

or too many variations from which to model their designs. 
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TYPEFACES AND SPECIMENS 

ecimen Sheets 

hen it comes to selecting a typeface, a 

designer must consider many factors, but one 

tool continues to be helpful: a specification 

sheet, an example of every letter, symbol, and 

number in a typeface shown in different sizes and con- 

texts. Type specimens have long enabled printers and 

designers to see an entire character set in a range of sizes. 

By looking at one or many typeface specimens, identi- 

fying the typeface (or typefaces) appropriate to a project 

should become clear. 

In today’s digital world, type specimens exist mostly on ; 

the Web in the form of simple character displays on web- ! / ( i th [ i [ li ; [ [ ( 

sites. One of the newer specification tools is on-screen (NODITe | i! Cell Uy On 5, [3 Q (UC UIE 

testing, during which websites allow users to view how and modular yel its solid shapes 

’ the text of fonts—sometimes up to several dozen—will 
Ss 

display. Those who intend to use the type in print are ata harken to a time when type 

bit of a disadvantage looking at it on screen. Fortunately, 

many foundries and distributors offer a downloadable could qne-tuscallay 

PDF for printing, testing, and comparing the specimens Ea 

on paper—especially handy for instances of use witha eee 7nG= tae See 

colored or textured substrate that will modify the font’s po | [=e ee ae 

ESRD typographic color. Designers can also send away for speci- 

mens in printed catalogs. 

D u ring the past centu ry, the nu mber of available Loft™ is 8 trademark of Monotype Imaging Inc. registered in the U.S. Patent & Trademark Office and may be registered in certain jurisdictions. 

typefaces has moved in parallel with technological 

improvements. As technology for viewing and compar- 

ing typographic specimens increased, so too did the CARTIER Carter Sans 

number of typefaces. Classification systems to help 

Distinctive Clarity 
CHISELED 

‘ ANGULAR, CRISP SHAPES 

sophisticated 
PERFECT PROPORTIONS 

ae 1010) Ge 
PRO- 

CARTIER BOOK Is A PAINSTAKING, INTELLIGENT 

revival of Carl Dair’s design 

x 

The most difficult task is creating 
letters that are anonymous, yet still 

Specimen sheets, such as these three from Monotype poerias SRemcrionssre Serre a 
Imaging, have a similar layout and purpose as Rod McDonald’s i 
those printed during the predigital era, only they’re Cartier Book is a unified, 

available as downloadable PDF files from www.fonts commana e preerere vases alata yet eta 
.com. Whether found online or held as printed sheets, y aAA aAA aaA aAA 
specimen sheets are vital tools for seeing how typefaces 12345 Regular Smate Cars Italic’ Medium Bold 67890 

look and feel before committing them to a project. 
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The P22 foundry has its catalog available for purchase, and many of its specimen sheets 

show the type in use asa collection of phrases, and words in various weights. 
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designers sort and select type have come and gone, but 

sorting by history, features, tools used, usage clas- 

sification, and the Vox system are the mainstays: 

¢ Historical classifications position typefaces or their reviv- 

als within the time period during which their visual 

attributes were invented. 

e Classifying by features such as shape, proportion, or use 

clusters typefaces into visual categories rather than within 

an historical canon. 

e The tools used to create the typeface can also become a 

mode of classification. This is more prevalent for predigi- 

tal typefaces, when myriad tools were used such as chisels, 

pens, geometric measuring devices, rulers, or brushes. 

Last, usage classification includes categories such 

as text or display, coated or uncoated paper, offset or 

digital printing, and—to fragment even further— 

digital as well as small screen. 

e Of all the classification methods, the Vox system has the 

widest level of consensus. Maximillien Vox created it in 

1954, and the Association Typographique Internationale 

(354) adopted it on the merits of its traditional terminol- 

ogy and historical criteria. The first four categories relate 

to early serif type forms including the Venetian Human- 

ist, Garalde, Transitional (55), and Didone (56). The more 

familiar categories such as slab serif (59) and sans serif 

each have their own subcategories. And Glyphic (57), 

script, and graphic round out the list, helping to neatly 

position some of the typographic outliers. 

Any of the above systems work under the proper circum- 

stances, and depending on the piece at hand, designers 

still take liberties with the way they sort and view type- 

faces. But one constant remains: dispute. Many designers, 

typographers, artisans, and printers consider many of the 

new typographic breed weeds among the flowery time- 

tested faces included in this chapter. Everyone seems to 

have his or her own opinions about what is timeless and 

what is purely functional. 

Put a graphic designer and a typographer in the 

same room and ask them to share with each other their 

list of top 100 fonts. Chances are good that that list 

would have as many similarities as differences. But those 

on which they agreed would likely have unique propor- 

tions, characteristics, shapes, or uses. After their voting, 

if they had to research the history of their chosen fonts, 

as well as those they left off of the list, chances are they 
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would have a newfound perspective on those they 

selected and neglected. 

Typefaces will continue to become popular or 

unpopular, but a broad, conceptual understanding of 

these time-tested typefaces can go a long way toward 

ensuring that designeis have a springboard for the 

continued use and celebration of typography. 

The five boxing wizards jump quickly. 
sm 

The fie boxing wisest up gulch, 
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Waltz, bad nymph, for quick ji ~ 
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Web designers used to be limited to a mere dozen Web-safe fonts. 

But thanks to new tools such as Typekit, designers can browse 

through nearly any type specimen online. Typekit’s online 

catalog allows the designer to see a range of styles and weights, 

along with how the font will appear in a variety of browsers and 

operating systems. This range of testing is akin to seeing how 

a font would appear on one type of paper versus another. 



GILL SANS 

ERIC GILL 
{1882 - 1940} 

Eric Gill was born in Brighton, Sussex in 1882. 

He began studying lettering under calligrapher 

Edward Johnston while attending classes at the 

Central School of Arts and Crafts in London. 

In 1924 Gill started a workshop in Wales where 

he created his best known typefaces: Perpetua, 

Joanna, and Gill Sans. 

In 1927-30 Eric Gill designed the typeface Gill 

Sans, a humanist sans-serif inspired by Edward 

Johnston’s Railroad Gothic. Gill Sans was an 

attempt to provide a legible sans serif typeface 

that would be suitable for both text and display. 
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% HERMANN ZAPF JAN TSCHICHOLD 
{6. 1918) {1902 - 1974} 

Hermann Zapf is a prolific typeface designer Jan Tschichold was born in Leipzig, Germany 

who was born in Nuremberg, Germany in 1918. | in 1902. His father, a provincial -writer, 

Zapf never rec a formal education in the provided a strong artisan background that set 

but taught hir calli y from books Tschichold apart from other typographers. In 

and examples e found at the ty library. 1923 he attended the first Weimar Bauhaus 

1947 he was offered a position with the Stempel . exhibition, inspiring his most noted work, Die 

type foundry as head artist in their print shop. neue Typographie. He is responsible for several 

It was here that he desiqned his most legendary . typefaces that utilize both modern and classic 

typefaces: Palatino, Optima, and Zapf Chancery. design principles: Saskia, Transit, and Sabon. 

Designed in 1979, Zapf Chancery is based on a In 1967 Tschichold designed Sabon, a typeface 

style of handwriting developed during the Italian that enabled identical reproduction on both 

Renaissance by scribes in the papal offices Monotype and Linotype systems. 

esy of The Society of Typographic Arts 

iM THIS BROADSIDE WAS PRINTED BY ONE HEART PRESS 
fy Go {LETTERPRESS) AND MOQUIN PRESS {LITHOGRAPHY} ON 

CRANE LETTRA // DESIGN BY MICHAEL OSBORNE DESIGN 
WWW.CRANELETTRA.COM 1.800.613.4507 

| FLUORESCENT WHITE 100% COTTON 

For its Crane Lettra poster, MOD/Michael Osborne Design 

paired Gill Sans, Sabon, and Zapf Chancery with great effect. 
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Sample pages from 

a specimen book for 

Espinosa Nova, an 

extensive revival of a 

typeface by Cristobal 

Henestrosa. 

Typography, Referenced 

DEL GRANDE Y SOLEMNE RECIBIMIENTO 

que hizo el] gran Moctezuma a Cortés 

GRAN CIUDAD DE TENOCHTITLAN | 

| ESTABAN LLENAS LAS TORRES Y CUES | 

Y LAS CANOAS Y TODAS PARTES DE LA LAGUNA 

HABIAN VISTO CABALLOS 

ni hombres como nosotros 

38 - TITLING 

ilustrissimos 

ilustrissimos 

Weiss Weif 

Weiss Weifs 

La calzada toda iba Ilena de aquellas gentes que no cabfan 

=== 

OVA REGULAR 3 

ABCDEFGHIJKLMMNOPQQRSTUVWXYZ 

abcdefghijklmnopqrsftuvwxyz 

AAAAAACEEEELIIILNOOOOO0@D 
SUUUUYYZDPZERB 

Aaaadacéeeeiiiindodo09 

suudiyyzdpeek&@*° 

Ape) Py RRR et Sue. = earn OLATHE 

OT STE/\ [leet aw etre <> s2% i %%eo 
#ofIApIrEONO°FEL¢¥ fun" O@ 

“ 

01234567890123456789 

01234567890123456789 
0123456789 

0123456789 

ONU2 BIE 5/878 217 Srriaiey ais 6igi8 ow /any ai 

ABCDEFGHIJKLMMNOPQRSTUVWXYZ 

AAAAAAQCEEEELITI1LNSOO6O60 

SOUCUYYZDbAEFIFLSS& 

BO12Z456789$ ELEY SFR 

fb fF fh fi § fk fl ff ft fb fF th fi fh fk MT ht 

ffb fh fh fA ffl HA AR fb 10h fh £1) 1k M1 Mt 

{p ch é& Sp st 

In 1521, Hernan Cortés and his men, allied with other indig 

enous peoples, vanquished the Aztec empire. Only 18 years 

later, Juan Cromberger — head of a dynasty of German print- 

ers settled in Sevilla — sent the Italian Juan Pablos to Mexico 

in order for him to found the first printing office of the New 
World. @ Pablos bought the office from the Crombergers in 

1548 and, in 1550, he hired Antonio de Espinosa, who moved 

to Mexico from Sevilla the next year. From this moment on, 

the quality of the press’s works showed a remarkable increase 
and the repertoire of types was renewed: evidence points that 

some of them were made by the new employee, so he can be 

considered the first type designer of the continent. @ In 1559, 

Espinosa founded his own printing office, which he would 

hold until his death, in 1576. His books are considered the 

highest point in the history of Mexican ancient printing, and 

the few surviving copies are very appreciated treasures among 

bibliophiles. However, there wasn’t a version that enabled a 

contemporary use, as opposed to other masters from the past, 

such as Garamond, Baskerville or Bodoni. @ To honor his 

skills, in Espinosa Nova I have invested many years of effort: 

the first sketches date from December 2001. I read about Mex- 

ican history, visited libraries and wrote a book about it CEspi- 

nosa. Rescate de una tipografia novohispana, Mexico, Designio, 

2005). I drew, spaced, revised, and drew again. Nine years have 
passed, and so today I can declare myself satisfied with this 

digital interpretation, that has been fortunate enough to achieve 

awards at the most important type design competitions, 

both in the world (Type Directors Club) and 

in Latin America (Tipos Latinos). 

Festina lente. 

+H 

CristOBAL HENESTROSA 

Mexico City, September 2010 



Standard Ligatures - Ligaduras estandar 

fi fl ffb ff} fi fl ffb fh 
Discretionary Ligatures - Ligaduras discrecionales 

P c rey 

ch ch ct sp st ch ch & sp 3% 
Sy Nae lersalitas A REVIVAL FROM THE MEXICAN SIXTEENTH CENTURY Small Caps: Versalitas 

abcd &BABCDE&SS 

All Small Caps: Todas versalitas 

UN RESCATE TIPOGRAFICO DEL SIGLO XVI MEXICANO Cs 12) $ FE SECD $78€ 
5 5 

Stylistic Alternates « Alternativas estilisticas 

MQhe MQhe 
AVA VATVA shows i Of DY LODO} s MOLO))t Lining Figures - Numeros alineados 

005253 4:0 2s 

Proportional Figures - Nsimeros proporcionales 

1574 1574 1574 1574 
Fractions + Fracciones 

01234/56789 01234, 6789 

CERTIFICATE OF EXCELENCE IN TYPE DESIGN 

TYPE DIRECTORS CLUB 2010 

CERTIFICADO DE EXCELENCIA 

TIPOS LATINOS 2010 

Type specimens have 

long ariel) (are printers Espinosa Nova Rotunda is a delicious interpretation of bla 
: letter types from the first Mexican printed books. Robert 

Me ] Bringhurst’s proposal of using in some cases Blackletter ratber 

an esigners to SY St : than Bold may be considered extravagant, but it does not lack 

: ‘ hist likelihood. @ Espinosa Nova Rotunda es una deliciosa 

interpretacion de las oticas con que se imprimieron l neros libros @ C 

an entire dibteals as of : mexicanos. La propuesta de Robert Bringhurst ac le usar en 

: algunos casos goticas en lugar de negritas puede sonar extrava- 

i f i In a range OF SIZEs. 
gante, pero no Carece G verosimilitud historica. 
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TYPEFACES AND SPECIMENS 

Serif. 

ince the 1400s, serifs have 

defined a generation of typefaces 

that evolved into what became 

known as Venetian, Garalde, and 

Transitional (55) classification. For sim- 

plicity’s sake, contemporary historians and 

typographers tend to lump them all into 

one group. Classifications such as those 

within the serif lineage are convenient 

because they cluster fonts into schools, 

styles, or historical movements. But the 

job of classifying and subclassifying 

grows ever more difficult with the release 

of more and more typefaces, fragment- 

ing each of the named classes into even 

smaller permutations. 

In terms of popularity, many typefaces 

commonly used in print today are reviv- 

als of classics created centuries ago such 

as Bembo (155), Baskerville (154), and 

Garamond (162). Calligraphy strongly 

influenced Venetian typefaces such as 

those from the fifteenth (9) to sixteenth 

century (10), most evident in their sloped 

axis and low contrast (230). Old roman 

faces from the seventeenth century (10) 

share those traits, but are also low con- 

trast, with more pronounced brackets 

and bigger serifs that make them appear 

heavier on close inspection. The Garalde 

forms possess the most variety (224), 

with both wide and narrow letterforms. 

Transitional (55) fonts earned that title 

because of where they sit in typographic 

Referenced 

chronology: between Garalde and Didone 

(56). Formally, Transitional typefaces 

have medium contrast and less stress 

than Old Style (54) faces. 

Didone (56) (Sometimes called Modern 

or New Roman) arrived in the late eigh- 

teenth century (10) and continued 

through much of the nineteenth century 

(12). Didone faces have vertical stress, but 

abrupt contrast (230) between their thick 

and thin strokes. Bodoni (156) was one 

of the earliest examples of this formal 

(64) trend that began in France and Italy. 

Hybridizations of these and other clas- 

sifications coiitinue to permeate the 

typographic landscape, with results that 

can look exquisite, garish, or conservative. 

But the specimens shown on the following 

pages set a standard that has influenced 

type designers for centuries, and their 

endurance has been difficult to match. 

Veronika Burian 



SERIF CHARACTERISTICS 

Typography _ Typography Typography 

Humanist (set in Monotype Garalde (set in Hoefler Text): - Transitional (set in Didone (set in Didot): Extremely 

Centaur): Calligraphic Medium contrast, large Times New Roman): High high contrast between stroke 

traits, high ascenders with counters, medium x-height, contrast, vertical widths, vertical stress, hairline 

low x-height, triangle- inclined stress, flattened serifs, downward-sloped serifs, some serifs with 

shaped serifs, pronounced serifs, shorter descenders ears, néarly flat serifs at stem brackets, others without 

stress of counters, small bottoms, shorter descenders 

counters, longer descenders 
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SPONSORED BY 

An invitation by Jeff Matz of Lure design 

couples Bembo’s graceful lines with subtle 

curves found in an artist’s sculpture. 
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cover by 2Creatives uses Adobe Bembo for 

its title. The interior spread incorporates 

Typography, Referenced 

‘ 
yes 

Sot ov 
Ate ca QO eS 

w er eco ot 
AO sha RS 
: wo : NS & ys‘ yy 

wer 

ae 

This RSA Design Directions sketchbook 

it for subheads and body text. 

Bodoni Book and Bodoni 

Openface come together 

on the The Eight Habits 

of Highly Successful 

Retailers book cover. 

Designed by Cotton and 

Crown, United States. 



The Allred Roof Systems 

j identity collateral 

|| uses Adobe Garamond 

}) regular. Designed by 

‘ Cotton and Crown, 

| United States. 

The Texas Children’s Hospital 

Hand Hygiene Campaign by 

Principle combined Bodoni’s grace 

with Gotham’s force ina playful 

and complementary fashion. 
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Baskerville 
_ John Baskerville 

ORIGINAL DESIGNERS YEAR 0} NSS 

circa 1754 Transitional 

LMNOPORSTUV W Xe 

Background 
John Baskerville (70) took some of the biggest steps forward in 

letter design and printing. Using specially crafted paper and 

drying racks, he shortened the time ink remained moist on 

a paper’s surface. This allowed Baskerville’s foundry to print 

letters with a much higher contrast (230) between thick and 

thin, generating a light and delicate alphabet. In 1996, Zuzana 

Licko (94) based her font Mrs. Eaves on many of Baskerville’s 

qualities and distributed it through the (126) foundry. 

Traits 
Baskerville’s higher contrast between the thick and thin 

strokes makes for a lighter-looking letter. This makes 

SELECTED BASKERVILLE ALPHABETS 

Top to bottom: 12-point ITC New Baskerville roman, italic, and bold 

Nn oO p Gres t UL) Wx 

Baskerville a safe choice for book designers who must set large 

volumes of text type (212) at sizes ranging from 9 to 12 point 

without overwhelming readers’ eyes. 

Like many of the Transitional (55) faces, the font has 

enough clarity for easy readability (330) without drawing 

much attention to itself. However, it possesses various widths 

throughout the alphabet that can make for unsightly kerning 

(334) pairs. For example, its uppercase (332) E has a noticeably 

longer beak (the bottom serif) that juts out oddly. Other unique 

characters include its Q, with an organic tail that sits below the 

baseline, an attribute that has prompted some designers to use 

Baskerville whenever they need a capital Q. 

EXAMPLE 

10-point ITC New Baskerville 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopaqrstuvwxyZ 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

A designer’s job will become even 

more challenging as the quantity 

of information and noise 

increases during the twenty-first 

century. Those who possess 

a broad typographic understanding 

will best meet the communicative 

and creative challenge. especially 

during a time when people 

know the difference between 

one font and another—and which 

ones read better or worse with softwar 

default 120-percent lead &. 

The quick brown fox jumped over the lazy dog. 

Typography, Referenced 



ORIGINAL DESIGNERS YEAR CLASS 

Francesco Griffo circa 1495 | Old Style, Garalde 

mee Piet tT kL MNOP ORS 'TUV WKY Z 

nip cod et 

Background Traits 
Francesco Griffo (76) originally designed Bembo for Cardinal Like Baskerville, Bembo works well for text type (212) not only 

3embo for Aldus Manutius (78) to use to print the book because it was invented for uninterrupted reading, but also 

de Aetna, written by Pietro Bembo. As a punchcutter, Griffo because of its crisp serifs and terminals. Those are traits that 

relied on his knowledge and expertise of metallurgy to Old Style (54) fonts such as Garamond (162) lack; their blobby 

arrive at more modeled letterforms than his contemporary serifs have a more rounded appearance, which can create 

letter designers could achieve using calligraphic methods. slightly heavier areas on a page. 

In 1929, Stanley Morison (97) based the Bembo typeface 

on Griffo and Manutius’s printed work for Pietro Bembo. 

SELECTED BEMBO ALPHABETS EXAMPLE 

12-point Monotype Bembo 1 book, book italic, and book bold 10-point Monotype Bembo 1 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 A designer's job will become 
allienging as tne 

guantity of information and noise 
The quick brown fox jumped over the lazy dog. 

increases during the twenty-first 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 century. Those who possess a broad 
: ee 

tvnographic understanding will best 
crypogt nic understanding witli t ST 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. ch ee especially ons a ans 

when people know the difference 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 eee Ae ent 

abcdefghijklmnopqrstuvwxyz 1234567890 software’s default 120-percent leading 

The quick brown fox jumped over the lazy dog. 
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ORIGINAL DESIGNERS | YEAR “CLASS 

Giambattista Bodoni | circa1785 NY Core (<3 90D) le lovee 

ABCDEFOHE KLMNO POR sya 

Background 
Giambattista Bodoni (71) designed many of the Modern 

typefaces during the forty-five years he worked as the director 

of printing and publishing at the house of the Duke of Parma 

in Italy. In the late 1790s, he began experimenting with ways 

to use mathematics and geometry in his type designs. 

Combining those interests with his skill as a masterful 

engraver allowed Bodoni to render the sharp, hairline serifs 

that became his signature. 

SELECTED BODPONI ALPHABETS 

12-point Bodoni roman, italic, and bold 

ABCDEFGHIJKLMNOPORSTUVWXYZ 

abcdefghiyklmnopaqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

{BCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghyklmnopaqrstuvwayz 

The quick brown fox yumped over the lazy dog. 

ABCDEFGHIJKEMNOPORSTUVWXYZ 1234567890 

abcedefghijklmnopqrstuywxyz 

The quick brown fox jumped over the lazy deg. 

Typography, Referenced 

UV wx Ve 

Traits 
As body or text type (212), standard issues of Bodoni can 

appear faint with hard-to-see serifs. But both Adobe (124) and 

ITC (128) have book versions that make Bodoni an excellent 

choice for subheads or pull quotes, even text type. 

EXAMPLE 

10-point Bodoni 

1234567890 

A designer's job will become 

even more chalienging as the 

quantity of information and noise 

increases during the twenty-first 

century. Those who possess a 

broad typographic understanding 

will best meet the communicative 

and creative challenge, especially 

during a time when people know 

the difference between one font 

and another—and which ones 

read better or worse with sofiware’s 

default 120-percent leading. 



Caslon ORIGINAL DESIGNERS CLASS 

William Caslon Old Style, Garalde 

aeore Oa Ga KL NEN @R@ RS TU V WXYZ 

cebmerdece tec 2 (kel ningosoma it Ss ty wwe ee 

Background Traits 
Dutch foundries applied a more rigid and muscular shape to Caslon’s short x-height makes its lowercase (332) ascenders 

how they created letters, and Englishman William Caslon I (72) appear statuesque compared to other serif typefaces. In terms 

took this into consideration when he designed his Caslon type- of rendering, the italic v, w, and y appear handwritten com- 

face in 1734. It became the standard for many of the American pared to the rest of the lowercase letters. 

colonies, eventually used in printed copies of the United States 

Declaration of Independence and the Constitution. 

SELECTED CASLON ALPHABETS EXAMPLE 

Top to bottom: 12-point Adobe Caslon Pro roman, italic, and bold 10-point Adobe Caslon 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 A designer’s job will become 

: Fae even more challenging as the 
The quick brown fox jumped over the lazy dog. nie ee a ; 

. / quantity of information and noise 

increases during the twenty- 

first century. Those who possess a 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefgh isklmn OPgTStuV WXYZ 1234567890 will best meet the communicative 

: and creative challenge, especially 

broad typographic understanding 

The quick brown fox jumped over the laxy dog. glia ieatvtinonsi iter aia 9 aaconn 

the difference between one font 

and another—and which ones 

ABCDEFGH IJ KLMNOP QR STUVWXYZ 1234567890 read better or worse with software's 

default 120-percent leading. 
abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 
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Centaur ORIGINAL DESIGNERS 

Bruce Rogers 

Background 
Bruce Rogers (99) based Centaur on Nicolas Jenson’s (77) roman 

type from the fifteenth century (9) and designed it for New 

York’s Metropolitan Museum Press. The typeface first appeared 

in Montague Press’s The Centaur by Maurice de Guerin. 

In 1929, the Monotype Company (125) issued it for machine 

composition, bowing to requests to make the face available 

to the general public. Rogers worked with Frederic Warde to 

craft an italic face and used an italic version of Warde’s Arrighi 

for Centaur italic. 

SELECTED CENTAUR ALPHABETS 

Top to bottom: 12-point Monotype Centaur regular, italic, and bold 

ADC DEFPGHITREMNOPORSTUV WXYZ 12345 

abcdefghiykimnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog, 

CLASS 

Humanist . 

DP OLE Si UU ee ae 

Traits 
Compared to Jenson’s typeface, Centaur is lighter in 

color and has acrisp appearance when used for text type 

(212). Many of the lowercase (332) vertical strokes and 

stems appear curved, giving it a handcrafted feel. 

EXAMPLE 

10-point Monotype Centaur 

67890 

A designer's job will become even 

more challenging as the quantity of 

information and noise increases 

during the twenty-first century. 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 Those who possess a broad 

abcdefgh ijklmnopq rstuvwxyzZ 1234567090 

[he quick brown fox jumped over the lazy dog. 

typographic unde rstanding will best 

meet the communicative and creative 

challenge, especially during a time 

when people know the difference 

between one font and another— 

ABCDEFGHIJKLMNOPQRSTUVWXYZ_ 1234567890 A HD CREE Crane 
abcdefghijklmnopq rstuvWxyZ 1234567890 

The quick brown fox jumped over the lazy dog, 

Typography, Referenced 

software's default 120-percent leading. 



Century ORIGINAL DESIGNERS ANS 
Linn Boyd Benton and Old Style, Transitional 
T. L. de Vinne 

Pape eG aK NEN Oak S TU VW XY Z 

mOReCtine mommy i) ki liminrorpne, & S tub weox 

Background Traits 
Linn Boyd Benton cut the first version of Century in 1894 with T. L Because of the added counterspaces in Century’s lowercase 

de Vinne for Century Magazine. Century appeared darker than its 332) a, the letter looks airy compared to other Old Style (54) 

contemporaries. Benton’s son Morris Fuller Benton (81) serifs. Both Century and New Century Schoolbook have tested 

created Century Expanded and other variants for American well in legibility (330) studies, making it the de facto choice for 

Type Founders. By 1915, the younger Benton had made further setting children’s reading primers and educational materials. 

modifications, resulting in New Century Schoolbook. 

SELECTED CENTURY ALPHABETS EXAMPLE 

12-point Monotype Century Expanded roman, italic, and bold 10-point Monotype Century Expanded 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 
ne A designer’s job will become 

abcdefghijklmnopqrstuvwxyz S J 
even more challenging as the 

The quick brown fox jumped over the lazy dog. quantity of information and 
noise increases during the 

twenty-first century. Those who 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1284567890 possess a broad typographic 
understanding will best meet 

abcdefghijklmnopqrstuvwxyz the communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know the 

difference between one font and 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 another—and which ones read 

better or worse with software’s 

abcdefghijklmnopqrstuvwxyz default 120-percent leading. 

The quick brown fox jumped over the lazy dog. 

i} 



Clearface ORIGINAL DESIGNERS __. . CLASS 

Morris Fuller Benton Transitional 

[LJ KLM NOP QR Ss TU ei 

ey) k lomo) p a 6S te ee 

Background Traits 
Morris Fuller Benton (81) designed Clearface in 1907, and it Clearface’s lowercase e, k, v, w, and y all possess quirks 

was recognized for its nuanced lowercase (332) letterforms. that make the letters stand out when used for large bodies 

The rather small—almost slab (59)—serifs make it an of text type (212). But it’s the a that’s the most significant 

understated Old Style (54) face. Due to Clearface’s popularity, because of its reduced curve from the ball terminal to the 

a majority of the major font foundries including Linotype stem, creating more negative space than any other serif a. 

(129), Intertype, Monotype (125), British Monotype, and However, the condensed body enables many characters to 

Ludlow have licensed or copied it. Open-faced versions have be set in a paragraph measure compared with other, wider 

been distributed under the names Clearface Open, Clearface Old Style (54) typeface. 

Handtooled, and Dominus. 

SELECTED CLEARFACE ALPHABETS EXAMPLE 

Top to bottom: 12-point ITC Clearface regular, italic, and heavy 10-point ITC Clearface 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz A designer's job will become 
even more challenging as the 

The quick brown fox jumped over the lazy dog. quantity of information and 
noise increases during the 

twenty-first century. Those who 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 12384567890 possess a broad typographic 
understanding will best meet 

the communicative and creative 

The quick brown tox jumped over the lazy dog. challenge, especially during 
a time when people know the 

difference between one font and 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 another—and which ones read 
better or worse with software’s 

default 120-percent leading. 

abcdetghijklmnopgqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 
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ORIGINAL DESIGNERS (0) NSS) 

Firmin Didot Modern, Didone 

Background Traits 
Firmin Didot (73) created his eponymous font during a search Like Bodoni’s, Didot’s serifs contain no brackets. Other Modern 

for clean and efficient letter rendering and did so with a high features include a vertical stress and high contrast between 

contrast (230) in strokes and minuscule hairline serifs. These strokes. The curved tail of the Q and curved leg of the R give 

traits epitomized the new Modern style, and Didot firmly Didot humanistic properties. Several revivals or newer versions 

established this standard in France. His work predates that by look similar to the original, including those from Deberny & 

his Italian competitor, Giambattista Bodoni (71), but both are Peignot, Ludwig & Mayer, Linotype (129), and Monotype (125). 

credited for laying the foundation for what’s today known as 

Modern typeface. 

SELECTED DIDOT ALPHABETS EXAMPLE 

Top to bottom: 12-point Linotype Didot roman, italic, and bold 10-point Linotype Didot 

ABCD EERGHMIKUMNOPRORS TUVWXYZ 1254567690 \ designer’s job will become 
: BF CEES even more challenging as 

d y Pt $d mnopaqrstuvwxyZ 12 345678 ¢ O ’ artes ; ; 

abede igh KI ie ‘ ! Ie) the quantity of information 

The quick brown fox jumped over the lazy dog. and noise inereases during 
the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 typographic understanding 
eae will best meet the 

VA Bibione. ve Weel DAVOS ey = abcdefghijklmnopgrstuewxryz 1234567890 ER rae 

The quick brown fox jumped over the lazy dog: challenge, especially during 
, a time when people know 

the difference between 

\BCDEFGHIJKLMNOPORSTUVWAYZ 1234567890 one font and another 
and which ones read better 

Ape Oe er a ; : 
abedefghijklmnopqrstuywxyz 1254967890 or worse with software's 

ue : eae lefault 120-percent leading. 
Phe quick brown fox jumped over the lazy dog. aga EE SEES 
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fer Derive cel ORIGINAL DESIGNERS 

Claude Garamond 

Reb © Dor Gir il Kae IMaNeO rer kes 

ONS . 

Old Style, Garalde 

TU VW oie 

NO De ros tl) Vaw 

Background Traits 
In the 1500s, French printers began to adopt the Venetian typo- Garamond has been called organic as a type family but 

graphic traditions, and Frenchman Claude Garamond (74) labeled blobby because of the unrefined serifs. The subtle 

took notice. Garamond moved away from designing type with slant to the beaks of Garamond’s T and Z give those 

calligraphic evidence and made advances to some of Fran- letters a whimsical appearance. 

cesco Griffo’s (76) first italic letters. As a punchcutter, 

Garamond placed a priority on type design and casting, and 

he gained prominence as the founder of one of the first inde- 

pendent type foundries. Of the many Garamond revivals and 

variations, few come close to the exact specifications with 

which Garamond, the designer, created his initial typeface, 

making some designers skeptical of using this font. 

SELECTED GARAMOND ALPHABETS 

Top to bottom: 12-point Adobe Garamond Pro regular, italic, and bold 

ABCDEFGHIJKLMNOPQRSTUVWXYZ_ 1234567890 
abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnoparstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox ju mped over the lazy dog. 

Typography, Referenced 

EXAMPLE 

10-point Adobe Garamond Pro 

A designer’s job will become 

even more challenging as the 

quantity of information and noise 

increases during the twenty- 

first century. Those who possess a 

broad typographic understanding 

will best meet the communicative 

and creative challenge, especially 

during a time when people know 

the difference between one font 

and another—and which ones 

read better or worse with software's 

default 120-percent leading. 



ORIGINAL DESIGNERS 

Frederic Goudy 

Background 
Frederic Goudy (90) designed Goudy for American Type 

Founders in 1915. In its lifetime, Goudy has gone through a 

number of revivals, thanks in part to the many versions and 

variations distributed by font foundries around the world. 

SELECTED GOUDY ALPHABETS 

Top to bottom: 12-point Adobe Goudy Old Style roman, italic, and bold 

CLASS 

ro) (oRSiats (omer be-t Cele 

Oa a oe 

UV WX Y 2 

Traits 
Goudy has a gentle-on-the-eye appearance, due in part to 

its understated and small serifs. The L, E, and Q all have 

curvilinear shapes, and the P does not fully close at the stem, 

giving it an open quality. Because of the low x-height, Goudy 

sets best as text type (212) at sizes greater than 9 point, but 

even then, its italic can appear small and light. 

EXAMPLE 

10-point Adobe Goudy Old Style 

AP CDEPGHIJIREMNOPORSTUVWAYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

A designer’s job will become 

even more challenging as the 

quantity of information and noise 

increases during the twenty-first 

century. Those who possess a 

broad typographic understanding 

will best meet the communicative 

and creative challenge, especially 

during a time when people know 

the difference between one font 

and another—and which ones 

read better or worse with software's 

default 120-percent leading. 
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ORIGINAL I) NY CONES 

Jan Tschichold 

Background Traits 
Jan Tschichold (105) designed Sabon in 1964 for D. Stempel The very open counters make Sabon airy, but the § 6, and 9 

AG, Linotype (129), and Monotype (125) foundries for German numerals are somewhat attention-grabbing because of theit 

printers who wanted a “Garamondesque” typeface. posture; they don’t look like these same numerals from 

Tschichold based his design on aspecimen sheet from the other typefaces. Like many Old Style (§4) serifs, Sabon has 

hla harance nfite time-tecten ncage and 
2OHle OECAUSES OF IS Time-Tesled USa and Egenolff-Berner foundry, and named the typeface after Jakob been deemed relial 

Sabon, a student of Claude Garamond (74). Sabon rem 

mainstay in book design because of its readability ($30) and 

1d Call what First Lady of Typography Beatrice Warde wou 

“transparent” properties. 

SELECTED SABON ALPHABETS EXAMPLE 

Top to bottom: 12-point Linotype Sabon roman, italic, and bold 10-point Linotype Sabon 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown tox jumped over the lazy dog. 

NO we mMc+¢°reases dur ing the 

twenty-first century. Those who 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 possess a broad typographic 
ee 5 inderstanding will best C 

abcdefghijklmnopqrstuvwxyz 1234567890 C f =P the COM N Ve 1d & VE 

The quick brown fox jumped over the lazy dog. challenge, especially duri 
ime When people know the 

difference betwee One font and 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 another—and which ones read 

abcdefghijkImnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 



ORIGINAL DESIGNERS 

Stanley Morison and 

Victor Lardent 

CLASS 

ro) Ria (ert ete (2 

oe ee Only KL MNOP ORS TUY WXYZ 

meee cut Ooenide| Kk |-m no pd r s 

Background 
The Times of London commissioned Stanley Morison (97) to Burgess’s renderings wound up in Monotype’s (125) London 

direct production of a new typeface for the newspaper. Victor archives. Frank Hinman Pierpont produced what later became 

Lardent took the lead as draftsman, and based its formal qual- known as Times New Roman. 

ities on Plantin by Robert Granjon (75). In 1932, Times made its 

debut, but the story of its origins remains a hotly debated topic Traits 

to this day. Mike Parker, the type historian and director of Times New Roman has become a pervasive font thanks to 

typographic development at Mergenthaler Linotype Co. during its placement on both PCs and Macintosh computers, as well 

the 1960s (24) and 1970s (25), found differing information. as in Microsoft’s Office product suite. But this popularity 

In the article “W. Starling Burgess, Type designer?” Parker can’t overshadow the fact that Times is a highly readable 

reported that in 1903, Starling Burgess, a Boston aeronautical (330) choice for text type (212), used in millions of educational, 

engineer and naval architect, designed for the Lanston Type commercial, financial, and personal documents. 

Company the roman version that preceded Morison’s design. 

SELECTED TIMES NEW ROMAN ALPHABETS 

Top to bottom: 12-point Times New Roman SF regular, italic, and bold 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPORSTUVWXYZ_ 1234567590 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijkimnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

EXAMPLE 

10-point Times New Roman SF 

A designer’s job will become 

even more challenging as the 

quantity of information and noise 

increases during the twenty-first 

century. Those who possess a 

broad typographic understanding 

will best meet the communicative 

and creative challenge, especially 

during a time when people know 

the difference between one font 

and another—and which ones read 

better or worse with software’s 

default 120-percent leading. 
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TYPEFACES AND SPECIMENS 

ans Serif. 

ans serif typefaces came about long 

after many serif fonts populated Eastern 

Europe, British colonies, and finally the 

United States. William Caslon IV has been 

‘edited with creating the first sans serif type, in C 

1816. Caslon called it an Egyptian typeface; its 

angular appearance was met with skepticism. It 

quickly became known as grotesque in Europe, 

gothic in the United States, and finally sans syrruph 

in 1832 by English typographer Vincent Figgins. 

Besides the popular sans serif moniker, labels 

such as Gothic, Modernist, and Lineal persevere 

today. Jan Tschichold (105) championed the sole use 

of sans serif typefaces during the 1920s (20), when 

most designers were focused on function instead 

of decoration. This preference continued into the 

mid twentieth century (18) when proponents 

of the Swiss International Style put more emphasis 

on Strict composition with sans serif 

typefaces and gridded (220) layout systems. 

Despite similarities in appearance, sans serif 

typefaces have subclassifications that include 

Humanist (61), Grotesque (60), Neo-Grotesque, and 

Geometric (62). Akzidenz Grotesk (170) and its 

mechanical structure exemplify the Neo-Grotesques 

in contrast to the Grotesques, which possess pen- 

drawn characteristics and rather slight contrast (230 

of thick and thin strokes. Geometric sans serifs such 

as Futura }) and Kabel (177) appear produced with 

merely a compass, ruler, and protractor. Humanist 

Sans serifs owe as much to the calligraphic traits of 

fifteenth-century serifs as they do to their Grotesque 

ind Neo-Grotesque brethren. 
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Kelly Salchow MacArthur's sustainable 

values poster “4 Decisions” 



SANS SERIF CHARACTERISTICS 

Typography 
Humanist (set in Gill Sans): 

Classic proportions with serif 

influences, minimum contrast, 

some double-storey lowercase 

letters, medium x-height 

Typography 

Grotesque (set in News 

Gothic): Varying contrast, 

different stroke widths across 

lowercase letters, wider 

letterforms, no serifs 

Typography 

‘ Neo-Grotesque (set in 

Helvetica): Nearly consis- 

tent stroke widths, more 

condensed letterforms 
compared to Grotesque 

faces, larger counters 

Typography 

Geometric (Set in Futura): 

Geometric construc- 

tion, monoline strokes, 

circular counters, single- 

storey lowercase forms 

Think Big for Classic Graphics, designed 

by Cotton and Crown, uses Helvetica Neue 

juxtaposed with thirty other fonts. 
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This still from Brent 

3arson’s Typophile 

5 video shows a staid 

sans Serif juxtaposed 

against aslab serif 

drinks and taste to 

emphasize the sensations 

individuals experience. 
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A large graphic printed on 

the wall of the Madison 

Square Garden Media 

offices uses the muscular 

Tungsten typeface to give 

the motivational quotes 

attitude and authority. 

Ralph Schraivogel’s 1995 

poster for the Cinemafrica 

film series uses a textured 

Helvetica, making the 

popular typeface appear 

a little mysterious. 

| 
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PNVA CS IVAC CI ed 4 
Berthold Type Foundry 

Background 
Akzidenz Grotesk was known as Accidenz-Grotesk, but called 

Standard in the United Kingdom and the United States when 

first issued by Berlin’s H. Berthold AG (126) foundry. Its design 

originated with Royal Grotesk light by Ferdinand Theinhardt, 

who was a royal type cutter. When the Theinhardt foundry 

merged with Berthold, the regular, medium, and bold weights 

were included. Gunter Gerhard Lange, who was Berthold’s art 

director, enlarged the typeface family in the 1950s (22) but kept 

the unique properties inherent in the original. 

Lange was also instrumental in expanding Akzidenz 

Grotesk to include other styles such as medium italic, extra 

bold, extra bold condensed, and extra bold condensed 

SELECTED AKZIDENZ GROTESK ALPHABETS 

Top to bottom: 12-point Akzidenz Grotesk Pro+ regular, italic, and bold 

ORIGINAL DESIGNERS - YEAR CLASS 

1898 Grotesque — 

italic. He completed the series in 2001 with light italic, 

super italic, and light condensed, among others. Finally 

in 2006. Berthold released Akzidenz Grotesk Next, 

redrawn by Bernd Moellenstaedt and Dieter Hofrich- 

ter, as asingle family with characteristics of the original. 

Traits 
Stroke weight varies slightly across the entire family, 

and its large x-height gives it a bigger appearance 

than other sans serif fonts. Its G has a spur and its A is 

flat at the top. In the lowercase (332) set, the a and t 

each has what looks like a curved serif on its foot. 

EXAMPLE 

11-point Akzidenz Grotesk Pro+ 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklimnopaqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopgqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

Typography, Referenced 

A designer's job will become 

even more challenging as 

the quantity of information 

and noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding will 

best meet the communicative 

and creative challenge, 

especially during a time when 

people know the difference 

between one font and 

another—and which ones read 

better or worse with software's 

default 120-percent leading. 



ORIGINAL DESIGNERS (6) FNS) 

Konrad Bauer and Neo-Grotesque 

Walter Baum 

ene wee emai IVNAO@ie OR S T Uy Nyvex Wee 

One see tae ma Tk limentorord fF S ti vy wy oe 

Background Traits 
Folio was released in Germany at the Bauer Foundry, adding As an alternative to the more popular Grotesques (60) to which 

to the already lengthy collection of sans serif fonts avail- designers default, Folio has a smaller x-height, making ascend- 

able to printers and designers. Folio has more in common ers appear lengthy. Folio’s Q has a unique tail that drops down 

with Akzidenz Grotesk (170) than more popular sans serif vertically and juts to the side. 

competitors such as Helvetica (176) and Univers (181). Folio 

gained more traction in the United States when it was released 

because of Bauer’s strong sales and marketing channels. 

SELECTED FOLIO ALPHABETS EXAMPLE 

Top to bottom: 12-point Folio light, medium, and bold 11-point Folio 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 A designer's job will become 
even more challenging as 

the quantity of information 

The quick brown fox jumped over the lazy dog. and noise increases during 
the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 typographic understanding will 
best meet the communicative 

and creative challenge, 

The quick brown fox jumped over the lazy dog. especially during a time 
when people know the 

difference between one font 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 = 2nd another—and which 
ones read better or worse 

abcdefghijkimnopqrstuvwxyz with software's default 
120-percent leading. 

abcdefghijklmnopaqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 
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evils eegnait(e ORIGINAL DESIGNERS YEAR .CLASS 

Morris Fuller Benton 1903 | Grotesque ‘ 

ABC DEPGHIJ KLM NO P°O°R S TU vais ae 

aun Ge ft cane w | k°l minors Gr Stay sae ae 

Background 
A popular choice in advertising, ITC expanded Franklin Gothic 

in 1980 when Victor Caruso added new weights. He also 

enlarged x-heights and condensed lowercase (332) forms. A 

decade later, David Berlow (82) developed condensed, com- 

pressed, and extra-compressed variations, further enhancing 

Franklin Gothic’s versatility and popularity. 

SELECTED FRANKLIN GOTHIC ALPHABETS 

Top to bottom: 12-point ITc Franklin Gothic light, light italic, and bold 

Traits 
Franklin Gothic has rather subtle transitions from its thick to 

thin strokes, giving it a nearly monoline appearance at first 

glance. It possesses some humanistic touches too, such as a 

curved tail on the Qand a two-storey g, making the font appear 

more bookish than other sans serifs. 

EXAMPLE 

11-point ITc Franklin Gothic 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopgqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

[ypography, Referenced 

A designer’s job will become 

even more challenging as the 

quantity of information and 

noise increases during the 

twenty-first century. Those who 

possess a broad typographic 

understanding will best meet 

the communicative and 

creative challenge, especially 

during a time when people 

know the difference between 

one font and another—and 

which ones read better or 

worse with software’s default 

120-percent leading. 



Frutiger ORIGINAL DESIGNERS CLASS 
Adrian Frutiger Neo-Grotesque 

een eect nar mek kM IN Ore OR S TU VW x YZ 

Daeeerareo woah id jo Kelimnnveovorg © S t UVa xe 

Background Traits 
Adrian Frutiger (88) originally designed his sans serif in 1975 Because it was conceived first and foremost for distance 

for signage at the Charles de Gaulle Airport in Roissy, France. viewing on signage, counterspaces such as those on thec ande 

Designing during a time when sans serif faces such as Hel- are left open in an exaggerated fashion. Frutiger’s tall x-height 

vetica (176) and Univers (181) reached their peak popularity, gives it extremely good readability (330) at small and large 

Frutiger wanted to deliver a typeface with the mechanical sizes. Like Univers, it uses a numerical coding system: odd 

properties of Univers coupled with subtle humanistic charac- numbers for romans, even numbers for italics. 

teristics of a face like Gill Sans (175). 

SELECTED FRUTIGER ALPHABETS EXAMPLE 

Top to bottom: 12-point Frutiger Neue LT Pro book, book italic, and bold 11-point Frutiger Neue LT Pro 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 A designer's job will become 
even more challenging as 
the quantity of information 

The quick brown fox jumped over the lazy dog. and noise increases during 
the twenty-first century. 
Those who possess a broad 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 typographic understanding 
will best meet the 
communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 
the difference between 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopgqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 one font and another—and 
which ones read better 

abcdefghijklmnopqrstuvwxyz or worse with software's 

The quick brown fox jumped over the lazy dog. default 120-percent leading. 
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Futura ORIGINAL DESIGNERS ~_.. 

Paul Renner 

Traits Background 
Paul Renner (98) created Futura during a time when designers 

emphasized geometry and engineering. Futura’s even stroke 

widths and circular shapes mirror the look and feel of Art Deco 

(66) works from the same era. 

CLASS <. 

Geometric © 

KLMNOPQ@RSTUY Wy Ane 

imnopqrstuvw x ye 

Futura is not an ideal choice for body text because the 0 con- 

tains such a large counter and creates gaping white circles in 

running copy. Unlike most sans serif fonts, Futura has tall 

ascenders that creep above the capline. This requires greater 

leading for title case and text type (212) so ascenders do not 

hit descenders. 

SELECTED FUTURA ALPHABETS 

Top to bottom: 12-point Futura light, book, and bold 

ABCDEFGHUKLMNOPQRSTUVWXYZ 

abcdetghijklmnoparstuvwxyz 

L25456/7 690 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopaqrstuvwxyz 

1234567 890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

Typography, Referenced 

EXAMPLE 

11-point Futura 

A designer’s job will become 
even more challenging as the 
quantity of information and 
noise increases during the 
twenty-first century. Those who 
possess a broad typographic 
understanding will best meet 
the communicative and 
creative challenge, especially 
during a time when people 
know the difference between 
one font and another—and 
which ones read better or 
worse with software's default 
120-percent leading. 



Gill Sans ORIGINAL DESIGNERS 

Eric Gill 

10) NSS) 

Humanist Sans Serif 

Pao nee eaten EM INe@ag.©: R Si T UIiViVv ox ay 

dpecrchenircuh. i jakol imimintespeq Pos t U voW ox sy az 

Background Traits 
Gill Sans is a hallmark of sans serif typeface design because Gill Sans signature letters Q, R, a, g, and t demonstrate how it 

it married the organic principles found in serif typography has more in common with serif fonts than sans serifs, espe- 

with the linear and mechanical simplicity of the sans serifs. cially those from Venetian-inspired foundries that created 

Historians have debated whether Eric Gill (89) created his epon- calligraphic letters during the fifteenth century (9). 

ymous font as a tribute to Edward Johnston’s London Railway 

font. The two typefaces share many formal attributes, and when 

viewed side by side, it’s easy to see why that mythology holds up. 

SELECTED GILL SANS ALPHABETS 

Top to bottom: 12-point Gill Sans regular, italic, and bold 

ABCDEFGHIJKLMNOPQRSTUVWXYZ_ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ !234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

EXAMPLE 

11-point Gill Sans 

A designer’s job will become 

even more challenging as 

the quantity of information 

and noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding will 

best meet the communicative 

and creative challenge, 

especially during a time when 

people know the difference 

between one font and 

another—and which ones read 

better or worse with software's 

default 120-percent leading. 
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Helvetica ORIGINAL DESIGNERS __ 

Max Miedinger and 

Eduoard Hoffman 

CLASS 

Neo-Grotesque 

Background Traits 
While employed at the Haas Type Foundry, Edouard Hoffmann 

directed Max Miedinger (96) to render a competitor to H. Ber- 

thold AG’s (126) popular Akzidenz Grotesk (170). They called 

their typeface Neue Haas Grotesk. In 1960, Linotype (129) and 

D. Stempel AG redrew it for the Linotype machine. This coin- 

cided with Neue Haas’s renaming, first to Helvetia (Latin 

for “Switzerland”) and then to Helvetica (Latin for “Swiss”). 

SELECTED HELVETICA ALPHABETS 

Top to bottom: 12-point Linotype Helvetica light, regular, and black 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijkimnopaqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 1234567890 

The quick brown fox jumped over the lazy dog. 

Typography, Referenced 

ABC DEFGHIUVKLMNOQP@R ss TW wii 

a pre doe fg h i} kl Menxo (Ded 1% Ste UP yee ee oe 

become nameless. 

Helvetica is a time-tested, reliable choice for designers. It 

was released in the 1950s (22) and today is used so much 

that people don’t even know what to call it. It has, in essence, 

EXAMPLE 

11-point Linotype Helvetica 

A designer’s job will become 

even more challenging as the 

quantity of information and 

noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding will 

best meet the communicative 
and creative challenge, 

especially during a time when 

people know the difference 

between one font and 

another— and which ones read 

better or worse with software's 

default 120-percent leading. 



ORIGINAL DESIGNERS 

Rudolf Koch 

CLASS 

Geometric 

pe ee GE Gele Po LI MeN ape RST UV SW OGY eZ 
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Background 
Kabel first appeared in 1927, methodically drawn using many 

of the geometric (62) traits that Futura (174) possessed: circles, 

squares, and triangles. During the 1920s (20), it became syn- 

onymous with the design aesthetic of the time, including Art 

Deco (66) ornamentation and extravagance. Victor Caruso 

redesigned Kabel for ITC; it became known as Cable in the 

United States. 

SELECTED KABEL ALPHABETS 

Top to bottom: 12-point Kabel LT book, heavy, and black 

Traits 
Kabel’s geometric properties get it easily confused with Futura. 

However, its lowercase (332) b does not have a spur. The orig- 

inal design of Kabel had a short x-height, making for long 

ascenders like Futura, but ITC Kabel’s design possesses a 

larger x-height, making the ascenders look shorter. And unlike 

Futura, many of Kabel’s uppercase (332) letters do not sit flush 

to the baseline or capline. Instead, there’s an angular cut to the 

stems’ tops and bottoms. 

EXAMPLE 

11-point Kabel LT 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnoparstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopaqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijkimnopaqrstuvwxyz 

A designer's job will become even 

more challenging as the quantity of 

information and noise increases 

during the twenty-first century. Those 

who possess a broad typographic 

understanding will best meet the 

communicative and creative challenge, 

especially during a time when people 

know the difference between one 

font and another—and which ones 

read better or worse with software’s 

default 120-percent leading. 

The quick brown fox jumped over the lazy dog. 
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Monotype Gr otesque ORIGINAL DESIGNERS. CLASS... 

Frank Hinman Pierpont Grotesque 

ABCDEFGHIJKLMN OP ORS TU Yy Wseye 

abcdet gh ijk im neo po resi Ue ae a 

Background Traits 
Monotype Grotesque had been known as Grotesque 215 during Unlike Helvetica (176) and other Grotesque (60) sans serif fonts, 

its early release. For inspiration, Pierpont looked to other sans Monotype Grotesque capitals do not contain some bookish fea- 

serif fonts popular at the time, including Berthold’s Ideal. tures such as spurs. But it is light in color, making it suitable for 

Monotype Grotesque was one of the earliest sans serifs cut for setting as book text. Many of its heavier weights, such as bold 

hot-metal machine typesetting. and black, read well in display settings. 

SELECTED MONOTYPE GROTESQUE ALPHABETS EXAMPLE 

Top to bottom: 12-point Monotype Grotesque regular, italic, and bold 11-point Monotype Grotesque 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 euesioners job il Pecote 
even more challenging as 

the quantity of information 

The quick brown fox jumped over the lazy dog. and noise increases during 
the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 LPC OT ap Cnc Stara ine 
will best meet the 

communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 = -0Ne font and another— 
and which ones read better 

or worse with software's 

The quick brown fox jumped over the lazy dog. default 120-percent leading. 

abcdefghijklmnopqrstuvwxyz 

abcdefghijkimnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 
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News Gothic ORIGINAL DESIGNERS 

Morris Fuller Benton 

6} ONS) 

| Grotesque 

Background 
Morris Fuller Benton (81) designed News Gothic for the Amer- 

ican Type Founders, which issued regular, condensed, and 

extra condensed variations, but neither bold nor italic versions. 

It should come as no surprise that News Gothic was intended 

for use in newspapers and advertising, not only because of 

its name, but also because of its bold, strong appearance. 

Traits 

SELECTED NEWS GOTHIC ALPHABETS 

Top to bottom: 12-point News Gothic MT regular, italic, and bold 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopaqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghijkimnopaqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

Pete ei mK LIME NG@seAO RS TUN W Key Z 

ememerene i ooh iy Kilsmeniore dg rs bu vw Gye 

News Gothic owes a lot to Akzidenz Grotesk (170). Both have 

lighter stroke weights and a condensed appearance. But unlike 

Akzidenz Grotesk, News Gothic has a two-storey g and its b, d, 

p, and q use merely an oval with a straight line replacing one 

side of the curve. 

EXAMPLE 

11-point News Gothic MT 

A designer’s job will become 

even more challenging as 

the quantity of information 
and noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding 
will best meet the 

communicative and creative 

challenge, especially during 

a time when people know 

the difference between 

one font and another—and 
which ones read better or 
worse with software’s default 

120-percent leading. 
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Trade Gothic | ORIGINAL DESIGNERS 

Jackson Burke 

A B.© DE EG hed Ke MaNRO ReO ks fees 

YEAR CLASS. ; , 

1948 Grotesque — 

XYZ 

abc deteghi)k im hop a i's bowie ee 

Background 
As director of type development for Mergenthaler-Linotype 

in the United States, Jackson Burke designed some of the first 

iterations of Trade Gothic in 1948, and then developed alter- 

nate weights and styles until 1960. Unlike other sans serifs, it 

lacks unifying characteristics across the family. 

SELECTED TRADE GOTHIC ALPHABETS 

Top to bottom: 12-point Trade Gothic Next Pro regular, italic, and bold 

Traits 
Trade Gothic has narrower letterforms than other sans serifs, 

and this allows more text to be set across a measure. Like its 

cousin News Gothic (179), Trade Gothic has a staggered joint 

where the arm of the K meets the leg. And the lower portion of 

its c juts out slightly in front of the top terminal. Trade Gothic 

has been used in advertising and, more recently, website 

design along with serif text fonts, marrying classic with con- 

temporary. The family isn’t as unified as other Grotesques (60), 

and many of the differences between weight and width seem to 

make the font appealing to designers. 

EXAMPLE 

11-point Trade Gothic Next Pro 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

A designer’s job will become 

even more challenging as 

the quantity of information 

and noise increases during 

the twenty-first century. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 1S Wn scecee ioe 
abcdefghijkimnopaqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

Typography, Referenced 

typographic understanding will 

best meet the communicative 

and creative challenge, 

especially during a time when 

people know the difference 

between one font and 

another—and which ones read 

better or worse with software’s 

default 120-percent leading. 



Univers ORIGINAL DESIGNERS 

Adrian Frutiger 

Pebrere esmeGunerwen Lb WN @se OR S TU y ¥ 

apoeeseecwiagan th | Kl m-nosp dt S t UM Woxey ez 

CLASS 

Neo-Grotesque 

Background Traits 
Adrian Frutiger (88) completed Univers—originally called The larger x-height of Univers gives it a taller appearance in 

Monde and predominantly known as a Swiss typeface—while which lowercase (332) letters seem close in size to their upper- 

he lived in France and worked for the Deberny & Peignot case (332) peers. The numeric classification system continues 

foundry. Frutiger employed a classification system so designers to work well for designers, and its wide breadth of weights and 

and composers could easily measure differences between one widths gives them a wealth of possibilities for setting display 

style and the next across light, regular, bold, and heavy weights, (213) or text type (212). 

with odd numbers representing romans and even numbers 

denoting italics. 

SELECTED UNIVERS ALPHABETS 

Top to bottom: 12-point Univers 55 Roman, 55 roman oblique, and 65 bold 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

EXAMPLE 

11-point Univers 

A designer’s job will become 

even more challenging as 

the quantity of information 

and noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding 

will best meet the 

communicative and creative 

challenge, especially during 

a time when people know 

the difference between 

one font and another—and 

which ones read better 

or worse with software’s 

default 120-percent leading. 
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TYPEFACES AND SPECIMENS 

Slab Serif 

Iso called Egyptian, square 

serif, or mechanistic, these 

nineteenth-century type- 

faces grew out of the Industrial 

Revolution and became prevalent in 

advertising campaigns that called for 

large, attention-getting slogans. Chron- 

ologically, slab serifs follow the Didone 

(56) era. They have been classified along- 

side serif typefaces, but have begun to 

receive their own classification system 

because of the cultural and functional 

milieu that brought about their creation. 

Their medium contrast (230) and 

blocky serifs make them ideal for use 

at large sizes, as they were intended 

during the Industrial Revolution when 

posters and signs needed bigger, bolder 

type to successfully yell at passersby. 

Clarendon (58) typifies this cate- 

gory, with enough weight and character 

for use in display type (213) such as head- 

lines or subheads. Like serifs and sans 

serifs, slab serifs (59) have their own sub- 

classifications known as Clarendons 

(or ionics) with their brackets and the 

unbracketed Egyptians. Slab serifs rarely 

get used for text type (212) because their 

bold forms weigh down the page with too 

much black, making for heavy passages 

in books, magazines, or newspapers. 
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SLAB SERIF CHARACTERISTICS 

Typography 
Bracketed or Clarendon serif 
(set in Clarendon): Bracketed 

serifs, short descenders, 

iis) copa ibate-temebcey om Coy gritce-balel 

ball terminals, low contrast 

Typography 
Unbracketed or Egyptian serif 

(set in Rockwell): No brackets 

on serifs, short descenders, 

FX To) 118 9 (6 9) ce) ol 8 (1) 

AdamsMorioka, Inc., United States 

Annenberg Community 

Beach House building 

Iagererescoleeyys 

Geometric (set in ITC Lubalin 

Graph Book): No brackets 

on serifs, short descenders, 

predominantly geometric 

Mohawk Via roll catalog by 

Open 
manifesto 

oe 

{oJ 

facade done in Clarendon 

by AdamsMorioka, 

Inc., United States 

the grea 

gift that 

commerce 
has given to 

culture. 
A conversath 

Open Manifesto 

book and 

interior donein 

Clarendon, Kevin 

4 Finn, Australia 
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American Typewriter ORIGINALDESIGNERS CLASS | 

Joel Kadan and Toni Stan Clarendon, Rounded Serif 

ABCDEFGHIJKLMNOPQRSTUVWAY2Z 

abedefehijklmnopqrs (lw ae 

Background Traits 
Original typewriter fonts from the 1970s (25) and 1980s (26) The uppercase (332) J, Q, and R look organic, along with the a, g, 

were monospaced; the letters all had a uniform width. Courier and r. Like the original typewriter fonts, American Typewriter 

is a perfect example. Joel Kadan and Tony Stan designed ITC functions best at small sizes; when enlarged to display sizes 

American Typewriter differently, where the letter rather than above 15 point, many of its peculiarities become evident. 

a universal measurement determined the width of the body. 

Despite these and other formal changes, American Typewriter 

still retains the rounded ball terminals that its typewriter kin— 

Remington, Underwood—possess. 

SELECTED AMERICAN TYPEWRITER ALPHABETS EXAMPLE 

Top to bottom: 12-point Irc American Typewriter light, medium, and bold 10-point ITC American Typewriter 

ABCDEHFGHIJKLMNOPQRSTUVWXYZ 1254567890 A designer’s job will become 

even more challenging as 

the quantity of information 

Phe OuIick: DrPOWwim1ox jOIm@ed Over the lazy do. and noise increases during 

the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 12834567890 typographic understanding 
will best meet the 

communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 one font and another— 
and which ones read better 

or worse with software’s 

The quick brown fox jumped over the lazy dog. default 180-percent leading. 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopaqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 
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Bookman ORIGINAL DESIGNERS YEAR CLASS 

Wadsworth A. Parker circa 1900 | Clarendon Serif 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopqrstuvwxyz 

Background Traits 
Some versions and interpretations of Bookman date Children’s book designers have incorporated Bookman for 

back to the late 1800s. It became a popular choice in the decades because of its large x-height, which makes it easy to 

early 1900s because of its unique swash characters. After read even at small sizes. Because of this and its wide body, 

essentially disappearing from usage, it went through adding even a point or two of additional leading when setting 

a revival in the late 1900s. Because so many versions text type (212) makes its paragraphs appear lighter, and in 

existed without a complete family, Ed Benguiat (80) effect, easier for readers to digest because they see less weight 

created a complete Bookman family for ITC in 1975. optically. Bookman should be set at a wide enough measure to 

avoid too many hyphens. 

SELECTED BOOKMAN ALPHABETS EXAMPLE 

Top to bottom: 12-point ITc Bookman light, medium, and bold 10-point ITC Bookman 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 A designer's job will become 
Rea 2 even more challenging as 

abcdefghijklmnopqrstuvwxyz 1234567890 shel quanu one ten 

The quick brown fox jumped over the lazy dog. and noise increases during 
the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPGRSTUVWXYZ 1234567890 typographic understanding 
will best meet the 

abcdefghijklmnopqrstuvwxyz 1234567890 communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between one 

ABCDEFGHIJKLMNOPQGRSTUVWXYZ 1234567890 = {ont and another—and 
which ones read better or 

abcdefghijkImnopqrstuvwxyz 1234567890 worse with software’s default 

Whe quick brown fox jumped over the lazy dog. a2 0 percent aes: 
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ORIGINAL DESIGNERS YEAR CLASS Cheltenham 
Bertram Goodhue 

186 

Background 
As a “classic” typeface, Cheltenham has undergone many reviv- 

als since its original design. The architect, Bertram Goodhue, 

originally designed Cheltenham, and in the 1900s, Morris 

Fuller Benton (81) expanded it for American Type Found- 

ers with various widths to make it a true type family. Tony 

Stan completed the design in 1975, giving it a larger x-height. 

SELECTED CHELTENHAM ALPHABETS 

Top to bottom: 12-point ITC Cheltenham book, book italic, and bold 

1896 | Clarendon Serif 

Pp q ts Vo OW 2X Ve 
4 

Traits 
Goodhue infused Cheltenham with a sense of stability 

and structure that likely came from his training as an 

architect. Its short, stocky serifs make Cheltenham 

almost appear like a semi serif at smaller sizes. Because 

it is more condensed compared to its fellow Old Style 

(54) faces, Cheltenham fits more characters per measure. 

And its lack of distinct characters makes it a logical 

choice for text type (212) in books or magazines. 

EXAMPLE 

10-point ITC Cheltenham 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ_ 1234567890 

abcdefghijklmnopgqrstuuwxyz 

The quick brown fox jumped over the lazy dog. 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz 

The quick brown fox jumped over the lazy dog. 

[ypography, Referenced 

A designer’s job will become 

even more challenging as 

the quantity of information 

and noise increases during 

the twenty-first century. 

Those who possess a broad 

typographic understanding will 

best meet the communicative 

and creative challenge, 

especially during a time when 

people know the difference 

between one font and another— 

and which ones read better 

or worse with software’s 

default 120-percent leading. 



CLASS 

Robert Besley | Clarendon Serif 

Clarendon ORIGINAL DESIGNERS 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdefghijklmnopgqrstuvwxyz 

Background Traits 
Clarendon (58) evolved during a time when large type graced As a bracketed slab serif (59), Clarendon lacks the geometric 

large advertisements, signs, and posters in nineteenth-cen- harshness of unbracketed Egyptian slab serifs such as Rock- 

tury Great Britian. Under the Ornamental Designs Act of 1842, well (190) or Geometric (62) slab serifs such as Lubalin Graph. 

Clarendon was protected, but this lasted only three years, after Although classified as a serif, the Clarendon has enough weight 

which others pirated Robert Besley’s work. and character to be used for display type (213) in headlines or 

subheads. The thick, rich, dense, and curvy large ball termi- 

nals become objects of affection when set in larger sizes. 

SELECTED CLARENDON ALPHABETS EXAMPLE 

Top to bottom: 12-point Clarendon light, medium, and bold 10-point Clarendon 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 A designer’s job will become 
even more challenging as 

the quantity of information 

The quick brown fox jumped over the lazy dog. and noise inereases during 
the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 typographic understanding 
will best meet the 

communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 = one font and another—and 
which ones read better 

or worse with software’s 

The quick brown fox jumped over the lazy dog. ae nn caecietSacrShicLaccrce 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 
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e : : 

Memphis ORIGINAL DESIGNERS __. CLASS 

Rudolf Wolf Egyptian © 

ABCDEFPGHIJIKLMNOPOQRsS LUV Wx 

@ bic d eft g hi jk 1 mono pg © Stites 

Background Traits 
Rudolf Wolf designed Memphis in 1929 for the D. Stempel AG One of the most noticeable characters in the Memphis reper- 

foundry as the first Egyptian revival. The letter shapes are toire is the apex serif on the capital A (the serif at the very top). 

geometric (62), with stems and serifs having the same optical The extreme horizontal and unbracketed serif is characteris- 

weight. Because of its demonstrative appearance, Memphis tically slab serif (59). But it’s the uppercase (332) Q that breaks 

works well as a display face for posters, packaging, advertising, form with the obtuse angle of its tail. Many of the round shapes 

and headlines. in the Memphis lower- and uppercase letters appear perfectly 

round and circular. 

SELECTED MEMPHIS ALPHABETS EXAMPLE 

Top to bottom: 12-point Memphis medium, medium italic, and bold 10-point Memphis 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 nf 
A designer's job will become 

abcdefghijklmnopqrstuvwxyz even more challenging as the 

quantity of information and 

noise increases during the 

twenty-first century. Those who 

The quick brown fox jumped over the lazy dog. 

possess a broad typographic 
ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 understanding will best 
abcdefghijklmnopqrstuvwxyz meet the communicative and 

creative challenge, especially 

during a time when peopie 

know the difference between 

one font and another— 

abcdefghijklmnopqrstuvwxyz Or wolse with soliware's 
default 120-percent leading. 

The quick brown fox jumped over the lazy dog. 

The quick brown fox jumped over the lazy dog. 

188 | Typography, Referenced 



Officina Serif ORIGINAL DESIGNERS YEAR CLASS 

Erik Spiekermann 1990 (witha Egyptian 

EviteM@) (Bela st-ting 1998 revival) 

Pome niy rasa. ee le JoKe LoMeNeOue R°S TU WV Wexkay 7 

amv Rercrcr hed let i Ky lomisnmoeped 1s tlw aves) 2 

Background Traits 
During its initial release in 1990, Officina existed asa Officina Serif sets narrower than other slab serifs (59), and 

paired family of serif and sans serif faces in two weights therein lies its chief functional benefit. The near-monoline 

with italics, promoted as a functional family for corporate letters have unique subtleties such as a bar terminal on its 

and business correspondence such as stationery and J (at the top of the letter) and extended bar on the G. Upper- 

annual reports. Over time, the typeface became popular for case (332) letters such as the R and many of the lowercase (332) 

other uses, adopted for a slew of advertising and editorial letters such as the h, m, andn have half-serifs to help main- 

purposes. Because Officina had been pushed beyond its tain an overall light color compared to other slab serifs. And 

original intentions, other weights were created including friendly touches such as curved spurs on the lowercase b and 

medium, extra bold, and black, each with matching italics. d (at the bottom of the letters), as well as the curved foot of the 

lliken Officina Serif to Humanist (61) sans serifs such as Gill 

Sans (175) and Meta. 

SELECTED OFFICINA SERIF ALPHABETS EXAMPLE 

Top to bottom: 12-point Officina Serif book, book italic, and bold 10-point Officina Serif 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 

abcdefghijklmnopqrstuvwxyz A designer’s job will become 
even more challenging as the 

quantity of information and noise 

increases during the twenty- 

first century. Those who possess a 
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 broad typographic understanding 

abcdefghiklmnopqrstuvwxyz will best meet the communicative 
and creative challenge, especially 

during a time when people know 

the difference between one font 

and another—and which ones read 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 I iedoataisontincare tes 

abcdefghijklmnopqrstuvwxyz default 120-percent leading. 

The quick brown fox jumped over the lazy dog. 

The quick brown fox jumped over the lazy dog. 

The quick brown fox jumped over the lazy dog. 
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Rockwell ORIGINAL DESIGNERS ___ CLASS 

Frank Pierpont Egyptian ~ 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

abcdetrtoqhijklimnopaqrstty ny <7 

Background Traits 
Monotype (125) issued Frank Pierpont’s Rockwell during a Like many slab serifs (59), Rockwell sets wide, making it less- 

time when slab serif (59) typography was undergoing a revival. than-ideal for large areas of text type (212). However, its large 

Although shown here in two weights, it also has a light version x-height makes it an optimal candidate for signage, wayfinding, 

that further reinforces the typeface’s linear qualities due to its and display uses. Designers set it with a standard 120-percent 

thinner strokes. Like Memphis (188), Rockwell has undergone leading because of its short ascenders and descenders, but 

a revival on the Web, where designers use it for headlines and because of its dark typographic color, Rockwell benefits from 

subheads because of its simplicity and easy-to-read geomet- more leading than that between each line. 

ric forms. 

SELECTED ROCKWELL ALPHABETS EXAMPLE 

Top to bottom: 12-point Rockwell roman, italic, and bold 10-point Rockwell 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 A designer’s job will become 

even more challenging as 

the quantity of information 

The quick brown fox jumped over the lazy dog. and noise increases during 

the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 typographic understanding 
will best meet the 

communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890 one tonban dono Gnd 
which ones read better or 

worse with software’s default 

The quick brown fox jumped over the lazy dog. 120-percent leading. 

abcdefghijklmnopqrstuvwxyz 

abcdetghijklmnopqrstuvwxyz 

abcdefghijklmnopqrstuvwxyz 
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Serif. eriia ORIGINAL DESIGNERS NSS 

Adrian Frutiger Egyptian 

Peoper steerer ok WN Ore ® RST UW Wee Z 

Deoeereme tg jk lim neoswp7q 1 St ul view eyez 

Background Traits 
Serifa’s frequent comparison to Univers (181) results from Serifa’s serif and stroke weight are the same. It has a high 

its similarities to Univers’s wide breadth of variations. Also, x-height and eccentricities in its C, which does not have a 

updated versions of Serifa include a numbering system like bottom serif, its G, which has bottom spur, and the 

its brethren. Often called “Univers with serifs,” Serifa was noticeable Q, with its horizontal tail. Some italic versions 

designed to be as versatile as a sans serif, and it is suitable for are merely slanted. 

text and display uses. 

SELECTED SERIFA ALPHABETS EXAMPLE 

Top to bottom: 12-point Serifa 55 roman, 56 italic, and 65 bold 10-point Serifa 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 A designer's job will become 

ow even more challenging as 
XYZ : : : 

abcdefghijklmnopqrstuvw yi the quantity of information 

The quick brown fox jumped over the lazy dog. and noise increases during 

the twenty-first century. 

Those who possess a broad 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 typographic understanding 
ef will best meet the 

ab cdefgh 1] kIlmnopqrstuvwxyzZ communicative and creative 

The quick brown fox jumped over the lazy dog. challenge, especially during 
a time when people know 

the difference between one 

ABCDEFGHIJKLMNOPORSTUVWXYZ 1234567890 font and another—and which 
ones: read better Or worse 

abcdefghijklmnopqrstuvwxyz with software’s default 

The quick brown fox jumped over the lazy dog. 120-percent leading. 

Typefaces and Specimens | 191 



TYPEFACES AND SPECIMENS 

Blackletter 

lackletter has existed 

as a typographic style 

for centuries. 

It is a hybrid of both 

Carolingian and Old English 

writing, bearing resemblance 

to ancient scribes’ handcrafted 

writing from ninth-century Italy 

and France, and as far east as 

Germany. Johannes Gutenberg’s 

invention of movable type in 

the 1450s made blackletter 

popular throughout Germany, 

thanks mostly to Gutenberg’s 

initial printing and distribution 

of the Bible. 

Peter Schoffer took over Guten- 

berg’s production facility when 

Schoffer’s father-in-law, Johann 

Fust, foreclosed on Gutenberg, 

and the two of them finished the 

Bible production—leaving Guten- 

berg penniless. From then on, a 

long line of German type found- 

ries and printers made names 

for themselves and distributed 

a wealth of printed goods set in 

blackletter. Notable among them 

were Conrad Sweynheym and 

Arnold Pannartz, who established 

a press in the Benedictine 

monastery of Subiaco in 1465S. 

Over time, blackletter spread to 

northern Europe. 

———oooo 
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Centuries later, in the 1930s 

(21), Adolf Hitler and the Nazis 

plastered Germany with pro- 

paganda using blackletter 

Fraktur as the de facto type 

style. But by 1941, Hitler’s secre- 

tary, Martin Bormann, decreed 

that blackletter—specifically 

Fraktur—was not to be used 

because of its supposed Jewish 

origins. Despite its use by the 

Nazis and Bormann’s unusual 

ruling, blackletter remains a ver- 

satile typographic choice, and 

has enjoyed modern-day reviv- 

als by some of the industry’s 

most celebrated type designers. 

Today, it appears in news- 

papers, on beer labels, and in 

religious scriptures, connoting 

a sense of reverence, reliability, 

and timelessness. And in popular 

culture, blackletter has graced 

fleshy canvases as tattoos and 

has been used as wordmarks for 

heavy metal and hip-hop bands. 

Editor’s note: We do not recom- 

mend using these blackletter 

typefaces for long bodies of text. 



BLACKLETTER SERIF CHARACTERISTICS 

Typography | Typography | Typography 
Bastarda (set in Lucida 

Blackletter): References to 

Carolingian minuscules, 

highly legible compared to 

other blackletters, angled 

ascenders and descenders, 

many curved strokes 

Fraktur (set in Fette Fraktur): 

Dramatic and exagger- 

ated strokes, descending 

feet and stems, swashed 

terminals, curved tails 

Rotunda (set in San 

Marco): Highly legible, 

thick terminals, angled 

stress in counters, straight 

stems, and downstrokes 

Cppography 
Textura (set in Old English): 

Hairline second strokes and flour- 

ishes, angular and narrow body 
width, split terminals, looped 

tails, various straight stems 

( a Arse eas D af OFFSET seca \) 7 
y 

| 

| : NR eat ete 2 
| NA paren 7 

/ \\ Se ee, ({ (@  }} impression criinper 
Ny Wey, 

TWIS BROAGSIDE WAS PRINTED BY ONE HEART PRESS 
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Crane Lettra broadside, 

by MOD/Michael Osborne 

Design, United States 

Memories in black- 

letter, by 2Creatives, 

United Kingdom 
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Clairvaux ORIGINAL DESIGNERS _ CLASS « : 

1s anamucvetitsy Bastarda 

ECD, 
CAVWRHY Z 

jklmnopqrstuvwxyz 

Background Traits 
Clairvaux was part of a 1990 program that called on twelve font Clairvauy’s letters look more like those found in the Roman 

designers to represent styles from across the ages, for a series alphabet, and they are more readable (330) when set in the 

called “Type Before Gutenberg.” Designer Herbert Maring was English language. Maring based many of its forms on those 

charged with developing Clairvaux, and he based his design on found in Carolingian manuscripts, especially the minuscule 

early Gothic typefaces. letters such as the lowercase (332) a. 

_ SELECTED CLAIRVAUX ALPHABETS EXAMPLE 
_ 24-point Clairvaux j 16-point Clairvaux 

ABCDE 5 S f) j A Sesiqner’s job will become even 

move challenging as the quantity 
KLMROPOR of information and noise increases 

during the twenty-first century. Those 
SCUV WX Z who possess a broad typographic 
1234567890 abcde ec ly 1] k understanding will best meet the 

Imn opqrs tuvwx yz communicative and creative challenge, 

especially during a time when 
Che quick brown fe Ox JUMped AO know the difference between 

one font and another—and whic ae the lazy dod. ¢ as % Another—ant which 
ns ones veard better ov worse with... 
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Duc de Berry ORIGINAL DESIGNERS CLASS 
Gottfried Pott Bastarda 

ree CUD Ie § GS wd Fj Re ON 
MOPORGSGEUDWHYS 

abecdefghijk{mnopgqrstuvmeyz 

Background Traits 
Linotype (129) issued Gottfried Pott’s design in 1991 during a Duc de Berry’s capital letters have a number of flourishes and 

blackletter revival that celebrated many of the typographic hairline strokes, some with rectangular terminals that give the 

styles and influences from the 1400s and 1500s. The letters a rigid appearance. With its Romanesque qualities and 

typographic forms owe much to the French blackletter lighter typographic color, Duc de Berry reads well when set as 

traditions, with more open counters and curvilinear strokes. text type (212) compared to other blackletter typefaces. 

SELECTED DUC DE BERRY ALPHABETS EXAMPLE OS ES ae ee C1 Z hs rae es ites ee ; 

_ 24-point Duc de Berry 16-point Duc de Berry Mee ies cou es ‘ Bei 

od ob Sis Mody, A desiqner’s job will become even ABCDESGHIZJ ean s 
more challenging as the quantity 

R LMAO y) © IR of information and noise increases 

C , during the twenty-first century. 
STUVWHYS ag 

Chose who possess a broad 

1234507890 a Heode fg f Uj  —_ typograpfjic understanding will best 
fe meet the communicative and creative 

MNAOPgts TOW KY2Z challenge, especially during a time 

he quick brown fo OK UMpeEd when people know the difference 

over t fje fazy dog between one f 

and which ones read better or worse... 
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Fette Fraktur ORIGINAL DESIGNERS. __ 

Johann Christian Bauer 

Background 
Punchcutter Johann Christian Bauer designed Fette Fraktur in 

1850, and the C. E. Weber Foundry later published a version in 

1875. Other versions have been produced during the twentieth 

century (16), such as one in 1908 by the D. Stempel AG foundry. 

SELECTED FETTE FRAKTUR ALPHABETS 

20-point Fette Fraktur 

UB CDE FGHS 

VKLVMEO BOHR 

STUVWIY 3 

1234567890 abcocysqhijk 

(muopqrstuvwrxys 

The quick brown fox jumped 

over the (aszy dog. 
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(0) NSS) 

Fraktur 

Traits 
Fette Fraktur has a vivid sense of contrast (230) thanks in part 

to its varied stroke widths and terminals. It possesses as many 

angular forms as it does curvilinear ones. With its fat, broken 

appearance, Fette Fraktur is best read in sizes larger than 16 

point to ensure good legibility (330) and reproduction. 

EXAMPLE 

14-point Fette Fraktur 

YW desiqner’s job will become 

even more challenging as the 

quantity of information and 

nvise increases During the 

twenty-first century. Those who 

possess a broad typographic 

understanding will best mect 

the contmunicative and creative 

challenge, especially during 

a time when people know the 
Difference between one font... 



Wilhelm Klingspor ORIGINAL DESIGNERS 
Gotisch Rudolf Koch 

CLASS 

Fraktur 

Background Traits 
Rudolf Koch (93), chief designer at the Klingspor Brothers Wilhelm Klingspor Gotisch has animated, vigorous, mas- 

Foundry in Offenbach, Germany, named his font in honor of terfully drawn letterforms with a generous amount of 

the foundry’s coowner. Koch employed his calligraphy skills counterspace. Its narrow lowercase (332) letters are difficult to 

to design Wilhelm Klingspor Gotisch, which some have read at small sizes, making it preferable for display or titling. 

deemed a leading Textura specimen. 

‘SELECTED WILHELM ay GOTISCH ALPHABETS — EXAMPLE 

2: 4-point | Wilhelm Klingspor ees a a 16- “point Wilhelm Riinesper Gotisch 
Peay 

AAICVE 5 B ay J 21 designet’s job will become even more 

| ~ challenging as the quantity of information 

JKLMUOVOYA pa abe 
and noise increases ducing the twenty: 

ZTUY WXYZ first century. Chose who possess n brond 
cae ae tupogeaphic understanding will best meet 

{234567890 abcdefghijk the communicative and creative challenge, 

Imno pgrs {UD WKY especially during a time when people know 

ie yely , the difference between one font and another— 
The quick brown fox jumped and which ones rend better or worse with 

over the [N5U bog. software's default t2o-percent lending. 
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TYPEFACES AND SPECIMENS SCRIPT CHARACTERISTICS 

Typognafely Typography — 2) c ae Ree a Pe ae 

ey cripts - . Flowing Casual (setinBrush — | Nonflowing Brush (set-in Cascade 

Script): Connected letters, Script): Unconnected letters, 

suitable for nonformal uses with thick strokes reminiscent 

such as signage or display text _ ofa round or chiseled brush 

198 

cripts can be elegant in one 

font, funky in another. As with 

handwriting, they have a wide 

range of styles, weights, and 
t HALE 

widths, making them one of the more . 

varied typographic categories. AS PLC 

Scripts owe more to the handwritten ona a . 

word than the commonly used serif and ~ 

sans serif typefaces to which designers \ 4 WI pte gp A -impa 

often default. Today’s hand-letter- . 

ing revival has turned more attention # 

to scripts, especially when it comes \ : 

to custom lettering, prompting many (iS . : Le wre oF rg of 

designers to leave behind the computer s 

in favor of the brush or pen. C faced 

Scripts generally fall into two dis- 7, OY » 

tinct categories: flowing (also called hana | 

connected or linked) and nonflowing 

(also called disconnected or unlinked). ae , ine 
Je T’aime Sutherland 

Within those categories exist a morass invite in Sudestada 
of subcategories that each break down regular and Phaeton 
into further classes. Many of today’s pega ero ae 

Room Inc., Canada 
Script faces come ina variety of alternate 

letters, custom ligatures, and swashes. 

Typographic standards such as letter 

shape and size have compromised some 



Sypegraphy 
Non flowing Formal (set in 
Monotype Dorchester Script): 

\ Unconnected letters, suitable | 
for formal uses that call for 

professionalism and elegance | 

‘ 

1 ip PFE Pe eA Te: 

Flowing Formal (set in 

Bickham Script): Connected 

letters, suitable for formal 

uses that call for profes- 

sionalism and elegance, 
more angled posture 

| 

| 

| 

| 

| 

Handwritten (set in Texas 

- Hero): Connected or uncon- 

nected, usually modeled 

closely after existing hand- 
writing or penmanship 

| Typography ——- 
Casual Handwritten (set in 
Monoline Script): Connected 

or unconnected, modeled 
Pita mir lites sti au d 

penmanship with many 
creative liberties taken 
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of the most unique handwritten char- 

acters digitized for mass distribution 

and digital use. But thanks to digitiza- 

tion and design software, producing 

a diverse range of letters has become 

more feasible. 

Following the less-is-more principle 

comes in handy when designing 

with scripts. Pairing (232) script type- 

faces with sans serif letters delivers 

a balanced combination of elegance 

and mechanics, but pairing two scripts 

creates the sense that two handwrit- 

ten words are competing for attention. 

Conscientious kerning (334) also comes 

in handy, especially with flowing 

scripts whose letters connect to one 

another to form words. Some scripts 

require delicate kerning to make 

sure the connections hit just right. 

Editor’s note: Most scripts are not for use 

in long bodies of text. 

RAFAT ESIGN WORKSHOPS 
~— [uerrencerren 

Fm TATU 

www.graphicdesignmuseum.nl —— Avssronas me, 
Boschstraat22,Breda 9 === en. 

™ 

Letterlab exhibition poster 

promotion, Strange Attractors 

Design, The Netherlands 
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Still from Typophile 

5 video from Studio 

DVA, Brent Barson, 

United States 

Voice design studio 

wordmark, Voice, Australia 
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Bickham : ORIGINAL DESIGNERS 

Richard Lipton 

(0) NI) 

Flowing, Formal 

BY OO. (Ce We. 7 

Z) 

ve i Ye Lo 

'/ a Zoe Oe A “a Le 

Y ¢ 

fj! / 

ZL te t Wt VW 
ye ; VEGA 

Background 
Bickham is based on eighteenth-century lettering such as the 

unparalleled engravings of George Bickham. The most recent 

version of Bickham, released in 2004, includes more than 

1,700 glyphs per font thanks to the wizardry of OpenType. 

SELECTED BICKMAN ALPHABETS 

30-point Bickham Script regular 

EV (BODE HF GA we 
(é 

GHLAMNOPDR 
ASAZDLUDW LY § a 

{) ae ee 7 
L2IFZ ODO OIO bed ef Zt VE 

ET 
ee 72 Td, caturew YF 

. SL, ye 
Ly eC Y as c bron fox jurnped 

; c 

OVC“ te La AO. 

Je 
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NOPQRAALUYWLYS vp 
C - 

FIG HLM 

ay Dt et LL ga xz 

f a 

Traits 
The fluid typeface has been enhanced by a number of alterna- 

tive characters, endings, ligatures, and ornaments available 

in Bickham Script Pro. Its exaggerated posture calls to mind 

romantic poetry and love letters from times past. 

EXAMPLE 

24-point Bickham Script regular 

2 
el. designers job ee Dercere CLETL 

(é C 

fp aaa 

(More challenging ad the guartttt 
Wb J Z 

EE GH. C 

f formation wie MOASE CCEATCS 

() ) VD 
daring be lwertt (feril century “Gude 

: 1, 7 
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eva] 
: VA 7, 
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7 
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c 

) “p 

pecially dawng a time Hn Om 
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ORIGINAL DESIGNERS CLASS 

Roger Excoffon Nonflowing, Brush 

Background 
Roger Excoffon based Choc on Japanese brush calligraphy, 

with thick yet graceful strokes. Phil Grimshaw designed a light 

version, which maintains much of the same quirks evident in 

Traits 
As acasual (64) script, Choc looks quickly 

drawn, and this makes it less appropriate for 

business or professional documents. 

Excoffon’s rendition. 

SELECTED CHOC ALPHABETS 

22-point Choc regular 

ABCDEFGHII 

KLYNOPRR 

SCTUVWRYS 

1234567890 abede(shifk 

limnoparstuvwxye 

The quick brown (ox Jumped 

over the lazy dos. 

EXAMPLE 

16-point Choc regular 

A designer's fol will become even 

more challenging as the quantity 

of information and noise inercases 

during the twenty-first century. 

Those who possess a broad typographic 

understanding will best meet 

the communicative and ercative 

ehallense, especially during a time 

when people Know the dilfercnee 

between one (ont and another—and 

which ones read better o> worse... 
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French Script ORIGINAL DESIGNERS 

Morris Fuller Benton 

a 

OQ 

Background 
Morris Fuller Benton (81) designed Typo Upright in 1905 for 

the American Type Founders, which became the basis for the 

2003 version of Monotype’s (125) French Script. Elegant in 

nature, French Script shares a stiff, upright posture prevalent 

inso many of the serif Didones (56). 

SELECTED FRENCH SCRIPT ALPHABETS 

30-point French Script regular 

@RCDETS HS F 
KLM MOPAR 
STUVWXY Y 
12384567890 abcdefaghijk 

Emnopqrolurways 

Sie quick brown fox jumped 

ONL ie lary dog. 
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0} 7 Nsts) 

| Flowing, Upright 

4) 

Traits 
French Script is ideal for formal announcements and 

invitations, but it lacks some of the animated qualities found 

in other scripts because it does not have as many flourishes 

and swashes. 

EXAMPLE 

19-point French Script regular 

Y Cedi ees ob onde become wen more ceo 
challenging aa the quantity of information 

ano noise increases during hy: Iwenty- 

f ut century. eihione Whe possess a bao 

typographic understanding itl Boot meet 

he communicative and creatine challenge, 

especially during a time Koen people know 

He difference Lobween one font ano aunalhen 

ano ion ones 1ead bollen OL WOME... 



Snell Roundhand 
ORIGINAL DESIGNERS CLASS 

WElaa a aerbansg Flowing, Formal 

GE CDW 

- — 

COUWOLT LE Y Zz 
.¢ 

Background Traits 
Type designer Matthew Carter (85) translated Charles Snell’s 

eighteenth-century writing mastery into this graceful, linked 

script. Like Snell’s original writing, this typeface has a reg- 

Any deviation from the set tracking and kerning (334) would 

cause the links between the letters of Snell Roundhand to 

disconnect. It can be used to set small amounts of text type 

ularity of form and even typographic color across the entire (212) due to its well-defined counters and clear differentiation 

character set. between letters. 

SELECTED SNELL ROUNDHAND ALPHABETS EXAMPLE 

20-point Snell Roundhand Script 16-point Snell Roundhand Script 

Bal, Gz . be CSL VUIS ob will become COCLL 

ABCDEFGHIE ey a 
| | OTE C ,Mlenging as the Guarnlily 

K. L ’ fy Vf | a. 20 gy Y? Ge UYOrtnalion anil NOSE (NCL CASES 

) : ee VLAGEY the “UCIUY, just COMM Y. STUUWKLY 2 : : 
C Those who POssCSS: Ol broad 

128456 JOE Da bcdefy hiph typographic understanding will best 

/ meel the cormsutsucaltoe and crealtoe 

DU SMHMWOLWSMZ . . 
ALS a We challenge, CSPCC tally “LAGE a lUNE 

Phe Gluck brown foxyuimped when people Rrow the MPV ENCE 
Cc C é 

beluueen one fort al another-—anl 

OUC! the let WO". 
¢ C whith ONES. read Deller OF LWOTSEL. . . 
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Finbarr Fallon 

tminster School’s Vision magazine, 

-atives, United Kingdom 

By Jason Tselentis 

esigning with type is as 

much a science as an art, 

requiring a delicate balance 

between all items inthe 

format to deliver appropriate and func- 

tional solutions. Designers who rely 

“purely on instinct” often have the benefit 

of years of experience, and thanks to 

their training, can call on formal quali- 

ties and aesthetic conditions that have 

worked well for them in the past. 

Contrasts (230) in size, shape, tone, 

placement, and color all factor into 

how elements placed in the format 

look. Being visually literate allows the 

designer to give words and images shape, 

bringing it all together as a composition 

created within the required format. 

Designing with type requires not only 

an understanding of what makes a serif 

and what makes a sans serif, but also a 

working knowledge of their use and even 

asmall appreciation of the individual 

attributes that make one font different 

from another, as well as how they interact 

when placed together. 

And what about style? Good typo- 

graphic expression is an att, but it is 

also, without question, based on princi- 

ples. Designers may use knowledge and 

y pographic 
Principles 

experience to design works that evoke a 

particular period, place, person, or move- 

ment. Often, they will do so to further the 

communicative message required. Many 

intentionally take liberties and break the 

rules to create stylistic marvels for the 

client’s interest, the audience’s, and their 

own. But one of the most valued typo- 

graphic principles deals with purpose, 

and more specifically function. 

Designing a book requires a fair 

amount of restraint as well as respect for 

the divine principles that book designers 

have used for centuries. And readability 

(330) should take precedence. Creat- 

ing a gigantic billboard, for example, 

calls for larger typography than a book 

designer employs. And then of course, 

there are the delicate niceties, much like 

stylistic guidelines that writers follow. 

There’s a saying that goes, “If all you 

have is a hammer, everything looks like 

a nail.” This holds true for the designer. 

If all a designer knows is a handful of 

principles, then all a designer can create 

is a handful of solutions. This chapter 

may not include every rule, but knowing 

as many rules as possible helps designers 

expand their toolbox and decide what 

to use, and when. 
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Design360 employed a dark 

contrast black type to make 

the lettering pop and read 

on the yellow background 

of the News Corporation 

Dow Jones office space. 

T'\ pography, Referenced 

ping, hiking fishing. hunting, 
orseback riding, tiver rafting. 

king. bind watching, and skiing These’ 
riety of local cestaurants and shops. 
force and da. You are invited to 

pn around Snoqualmie Fils 

ions include: Northwest Railway 
Umir Coxino, Meadowbrook Farm 

Seoqualenie, Falls City, Preston, Nom 
‘Grraation, and Issaquah g 

This sign at 

Snoqualmie Falls by 

Lehrman Cameron 

Studio uses not just 

one type size, but 

many, to delineate 

information levels for 

the reader. Large sizes 

pull them in, medium 

sizes give deep infor- 

mation, anda third 

level provides map 

information. 



HOM 

uv, 

2Creative’s +81 T-shirt include a wealth 

of typographic information, but each 

typeface denotes designers by nationality— 

British, French, German, Dutch—using 

typefaces from the respected countries. 

The office of MOD/Michael Osborne Design 

created a predominantly image-based poster, 

but gets the reader’s attention by placing 

the headline in an off-angled element. 

In her flattened “Elevate” poster, designer Kelly Salchow 

MacArthur willfully pulls the reader’s gaze to the start of the 

word “elevate,” and then back to the composition’s top. 
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TYPOGRAPHIC PRINCIPLES 

Designers first take note of the size and proportion of the page or screen in which they will work. And although 

every format has edged boundaries that contain design elements, that shouldn’t limit creative opportunities. ' 

U.S. Page Sizes 
The base size for printing in the United States is the 

broadsheet measuring 17 x 22 inches (43.18 x 55.88 cm). 

Half of a broadsheet is called tabloid size at 11x 17 it STs as | 

inches (27.94 x 43.18 cm). A quarter of a broadsheet is A6 

called letter size, which is 8.50 = 11 inches (21.59 = 27.94 A7 

cm). U.S. printers base many of their page sizes on A4 

the letter-sized proportion that sometimes measures A5 

9 x 12 inches (22.86 x 30.48 cm). Smaller sizes derived A2 

from the letter sizes include: 

e 5.50 x 8.50 inch (13.97 x 21.59 cm) 

e 6x 9 inch (15.24 x 22.86 cm) 

Of the four listed above, the 5.50 x 8.50 inch A3 

(13.97 x 21.59 cm) sheet measures closest to the “divine 

proportions” found in the golden section of 1:1.618 

(see “The Golden Section” at right for details). | 

Many U.S. page 

sizes derive 

from the propor- 

tion of the At 

letter-page size 
< r of 8.50 x11 inches 
8.5 x 11 Letter Sheet (21.59 x 27.94 cm), 

expandable to 

the tabloid size 

of 11x17 inches 

(27.94 x 43.18 cm). 

Tr — The ISO System allows each format to be halved, 
11 x 17 Tabloid Sheet with the resulting format in the same proportion. 

210 | Typography, Referenced 



The Golden Section 

In Western cultures, the golden section refers to this ratio between two numbers: 1:1.618. It has also been 

represented as a:b = b:(a+b). The proportion has been used since ancient times, even identified in ancient Greek 

architecture and art. It is said to create harmonious relationships between graphic elements placed on the page, 

and it has been used for the express purpose of generating printed formats for books, posters, and brochures. 

Here’s the process for building a golden section: 

Begin by drawing a 

square of any size. 

Bisect the square 

down the middle. 

Draw a line 

from the bottom 

left corner of 

the bisection 

to the upper 

right corner (as 

Rotate the line down to 

the square’s baseline. 

Draw a vertical jine up 

from the new baseline to 

the top of the square, then 

left toward the square 

to close the new form. 

This is a golden section. 

indicated by the 

yellow line). 

ISO Formats 
Designers and printers outside of the United States use 

the International Standards Organization (ISO) format system. 

Nobel laureate Wilhelm Ostwald proposed a ratio of 1 to 

the square root of 2, yielding a 1:1.414 ratio across all paper 

sizes. When any sheet is halved, the resulting sheet remains 

the same ratio. 

Unlike U.S. measuring systems, the ISO system relies on 

metric measurements. The AO sheet is 33.11 x 46.81 inches 

(84.10 x 118.90 cm). Smaller sizes include: 

» Aisheet, 23.39 x 33.11 inches (59.41 x 84.10 cm) 

» A2 sheet, 16.54 x 23.39 inches (42.01 x 59.41 cm) 

» A3 sheet 11.69 x 16.54 inches (29.69 x 42.01 cm) 

» A4 sheet 8.27 x 11.69 inches (21.01 x 29.69 cm) 

It continues up to A10. Other series exist in the ISO system 

including the Bo sheet, 39.37 x 55.67 inches (100.00 x 141.40 

cm), and Co sheet, 36.10 x 51.06 inches (91.69 x 129.69 cm). 

Not only does the ISO system allow for reproduction of the 

1:1.414 ratio when pages are halved, but it also relies on the 

mathematical nicety of the metric system based on tenths, 

hundredths, and thousandths, whereas the U.S. system uses 

inches, with difficult-to-delineate sixteenth proportions. 
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TYPOGRAPHIC PRINCIPLES 

Typography ‘Selection 
One of the best methods to decide which typeface to use is to have a clear understanding of its applica- 

tion. Will the type be digital or in print? Will it require a range of weights and postures? If it requires a 

variety of fractions and numerals, does the typeface have a complete set of OpenType options for numbers? 

While every typeface has a distinct look and feel, its application ultimately dictates its usefulness. 

The Adris Group’s 
Text Type Good Ideas Glow in 

For text type, use typefaces the Dark annual 

c reportusesa 

readable Minion 

Pro set in varying 

weights and styles 

to separate bodies 

of information. 

Bruketa&Zinié 

OM, Croatia 

designed for the purpose 

of uninterrupted reading 

such as Caslon (157), Bembo 

(155), and Garamond (162). 

These three work well for 

large areas of book text. 

Times New Roman (165) — 

though overused today—was 

designed in the twentieth 

century (16) to function as 

a newspaper typeface, and 

makes an adequate choice 

for book text as well. Clear- 
7 

¢ le ¥ R sport yy Ted } { face (160), Centaur (158), hair Report by Ted Hall. 

and Sabon (164) also have 

clear readability (330). Line 

length, word spacing, and 

leading all factor into a book 

text’s readability, but choos- 

ing a time-tested typeface 

such as those listed in this 

chapter is as good a place as 

any to Start. | 

For continuous reading of the Future, Country book about Gelganyem, Kevin Finn 
used a standard two-column grid to deliver the book’s text to the reader. 
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Display Type 
Display type needs to quickly 

catch readers’ attention, much 

like the messages on posters, 

advertisements, and promotions 

made popular during the late 

nineteenth century (16). Using 

typographic size to gain attention 

continues to this day, where asser- 

tiveness can help cut through the 

competitive visual noise. While 

text type (212) rarely relies on 

these measures to get attention, 

headlines and subheads in printed 

and digital matter must pullin 

readers, delineate levels of infor- 

mation, tell readers where they are, 

and keep their attention. 

Display type must be legible (330), 

of course, but because the reader 

can decipher the small chunks of 

type rather quickly, legibility may 

not be as important as with text 

type. Also, the concept or message 

may call for something with 

more vigor and exuberance. Slab 

serifs (59) such as Rockwell (190), 

Memphis (188), and Clarendon 

(58) all have enough weight and 

character for use as display type 

in headlines or subheads. When 

enlarged, many of the raw visual 

forms become present for Old 

Style (54) and Garalde serif faces, 

so use these for display type with 

consideration. Finally, a variety of 

sans serifs and scripts can also do 

the job well. 

THE GREAT LAKES 
To enable distance reading and announce the place illustrated on Jennifer 

Beorkrem’s poster, “The Great Lakes” is set in a large DIN typeface, while the 

smaller typographic elements mapped on the lakes identify each body of water. 

MOHAWK VIA 

Sa <>< 
~ 

CUD these truths to be nf ropvi? 

tha. Tete should be made to the highest 
y é ; 

STANDARDS OF QUALITY, be fricduced wilh 

SUSTAINABLE PRACTICES, 

perform consistently 

and cieale SPECTACULAR RESULTS 

AdamsMorioka, Inc., paired a serif-faced 

headline that announces the Mohawk 

Via brand with a delicate, formal script 

for the quality assurance statement. 

WE THE PEOPLE OF THE UNITED STATES, 

IN ORDER TO FORM A MORE PERFECT 

UNION, ESTABLISH JUSTICE AND INSURE 

DOMESTIC TRANQUILITY, SIMPLY REFUSE TO 

PARTICIPATE IN THE ABSURD MADNESS AND 

STUPIDITY OF FOREIGN OR DOMESTIC WAR 

Even with just a glance of the Union poster by MOD/ 

Michael Osborne Design, the reader knows that a 

patriotic message sits around the larger headline, 

not only because of the large type, but also 

because of the red, white, and blue color scheme. 
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Reading Direction 
and Scanning 
Western cultures read the written language from left to right, which typically puts the reader’s first glance - 

at the upper left-hand corner of formats. From there, readers scan left to right, diagonally down to the next 

line, and back again from left to right. This Z-shaped scanning pattern often occurs when reading text 

type (212) in magazines or books, as well as with digital media such as content found on the Internet. . 

Readers typically begin 

at the top left (at the 

circle) and scan right 

and down, left and 

down, until finally 

reaching the compo- 

sition’s bottom. This By positioning the letters 

is not a prescription E, V, I, and L vertically on 
but rather one of the this composition, this 
many ways that readers poster by Ralph Scl 
approach and read ” one way 
graphic materials. ”* the other. 
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Focal Point 
Dynamic compositions, especially those meant to attract a viewer’s 

attention, often employ a focal point that does not allow a reader to scan 

starting with the top-left corner. In these compositions, the designer 

takes control, telling the reader what to read first‘on the format. This 

decisive communication method comes in handy for posters and adver- 

tisements, package design, and signage. Contrasts (230) in size, shape, 

typeface, color, and texture create these focal points. 

DESIGNOLOGICUS 

ms 

SIMULATED 
LANDSCAPES 

SARA CWYNAR 

Although economical in 

execution, Sara Cwynar’s book 

cover isolates the title text 

amidst a textured background 

to effectively create a focal 

point. York University 

Department of Design, Canada. 

The straight line of black 

type serves as enough 

contrast against the circular 

elements in the Designo- 

logicus composition for 

readers to key in on the title. 
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This spread from 

the book Memories 

uses an extra-large 

headline to announce 

“Thanks.” 2Creatives, 

United Kingdom. 

Center placement within a composi- 

tion immediately grasps the reader's 

attention. Lure Design, United States. 

oeuene 

ee nen net ae . 

- Me =, Noe 

et Ks ~N 

Lord ay y os 
Hi et ieee: I *. } 

AT TT THE BEARS 
ome i0 BROOKLINE STREET * CAMBRIDGE MA Samm 

0 DOOR© 
a as 

{ BEAT CIRCUS BAND Brian Carponter: vocals / harmonium / trumpets / harmonica Alec K Redfoarn: accordion / jawharp 

Katho Hostettor: violin Karon Langlio: cello Ron Caswell: tuba Ches Smith: drums with Josh Roseman: trombone and Adam Glasseyo: banjo 

— 
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Mill Valley Fa 
Arts Festival 

> September 25 & 26, 201C 

Old Mill Park 

Sometimes type works as a secondary 

visual component, as in this poster by 

MOD/Michael Osborne Design. Its flowery 

graphic element sits in the composition’s 

center, offset by the smaller type headline 

in the lower-right corner. This composi- 

tion would not have the same impact had 

the items been transposed, with the type 

large and the colorful graphic smaller. 



Focal Point Enhancements 

Other types of formal contrast that enhance focal point include, but are not limited to: 

1 
} 

| 
| 

t 

i 

ACTIVE/STATIC 
Anton Jeludkov’s “Form Is Style” poster 

places hyperactive text on top of a static, 

solid color to help legibility. York Univer- 

sity Department of Design, Canada. 

ginia Woolf 

FLAT/DEEP 

Shayna Lauer’s book cover places the 

title within a deep space setting, with the 

author’s name sitting flatly and quietly 

as a line of white type. York Univer- 

sity Department of Design, Canada. 

GROUPING/SEPARATION 

These colorful restaurant menus contain 

food dishes in separately boxed cate- 

gories, but a friendly greeting sits 

isolated at the top to welcome patrons. 

AdamsMorioka, Inc., United States. 

ECONOMY/INTRICACY 

SEQUENCE/RANDOMNESS 

As the letter S slowly disintegrates, new 

images appear on the reader’s right, 

delivering the predicable and unpre- 

dictable. 2Creatives, United Kingdom. 

Juxtaposing the linear titles amid a wash of ornamental and textured 

graphics and backgrounds helps maintain a sense of order for the reader 

to find and read each book’s title. Jeff Domke, United States. 
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Large letters punch forth from an array of textures, 

radiations, and spatial illusions. In each case, 

the letterforms serve as the binding element that 

connects the graphics to the composition, gluing 

it all together logically. Anton Jeludkov, York 

University Department of Design, Canada. 
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Free Placement 

f you ask several designers how they go 

about initiating the composition process 

of laying down an element or elements on 

a format, you'll likely receive a wealth of 

answers. This is especially true if you ask a cross- 

section of designers who work in a variety of media. 

Most would likely say they begin by building 

a grid (220). Chances are, however, that some of 

them think image first, perhaps laying down the 

SSS 

What this layout lacks in terms of gridded order it makes 

up for in the diagonal relationships created by the 

lines of type and collaged photographs. Kevin Paolozzi, 

York University Department of Design, Canada. 

primary photograph or illustration upon which 

the rest of the typographic information delineates. 

Working in this manner can have its benefits, espe- 

cially when a photograph or illustration has to be 

a primary element. But even when an all-typo- 

graphic layout is necessary, freely positioning 

elements within the format can create exciting and 

dynamic compositions. 

A mass of typography sits at the composition’s 

top, intersecting the vertical image that demon- 

stratively sits in the center. Kevin Paolozzi, York 

University Department of Design, Canada. 
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The Grid 

imply put, the grid is a tool that Sara cwynare 

allows a designer to create com- Kitsch Encyclopedia 

opens with large, 

heroic images filling 

the pages’ single 

columns, as well as 

carrying over the 

entire spreads. 

positions with some semblance 

of unity (224) and variety (224). 

Different grid structures already exist; 

designers can use these default settings 

imposed by software or create their own 

grid system using columns or modules. 

The number of modules, columns, and 

The bonus, full-color 

insert is a book within 

a book that uses its 

own grid structure. 

Sara Cwynar, York 

rows is not clearly or definitively set, 

but during a grid’s creation, designers 

should consider at least these elements 

of the project: 

media University Department 
i of Design, Canada. format 

USe 

image size 

typographic scope 
Later in the book, 

word count (or lack thereof) FIDELITY & whenheadiinesnd 

expandability alae text content arrive, 
FIRST ORDER , 
SIMULACRA a two-column grid 

SPE PGES layout aliows for A traditional-looking and perfect- ; & 
more varied compo- 

bound book could benefit from single sitional play. 
left- and right-page columns to make 

text flow easily. With magazines, it’s 

important to know where the gutter (the 

center margin) sits and how much the 

paper will creep toward the binding’s 

center. And website grids often take 6eee08006 , = 

yn a flexible and d tur it wea ares is MANY THINGS ona exible and dynamic nature, with ea0eeo5000e IN LIFE SEEM 

their hierarchical structures allowing id ete oto als g eee es ARBITRARY. 
modules to morph in shape when @eeeeee fF 
dewed ScreeO OF ATHIETe sere eee8808 
viewed on screens of different sizes, fo1 Sheaene 

example, a large computer monitor ora ct thghccd act Mrathe 
@see6ee68 8 

phone’s small screen. eeee88808 _<ossill : 

Teresa Yung designed these spreads from her book Pills with simple 
grid structure to bind imagery and text across each spread. This under- 
stated visual connection connotes a sense of sterility akin to the materials 
presented. Teresa Yung, York University Department of Design, Canada. 
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Anatomy of a Grid 

The Cartesian grid system uses hor- 

izontal lines across an X-axis that 

intersects vertical lines on the Y-axis. 

These intersecting lines create 

individual modules that provide 

a framework in which designers 

can insert words and images. Each 

module becomes part of a larger 

system, such as columns and rows 

(for example, five modules makes 

up one column). That larger system 

becomes a tool—rather than a hin- 

drance—for relating visual elements 

to each other. When used success- 

fully, the tool can help designers 

achieve compositional unity and 

variety, as well as functionality. 

Grid Types 

Top Margin 

Module 

Left Margin 

Bottom Margin 3ottom Margin 

Flowline 

UISIEW JUSTy 

Horizontal 

Interval 

Vertical Interval 

BOOK AND MANUSCRIPT GRID 

Grids used for books and manu- 

scripts typically have the fewest 

complexities, but constructing 

them takes time and forethought. 

Because books are usable, highly 

interactive pieces of design, 

proportional relationships should 

happen between the inside, outside, 

top, and bottom margins, such 

that readers can grasp the book’s 

pages without obscuring the text 

they’re reading. 

Traditionally, book-length works 

have one text column per page and 

allow enough room at the top and 

bottom for page numbers, author 

name, and title. Giving readers 

enough room at the left and right 

sides to hold the book is also a 

functional measure to consider. 

COLUMNAR GRID 

Columnar grids can have any 

number of vertical divisions across 

the format, with as few as one per 

page. Though fewer flowlines (hori- 

zontal lines) across each page make 

columnar grids less flexible, the 

decision-making and layout pro- 

cesses become much easier for the 

designer. This example shows how 

the blocked tan-colored content 

could sit in a full-column length 

(1) or be broken into separate ele- 

ments (II). 

MODULAR GRID 

A series of horizontally and verti- 

cally aligned modules create the 

structure on which text and image 

can reside. 
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ierarchy © 

ypographic hierarchy refers to the level of impor- 

tance expressed by a piece of text in its environment, 

whether print-based or on screen. A variety of 

factors may indicate hierarchy: letterform size, 

letterform weight, letterform design characteristics, text 

color, text contrast (230) with the background, text position 

and orientation on the page or screen, and general mass. 

These factors exist in relation to each other and also in rela- 

tion to images, margin space, and space between lines on the 

page. For motion-based screen text, animation characteristics— 

how long the element is visible, how it moves into, off of, and 

around the screen—also affect hierarchy. 

The viewers take cues from all of the above factors as they 

scan the text, making split-second decisions about what to 

read and in which order. Actually, “read” may not best describe 

what happens because viewers may actually be apprehending 

a variety of information at once rather than reading individual 

components. Indeed, as people become increasingly busy 

multitaskers, they make fewer hierarchically driven decisions 

about how much attention to divert to any single task. 

Designers must be cognizant of the scant amount of attention 

their designs may receive, making it increasingly important to 

create clear typographic hierarchy. 

Each of these spreads from the Usc Law Viewbook is an exemplar of the complex arrangement of hierarchical information. It is useful to 
observe how the format can be altered to suit the need of the subject matter, yet remain connected to the grid and typographic structure. 
Even though the pages include three typefaces—Adobe Caslon Pro, Century Expanded LT Std, and Avenir—a plethora of shifts in size, 
weight, case, slope, and tracking clearly direct the reader’s attention to the text in order of its importance. The weight and size of the 
display type also serve as a kind of ballast for the pages, providing contrast and visual interest. AdamsMorioka, Inc., United States. 
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July 2007 average 

of pro bono service by USC Law students 



25th% Median Sth 

Private Practice $135,000 

Business $75,000 

Government $55,000 

Public Interest $39,000 

165 Judicial Clerkships $55,000 

25th% 

Hierarchy is especially 

important for environ- 

mental graphics, where 

the text guides the user 

through differing levels 

of information. In this 

The One Club Exhi- 

bition, the typeface 

Futura does the heavy 

lifting, announcing 

campaigns and catch 

phrases, among other 

text-based informa- 

tion. Varying the size 

demonstratively gives 

users enough visual 

cues from afar to pull 

them in. Design360, 

United States. 

Ls 
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Unity and Variety 

hen differing elements on a format look These three bottles for FdeC sherry each have different color 
contents and identification labels. However, the consistent 

visual treatment of the typography—in terms of size, weight 

it unity. This togetherness across multi- and placement—tells shoppers that the bottles come from 

ple documents, such as pages found in the same product family. Design Bridge, United Kingdom. 

like they belong together, designers call 

books or magazines or areas of a website, tells users 

that they are interacting with something whole and 

complete. Many designers use the term Gestalt— 

meaning an organized whole perceived as more than 

the sum of its parts—to explain unity in design com- 

positions, whether printed, digital, or experiential. 

Repetition is one way to achieve unity through color, 

shape, size, placement, arrangement, order, or depth. 

Typographic variety is one of the primary tools 

to create hierarchy (222) by varying, for example, 

the typeface’s size, tone, color, texture, placement, 

weight, width, and position. Too much repetition 

isn’t always necessary, and sometimes it can 

fragment a design’s message or worse yet, frazzle the 

reader. Just enough variation between typographic 

elements can go a long way to differentiating levels of sno xiENEE 

information at both large and small scales. 

As readers page through the Westminster School’s Vision magazine, 

they encounter a range of weighted spreads that include photo- 

graphic content, as well as all text. (These pages include the typefaces 

Akzidenz Grotesk, Garamond, and DIN.) One added feature in this 

design is the use of matte versus gloss inks, to give it a subtle but appre- 

ciative fourth level of variety. 2Creatives, United Kingdom. 
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( SPEKTRUM ) 

(SPEKTRUM) PO Box 447, Kununurra, E: info@spektrum.net.au ACN: 139 245 793 
Y WA 6743, Australia W:spektrum.net.au ABN: 2) 139 245 793 

T: +61 (0)8 9169 3644 

H OSTAG E 
F: +61 (0)8 2169 3444 

TAX INVOICE (LITTLE SPEKTRUM LARGE) 

(SPEKTRUM) PO Box 447, Kununurra Bill to: Invoice Number: 
WA 6743, Australia 

T: +61 (O)8 9169 3444 

F: +61 (0)8 9169 3444, Date of Invoice: 
E: info@spektrum.net.au 

W: spektrum.net.au 
Purchase Order Number: 

ACN: 139 245 793 

ABN; 21 139 245 793 

Date of work: Description of work Amount: 

( SPEKTRUM ) 

(SPEKTRUM) For the attention of: 

PO Box 447, Kununurra, 

WA 6743, Australia 

T: +61 (0)8 9169 3444 

F; +61 (0)8 9169 3444 
E: info@spektrum.net.au 

W: spektrum.net.au 

Terms: Payment is due within 14 days of invoice GST; $ 

Account Name: SPEKTRUM Pty Ltd 
Bank: Westpac Total including GST: $ 

BSB: 034 111 

THE DIRTY Account Number: 378 044 TOTAL: > 
HOSTAGE 

Nigel Brennan E: thedirtyhostage@bigoond,com 
Photojoumalist M: +61 (0)437 571 192 

Author 
Consultant Moore Park Beach f 2 : is i 

Public Speaker QLD 4670 To convey a unified brand identity, Kevin Finn 
Ex-Hostage Australia 

used a typographic and ruled system that ties 
SPEKTRUM Elise Anning Managing Director 2 5 

( ) ous tom ee together all of these business documents, despite 
PO Box 447, Kununurra, WA 6743, Australia 

The Dirty Hostage Business card T: +61 (8 9169 3444 each of their separate functions. From top to 

uses differing weights of Avenir oe neg bottom: letterhead, invoice, label, business card. 

typeface to identify the photo- ea lee@epeunan nest Globale Bold and Regular, Kevin Finn, Australia. 
W: spektrum.net.au 

journalist’s name and contact 

information. Kevin Finn, Australia. 
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raphic designers can achieve balanced compo- 

sitions through symmetrical or asymmetrical 

compositions. A symmetrical layout results 
ADGLINDE 18 LIKG THAT 

when the left and right sides of a composi- - PACHETIC FRIEND YOU 
| Sah Gee RID O. ; : : NR Se cE ea eee cgansielele tion receive equal weight. This mirror-imaged layout : GRE “ol Ga co HG 

. : ; te ; HOUSE BECAUSE HE'S often brings about less dynamic work than the contrast Po gor PING PONG CABLE, 

ing option of asymmetry. An asymmetrical composition i : SS Si ae 
| tae 

occurs when there is nothing similar between left and | tre HESA 

right. These tend to be less static than symmetrical work 

and less reliant on the center, where everything falls into 

a convenient and comfortable place. Neither composi- 

tional method is inherently better or worse; each is a tool 

to further a designer’s intention, message, or concept. 

(ee 
$ © CALL FOR 

+ AGDA NATIONAL AWARDS 08 . 
ENTER ONLINE TODAY" | Creancer 

EAST EGG IREALTY 

F CTODEK OS 
- www.awards, agda 

ENTFRINS ¢ 

A call-for-entries poster from the Australian Graphic Design Association 
situates centered lines of text that pull the reader down to the call to action, 
proving that a symmetrical layout can have purpose. Voice, Australia. 

This identity for East Egg Realty situates two 

opposing elephants on either side of an egg, 

denoting the harmonious, stable, reliable feeling 

that many of the realtor’s clients hope to expe- 

rience. Composing this with an asymmetrical, 

dynamic design would not give off the same sense 

of calmness. Spunk Design Machine, United States. 
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In its invitation for 

Sutherland Models, 

The White Room 

breaks up the format 

asymmetrically 

with a large photo- 

graph offset bya 

vertical headline 

that mirrors the 

statuesque model. 

| Dark Brown 
. we 

Green 

DIRECT 

Sitemap | Help By placing the business card’s 

typography off-axis, designer Kevin 

Finn not only creates a dynamic 

layout, but also uses each side of 

the divided card to separate contact 

information from name and title. 

Matt Fangman’s website for the University of Texas 

at Austin’s library has distinct hierarchical levels 

of information, where typographic information 

and small photographs balance a large photo- 

graph above. This asymmetrical composition 

Kk A creates a sense of order and comfort for the viewer. 
UTOPIA 
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228 

esigners call compositional 

areas that do not include 

text, image, or graphic ele- 

ments white space or negative 

space. Some designers feel that using 

white space lends a degree of sophisti- 

cation to layouts, in contrast to layouts 

with too many graphic elements. 

Formally, white space allows the reader 

an opportunity to focus on the element or 

elements that demand the most attention. 

Conceptually, white space can further an 

underlying message the designer hopes to 

communicate to the viewer. Despite these 

issues, designers should use white space 

sparingly and functionally, as too much 

can make a composition look sterile. 

7 j 

\ 4 } tye 
j 

fi = l 
Vheger 

Postmortem 
Laufel Saville 

The “Faces” annual report for the Adris Group (done in Gotham Bold and Minion Pro) personifies the company 
with the jacket photographs, while the inside text layout calmly positions the past year’s financial summary 
and future outlook amidst crisp areas of negative space. Bruketa&Zinié OM, Croatia. 

Typography, Referenced 

Although not technically 

white space, the black lower 

half of the Postmortem 

book cover interferes with 

the illustration to let flat 

typography (in Franklin 

Gothic) leap to the surface 

and identify both the title 

and author. This juxtapo- 

sition helps the reader zero 

in on the text, and the dark 

void doubles as a concep- 

tual tool alluding to the 

book’s content. AdamsMo- 

rioka, Inc., United States. 



The almost-blank lower- CUUUMAURUARAAHMI FF IFFEEHESS 
ee _ @&. right side of this Crane 

am aoe ate Aj g ; Lettra swatch book compo- 
; N | ree @ sitionally balances out the 

THE PROOF IS ON THE PAGE eee, More text heavy left aide 
LET LETTRA TAKE A GREAT IMPRESSION FOR YOU yet (done in Trade Gothic). 

And the white strips of 

paper act as pull-tabs for 

designers and printers 

to tear and use during 

the specification process. 

MOD/Michael Osborne 

Design, United States. 

PAPER’S ROLE IS CHANGING IN THE VIRTUAL AGE. 

TELEPHONE BOOKS, ANNUAL REPORTS, AND A 

MYRIAD OF REFERENCE MATERIALS HAVE SPED TO 

THE WEB. YOU CAN PAY YOUR BILLS ON-LINE, 

LOOK UP ALMOST ANYTHING, CREATE ANIMATED 

E-CARDS, ALL IN CYBER-SECONDS. FFT FF LFF LF LOHSF (1400 ~ 1984) 

oO eo) 

SBRRABRDW 

ELECTRONIC MEDIA, MARVELOUS AS THEY ARE 

FOR SHARING INFORMATION, DO NOT DISPLACE 

THE APPEAL OF MATERIALS WE CAN HOLD. AT 

THE TACTILE END OF THE COMMUNICATION CON- El— [S pea al 
TINUUM, LETTERPRESS PRINTING IS ENJOYING 
A RENAISSANCE NOT ONLY OF POPULARITY BUT | he cheat athe 2 [3] pms 2935 
ALSO OF INGENUITY. Bake pms 1798 [2] 

bes ‘he Lz 

FLUORESCENT WHITE 

we Ee oh 

(1N3S3¥d - pe6T) 

svd [B] sack 

2uadVd 
LET LETTRA DELIGHT YOUR EYE, INTRIGUE YOUR 

HAND, AND MASSAGE YOUR IMAGINATION. 

FINAL PRESS PASS // LETTERPRESS {BLACK} rE] 

= mee | 
2 The black pass registers to the red and the blue. The & el 

2 image, and this demonstration on Lettra, are nowcom- | 
| 

plete. This fluffy, absorbent sheet, so soft to the touch, | He 
| 
| has shown itself to be a strong, silent type on press. 

le As ek es ee 

Federico Galindo’s | 

type-heavy book cover 

for A Heartbreaking } 

Work of Staggering | 

Genius has areas of ee | “A virtuosic piece of writing, a big, daring, manic-depressive stew of a 

repose and these e book that noisily announces the debut of a talented—yes, staggeringly 

‘ ; oa talented new writer.” 
negative spaces on the ? —Mitchiko Kakutani, The New York Times 

cover, spine, and back a “Eggers crafts something universal here, something raw and real and 

side balance out the | wonderful that transcends any zeitgeist end manages to deal treachantly 
ie i with "big issues’ that often prove too daunting for younger writers: 

busy notes scrawled YS a mortality, youth, the artifice of writing, the Zen of Frisbee. This is a 

across the format York 5. beautifully ragged, laugh-out-loud funny and utterly unforgetable book.” 

x . : —San Francisco Chronicle 

University Department |@ 
* ig “Eggers evokes the terrible beauty of youth like a young Bob Dylan, anada. 

of Design, Cc frothing with furious anger... He takes us close, shows us as much as he 

can bear... His book is a comic and moving witness that transcends and 

transgresses formal boundaries.” 
—The Washington Post 

SNINDS ONAAIISVILS 40S 
- Jom OULAVENS ByIH Vy 

“Exhilarating... Profoundly moving, occasionally angry and often hilarious... 

A Heartbreaking Work of Staggering Genius is finally, a finite book of jest, 

which is why it suceeds so brilliantly.” 

—The New York Times Book aa ai! 

7 

970-1-56592-479-6 

On| 
1565' 

$15.00 USA 
$22.00 CAN 
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Contrast 

ontrast is one of the best ways to create differentiation 

between graphic elements. With typography, 

contrasts in size, weight, width, color, position, and 

typeface are just some of the means to separate oe 

information or catch a viewer’s glance. With typographic a eee 

contrast, readers immediately see what matters most instead 

of being forced to read and make judgments on their own. 

(espe oar 

. (SoPmUsnearenD 
Clon if, & 

DAR REL-AGED sy, 

MY stilter! INNUINICONN & 
tight: PRINIDADIAN.. f.4 * 

To create a new brand of premium rum for Banks Rum, 
Design Bridge paired sophisticated script type by Frederick 
Marns with the stability and stoicism of the typeface Gothic 
for the word “rum.” The resulting typography works well 
together because of the noticeable differences between 
each letter treatment. Design Bridge, United Kingdom. 
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This wall at The One Club exhibition 

has a high level of contrast between 

the black typography on the white 

background, as well as the reversed 

typography ona black background. In 

both cases, the reader can easily read each 

line of copy. Design360, United States. 

ALPHABETILATELY 

A B C D E 
IS FOR 1s FOR is FOR 

esect 

PeecOee Rose oT 

1s FOR is FOR 
UNIVERSAL POSTALUNION = VeMAIL. 

1997 Ls 
iS FOR 

ZEPPELIN POST 

IS FOR 
YVERT & TELUER 

A promotional card for the “Alphabeti- 

lately: An Alphabet of Philately” exhibition 

at the Smithsonian National Postal Museum 

positions a large and colorful typo- 

graphic element at the composition’s 

top in contrast with the black-and- 

white array of letters beneath it. MOD/ 

Michael Osborne Design, United States. 

{LBERSTA 

1EBERST 
7 PHOTOCR 

ePiy 

7 PHOTOE
 APH 

Setting information in italic white type contrasted against the black subject 

labels (in ITC Franklin Gothic and Bauer Bodoni) allows readers to quickly 

see which book is which when scanning the shelf. The White Room, Canada. 

‘( 

By MANNA) 

Min 
(ace 

SS 

Wy) 

Nw 

See 
Despite the wealth of textures in each of Ralph Schraivogel’s Cinemafrica posters, the letter- 

forms are legible because their textures differ enough from the background elements. 

Ne: 
\ aaa 

Size, typeface, and weight 

all act as distinctly different 

pieces of typographic infor- 

mation to help the viewer 

discern between day of 

week, date, and month in 

this Mohawk Via paper 

calendar. AdamsMo- 

rioka, Inc., United States. 
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Typeface Pairing 

airing typefaces should be more about contrast 

(230) than similarity. For example, using Helvetica 

(176) and Arial together in a composition does 

little to no good for the average viewer who 

won't notice the differences between the letterforms. 

So how exactly do designers decide which typefaces work 

well together? Unfortunately, no prescription exists, no soft- 

ware can decide, and clients rarely offer creative suggestions. 

One of the most helpful tools is knowing of as many typefaces 

as possible. No matter the pairing, make sure the selected 

fonts honor the content, ensure readability (330), and speak sion 

to any conceptual undertones that need to come across. 

In these Joanna Vargas Salon identity 

elements, the modified and shadowed 

Sympathetique V between the Jand Sin 

the monogram elicits sophistication and 

highlights the proprietor’s last name. DRD 

International, David Brier, United States. 
A SHORT STORY BY 

RLANNERY O’CONNOR BOR TSTORS 
\h FLANNERY O'CONNOR 

In each of Shelby Guergis’s book covers for A Good Man Is Hard to 

Find, handwritten letterforms announce the title, with a calmer 

sans serif face identifying the author. Custom lettering, Gotham, 

Centaur York University Department of Design, Canada. 
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The Linneas Lights 

wordmark (in Burgues 

Script) looks delicate and 

classy on this business 

card, and the sans serif 

typography (Engravers’ 

Gothic) calls out the 

business cardholder’s 

name. Subtle changes in 

the serif typeface (Cordoba 

and Bodoni) used for 

the contact informa- 

tion also create different 

information levels. Eric 

Kass, United States. 
Why pair just two typefaces when you can 

combine more than one flavor to deliver an 

array of looks and textures? Legacy Chocolate’s 

identity sits at the mug’s top (hand lettered and 

based on Bank Gothic), contrasted by a wealth 

of typographic identifiers such as “Connois- 

seur Grade” in Modesto, “Air-Roasted” in 

Serlio, and “Coffee” in QuigleyWiggly. DBD 

International, David Brier, United States. 

2ne ANNUAL 

ationa 
THE 

: ; FEF lo. iy 
Thin, geometric te of Watt ater af Family 

Q headlines | 
appconomy Home s ‘ Bi . ; 3 

provide just vipat Sah Pee 

enough oomph en to pet maaan 
Innovative apps to power Toren dline | 

ur own economy. | Re 
ae t . the each area of the | In the Center of 1¢ All NATIONAL Ciry www. nationalcityca, gov 

Neo-Grosteque 

sans serif body 

text. Fangman 

Design, United 

States. 

Designing this predominantly typographic 

poster required a combination of a sans 

serif (Trade Gothic), a serif (Engravers MT), 

and a wood typeface (Berkeley Oldstyle 

Book). Each typeface denotes a particular 

level of information, from the headline to 

the subhead down to the dates and events at 

in) ( the bottom. Tyler Blik (creative direction), 

: ; Kaori Toda (design), Yuki Hayashi (design), 

Laer Mora are ve Brian Pelayo (design), United States. 

iM a group waned 19 private soctal network 
00 Interested in being on our beta user list? Email us now! 
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“Obsessions make my 

life worse and my work 

better,” custom typog- 

raphy, Sagmeister 

Inc., United States 

new generation of typogra- 

phers continues to deliver 

fonts at an alarming pace. 

As a result, designers have 

a multiplicity from which to choose, 

and they take greater liberties with let- 

terforms, modifying them often with 

abandon, yet sometimes with great care. 

Technology has made type design— 

as well as type hybridization, layout, and 

destruction—accessible to almost anyone 

with a computer. Because graphic designers 

themselves understand the technologies 

and principles that type designers use, they 

sometimes envision themselves as poten- 

tial type designers. On the fringes, a mass 

of type designers—in print and digital 

domains—has erupted around the world, 

many who consider their craft on par with 

typographers who slave over creating a 

single typeface. 

So what makes a type designer? What 

makes a designer capable of desiging type? 

These questions have been hotly debated, 

and the fact that each dabbles in the 

other’s trade further complicates matters. 
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Or perhaps this pluralism enlivens 

and expands an already-robust creative 

landscape. All of these disciplines 

continue to cross-pollinate, and 

despite the differences in perspective, 

practice, and style, one thing remains 

consistent: Anyone who designs type, 

designs with type, or hand letters type 

is involved in the world of type design. 

For centuries, designers have used 

type for communicative, expressive, 

educational, and entertainment pur- 

poses. Contemporary designers continue 

those traditions, albeit through different 

Typography, Referenced 

approaches, technology, and aesthet- 

ics. Form may follow function. Type 

can become an image. No matter what, 

readers still seek out information and 

clarity, sometimes wanting merely 

visual entertainment, and in some cases, 

wanting a spectacle instead of a message. 

In these pages are some examples of 

the inspirational ways that designers have 

used type as a primary means of design, 

an end unto itself: type as image, type as 

word, type as the ultimate communica- 

tor, form and function rolled into one. 

“Wish You Were Here,” 

Kelly Salchow MacArthur, 

United States 



Grand Prix, 

Ralph Schraivogel, 

Switzerland 

L
S
 
L
E
 

> Still from Typophile 5 Studio DVA 

Brent Barson, United States 

Paw | 
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Posters 

Black Point hand lettering, Voice, Australia 

238 | Typo raphy, Referenced 



FILM « FOOD: FRIENDS 

Florida Film 

Festival done in 

hand lettering and 

with Kraftwerk 

and Gill Sans, 

Lure Design, 

United States 
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poster in DIN 1451, 

Jennifer Beorkrem, United States 

Thinking Cap 
“ 

eau 

ese 

\ 

%y 

bi 

“
<
P
,
 

7 S
i
s
 

ss 
4 ASK 

ie 

Lope Sy 

United Kingdom 

, Meta, and +81 cover in Univers 

Gridnik, 2Creatives, 
ce of Beauty with aran 

ain body text, Ralph 

The Appe 

tic Helve 

and Switzerl Schraivogel, 
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Schell’s Beer bus panel in Trade Gothic bold 

condensed, Colle ed States 

| AN = ett ‘HIlE 

ACRIEATI WIE 
: cu PAC re ry ce © le DA \ eC 2 uh \ 

AIGA Charlotte Patrick Coyne Lecture in 

Helvetica, Dazzle, A3 Design, United States 
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Black Angels 

poster in 

Knockout family, 

Lure Design, 
The words of his mouth were 

United States 

smoother than butter, 

but war was 

in his 

psalms 55:2! 

Vietnam heart 

/oster in Gill Sans, — 

MOD/Michael | 

Osborne Design, 

United States | - = = - 

conqueror! 

Lot | ey. 

toosts 7S 
vor F 

under to freet 

Antalis Typography Poster, Eric Chan 

Design Co. Ltd., Hong Kong 
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Dorkbot, Chalet New 

York 1960 + 1970, Jeff 

Domke, United States 
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Cinemafrica posters, Ralph 

Schraivogel, Switzerland 

r
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yun 
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Books 

Why, you ask, 

am I sharing these 
memories with you? 

‘ Six weeks after Ava 
; was born, the world 

seeming a more 

beautiful place 
with her in it, 

Memories in Trade Gothic bold 

condensed #20 and Archer, 
HB lz 

2Creatives, United Kingdom 
(Bs 

2 VII GVGOVIIILE 
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Polytrade Diary 2010, Eric Chan Design Co. Ltd., Hong Kong 

Typography, Referenced 

we ROSY 

ae 

eS 

Kahala as Place and Space in Frutiger, Hao In Kuan, United States 

HAPPY 
NEW Y 
YO IC y AR 

NSTARY 
FRIDAY 

Ol; 

28/11 
uillay 

e Yui. 

Vhauwand 
&.Zen 

November 
enty- 

‘Caghth 



4 Legend Revisited 

Elinor Wylie 

The Scholar Adventurer in Bembo, 

AdamsMorioka, Inc., United States 

ADV 

The 

SCHOLAR 

ENTURER 

Se 5-\SATO 
DIE DUFF 

emit com Efi. Wedlend ick dixon Ye cob, sig spate 
uv rawsste Krewlsn san dom Heaoe Le Lake, die Edoaed Roxbi xed =< 

she braden (oder des soalgordistisihes Daftherstilent = ns 260k isto Ilse 
Jere Neve Kaksr Homebase Sheerticht kaber. 

BMW book in Avant Garde and Baskerville, Expolab 

advanced communication and design, Germany 

French General: Home Sewn: 

30 Projects for Every Room 

in the House in Univers, 

Grand Canyon, and Neutra, 

Principle, United States 
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Hamilton Press 

booklet, David Harper, 

United States 
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Frank Lloyd Wright Bars Bombs ae 
STERN -& aay 

HUSEOM BUILDIRG 
TO RISE AS SPIRAL 

Mer Gaggien tree 

Y KEEPING FAITH 

g WITT AN IDEA 

The Guggenheim in Verlag 

and Nexus, Abbott Miller, 

Pentagram, United States 

Contemporary Usage: Designing with Type | 251 



Crane Lettra swatch book in 

Trade Gothic, MOD/Michael 

Osborne Design, United States 

a 
La 
WP 

100% COTTON | ANNOUNCEMENTS 
BROADSIOLS 

COASTERS 

DAILY-DO LISTS 

EPHEMERA 

FABRIC-LIKE 

GREETING CARDS 

HANG TAGS 

INVITATIONS 

JOTTABLE 

KNOCKOUT NOTES 

LUSCIOUS 

MEMORABILIA 

NOTEWORTHIES 

OH SO FLUFFY 

PERFUME STRIPS 

QUOTATIONS 

ROMANTIC 
SENTIMENTS 

TIP-ONS 
ULTRA-VERSATILE 

|| CRANE & CO. | ercerres 

Spy 
PE 

SFE FLUORESCENT 

IDEAL FOR LETTERPRESS 

KS 
| cm | _ = 
OE 

CA 
ks 

THMELNE A ACOA na AERA Lat TO ATCRAD Ta 

SO, a 2 
(’ 
#2! 

ma 
¥, a 

SAGE 

. ee, 

WAN OO wD 

> 
& 
fh 

% 
a 

Pa AA 

Grog War cover in Frutiger, Copperplate 

bold, and Swiss 721 BT bold condensed 

(for can label), Kevin Finn, Australia 

The Fearless Baker: Scrumptious Cakes, Pies, Cobblers, Cookies, and Quick 

Breads that You Can Make to Impress Your Friends and Yourself in Pf Champion, 

Craw, CG Egiziano, Antique Central, Sentinel, Alternate Gothic, Century 

Expanded Lt Std, and Trade Gothic, AdamsMorioka, Inc., United States 
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p= 3 — 
3.00 PM Chocolate Pick-Me-Up Cookies 

) 
¢ Yor afew uinules 

if 

pan and 
and check 

the outs 
2 minute 

3. 

(ry Ci. they oom 
2 2 vite bee, 

with the ru 
am sctep ovenly 1 

‘ room temporture. 
1 1/2 cups pecan pieces 
8 comes dark chocolate (58 to 62 percent 4. Ina sali bowl, «tir the Nour and baking powder together 
(ae), chopped er broken into Linch pieces andactentha 
4 tablespoons ummasited butter 
2 Lablewpoom si-purpass unbiesched Flow 5, With an electric mixer or by hund, beat the eggs with the sugar 
114 teanooon baking powder Do ys Ue wauiond and vanilla until smooth, Mix in the melted chocolate, Add the 
2 ieee ones eon nes? nly 
1 cap grerulted supe wico with 
1172 teaspoons pure venila extract Aocolate chips, just 
ses solom es pe aa 

6. Pure 
tod ty bees ightly rounded, not flat, not h 

\ ww 
>= kB 
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Woes. we don't nae On 
pecans, Locks. lies lak walnts 

Yeah, it doesn’ mutter 
to 1m, 1 ite al hose ot nuts 
(trven Une Irma Nir), 

hes apart an the paurchment-lined baking 
you can al 

and plop them ou 

Bake the cookies for about 0 Lo 11 minutes, or until they've lost 
thelr sheen. Although they may seem undertone and kind of 
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Future, Country in Gill Sans 

bold, Kevin Finn, Australia 

An Autobiography Revisited 

Speak, Memory in Garamond and 

Futura, Michael Bierut and Katie 

Barcelona, Pentagram, United States 

Columbia abstract book in Gravur, 

Sagmeister Inc., United States 
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MADRE GUL TY 

/ J 

THE METROPOLITAN museum oF ART, NEW YORK 

FASHION AND FANTASY 

ST) 
AID} | 
FANTASY : 

GUAR KENT! 

Superheroes in Teuton, Abbott 

Miller, Pentagram, United States 
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LEGACY IN DESIGN 

i. Lobodo 

Man Ray in Base Nine, The 

White Room Inc., Canada 

: BA st ; | 
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Publications/Magazines 

| The Seductions of Susan Sontag 
By Franidin foer 

= 

/ 

CHRISTOS 
GATES - 

aN ae Foersh 3 

1S TOW! 
% 

wats to 
Kick 

The Tension 
Habit 

Under Angie 
By Logan Hill, p. 73 

( Topher Grace \ 

reatest cookie has an act 
Toronto during sumn 

Photograph by Mitchell Feinberg * gétoseh 30, 2006) N¥wyoRK 7. 

New York magazine in 

hiro Elderkin, Miller, Franklin 

Gothic, Rockwell bold 

condensed, and Verlag, 

Luke Hayman, Pentagram, 

United States 

THE APPROVAL MATRIX 0. ciiconisaorsniintpnd tet ete 
ip | | WIGHBROW 

DESPICABLE 

VALLEY OF THE DOLLS 

LOWRROW 
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Khaleej Times newspaper 

in Freight and Retina, Luke 

Hayman and Paula Scher, 

Pentagram, United States 

BUSINESS 

=e Dubai Bank Plans Global Expansion 

Bute Sy SESE erp 

Coog Tera View bs 

Iran Suggests Minimum $1co A Barrel of Crude 

ROLEX 

in US: Dubai Group 

The Guardian newspaper 

in Helvetica and 

Garamond, David Hillman, 

Pentagram, London 

7/heGuardian 
fight injured as bus ripped apart ©) |RA ‘own goal’ ning was gives 

Bomb blasts West End 

Attack ‘shows IRA not interested in peace’ 

SUNDAY Aces 

Ahaleej Times 
Twin Surgeons Who 
Give Their 
Patients a ‘Lift’... 

More Opportunities 

Keep up with the Joneses on 
7% a Web Site about Surnames 
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INSIDE DESIGN 

HIM Il 
S DESIGN FROM THE INSIDE OUT MARCH | APRIL 2005 | $12.95.US $18.13 CAN 

| 
} 

4 7 

Step magazine cover in Didot, Adams- 

Morioka, Inc., United States 
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Circular 16, the magazine of the Typo- 

graphic Circle in Courier, Domenic 

Lippa, Pentagram, London 

Create magazine in Sauna and 

hand-drawn logotype, Adams- 

Morioka, Inc., United States 

Designers demonstrate the effectiveness of pmart, 
two-color creations. 

Sweden's Dizel&Sate Stay Dirty, But Free 

How Change. gov is Altering the Political Landscape 
Re-Imaging Personal Histories 

Rubber Chicken Blues: Worst Speaking Experiences 

DESIGNING DIGITAL MEDIA 

| 
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Collateral 

 VOUR! 
San ema - 

Wil Je OOK 70°N LeUuKe 
LETTBRLAB TATTOO? 

“aim OAT TAAR OB SPECIAL | 
4 TT eprenrounsTe.tine 
HET GRAPH OES usu 
i BREDA! 

Vervolgens 30 sec. laten zitten 
A 

P I 
Papier verwijderen en... Klaar! ip 
Veel plezier met je Letterlab tattoo! y 

WIET GEBRUIKEN OF GEVOELISE HUID. 

GRAPHIC 
DESIGN 

B MUSEUM 
wwwegraphicdesi 

GRAPHIC 
DESIGN 

B MUSSUM | 

ea 

GRAPHIC 
DESIGN 

B MUSEUM 

LIMITED 
COITION ! 

Letterlab tattoos and T-shirts, Strange 

Attractors Design, The Netherlands 

Letterlab exhibition tickets and 
AND 
nr 

sees BAU, RSMMC a 
promotion, Strange Attractors oP WER? etn Je aT 

Design, The Netherlands 
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ADELAIDE MILIJANA 
JOSE CARRERA : 

SYMPHONY . NIKOLic SSNS was wi 
A coer io 3 Uie-time chussce fo Festival Maeatre 
cxperieace Ue eccal tales ; 
ol coe ol the greatest Senge 
fenton 

wenes ZUKERM 

Adelaide Symphony Orchestra brochure, Voice, Australia 

ate 
as 

ik 

presents 

Family Service Power of Love fundraising invitation in customized 

typeface, MOD/Michael Osborne Design, United States 

a 
PINCHAS 
ZUKERMAN 
AND THE ASO 
Arve Solo. 
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Think Creative brochures in Trade Gothic bold condensed and Trade 

Gothic bold condensed italic, Lure Design, United States 

Tribeca Film Festival catalog in Gotham, 
Spunk Design Machine, United States 
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Document Solutions Collateral, in Inter- 

state regular, Interstate right, Interstate 

bold, and Interstate light condensed, 

Fangman Design, United States 
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Ducati direct mailer in Univers, A3 

Design, United States 

_—__ 
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ProTrader Securities direct mailer in News 

Gothic light, News Gothic medium, and News 

Gothic bold, Fangman Design, United States 

spice eS SS 

Splice media labels in Alright Sans, Spunk 

Design Machine, United States 
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Good Soles capabilities brochure in Copperplate 

Gothic bold, Cotton and Crown, United States 

GOOD GSOLES 

+ orks back " 

National Building Museum honor 

award identity and collateral in 

Mantinia, Neutra, and Acanthus, 

Principle, United States 
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Emma Hack wallpaper 

design catalog in Liza, 

Poynter, and Verlag, 

» Voice, Australia 

SS AES ES STN AS A | 

aicky Shops 
Lucky Shops VIP Party Invitation in Bodoni 

and Gotham, Jen Baker Brown, United States Nl r elas ; 

\ Q) \opping 
pa \ 

Designers 

he fv 

md LUC 
Sn Mi re 

LUCKY 
SHOrsS 

Bi’ 
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Identity 

KS 

The Oak Room, custom drawn, Michael Bierut and 

Yve Ludwig, Pentagram, United States 
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 TECOLOTE : 
YouTH BASEBALL 

TECOLOTR: 
XOors BASED ALL 

Tecolote identity in 

Bullpen and Yearbook 

Solid, Tyler Blik 

(creative direction/ 

design) Brian Pelayo 

(design), United States 

John Bragg identity 

and stationery in 

Clarendon, Alternate 

Gothic No. 3, VAG 

Rounded, Berthold 

Bodoni Old Face, 

Embassy, and Antique 

Shaded, Eric Kass, 

United States 

NAOMI FINLAY PHOTOGRAPHY 

Naomi Finlay Photography identity in 

Gotham, The White Room Inc., Canada 

Centigon Solutions business 

card, Chalet New York 1960 + 1970, 

Jeff Domke, United States 

270 ['ypography, Referenced 



Big Ten Conference 

collatoral, custom 

drawn, Michael 

Gericke, Pentagram, 

United States 
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CottonancCrown 
advertising and design Spl Ice 

Cotton and Crown identity in Akzidenz Grotesk, 

Cotton and Crown, United States Splice logo in Alright Sans, Spunk Design 

Machine, United States 

YO. 
Restoration Cleaners logo in Futura extra bold, Wiremesh identity in Trade Gothic extended 

Fangman Design, United States A3 Design, United States 

phy hp) [Typography Referenced 



¥ FOUR DAYS IN ¥ 

7 ADELMDE 
SS ee PPE pe gars 23-26 OCTOBER 2008 appconomy 

Appconomy logo in Interstate, Fangman 

Design, United States 
Adelaide identity, Voice, Australia 

Every Youth has a Right to 

Dignity, Humanity & Justice 

Youth Justice Institute logo, MOD/Michael 

Osborne Design, United States Keito mark, Voice, Australia bits 
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Corporate Communications 

| fike © 
lt 

al ut-yo Soy 
anid el hep yo 
anahe C happen. 

Z, < q 

MAP Financial Strategies in hand 

lettering, Voice, Australia 
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Adris Group “Good Ideas Glow in the Dark” 

annual report in Gotham bold and Minion 

Pro, Bruketa&Zini¢é OM, Croatia 

ASIII TS, 
NESSES, 
SAIS, 

STOEL, 
Spit HORUH, 
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Bob Industries 

identity and 

stationery in 

Officina Sans, 

AdamsMorioka, 

Inc., United States 

inVentiv Health 2009 

annual report in News 

Gothic medium and 

bold, Jeff Domke, 

United States 

pograph eferenc 

P@A HL 
GUrs | Ome B Ua Decakes 

ARcy 
ERIC “recy Pp. u Prosec,  WEkLER “ONSTRUC, xe 

wT MANAGER 1On 

Pfahl identity and stationery in Futura, 

Cotton and Crown, United States 

et 
Eddie’s Van for Hire communication system, hand-drawn wordmark 
loosely based on Home Run, Trade Gothic bold No. 2, Trade Gothic bold 
condensed No. 20, and Trade Gothic medium, Brian Pelayo, United States 



The 
Bangle 
Business 
From person to person 

The Bangle Business 

identity, stationery, 

invoices, and labels allp yee. 

in ITC Avant Garde aoe Business 
Gothic and Demi, Kevin 

Finn, Australia 

Stevo Pelty, 
Otsctor 

Tho Bangle Business, 

Spark House stationery in Clan 

regular and extended, Spunk 

Design Machine, United States 
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gs vgs 

‘as oy 2009 ae a eum Ms w 
as : eer he ee 
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vgs dis 
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Cedars-Sinai Heart Institute in Franklin Gothic and 

Sabon, AdamsMorioka, Inc., United States 
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Advertisi 

N 78 

..-MPpOAYKT BaulHxX > 
me Iba 



Calgary Paknstor ads in 

DIN, Taxi, Canada 

pak-n-stor 
21 HOUT 708 Beet we sore 

pt RR Ma 
NAAN ie? 

re 
Tool Rina aaa 
i 

peace 
1 8 BORE FH seem prose!) 
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The Parks at 

Meadow View 

ads in Adobe 

Garamond, TL ceasing the renee a da Teer (OK Falling in love VY 
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P C1 © Picking apples in an orchard ‘ pe Maat Mage oe a at del D acool new hat A 1 Watking barefoot in cool grass CIS .earning  musieal instrument Guna 

1 Spontanesus meonwatking [) Taking your time, (8% \ 
TB ls lak > C1 AG 000% Egrese Ukely Gil 

n D chan ne Girohe BO Bdaemestese sher 
A euocousts A RENAISSANCE) d 

i oy" ; OD conse WEEKENDS Ss C2 Conening vittre League © © oak ae 

DD Fiksding, a. babs | C1 Play 1 the Over-40 League, eles older 

PULP aC i Ci Teaching kids to Fich 
1 HAVING A FAVORITE CHARITY 

FICTION ; Caribou Coffee : peas 
: : newspaper O votuntisning ota shutter Caribou): W ith a | WI1St. ad in hand ghost stories by the campfire 2 é 

fetiane OQ scary movies @% its, 4 ettering D Body surting ; Rie ney 

with Neutra D1 Léthing computers sleep Wet FIRST 1 anos 
Text Demi, Citas Ge irate d ; — (Devine THE PACIFIC COAST HiGHWAY Life is sho Stay awake for it 

Colle+McVoy, Di bikine Te mosric coxst Hicway riboucoffee.c 
United States 

Schell’s Beer LEGACY 
advertisements 

C He BO LAT ES in Trade Gothic 

bold condensed, 

Colle+McVoy, gacy ola logoh ; 2 : 
Legacy Chocolates logo hand United States o Siena a 
lettered and based on Bank : Eerie ¢ 

: <— Particularly with the ___ but ot mre. | tke to Gothic, Kelmscott Roman, and re 

Hoefler Text, DBD International, 

David Brier, United States 

~ 0 play 2 Inendly game of 

However. thera was this ene time al 

— who reminded me of 

Was staring at me from across the roem. | could see 

” while | was pouring a pitcher of _ a 

{never saw hinn/ber again. How 

AUGUST SCHELL UREWING COMPANY 185 vin wievenene 
98 Cl YS AR-ITAHA2N Yer wat intrmation ond i eta Online at wwmvehel) 7 OF Homall We al eehelingdechelledrewery com 
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e AWALKtTo 
Seay REMEMBER 

wh: @ Walk on 

With hone i ~ Py Ly 
in noni neat i L 

“Nobody can go back os Ke 

and start a new beginning, * 

but anyone can start today M. E; M O RY 

and make a new ending.” 

atin, WALK 2007 
TREASURE ISLAND 
SATURDAY, OCTOBER 6, 2007 

HSHAAWWW.ALZL.ORGS HESS 
Memory Walk 2009 
reasure Is! land | Saturday, October 10, 2009 alzheimer's QS association’ 

i HT ; a ATL ti Th 

EL TAA 
International oe 

studies make it clear that ISLAND 
800-272-3900 
A AVA-| b4 gle) ger-] Rol ce! dementia occurs in every country of 

the world. In the U.S., dementia affects 

1in 8 people over the age of 65 and nearly 

1in 2 over the age of 85. Worldwide there 

are an estimated 30 million 

people with dementia. By 

2050, the NUMBEL  eicerssosionioms | f Walk banner, broadsides, and T-shirt 

graphic in Gotham, Filosofia, Hoefler ® - @ 
Text, and Whitney, MOD/Michael 

W fg L S - oO ove if Osborne Design, United States 

O i ; : 4 100 million. 
alzheimer's (24 association’ 

bir destination is a world without Alzheimer's. 
World Alzheimer's Day | September 21 
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Gordon Brown general 

election campaign in 

Akkurat, 2Creatives, 

United Kingdom 

Borlanbrowst, Om 
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ier Cred 
eT 

pM 
Davis Co-Op brandidentity Fas 

in DIN, Spunk Design jeeeagam 

Machine, United States * 
& 

283 Contemporary Usage: Designing with Type | 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Wrapping Paper 



WAN? 
WISE 

hog 
Touuin IG 

(Label array in Trade Gothic, MOD/Michael Osborne Design, United States Printed ephemera, MOD/Michael Osborne Design, United States 

peface array, MOD/Michael Osborne Design, United States 
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Packaging | 

Shoe ae The Brown- 
MR\JACK’S 

160" Forman 

BIRTHDAY distillery’s 

4 Jack Daniel’s 

SOUR MASH, 160th birthday 
TENNESSEE WHISKEY 

package 

J and bottle EAP DISTRICT | 
> SMR.JACK’S = : I 1 . VALLEY ‘| ee = ee } in Chevalier, =. 160° © eo 
3, BIRTHDAY 39) Gazette LH, 

yond, 
of _— 

eas eis 

vr SAUVIGNON : 

and Engravers 

TENNESSEE WHISKEY TS: boldface LH, 

ee MOD/Michael 

Osborne Design, 

United States 

Silverado Solo 

in Gotham and 

Adobe Jenson, 

MOD/Michael 

Osborne Design, 

United States 

Black Label wine bottles in 

Helvetica Neue, Voice, Australia 

Schell’s Beer bottles and packaging in Trade Gothic 
bold condensed, Colle+McVoy, United States 

ography, Referenced 



4% Vinneas Lights packaging in Burgues 

Script, Engravers’ Gothic, Cordoba, and 

Bodoni, Eric Kass, United States 

Bold for Men 

Dry Shave” fer packaging in 

Gra Helvetica bold, 
Anti-Irritant & Healing Agents ia 
Effortiess See-Through Glide Bruketa&Zinic 

ideal for Head Shaving OM, Croatia 
Wire Mesh packaging in Trade Gothic 

extended, A3 Design, United States 
| 4 4floz/ 120 mi 

Contemporary Usage: Designing with Type | 287 

| 



288 

HAND LOTION 

WILLIAMS cesta 

DISH SOAP 
REFILL 

wecharge de Lavon nerettelle 

FRENCH LAVENDER 
Cevarde F 

WILLA sce. ILLUS CNM 

Celitory reset (as 0 Levon feud los rs 

BASIL PINK GRAPEFRUIT 

Aczenyplor be Nie Gasitec 
vw WITH ESSENTIAL OF 

~ 16 FL 02. (473m 

Williams-Sonoma soaps, bread mix, 

drizzles, and pastes in Neutra, Mrs. Eaves, 

Bodoni Old Face BQ, and Lucia, MOD/ 

Michael Osborne Design, United States 

HAND SOAP 

PO nat ta 

p= WILLIAMS saNosA 

| ALL-PURPOSE 
CLEANER 

Merged pellpvalent 

PINK CRAPEFRUIT 

josploriatte tele 

WITH ESSENTIAL OTL 

opp 
CAUTION: UUTANT 

ATTENTION: UMRITANT 

32 FL OZ. (946ml) FRENCH LAVENDES 
onde Pears 

STH ESSENTIAL 

Roz aide 

DISH SOAP, | 
savon waisselle 

FRENCH 

LAVENDER 

Levande Francaise 
a FITH ESSENTIAL O11 

WILLIAMSON 

ROOM ROOM 
FRESHENER FRESHENER 
aera Lseinébanee i? 

bom Meyer 
PITH ESSENTIAL 011) 

#02 ite 

Legacy Chocolates packaging in Bank Gothic, Facade, 

Modesto, Serlio, Kelmscott Roman, and Hoefler Text, 

DBD International, David Brier, United States 

Typography, Referenced 

MEYER LEMON 

& 

eaten: 
YUZU JASMINE | 

PROVEN! 
GRILLING 
PASTE 



Kettle Brand Potato Chips 

in Paragon and Typeka, 

MOD/Michael Osborne 

Design, United States 

Love2Bake packaging in Clarendon LT light postscript 

Linotype AG, Clarendon LTRoman postscript Linotype AG, 

Clarendon LT bold postscript Linotype AG, and hand-drawn 

type by Frederick Marns, Design Bridge, United Kingdom 

Botanical Bakery packaging in Concurso, Vogue, Pabst 

Oldstyle italic, and other custom typography for product 

names, DBD International, David Brier, United States 

Oe Tew, 
Tremomoayg 

NSTERAL mstieranite 
ONAPaLoCETIC 

‘OOKIES i Pavey = COOKIES : CORT ARE: : enon BRA coo! he Quen of Sein OKTES Geox BREAD COOKIES 

| BSOKIES OKIES “nee 
| yawn TTMAN ing 

4 SHORTBREAD 
COOKIES 

NEV RT ES oF (rte 

Wheaties box, 

Spunk Design 

Machine, 

United States 

NATURAL, DELECTABLE. }e 

UNAPOLOGETIC. 

LAVENDER 
"Take your tastebuds 

GARDEN 

SHORTBREAD 

COOKIES 
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Aussen CD 

packaging in 

Akzidenz Grotesk, 

Ralph Schraivogel, 

Switzerland 

Gwendolyn, The Brain Parade CD 

in Trade Gothic condensed No. 

20, Lure Design, United States 

DESIGNerd™ 100+ Trivia Games in 

Helvetica Neue, Kevin Finn, Steve Heller, 

and Stefan Sagmeister, Australia 

DESIGNerd” besiege} 

eoVever+ acnew Aq +o01L 

9 

g 
Pa 

H 
3 
i 
5 

oouera, + 40101 AQ +001 
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Q 
< 
2) 
o 
LL. 
Li. 
\e) 

Off Road CD cover and process for machine- 

rendered O, Ralph Schraivogel, Switzerland 

Lydia Lunch CD in Franklin Gothic condensed and 

Garamond 3, Lure Design, United States 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Thinking Life billboard, custom 

typography, Sagmeister 

Inc., United States 
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\ \ 
i) 

RSA 

NW 

| 
AN ANA RAN 

NG SE OF 
ay TANG wi 
-MERGENC' 

co a HANNS 
: # Flotation devices (except a | Ny \ 

an adolt in the water at aii times Coast Guard approved lifejackets) 

* Children requiring diapers must Gussts must abide by the decision of Beach House 
wear a swim diaper in the water staff regarding the interpretation of amy nies 

fovercing the use of this facility, Ay behavior 
or activity determined by the staff to be unaste, 
hazardous, inappeeprists or a viclation of the 
ides is probibted. 

Annenberg Community 

Beach House pool rules 

in Flama condensed and 

News Gothic, AdamsMo- 

rioka, Inc., United States 

The Museum of Modern 

Artin MoMA Gothic, Paula 

Scher, Pentagram and Julia 

Hoffmann, MoMA’s creative 

director for graphics and 

advertising, United States 
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aon siaatane ey Texas Children’s Maternity 
gee ees eaee , 5 

: Barricades in Gravur and 

DIN, Principle, United States 

LENSER ORTER BERS 

2 Er BO wis wi 1 oe we = 

Letterlab Exhibition window 

signage, Strange Attractors 

Design, The Netherlands 
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‘don Brown general election campaign in 

‘urat, 2Creatives, United Kingdom 

Gough Street 

Festival posters, 

custom lettering 

from cloth, Eric 

Chan Design Co. 

Ltd., Hong Kong 

: 

ee 
nen REO 

sins WU till 

=e till 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Signage/Wayfinding — 

New York University Department of Social 

and Cultural Analysis, conference room 

and detail of signage for each office in Trade 

Gothic condensed, Design360, United States 

} hh 
aad Hy 

§ = ie ries. Hy 

’ eee 
Amway Center, Ae. e 

Orlando, Florida, 

“Center” in 

Trade Gothic, 

RipBang Studios, 

United States 
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a, 1c News Corp Dow Jones in Helvet 

Design360, United States 

“algo 

ype | 297 age: Designing with rary Us Contempo! 



Peregrioe Lalcons nest on the dilfs of Soqualmic Falls 
Sand resuin every year in the Speing Petree stare 

fe akocsoreni psn rene 
pli pe erie ie 8 

: Soe 
INS cavigrinas pt Snaquatione brik awe seoont here for i 

risen nag et pasate 9 
aly re bat 

mgs od cob end on teary cy etecarece Sa ‘ arnse i aganat 
arth Fema peveyrines we rouge sane Une as 2 pe he perngtter a treet PL corm. 
oom secant nfs Con ae NM 
fool ang pont Te om 
Second ene i ge mts gen 

| 
i | 

Snoqualmie Falls Interpretive Planning 

& Design signage in Adobe Garamond Pro 

and TheSans, Lehrman Cameron Studio 

(design/photography), United States 

Ozone, Amway Center, 

Orlando, Florida, in 

Klavika, RipBang 

Studios, United States 
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i? 
q 

A 
2 

Q 

Parking at 13-17 East 54th Street, New York, Verlag, Paula Scher, Pentagram, United States ss _ ——s —_ 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Interiors and Environments 

Bagby Office in Alternate 

Gothic, Trade Gothic, 

and Monterley, A3 

Design, United States 

Terri 
oleae, 1 T) 

tT] Joleleei TT 
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s. I. Newhouse School of 

Public Communications 

Wall Mural in DIN, Poulin 

Morris Inc., United States 

Contemporary Usage: Designing with Type | 301 



MUSEUM OF CALIFORNIA CAMPAIGN 

OMMUN 
Oakland Museum 

of California Donor 

Wallin Benton 

Sans, Skidmore, 

Owings & Merrill 

LLP, United States 

Courtesy of SOM, 

©Tim Griffith 

Madison Square Garden 

Corporate Office Reception 

area in Tungsten, Poulin + 

Morris Inc., United States 
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AL PHABETILATELY 

CELEBRATING THE 

SMITHSONIAN NATION 

EARLY 
PIONEERS IN 

THE TWENTIETH. 

CENTURY 

The One Club exhibition in Futura 

family, Design360, United States 

Signage for “Alphabetilately” exhibit the Smithsonian National 

Postal Museum in Bodoni BT, Bodoni Old Face BQ, Avenir, and 

Gotham, MOD/Michael Osborne Design, United States 

FOUNDERS 

OF MADISON 

AVENUE 

CREATIVE REVOLUTION, 

_DIRIR APSO STDS IEA TTT 

RRO Tees NOS ON ON ORTON 
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@ 
494-6916 | / 

Prew w 

Liat | 
peihi 
PRUE 
ew EF 

# 

ant . ™ 
AT THE BALL PARK 

Be) 

bat 

TATA TELA 

AY THE RITZ. 

Be ie 

“MUNCHER==BEER | 
A COLD BEER IS MAN'S BEST FRIEND 

Frank, Helms Workshop, Christian 

Helms, United States 
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a 
DS Lp 9 IG 

Ord aa 

See YAN 

a 

Queens Metropolitan Campus, hand drawn, Paula Scher, Pentagram, United States 
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Letterlab exhibition, Strange Attractors Design, The Netherlands 
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os 

Rey ch 

eae: 

ra 
& 

Ke ; 

: : 5 - | 
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The Cooper Union in Foundry 

Gridnik, Abbott Miller, 

Pentagram, United States 

| 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Transportation 

Connexxion buses, interiors, and uniforms in 

TheSans, TheMix, ITC Century, and Logotype based 

on Lesmore, Design Bridge, United Kingdom 



Eddie’s Van for Hire identity and van, hand-drawn 

wordmark loosely based on Home Run, Trade Gothic 

bold No. 2, Trade Gothic bold condensed No. 20, and 

Trade Gothic medium, Brian Pelayo, United States 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Motion 

_ ar 

Piatto 
aang le — — Hee 

“ os Uh 

ES al 

Pte ea 
aU 

Letterlab exhibition commercial, Strange 

Attractors Design, The Netherlands 

312 Typography, Referenced 



“By the Force of Their Characters” in customized 

Helvetica, David Harper, United States 

| 
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Stills from Typophile § video, Studio DVA Brent Barson, United States 

314 [ypography, Re ferenced 



7 N 
Lx VIS 

$90 - $1290 $155 - $3300 

“Veins of Life,” David Harper, United States 
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CONTEMPORARY USAGE: DESIGNING WITH TYPE 

Interactive 

Gordon Brown general 

election campaign in Akkurat, 

2Creatives, United Kingdom 

800 
VENUES IN AUSTRALIA 

Set Ch 6S SE 

Beteg FS vn 20h) 

Rio Coffee website in customized Stealth and DIN, Voice, Australia 
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sad 4 THE UNIVERSITY OF TEXAS AT AUSTIN 

r Center 

| QUICK FACTS STUDENTS FACULTY is ~ QUICK FACTS — 

The publish-or-perish 
to ‘the inspirational, ‘dynamic of arch-oriented 

stalues on campus 
represent different 

things 10 different 
people. Viowed with 
‘an open ming, none 

can be regarded aa 
a bust. 

univorsiti: puts unique 

EL 

also have important teaching 

responsibiliti 
members striki 
giving their offices a “home 
away from home™ tlavor— 
starting with thelr doo 

‘iota 

QUICK FACTS f z “tAMPUS 9 [)  ‘ovicK FACTS 

The University is one 4 Linking Up 

Gf the region's invaluable 4 

Tribes. 

What's Up 

Traditions 

Life by the Horns 

‘Longhom 
Confidential 

ome to The University of Texas at Austin 

Virtual Visitor Center, an ongoing and collaborative 

University of Texas Virtual Visitor Center website 

in Tivoli Gothic regular, Tivoli Gothic bold, and 

Helvetica, Fangman Design, United States 

“e fe pa | 
es 
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smile rewards’ More info ‘Sign in me 

| 

= : By SES Se ve ENG ES See 

Recipes Test Kitchen Products ofrers Our Story 

Fresh Joes 
Let's Bake 

Kids Halloween Party 
View This Recipe Collection » 

oat Kltchon log: Recipe Muxe® 
Homemade Carrot Cake with Cream 

Choose Frosting 

Sweet Potato Recipes ka . 2 We Ee 
Asian Pork Noodle Bow! Broccoli-Peanut Stir-Fry With Noodles View This Recipe Collection « e < ; = Acaskss Sabin 

ae the whol 
10min 20min 10 min 25 min (analy wel love 

ime  tota) Ume nih time total tin BAO Lanes, 

Recipe Collection = Kevipe Collection 
Time to Taligate ech Gest Of Gluten-Free Recipes. 

Thanksgiving Recipe How-To Videos ; | Tips trom the Test Kitcher 
View This Reeipe Collection » ie Now On Sole 

< >| Pall weather is pertect for 9 wierser Harvest: Baking 
sa e f | roast! Oo you have any suggestions for Recipe Magazine. A 

|} cany side dienes that go atong with a eae 
3 DX tor meme? ~Ondse now LX : | 

(7) Fett wonthor is portect tor 2 w fe ; aS Feo Raron Tourn More » bg er sarap te | & ahs 
4 becom | easy side dishos thar go slong with a é | S) 

QK tat meme? hee New Recipes to Moko Your Holidays 
G ie Morry and Bright, t 2 om K. 

* LE ae W the 2010 h brochure " Chicken & Spinach-Lemon Rice Skillet Sausage Lasagna | cpchdbeiaa eens ee | 
Simin 25min 10 mn 15 min = odday oopes that ie : 

to th (1) Seite. thine oh MW oe ee aks ad um Aw 2 : , Bea see everyone will enjoy gets { , Fie 5 See All Tye sid Teehiquen« eae | ie 

Viow More Ask Becky Articles « 

aes 
—— fe ee “ ea ; 
: | Follow Land O'Lakes | 

simple rewa} Popular Recipes carne =) 

| 
| 
| » | 

Recips Test Kitchen ~ Products ~ OFF | 

*) ‘Sweet Poway Pie ‘Siow-Cookers: Your Persona) Freedom Machine 
| DOE crebur 26, 2010 by Land OL aks Test Kachon 

st ; “Toro ry Sve vgs abr han condog fev a1 5:20 ama of no : | 5 | @ 0f0 are few INings aN Coming hame aS00 wine uromacfanome- = © IC ~, | | Brownie Recipes . cooked moat. No, you don't have 10 hire a porsonal chet: ho secret is having & aot _ 
= aw Aen Featu | Cold Apoosrers “ : Ree Zi 

Mini Pumpkin Tarts 

GO min 1:45 f "2 rae ep ee aE 

t Chipotie nencle rewares: More info'~ Signin x 

kk | ‘ 
36 mini tarts | ¢ 

aa | 

fe ete He sain | he o 
on Home Recipes ‘est Kitcher Products Offers Our Story 

| ‘| : z “ 3 st . | 5 Uke M48 people like this. Be the first of your i ee, see : Spar enan ee idenae Enter recipe nf, meal tc Ppesnirk g a 

grecio fi c ox Classi { 
Ingredients 1S) : Stat “ kw 

Topping | 

I 1/4 cup 

1/4 cup firmly packed brown sugay 

1/4 cup finely chopped pecan 

2 tablespoons Land O Lakes® Butter 

Crust 

| 3/4 cup Land O Lakes® Buttor || From the Test Kttchen Blog 
| Welcome to the Test Kitchen 

2 (3-ounce) packages 

o 1 1/2 cups | 

| ie a 
Filling re 

3! Viow All PAQn » 
ms 1 (14-ounce) can swee! t 
| L eaay side dtsnes 
| 11/4 cups canned pums eae Q witty x fail t 

1 Land 0 Lakes® All-Natural Egg | ® ingredient Substitutions re 
| \ R . 

1 teaspoon K f | | 
(oe aa 4 , 

Ranich Test Kitchon Blog: Reese Bus s ‘ oe a : 
| Forget the Tricks with these Halloween ore 

Cookie Pops Read Mores y ‘ A . 

| i ,) | ; 
Directions | bi 

| wert Usht Bre h 
Read Mot | < 

| es 

Land O’Lakes website in Chalet London 

1960 + 1980, Colle+McVoy, United States ie alee s 
‘ Slow-Cookers: Your Personal Freedom ‘View This Recipe Collection » Mechine F ' ( 
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Kipps augmented reality in Gill 

Sans, 2Creatives, United Kingdom 

ME Youth Justice i Every Youth has a Right to 
iC cag ieee ia ara : Le NSU Dignity, Humanity & Justice 

4 ¥ | Bene Sr EF 
if F GF 3 E SET IN) 

The mission the Youth Justice Institute {YJD is to 

effectively address the needs of system-involved youths 

so they transition into healthy adults. | 

i DAMS 2s 

Website of architecture firm AVRP Studios in Perpetua 

Small Caps & Old Figures and Perpetua regular, Tyler Blik 

(creative direction), Brian Pelayo (design), United States ne ee ee ae ce : ee 

Youth Justice Institute, MOD/Michael 

Osborne Design, United States 
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Typography — 
. Terminology 
| and Language — 

By Tony.Seddon, with Ina Saltz 

(ofs} oy 9) 0) Carts) (0) OTSHG (a=) (0) 9) raittaonael 

terminology to facilitate communication 

of thoughts and ideas, and typography is » 

no exception. It is important for all design Stabe 

practitioners to be well-versed in the language of type so 

‘they can communicate clearly with one another, especially 

with others who work with and design type or lettering. 

Designers also often need to explain their creative 

choices to those who do not have an expertise in type, and 

being able to champion and explain their design choices is 

an important part ofthat process. Fluency in the language 

of typography indicates a knowledge of the field, an ability 

to educate clients, and a capacity to help others appreciate 

the work of a type designer. 

For those reasons, here’s a glossary of common typogra- 

phy terms and language. 
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A 
Accent 

See Diacritic 

Adaptable fractions 

Fractions made up of three separate 

characters, where the height of the 

diagonal equals the height of the 

numerals on either side. These are also 

known as built fractions. Some fonts 

contain adaptable fractions as glyphs, but 

these also can be created using a font’s 

existing characters. 

Alignment 

The positioning of text within a text 

block, where the type lines up along an 

invisible axis, normally horizontal or 

vertical. Alignment can be flush left (all 

lines start at the same left-hand vertical 

axis, also referred to as left-justified 

or ragged right), flush right (all lines end 

at the same right-hand vertical axis, 

also called right-justified or ragged 

left), justified (aligned on left and right 

sides of the text block), centered (all lines 

have the same central vertical axis no 

matter their length) or asymmetrical 

(226) (free-form). 

Alley 

See Column gutter 

Alphanumeric 

A set of alphabetic characters or arun 

of text that consists of or uses numbers 

and letters. 

Alternate characters 

See Expert characters 

Ampersand 

The glyph representing the word “and,” 

derived from the Latin word et. 

Analphabetic forms 

Characters that are part of an alphabet 

but do not appear in the alphabeti- 

cal hierarchy, for example accents, the 

umlaut, or the asterisk. 

Aperture 

See Counter 

Apex 

The upper point at which the stems of a 

character meet to form a junction with 

an angle of less than ninety degrees, 

for example the top-most point of an 

uppercase (332) A. Apex points can be 

pointed, rounded, flat, or extended. 

Arc 

A curved stroke that extends from a 

straight stem but does not form a bow!; for 

example, the bottom of a lowercase (332) j 

or the top of a lowercase f. 

Arm 

A stroke that extends either horizontally 

from a vertical stroke or runs diagonally; 

for example, the top or bottom of an 

uppercase (332) E or the strokes of an 

uppercase X. 

Ascender 

The part of a lowercase (332) character 

that extends above the x-height of the 

other lowercase characters in a typeface; 

for example, the top of the lowercase k, h, 

and d. 

Asymmetrical 

See Alignment 

B 
Bad break 

An incorrectly hyphenated word, a word 

break that does not make sense in terms of 

the structure of a sentence, or a line break 

that creates a widow or orphan. See also 

Widow; Orphan 

Ball terminal 

A circular termination at the end of an 

arm in characters such as lowercase (332) 

a,c, andr. 

Base align 

To align or position type on acommon 

baseline across columns or pages. 

Baseline 

The invisible line on which the majority of 

characters in a typeface rest. A character’s 

descender always dips below the baseline. 

Baseline grid 

An invisible grid (220) running across 

a page or spread based on acommon 

baseline between separate blocks of text. 

Beak 

A sharp projection that most often 

appears at the end of the arc ofa 

lowercase (332) f, as well as in the 

characters c, j, 7, and y. 

Bitmap font 

A font made up of pixels set at a specific 

size that cannot be scaled up. Bitmap 

fonts work together with outline- or 

vector-based fonts, where the bitmap font 

produces the on-screen display of the 

outline font. Also commonly called 

screen fonts. 

Blackletter 

A typeface style based on early written 

forms that features elaborate thick-to- 

thin straight strokes and serifs, with 

narrow counterspaces and tight leading, 

thereby producing a heavy or “black” 

color on the page. The Gutenberg Bible, 

the first book ever printed with movable 

type, was set in a blackletter typeface 

to mimic the manuscript writing of the 

time. Blackletter, which has experienced 

a resurgence as a punk or Goth style of 

typeface, is also referred to as Old English. 

Body size 

The point size of a font. This originated 

from the height of the metal block on 

which a character sat in the days of hand 

composition. 

Body text 

Also referred to as body copy, body type, 

or text type (212), the paragraphs ina 

document that make up the bulk of its 

content. The body text should be set in 

a legible (330) style and size, typically 

between 8 and 12 points. All body text in 

any single document is commonly set in 

the same font and on the same leading. 

Boldface 

A font that has been drawn with a darker, 

thicker stroke such that it will stand out 

from the body text on a page. It shares 

common design characteristics with its 

“root” font but is heavier in appearance. 
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Bowl 

The curved strc 

ore =o sien: shape formed in characters 

such as D, b, and thet 

can be kta or open W 

does not meet with the ste 

as in the uppercase (332) P of Goudy (163). 

Also sometimes referred to as an eye. 

my 

Bracketed serif 

A serif transitioning from the stem of 

a character in one unbroken curve. The 

font Century (159). for example, has 

bracketed serifs. 

Bullet 

A dot or other character set to the le 

a listed items to show these as a 

vidual but related points that deserve 

particular attention. 

Calligraphic 

Roman or italic typefaces that appear 

hand-rendered with a flat-nibbed pen or 

brush. See also Uncial 

Callout 

A section of body copy pulled out from 

the main portion of text and emphasized 

using boldface or a larger point size. 

Cap height 

The height measured from the baseline to 

the top of uppercase (332) letters in a font. 

This may or may not equal the height of 

the ascenders. See also Ascender 

Cedilla 

An accent that appears primarily in 

French and is used to soften the letter C. It 

looks like this: C 

Centered 

See Alignment 

Character or character code 

The word character is used differently 

in different contexts. Generally, it refers 

to a particular letterform or glyph. In 

the context of modern computing. it is 

often defined as a code with an attached 

meaning. In most operating systems 

today, 8-bit units of data known as a bytes 

represent character codés 
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Cicero 
ant af Mm 

not Seo sta peor) 
MOU NLMSCOLE. A cicerc 

Column gutter 
+ ox Brera Si cmees wri ka wirn snes ove wane es The space between two columns of type. 

Also known as 

eo 

Condensed 

Narrow versi 

Counter 
Tr > sas Pine + "> CRPererrorc ~ 

ee n aracters such 
. : 

closed 0 

Wer thar nmnecre + ba connects two 

See Typ OgT 

Decorative 

Descender 

Th art of a lowercase 

n simply called 

nt that EXPE 

> ring text se 

if the word is broken 

Display face 

A slightly bolder version of a standard tex 
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Dumb quotes A, typeface with characters made wider 
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Gothic 

A typeface style that in modern terms 

means something quite different from 

the blackletter (192) style popular in 

Gutenberg’s time. Modern Gothic 

typefaces are sans serif with little 

contrast (230) between stems and other 

strokes and no ornamentation. The trans- 

position of the name comes from the 

fact that modern gothics equal the bold 

presence of their predecessors. Gothic- 

style fonts often contain the word as part 

of their name, as in Franklin Gothic (172), 

Trade Gothic (180), and so on. 

Greeking 

The use of dummy text (often Latin) to 

indicate where real text will ultimately 

appear in a layout. It also can refer 

to the gray bars substituted for text too 

small to be displayed legibly (330) on 

a computer screen. 

Grotesk 

An alternative description for asans 

serif typeface. 

H 
Hanging indent 

Indented text that extends to the left of 

the rest of a paragraph’s lines of text. 

Hyphenation and justification 

Often abbreviated to H&J, the settings 

that dictate the letter and word spacing 

across the measure of a line of justified 

text. Settings can be applied automati- 

cally or adjusted manually for lines that 

produce awkward spacing due to word 

lengths. 

Hyphenation zone 

The area at the end of a line of text within 

which it is acceptable to hyphenate a word. 
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I 
Indent 

A line of text set to a narrower measure 

than the full column width. Often 

indicates the beginning of a new 

paragraph in running text. 

Initial cap 

A large ornamental character at the 

beginning of a paragraph, usually more 

decorative than a simple drop cap. 

Italic 

A sloped version of a roman typeface 

always angled to the right and often 

used to indicate emphasis. A true italic 

has been completely redrawn with 

specific refinements in the design of 

the characters. The first italics, which 

date back to the beginning of the 

sixteenth century (10), were based on 

the handwriting style of the time. A true 

italic font never contains a double-storey 

lowercase (332) character. 

J 
Justified 

See Alignment 

K 
Kerning 

The adjustment of spacing between 

individual characters in a line of text. Al 

page-layout software applies automatic 

kerning to text, but it is not always 

visually pleasing, especially at larger 

point sizes. Manual kerning improves the 

appearance and legibility (330) of text 

when the white space (228) between two 

characters appears visually awkward. 

Kerning pairs 

The pairs of characters in a font most 

likely to create visually displeasing 

typesetting, such as Ty, Va, or YA.A 

well-designed font contains embedded 

information that defines correct kern- 

ing for character pairings that need 

special attention. 

L 
Leading 

The vertical distance, measured in points, 

from one baseline to the next in a body of 

text. Leading is also called line spacing 

(335) or line feed. The term originates 

from the days when typesetters inserted 

lead strips of varying thickness between 

lines of metal type to increase or decrease 

line spacing. 

Legibility 

The measure of how easy or difficult it 

is to distinguish one letter of a typeface 

from another. The responsibility for 

good readability (330) lies primarily 

with the typeface design rather than the 

typographic styling of a layout. Legible 

typefaces should not try too hard to 

draw attention to their design or style. 

See also Readability 

Letter spacing 

Not to be confused with kerning (334), 

letter spacing involves the average space 

between all characters in a block of text. 

See also Tracking 

Ligature 

A single character composed of two 

characters paired together in certain com- 

binations that strongly depend on choice 

of typeface. The most common examples 

are fi and fl. 

Line spacing 

See Leading 

Lining figures 

See Old Style 

Loop 

A closed counter that extends below the 
baseline and connects to a bowl by a link. 
For example, a double-storey g. 



Lowercase 

The small letters of a typeface. Name 

derives from the fact that small letters 
were kept in the lower compartments of a 
type case when metal type was composed 

by hand. Historically, lowercase letters 

were known as minuscules. 

M 
Majuscule 

See Uppercase 

Minuscule 

See Lowercase 

Modern 

A typeface style, developed in the late 

eighteenth century (10) and used 

throughout much of the nineteenth 

century (12), characterized by extreme 

contrast (230) between thick and thin 

strokes, as well as flat serifs. Bodoni (156) 

and Walbaum are classic examples of 

Modern style fonts. 

Monospaced 

A typeface in which all characters are 

allocated exactly the same width and so 

occupy equal space in a line of text. 

N 
Normal 

See Roman 

O 
Oblique 

A sloped version of a roman typeface in 

which the individual characters have not 

been radically redrawn. Do not confuse 

oblique with italic, in which a character 

often has different script qualities 

compared to its roman counterpart. 

Old English 

See Blackletter 

Old Style 

A typeface style based on early roman 

serif typefaces created between the late- 

fifteenth and mid-eighteenth centuries 

(10) generally characterized by low 
contrast (230) between thick and thin 

strokes and a left-leaning axis or stress. 

Serifs are almost always bracketed and 

head serifs are often angled. There are two 

groups of Old Style typefaces, Venetian 

and Garalde, which were influenced by 

the Renaissance and Baroque periods, 

respectively. 

OpenType 

A flexible new font format developed by 

Adobe (124) and Microsoft. Advantages 

over previous formats include its 

ability to include up to 65,536 glyphs 

in asingle font, and the fact that 

because files are cross-platform, they 

can be installed on workstations 

running Mac OS and Windows. 

Orphan or orphan line 

At the end of a paragraph, a single word 

or line of text forced to the top of the next 

column or page. 

Pp 
Pica 

A measurement equal to one-sixth of an 

inch (0.42 cm) or 12 points. 

Point 

A unit of measurement that 

expresses font size. A point equals 

0.0139 inches (0.0353 cm). 

Point size 

The height of the body of a typeface. 

See also Body size 

Prime marks 

Mathematical symbols used to denote 

divisions. The most common typograph- 

ical occurrence of prime marks indicate 

feet (') and inches (")—unless you count 

the incorrect use of prime marks in place 

of typographer’s quotes or apostrophes. 

R 
Ragged left 

See Alignment 

Ragged right 

See Alignment 

Readability 

Readability is the responsibility of the 

designer, not necessarily dependent 

on the legibility (330) of the chosen 

typeface. If reading a legible font 

proves difficult, it implies either an 

inappropriate font choice or a layout 

that does not utilize the font correctly. A 

well-designed font used badly in a layout 

will not display good characteristics 

of readability. See also Legibility 

Regular 

See Roman 

Reverse type 

Any occurrence of white characters 

printing on a dark background. 

Roman 

Type style that is upright rather than 

italicized or oblique and of a normal 

weight rather than light or bold. The 

roman weight of a typeface often gets 

dubbed as plain and is effectively the root 

style from which all other weights of a 

font family derive 
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Sans Serif 

A typeface style that does not feature 

serifs (sans means “without” in French). 

The first sans serif typeface appeared 

shortly before 1900, but the Bauhaus 

design movement of the 1920s (20) first 

popularized the classification. Within 

sans serif fall four main classifications: 

Humanist (61), Grotesque (60), Geometric 

(62), and Square (63). 

Screen font 

See Bitmap font 

Script 

A typeface style that mirrors historical 

or modern handwriting styles. Typical 

scripts include connected or nearly 

connected flowing letterforms and 

slanted, rounded characters. Formal (64) 

script typefaces come from seventeenth- 

century writing styles and are generally 

neat, flowing, and regular in appearance. 

Casual (64) script typefaces may appear 

offbeat, playful, and look more like today’s 

varied cursive and print handwriting 

styles. Calligraphic script typefaces 

mimic calligraphic handwriting and often 

appear written with a flat-tipped pen. 

Serif 

The small stroke that completes the arms, 

stems, tails, and descenders of characters 

in aserif typeface. Some groups of serif 

fonts include Transitional (55), Didone 

(56), and Clarendon (58). 

Set solid 

Type set without added leading between 

the lines. For example 10-point type on 

10-point leading. 

Set-width 

The combined width of a character and 

the space that surrounds it. Tracking 

relies on the ability of page layout appli- 

cations to tighten or loosen the set-widths 

around individual characters. See also 

Tracking 

Single-storey 

A lowercase (332) a with a closed bowl 

with no finial arm above or a lowercase 

gwith aclosed bowl, stem, and tail. For 

example, Futura (174) features a single- 

storey aandg. 
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Slab Serif 

A serif font style that evolved from the 

Modern style, and became popular in 

the nineteenth century (12). Its serifs 

are large and square, generally bolder 

than serifs of previous typestyles with no 

bracketing. It is sometimes considered a 

subclassification of Modern. 

Small caps 

Uppercase (332) characters reduced to 

the same (or approximately the same) 

height as a typeface’s x-height. True 

small caps are redrawn as a separate 

font and supplied as part of an expert set 

or as individual glyphs when using the 

OpenType format. 

Smart quotes 

See Typographer’s quotes 

Spur 

The small projection that appears on some 

versions of characters such as uppercase 

(332) S or G. 

Square serifs 

See Slab serif 

Stem 

The main upright component of a 

character, such as the vertical strokes on 

either side of a capital H. 

Stress 

The horizontal, vertical, or diagonal 

emphasis suggested by a stroke. 

Stroke 

The main diagonal component of a 

character such as Nor Y. 

Subscript 

Characters normally smaller than the 

point size of the body text and positioned 

on or slightly below the baseline. 

Superscript 

Characters normally smaller than the 

point size of the body text and positioned 

slightly above the cap height. 

Swash 

A flourish added to a standard character 

most commonly used in conjunction with 

italic typefaces. See also Finial 

T 
Tab stop 

A horizontal marker set to indicate where 

the beginning of individual text lines 

should align. 

Tail 

The descending stroke on characters such 

as QorR. 

Terminal 

See Finial 

Thin 

A space equivalent to one-fifth of an 

en space. 

Tracking 

The overall letter spacing (334) in any one 

line or full paragraph of text based on the 

characters’ set width. A positive tracking 

value loosens the spacing between 

characters, while a negative value 

tightens spacing. Do not confuse this with 

kerning (334), which deals with spacing 

between individual pairs of characters. 

See also Letter spacing 

Transitional 

In the mid eighteenth century (10), Old 

Style typefaces evolved into the style 

known as Transitional largely because 

of improvements in printing techniques 

and paper quality. Primary characteris- 

tics are a medium contrast (230) between 

thick and thin strokes, less left-inclined 

stress than earlier Old Style faces, and 

a triangular or flat tip where diagonal 

strokes meet (such as at the base of a W). 

TrueType 

An outline font format first developed 

by Apple and later adopted by Microsoft. 

Its fonts are scalable and can therefore 

display on a computer screen and in print. 

Type 1 Postscript font 

A font format first developed by Adobe 

(124) that largely helped facilitate 

the Desktop Publishing Revolution. 

Individual fonts require two separate files 

to operate correctly, a screen font to allow 

accurate rendering on a computer screen, 

and a printer font for accurate rendering 

on a laser writer or other postscript- 

enabled device. 



Typeface 

A set of characters, independent of 

individual point size, but with common 

design characteristics such as width of 

strokes, use of serifs, and typographic 

classification. The terms “font” and 

“typeface” are often taken to have the 

same meaning, but there is a difference. 

This is best illustrated through the use 

of an example. Perpetua bold italic is a 

typeface; 10-point Perpetua bold italicisa 

font. See also Font 

Typographer’s quotes 

The correct marks to use when typesetting 

quotation marks or apostrophes. These 

quotes resemble small raised 66s and 99s. 

The most common typographic error is 

arguably the incorrect use of prime marks 

(‘and ") in place of typographer’s quotes. 

U 
Uncial 

A type style closely related to calligraphic 

(64) that combines elements of both upper- 

and lowercase (332) characters within a 

single typeface. See also Calligraphic 

Uppercase 

The capital letters of a typeface. Derives 

from the fact that capital letters were kept 

in the upper compartments of a type case 

when metal type was composed by hand. 

Historically, uppercase letters were known 

as majuscules. 

Unbracketed serif 

Aserif that joins the stem of a character at 

a ninety-degree angle. Didot is a typeface 

featuring unbracketed serifs. 

Vv 
Vertex 

The lower point at which the stems of a 

character meet to form a junction with 

an angle of less than ninety degrees, for 

example at the base of a capital V. 

WwW 
Wedge serif 

Aserif that transitions from the stem 

of a character at an angled slope without 

curves. Adobe’s (124) versatile Warnock 

is an example of a font featuring 

wedge serifs. 

Weight 

The description, based on relative 

darkness, of various typefaces within a 

typeface family. Examples of type weights 

include light, roman or regular, book, 

demi or medium, heavy, extra bold, and 

black. 

Widow or widow line 

A single word or line of text at the 

beginning of a paragraph that appears at 

the bottom of a column or page. 

Width 

A term referring to whether a typeface 

has been either expanded or compressed. 

Examples of this typically include the 

word “condensed” or “extended” ina 

font’s name. 

Word spacing 

Not to be confused with tracking, this 

is the space between words that can be 

adjusted without altering the standard 

letter spacing (334) across a line of type. 

X 
X-height 

The height of a lowercase (332) x. The x is 

used to define this measurement because 

it has no ascenders or descenders and sits 

exactly on the baseline. 

Typography Terminology and Language 327 



TYPOGRAPHY TERMINOLOGY AND LANGUAGE 

Anatomy of Type 
What makes one typeface different from another? Many thousands of typefaces exist and in theory, they should all 

differ. Of course the differences are often extremely subtle and only distinguishable to a designer with an experienced 

eye. The details that provide a contrast (230) between one typeface or font and another are the visual characteristics 

of each glyph in the full character set. These characteristics center on the shape of the serifs, the angle of the strokes, 

the weight of the stems, the height and depth of the ascenders and descenders, and dozens of other small details. 

Stem Arm 

Body height 

> 

Cap height 

Crotch 

| 

| 

| 

| 

| 

Vv 

| 

| 

| Tail 

Apex 

Bowl 

Horizontal 

stem or Sera 
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crossbar 

Descender 

Serif 

Stroke 



To talk with authority about the intricacies of type design, it is important to be familiar with the 

nomenclature applied to all the constituent parts of a letterform. The diagram here identifies 

the most important parts. Use it in conjunction with the glossary that appears on the preceding 

pages of this book. . 

Ascender 

Ascender 

height 
Body width 

>< 

x-height 

Baseline 
> 4 

Descender 

height 

Terminal 
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Legibility and Readability 

efore we go any further it is 

important to point out that 

“legibility” and “readability” are not 

the same. Legibility is essentially 

the measure of how easy or difficult it is to 

distinguish one letter of a typeface from 

another. This makes it a typeface design issue 

rather than a typographic one, a subtle but 

important difference. Designers generally 

accept the technique that underpins the 

creation of legible typefaces: that they should 

not try too hard to draw attention to their 

design or style. A reader should see the words 

first and not get distracted by the typeface itself. 

The most legible typefaces tend to have 

prominent features such as large x-height and 

large counters, along with individual character 

shapes clearly defined from one another 

and therefore easily recognizable. (X-height 

should not be too large, however, because 

too little contrast [230] between x-height 

and length of ascenders and descenders can 

compromise legibility.) For this reason— 

relative simplicity of character shapes—some 

argue that sans serif fonts are more legible than 

serif fonts. 

Certain letterforms are more distinctive 

in serif typefaces. On the left, Garamond. 

On the right, Franklin Gothic. 

It really depends on the individual typeface 

rather than the classification, and on the 

intended purpose of the typeface, whether for 

signage, display, text and so on. Weight plays 

an important part, too; ultra light or black/ 

heavy faces are often not as legible as those 

with a roman or book weight, especially when 

set at smaller point sizes. Research has shown 

that the optimum stroke width for legibility is 

around 18 percent of the character’s x-height. 

It is also important to bear in mind that 

the vast majority of letters in running text are 

lowercase (332), so differences in lowercase 

character shapes and openness of counters 

have the greatest effect on legibility. Lowercase 

characters vary much more in shape between 

typefaces, not just because of proportions 

but also because of characters such as the 

double-storey aor g, which help distinguish 

those characters from the similarly shaped 

0, €, g, and so on. 

In contrast to legibility, readability falls on 

the designer’s shoulders and doesn’t neces- 

sarily depend on typeface legibility. Reading 

should ideally take no additional effort beyond 

actually recognizing and comprehending what 

adhesion adhesion 
Tiempos Text 24 point Baskerville 24 point 

A double-storey lowercase 

character such as ana org helps to 

improve legibility between other 

similarly-proportioned characters. 

adhesion adhesion 
Tiempos Text 24 point 

How x-height effects legibility: Typefaces with 

large x-heights often appear larger set at the 

same size as typefaces with smaller x-heights. 

Baskerville 32 point 
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the words say and mean. Once an individual has 

learned basic reading skills, the act of reading 

becomes a series of automated responses to the 

arrangement of the characters and words on the 

page or screen. It is up to the designer to make 

decisions that will create good readability. 

It is not a given that a highly legible typeface 

will produce highly readable text. One of the 

more common mistakes made when selecting a 

typeface is choosing one designed for a purpose 

other than that which the designer has in mind. 

For example, typefaces designed specifically for 

signage will generally be highly legible, but this 

doesn’t mean they work well as a text face. Take 

the time to find out about a typeface’s origins 

and intended use, and experiment with dummy 

settings at various sizes to see how a face reads 

before making a committed choice. 

Typeface choice aside, the combination of 

measure plus word-count-per-line is proba- 

bly the dominant factor that affects readability. 

A character count (including spaces) that falls 

somewhere between fifty-four and eighty per 

line of text tends to be the most satisfactory for 

readability. This range works for pretty much 

every typeface suitable for use as running text, 

with the typeface (and any restrictions imposed 

by the layout itself) influencing decisions about 

point size and measure. 

Also, take into account subject matter of text 

when deciding how a measure will influence 

readability. For example, along read such asa 

novel can support the use of a wider measure 

as the reader will relax into a “reading rhythm,” 

allowing him or her to scan longer lines of text. 

In addition, longer measures allow letter spacing 

(334) to be set more evenly, further improving 

readability. On the flip side, text appearing ina 

reference book or newspaper benefits from being 

set over a shorter measure in a layout utilizing 

two or more columns for easy, quick scanning of 

bite-sized pieces of information. 

A designer’s job will become even more chal- 

lenging as the quantity of information and noise 

increases during the twenty-first century. Those 

who possess a broad typographic understanding 

will best meet the communicative and cre- 

ative challenge, especially during a time when 

people know the difference between one font and 

another—and which ones read better or worse 

with software’s default 120-percent leading. 

The short measure shown to 

the left is ideal for shorter 

sections of bite-sized infor- 

mation; it displays excellent 

readability properties and 

is perfect for newspapers or 

reference books. The longer 

measure below would work 

wellina novel, but read- 

ability is not as good over 

just four lines of text. 

A designer’s job will become even more challenging as the quantity of information and noise increases 

during the twenty-first century. Those who possess a broad typographic understanding will best meet the 

communicative and creative challenge, especially during a time when people know the difference between 

one font and another—and which ones read better or worse with software’s default 120-percent leading. 
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“A designer’s job 
will become even 
more challenging 
as the quantity of 

Upper and Lowercase 
Uppercase characters provide emphasis and stress 

importance, whether at the start of asentence or when 

used in a headline. Caps are LOUDER than lowercase 

characters and can visually SHOUT to the reader. 

However, on the readability (330) front, uppercase 

text that extends beyond the length of the average 

headline is not as easy to scan, drastically reducing 

reading speed. 

This is because a reader cannot recognize words set 

in uppercase as quickly; the word is read letter by letter 

rather than as a single image. This point does not apply 

to new readers, for example young children, but rather 

Running text set in CAPS 

is harder to read because 

the shape of words set 

in lowercase appear as 

remembered word images 

to aseasoned reader. 

Words set in CAPS appear 

simply as rectangles. 
challenge, especially during a time when 

people know the difference between one 

font and another—and which ones read 

A designer’s job will become even more 

challenging as the quantity of information 

and noise increases during the twenty- 

first century. Those who possess a broad 

typographic understanding will best 

meet the communicative and creative 

“A designer’s job 
will become even 
more challenging 
as the quantity of 

to seasoned readers who have learned to recognize word 

images in the same way a computer caches information. 

A word set in uppercase always appears as a rectangle 

with varying length depending on number of characters, 

while a mixture of upper- and lowercase gives every 

word its own unique shape. This ties in neatly with 

the notion that lowercase characters have the greater 

legibility (330). 

Beyond this little snippet of typographic science, 

the use of upper- and lowercase characters simply 

comes down to style, limited only by a designer’s skill 

and imagination. 

A DESIGNER’S JOB WILL BECOME 

EVEN MORE CHALLENGING AS THE 

QUANTITY OF INFORMATION AND NOISE 

INCREASES DURING THE TWENTY-FIRST 

CENTURY. THOSE WHO POSSESS A BROAD 

TYPOGRAPHIC UNDERSTANDING WILL 

BEST MEET THE COMMUNICATIVE AND 

CREATIVE CHALLENGE, ESPECIALLY 

DURING A TIME WHEN PEOPLE KNOW 

Optical alignment 

allows certain 

characters that 

would otherwise 

appear as slightly 

indented to nudge 

into the margin, 

where they are 

referred to as information... 

Certain characters, 
such as the uppercase 
T appear slightly indented 
when positioned... 
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information... “hung” characters. 

Certain characters, 
such as the uppercase 
T appear slightly indented 
when positioned... 



Flush Left 

A designer’s job will become even 

more challenging as the quantity 

of information and noise increases 

during the twenty-first century. Those 

who possess a broad typographic 

understanding will best meet the 

communicative and creative challenge, 

especially during a time when people 

know the difference between one font 

and another—and which ones read 

better or worse with software’s 

default 120-percent leading. 

Flush Right 

A designer’s job will become even 

more challenging as the quantity 

‘of information and noise increases 

during the twenty-first century. Those 

who possess a broad typographic 

understanding will best meet the 

communicative and creative challenge, 

especially during a time when people 

know the difference between one font 

and another—and which ones read 

better or worse with software’s 

default 120-percent leading. 

Center 

A designer’s job will become even 

more challenging as the quantity 

of information and noise increases 

during the twenty-first century. Those 

who possess a broad typographic 

understanding will best meet the 

communicative and creative challenge, 

especially during a time when people 

know the difference between one font 

and another—and which ones read 

better or worse with software’s 

default 120-percent leading. 

Alignment 
There are only four basic alignment choices—flush left, 

flush right, justified, and centered—and most people 

understand these terms regardless of their profession. 

However, good reasons exist for choosing one option 

over another, as well as for not mixing the options, all of 

which link back to readability (330) and aesthetics. 

Flush-left text means a consistent vertical alignment 

down the left side of a column such that each new line 

of text starts from the same point. This helps improve 

readability. Flush-right text aligns at the right side ofa 

column; this lessens readability for long passages of text, 

but can work for shorter paragraphs that range against 

the right side of an image or page edge in a layout. 

Beware of mixing flush-left and flush-right alignment in 

any given text chain. It never works and will ruin a pro- 

fessional layout. 

Optical alignment 
Following from the basic points made above, aligning 

text along a vertical edge is not always as straightfor- 

ward as it may seem. Certain characters, such as the 

uppercase (332) T or W, appear slightly indented when 

positioned at the start of a line. The same applies to 

punctuation, for example quotation marks. Adjusting 

these can achieve perfect optical alignment. 

The offending characters must be “hung,” meaning 

repositioned slightly to the left of the point of vertical 

Justified text, which aligns down both sides of a 

column, is better suited to text set over wider measures. 

To force the words in each line of text to justify, the 

word and letter spacing (334) gets adjusted across the 

full measure, occasionally introducing awkward spaces 

between longer words. It is sometimes possible to man- 

ually adjust the spacing to create aesthetically pleasing 

typography, but often editing the text results in the 

greatest improvement. 

Centered text arguably provides the lowest level 

of readability, so it is best reserved for short, isolated 

paragraphs of text set over a fairly narrow column. 

Inappropriate use of centered text in a layout is a good 

indicator that a designer is not an experienced typog- 

rapher. One of the most common mistakes is mixing 

centered headlines with flush-left text. On the other 

hand, a centered headline works with justified text as 

long as headline length and text measure balance well. 

alignment (if the text is flush left). The degree of 

adjustment varies from typeface to typeface and 

depends on the point size. The effect is less apparent 

at smaller point sizes, and the kerning (334) pairs 

built into a font deal with the problem in most 

circumstances. Page layout applications such as Adobe 

InDesign have built in functions such as optical margin 

alignment that get applied automatically. 
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There are many kerning pairs that often require 

attention, especially when used at larger point sizes. 

Some may not seem familiar to you, but bear in mind 

that kerning pairs in your native language may differ 

from those commonly used in another language. 

Letter spacing 
This should effectively be invisible. The only spaces that 

should register in a reader’s mind are those between 

words. The aim of kerning, the typographic term for 

letter spacing, is to achieve even visual spacing between 

all characters in all words of a text. No letter space 

should appear so large as to be mistaken for a word 

space or look larger than any of the neighboring spaces. 

Type designers build into digital fonts what are 

called kerning pairs to alleviate the problem of 

unsightly letter spacing between pairs of characters 

that sit together awkwardly. The illustration below 

shows some of the more common problem-causing 

pairs. A well-designed typeface eliminates through 

the shape of its letterforms the need for an excessive 

number of kerning pairs, with the best letter spacing for 

optimum readability (330) between characters set auto- 

matically for any given font. 
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This auto-kerning works best for fonts within the 

10- to 14-point range, Known as the optimal size range. 

Type set below 10 point or above 14 point more likely 

will need some manual kerning. Point sizes below 10 

may look like they are closing up and may need space 

added. Point sizes above 14 create the impression that 

the character spacing is too large, with the effect of 

increasing as point size increases. 

Space can be added or subtracted uniformly for all 

lines of text in a layout by adjusting tracking, a facil- 

ity built into Adobe InDesign, QuarkXPress, and other 

layout programs. Adjust kerning incrementally to 

achieve the best results, and watch out when ligatures 

(single characters composed of two characters paired 

together in certain combinations) are involved. If the 

kerning on either side of a ligature does not look right, 

choose between further kerning or replacing the liga- 

tures with standard characters using the appropriate 

functionality of your design application. 



Paragraphs and Line Spacing 
An indent or a line space can indicate the start of a new 

paragraph. The width of the indent depends on designer 

preference and the measure being used. Narrow measures 

suit small indents, but wide measures likely require larger 

indents to be clearly visible. Although not compulsory, 

it is good practice to not indent the first line of a paragraph 

if it falls at the top of anew column ina multicolumn grid 

(220); the column break is enough to indicate the pause 

between paragraphs. 

Make indents using the “first line indent” field in the 

Paragraph palette of your design application, or at the very 

least with a tab value, but never with typed spaces. If line 

spaces aim to separate paragraphs, indents are not required. 

It is usual to make the space between paragraphs a full line 

space equal to the value of the leading, enabling all lines of 

type to align to a baseline grid. Once again, this is not com- 

pulsory, and a baseline grid is not required. Line spaces 

can be judged visually. The decision to use indents or line 

spaces can derive from the nature of the text. A line space 

represents a bigger pause than an indent, so indents are 

best for flowing text and line spaces are more Suited to text 

intended for reading in smaller, bite-sized chunks. 

Another important consideration for paragraphs is the 

shape the line breaks form. Excessively jagged line endings 

look ugly, so it is best to eliminate them as much as possible 

by adding manual line breaks or editing the text to create 

a pleasing shape. Try this strategy: Attempt to set shorter 

lines at the start and end of a paragraph, with longer lines 

in the middle, giving each paragraph a curve outer shape at 

the right side. 

Line spacing or leading is almost as important as 

measure and word count with regard to readability (330). 

A reader must be able to scan individual lines of text 

easily, moving his or her eyes from right to left to locate 

the beginning of each new line. Not enough leading makes 

this action difficult, particularly with a comparatively wide 

measure. Therefore, leading should theoretically increase 

for any given point size in relation to an increase in measure. 

There is no formula for this; it is a visual decision made 

in combination with other factors such as typeface and 

point size, but it does generally work. Take into account a 

typeface’s x-height and length of ascenders and descenders, 

too. A face with a large x-height likely needs more leading 

than one with a small x-height, and short ascenders and 

descenders will less likely collide with adjacent lines ifthe 

leading is closed up. 

There is a trend that exists among some designers to 

add leading to make text look more elegant. This can work 

in some circumstances but is not necessarily the best way 

to achieve stylish typography. Here’s one rule of thumb to 

ensure that the leading does not generate white space (228) 

between lines: Leading wider than the word spaces of any 

given paragraph will decrease readability. 

8.25 Tiempos text with appropriate 

letter, word and line sapcing 

A designer’s job will become even 

more challenging as the quantity 

of information and noise increases 

during the twenty-first century. Those 

who possess a broad typographic 

understanding will best meet the 

communicative and creative challenge, 

especially during a time when people 

know the difference between one font 

and another—and which ones read 

better or worse with software’s default 

120-percent leading. 

Looser word spacing and tighter line spacing 

(above), and a sample with looser letter spacing 

A designer’s job will become even more 
challenging as the quantity of information 
and noise increases during the twenty- 

first century. Those who possess a broad 

typographic understanding will best meet 

the communicative and creative 

challenge, especially during a time when 

people know the difference between one 
font and another—and which ones read 

better or worse with software’s default 

120-percent leading. 

Word spacing is too tight, 

line spacing too loose 

A designer’s job will become even more 

challenging as the quantity of information 

and noise increases during the twenty- 

first century. Those who possess a broad 

typographic understanding will best meet 

the communicative and creative challenge, 

especially during a time when people 

know the difference between one font and 

another—and which ones read better or worse 

with software’s default 120-percent leading. 
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By Ina Saltz, Jason Tselentis, and Tyler Alterman 

ont management is a serious busi- 

ness for designers, especially with the 

number of digitally available type- 

faces soaring practically by the minute. 

Font management software is used for installing, 

uninstalling, activating, searching, comparing, 

and organizing fonts. Why do we need to manage 

fonts? Every active font in a system requires com- 

puting resources. Font management allows for 

activation of a font only when it’s actually being 

used, which frees up computing resources so your 

system can function more efficiently. 

While all computer platforms provide some 

basic form of font management, it is usually 

insufficient for professional designers, most who 

regularly use hundreds or thousands of fonts. 

Each font is composed of data, which take up 

storage space. Though fonts are typically not 

data-heavy files, the activation of many fonts 

simultaneously consumes processing and com- 

puting power and can significantly slow down 

efficiency and productivity. 

For a single computer user, font management 

software greatly eases finding fonts and increases 

availability of computing power. In design, print, 

and publishing environments with multiple users 

linked into a network, administrators face addi- 

tional font-management challenges that only 

a server-based font management can address. 

\dministrators can control access rights across 

Referenced 

an entire work group from a centralized source, 

thus ensuring that members of the user group 

have the exact versions of fonts that they need 

and the appropriate permission to use the fonts 

without having to check and update each individ- 

ual workstation. 

In addition to technical reasons to use font- 

management software, it also allows the designer 

to organize and access fonts in an orderly fashion, 

like having tidy and logically arranged closets 

and storage areas. Besides peace of mind, good 

font organization helps designers focus their 

energies on the design process of the job at hand 

rather than getting bogged down sorting through 

a messy pile of fonts. 

Although some designers (even some very 

well-known designers) profess to need only 

a few typefaces, most designers want and 

need a large selection (most of us can’t get 

enough!), but we want to minimize the visual 

distraction of endless scrolling and increase 

our ability to locate what we need, when 

we need it. That’s where good font manage- 

ment comes in. With a little investment of 

time up front, designers can save time when 

it matters—in the crunch of a deadline. 

This chapter offers an overview of font- 

management tools to help any designer decide 

which features are most important and will 

work best for his or her font-management needs. 
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Fontcase 2.0 

www.bohemiancoding.com/fontcase 
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Fontcase provides an easy preview and 

iTunes-like user interface. 

Fontcase is a relatively recent 

addition to the raft of font man- 

agement solutions available, and 

it won an Apple design award in 

2009 when it was dubbed “iTunes 

for your fonts” due to its elegant 

user interface. The UI has under- 

gone a major overhaul for the 2011 

release of v2.0 and retains one 

of the stand out features of this 

application—the ability to easily 

preview and compare your fonts 

as either display text, body text, 

or glyphs. It is also easy to select 

and compare fonts from different 

families and genres within the 

main application panel, saving 

you time spent previewing font 

choices in your page layout. If 

you work with websites, the 

brand new Typesetter panel is a 

winning addition as it allows you 

to view any website in a built-in 

browser and apply alternative 

font choices and sizes to see 

exactly how they will look online. 
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Another attractive feature is 

the way Fontcase uses metadata 

to organize your font collection 

by tag or genre. The application 

now integrates with Typedia, an 

online typography resource men- 

tioned elsewhere in this book, 

to supply metadata informa- 

tion. You can also add your own 

metadata manually and create 

collections that are very useful if 

your workflow is project-based. 

Other useful features include 

exportation of fonts as a single 

“vault” file, which can be shared 

with other members of a design 

team over a local network, 

automatic activation of fonts, 

duplicate font detection, anda 

very serviceable type specimen 

function for printed reference. 

For more information, go to www 

-bohemiancoding.com/fontcase. 
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Compare fonts side by side. 



FontExplorer X Pro 

www.fontexplorerx.com/pro 
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LO206 Fonts (9205 Sumcases, 2438 Farniiies) in “Forts” 

This management solution from 

Linotype (129) leads the pack in 

striking a balance among usabil- 

ity, functionality, and aesthetic 

considerations. Not as pretty 

as Fontcase (338) or as feature- 

rich as some other managers, 

FontExplorer X Pro sports an 

intuitive interface with all of the 

Shop for type within the application 

through Linotype’s store. 

most important basic functions 

quickly accessible. 

FontExplorer also has some of 

the most useful preview options. 

The default preview pane allows 

for quickly examining kerning 

(334), Viewing ligatures, and 

adjusting tracking, color, and 

opacity. For a more detailed 

glance, the app has a useful infor- 

mation overlay window. Here, 

unlike in other managers, align- 

ment (333) and leading can be 

Kerning Pairs 652 

Usits per em (UPM) 400 

Left Char (Glyph: 

Right Char Glyph}: 

RWU+0052) 

C W+0043) 

Kern Value: ~25 units 

Value in 1060 UPM: ~62 units 

Size [sept 

View kerning pairs 

with this manager. 

adjusted for running text pre- 

views and—best of all—you can 

examine kerning pairs. 

For categorization purposes, 

FontExplorer’s well-designed 

panel classifies fonts into usages, 

themes, and categories. The 

panel auto-classifies any font 

found in Linotype’s catalog. 

A user can shop through this 

catalog right in the application, 

much like someone accesses 

the iTunes store in Apple’s app. 

Finally, FontExplorer ships 

with built-in Spotlight support, 

so Apple users have the ability 

to quickly and easily search 

through their fonts. Another 

built-in feature is the font 

scanner that validates fonts to 

ensure proper functionality. 
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Extensis Suitcase 

www.extensis.com 

Typography 

‘Typography 
Typography 
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Use floating previews 

to view how select type 

looks ina layout. 

Although one of the older font managers around, 

Extensis Suitcase 3 is the first to embrace the new age 

of Web typography. The newest version integrates 

3 =a with the site WebINK, which allows a user to look 

Teeiep eee Hone at any site rendered in fonts of his or her choice— To browne ond rthect tones, you must be conmected to the WebiN fone varvice ead hove ot lect ane Type Dice 
1. Choose File » Connect to WetiNK 

laren ed lee aril ho without having to write code. Right inside Suitcase, 3. Select cn element on the poge {0 ute 08 © preview item 
4. Select the WebiNNK Library, han click 0 fone chum to epply shes font to the selectad elemace on your page 

ge oc pra eps oy an ey Mae = eee test out WebINK’s catalog of site-embeddable 
[ontersiere or 

fonts, then pick ones to rent for website design. 

Floating previews are another useful font-testing 

feature. By clicking an icon, a user can drag a text 

With WebINK, preview Web headers like the preview with a transparent background, for example, 

one seen here in IT¢ Avant Garde. over to a layout in progress in Photoshop to see how 

it would look. Suitcase also has some of the best 

auto-activation capabilities due to Font Sense, a font- 

matching service useful when opening a document from 

a colleague that contains font substitution errors. For 

example, if one designer sends another a Photoshop 

document with Apple’s version of Helvetica (176) and 

the designer on the receiving end only has the Adobe 

(124) version, Font Sense activates the right version 

of Helvetica accordingly to avoid nasty layout errors. 

Plus, Suitcase has a component called QuickMatch 

that finds visually similar type to any selected font. 
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FontAgent Pro 

www.insidersoftware.com/FA_pro_osx.php 

5 Sets with 1289 Fonts 
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Sort fonts by slant, proportion, and weight 

attributes with FontAgent Pro 

This app, which calls itself 

the world’s smartest font 

“manager,” does in fact have 

some pretty smart features, the 

smartest of which is the ability 

to sift through type by slant, 

proportion, and weight attributes 

all automatically detected by the 

software. Looking for an extra- 

compressed font to fit that narrow 

column? Sort by proportion to 

find the most condensed faces. 

Equally useful for font filter- 

ing is the font classifier, which 

lets users browse and assign cat- 

egories and styles such as Text 

Serif: Old Style preprogrammed 

into FontAgent. For additional 

organization options, Font Agent 

provides the standard set and 

smart set capabilities found in 

other management packages, but 

[c-Foos Players tere aereeare For Deen) 

ee Fonts sorted by Slant 
©: 2 | Fonts sorted by sant 

1D HelyeticaNeuel TStd-UNLtit ~ SB potnt 

Fonts sorted by slant 

also allows for nested sets within 

sets. This is useful for grouping 

specific fonts, say 1970s (25) disco 

fonts, within broader ones, for 

example, period fonts, or for cre- 

ating a poster project set within 

a larger branding project set. 

Another unique perk is the 

Font Player. This component can 

“play” through a select set of fonts, 

allowing the user to mark those 

suitable for the project at hand. 

A final distinctive feature is Font- 

Agent Pro’s ability to quickly 

print out asheet comparing a 

selection of several fonts—a great 

plus because comparing fonts 

on a screen can sometimes be 

deceiving. And, as in other pack- 

ages, FontAgent Pro allows users 

to share fonts over a local network 

and search for fonts to purchase. 

Simpler Sorting 

Alphabetically listing fonts helps 

designers who know the fonts by name, 

but sorting through a never-ending list 

can prove daunting. Just one of these 

fonts is serif. The rest are sans serif. Do 

you know which is the serif? 

Baghdad 

Bank Gothic 

Barnhard MT Condensed 

Baskerville 

Baskerville Old Face 

Batang 

Bauhaus 93 

Bell Centennial 

Bell Gothic Std 

Bell MT 

Bembo 

Big Caslon 

Birth Std 

Blackmoor LET 

Blackoak Std 

Blair 

Bodoni 

Book Antiqua 

Bookman Old Style 

Bookshelf 

Bordeaux Roman 

Bradley Hand 

To find the handwritten font from the 

preceding list, users would need to sort 

through every font that comes before 

ITC’s Bradley Hand. Only then would 

they see the handwritten font for which 

they were looking—and this all pre- 

supposes that they were using software 

that previews what the font looks like. 
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TypeDNA 

www. typedna.com 

Vectora 95 Black 
This is a sample of body text that uses Bembo Regular 

TypeDNA, the newest font manager on Doric Bold 
; is is as dy text the Bembo Regulz the block, has debuted with a number of This is a sample of body text that uses Bembo Regular 

cutting-edge tools. Most compelling are | Gill Sans Extra Bold Display 
; : : This is a sample of body text that uses Bembo Regular its aut omated matching and filtering ee ee oie) 8 

capabilities based in “sophisticated Gill Sans Extra Bold 
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character analysis” technology. Here’s 

how it works: Select any font and TypeDNA 

finds other similar options and others that 

harmonize. The latter function gives the 
Using TypeDNA’s sophisticated character analysis allows a user 

to harmonize headline type with Bembo regular body text. 
user the ability to find compatible type 

by contrasting style within the given font 

family or for headline or body purposes. 

Users also can activate SmartChoice, 

which compiles a list of headline, body, : Antique Olive Nord Italic ; 

or mixed type from which to choose. Antique Olive compact 

Eiachkoalk Sa dntnd_—Ths 
CRITTER REGULAR a 
Doric Bold era 
Eurostile Bold Extended @ ~~ 
Ralstaff Regular rm te 
TUS#AKA REGUEAR Rear ee 
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Similarly interesting are the app’s attri- 

bute filtering features that allow for font 

viewing by degrees of weight, width 

slant, or optical size. Further, TypeDNA 

can filter fonts by serif or sans serif. 

By combining an automatic selec- 

tor with one of the aforementioned 

filters, users can browse through large 

libraries quickly and powerfully. The 

software’s “card view” is useful for 

instantly comparing how large bodies 

of text would look rendering through 

different typefaces. The ability to go 

backward and forward through browsing 

history further enhances the brows- 

ing experience. Finally, TypeDNA has 

Glyph Palette plug-ins for Adobe software, which can 

interact directly with text layout. 
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Type DNA integrates with Adobe software as an extension. 
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FontClustr 
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Viewing fonts by line weight 

Customarily, computers display 

fonts through drop-down and 

fly-out menus built into software 

add-ons. External applications 

exist to help designers sort, 

enable, and disable fonts, but 

do not run on top of the program 

in which designers ultimately 

select, size, change, and edit 

the typography. Designer Ian 

Katz addressed that problem 

when he created the Font- 

Clustr sorting tool, which allows 

software to display fonts by 

formal properties instead of 

their alphabetical name. 

FontClustr not only saves 

time with sorting and display- 

ing, but it also aids designers by 

letting them see the visual style 

and group fonts into categories 

based on user preference instead 

of the standard—and often frus- 

trating—alphabetical listing. 

Katz designed this tool to solve 

that exact problem: “FontClustr 

should be incorporated into font- 

selection tools to save time. It’s 

customary to find fonts by name, 

but font names are meaning- 

less. For example, serif fonts have 

names from A to Z—requiring 

you to cover the entire alphabet 

to decide which one you want 

even though only a fraction in my 

type library have serifs. 

When we search for fonts, we 

are looking for shapes, and a good 

tool should allow us to drill down 

on the visual style we're after, not 

the name.” 
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Viewing fonts by serifs 
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Schools of Typography 

tis very difficult to judge where to start (or end) when 

compiling a list of the best schools at which to study 

typography as a specialty or as part of a broader course 

of graphic subjects. Globally there are, of course, many 

good schools from which to choose. Some schools do have 

reputations that precede them and are undisputed as the 

cream of the crop, but that does not automatically make them 

optimal for everyone. 

The study of any visual art is, by its nature, a personal 

journey that differs for every person who embarks on a career 

in the creative industries. Just ask a typographer for his favorite 

typeface and likely a different answer will come out every time. 

For this reason, here’s the best advice this book can possibly 

give regarding schools: If you are looking for the right course 

to attend, spend as much time as possible researching as many 

schools as you can. For that matter, look at as many different 

geographical options as you can, too, drawing the line only at 

Argentina 

schools in locations that present too many practical difficulties 

for you to attend. The influence of studying while immersed in 

a culture different from that to which you are accustomed can 

profoundly affect the way you approach your work. 

The following list reflects schools that, at the time of this 

writing, offer specialist typographic courses or that contain 

a significant curricular element dedicated to the study of 

typography and type design. Wherever possible, we indicate 

specialty, but in all cases, we strongly recommend contacting 

any school of interest to ascertain whether it really is the best 

choice. Also, try to find out whether the school has an alumni 

group with graduates prepared to offer up opinions about how 

well the course worked for them. 

The following list is organized alphabetically by country. 

Entries shown as a listing offer a course or courses during 

which typography is taught as part of a wider range of graphic 

design studies. 

Belgium 
Carrera de Diseno de Tipografia, 

Universidad de Buenos Aires, Buenos Aires 

www.cdt-uba.org 

The University of Buenos Aires runs a specialist course 

on type design through its department of design 

and typography. The course focuses on the cultural 

aspects of typography alongside practical tuition. 
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De Koninklijke Academie voor Schone Kunsten, Antwerp 

www.artesis.be 

Typography is part of a wide range of graphic design studies. 

La Cambre, Ecole Nationale Supérieure 

des Arts Visuels, Brussels 

www.lacambre.be 

This school is regarded as the main Belgian location for 

the study of typography as a specialty. The course looks 

at a broad range of typographic applications including 

books, posters, signage, multimedia, and websites. 



Chile Mexico 
Information Design and Typographic UC, Santiago 

www.det.cl 

Information Design and Typographic UC (Disefio de 

Informacién & Estudios Tipograficos UC) runs a specialist 

typography course aimed at graduates who have already 

studied a related area of the visual arts. The course emphasizes 

the importance of typography as a central element of all graphic 

design and visual communication, and it promotes a wider 

typographic culture within the discipline of graphic design. 

France 

Ecole Estienne, Paris 

www.dsaatypo.info 

This is the only French school offering a course focusing solely 

on type design, the DSAA Création Typographique. It is a 

municipal school so in theory free of tuition fees for full-time 

students, but verify this with the school based on individual 

circumstances. The school also offers general graphics courses 

closely related to the printing and publishing industries. 

Germany 
Hochschule fiir Grafik und Buchkunst (HGB), Leipzig 

www.hgb-leipzig.de 

The HGB is considered one of Germany’s most exclusive 

design schools and runs bachelors and masters courses 

in typography and type design. 

Italy 
POLI.design, Consorzio del Politecnico, Milan 

www.polidesign.net 

This school runs a specialist and highly regarded advanced 

course in typeface design, taught by some of the foremost 

type designers working in Italy today. POLI.design, a 

consortium of departments within the Politecnico di Milano, 

prides itself on its particularly close links with industry. 

Centro de Estudios Gestalt, Veracruz 

www.cegestalt.com 

As well as typography modules within the graphic design 

and editorial design courses offered, students can study 

for a masters in typeface design at this college, regarded 

as one of the best places in Mexico to learn the subject. 

The Netherlands | 
Royal Academy of Art, The Hague 

www.kabk.nl 

The Netherlands’s Royal Academy of Art (Koninklijke 

Academie van Beeldende Kunsten) offers a full-time masters 

degree in type design and typography. The highly practical 

course requires students to work together in small groups, 

and the school maintains close relationships with industry. 

Students are encouraged to attend important conferences 

such as ATypI (Association Typographique Internationale) 

(354) and TYPO Berlin (358) as part of their study program. 

Russia 
British Higher School of Art and Design, Moscow 

www.typoholic.ru/Type&Typography 

A specialist practical course, “Type and Typography,” aims 

at practicing designers who wish to raise their typographic 

skills to a new level. The scope of the course is wide- 

ranging and covers all the bases from typeface design and 

calligraphy to licensing. It approaches the topic froma 

global viewpoint rather than one that is strictly Russian. 
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Switzerland United Kingdom 
Basel School of Design, Basel 

www.basicsindesign.ch 

This school runs a course dedicated to introducing 

the basic issues of typography and typography 

design. Typographic classification, contrast (230), 

and hierarchy (222) are studied in depth. 

ECAL/University of Art and Design, Lausanne 

www.ecal.ch 

The University of Art and Design in Lausanne (Ecole 

cantonale d’art de Lausanne), one of the world’s most 

prestigious universities, offers a specialist typographic 

module within its master’s degree in art direction. The 

course strongly focuses on emerging forms of editorial 

design, interactive media, and new technologies. 

Zurich University of the Arts, Zurich 

www.typetypo.ch 

The Zurich University of the Arts (Zurcher Hochschule der 

Kuinste) offers a master’s of advanced studies in type design and 

typography. The course is highly theoretical and experimental, 

with a great deal of practical content across all media forms. 

It offers a number of other specialist typography and type 

design courses on a part-time and evening-class basis. 
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University of the Arts, London 

www.arts.ac.uk 

University of the Arts is the collective name for a conglomerate 

of five London colleges including the London College of 

Communication (formerly the London College of Printing), a 

school long regarded as a center of excellence for typographic 

study. It offers several bachelors- and masters-level courses 

with a strong emphasis on typography, including a masters 

of arts in contemporary graphic media, which focuses 

on the ambiguity and dynamism of visible language. 

University of Plymouth, Plymouth 

www.plymouth.ac.uk 

Along with the University of Reading (see below), the 

University of Plymouth runs one of only two exclusively 

typographic degrees offered in the United Kingdom. 

The course, graphic communication with typography, 

places an emphasis on experimental exploration of the 

relationship between type and image and, of course, the 

achievement of typographic excellence. An extensive 

schedule of visiting lecturers and design practitioners 

supplements the course, which includes an international 

exchange program with schools throughout Europe. 

University of Reading, Reading 

www.reading.ac.uk 

Reading’s highly regarded masters of art in typeface design 

has produced many well-known type designers. The course 

includes a significant practical element and is split into three 

main components: practical typeface design, principles and 

applications, and a dissertation. Students design and produce 

their own original typeface as an integral part of the course, 

in the OpenType format and to commercial standards. 

The University has a particularly good reputation for 

building strong relationships between students and industry, 

and maintains particularly close links with the St Bride Printing 

Library and Oxford University Press. It is also home to a number 

of outstanding typography and graphic communication 

works such as the national collection of archives of British 

publishing houses including The Bodley Head, Hogarth Press, 

Longman, Macmillan, Routledge, and Chatto & Windus. 



United States 
CalArts, California Institute of the 

Arts, Valencia, California 

www.calarts.edu 

Typography is part of a wide range of 

graphic design studies at CalArts. 

The Cleveland Institute of Art (CIA), Cleveland 

www.cid.edu 

Typography is part of a wide range of 

graphic design studies at CIA. 

The Cooper Union, New York 

www.cooper.edu 

The Cooper Union has a long-standing reputation for the 

teaching of typographic excellence, with alumni including 

such design greats as Herb Lubalin (95) and Milton Glaser. 

In conjuction with the Type Director’s Club (355), the 

school recently introduced a postgraduate certificate in 

type design, Type@Cooper, the first of its kind offered 

in the United States. Visit www.coopertype.org for more 

information. This is truly a specialist typography and 

type design course, reflected by the fact that only those 

with an undergraduate qualification or professional 

experience are eligible. The school also incorporates the 

Herb Lubalin Study Center of Design and Typography. 

Cranbrook Academy of Art, Bloomfield Hills, Michigan 

www.cranbrookart.edu 

Typography is part of a wide range of graphic 

design studies at Cranbrook. 

Maryland Institute College of Art (MICA), Baltimore 

www.mica.edu 

Typography is part of a wide range of 

graphic design studies at MICA. 

Montserrat College of Art, Beverly, Massachusetts 

www.montserrat.edu 

Montserrat College of Art offers an intensive course focusing on 

the fundamentals of typography and page layout. The school 

also provides in-house letterpress facilities for its students. 

Parsons The New School for Design, New York 

www.newschool.edu/parsons 

Parsons offers a number of specialist typography courses, 

including an intensive program introducing students 

from other programs to the history, form, and use of 

typography. In addition there is typography studio, an 

advanced course aimed at students with an interest in 

developing more complex typographic projects. 

Pratt Institute, School of Art & Design, New York 

www.pratt.edu/academics/art_design 

Typography is part of a wide range of 

graphic design studies at Pratt. 

Rhode Island School of Design (RISD), 

Providence, Rhode Island 

www.risd.edu 

A specialist typography course open to graphics majors 

at RISD allows students to study letterforms, type design 

and classification, proportion, and hierarchy (222) to an 

advanced level. The course focuses on the details of page 

composition with particular emphasis on the relationship 

between space, legibility (330), and aesthetics. 

Rochester Institute of Technology 

(RIT), Rochester, New York 

www.rit.edu 

Typography is part of a wide range of 

graphic design studies at RIT. 

School of the Art Institute of Chicago, Chicago 

www.sdic.edu 

Typography is part of a wide range of graphic design studies. 

School of Visual Arts (SVA), New York 

www.schoolofvisualarts.edu 

Typography is part of a wide range of 

graphic design studies at SVA. 

Yale University School of Art 

www.art.yale.edu 

Typography is part of a wide range of graphic design 

studies at the Yale University School of Art. 
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Type-Specific Publications 
Many long-established magazines dedicated to graphic design subjects, and particularly 

to discussions about typography, have established good quality online portals in support of 

their printed product. Some sites act principally as marketing tools for their magazine, 

while others feature unique information threads that build on the printed content of each issue. 

8 Faces 
www.8faces.com 

& Faces is only at issue two at the time of 

this writing, but has already caused quite 

a Stir in the design community. Its first 

issue, limited to 1,000 copies available by 

subscription through the website, sold 

out in less than two hours. The maga- 

zine is a biannual publication, printed on 

heavy stock with a foil-blocked cover, and 

will continue to be produced in limited 

print runs for future issues. 

The premise for each issue is simple: 

Eight leading designers answer the ques- 

tion, “If you only had eight typefaces to 

use for the rest of your life, which would 

you choose?” Those who miss out on the 

printed edition can purchase the maga- 

zine online as a PDF download. 
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Codex: The Journal 
of Typography 
www.codexmag.com 

At the time of writing, this magazine 

has just published its first edition, and 

its pedigree indicates that it should be 

something to look forward to. The man 

behind ilovetypography.com, John 

Boardley, edits it, and it will publish 

quarterly and feature articles about type 

history and design, type reviews, essays, 

and interviews. 

Computer Arts Projects 
www.computerarts.co.uk 

A spin-off of the successful United 

Kingdom-—based monthly magazine 

Computer Arts, this is not strictly a 

specialist typography magazine. 

However, the concept behind Computer 

Arts Projects is that each month, the full 

magazine works around a specific theme, 

and periodically that theme is typog- 

raphy. Each edition includes relevant 

step-by-step tutorials and professional 

tips alongside profiles of key industry 

players and in-depth editorial features 

based around the monthly topic. 

Each issue also comes with a disk full 

of additional tutorials and resources 

exclusive to the magazine. 

lO 
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Creative Review 
www.creativereview.co.uk 

Like Computer Arts Projects (350), 

Creative Review includes topics cover- 

ing all aspects of graphic design, but a 

large percentage of the articles cover 

type-related issues. Established in 

London in 1980 but with a global circu- 

lation, the print magazine is recognized 

as an authoritative barometer of what is 

happening in the world of graphics and 

typography. Furthermore, its extensive 

website features subject-driven tabs that 

filter all type-specific articles, although 

only subscribers can access much of the 

online content. 

CreativeReview 

Pe Tad 
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This cover shows detail from Roger 

Excoffon’s original artwork for his Fonderie 

Olive typeface Calypso. See “Mr Mistral” 

by Sébastien Morlighem, Eye issue 79, 

volume 20, Spring 2011, pp. 76-83. Simon 

Esterson (Eye art director), Jay Prynne 

(art director), John L.Walters (editor). 

Eye Magazine 
www.evemagazine.com 

London-based Eye magazine is a quar- 

terly graphic design journal with issues 

themed around specific design topics, 

including typography. The design stan- 

dards and quality of the writing are 

extremely high, with a raft of knowledge- 

able industry commentators. It’s a must 

read for professional designers, students, 

and indeed anyone with an interest in 

graphic design and visual culture. Sub- 

scriptions are available worldwide and 

collectors covet the back issues. 

HOW Magazine 
www.howdesign.com 

HOW magazine covers all the bases with 

regard to its content, not just typogra- 

phy, but each of the six issues per year 

contains type-specific articles. There 

are occasionally special, combined, or 

expanded issues, and subscribers get a 

lot for their money. 

Founded in 1985 and published by 

Cincinnati, Ohio-based F&W Publica- 

tions, the magazine’s goal is to give 

designers advice about how to be more 

creative, manage their workload and 

business, improve software skills, and 

so on. Profiles of influential and success- 

ful design professionals also make up a 

key portion of the magazine’s content. 

The brand now extends beyond the print 

magazine through its program of annual 

events and conferences, its design com- 

petitions, and its book-publishing arm. 

Plus its website, which acts as a portal for 

the range of HOW activities, is also infor- 

mation-packed and a useful bookmark. 
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IdN 
www.idnworld.com/mags 

IdN magazine, with its six annual print 

issues, is just one product from this large 

collective of international designers. The 

designers’ range of activities, reflected 

in the cutting edge and eclectic mix of 

content in the magazine, is difficult to 

pin down in one paragraph, so the best 

advice here is to look at the wealth of 

material showcased on the IdN website. 

This is another design publication that 

covers far more than simply typography, 

but issues periodically feature type- 

specific articles about the latest trends. 
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net magazine 
www.netmagazine.com 

Good typography online is just as impor- 

tant as it is for print these days, especially 

now that technological advances make 

restrictions of the early Web design days 

a thing of the past. This magazine is the 

world’s best-selling magazine for Web 

designers and developers and regularly 

features expert advice and step-by-step 

tutorials about typographic subjects. 

Anyone serious about Web design involv- 

ing a lot of type should look at this 

magazine. 
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Print Magazine 
www.printmag.com 

Print Magazine, in circulation since 1940, 

is dedicated to showcasing the best work 

from the world of design. The bimonthly 

magazine has transcended its origi- 

nal title in that it is no longer restricted 

to that particular medium. It’s another 

example of a magazine not specifi- 

cally about typography but with regular 

content that focuses on type and the 

way today’s designers use it. It’s been 

the recipient of many publishing awards. 

Print’s online portal is also excellent, 

reflecting the high journalistic values of 

the magazine itself. 
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Smashing Magazine 
www.smashingmagazine.com 

Smashing Magazine is an online 

resource that aims to provide useful and 

innovative information for Web designers 

and developers in particular, although a 

brief trawl around the site reveals content 

useful for just about anyone involved in 

the graphic design industry. Founded 

in 2006 and put together by the team at 

Smashing Media, the magazine features 

articles from a large group of contributors 

who are independent—that is, likely 

to present unbiased views on current 

technology. A useful tagging system 

filters by subject, with typography listed 

as one of several main categories. 
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Unzipped 
www.fontshop.be 

Unzipped is the blog of the well-known 

type vendor FontShop (127; 140) and is 

therefore dedicated exclusively to type 

and typography. This is a great destina- 

tion to check for announcements about 

new font releases and developments in 

Web fonts, which are revolutionizing 

the way readers view online typog- 

raphy. A visit to the site for a browse 

through the content reveals a wealth of 

informative articles on just about every- 

thing typographic. Even though it is 

linked to FontShop, it doesn’t feel overly 

like a marketplace for the company. 

Typo 
www.typo.cz/en 

Based in the Czech Republic and set 

in both Czech and English, Typo is 
“Typefaces 

a quarterly print magazine devoted 

mainly to typography-related content. 

The audience is primarily professional 

typographers and font designers, 

but graphic design students and 

educators also find much to enjoy 

and inform in this publication. 

It covers major events in the global 

graphic design calendar alongside 

articles about information graphics, 

showcases of up-and-coming design- 

ers’ work, interviews with prominent 

figures from the world of typogra- 

phy, and reviews of important new font 

releases. Taking the view that typogra- 

phy and design are major components 

of overall culture, the magazine also 

publishes articles about architecture, 

photography, and even philosophy. 

Voice: AIGA 
Journal of Design 
www.journal.aiga.org 

Voice is an exclusively online publication 

that acts as the AIGA’s (354) discussion 

board for all things design, including 

interviews, essays, and criticism. The 

site encourages respectful comments 

from readers to expand on the subjects 

covered in the articles. With Steven 

Heller as editor and a raft of contribu- 

tors drawn from the AIGA membership, 

the quality of the subject matter and 

writing is consistently high. Of course, 

the publication covers a wide range 

of design-related subjects, but a quick 

search for “typography” reveals dozens 

of articles with type-specific content. 
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nizations 
It is rare for any industry to operate without a supportive network of professional bodies EW ele Moy ase- 000 Ge 

zations, and the graphic design industry is no exception. There are numerous small organizations that 

work at a local level, but here we’ve listed the main players, some of which operate internationally. 

354 

American Institute of 
Graphic Arts (AIGA) 
www.digda.org 

The AIGA, the professional association for design in the 

United States, was founded in 1914, making it the oldest and 

largest professional membership organization for designers. 

It aims to demonstrate and raise the value of design, to 

stimulate the way designers think about their work, and to help 

empower its members toward new challenges and successes 

at each stage of their careers. To quote from the AIGA website, 

“AIGA’S mission is to advance designing as a professional 

craft, strategic tool, and vital cultural force.” 

This does not just extend to its members within the design 

profession, as the AIGA works hard to promote those important 

values to businesses and the general public as a whole. The 

association represents more than 20,000 design professionals, 

educators, and students, and it holds regular conferences, 

networking events, competitions, and exhibitions, many 

of which its numerous individual chapters and student groups 

organize. The excellent website offers information about 

membership, plus a wealth of additional content. 
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Association Typographique 
Internationale (AtypI) 
www.atypi.org 

ATypl is a global forum for designers, typographers, and 

anyone working in any profession that involves type. Founded 

in 1957, the association is a not-for-profit organization 

democratically run by an elected board with representatives 

drawn from a membership that spans more than forty countries 

(many of which have formed their own individual delegations). 

AT yp! provides a focal point through which the international 

type community can communicate, and its membership 

boasts many names instantly familiar to anyone working in 

the design industry. Among its many activities, ATypI seeks 

to preserve the tradition and cultural significance of type 

and typography, to promote contemporary digital fonts and 

protect original typeface designs, and to constantly encourage 

typographic excellence. ATyplI’s website provides details 

about how to become a member, along with information about 

the current board and delegation representatives. 



The International Society of 
Typographic Designers (ISTD) 
www.istd.org.uk 

In line with other typographic societies and associations, 

ISTD aims to establish and maintain the standard of typog- 

raphy produced by typographers and graphic designers 

and to promote high-quality tutoring of typography among 

design educators. It also provides a forum for debate between 

members and within the greater design community. 

Established in 1928 as the British Typographers Guild and 

based in the United Kingdom but with an ever-expanding 

international membership, the Society constantly strives to 

uphold its “real purpose” as described by its founder, Vincent 

Steer. As quoted on the ISTD website, this is “to bring together 

in friendship and mutual help, all those with a love of the 

printed word.” 

A key component of the ISTD calendar, recognized by any 

student of graphic design studying in the UK, is the annual 

Student Assessment Scheme. The assessment considers the 

holistic achievement of student projects rather than the final 

proposal, run not as a competition but rather entry into the 

Society for those students who manage to achieve the required 

standard. Find full details of membership and coming events 

on the ISTD website. 

Type Directors Club (TDC) 
www.tdc.org 

Founded in 1946 by a group of the period’s leading designers, 

the TDC centers around three annual competitions and the 

publication of its highly regarded Typography Annual. The first 

competition looks for outstanding examples of the use of type 

and the letterform in design; the second celebrates excellence 

in typeface design; and the third celebrates excellence in movie 

titles. The work of winners from all competitions gets published 

in the annual. The TDC also displays the work internationally as 

part of seven travelling exhibitions. 

The collective resource established through this process 

forms an important historical archive of typographic trends— 

an important resource for both designers and educators. Indeed, 

education is very much at the fore of TDC activities, includ- 

ing the annual awarding of student scholarships, and a rolling 

series of lectures and seminars has happened since 1947, the 

second year of the Club’s existence. Cooper Union’s (349) post- 

graduate certificate in type design is offered in conjunction with 

the Tpc. Find full details of the Club’s activities and member- 

ship requirements on its excellent and well-populated website. 

Society of Typographic 
Aficionados (SOTA) 
www.typesociety.org 

Rather like ATypI (354), the Society of Typographic Aficionados 

is run as a not-for-profit organization dedicated to the pro- 

motion and support of type and typography. The history and 

development of type and its use in both print and on today’s 

digital platforms are key to its aims. 

Quoting from SoTA’s Charter from its website, the Society 

exists “for the affordable education of its members and 

participants; to further the development of type, typographical 

information, and typography; and to appreciate on multiple 

levels the attributes of type, typography, design, the book arts, 

and calligraphy. Furthermore, SoTA is committed to sponsoring 

relevant topics in pursuit of these goals.” This is achieved 

partly through the Catalyst Award, an annual event open to 

typographers under age thirty. The award recipient receives 

an invitation to attend the Society’s annual conference (see the 

chapter about Type-Specific Conferences and Events) and give 

a twenty-minute presentation based on his or her submitted 

project. As always, find full membership details and Society 

news on SOTA’s website. 
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RESOURCES 

'ype-Specific 
ferences and Events 

Typographic designers are, of course, passionate about their work, and a conference is the best way to share 

that passion with fellow designers. There are a number of excellent annual conferences that cover all aspects 

of graphic design; here we list only the conferences dedicated specifically to typography and type design. 

ATypI Conference 
www.atypi.org 

The ATypI conference is an annual event organized by 

the Association Typographique Internationale (354). 

The conference, held internationally, moves to a different 

city each year. This gives local institutions and members 

of the society the chance to help organize events. The 

2011 conference will be held in Reykjavik, Iceland. Spanning 

five days, the conference includes seminars and workshops 

covering developments in type technology, calligraphy, 

lettering, and type design. This important and highly 

regarded typographic event has run every year since 1957, 

ATypl’s inaugural year. 
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tending grace 
to language 

4th international conference on typography and visual communication 
nicosia, 15-16 & 17-19 june 2010 
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wee, ICTVC you m 

Presentations 
Dr Kiimis Btastoridés 

Workshops 
Department of Design & Multimedia 

Events University of Nicosia, Cyprus 
Programme 

T4397 22 354.257 
| mastoridis k@unicaccy 
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| Gerry Leonidas 
ICTVC Scientific & Organizing 

Usetul Fects Commitee Member 

< Department of Typography & Graphic 
‘AQ Communication 
Press University of Reading, UK 

T +44 118 378 6397 
Genaiahe gieonidas @reading.ac.uk 

Committees On 17, 18 & 19 June 2010 the Department of Design & Multimedia of the University of 

Organizers Nicosia will be hosting the 4th Intemational Conference on Typography and Visual Anna Kirtakidou 
icTve Communication (ICTVC) with the general theme "Lending grace to language” ICTVG Organizing Committee Member 

The CTV il taki " T; hi © artnres workshops will take place on 15 & 16 June and the conference 'yoographic Designer, Greece 
exhibition will stay open throughout the entire month. es 

Contact hours: 14.00-19.00 (CET) 
info @ictve org 

Conference Banners 

Conterence Video Alter three important and successtul intemational meetings (2002, 2004, 2007), 
Support ICTVC moves to Cyprus. Our new home sits at the crossroads of three continents. a 

location of historical significance that far outweighs its small size. The multicuftural 
| character of the Island makes Cyprus a perlect location for a conference that explores 

the world of typographic design and visual language. 

This time ICTVC is organized in collaboration with the Mass Media and 

Communication Institute (IMME), Cyprus, and AlterVision, Greece, and is supported 
by the Department of Typography & Graphic Communication at the University of 
Reading (UK), the Association Typographique Internationale (ATypt), the institute of 

Paper, Printing & Publishing, UK (IP3), the Greek Graphic Designers Association 
(EGE), the Musée de l'imprimerie Lyon, France and the Thessaloniki Design Museum 
ICTVC Is endorsed by the Intemational Council of Graphic Design Associations 
((COGRADA). 

International Conference 
on Typography and Visual 
Communication (ICTVC) 
www.ictvc.org 

The year 2010 marked the fourth occurrence of the 

International Conference on Typography and Visual 

Communication. The University of Macedonia in 

Thessaloniki hosted previous conferences—in 2002, 

2004, and 2007—with the support of the department 

of typography and graphic communication at the 

University of Reading (348) in the United Kingdom 

and the Association Typographique Internationale 

(354), as well as a range of local sponsors. In 2010, a 

change of venue took the conference to the University 

of Nicosia on the island of Cyprus, though it still 

enjoyed the collaboration of its previous supporters. 

A large number of international speakers anda 

selection of supporting workshops form an impressive 

program of events spanning five days, with details 

available through the conference website. 

TypeCon 
www.lypecon.com 

TypeCon is an event organized by the Society of 

Typographic Aficionados (355) that has run annually 

since 1998. Like other conferences of its kind, TypeCon 

moves from city to city within the United States, with the 

thirteenth conference, in 2011, held in New Orleans. 

Previous topics covered have included type design and 

font production, type for the screen and new media, the 

history of printing, book arts, Dutch design, type in motion, 

calligraphy and hand-lettering, the American Arts and 

Crafts Movement, experimental typography, and 

Web fonts. An exhibition of international typographic 

design accompanies the six-day conference. 
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TypeCon2011: Surge 

TypeCon2011 Call for 
Programming 

Latest entnes Archives 

Font Aid V: A Call To Action 

Categories 

Doyald Young: 1926-2011 

Become a Member of SOTA 

S{o} T A 

SOTA Catalyst Award Call for Entries 

Grab a New Orleans City Guide ... Free! 

TypeCon2011 Education Forum Call for Speakers 

TypeCon2011 Dates and 
Venue Announced 

Town Hall Meeting in New Orleans 

TypeCon Goes Blogospheric 
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TYPO Berlin 
www.typoberlin.de 

At the time of this writing, the sixteenth TyPo Berlin 

conference is set to run during three days and feature the 

mix of international typographic stars that conference- 

goers have grown to expect. With previous speakers 

including Neville Brody (84), David Carson, Mario Garcia, 

David Linderman, Kurt Weidemann, Ken Garland, Erik 

Spiekermann (103), Jakob Trollback, Stefan Sagmeister, and 

Louis Rossetto, the credentials of this conference are clear. 

The conference website, which can be viewed in English 

or German, clearly states the conference objectives: 

“To shift is to pick up speed, to push the envelope, to change 

your perspective. All three are useful strategies for TYPO 2011 

in order to bring visual communications in line with the 

latest developments in technology.” 

TYPO BERLIN 2071 
f May 19th — 21st 

Welcome pg 

To shift is to pick up speed, 

to push the envelope, Only a few last tickets are left. 
to change your perspective. Money-back guarantee until AED ZE 

Student tickets are sold out. 
All three are useful strategies Register here 

for TYPO 2011, in order SLO 
to bring visual communications 

in line with the latest 
developments in technology. 

’ 



RESOURCES 

-~Type-Specific Films 
and Documentaries 
A visit to YouTube (www.youtube.com) reveals dozens of items about type and typography. For example, 

try entering “typography school” for a great short film about the London College of Printing, now 

the London College of Communication. In addition to those made by amateurs around the world, several 

more ambitious films about typography already exist or are in production at the time of this writing. 

Helvetica 
www.helveticafilm.com 

Helevetica, a feature-length independent film pro- 

duced and directed by Gary Hustwit, looks at 

typography, graphic design, and the effect of both 

these on global visual culture. It achieves its goal by 

focusing on how a single typeface, Helvetica (176) 

has managed through proliferation of use to pop- 

ulate so many of our urban spaces, and in doing so 

provokes a much larger conversation about the way Danny van den Dungen from Amsterdam-based 
that type affects our lives. design company Experimental Jetset 

The cast of renowned typographers and type 

designers interviewed throughout the film reads 

like a who’s who of typography and includes Erik 

Spiekermann (103), Matthew Carter (85), Massimo : 
Helvetica metal type 

Vignelli, Willem Hendrik Crouwel (86), Hermann shotatiMantred 

Zapf (107), Neville Brody (84), Stefan Sagmeister, Schulz’s letter- 

Michael Bierut, David Carson, Paula Scher, ASSO LA EERE ET 

Jonathan Hoefler (92), Tobias Frere-Jones (87), 

Experimental Jetset, Michael C. Place, Norm, Alfred 

Hoffmann, Mike Parker, Bruno Steinert, Otmar 

Hoefer, Leslie Savan, Rick Poynor, and Lars Muller. 
The font Helvetica on the 

5 : : streets of New York 
The film premiered in March 2007 and 

subsequently toured film festivals and art house 

cinemas in more than 300 cities and 40 countries 

before receiving its television premiere on BBC1 in 

November 2007. It was shot in high-definition and 

in locations around the world inciuding the United 

States, the United Kingdom, The Netherlands, 

Germany, Switzerland, France, and Belgium. 
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Typeface 
www.typeface.kartemquin.com 

This film is, in essence, a celebration of the perseverance and 

preservation of tradition alongside the convergence of tradi- 

tional techniques with modern design sensibilities. It is set in 

Two Rivers, Wisconsin, a quiet Midwestern town struggling to 

survive amidst encroaching unemployment and the exodus of 

larger businesses from their rural roots. One local individual 

with entrepreneurial leanings, Jim Van Lanen, begins devel- 

oping small museums to attract tourism and industry to the 

area. The most popular of these is the Hamilton Wood Type 

and Print Museum (363) housed in a section of the enormous 

old Hamilton print factory, now closed for business. 

During the week, business is slow, with only the odd indi- 

vidual wandering in to greet the museum’s lone employee. 

But come Friday, the scene changes dramatically. For one 

weekend each month, the old machines spring back to life 

when hoards of designers and artists congregate from all 

over the Midwest. People who count themselves among the 

region’s top creative talent attend printmaking workshops led 

by some of the industry’s leading practitioners. 

This film documents a fascinating combination of the his- 

torical with the contemporary, illustrating how important 

the legacy of this disappearing craft is to the creative envi- 

ronment in which we work today. It is a film about people who 

believe that the future of their industry depends on the pres- 

ervation of knowledge of the past. 

; 
i : i BY if Bs ae me - 

i = | a i = eG a ; | : ie. Stills from the 

: “ i _ film Typeface 

a | 
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Linotype: The Film 
www.linotypefilm.com 

Linotype: The Film is a feature-length documentary that 

charts the efforts of a small group of people dedicated to 

saving from total extinction a piece of typographic history. 

The Linotype (129) typecasting machine, invented by 

Ottmar Mergenthaler in 1886, completely revolutionized 

type setting and printing. The machine cast an entire line 

of type at a time (hence the name “Line 0’ Type”), able to 

operate six times faster than the most skilled hand-com- 

positor. This meant the printing of newspapers and books 

spiraled, dramatically changing writing, journalism, and 

society in the same way the Internet changed today’s 

methods for distributing information. 

The machine was an instant success and tens of thou- 

sands were manufactured and used all over the world. 

However, by the 1970s (25), the technology was out of date 

and machines were routinely scrapped, leaving few intact 

and operational. 

The film follows a group of former Linotype operators 

and enthusiasts in their quest to restore recovered machines 

DEFACING WALLS 
AND 

oe sae WRITING THER 
film different is that it is not simply a sentimental journey . xo _JS- PROHIBITED : 

lamenting the loss of a traditional technology. Rather, 

to their former glory, and to keep the old skills alive to 

be passed down to future generations. What makes this 

viewers are asked to look at the Linotype’s place in our 

current age of new technology and why anyone should care 

about typography or the technology used to produce it. The 

film seeks to answer these far-reaching questions. Produc- 

tion began in August 2010 with film slated for release in late 

fall 2011. The film’s website includes a trailer and details of Matthew Carter showing a sign from his days at Mergenthaler Linotype 

ongoing production. 

Guy Trower setting type on a Linotype 
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Making Faces: Metal Type 
in the 21st Century 
www.makingfacesfilm.blogspot.com 

Making Faces: Metal Type in the 21st Century documents the 

working methods of Jim Rimmer, a Canadian graphic artist 

and typeface designer, and follows the process of creating a 

new version of a font. The film began as a project to record the 

making of RTF Stern, the first-ever font issued simultaneously 

in digital and metal formats. Richard Kegler, who founded P22 

Type Foundry (135), directed the film. 

Metal type making is in danger of becoming a lost art as time 

passes, and few people still possess the skills required to cut 

and cast metal type. Even fewer makers are also type design- 

ers, but Rimmer did design many of his own faces. The film, 

which follows his technical working method, is interspersed 

with insights into his creative process and his inspirations. It is 

not a how-to film but rather an inspirational piece for anyone 

who admires and values the handmade skills and traditions 

that remain so important to typography despite massive tech- 

nological advances. Sadly, Rimmer passed away in January 

2010, so the film also stands as a testament to his work. 

] pography Referenced 

Stills from the film 
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RESOURCES 

_Type-Specific Institutions 
‘and Collections 
Thanks to the dedication of enthusiastic curators and the generosity of numerous supporters, 

museums throughout Europe and the United States allow today’s typographers a glimpse of the way 

the craft used to be done and the close link between typography and printing. The websites of each of 

the museums and institutions in this chapter include details of opening times and locations. 

The Basel Paper Mill 
BASEL 

www.papiermuseum.ch 

The Basel Paper Mill in Switzerland 

(Basler Papiermuthle) is a working 

museum that brings together under one 

roof the arts of typography and print- 

ing and the manufacture of handmade 

paper. Original machinery dating from 

as far back as the Middle Ages demon- 

strates techniques to visitors, and the 

museum conducts a program of courses 

about typesetting, printing, and decora- 

tive paper manufacture. Central to the 

museum’s inventory are the Swiss Histor- 

ical Paper Collection and the collection 

of equipment and artifacts accumulated 

during the 400-year existence of the 

Haas Type Foundry of Munchenstein. 

The Gutenberg Museum 
MAINZ, GERMANY 

www.gutenberg-museum.de 

The Gutenberg Museum in Mainz, 

Germany, is one of the world’s oldest 

museums of print. It was founded bya 

group of citizens in 1900, 500 years after 

Gutenberg’s birth, to honor the inven- 

tor of movable type and showcase toa 

wider audience his technical and artistic 

achievements. Donations from various 

publishers and manufacturers of printing 

machines formed the original collection, 

which was part of the city library and 

included books dating back to the time of 

Gutenberg himself. 

The museum possesses two of the 

Gutenberg Bible, the rarest and most 

valuable of books. The collection has now 

expanded to include sections about print- 

ing techniques, book art, graphics and 

posters, paper, and the history of writing. 

There is also a reconstruction of Guten- 

berg’s workshop where type founding, 

typesetting, and printing can be demon- 

strated. Finally, the museum operates an 

educational unit called the Print Shop. 

Hamilton Wood 
Type Museum 
TWO RIVERS, WISCONSIN 

www.woodtype.org 

This museum is dedicated to the preser- 

vation, study, production, and printing 

of wood type, and it is operated by vol- 

unteers. The collection of this museum, 

located in Two Rivers, Wisconsin, con- 

tains more than 1.5 million pieces of 

wood type in more than 1,000 differ- 

ent styles and sizes, arguably the largest 

collection of its kind in the world. 

Hamilton started producing type 

in 1880 and grew to become the main 

provider of wooden type in the United 

States until newer technologies forced 

its closure. The museum functions as an 

educational venue with regular monthly 

workshops, and it exhibits antique 

printing technologies that include the 

production of hot metal type and hand- 

operated printing alongside numerous 

tools of the trade and rare type-specimen 

catalogues. Local people who worked at 

Hamilton when it still operated play a 

large part in the workshops, passing on 

their skills to new generations of typogra- 

phers. The museum is the subject of the 

new film Typeface (360). 
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Klingspor Museum, 
Offenbach 
GERMANY 

www.klingspor-museum.de 

During the post-World War II years, a 

small institution dedicated to the art of 

modern book production and typogra- 

phy was established in the German city of 

Offenbach am Main. The private collec- 

tion of Karl Klingspor formed the basis of 

the museum. Klingspor, together with his 

brother, Wilhelm, operated the Klingspor 

type foundry in the city in the first half of 

the twentieth century (16). 

The museum opened to the public in 

November 1953. On Klingspor’s death in 

1950, his heirs donated the contents of 

his extensive library of more than 3,000 

printed works, which includes rare exam- 

ples of calligraphy, book illustration, 

book binding, and other fine examples of 

print and typography from the late 1800s 

and early 1900s. The museums website 

is also a useful source of historical typo- 

graphic information, listing more than 

3,000 type designers and the typefaces 

each has created. 

The Bodoni Museum, 

housed within the premises 

of the Palatine Library. 

The bust is of Giambat- 

tista Bodoni himself. 
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The Bodoni Museum 
PARMA, ITALY 

www.museobodoni.beniculturali.it 

The Bodoili Museum (Museo Bodoniano), 

the oldest established museum of print- 

ing in Italy, is located in the city of Parma. 

It opened its doors in 1963, coinciding 

with the 150th anniversary of the death 

of Giambattista Bodoni (71), the famous 

Italian engraver, publisher, printer, 

typographer, and designer of the Bodoni 

(156) family of typefaces. Bodoni lived 

and worked in Parma for an extended 

period of his life, and he died there in 

1813. The museum was established to pre- 

serve the equipment and memorabilia 

saved from Bodoni’s own workshop, and 

it promotes the study of graphic design 

and typography through its education 

program. The permanent collection 

includes more than 1,000 books printed 

by Bodoni, a unique set of punches, dies, 

and tools that belonged to him, and many 

miscellaneous printing tests and items of 

correspondence. 

Museum Meermanno 
THE HAGUE 

www.meermanno.nl 

Housed in the former residence of 

Baron van Westreenen of Tiellandt 

(1783-1848), the museum focuses on its 

unique collection of written and printed 

books. The collection is extensive, cov- 

ering everything from hand-written 

medieval manuscripts to relatively 

modern nineteenth-century examples 

of book printing and binding. The col- 

lection also include examples of the 

oldest form of printed book, known 

in Latin as incunabula, which were 

printed using complete blocks of hand- 

carved text for each separate page. 



The Museum 
of Printing 
NORTH ANDOVER, MASSACHUSETTS 

www.museumofprinting.org 

This establishment is dedicated to pre- 

serving the history of graphic arts and 

printing, which inevitably involve a great 

deal of typography. The museum holds 

in collection hundreds of antique print- 

ing, typesetting, and bindery machines, 

alongside an extensive library of books 

and print-related documents. 

The museum was incorporated asa 

not-for-profit organization in 1978 to save 

for posterity the technologies that the 

printing and typesetting industries no 

longer use commercially. It also tells the 

story of the transition from letterpress 

printing through photographic processes 

to today’s digital technology, using one of 

the world’s largest collections of printing 

hardware. A principal exhibit comprises 

a timeline history of typography and 

typesetting reaching back 500 years and 

covering hand-setting, hot metal type- 

setting, photo typesetting, and of course, 

the digital technology in use today. 

Museum of the 
Printing Arts 
LEIPZIG, GERMANY 

www.druckkunst-museum.de 

The Museum of the Printing Arts in 

Leipzig, Germany, offers visitors the 

chance to experience what it was once 

like to work as a printer and typogra- 

pher. It combines a working print shop 

with the more traditional aspects of a 

museum, covering 500 years of print 

and type history. Spread over four floors, 

the collection is composed of more than 

200 fully working machines and presses 

demonstrating copperplate printing, 

lithography, and letterpress, with a par- 

ticular focus on manual and mechanical 

typesetting. In addition, there is a fully 

working type foundry where lead type is 

cast by hand and by machine. 

It is estimated that the museum’s 

current collection includes approxi- 

mately forty tons of lead type, matrices, 

and steel dies. If that isn’t enough, it also 

has a fully operational bookbindery. The 

museum’s motto is “See, smell and touch,” 

which is great news for visitors who want 

to learn firsthand about the “black art” 

of printing. The museum holds regular 

workshops on a range of historic print- 

ing techniques including traditional 

typesetting and letterpress printing. 

Aset of blackletter type matrices from 

the vast collection held at the Museum of 

the Printing Arts in Leipzig, Germany 

Leipzig’s Museum of the Printing 

Arts houses more than 200 fully 

working machines and presses. 

Museum of 
Printing History 
HOUSTON 

www. printingmuseum.org 

Four printers who wanted to preserve 

and share with the community their own 

large collections founded the Museum of 

Printing History in 1979. The museum’s 

goal, which it shares with many of the 

other museums listed in this book, is to 

preserve printing technology and skills, 

but it also is focused on the advancement 

of literacy. 

The permanent exhibits narrate the 

story of written communication and the 

way in which printing and print tech- 

nology have transformed our lives, with 

many galleries referencing the impor- 

tance of the newspaper in this story. 

Other featured artifacts from the col- 

lection include Asian movable type, 

illuminated manuscripts, a 1450 Guten- 

berg press replica, a copy of Benjamin 

Franklin’s Pennsylvania Gazette, an 

extensive letterpress and type collection, 

and antique bookbinding equipment. 
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Movable type samples from the collection of The 

National Print Museum in Dublin, Ireland 

Museum of Typography 
HANIA, CRETE 

www.typography-museum.gr 

This small museum on the Greek island of Crete is a relatively 

new project, made possible through the efforts of the local 

newspaper Haiiotika Nea and opened in May 2005. At the time 

of this writing, visits happen by appointment only. (Unless you 

are a local resident, any visit is likely to be planned in advance 

anyway, so this shouldn't present a problem.) Exhibits include 

printing and typesetting equipment dating from the nine- 

teenth century (12), rare books dating back to 1570, and items 

of local print ephemera including newspapers and banknotes. 

Arranged visits include demonstrations of the equipment. 
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A “hands on” workshop experience at The 

Nationa! Print Museum in Dublin, Ireland 

National Print Museum 
DUBLIN 

www.rnationalprintmuseum.ie 

The National Print Museum, located in Ireland’s capital city, 

aims to improve accessibility to the archival material of, and 

foster skills associated with, the Irish printing industry. The 

museum opened in 1996 and runs regular workshops that 

include both calligraphy and printing, providing a place for 

printers, typographers, historians, students, and the general 

public to see and hear how printing developed and brought 

information, in all its forms, to the world. 

The permanent collection includes mechanical typeset- 

ting machines manufactured by Linotype (129) and Intertype 

and historical hand presses such as the famous Columbian and 

Albion. In addition, the museum maintains a rolling program of 

temporary exhibitions that showcase material from all over the 

world relating to the permanent collection. It also includes a ref- 

erence library that visitors can use by appointment. 



The Museum Plantin-Moretus 
ANTWERP, BELGIUM 

http://museum.antwerpen.be/plantin_moretus/index_eng.html 

The origins of this Belgian museum stretch back to 1549 

when Christoffel Plantin first settled in Antwerp. His shrewd 

business sense allowed him to build a huge printing oper- 

ation, handling practically all officially sanctioned print 

contracts of the time, including the famous Biblia Poly- 

glotta (“Bible in Five Languages”). His successor, son-in-law 

Jan I Moretus, took over the company on his death, and 

the family continued to run the business until its final col- 

lapse in 1876. The firm, along with its entire contents, was 

sold to the city of Antwerp and in 1877 the 300-year-old 

printing firm became the Museum Plantin-Moretus. 

Of particular interest is the museum’s remarkable 

collection of typographic material and equipment, which 

includes two of the oldest surviving printing presses in 

the world. Plantin traveled widely to acquire fonts for use 

by the firm, counting Claude Garamond (74) among his 

suppliers. The letters and dies he brought back to Antwerp 

still remain in the collection, and the museum possesses 

the only complete set of Garamond’s letter dies remaining 

today. Another notable exhibit is the fully equipped type 

foundry where the Moretuses created their own typefaces. 

The Type Museum 
LONDON 

www.typemuseum.org 

At the time of this writing, The Type Museum, which was estab- 

lished in 1992, is undergoing a major period of redevelopment 

and so is closed to the general public. Limited access may be 

possible by appointment so check before planning a visit. 

The museum’s primary objective has always been to pre- 

serve the skills and methods used to make type, and with the 

help of the National Heritage Memorial Fund, it has managed 

to acquire collections that document the key chapters in Brit- 

ain’s history of type: traditional typefounding, woodletter type, 

and mechanical typecasting or hot-metal type. The various col- 

lections include material dating as far back as the sixteenth 

century (10) such as punches, matrices, and molds from princi- 

pal London type foundries, as well as such diverse items as the 

complete business records of Monotype (125). 

St Bride Foundation and Library 
LONDON 

www.stbride.org 

St Bride Foundation was established in 1895 as a social, edu- 

cational, and cultural center, and incorporated as a technical 

library and printing school. It eventually grew into what is now 

The London College of Communication, one of the foremost 

schools of its kind in the world. 

With letterpress and the handmade experiencing a revival 

among graphic designers and typographers, the skills and 

techniques taught at St Bride are in demand once again, and 

the Foundation continues to strive to protect and promote the 

heritage of typography and printing through workshops, lec- 

tures, and conferences. In addition to having 50,000 specialist 

print, graphic design, and typography books, and 3,500 peri- 

odicals, the Library is the custodian of an unrivalled collection 

of printing artifacts. Type and typography is naturally a high- 

light of the collection with punches, matrices, and founders’ 

type dating from the seventeenth (10) to the twentieth cen- 

turies (16). There are also roughly 200 special collections 

including, for example, 164 boxes of hand-scribed master let- 

terforms for Letraset typefaces, and 2,600 woodblocks by Mary 

Byfield for the Chiswick Press. An ongoing series of workshops 

and specialist typographic courses runs alongside other print- 

related subjects, with details available through the website. 
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RESOURCES 

Blogs, Links, 
and Online Resources | 
Whether it’s information about a particular typeface, the latest typographic developments and trends, or simply a 

bit of inspiration, typography blogs have it all. Some of the sites we list below are simply great portals for showcas- 

ing work the site owners have seen and liked. Others are vast depositories of invaluable typographic information. 

AisleOne 
www.aisleone.net 

AisleOne is put together by New York-based designer Antonio 

Carusone, an associate creative director at Ogilvy, and dis- 

plays a distinct fondness for what’s sometimes called Swiss 

Style typography. The site introduces itself as an inspira- 

tional resource focused on graphic design, typography, grid 

systems (220), minimalism, and modernism, and it cer- 

tainly lives up to its claim. There is a terrific selection of 

work on show ranging from brand-new projects to histori- 

cal material from the 1960s (24) and 1970s (25). In keeping 

with the minimalist nature of the visual content, the cap- 

tions for each article are generally succinct. However, 

this does not matter as the visuals really Say it all. 
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BeautifulType 
www. beautifultype.net 

This typography blog, created by Web designers Francis Chou- 

quet from Switzerland and Aurélien Foutoyet from France, 

intends to act as an inspirational showcase of their online work. 

What’s interesting is that so much of the work is “handmade,” 

especially given the fact that they are both Web designers. This 

lends credence to the idea that all good design, typographic 

or otherwise, starts with a pencil and a blank sheet of paper. 

The site is quite new with a limited number of posts as of this 

writing, but the selection of work showcased thus far is excel- 

lent. Keep logging on to see how the site develops. 
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Design Observer 
www.designobserver.com 

Design Observer is the real deal when it comes to high-end 

design-driven discussion, and it has developed from its earliest 

days into a group of connected sites. Observatory covers a vast 

range of general design topics including typography. Change 

Observer covers news about design and social innovation. 

Places is a forum of design for the public realm. Observer Media 

is home to audio and video content, and Observers Roomisa 

straightforward design blog. 

Michael Bierut, William Drenttel, Jessica Helfand, and Rick 

Poynor founded Design Observer in October 2003. The site now 

boasts a roster of contributors that reads like a who’s who of the 

design world. Strictly speaking, it’s slightly erroneous to include 

Design Observer in a directory of typography-specific sites, but 

the reality is that this site should appear on every directory 

relating to any sites connected to the design industry. For many, 

it’s a daily read. 

THE DESIGN OBSERVER Group DESIGN, CULTURE, CHANGE 

ee a soviet 4 
Design Observer Biogs Books + Store Sponsor 

DESIGN | 
OBSERVER Posted 02.10.11 | PERMALINK | PRINT omnvents (1) | Share This Blog Post Pa flor sah ib ES) 
Archive 

Blog: Rick Poynor 

| A Journal with No Fear of Flying Rick Poynor 

Return to Blog >> 

onservers 

MOHAWK LOOP” 

DESIGN OBSERVER 3085 

Dyson -- Wiltshire, United Kinggom 

Changing a magazine's format is always risky. It’s such 3 fundamental aspect of what we 
| perceive it to be 7h dge’s transformation is particularly startling. Indeed, it might 

rate as one of the most dramatic changes of visual direction ever 
| magazine. Or any kind of magazine 

ventured by a literary 
App and Game Devel 

Launched in London in 2006, The Drawbridge achieved an immediate impact and notability 
by being BIG. At a time when British broadsheet newspapers were abandoning their 
widescreen pages and slimming dawn, The Orawor 
direction. With elegant typography by creative dire 

| magazine in the 1990s), its pages had tremendous 
and thinkers such as John Berger, Noam Chomsky, Terry Eagleton, Greil Marcus, Geoff 

Dyer and Slavoj Zizek Jumped from the paper with the urgency of news stories hammered 
out at the keyboard only a few hours earlier. The other thing the magazine had going for it 
was the space to run huge pictures, sometimes the size of a TV screen 

RECENT BLOG POSTS 
02.22.11 

| On My Shelf: Richard Novitle's Piaypow 
boron sires carver asian iin ome ot ‘Queasily decadent delights 

1¢ the joke Is probably on the reade 

02.15.11 

Much as I admired it as 8 concept, The Orawbridge was as unwieldy to read as it was hord 
to find on the newsstands. With issue 14, the publisher reduced the page size while 
retaining the newspaper format. Now comes 8 complete switch to a full-color, perfect- 
bound, 144-page journal on uncoated paper that feels like 3 sumptuously upholstered art 
catalogue. Finally, you can pull out a copy of The Drawbridge and read it anywhere. Coates 
gives the writing big paragraph indents, generous line-spacing and a single, broad text 3 
column, ranged left — an attractively informal note in a publication that exudes serious | on ‘s London 

} Inside the arcnitecture critic fan Naim's classic, idlosyncratic guide to 
London's bullaings and spaces 

02.03.11 
What Does 1G. Ballard Look Like? 
1,6, Ballard was one of those rare enter 

Intent. The opening pages of the essays and fiction all receive the same consistent 
treatment, like chapter titles in a book. It’s 8 courageously reader-friendly piece of 
reinvention that manages to be every bit as classy as the outsized original version; and It 01.23.11 
works, 

Easily Amused 
http://johndberry.com/blog 

John D. Berry is an editor and typographer, as well as the final 

editor of the venerable U&lc magazine and U&lc online, origi- 

nally published by International Typeface Corporation (128). 

At the time of this writing, he is the president of the Association 

Typographique Internationale (354). 

His blog, Easily Amused, exists as a subsection of his main 

portfolio website and contains an extensive archive of well- 

written and well-considered articles stretching back to May 

2007. Though he does not post articles daily, he does go more 

in depth for individual posts than the average blog. It’s rather 

like reading complete magazine articles. The site isn’t over- 

populated with inspirational imagery, but at least one related 

image accompanies almost every article. However, this site is 

much more about the text. A useful tag cloud leads the viewer 

to groups of related articles by clicking on links such as book 

design, letters, or signage, and previous articles are accessible 

by month all the way back to the site’s inception. 

easilyamused | easilyamused | 
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The End Grain 
www.end-grain.net 

This site is the work of Bethany Heck, a recent graduate of 

Auburn University in Alabama. It’s a real labor of love in 

that Heck is obviously smitten with anything letterpress 

and wood type, so anyone who feels the same should make 

this a must-read. 

The site revolves around Heck’s collection of wood type 

letters, which are featured in her Daily Letters section, but also 

includes Character Studies, a blog charting her efforts to expand 

her collection. The site also lists some useful links to print shops 

working with letterpress and wood type, which provide inspi- 

ration. Plus, there’s additional information for users wishing 

to get started with their own letterpress work and about where 

they can purchase letterpress work examples for themselves. 

{ End Grain } 
FUATIREO PRINT SHOPS FEATURED PRINT suORS 

OIVTTD i 
One Step Closer 

‘0 Type has arrived 
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FontBook 
www.fontbook.com 

Hot of the press at the time of writing is a terrific new iPad app 

from the good people at FontShop International (127; 140), the 

publishers of that huge yellow type compendium that’s been 

sitting on every graphic designer’s book shelf since 1991. The 

new app features more than 620,000 typeface specimens, which 

is equivalent to more than twenty of the printed books, so this 

really is the ultimate typographic reference tool. Fonts can be 

viewed by name, style, typographic classification, designer, 

foundry, or year of publication. You can also cross reference 

faces that display similar design characteristics, very useful if 

you know what you like but can’t find the right font for your next 

project. The app is primarily an online browser, so you'll need 

to stay connected to view all the content, but there is an offline 

mode that allows you to access a reduced content selection. The 

app will of course be continually updated as more typefaces 

become available, and there are some exciting additional fea- 

tures planned for future releases. 
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The FontFeed 
www.fontfeed.com 

The FontFeed has been around since September 2008 and is a 

spin-off site belonging to the well known and highly regarded 

online font vendor FontShop International (127; 140). Earlier 

in 2008, FontShop cofounder Erik Spiekermann (103) decided 

to create a standalone blog dedicated to all things typographic. 

The FontFeed is the result. 

Once part of the main FontShop site (www.fontshop.com), 

FontFeed has now grown into a more independent voice free of 

any commercial restraints it felt from its inclusion on the parent 

site. Editor-in-chief Yves Peters maintains it and posts articles 

alongside former FontShop type director Stephen Coles, design 

writer Jurgen Siebert, and Spiekermann himself. A frequently 

updated general news section contains a wealth of interna- 

tional content including type events, new font releases, calls 

for entries, case studies, and more. There are also separate tabs 

filtering articles relating to specific areas of typographic inter- 

est. Handpicked typefaces highlights articles on both newly 

released and classic typefaces, Type Tips includes basic tips and 

more advanced tutorials about a range of typographic issues, 

and Fonts in Use (371) provides examples of typefaces in use in 

the real world, with accompanying commentary. 

My Type of Mout: MLLB-D. Chis Contin, 
‘The Blach Cyed Pea, Sterwatae, Wc 
sina 

Amur Pacnoges 

Fonts In Use 
http://fontsinuse.com 

Fonts In Use twists the inspirational typographic showcase blog 

on its head in the way it allows the viewer to search the content. 

As well as tags to search by industry or format, there is a tag for 

every typeface featured in each piece of work included on the 

site. Want to see how Eames Century Modern looks in a real life 

project? Just click on the typeface to head directly to those that 

use the face. 

The site is an independent project run by Sam Berlow, 

Stephen Coles, and Nick Sherman. (Coles and Sherman both 

maintain additional sites, respectively Typographica (141; 

378) and Woodtyper (380). The principal aim of the site is to 

provide a focused critique on typography in design, cataloging 

real-world projects from all areas and design disciplines. 
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Grain Edit 
http://grainedit.com 

Although not strictly a dedicated typography site, California- 

based Grain Edit focuses on classic design work from the 1950s 

2) through the 1970s (24) juxtaposed with contemporary work 

4 designers and typographers influenced by the styles of those 

periods. As well as the usual mix of blogger articles and samples 

of inspirational work, the site includes interviews with leading 

design practitioners, type specimens, ephemera, posters, and 

vintage books from the collections of Dave C, Elizabeth Surya, 

Ethan Davis, and Grace Danico, the team members who put 

together the site. With archives dating back to September 2007, 

there is lot of excellent material to browse, with many articles 

reminding readers of the important influence typographic 

styling has on the look and feel of any given design genre. 
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I Love Typography 
www.ilovetypography.com 

I Love Typography is the brainchild of British-born graphic 

designer and writer John Boardley, who now resides in Japan. 

The site, launched in August 2007, strongly focuses on how let- 

terforms originated and why type looks the way it does. It offers 

some great articles about font design, type terminology, font 

identification, and just about everything else type-related. 

Readers could easily spend many hours browsing the content, 

so avoid this site around deadline time. 

That said, a well-organized search section is arranged chron- 

ologically, making browsing articles of particular interest a 

breeze. Boardley produces much of the content himself but also 

invites contributors to contact him with their own ideas for arti- 

cles. That keeps the content nicely varied in terms of opinion 

and writing style. It is arguably one of the most up-to-date sites 

in terms of its reporting of current typographic trends, new font 

releases, and events, and its list of links to other typographic 

sites is vast. 
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JON TANgerine 
www.jontangerine.com 

Jon Tan, who lives and works in Bristol, United Kingdom, is 

a founding member of the Analog cooperative with other 

members in San Francisco and New York. He is also the 

cofounder of Web fonts service Fontdeck. His site is dedicated 

mainly to the issues surrounding online typography and con- 

tains numerous articles that provide useful tips to achieve the 

best from fonts used within websites. There are also articles 

that discuss more general issues surrounding typography such 

as the correct use of quotation marks or the effects of reversing 

type out of black or a color. 

However, the thing that stands out across all articles posted 

on the site is the level of cross-reference linking that Tan has 

included. Every piece links to other sites that contain addi- 

tional information about the subjects being discussed or refer 

the viewer to the source material used to construct the original 

article. This is another site big on words rather than extensive 

imagery, and it is packed with useful content and some great 

insights into the technical aspects of font use online. 

LetterCult 
www.lettercult.com 

This great site is a one-stop shop for anything related 

to custom lettering, and with its wealth of informa- 

tion, is a wonderful source of inspiration. Brian Jaramillo 

of Agency26 runs the site, which acts as a showcase for 

anyone working with custom letters: type designers, sign 

painters, graffiti artists, calligraphers, poster artists, 

and of course, typographers and graphic designers. 

A principal feature of the site since March 2010 has been 

its regular Alphabattles during which Jaramillo invites con- 

tributors to post their custom letter designs for each alphabet 

letter. At the time of this writing, the alphabattle for Z just fin- 

ished and the site was about to start on numbers. The results 

are fascinating and incredibly diverse, and every contribu- 

tor provides a link to his or her own site, creating a practically 

endless trail to more lettering inspiration. Other tabbed sec- 

tions include Letterstream, a collection of cherry-picked 

letterforms, Custom Logos, Custom Movie Titles, and Custom- 

Other, which contains some of the most interesting content 

on the whole site. It’s a real gem for custom-lettering fans. 

— Silteditte 
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Letterpress Daily 
www.letterpress.dwolske.com 

For those who like everything wood type, this site is heaven. 

David Wolske, cofounder of design company and letterpress 

printer Smart & Wiley, lovingly puts together Letterpress 

Daily. The premise is simple: Each day, Wolske posts a large 

photographic image of a block of wood type selected from his 

expanding collection, with the printed image from the block 

beneath. He adds a short identifier caption and occasionally a 

little more information about the history of the typeface. 

Viewers can access every individual post archived on the site 

by using the list of tags. Search either by name of typeface or by 

letter shown, for example all capital A’s; numbers 3’s, and so on. 

He also includes an extensive list of links to other letterpress 

and wood type-related sites. 
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Ralf Herrmann: Wayfinding 
and Typography 
www.opentype.info/blog 

The blog of German designer and author Ralf Herrmann has 

much to say about signage and wayfinding, which undoubtedly 

has much to do with the fact that as of this writing, Herrmann 

is writing a P.h.D. dissertation that covers his investigation into 

the implications of cognitive map research applied to the design 

of maps and waytinding systems. 

The result is useful pointers for anyone involved or inter- 

ested in typography for traffic signage and wayfinding signage 

for public spaces such as airports or shopping malls. He also 

includes informative content discussing the differences 

between font formats, font design in general, and the increas- 

ingly important topic of Web fonts and Web font services; for 

example, a well-constructed article explaining the myths sur- 

rounding the OpenType format. 
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RockPaperiInk 
rockpaperink.com 

The people behind this new design blog are also the people 

behind this book. Rockport has been in the business of 

publishing books about design for many years so knowa 

thing or two about the subject. The site is billed as a place for 

“inspiration, ideas, and opinions from design fanatics” and, 

despite the short timespan since the site launched, it certainly 

promises to fulfill this criteria. Much is covered by the regular 

columnists drawn from the ranks of Rockport’s authors, and 

whilst the content isn’t typography specific, Jason Tselentis’s 

“Points, Pixels, Paper” column does focus on all things 

typographic. The emphasis throughout the site is on interaction, 

with numerous opportunities to add your own comments or 

even contribute material. 

ROCKPAPERINK 
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Type Directors Club Online 
ww.tdc.org 

This site provides an online presence for the Type Direc- 

tors Club (TDC) (355), a New York-based organization that 

operates internationally to encourage and support typo- 

graphic excellence in print and on screen. The TDC, founded 

in 1946 by a group formed from the leading typographers 

of the day, boasts a venerable history. The group offers 

membership and its benefits via an annual paid subscrip- 

tion. It also holds two competitions per year, one for use 

of typography in design, the other for typeface design. 

The site itself is designed to promote the Club’s activities, 

but also carries a range of articles and book reviews cover- 

ing all things typographic. Anyone can access this material. 

For anyone interested in becoming a member of the Club, the 

site is obviously a must-read. If not, it’s likely still well worth 

bookmarking as the articles offer a good insight into industry 

opinions of the moment’s best typographic practices. 
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Typedia 
www.typedia.com 

Typedia is like Wikipedia for typography. Several 

individuals act as moderators for the site, but essentially it 

is acommunity site for typographers that anyone can join 

and to which anyone can contribute. The aim is to provide 

a facility for designers to use to classify, identify, and 

discover typefaces. It also aims to educate people about 

how a typeface originated, who designed it, when and 

where it was designed, and why it looks the way it does. 

Apart from the typeface browser, which uses common 

typographic terms to facilitate easy searches for groups of 

typefaces with similar attributes, there is a learning section 

with a glossary of typographic terms, plus a section explaining 

the anatomy of type. There is also a lively forum and a blog 

updated regularly with all manner of type-related articles. 

The site is growing all the time as new users sign up and add 

their own material. There are inevitably gaps in the content 

(just like with Wikipedia), but the site is already so richly 

populated with information that one can easily forgive this. 
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Typefoundry 
www.typefoundry.blogspot.com 

The first thing a reader finds on this blog is its author, 

James Mosley, owning up to the fact that, at the time of writing 

at least, the blog contains just thirty-five posts. However, 

each post already on the site takes the form of a well-written 

illustrated essay. 

The posts cover a wide range of subjects, from an extensive 

guide to the present location of typographical punches, matri- 

ces, drawings, type specimens, and archives, to an examination 

of the various lettering styles used to paint the “10” on the front 

door of 10 Downing Street, home of the United Kingdom’s Prime 

Minister. Despite being engagingly personal in their approach, 

the posts are well-researched and packed with historical points 

of reference of interest to anyone who enjoys reading about the 

history of type and letterforms. 
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typo/graphic posters 
www.typographicposters.com 

This site is pure inspiration, and there is plenty of it to go 

around, with more than 450 directories containing multiple 

examples of each contributing designer’s work. The site aims to 
EE CD 

provide a “timeless source for studies, inspiration, and promo- 

tion of good design through poster culture and cultivation of 

typography and pure forms of graphic design,” according to the 

site’s creator André Felipe. It really does deliver quality visuals 

that are a feast for the eyes. 

The site is nicely put together with a variety of viewing 

options such as grid or list view, plus the ability to change the 

background color. (This is surprisingly useful when looking at 

posters with dark or light backgrounds.) Also, using the free 

navigation option, a viewer can use the mouse to scroll freely 

around each profile window rather than having to constantly 

click a button to move between posters. 
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Visually, this site has little to offer. But the URL gives away the 

radio channel about type and typographic design. It’s is a Micro 

FM broadcast, an MP3 Internet radio stream, and a podcast 

station that has been on air regularly since 2004. The indi- 

viduals behind the site, Donald Beekman, Liza Enebeis (a.k.a. eae 

LoveLiza), and pan-European design collective Underware (139), oo 

are based in The Netherlands and Finland. 

To collect material for their broadcasts, these three attend / _ a 

various design events around the world to meet and talk to oe | 

designers and typographers. New material appears with sur- so 

prising regularity considering the obvious challenges the 

team faces to get it. For those who do happen to work their way 

through all the recent broadcasts, the channel also keeps an 

extensive archive of material in which the big names of design 

(Stefan Sagmeister, Paula Scher, Bruno Maag, tonameafew)rub | 

shoulders with some new names. 
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Typographica 
www.typographica.org 

Typographica is dedicated to reviewing typefaces and type- 

related books and is maintained by Stephen Coles, former 

FontShop (127; 140) type director, also one of the main contribu- 

tors to The FontFeed (371). Joshua Lurie-Terrell founded the site 

in 2002, but it underwent a redesign by Chris Hamamoto and 

Coles in 2009. 

The type reviews are a particularly useful feature of this site 

because a user can simply scroll through the large selection of 

samples to discover a new typeface. There is also a neat feature 

that allows users to view fonts by designer, foundry, or classifi- 

cation—a nice touch given the number of faces to peruse. Each 

typeface appears against a large sample setting with an impar- 

tial review, details of the typeface’s designer, and purchasing 

information. At the time of this writing, the book review and 

commentary sections are comparatively small, but the reviews 

are in-depth and informative, and the articies are particularly 

well written. They include some recorded interviews with well- 

known figures from the design world. To cap all that, the overall 

design of the site is really excellent. 
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Typography Served 
www.typographyserved.com 

Unlike most other sites listed in this book, Typography Served 

is a collection of sites that showcases category-specific content 

selected from the well-known online platform Behance Network 

where creative pros can showcase their work. The dedicated 

team that curates the site is always on the lookout for work that 

features good quality type design, lettering, illustrated typogra- 

phy, plus work that utilizes a strong typographic treatment. 

Any designer interested in getting his or her work featured 

must first create a portfolio with the Behance Network. Mem- 

bership to Typography Served is free and by invitation only, but 

there is a link that designers can use to request that invitation. 

This seems like a slightly curious arrangement, but someone 

is obviously busy accepting new applicants on a regular basis 

because the site contains a huge amount of content to plough 

through. It also lists job ads with a good international mix, too, 

for anyone looking for a fresh career start. 
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Typophile 
www.typophile.com 

A firm favorite among designers and typographers, Typophile 

has been around for more than ten years and enjoys a large 

membership of registered users. Registration is free and allows 

the user to contribute to the thousands of separate threads split 

between three categories on the home page—hottest, newest, 

and hand-picked. A click on the Forums tab reveals a more spe- 

cific division of the forums: general discussion, design, critique, 

build, release, type ID, and special interest groups. It is rare not 

to find a lively debate on the merits of a particular font or the 

suitability of a typeface for a particular application. In addition, 

it includes a well-populated typowiki created by the site’s users, 

and a Projects section with regular type battles open to anyone 

who wishes to contribute ideas. Overall, it’s a very useful site 

that every designer should bookmark. 
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Typoretum 
www.blog.typoretum.co.uk 

Typoretum is a private press based in rural Essex, United 

Kingdom, run by Justin Knopp. Launched in 2008, the site is a 

must-see for letterpress aficionados interested in the mechan- 

ics of letterpress, as well as the way it looks once printed. Knopp 

has documented much of the work he has done to restore his 

equipment to its former glory, allowing viewers to read about 

(and see in high-quality photographs and video) everything 

from the ornamentation on the famous Columbian Press to 

the difficulties in moving an 1888 Wharfedale cylinder press 

into a workshop. The numerous links embedded in the articles 

cover just about every letterpress-related site and article on the 

Internet. This is a well-researched and informative site from 

someone who plainly lives for letterpress. 
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Woodtyper 
www.woodtyper.com 

Edited by Nick Sherman (also of Fonts In Use (371), Woodtyper is 

a journal site focusing on wood type and any related topics, with 

subjects ranging from large-scale lettering and sign painting to 

poster work and engraving. The site is pretty straightforward 

and is not overly expansive in terms of amount of content, but 

what is there is well worth a look. The site appears to have taken 

a hiatus around June 2010, though we hope this does not signal 

the end of the site. Fingers crossed that Sherman has simply 

been too busy to post recently. 

WOooDryvYPrerR 
Notes o# Large and Ornamented Type 2 Related Matters We Love Typography 
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“Pressed” show and other typographic goings-on Search Go) 

The man behind We Love Typography is John Boardley, who in Denver 
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membership arrangement allows contributors to submit images 

they deem worthy of inclusion. The arrangement ensures 

content that is both appropriate and high quality. All images are 

intelligently tagged so the search facility allows easy access to 

groups of images; users can even search by predominant color. 
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ecent Typeface documentary 
‘ood Type Museum 

I was honored {0 speak afier the screenings on a 
panel with Jim Sherraden & Brad Vetter from the 
much-loved Hal 
letterpress guru, im Parson, and Rick Griffith as 

moderator. As you might imagine, the discus , 
covered a variety of typographic topics, but seemed 
{o have an emphasis on the history and culture of 
letterpress as it relates to contemporary typeface design, design education, and poster 
printing 

The highlight of the weekend was the opening of the Pressed exhibit and store in the 

Denver Pavilions. Rick and his team have collected a huge amount of contemporary 
letterpress work from all over the US and beyond, and presented it in an impressive 
gallery with giant §-(oot-tall wooden letters. Just about every inch of wall space is 
covered with colorful prints from Hatch Show Print, Anos Paul Kennedy Jr 
the Hamilton 10th Anniversary Show. Yee-Haw Industries, and many, many, more 
artists/designers/printers. 

The show will remain up in Denver through July 4th, after which it will continue on as 
a traveling show, A catalog is also being produced for the show. For more information 
and updates check DesignArtArtDesign, the Precsed project page on Kickstarter, 
and Matter on Twitter 
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Under Consideration 
www.underconsideration.com 

An ever-expanding network of sites dedicated to, in the words of 

its founders, “the progress of the graphic design profession and 

its practitioners, students, and enthusiasts. At times intangible, 

its purpose is to question, push, analyze, and agitate graphic 

design and those involved in the profession.” 

Under Consideration, begun in 2002, is the considerable 

undertaking of Bryony Gomez-Palacio and Armin Vit. The site 

was the first dedicated design blog of its kind to catch the indus- 

try’s attention with the nature of its articles on anything and 

everything design; it has continued to deliver since day one. 

There are six separate sites to date living under the Under Con- 

sideration roof: Speak Up (now closed to new posts), Brand New, 

Quipsologies, The Design Encyclopedia, Word It, and FPO, for 

PRINT only. There is far too much in the collection of sites to 

begin to describe it here. Rather, just go take a look, but set aside 

plenty of time. Once again, this is not strictly a dedicated typog- 

raphy site, but it is far too important to omit. 
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ers: Eric Chan, Jim Wong; logotype: 

Iris Yu, Jim Wong, Manson Chan. 

Colle + McVoy 
Minneapolis, Minnesota 

www.collemcvoy.com 

Cotton and Crown 
Charlotte, North Carolina 

www.cottonandcrown.com 

Nick Curtis 
www.nicksfonts.com 

Joshua Darden 
Darden Studio 

Brooklyn, New York 

www.dardenstudio.com 

DBD International, Ltd. 
Menomonie, Wisconsin 

www. risingabovethenoise.com 
° 

Design360 
New York, New York 

www.design360inc,com 

News Corp Dow Jones project 

team: designers: Jill Ayers 

(creative director), Rachel 

Einsidler (senior designer), and 

Christine Giberson (designer); 

architect: Studios Architec- 

ture; fabricator: Xibitz (static), 

XL Video/AV Services/Pod 

Design (dynamic); photog- 

rapher: Jeffrey Kilmer. 

New York University Department 

of Social and Cultural Analysis 

project team: designers: Jill 

Ayers (creative director), Rachel 

Einsidler (designer); architect: 

LTL Architects; fabricator: Xibitz; 

photographer: Michael Moran. 

The One Club Exhibit project 

team: designers: Jill Ayers 

(creative director), Rachel 

Einsidler (senior designer), 

Christine Giberson (designer); 

fabricator: VGS: Visual Graphic 

Systems Inc. 

Design Bridge 
London, UK 

www.designbridge.com 

Dizajn Studio Box 
Kragujevac, Serbia 

www.dizajnstudiobox.com 

Jeff Domke 
www.jeffdomke.com 

Experimental Jetset 
www.experimentaljetset.nl 

Expolab advanced 
communication and 
design 
Munich, Germany 

www.expolab.eu 

Fangman Design 
Austin, Texas 

www.fangmandesign.com 

Kevin Finn 
Finn Creative 

Brisbane, Australia 

www.finncreative.com.au 

www.openmanifesto.net 

DESIGNerd 100+ Trivia Games 

typefaces: handwriting: Kevin Finn, 

Steven Heller, Stefan Sagmeister 
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Contributors 

Ryan Pescatore Frisk & 
Catelijne van Middel- 
koop 
Strange Attractors Design 

Rotterdam, The Netherlands 

www.strangeattractors.com 

Luc(as) de Groot 
Lucas Fonts GmbH 

Berlin, Germany 

www.lucasfonts.com 

Tomi Haaparanta 
Suomi Type Foundry 

Helsinki, Finland 

www.type.fi/suomihome/html 

Hao In Kuan 

David Harper 
Evansville, Indiana 

www.daveharperdesign.com 

Stefan Hattenbach 
MAC Rhino Fonts (MRF) 

Stockholm, Sweden 

www.macrhino.com 

Akiem Helmling 

Christian Helms 
Helms Workshop 

Austin, Texas 

www.helmsworkshop.com 

Cristobal Henestrosa 
www.estudio-ch.com 

Jessica Hische 
Brooklyn, New York 

jessicahische.is/awesome 

Dusan Jelesijevic 
www.dusanjelesijevic.com 

Eric Kass 
Funnel 

Indianapolis, Indiana 

www.funnel.tv 

Ian Katz 
www.tinylittlelife.org 

Stefan Kromer 

Ray Larabie 
www.larabiefonts.com 

Lehrman Cameron 

Studio 
Seattle, Washington 

www.lehrmancameron.com 

Snoqualmie Falls project team: 

design: Lehrman Cameron Studio; 

photos: Lehrman Cameron Studio; 

LCS lead designer: Mindy Lehrman 

Cameron; LCS project manager: 

Maxwell Cameron; LCS graphic 

designers: Faith Haney, Fran Terry; 

LCS designer: Roma Shah. 

Zuzana Licko 
Emigre, Inc. 

Berkeley, California 

www.emigre.com 

Lure Design 
Orlando, Florida 

www.luredesigninc.com 

Kelly Salchow 
MacArthur 
thrive design 

Ann Arbor, Michigan 

www.elevatedesign.org 

Elevate project team: Kelly 

Salchow MacArthur, Asya 

Palatova, and Richard Sweeney. 

Ulga Marekowa 

Steve Matteson 
Ascender Corporation 

MOD / Michael Osborne 
Design 
San Francisco, California 

www.modsf.com 

Monotype Imaging 
Woburn, Massachusetts 

www.fonts.com 

James Montalbano 
Terminal Design, Inc. 

Brooklyn, New York 

www.terminaldesign.com 

German Olaya 
Bogota, Colombia 

www.typos.com 

Eric Olson 
Process Type Foundry 

Golden Valley, California 

www.processtypefoundry.com 

P22 type foundry, Inc. 
Buffalo, New York 

www.p22.com 

Alejandro Paul 
Sudtipos 

3uenos Aires, Argentina 

www.sudtipos.com/home 

Brian Pelayo 
www.bpelayo.com 

AVRP Studios website: 

creative direction: Tyler Blik; 

design: Brian Pelayo 

City of National City poster: 

creative direction: Tyler Blik; 

design: Kaori Toda, Yuki Hayashi, 

Brian Pelayo 

Tecolote Youth Baseball: 

creative direction: Tyler Blik; de- 

sign: Tyler Blik, Brian Pelayo 

Eddie’s Van For Hire: 

design: Brian Pelayo 

Pentagram 
www.penlagram.com 

Poulin + Morris, Inc. 
New York, New York 

www.poulinmorris.com 

Principle 
www.designbyprinciple.com 

Vikki Quick 
Monotype Imaging 

RipBang Studios 
Venice, California 

www.ripbangstudios.com 

Sagmeister Tic. 
www.sagmeister.com 

Columbia Abstract team: 

art direction: Stefan Sagmeister, 

Joe Shouldice; design: Joe Shoul- 

dice, Richard The, Daniel Harding; 

editor: Scott Marble 

Obsessions Make My Life Worse 

and My Work Better team: 

design: Richard The, Joe Shouldice, 

Stefan Sagmeister 

José Scaglione 
TypeTogether 

Rosario, Santa Fe, Argentina 

www.type-together.com 

Ralph Schraivogel 
Zurich, Switzerland 

www.ralphschraivogel.com 

Mark Simonson 
www.marksimonson.com 

Skidmore, Owings & 
Merrill LLP 
San Francisco, California 

www.som.com 

Oakland Museum of California 

Donor Wall photographs courtesy 

of SOM, ©Tim Griffith and ©Skid- 

more, Owings & Merrill LLP 

Fred Smeijers 
OurType 

De Pinte, Belgium 

www.ourtype.com 

Mark Solsburg 
www.typobrand.com/experience/ 

solsburg.html 

Kris Sowersby 
Klim Type Foundry 

Wellington, New Zealand 

www.klim.co.nz 

Spunk Design Machine 
Minneapolis, Minnesota 

www.spkdm.com 

Sumner Stone 
Stone Type Foundry 

Gunida, California 

www.stonetypefoundry.com 

Taxi 
www.taxi.ca 

Pak-n-stor design team: 

art director & illustrator: Kelsey 

Horne; copywriter: Nick Asik; pho- 

tography: Jason Stang. 

Typekit 
www.typekit.com 

Voice 
Adelaide, Australia 

www.voicedesign.net 

Jurgen Weltin 
Type Matters 

Pullach, Germany 

www.typematters.com 

The White Room Inc. 
Toronto, Canada 

www.thewhiteroom.ca 

Fabian Widmer 
Letterwerk Type & Media 

Zurich, Switzerland 

www.letterwerk.ch 

Stefan Willerstorfer 
Willerstorfer Font Foundry 

Vienna, Austria 

www.willerstorfer.com 

Luke Williams 
Luke Williams Graphic Design 

Chicago, Illinois 

www.lukelukeluke.com 
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HOW magazine: page 351 
Ian Katz: pages 337 and 343 

IdN: page 352 

ilovetypography.com: 
page 372 

J. Knopp/Typoretum: 
page 379 

James Montalbano, 
Terminal Design, Inc.: 
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Jeff DomkKe: pages 217, 244, 

270, and 276 

Jennifer Beorkrem: 
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Kris Sowersby/Klim 
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Lehrman Cameron 
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Letterwerk: page 119 
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Monotype Imaging: 
pages 27, 125, 128, 129, and 144 

Museo Bodoniano: 
page 364 

Museum of the Print- 
ing Arts, Leipzip: page 365 
National Print 
Museum: page 366 

Neil Brown: pages 242 and 267 

Nick Curtis: page 134 

opentype.info: page 374 
P22: pages 123, 135, and 145 

Pentagram: pages 251, 253, 

254, 256, 257, 258, 259, 268, 269, 271, 

292, 293, 299, 305, 308, and 309 
Peter Bilak/Ty- 
potheque: pages 68 and 83 
Pilar Cano: page 110 
Poulin + Morris, Inc.: 
pages 168, 301, and 302 

Principle: pages 153, 249, 266, 
and 294 

Print magazine: page 352 
Ralph Schraivogel: pages 

168, 169, 214, 231, 237, 240, 245, 290, 
and 291 

Richard Poulin: pages 79, 

82, 83, 84, 85, 86, 87, 92, 95, 98, 101, 
103, 105, and 114 

RipBang Studios: pages 
296 and 298 

Rudy VanderLans: pages 
29, 126, and 127 

Rui Abreu: pages 7 and 108 

Sagmeister, Inc.: pages 234, 
253, and 292 

shutterstock.com: page 8 
Skidmore, Owings & 
Merrill LLP: page 302 

Spunk Design Ma- 
chine: pages 226, 262, 263, 265, 
272, 277, 283, and 289 

Stefan Hattenbach: page 

112 

Strange Attractors 
Design: pages 143, 200, 260, 294, 
306, 307, and 312 

Studio DVA: pages 168, 201, 
237, 314, and 315 

Suitcase Type Foundry: 
page 136 

Sumner Stone: page 104 
Taxi: page 279 

tdc.org: pages 345 and 375 
The White Room, Inc.: 
pages 198, 199, 227, 231, 255, and 270 

Tomi Haaparanta, 
Suomi Type Foundry: 
page 112 

type matters: page 106 
typedia.com: page 376 
Typeface film: page 360 
typefoundry.blogspot 
eCOM: page 376 

Typekit: page 146 
typeradio.org: page 377 
TypeTogether: pages 109, 
118, and 150 

TYPO magazine: page 353 
UnderConsideration, 
LLC: page 381 

Underware: page 139 

Unzipped: page 353 
VOiCe: pages 201, 226, 238, 261, 
267, 273, 274, 286, and 316 

welovetypography 
eCOM1: page 380 

Willerstorfer Font 
Foundry: page 120 
woodtyper.com: page 380 
York University/Design 
Department: pages 215, 217, 

218, 219, 220, 229, and 232 
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2Creative Media, 152, 193, 

206-207, 209, 216, 217, 224, 

240, 246-247, 282, 295, 319 

8 Faces magazine, 350 

A 
A3 Design, 241, 264, 

272, 280, 287, 300 

Abreu, Rui, 108 

Acanthus, 266 

Accorde, 120 

AdamsMorioka, Inc., 183, 

213, 217, 222, 228, 231, 249, 

252, 258, 259, 276, 277, 293 

Adelle, 118 

Adhesiontext.com 

Web site, 40 

Adios, 117, 136 

Adobe Bembo, 152 

Adobe Caslon, 10, 157, 222 

Adobe Garamond, 

153, 162, 280, 298 

Adobe Goudy, 163 

Adobe Jenson, 77, 286 

Adobe Multiple Masters, 27 

Adobe Originals 

Program, 101, 104, 124 

Adobe Systems, 22, 23, 

26, 27, 41, 101, 104, 105, 
122, 124, 129, 131, 135, 

156, 325, 326, 327 

Adris Group, 212 

de Aetna (Pietro Bembo), 

9, 74, 76, 78, 155 

Aftershock, 66 

Agency, 26, 373 

Agfa Monotype, 28 

Agilita, 106 

Agincourt, 67 

Aicher, Otl, 79 

Airstream, 67 

Aisha, 49 

AisleOne Web site, 368 

Akkurat, 282, 295 

Akzidenz Grotesk, 16, 

22, 96, 126, 166, 168, 170, 

176, 179, 224, 272, 290 79, 224, 272 

Aldus, 107 

Typography, Referenced 

Alfabeta (Aldo 
Novarese), 98 

alignment, 321, 333 

Alright Sans, 265, 272 

Alternate Gothic, 

252, 270, 300 

American Institute of 

Graphic Arts (AIGA), 

85, 86, 95, 105, 354 

American Type Founders 

(ATE), 9, 10, 13, 14, 15, 

16, 81, 83, 86, 90, 124, 

159, 163, 179, 186, 204 

American Typewriter, 184 

The Anatomy of Sleep 

(Edward Binn), 12 

Anchor, 115 

And Sometimes Y, 121 

Antiqua, 16 

Antique Central, 252 

Antique Shaded, 27 

Apelian, Khajag, 49 

Apex, 114 

Apple Chancery, 83 

Archer, 92, 246-247 

Arek, 49 

Arepo Pencil, 104 

Arial, 125, 232 

Arnhem, 102 

Arno Pro, 41 

Arrighi, 158 

Arrotino, 38 

AscenderFonts 

company, 140 

Association Typographique 

Internationale (ATypI), 

17, 92, 100, 101, 109, 146, 

347, 354, 356, 357, 369 

asymmetry, 226-227 

Athelas, 109 

Avant Garde, 12, 19, 

21, 25, 95, 249, 277 

B 
BAA Type, 69, 85 

Baines, Phil, 112 

Bajka (Fairy Tale), 278 

Balius, Andrew, 137 

Ball, Harvey R., 28 

Bank Gothic, 233, 280, 288 

Barbou, 11 

Barcelona, Katie, 253 

Barnbrook, 80 

Barnbrook, Jonathan, 80 

Barnes, Paul, 24, 28, 100 

Barnhart Brothers & 
Spindler company, 14 

Baroque, 52, 76 

Barson, Brent, 168, 

201, 237, 314-315 

Basalt, 104 

The Basel Paper Mill, 363 

Basel School of 
Design, 119, 348 

Base Nine, 255 

Baskerville, 11, 17, 70-71, 

126, 150, 154, 249 

Baskerville, John, 10, 

11, 55, 70-71, 94, 154 

Bastarda class, 17, 

193, 194, 195 

Bauer Bodoni, 231 

Bauer Foundry, 13, 14, 35, 171 

Bauer, Johann 

Christian, 196 

Bauer, Konrad, 171 

Baum, Walter, 171 

Bayer, Herbert, 20 

BeautifulType Web site, 368 

Beekman, Donald, 377 

Beesknees, 67 

Belltrap, 64 

Bembo, 9, 17, 20, 76, 

78, 97, 125, 150, 152, 

155, 212, 249, 342 

Bembo, Pietro, 9, 76, 78, 155 

Benguiat, Ed, 18, 20, 96, 185 

Benton, Linn Boyd, 81, 159 

Benton, Morris Fuller, 

13, 15, 18, 25, 81, 160, 

172, 179, 186, 204 

Beorkrem, Jennifer, 

213, 240 

Berkeley Old Style, 

18, 19, 26, 233 

Berlow, David, 23, 

QO; o2ni27elg2 

Bernhard, Lucian, 

13-14, 15, 82 

Berry, John D., 369 

Berthold, 270, 272 

Berthold, Hermann, 96, 126 

Bertsch, Fred, 86 

Besley, Robert, 187 

Bibliophiles, 118 

Bickham, 64, 202 

Bickham, George, 202 

Bierut, Michaei, 253, 
268-269, 359, 369 

Bigelow, Charles, 83 

Bilak, Johanna, 139 

Bilak, Peter, 68, 83, 139 

Binn, Edward, 12 

Birds, 113 

Birra, 130 

Bitstream Charter, 26 

Bitstream, Inc., 14, 21, 

23, 26, 82, 85, 105, 122, 
124, 131, 134,141 

Blackletter, 9, 10, 50, 66, 

93, 192-193, 321, 365 

Black, Roger, 26, 82, 127 

Blaze, 52, 65 

Blender, 289 

Blik, Tyler, 233, 270 

Blokland, Erik van, 127 

Blur, 84 

Boardley, John. 372, 380 

The Bodoni Museum, 364 

Bodoni, 12, 13, 53, 71, 104, 

126, 152, 153, 156, 233, 

267, 287, 288, 303 

Bodoni, Giambattista, 

11, 56, 71, 156, 161, 364 

Boge, Garrett, 132 

BoltBold, 21 

book grids, 221 

Bookman, 80, 185 

Bormann, Martin, 192 

Bossener, Dominique, 119 

Bowie, David, 80 

Bracketed serifs, 54, 

55, 183, 187, 322, 325 

Brainerd, Paul, 26 

Bree, 109 

Brezina, David, 38 

Brier, David, 232, 233, 

280, 288, 289 

Brignall, Colin, 22 

Brioso, 101 

British Higher School of 
Artand Design, 347 

Brody, Neville, 84, 

127, 358, 359 

Brousil, Tomas, 136 

Brown, Jen Baker, 267 

Brown, Neil, 242 

Brownstone, 116 

Bruketa&Zinié OM, 
212 2282758287 

Brush Script, 64 

Buckeroo, 66 

Buivenga, Jos, 131 

Bullen, Henry Lewis, 81 

Bullpen, 270 

Bulmer, 87 

Burgess, Starling, 165 

Burgues Script, 233, 287 

Burian, Veronika, 

109, 118, 137, 150 

Burke, Jackson, 180 

Burns, Aaron, 18, 19, 24, 128 

Butterinilk, 113 

Butti, Alessandro, 19, 24, 98 

Cable. See Kabel. 

Cahuenga, 94 

CalArts (California 

Institute of the Arts), 349 

Caledonia, 21, 87 

Calibri, 29, 91 

Californya, 114 

Calluna, 131 

Calvert, 85 

Calvert, Margaret, 69, 84-85 



La Cambre (Ecole 
Nationale Supérieure 
des Arts Visuels), 346 

Cano, Pilar, 110 

Capucine, 48 

Caracteres de 

l'Université, 76 

Carnese, Tom, 19, 21 

Carolingian 
minuscules, 8, 193 

Carrera de Disefio de 

Tipografia (Universidad 
de Buenos Aires), 346 

Carrosserie, 119 

Carson, David, 358, 359 

Carter, Matthew, 10, 21, 25, 

26, 29, 75, 85, 124, 205, 359 

Cartesian grid system, 221 

Carusone, Antonio, 368 

Caruso, Victor, 172, 177 

Caslon, 11, 72, 124, 157, 212 

Casion, William, I, 

10; 11, 72; 157 

Caslon, William, IV, 

12, 142, 166 

Cassius, 44 

Casual Handwritten 

class, 199 

Catacumba, 108 

Cavazos, Rod, 135 

Cavedoni, Antonio, 34 

Caxton, William, 9 

Centaur, 52, 99, 158, 212 

Centennial, 85 

Centro de Estudios 

Gestalt, 347 

Century, 13, 18, 81, 

159, 222, 252, 310 

C. E. Weber Foundry, 

15, 17, 196 

CG Egiziano, 252 

Chalet London, 318 

Chalet New York, 244 

Champion, 92 

Champion, Joseph, 35, 252 

Chan, Eric, 110-111 

Chank, Co., 130 

Chappell, Warren, 18, 19 

character set 

expansion, 47-49 

Charlemagne, 21, 105 

Charlemagne (emperor), 8 

Charles VII, king 

of France, 77 

Charter, 26 

Cheltenham, 186 

Chevalier, 286 

Ching, D. K., 27 

Choc, 203 

Chouquet, Francis, 368 

Clairvaux, 194 

Clarendon class, 12, 52, 58, 

182-183, 187, 213, 270, 289 

classification systems, 33, 
52, 57, 144, 146, 150, 181, 182 

Clearface, 160, 212 

Clearview type system, 96 

The Cleveland Institute 

of Art (CIA), 349 

Club Type company, 130 

Codex: The Journal of 

Typography, 350 
Coles, Stephen, 371, 378 

Coline, 43 

Colle+McVoy company, 

241, 280, 286, 318 

columnar grids, 221 

Comic Sans, 26, 27 

Commercial Type 
company, 24, 28, 100 

Compugraphic 
Corporation, 19, 24 

Computer Arts 

Projects, 350, 351 

Concurso, 289 

Cone, Cherie, 26, 85 

Connare, Vincent, 27 

Consolas family, 91 

Consorzio del 

Politecnico, 347 

contrast, 230-231 

The Cooper Union, 

95, 309, 349, 355 

Cooper Black, 14, 86 

Cooper, Oswald 

Bruce, 14, 15, 86 

Copperplate, 252, 266 

Coquette, 133 

Cordoba, 233, 287 

Cotton and Crown 

company, 152, 153, 

167, 266, 272, 276 

Courier, 22, 23, 28, 124, 259 

Cranbrook Academy 

of Art, 83, 349 

Crane Lettra, 193 

Craw, 252 

Craw, Freeman 

(Jerry), 18, 19 

Creative Review, 117, 351 

Cresci Rotunda, 53, 67 

Crouwel, Willem (Wim) 

Hendrik, 38, 86, 359 

Cruz, Andy, 128 

Curtis, Nick, 134 

Cwynar, Sara, 215, 220 

D 
Dada, 122-123, 135 

Danico, Grace, 372 

Darden, Joshua, 111, 130 

Darden Studio, 111, 130 

Davis, Ethan, 372 

DBD International, 

232, 233, 280, 289 

Deberny & Peignot 

company, 15, 17, 
20, 88, 161, 181 

Deck, Barry, 38 

Delight Script, 117 

Design360, 208, 223, 

231, 296, 297, 303 

Design Bridge, 224, 
230, 289, 310 

Design Observer 
Web site, 369 

design teams, 39 

Deutsche Schrift, 93 

Deutsches Institut 

fiir Normung, 21 

DeVinne, Theodore Low, 18 

Didone class, 53, 55, 56, 71, 

146, 150, 151, 156, 161, 182. 

See also Modern class. 

Didot, 4-5, 73, 161, 258 

Didot, Firmin, 11, 33, 
71, 73, 75, 161 

Diesel, Chank, 130 

DIN, 213, 224, 240, 279, 
283, 294, 301, 316 

display typefaces, 14, 

31, 32, 35, 40, 46, 58, 

135, 139, 182, 187, 213 

Domenic Lippa, 259 

Domke, Jeff, 217, 

244, 270, 276 

Drenttel, William, 369 

D. Stempel AG, 19, 20, 82, 

96, 107, 164, 176, 188, 196 

Duc de Berry, 195 

Dunham, Ethan, 132 

Dunham, Lisa, 132 

Dwiggins, 11, 39 

Dwiggins, William Addison, 

14, 15, 21, 37, 39, 86, 87 

E 
Easily Amused Web 

sites, 369 

Eaves, Sarah, 94 

ECAL/University of Art 

and Design, 348 

Ecole Estienne, 88, 347 

Edita, 110 

Egyptian class, 85, 

166, 182, 183, 187, 188, 

189, 190, 191, 323 

Elan, 53 

El-Behairy, Carima, 135 

Elderkin, 256 

Eldorado, 87 

Electra, 14, 53, 87 

Elegy, 65, 128 

Elsner+Flake company, 126 

Elsner, Veronika, 126 

Embassy, 270 

Embeddable OpenType 
(EOT), 27, 29 

Emigre, Inc., 94, 100, 126 

Emigre magazine, 

24, 28, 29, 38, 94 

Emperor, 94 

Encyclopedie of 1754, 45, 46 

The End Grain Web site, 370 

Enebeis, Liza, 377 

Engravers, 233, 286, 287 

Enquire, 34 

Enschedé Font 
Foundry, 85, 131 

Eric Chan Design Co. 

Ltd., 243, 248, 295 

Espinosa Nova, 148-149 

Esterson, Simon, 351 

Estienne, Henri, 33 

Estienne, Robert, 74, 76 

Eurostile, 24, 53, 98 

Excoffon, Roger, 
18, 19, 203, 351 

Exocet, 80 

Extensis Suitcase, 340 

Eye Magazine, 351 

F 
Facade, 288 

Fairy Tale. See Bajka. 

Falcon, 39 

False Idol, 80 

Fangman Design, 233, 
263, 265, 272, 273, 317 

Fangman, Matt, 227 

Fedra Multiscript, 68 

Feijoa, 119 

Felipe, André, 377 

Fette Fraktur, 196 

FF Scala, 127 

Figgins, Vincent, 142, 166 

Filo, 129 

Filosofia, 281 

Finn, Kevin, 212, 225, 

227, 252, 253, 277, 290 

First Principles of 
Typography (Stanley 

Morison), 97 

Flake, Gtinther, 126 

Flama, 293 

Floris, 91 

Flowing Formal class, 
199, 202, 205 

focal point, 215, 217 

Folio, 171 

Fonderie Olive, 351 

FontAgent Pro, 341 

FontBook Web site, 370 

Font Bureau, Inc., 23, 26, 82, 

87, 100, 127, 131, 132, 135, 141 

Fontcase 2.0, 338 

FontClustr, 343 

FontExplorer X Pro, 339 

The FontFeed Web sites, 371 

FontHaus company, 

131, 133, 140 

Fonthead company, 132 

Fonts.com company, 140 

FontShop. See FSI/ 
FontShop. 

Fonts In Use Web 

site, 371, 380 

Foral, 108 

Forum, 90 

Founders Grotesk, 119 

Foundry Form, 106 

Foundry Gridnik, 
106, 308-309 

Four Gospels, 93 

Fournier, 11, 17, 73 

Fournier, Pierre 

Simon, 11, 71, 73, 75 

Fraktur class, 9, 192, 

193, 196, 197 

Francois I, king 

of France, 74 

Franklin, Benjamin, 18 

Franklin Gothic, 18, 172, 

228, 231, 256, 277, 291 

free placement, 218-219 

Freestyle Script, 65 

Freight, 257 

French Script, 204 

Frere-Jones, Tobias, 24, 26, 

28, 87, 92, 127, 132, 359 

Frijky, 39 

Frutiger, 88, 173, 252 

Frutiger, Adrian, 18, 20, 

88, 96, 173, 181, 191 

FSI/FontShop, 127, 140 

Fust, Johann, 192 

Futura, 12, 14, 20, 29, 

32, 353,53) 106; 1745223; 

253, 272, 276, 303 

G 
Galindo, Federico, 229 

Galliard, 10, 25, 75, 85 

Ganeau, Francois, 32 

Garalde class, 71, 72, 

14.6) ISOs Sia li555 1575 

162, 163, 164, 165, 213 

Garaldus, 98 

Garamond, 18, 24, 74, 

76, 124, 126, 150, 162, 
212, 224, 253, 291 
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Garamond, Claude, 

9, 10, 74, 162 

Garcia, Mario, 358 

Garland, Ken, 358 

Garofalo, Ariel, 117, 136 

Gazette LH, 286 

Geeraerts, Rudy, 102 

Geneva, 83 

Geometric class, 14, 

15, 16, 20, 62, 87, 166, 

167, 174, 177, 183 

Georgia, 27 

Gericke, Michael, 271 

Gerschke, Chuck, 26 

Geschke, Charles, 124 

Giaccone, Diego, 117, 136 

Gill, Eric, 15, 16, 20, 

89, 97, 147, 175 

Gill Sans, 15, 16, 17, 20, 

52, 89, 97, 125, 147, 175, 
239, 243, 253, 319 

Givry, 50 

Globale, 225 

Glyphic, 57 

glyphs, 34, 101, 202, 323 

Golden Cockerel, 89 

golden section, 210, 211 

Golden Type, 9, 77 

Gomez-Palacio, Bryony, 381 

Goodhue, Bertram, 186 

Gotham, 28, 153, 228, 

232, 262, 267, 270, 

275, 281, 286, 303 

Gothic class, 10, 81, 

230, 276, 324 

Goudy, 18, 67, 90, 163 

Goudy, Frederic, 13, 
15, 86, 87, 90, 163 

Grace, Tom, 50 

grades, 41 

Grain Edit Web site, 372 

Grand Canyon, 249 

Grandjean, Philippe, 73, 75 

Granjon, Robert, 
10, 25, 75, 165 

Granjon. See Parnagon 
de Granjon. 

Gravur, 294 

Great Primer Roman, 72 

Grecs du Roi, 74 

Greek lapidary letters, 8 

Greta Grande, 83 

Gridnik, 240 

grids, 220-221 

Griffith, Chauncey, 14 

Griffith, Tim, 302 

Griffo, 9,76 

Griffo, Francesco, 20, 
76, 78, 155, 162 

Grimshaw, Phil, 203 

Typography, Referenced 

Groot, Luc(as) de, 91, 132 

Grotesque Class, 22, 42, 

60, 63, 81, 166, 167, 170, 
172, 178, 179, 180, 324 

Guergis, Shelby, 232 

Guerin, Maurice de, 158 

Gulliver, 106 

The Gutenberg 
Museum, 363 

Gutenberg Bible, 9, 142, 363 

Gutenberg, Johannes, 
9, 142, 192 

H 
Haaparanta, Tomi, 112 

Haas Grotesk, 22, 96 

Haas Type Foundry, 176 

Haigh, Alex, 140 

Hair, 129 

A Half Century of 
Type Design and 

Typography: 1895-1945 

(Frederic Goudy), 90 

Hamamoto, Chris, 378 

Hamilton Wood Type 
Museum, 363 

Hammer, Victor, 15, 17 

Handwritten class, 199 

Hao In Kuan, 248 

Hardys, 119 

Harper, David, 250, 313, 315 

Hasuike, Makio, 109 

Hattenbach, Stefan, 112 

Hayashi, Yuki, 233 

Hayman, Luke, 256, 257 

H. Berthold AG, 16, 19, 

21, 126, 170, 176 

Heck, Bethany, 370 

Helfand, Jessica, 369 

Helinda Rook, 65 

Heller, Steve, 290 

Helmling, Akiem, 139 

Helms, Christian, 304 

Helms Workshop, 304 

Helvetica, 4, 16, 23, 29, 53, 

96, 124, 167, 169, 176, 232, 

240, 241, 257, 286, 287, 

290, 297, 313, 317, 359 

Helvetica (movie), 28, 29, 359 

Henestrosa, Cristobal, 148 

Herrmann, Ralf, 374 

hierarchy, 222-223, 224, 227 

Highsmith, Cyrus, 127 

Higonnet, René, 22 

Hillman, David, 257 

Hische, Jessica, 113 

Hitler, Adolf, 192 

Hochleitner, Michael, 35 

Hochschule fiir Grafik und 

Buchkunst (HGB), 102, 347 

Hoefer, Otmar, 359 

Hoefler & Frere-Jones 

company, 24, 26, 87, 92, 132 

Hoefler, Jonathan, 24, 

26, 87, 92, 132, 359 

Hvefler Text, 26, 92, 

280, 281, 288 

Hoffmann, Alfred, 359 

Hoffmann, Edouard, 

22, 96, 176 

Hoffmann, Julia, 292-293 

Hofrichter, Dieter, 170 

Hollandsworth, Cynthia, 23 

Hollaway, Tim, 37 

Holmes, Kris, 23, 83 

Home Run, 276, 311 

Horizontal, 96 

House Industries 128 

HOW Magazine, 351 

Humanist class, 52, 61, 

151, 158, 166, 167, 175 

HypeForType 

company, 140 

I 
Identifont company, 141 

IdN magazine, 352 

I Love Typography 
Web site, 372 

Industria, 84 

Infidel, 80 

Information Design and 
Typographic UC, 347 

Ingeborg, 35 

Insignia, 84 

International Conference 

on Typography and 

Visual Communication 

(ICTVC), 357 

The International Society 

of Typographic Designers 

(ISTD), 100, 355 

International Typeface 
Corporation (ITC), 14, 

18, 19, 24, 25, 26, 27, 80, 
95, 101, 107, 112, 125, 128, 

131, 134, 135, 156, 369 

interpolation, 40, 41 

Interstate, 87, 263 

ISO System, 210, 211 

Italienne, 12 

J 
Jacobs, Bas, 139 

Jannon, Jean, 10, 76 

Jaramillo, Brian, 373 

Jelesijevic, Dusan, 137 

Jelesijevic, Slobodan, 137 

Jeludkov, Anton, 217, 218 

Jenkins, Tracy, 114 

Jenson, 9, 77, 78 

Jenson, Nicolas, 9, 77, 158 

Johnston, Edward, 89, 175 

JON TANgerine Web site, 373 

Joos, 138 

Jubilat, 111 

K 
Kaapeli, 112 

Kabel, 13, 20, 166, 177 

Kadan, Joel, 184 

Kahn, Emil. See 

Berihard, Lucian. 

Karbon, 119 

Karlas, Otakar, 135 

Karmina, 118 

Kass, Eric, 233, 270, 287 

Katz, Ian, 343 

Kegler, Richard, 135, 362 

Kelmscott Roman, 280, 288 

Kennerley, Mitchell, 90 

Kennerley Old Style, 90 

kerning, 45-46, 324, 334 

Kettler, Howard “Bud,” 22 

Kinneir, Jock, 85 

Klavika, 115, 298 

Klingspor Brothers 

Foundry, 13, 93, 197 

Klingspor, Karl, 364 

Klingspor Museum, 364 

Klint, 129 

Knockout, 243 

Knopp, Justin, 379 

Koch, Rudolf, 13, iS, 

19720; 93,177, 197 

Korinna, 25 

Kortemaki, Sami, 139 

Kraftwerk, 239 

Kramer, Friso, 86 

Krimpen, Jan van, 15, 17, 85 

Kshetrimayum, Neel, 39 

L 
Lange, Gunter 

Gerhard, 126, 170 

Lanston Monotype 

Machine Company, 16, 165 

Lanston, Tolbert, 15 

Larabie, Ray, 138 

Larabie’s Fonts, 138 

Lardent, Victor, 21, 97, 165 

laser printers, 25, 42, 
43,95, 102, 124 

Lauer, Shayna, 217 

leading, 335 

Legacy of Letters 
family, 132 

Lehrman Cameron 

Studio, 208, 298 

Lesmore, 310 

LetterCult Web site, 373 

LetterPerfect company, 132 

Letterpress Daily 
Web site, 374 

letter size, 210 

letter spacing, 

45-46, 324, 334 

Licko, Zuzana, 24, 

94, 126, 154 

Limehouse Script, 65 

Linderman, David, 358 

line spacing, 335 

Lineto company, 132 

Linotype company, 14, 15, 

16319) 21, 22524, 25,26, 28; 
LGB, (xs ey Op, al, WAZ, AIG. 
129, 160, 161, 164, 165, 176, 
180, 195, 289, 339, 361, 366 

Linotype: The Film, 361 

Lipton, Richard, 202 

Lithomat machines, 22 

Lithos, 23, 105, 124 

Living Social, 96 

Liza, 139, 267 

Locarno, 13 

Lo Celso, Aiejandro, 135 

Logotype, 112, 310 

Lombardic, 66 

London Railway, 175 

Louis XIV, king of France, 75 

lowercase characters, 332 

Lubalin Graph, 95 

Lubalin, Herb, 18, 19, 21, 

24, 25, 80, 95, 128 

LucasFonts 

company, 91, 132 

Lucia, 288 

Lucida, 23, 83 

Ludlow Company, 15, 17, 21 

Ludwig, Yve, 268-269 

Lure Design, 216, 239, 
243, 262, 290, 291 

Lurie-Terreli, Joshua, 378 

M 
Maag, Bruno, 377 

MacArthur, Kelly 
Salchow, 166, 209, 236 

Magnimo, 44 

Mahogany Script, 65 

Maiola, 109 

Majoor, Martin, 95 

Makela, Laurie Haycock, 38 

Making Faces: Metal 

Type in the 21st 
Century (film), 362 

Mantinia, 266 

Manuale Tipografico 

(Giambattista Bodoni), 71 

Manuale, i2 



manuscript grids, 221 

Manutius, Aldus, 9, 

20, 74, 76, 78, 155 

Mardersteig, Giovanni, 76 

Maring, Herbert, 194 

Markant, 48 

Marns, Frederick, 230, 289 

Martin, William, 87 

Maryland Institute College 

of Art (MICA), 121, 349 

McLaughlin, Eric, 30 

Mediaeval, 90 

Mehallo, Steve, 133 

Memphis, 20, 188, 213 

Mergenthaler Linotype 

company. See 

Linotype company. 

Mergenthaler, Ottmar, 
15, 16, 361 

Meta, 103, 119, 240 

Metro, 21, 87 

Microgramma, 24, 98 

Microsoft Wingdings, 83 

Middleton, Robert 

Hunter, 15, 17 

Miedinger, Max, 16, 
18, 22, 96, 176 

Miklavéié, Mitja, 41 

Milk Milk Lemonade, 121 

Miller, 256 

Miller, Abbott, 251, 

254, 308-309 

Minion, 42, 124, 212, 228, 275 

Mirarae, 105 

Mise En Place, 121 

Mistral, 65 

Modern class, 11, 16, 33, 35, 

Gi Onn S550, LOtns25. 
See also Didone class. 

Modesto, 233, 288 

MOD/Michael Osborne 

Design, 147, 193, 209, 213, 
216,229) 231,243,252, 
261, 273, 281, 284, 285, 
286, 288, 289, 303, 319 

modular grids, 221 

Moellenstaedt, Bernd, 170 

Mo Funky Fresh, 67 

MOMA Gothic, 292-293 

Monmouth, 67 

Monotype, 11, 16, 20, 

42, 43, 73, 76, 178 

Monotype Imaging 
Company, 15, 17, 27, 28, 
29, 95, 124, 125, 128, 144 

Montaigne, 77, 99 

Montalbano, James, 96 

Monterley, 300 

Montserrat College 
of Art, 349 

Mooney, Aoife, 44 

Morison, Stanley, 15, 16, 

17, 20, 21, 89, 97, 155, 165 

Morlighem, Sébastien, 351 

Morris, William, 9, 77 

Mosley, James, 376 

Moyroud, Louis, 22 

Mr. Eaves, 127 

Mrs. Eaves, 94, 288 

Muller, Lars, 359 

Muller, Stephan, 132 

Munc, 104 

Museo, 131 

MuseoSlab, 131 

The Museum of 

Printing, 365 

The Museum Plantin- 

Moretus, 367 

The Type Museum, 367 

Museum Meermanno, 364 

Museum of Printing 
History, 365 

Museum of the 

Printing Arts, 365 

Museum of 
Typography, 366 

MyFonts company, 

124, 134, 141 

Myriad, 101, 105, 124 

N 
Nadianne, 52, 65 

National Print Museum, 366 

Nebiolo company, 24 

negative space. See 
white space. 

Nemeth, Titus, 49 

Neoclassical class. 

See Didone class; 

Modern class. 

Neo-Grotesque class, 166, 

167, 171, 173, 176, 181, 233 

-net magazine, 352 

Neue Haas Grotesk, 96, 176 

Neuestadt, 129 

Neuland, 13 

Neutra, 100, 249, 266, 288 

Neutra, Richard, 100 

Neutra Text Demi, 280 

New Alphabet, 86 

New Century 

Schoolbook, 159 

New Haas Grotesk, 22 

New Johnston, 89 

New Roman class. 

See Didone class; 

Modern class. 

News Gothic, 179, 265, 293 

Nexus, 251 

Nick’s Fonts company, 134 

Nonflowing Brush 
class, 198, 203 

Nonflowing Formal 
class, 199 

non-native speakers, 49 

Noordzij, Peter 

Matthias, 131 

Novarese, 19, 98 

Novarese, Aldo, 18, 19, 24, 98 

O 
Oakland, 94 

“Object Poster.” See 

Sachplakat. 

Oblik2, 137 

Officina, 103, 189, 276 

Olaya, German, 114 

Old English. See Blackletter. 

Old Style, 10, 11, 

54, 55, 71, 213 

Oldstyle, Jenson, 9 

Olson, Eric, 115 

online design tools, 40 

on-screen testing, 144 

OpenType, 27, 34, 42, 

101, 114, 137, 140, 
202, 325, 326, 348 

optical alignment, 333 

Optima, 22, 107 

Orbe, 7, 108 

Ornamental, 53, 66 

Ornamental Designs 

Act (1842), 187 

P 
P22 Type Foundry, 
122-123, 135, 145, 362 

Pabst Oldstyle, 289 

Packard, 86 

pairing, 232-233 

Palatino, 22, 107 

PampaType company, 135 

Pannartz, Arnold, 192 

Paolozzi, Kevin, 219 

Paragon, 289 

paragraph spacing, 335 

Paraphrais in Elgantiarum 
Libros Laurentii Vallae, 10 

Paraphrasis (Erasmus), 74 

Pardo-Virto, Octavio, 51 

Parisian, 67 

Parker, Mike, 26, 

124, 165, 359 

Parker, Wadsworth A., 185 

Parkinson, Jim, 135 

Parkinson Type 

company, 135 

Parnagon de Granjon, 75 

Parsons The New School 

for Design, 96, 111, 349 

Paul, Alejandro, 117, 136 

Peignot, 17 

Peignot, Charles, 15, 17 

Pelayo, Brian, 233, 

270, 276, 311, 319 

Pentagram design group, 

251, 254, 256, 257, 259, 
268-269, 271, 292-293, 

299, 305, 308-309 

Perpetua, 89, 97, 319 

Petrarch of 1503, 76 

Pf Champion, 252 

Phaeton, 198 

Photo-Lettering, Inc., 
19, 22, 24, 25 

Pica Roman, 72 

Piel, 117 

Pierpont, Frank 

Hinman, 165, 178, 190 

Place, Michael C., 359 

Plakatstil (“Poster 

Style”), 82 

Plantin, 10, 165 

PNCA, 118, 150 

POLI.design, 347 

Poliphilli, 78 

Poliphilus, 76 

Poppl, Friedrich, 21 

Porchez, Jean Francois, 138 

“Poster Style.” See Plakatstil. 

Post-och Inrikes Tidningar 
newspaper, 29 

Pott, Gottfried, 195 

Poulin + Morris 

Inc., 301, 302 

Pousada, Claudio, 117, 136 

Poynor, Rick, 359, 369 

Poynter, 267 

De Praeparatio Evangelica 
(Eusebius), 77 

Pratt Institute, 96, 349 

Principle Desgin Group, 

153, 249, 266, 294 

Print Magazine, 352 

Priori, 80 

Pro Arte, 96 

Proxima Nova, 133 

Prynne, Jay, 351 

PSY/OPS Type Foundry, 135 

Q 
Quadraat, 102 

Quay, David, 22, 106 

QuigleyWiggly, 233 

R 
Radiant, 21 

Raidische, P. H., 85 

Ralf Herrmann: 

Wayfinding and 
Typography Web site, 374 

Ransom, Will, 86, 90 

Raphael, 53, 67 

reading direction, 214, 216 

Reguer, Mathieu, 44 

Renard, 102 

rendering environment, 42 

Renner, Paul, 13, 
14, 15, 20, 174 

Replay, 112 

Requiem, 92 

Retina, 87, 257 

Reynolds, Lloyd, 104 

Rigaud, Emilie, 43 

Rimmer, Jim, 36, 362 

RipBang Studios, 298 

Riptide, 65 

Roat, Rich, 128 

Rochester Institute 
of Technology (RIT), 

80, 83, 107, 349 

RockPaperInk Web site, 375 

Rockwell, 190, 213, 256 

Rogers, Bruce, 71, 77, 99, 158 

Romain du Roi, 73, 75 

Roman class, 8, 9, 
10, 54, 105, 325 

Rondthaler, Edward, 128 

Rosewood, 67 

Rossetto, Louis, 358 

Rotis, 79 

Rotunda class, 193 

Royal Academy of Art, 83, 
86, 87, 89, 102, 120, 347 

Royal Grotesk, 170 

S 
Sabon, 17, 24, 105, 

147, 164, 212, 277 

Sabon, Jakob, 164 

Sachplakat (“Object 
Poster”), 82 

Sack, Freda, 106 

Sagmeister Inc., 

234-235, 253, 292 

Sagmeister, Stefan, 

290, 358, 359, 377 

Sanchez, Dino, 100 

Sansa, 102 

Sauna, 139, 259 

Savan, Leslie, 359 

Savoie, Alice, 48 

Scaglione, José, 109, 118, 137 

Scala, 95, 127 

Schafer, Ole, 189 

Scher, Paula, 257, 292-293, 

299, 305, 359, 377 

Sch6ffer, Peter, 192 
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School of the Art Institute 

of Chicago, 349 

School of Visual Arts 

(SVA), 96, 111, 349 

Schraivogel, Ralph, 
168, 169, 214, 231, 237, 

240, 245, 290, 291 

Schwartz, Christian, 

24, 28, 29, 100 

Scott, SI, 140 

Script, 64-65 

Segura, Carlos, 129 

Senator, 94 

Sentinel, 252 

Seravek, 115 

Serifa, 20, 88, 191 

Serlio, 233, 288 

Serrano, 119 

Shaw, Paul, 132 

Sherman, Nick, 371, 380 

Siegel, David, 27 

Silica, 53 

Simonson, Mark, 133 

Skolar, 38 

slab serifs, 20, 22, 39, 

53, 59, 73, 142, 146, 

160, 168, 182, 326 

Slimbach, Robert, 

23, 77, 105, 124 

Smart & Wiley, 374 

Smashing Magazine, 352 

Smeijers, Fred, 102 

Snell, Charles, 205 

Snell Roundhand, 205 

Snowflake, 113 

Society of Typographic 
Aficionados 

(SOTA), 355, 357 

Solpera, Jan, 135 

Soncino, Geronimo, 76 

Sorkin, Eben, 38 

Sousa, Miguel, 40 

Souvenir, 20, 25, 27, 80 

Sowersby, Kris, 119 

spacing, 45-46, 324, 334 

specimen sheets. See 

type specimens. 

Spiekermann, Erik, 22, 

103, 127, 189, 358, 359, 371 

Spunk Design Machine, 

262, 265, 272, 277, 283, 289 

Square, 63 

Stanhope, Lord, 12 

Stan, Tony, 18, 19, 184, 186 

Starkweather, Gary, 25 

St. Auguston Ordinaire, 73 

St Bride Foundation 

and Library, 367 

Stealth, 316 

Steinert, Bruno, 359 

Typography, Referenced 

Stephenson Blake & 

Co. Foundry, 72 

Stern, 36, 362 

Stone Sans, 22, 104 

Stone, Sumner, 22, 104, 124 

Stone Type Foundry 

Inc., 104 

Storm, Frantisek, 135 

Storm Type Foundry, 135 

Strange Attractors 

Design, 143, 200, 260, 

294, 306-307, 312 

Studio DVA, 201, 237, 314-315 

Studio Script, 65 

Sudestada, 198 

Sudtipos company, 
117, 136, 141 

SulTCase Type 

Foundry, 136 

Suomi Logotype, 112 

Surya, Elizabeth, 372 

Sutturah, 51 

Sweynheym, Conrad, 192 

Swiss 721 BT, 124, 252 

symmerty, 226-227 

Sympathetique, 232 

T 
T.26 company, 129 

tabloid size, 210 

Tan, Jon, 373 

Taxi, 279 

Taz, 91 

team design, 40 

Techari, 110 

Tekton, 27 

Template Gothic, 38 

Territories, 121 

testing, 43, 144, 146, 340 

Teuton, 254 

text typefaces, 31, 
32, 46, 182, 212 

Textura class, 193, 197 

Theinhardt, Ferdinand, 170 

TheMix, 91, 310 

TheSans, 91, 132, 298, 310 

Tiffany, 80 

Times New Roman, 10, 17, 21, 

28, 29, 97, 124, 125, 165, 212 

Tisa, 41 

Tivoli Gothic, 317 

Toda, Kaori, 233 

Tour de Force Font 

Foundry, 137 

Trade Gothic, 22, 180, 229, 

233, 241, 246-247, 252, 262, 

272, 276, 280, 285, 286, 

287, 290, 296, 300, 311 

Traffic, 79 

Trajan, 23, 105 

Transitional class, 53, 

i555 hil, W535 Hiss, Wako), WGK. 

151, 154, 159, 160, 326 

Tremor, 67 

Tri-Arts Press, 19 

rrochut, Alex, 140 

Trollback, Jakob, 358 

TrueType, 27, 83, 
122, 140, 326 

Trump, Georg, 15, 17, 98 

Trump Mediaeval, 22 

Tschichold, Jan, 17, 18, 24, 

98, 105, 147, 164, 166 

Tselentis, Jason, 375 

Tungsten, 87, 168-169, 302 

Twombly, Carol, 23, 105, 124 

Tyfa, Josef, 125 

TypeCon, 27, 357 

Typedia Web site, 376 

Type Directors Club 

(TDC), 80, 85, 100, 109, 

ONS o5Ho/5 

TypeDNA, 342 

Typeface Design 

Coalition, 23, 105 

Typeface (film), 360, 363 

Typefoundry Web site, 376 

Typeka, 289 

Typeradio Web site, 377 

Typerepublic company, 137 

type specimens, 144, 
145, 148-149 

TypeTogether company, 137 

TYPO Berlin, 347, 358 

Typodermic Fonts 

company, 138 

Typofonderie company, 138 

Typographica company, 

141, 371, 378 

typo/graphic posters 

Web site, 377 

Typography Served 
Web site, 378 

Typo magazine, 353 

Die Typonauten 

company, 139 

Typophile Web site, 379 

Typoretum Web site, 379 

Typotheque 

company, 83, 139 

U 
U&lc journal, 27, 80, 95, 369 

Unbracketed serifs, 73, 
182, 183, 187, 188, 327 

Under Consideration 

Web site, 381 

Underware Type 

Foundry, 139 

Unger, Gerard, 22, 106 

unity, 224-225 

Univers, 20, 32, 34, 88, 

96, 129, 171, 173, 181, 

191, 240, 249, 264 

Universal, 20, 94 

University of Plymouth, 348 

University of Reading, 109, 
110, 118, 120, 348, 357 

University of the Arts 
(London), 85, 348 

Unzipped magazine, 353 

uppercase characters, 332 

URW++ company, 129 

Usherwood, Leslie, 21 

Vv 
VAG Rounded, 270 

Valicenti, Rick, 114 

VanderLans, Rudy, 94, 126 

Van Lanen, Jim, 360 

variety, 224 

Variex, 94 

Veer company, 141 

Vendome Romain, 32 

Verdana, 27, 29 

Verlag, 92, 251, 256, 267, 299 

Vignelii, Massimo, 359 

Vit, Armin, 381 

Viva la Font library, 132 

Vivaldi, 65 

Vogue, 289 

Voice: AIGA Journal 

of Design, 353 

Voice design studio, 201, 

226, 238, 261, 267, 273, 
274, 286, 316, 353 

Vox, Maximillien, 146 

Vox system, 98, 146 

Ww 
WacWakOoops!, 67 

Walters, John L., 351 

Ward, Craig, 140 

Warde, Beatrice, 16, 

17, 18, 81, 164 

Warde, Frederic, 158 

Warnock, John, 26, 124 

Weber Foundry. See C. 
E. Weber Foundry. 

Weidemann, Kurt, 358 

Weiss, Emil Rudolf, 13, 15 

We Love Typography 

Web site, 380 

Weltin, Jlirgen, 106 

The White Room 

Inc., 198, 255, 270 

white space, 228-229 

Whitney, 281 

Widmer, Fabian, 119 

Wilhelm Klingspor 

Gotisch, 197 

Willerstorfer, Stefan, 120 

Williams, Adrian, 130 

Williams, Luke, 121 

Windlin, Corne!, 132 

Wingdings, 83 
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