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Tft he evolution of typography is much more 

than an adjunct to the history of modern 

graphic design it has forcefully shaped 

the look of every aspect of commerce, industry, 

and the arts. Now, design critic Steven Heller and 

designer Louise Fili tell the fascinating story of 

type in Typology: Type Design from the l ktorian 

Era to the Digital Age. 

Typology is the only book to put type in thorough 

visual and historical context. Bursting with posters, 

letterheads, alphabets, specimen sheets, broadsides, 

catalog covers, and many other examples of applied 

typography, the sheer visual richness within is both 

inspirational and educational. 

Organized by historical period and further div ided 

by country of origin (including the 1 nited States. 

England, France, Germany, Austria, Italy, Spain, the 

Netherlands, Switzerland, Russia, and Eastern 

Europe), Typology surveys the accomplishments 

of each epoch. Discussions on printing technology, 

key type designers and foundries, cultural influences, 

and the development of styles round out this histor 

ieal analysis. 

Starting with the flossiness of high Victoriana 

and traveling through the sleek mechanization of 

Deco, the jagged forms of Expressionism, the vibrat 

ing psychedelia of the sixties, and the fractured 

and layered look of today. Typology covers the most 

notable type styles of the last century and a halt. A 

crucial book for designers, artists, and everyone who 

loves letterforms as art. Typology sirikes t he perfect 

balance between pure aesthetic delight and author¬ 

itative design history. 



BEL-TIB 

6BS.22 Heller 1999 

Heller, Steven 

Typology : type design 
from the Victorian era to 

the digital age 

31111022713372 

TYPOLOGY 



Digitized by the Internet Archive 
in 2018 with funding from 
Kahle/Austin Foundation 

https://archive.org/details/typologytypedesiOOhell' 



-’-•L ' 

TYPOLOGY 
TYPE DESIGN FROM 

THE VICTORIAN ERA 

TO THE DIGITAL AGE 

STEVEN HELLER 

AND LOUISE FI LI 

CHRONICLE BOOKS 

SAN FRANCISCO 

■' 
>•' ■ <: v." •> 

f-r ys'.f. V. ■y/:, 

' 



CREDITS 

Unless otherwise noted below, the illustrations in this book are borrowed from private collections. All artists and designers retain the copy¬ 

right to their own work. INTRODUCTION: Page 15: (middle) Courtesy Erik Nitsche; (right) Courtesy Rudolph de Harak. Page 16: (left) 

Courtesy Seymour Chwast; (middle) Courtesy Henrietta Condak; (right) Courtesy April Greiman. Page 17: (left) Emigre © 1985; (middle) 

Hoefler Type Foundry © 1989; (right) Kent Hunter, pre - modern: Page 32: (41-42) Fairleigh Dickinson University Library. Page 33: 

(48) Wolfsonian Institution. Page 38: (68-70) Fairleigh Dickinson Unversity Library. Page 46: (92) The Cleveland Museum of Art/The 

Mr. and Mrs. Lewis B. Williams Collection. Page 47: (93) Museum of Modern Art, New York/Gift of Lillian Nassau. Page 50: (105) 

Fairleigh Dickinson University I ubrary. Page 51: (110) Wolfsonian Institution. Page 54: (117) Galerie Pabst, Vienna, early modern: 

Page 59: Collection of Erik Spiekermann. Page 60: (130) Staatliche Museen PreuBischer Kulturbesitz, Berlin; (131) Fairleigh Dickinson 

University Library. Page 61: (134— 135) Ex Libris Books. Page 64: (146) Fairleigh Dickinson University Library. Page 65: (147) Fairleigh 

Dickinson University Library; (148— 149) Ex Libris Books. Page 66: (150) Ex Libris Books. Page 67: (151-154) Ex Libris Books, avant- 

garde modern: Page 68: Ex Libris Books. Page 69: Ex Libris Books. Page 72: (161 — 164) Ex Libris Books. Page 74: (167) Ex Libris 

Books. Page 76: (172—173) Fairleigh Dickinson University Library. Page 77: (174) Fairleigh Dickinson University Library. Page 78: (175) 

Staatliche Museen PreuBischer Kulturbesitz, Berlin; (176) Ex Libris Books; (179 — 180) Collection of Paul Rand. Page 80: (183—188) Ex 

Libris Books. Page 81: (189—190) Ex Libris Books. Page 82: (191 — 193) Collection of Paul Rand. Page 83: (194-198) Collection of Paul 

Rand. Page 84: (201) Fairleigh Dickinson University Library. Page 86: (208) Ex Libris Books. Page 87: (209—214) Fairleigh Dickinson 

University Library. Page 91: (224) Ex Libris Books. Page 93: (231) Collection of Simon Rendall. commercial modern: Page 94: 

Collection of Jeff Roth. Page 97: (235—239) Mirko Ilic. Page 101: (249) Museum fur Gestaltung Zurich. Page 125: (223—224) Collection 

of Jeff Roth, late modern: Page 128: Fairleigh Dickinson University Library. Page 129: The Cooper Hewitt Museum of Design. 

Page 131: (339-340) The University of Maryland, Baltimore County, Albin O. Kuhn Library and Gallery, Courtesy Franc Nunoo-Quarcoo. 

Page 136: (352 — 355) Courtesy Alex Steinweiss. Page 142: (370) Collection of Paul Rand; (373) Courtesy Laurie Burns. Page 143: (374—375) 

Yale University Library, Courtesy Alvin Eisenman. Page 144: (379) © Walker Art Center, Minneapolis. Page 145: (384) Collection of Paul 

Rand. Page 149: (395) Courtesy Laurie Burns; (396) Courtesy Rudolph de Harak. Page 151: (405) Courtesy Bart Crosby. Page 152: (407) 

© International Typeface Company; (408) Courtesy Ed Benguiat. Page 153: (409) Courtesy Matthew Carter. ECLECTIC MODERN: 

Page 154: Courtesy Milton Glaser, © 1967 Milton Glaser. Page 155: Courtesy Chet Helms/Atelier Dore, © 1966 Family Dog. Page 160: 

(424) Courtesy Seymour Chwast, © 1959 Push Pin Studios. Page 162: (429 & 431) Courtesy Victor Moscoso, © 1967 Neon Rose. Page 

163: (433—432) Courtesy Chet Helms/Atelier Dore, © 1966 Family Dog. Page 165: (436—438) Courtesy Milton Glaser, © 1986, 1970 

Milton Glaser; (439—441) Courtesy Seymour Chwast, © 1968, 1969, 1970 Seymour Chwast. postmodern: Page 166: Courtesy 

FontShop International, © 1995 FontShop International. Page 167: Courtesy Michael Mabry. Page 168: (442) The University of Maryland, 

Baltimore County, Albin O. Kuhn Library and Gallery, Courtesy Franc Nunoo-Quarcoo. Page 168: (444) The University of Maryland, 

Baltimore County, Albin O. Kuhn Library and Gallery, Courtesy Franc Nunoo-Quarcoo. Page 170: (445) Fairleigh Dickinson University 

Library, © Reklama. Page 171: (447—450) Fairleigh Dickinson University Library, © Reklama. Page 172: (451) Courtesy Jonathan 

Barnbrook, © 1998 Jonathan Barnbrook. Page 173: (452—453) © 8vo; (454—455) Courtesy FontShop International, © 1995 FontShop 

International. Page 174: (454—457) Courtesy Charles Spencer Anderson; (458) Courtesy Paula Scher, © 1997 The New York Public Theater. 

Page 175: (459) Courtesy Julie Belcher and Kevin Bradley, Yee-Haw Studios; (460) Courtesy John Sayles; (461) Courtesy Michael Mabry; 

(462) Courtesy Jeffery Keedy; (463) Courtesy Peter Girardi/Funny Garbage. Page 176: (465) Courtesy DoubleSpace Studio, © 1984 David 

Sterling and Jane Kosstrin; (467) Courtesy Daniel Pelavin, © 1995 DP'S Group; (468) Courtesy Daniel Pelavin, © 1996 Daniel Pelavin. Page 

177: (469—470) Courtesy April Greiman. Page 178: (471) Courtesy Katherine McCoy. Page 179: (472) Courtesy David Carson; (473—475) 

Courtesy Jeffery Keedy. Page 180: (476) Courtesy Lucille Tenazas; (477) Courtesy Jeffery Keedy, © 1996 CalArts. Page 181: (479) Courtesy 

Jeffery Keedy. Page 182: (480) Courtesy Rudy VanderLans, © 1986 Emigre. Page 183: (481—484) Courtesy Rudy VanderLans, © 1992, 1994, 

1995 Emigre. Page 184: (485) Courtesy Stephen Doyle; (486-487) Courtesy Jonathan Hoefler, © 1997 The Hoefler Type Foundry; (488) 

Courtesy Stephen Doyle. Page 185: (489) Courtesy Jonathan Hoefler, © 1997 The Hoefler Type Foundry; (490) Courtesy Rudy VanderLans, 

© 1985 Emigre. Page 186: (491—492) Courtesy Bob Aufuldish, © 1996 Fontboy; (493) Courtesy Nancy Mazzi & Brian Kelly/Smokebomb; 

(494) Courtesy Paul Sych, © 1996 Thirstype. Page 187: (493) Courtesy Art Spiegelman, © 1985 Raw Books and Graphics. Page 188: (496) 

Courtesy Tobias Frere-Jones, © 1995 Tobias Frere-Jones; (497) Courtesy Josh Berger, © 1994 Scott Yoshinaga/Plazm Fonts; (498—499) 

Courtesy Betsy Kopshina, © 1995, 1996 GarageFonts; (500) Courtesy Art Chantry, all rights reserved. Page 189: (501) Courtesy Betsy 

Kopshina, © 1995, 1996 GarageFonts; (502—504) Courtesy T-26, © T-26. Page 190: (504—508) Courtesy Michael Worthington, © 1998 

Michael Worthington; (509) Courtesy Josh Berger, © 1998 Plazm Fonts; (510) Courtesy Jonathan Hoefler, © 1996, 1998 The Hoefler Type 

Foundry. Page 191: (511—512) Courtesy Elliott Earls, © 1997, 1998 Elliott Earls. Page 192: (513) Courtesy Tibor Kalman, © 1996 Benneton; 

(514) Courtesy Schmeltz & Warren; (515 — 516) Courtesy Tibor Kalman. 



ACKNOWLEDGMENTS 

The authors are indebted to Mary Jane Callister for her splendid design and her devotion to this project. 

Thanks also to Alan Rapp, editor at Chronicle Books, for his enthusiasm and expert shepherding of this 

book through all its stages; and to Mark Batlle, for assisting during the research stage. Further gratitude 

goes to Lesley Hathaway, at Louise Fili Ltd, for production assistance; Bill LeBlond, senior editor; Michael 

Carabetta, art director; Patricia Evangelista, designer, at Chronicle Books for their continued support. And 

a tip of the hat to our agent, Sarah Jane Freymann. 

Compiling the material for a book of this scope required considerable aid from many individuals and 

institutions. We are most grateful to the following: James Fraser, Fairleigh Dickinson University Library; 

Elaine Lustig Cohen, Ex Libris; Ric Grefe, the American Institute of Graphic Arts; Carol Wahler, the 

Type Directors Club; Bride Whalen, the Society of Publication Designers; John Berry, the International 

Typeface Corporation; Rudy VanderLans, Emigre; Art Spiegelman, Raw Books and Graphics; Roger Black, 

Roger Black Associates; Irving Oaklander, Oaklander Books; Kathy Leff, Wolfsonian Institution; Franc 

Nunoo-Quarcoo, the University of Maryland; Betsy Kopshina, GarageFonts; Bob Aufuldish, FontBoy; 

Jonathan Hoefler, Hoefler Type Foundry; Neville Brody, FUSE and Research Studio; Tobias Frere-Jones, 

Font Bureau; Seymour Chwast, Push Pin Studio; Milton Glaser and Marla Garfield, Milton Glaser Inc.; 

Ed Benguiat; Naum Kashdan; Chet Helms, Atelier Dore; Victor Moscoso; Laurie Burns; April Greiman; 

Katherine McCoy; Jeffery Keedy; Jonathan Barnbrook; Rick Poynor; Peter Girardi, Funny Garbage; Julie 

Belcher and Kevin Bradley, Yee-Haw Studios; Daniel Pelavin; Ed Fella; Josh Berger, Plazm Fonts; Paula 

Scher, Pentagram; Marion Rand; Ivan Chermayeff, Chermayeff & Geismar; Wolfgang Weingart; Rudolph 

de Harak; Martin Solomon; Mirko Hic; Jeff Roth; Simon Rendell; Alex Steinweiss; Bart Crosby; Michael 

Worthington; Tibor Kalman and Marta Weiss, M&Co; Museum fur Gestaltung Zurich; Staatliche Museen 

PreuBischer Kulturbesitz, Berlin; Museum of Modern Art, New York; Galerie Pabst, Vienna; Erik 

Spiekermann; David Batterham, David Batterham Books; Robert and Dorothy Emerson, R&D Emerson 

Books; George Theofiles, Miscellaneous Man; Charles Spencer Anderson, CSA Archive; John Plunkett, 

Wired; and the Walker Art Center. 

Book design by Mary Jane Callister/Louise Fili Ltd. 

Copyright © 1999 by Steven Heller and Louise Fili Ltd. All rights reserved. No part of this book may be reproduced in any form without 

written permission from the publisher. Library of Congress Cataloging-in-Publication Data: Heller, Steven. Typology: type design from the 

Victorian era to the digital age/by Steven Heller & Louise Fili. p. c.m. ISBN 0-8118-2308-3. 1. Type and type-founding—Europe, 

Western — History—19th century. 2. Type and type-founding—United States—History—19th century. 3. Type and type-founding— 

Europe, Western — History—20th century. 4. Type and type-founding — United States—History—20th century. 1. Fili, Louise. II. Title. 

Z250.A2h45 1999 686.2'2'09—dc21 98-48075 CIP. Printed in Hong Kong. Distributed in Canada by Raincoast Books, 8680 Cambie Street, 

Vancouver, British Columbia V6P 6M9 1 0 987654321 Chronicle Books, 85 Second Street, San Francisco, California 94105. 

www.chroniclebooks.com 



INTRODUCTION 8 

PRE-MODERN is 

VICTORIAN ENGLAND 20 

VICTORIAN UNITED STATES 22 

VICTORIAN FRANCE 26 

VICTORIAN GERMANY 30 

ARTS AND CRAFTS ENGLAND 32 

ARTS AND CRAFTS UNITED STATES 34 

ARTS AND CRAFTS GERMANY 38 

ART NOUVEAU GERMANY 40 

ART NOUVEAU FRANCE 46 

ART NOUVEAU THE NETHERLANDS 50 

ART NOUVEAU AUSTRIA 54 

BLACKLETTER 56 

EARLY MODERN 58 

EXPRESSIONISM 60 

SACHPLAKAT 62 

D A D A 6 4 

RVRNT-GRRDE MODERN 68 

FUTURISM ITALY 70 

CONSTRUCTIVISM RUSSIA 74 

THE NEW TYPOGRAPHY GERMANY 78 

THE NEW TYPOGRAPHY EASTERN EUROPE 84 

DE STIJL THE NETHERLANDS 88 

THE NEW TYPOGRAPHY ENGLAND 92 

COMMERCIAL MODERN 94 

FRANCE 96 

UNITED STATES 104 

GERMANY 112 

SPAIN 118 

ITALY 120 

THE NETHERLANDS 122 

EASTERN EUROPE 124 



LATE MODERN 128 

SWITZERLAND 130 

GERMANY 134 

FRANCE 136 

THE NETHERLANDS 138 

UNITED S TAT E S 1940s 140 

UNITED STATES 1950s/1960s 144 

UNITED STATES 1970s 150 

ECLECTIC y • » E R y 154 

ENGLAND 156 

EUROPE 158 

UNITED STATES 160 

PSYCHEDELIA 162 

UNITED S TAT E S 164 

POSTMODERN 166 

SWITZERLAND 168 

RUSSIA 170 

ENGLAND 172 

UNITED STATES VERNACULAR 174 

UNITED STATES NEW WAVE 176 

UNITED STATES DECONSTRUCTION 178 

UNITED STATES EMIGRE 182 

UNITED STATES NEW CLASSICISM 184 

UNITED STATES GRUNGE 186 

EXPERIMENTAL 190 

LATER MODERN 192 

INDEX 194 

SELECTED BIBLIOGRAPHY 196 





I NTRODUCTION 

"THE BUSINESS OF PRINTED LETTERING HAS NOW, UNDER THE SPUR OF 

COMMERCIAL COMPETITION, GOT ALTOGETHER OUT AND HAND AND GONE MAD " 

— ERIC GILL, AN ESSAY ON TYPOGRAPHY, 1930 

Type means many things to many people. For the designer, it is an art. For the compositor, it is a 

craft. For the typehouse proprietor, it is a business. And for the reader, it is what typographer 

Beatrice Warde called “the voice of the page.” Before addressing the focus of this book-—the 

artistic goals and aesthetic concerns of type designers—it is useful to consider type from the 

standpoint of a business, indeed an industry. In this light, it is a fairly significant industry, with 

thousands of foundries and sup- 

ing wood, hot-metal, film, and 

In addition to the sincere efforts 

communication through more 

ness concerns, not solely artistic 

that Eric Gill referred to in his 

Even if one does not subscribe to IS GOOD 

pliers, past and present, provid- 

digital type to all kinds of media, 

put forth into improving mass 

efficient type design, it was busi- 

impulse, that accelerated the state 

time, and this continues today, 

his notion of “madness,” fervent 

marketplace competition has contributed to the spawning of many more faces than will ever be 

used effectively. Dating back to the nascence of commercial type manufacture in America and 

Europe in the mid-nineteenth century, critics in the printing trade journals asserted that an over¬ 

abundance of wood and metal type styles, including degraded variations or reinterpretations of 

original designs, littered the market. While attacking the seemingly insatiable need for perpetual 

novelty, these critics proposed standards to control those degradations that had become popular 

among the commercial printers who produced the lion’s share of printed material. In one of his 

more vitriolic attacks, the American type master Frederic Goudy spoke for many of his peers in a 

1912 article titled “The Art in Type Design” he wrote for The Monotype Recorder: “The mean¬ 

ingless lines or excrescences upon which so many modern designers, without ability to reach 

opposite: the American printer, periodical cover, 1933. Designer unknown. 

above: wired, periodical cover, 1997. Designer: John Plunkett. 
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the higher beauties, rely, in their endeavor to conceal their lack of genius or taste, were never 

present in the type of the golden age of typography.” The golden age of which he speaks is the 

sixteenth century, when some of the classic “humanist” faces (Bodoni, Garamond, Jensen) were 

introduced. Nevertheless, Goudy was one of the most prodigious of all the early-twentieth- 

century type designers. 

Although Goudy’s work adhered to strict self-imposed standards of art and craft, his rationale 

for producing so many designs was by no means entirely altruistic. He indeed created alphabets 

for the pure pleasure of exploring classic form and reviving historical precedents (“Those old guys 

stole our best ideas,” he once said), but many of his faces were developed in a climate of soaring 

commercial competition among type foundries that demanded a consistent flow of new products. 

Goudy Stout, for example, a stubby bastardization (or derivation) of Ultra Bodoni with letters that 

recall Charlie Chaplin’s vagabond gait, was admittedly produced to fulfill the need that typehous- 

es had for a viable novelty advertising face. That business issues motivated the vast majority of 

type design is by no means a revelation, but given recent examinations in print and exhibitions of 

type as a popular art form, it is important to put the motivations into perspective. 

Type — especially headline or display type — is not impervious to fashions and trends; rather, 

it is influenced by them. As the means by which the written word is communicated, a type’s form 

10 

left: excursion, advertisement, c. 1865. Designer unknown, center: schriften atlas, 

title page, 1898. Designer unknown, right: fine borders, advertisement, c. 1895. Designer unknown. 
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is often dictated by various factors occurring during the time of its conception. While certain type¬ 

faces are created to be universal, others are made purposefully to elicit a specific ephemeral aes¬ 

thetic. Art Nouveau types of the late nineteenth century employed the sinuous and curvilinear 

shapes found in the furniture and fashion of that era, while, almost a century later, grunge type 

employs the brute scratches and scrawls evocative of contemporary style. Even some of the more 

neutral (or universal) faces, such as Helvetica and Univers, are indicative of a period in cultural, 

technological, and economic history, as well as a movement in design history. The archetypes of 

various designed objects, from cars to telephones, define their specific periods, just as original 

typefaces underscore moments and movements in time. Because of this, certain typefaces go in and 

out of currency at a speed commensurate with other cultural ephemera—sometimes even faster. 

Whether working with hot-metal or digital fontography, foundries, which traditionally 

commission and manufacture type, have produced designs based on perceived commercial poten¬ 

tial. Aesthetics may be a deciding factor in the overall conception of typology, but catering to the 

Zeitgeist and to those who buy into it is just as important. Ever since the dawn of modern con¬ 

sumerism in the mid-nineteenth century and the advent of mass advertising to promote the influx 

of wares, type has been used to help promote and sell every kind of product. In the years when 

goods were hawked from the backs of wagons and the porches of general stores, typefaces on 

left: xxme exposition du salon des cent, poster, 1896. Designer: Alphonse Mucha, center: augsburg, 

type specimen, c. 1905. Designer unknown, right: acht jahre secession, catalog cover, 1906. Designer unknown 
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posters and handbills were designed to be as loud as the pitchmen who screamed at the passersby. 

Typefaces of this kind were not meant just to be read, but to be experienced. They were not sim¬ 

ply vessels of meaning, but components of larger attractions intended to stir the awareness, if not 

the appetites, of the audience. Nevertheless, type was not a bit player in this drama. In the years 

before electronic mass media, type served as the means to differentiate products and ideas. In the 

nineteenth century, novelty fat-faces (the same types used for circus and theatrical posters) 

imbued products with a kind of fanfare—the typographic equivalent of loud banging drums and 

klieg lights. The reason that so many type styles currently exist is that the turn-of-the-century 

advertising boom required a large number of different styles in order to simulate diverse voices. 

Thus in the first three decades of the twentieth century, type foundries were required to keep 

diverse stocks on hand because advertisers demanded constantly replenished stores of novelty 

faces. Designers were therefore routinely called upon to amplify old letterforms to give the 

appearance of the new. The result was that they often indiscriminately created slews of bas¬ 

tardized faces that eschewed classical typographic standards of grace and subtlety in favor of 

expediency. Nonetheless, in addition to au courant styles, old standbys were always in demand to 

fulfill the more traditional needs-of readability and legibility. 

Since not all text is equal in depth, breadth, or meaning, typefaces from the early twentieth 

LEFT: Bernhard antiqua, type specimen, c. 1910. Designer: Lucian Bernhard, center: jedermann sein eigner fussball, 

periodical cover, 1919. Designer: John Heartfield. right: richard darteimes, theater program cover, 1927. Designer unknown. 
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century were designed to be used in a variety of contexts. Like automobiles, some were engineered 

for pure utility, while others were more for sport. Some faces were better for lengthy, uninterrupted 

reading, while others were best for brief tracts and blurbs. Likewise, some faces were suited for 

young eyes; others were better for old. While display faces were, and continue to be, ephemeral, 

text faces, which must be more conservative by the nature of their function, have also been sub¬ 

jected to fashion. Although legibility has traditionally been the goal of type designers, some text 

faces have been designed to act more like wallpaper or background than the instrument for con¬ 

veying meaning clearly. This is not just unique to the postmodern era’s proliferation of quirky dig¬ 

ital faces; throughout history designers have used type as “gray matter.” 

Three considerations have governed type design since the industry’s beginning. Utility (how 

a face functions) and aesthetics (how it looks on a printed page) govern qualities of readability and 

legibility, while style affects what cultural code a typeface evokes. In the Victorian era, the chang¬ 

ing concerns in type design, as Nicolette Gray describes in her 1938 book Nineteenth Century- 

Ornamented Types and Title Pages, were not those of individual designers but a reflection of the 

tenor of their society. In fact, many of the most popular faces were designed by anonymous 

employees of commercial foundries; today some of these foundries are remembered, but the 

designers are largely forgotten. Style was not the offspring of a marriage of utility and aesthetics, 

left: die form, periodical cover, 1926. Designer: Joost Schmidt, center: remington!, advertisements, 1927. 

Designer: Bortnyik Sandor. right: litografia fiorentina, advertisement, 1932. Designer: Nerino. 
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but rather an overlay imposed on the problem of designing a total alphabet. The aim of both 

foundries and printers was always to supply the public with novelties that attracted and pleased. 

“To succeed in this they had to keep in exact touch with the mood of the moment,” wrote Gray. 

“Their businesses being purely commercial, considerations of scholarship, individual personality 

or typographical principle do not blur the contact. The result is a communal art as pure as that of 

any primitive society.” 

In the 1890s, most of the public did not understand the meaning of typographic quality. Only 

the cognoscenti — designers and printers — fretted about the state of the art, and a negative reac¬ 

tion to the primitive nature and crass commercialism that was rampant in the type business 

emerged among a growing number of the more sophisticated fine printers and applied artists. 

Their objections gave rise to a benchmark printing revival among designers in the United States 

and Europe who had an understanding of historical traditions. Ever since the sixteenth century, 

when the first capital letters were traced off Rome’s Trajan Column, the monument on which 

appears the motherlode of roman type, serious type designers have pledged fealty to this Platonic 

letterform and have sought to make the perfect interpretations of original typographic form. 

When the respected English artist, author, and philosopher William Morris turned his attention 

to type design and printing and began producing work through his Kelmscott Press, historical 

14 

left: film, type specimen, 1934. Type designer: Marcel Janco. center: power, theater poster, c. 1934. 

Designer unknown, right: bold display, alphabet, c. 1939. Type designer unknown. 



revivalism and preservationism hit the type business like a ton of hot metal. 

The historicists, with Morris in the vanguard, reacted against the unrestrained typeplay of 

late-nineteenth-century Europe—what Nicolette Gray later described as an “insignificant contri¬ 

bution to the whole art” and typographer and historian Carl Purington Rollins, in a 1958 Printing 

and Graphic Arts article, called the “anemic type and presswork” of the 1880s. Gray reported that 

“the Victorians lost the idea of good type to read,” implying that although display lettering of the 

era was intriguing, few developments advanced for text made a lasting impression. Morris 

changed that, and around the turn of the century, Americans Frederic Goudy, Will Bradley, D. B. 

Updike, and Bruce Rogers, among others, followed with various historical derivations that paid 

homage to, yet purportedly improved upon, the old designs. These revived types, which were orig¬ 

inally used for books and periodicals that these men designed themselves, were eventually made 

available for wider consumption through the leading type businesses, notably American Type 

Founders, Inland Type Foundry, Barnhard and Spindler, Monotype, and Linotype. Goudy himself 

served as art director of the Monotype Company and saw to it that new types were developed for 

use on the Monotype machine that did not, as he put it, “sacrifice the ideals for which he stood.” 

The need to maintain high standards was not always at odds with making viable business 

decisions about what should be marketed. The history of type design is littered with types 

left: ohrbach'S, advertisement, c. 1945. Designer: Erik Nitsche. center: die gute form, poster, 1954. 

Designer: Armin Hofmann, right: merle marsicano, poster, 1962. Designer: Rudolph de Harak. 
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designed for the sake of expedience, and some of those were, and are, exemplary. Even Goudy, 

who was proprietor of his own press, did not oppose making novelty faces — “novelty keeps things 

fresh and alive,” he wrote. Nevertheless, he felt that new things that were merely old things “newly 

advertised” were a pox on type design in general. When Goudy entered the type business in the 

late 1890s, he had to reconcile many of the issues that subsequently challenged type designers, 

such as how to design type that is fresh yet part of the continuum and how one designs for the 

masses and maintains artistic individuality. 

One could argue that when tossed together into the great hellbox of history, all type tends to 

blend together. As long as the same basic alphabet is used, there are really few fundamental dif¬ 

ferences between type designs. Only stylistic variety is evident, but the history of type design is 

more amazing than that. While the same twenty-six letters are repeated, both the superficial qual- 

ities of the look and feel of a typeface, and the technical aspects such as weight and spacing are 

uniquely different in so many cases. Throughout the centuries since type design and manufacture 

became an industry, type has been a renewable and replenishable commodity. Although some critics 

assail the compulsion for ever more new faces, at the very least type, and by extension graphic 

design, benefits from not reverting into stagnation. 

Typology: Type Design From the Victorian Era to the Digital Age is not a formal history of 

left: dream book (push pin graphic), periodical cover, 1966. Designer: Seymour Chwast. center: vanity fair, periodical 

cover (maquette) 1981. Designer: Henrietta Coridak. right: work spirit, periodical cover, 1988. Designer: April Greiman. 
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WHY? 

printing types, but rather a visual survey of the rich legacy left to us by type designers for over 

one hundred years. The purpose of this book is to examine commercial type design—with 

emphasis on headline or display types—from the pre-Modern to Postmodern eras. The thesis and 

organizing structure is that twentieth-century Modernism serves as the touchstone around which 

the past century of type design can be measured and compared. Therefore, type design can effi¬ 

ciently be categorized by its proximity—a Victorian or digital-age design—to the Modern exper¬ 

iments of the early 1920s and 1930s. Although most type histories refer to the eighteenth-century 

developments in type design and manufacture as “modern” (referring specifically to modelling or 

gradation from thick to thin strokes and flat and unbracketed serifs), in this context the term 

refers to the birth of the New Typography of the 1920s and the shift toward sans serif type. 

The book is at once a style guide to type design and a timeline of the evolutionary path laid 

down as designers reflected the Zeitgeist and worked within the technological framework of their 

respective times. Typology examines how the history of type design and typography has been a 

confluence of, and sometimes a debate between, a series of dichotomies: art/craft, craft/technol¬ 

ogy, technology/business, and business/idealism. 'Throughout the eras when type was cut from 

wood, cast in lead, and forged on a screen, type design has been a constant process of building on 

its own historical foundation, which is the essence of this type-ology. 

left: emigre #4, periodical cover, 1985. Designer: Rudy VanderLans. center: gestalt, type specimen, 1989. 

Designer: Jonathan Hoefler. right: why? (time Warner), annual report, 1990. Designer: Kent Hunter. 
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p R E Mj □I 1 E Pi N 
“Old Face” types came into being in 1470, when Nicolas Jenson, a Frenchman in Venice, created 

the first roman (or Humanist) fount in the Venetian style. In 1495, Aldus Manutius launched the 

Aldine roman tradition with his cut of small capitals paired with lighter lowercase letters (he also 

designed the first italic typeface). His work influenced sixteenth-century designer Claude Garamond, 

who fine-tuned a roman that became the standard European type for two centuries. In 1692, French 

type founder Philippe Granjean cut an intermediate or transitional roman known as romain du roi 

for the printing house of Louis XIII. At that time, modern was defined as a technique born of 

improved technology—stark con- 

The first modern face was cut in 

Didot; it was rigid and mechani- 

weights, and shadings of earlier 

Bodoni of Parma, Italy, and J. E. 

preted Didot. The modern-face 

by John Baskerville and Robert 

enced type design throughout the 

!L j 
| 

1 mi E 
Q if ‘K 
if is 

trast between thick and thin strokes. 

1784 at the foundry of Firmin 

cal compared to the uneven cuts, 

faces. By 1 787, both Giambattista 

Walbaum in Germany had inter- 

roman was introduced to England 

Thorne in 1800, and this face influ- 

nineteenth century. Many of the 

subsequent display types were bastardizations of original modern forms, however. The decorated 

and ornamented display faces of the Victorian era—the mid- to late nineteenth century—cannot 

be classified as modern in the twentieth-century sense because they are resolutely archaic in rela¬ 

tion to the typefaces influenced by progressive design. Modern (with a capital M), which refers to 

the radical art of the twentieth century, also indicates typefaces stripped of functionless decora¬ 

tion. Nineteenth-century decorative and ornamented wood and metal letters, flamboyantly 

designed for ephemeral commercial use, prefigured the progressive ideas of functionality and econ¬ 

omy that underlie the Modernist ideal, yet they gave rise to the reaction that resulted in change. 

Victorian type design evolved into proto-Modern type, including a range of eclectic faces from late- 

nineteenth- and early-twentieth-century Arts and Crafts, Aesthetic, and Art Nouveau movements. 

opposite: Columbia bicycle, poster, c. 1886. Designer unknown. 

above: modeles de lettres, sign painter’s specimen, 1884. Designer unknown. 



P R E MODERN 

ROYAL BIRTHS EXTRAORDINARY, 
The Old Lionets whelped FOUR remarkably fine CUDS, three of re kick are in perfect health 

TO BE SEEN 

Royal National Menagerie. 

One of the most interesting Exhibitions winch Europe affords, is a new of this Magnificent Collection of 

FOREIGN ANIMALS AND BIRDS. 

Mr. G. W. begs to announce to the Public, that the whole of his superb Menagerie will attend, this place ; it is indispntaUr 
Gie most rich, grand, and cwnplete Collection of rare and bountiful Animals that was ever known to travel through any part of the 
world ; and is now offered for the Inspection of Amateurs, Connoisseurs, and the Public, by which an opportunity is afforded 
viewing at one glance every kind of extraordinary, rare, and valuable Quadrupeds and Birds that ever crowed the Ocean, such 
always have been considered leading objects of Exhibition, exclusive of several Animals entirely new to this Country.-^First, 

^ stut)endou$ dininutl, the Performitig 

drrom tfje theatre Ulogal, Cofcent <&arfcen. 

TWO IMMENSE FULL GROWN BARBARY 

AND LIONESSES, 

h;i.sCAN 
THAT EXTRAORDINARY BIRD. 

m 

VICTORIAN 

ENGLAND 

“The first modern faces designed 

around 1800 and 1810 are charming; 

neat, rational and witty,” wrote 

Nicolette Gray in Nineteenth Century 

Ornamented Types and Title Pages. 

“But from that time onwards . . . 

types grow more and more depress¬ 

ing; the serifs grow longer, the 

ascenders and descenders grow 

longer, the letters crowd together.” 

Amid this extraordinary flux in typo¬ 

graphic standards emerged a unique 

style of English Victorian ornamented 

letter design. Throughout the cen¬ 

tury, as the concoctions evolved and 

devolved, it changed the fundamental 

character of print from compar¬ 

atively staid to outrageously exuber¬ 

ant. During this time the anonymous 

progenitors of Victorian styles — 

type foundry employees—released 

types that evolved from or were reac¬ 

tions to earlier efforts at making the 

page exciting, notably the Regency 

style, which was known for Tuscans 

characterized by curled, pointed, 

bifurcated serifs. Some Victorian 

faces are exaggerations of book types, 

others are bastardizations of Ital¬ 

ian styles. Also common were slab 

serif Egyptian fonts—developed in 

response to the fad in Egyptiana 

stemming from Napoleon’s Egyptian 

campaign—fat faces, and sans serif 

gothics. Calligraphic traditions were 

also tapped for the more eccentric 

forms; decorating the surface of 

letters with striped and arabesque 

patterns, as well as open faces, in¬ 

lines, out-lines, and shadows, was 

both common and popular. Victorian 

typeface design runs a wide gamut 

from uninspired mimicry to confi¬ 

dent invention. 

1. wombwell'S, broadsheet, c. 1865. 

Designer unknown. 

2. the superior printer, trade mag 

azine cover, c. 1870. Designer unknown. 

3. THE AMERICAN MODEL PRINTER, 

trade magazine cover, c. 1870. Designer 

unknown. 

4. the British printer, trade mag¬ 

azine cover, c. 1870. Designer unknown. 

5. schilling & co, billhead, c. 1890. 

Designer unknown. 

6. fancie fayre, page of poetry, 

c. 1880. Designer unknown. 
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P R E MODERN 

VICTORIAN 

UNITED STATES 

The fashion for outlandish display 

typefaces was at its peak in the late 

nineteenth century. It was spurred 

by the consolidation of many small 

type foundries into a few large 

conglomerates with regional out¬ 

lets. These supplied virtually all of 

America’s commercial job printers 

for whom advertising was the stock 

and trade. England was the well- 

spring of the Victorian style, but 

widespread piracy and mimicry 

made hundreds of English faces 

commonly available in America. 

Gloriously displayed in trade journal 

samplers, a panoply of old and new 

designs were regularly made into 

wood or metal fonts. Printing and 

type founding were huge indus¬ 

tries meeting the demands of both 

increased literacy and greater con¬ 

sumerism. Not coincidently, the 

growth of book and magazine pub¬ 

lishing paralleled the explosion of 

printed advertising, which echoed 

the widespread availability of new 

products sold through a growing 

number of retail merchants. The 

introduction of jovial and often 

clumsy letter forms, Tuscans, Gothics, 

and Egyptians — fat faces, slab serifs, 

ornamented and curlicue letters, 

with names like Elephant (with its 

bulbous body), and Rustic (a novelty 

face in the shape of wooden logs) — 

was bizarre, yet attracted attention. 

7. TYLER PATENT BATTING, sign, C. 1880. 

Designer unknown. 

8. UNIVERSAL WRITING BOOK, 

book, cover, 1892. Designer unknown. 

9. PALM'S PATENT TRANSFER LETTERS, 

sign specimen, 1881. Designer unknown. 

10. MRS. s . a allen'S, advertisement, 

c. 1880. Designer unknown. 

PATENT RATTING 
WOVEN GAUZE CENTER 

14- FEET LONG 3 FEET WIDE 

BEST IN THE WORLD 

FULL.HDNEST WEIGHT. 
One pound will cover a large size quilt 

AND IS EQUAL TO NEARLY TWO POUNDS 

MADE IN THE OLD‘STYLE'. 

HERE i. 
7 
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Novelties in Literature—Music—Literary, Art and Social Gossip—Work Table—Household- 
Fall and Winter Fashions—Etc., Etc. 

The Largest in Form the Largest in Circulation and the Only Reliable Fashions. 
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VICTORIAN 

UNITED STATES 

Architecture was an influence on 

both page and type design of the 

nineteenth century. The term archi¬ 

tectonic was not merely a metaphor, 

but a style that appropriated the dec¬ 

orative aspects of Victorian facades 

and monuments in the same way 

that these decorations were incorpo¬ 

rated in the heavy machinery of the 

age. Magazine cover illustrations 

were detailed with filigrees, while 

the type gave the appearance of let¬ 

ters carved in stone. Considering 

the cumbersome wood and metal 

engraving techniques used to create 

these intricate concoctions, the results 

are remarkably precise. It appears 

that precision was a greater virtue 

than any other aesthetic concern. This 

was the era when artisans challenged 

their media at every turn. It was a 

time when the highest endeavor was 

to twist and contort the brass metal 

rules used in page composition to do 

feats of typographic acrobatics they 

were never manufactured to do. It 

was also an age of especially fine 

draftsmanship, when artists took 

pride in bringing the most eccentric 

ideas to life. The Victorian style was 

not limited to the extraordinary, 

however. Most job printers did jour¬ 

neyman work with the standard 

Gothic wood types available, and if 

they didn’t have enough of one font, 

they mixed in others. 

11. demorest'S, magazine cover, 1874. 

Designer unknown. 

12. PALM'S, catalog cover, 1885. Designer 

unknown. 

13. h. m. sanders, billhead, c. 1890. 

Designer unknown. 

14-15. WOOD TYPE FACE NO. 22, 

specimen sheet, c. 1890. Designer unknown. 
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P R E MODERN 

VICTORIAN 

FRANCE 

While the term Victorian, with its 

reference to the reign of the British 

Queen, is not exactly an accurate 

means to categorize French type of 

this period, the stylistic similarity 

between England and the Continent 

is not coincidental. Type and letter¬ 

ing were exportable goods, although 

because of the weight of metal and 

wood fonts they were also bulky goods. 

Despite the existence of key nine¬ 

teenth-century French foundries, 

including Firmin Didot and Fonderie 

Deberny & Cie, that produced origi¬ 

nal typefaces on their own, one rea¬ 

son that French and English display 

faces were so similar was piracy. This 

was a two-way street, of course; the 

English were not ashamed to claim 

French originality as their own. The 

popularity of Egyptian slab serif 

faces throughout Europe, however, 

must be credited to a popular fascina¬ 

tion in Egyptiana after Napoleon’s 

1798 campaign and to the subsequent 

architecture and monuments that 

sprung up around Paris on this theme. 

In addition, some of the ornate 

type designs of this era evolved 

directly from French Rococo print¬ 

ing from the seventeenth century. 

French founders developed impor¬ 

tant transitional and modern faces, 

but for purposes of commerce (signs 

and printed matter) small commer¬ 

cial printers and sign painters used 

exaggerated variations of these faces 

as well as other decorative motifs. 

With the advent of new chromolith- 

ographic printing technologies, ornate 

letter forms were given additional 

carnival-like exuberance by the appli¬ 

cation of colorful inks that bright¬ 

ened up the printed page. 

16. EXPOSITION UNIVERSELLE, book 

title page, 1855. Designer unknown. 

17-24. modeles de lettres, specimen 

sheets, 1884. Designer unknown. 
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VICTORIAN 

FRANCE 

Business and industry in France grew 

in leaps and bounds during the late 

nineteenth century after the transi¬ 

tion from monarchy to Republic. The 

commercial print shops were like¬ 

wise working overtime, cranking out 

the posters, broadsheets, and bills 

that characterized this transitional 

period in typography. Although type 

purists argue that this was a time of 

appallingly gaudy type design and 

undisciplined composition, it is unfair 

to compare commercial work with 

fine book printing, which was the 

gold standard of type at the time. 

While technology allowed for rela¬ 

tively large print runs of mass items, 

it did not assure the same quality 

that was achieved on small hand- 

fed printing presses. The fairly large 

quantity of printing for mass con¬ 

sumption was done quickly on steam 

presses, but without regard for aes¬ 

thetic nuances. Bold poster types were 

designed to grab attention, and job 

printers cared little about which type 

families worked well with others, 

resulting in the many discordances 

that characterize typographic styles 

of the day. At the same time, individ¬ 

ual job printers were purveyors of 

the elaborate engraved cartouches 

that were standard fare for letter¬ 

heads and commercial design. 

25. au speculateur, poster, c. 1880. 

Designer unknown. 

26. a L'OEIL, poster, c. 1880. Designer 

unknown. 

27. la prevoyance, letterhead, 1890. 

Designer unknown. 

28. a bertoli, billhead, c. 1890. 

Designer unknown. 

29-32. MODELES DE LETTRES, Specimen 

sheets, 1884. Designer unknown. 
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P R E MODERN 

VICTORIAN 

GERMANY 

Blackletter, Germany’s national type¬ 

face, dates back to the printing of 

Gutenberg’s Mainz bible and Psalters 

in the fourteenth century. Begin¬ 

ning in the eighteenth century, how¬ 

ever, a polarity existed in German 

printing between the complex, spiky 

Blackletter (which will be discussed 

later), and the simpler, crystal¬ 

line roman, which was symbolic of 

a much broader schism between 

Nationalkultur and a more worldly 

view. German Romanticism encour¬ 

aged a national spirit in German 

art (as in politics), and proponents 

attempted to unify all nationally 

made art, as well as commercial 

products, through distinctly Germanic 

mannerisms. Nevertheless, the Vic¬ 

torian aesthetic found its way into, 

and was welcomed by, German com¬ 

mercial print shops. Much of the 

quotidian business typography, such 

as signs and billheads, was a curi¬ 

ous mixture of German Blackletter 

styles (Textura, Schwabacher, and 

Fraktur) with roman-inspired, deco¬ 

rated letters; some of the specimens 

of the day also derived from ancient 

manuscript illuminations and ornate 

scripts. In addition, type founders and 

printers imported or pirated many 

quirky variations of Egyptian and 

Italian style faces that the very skilled 

German printers transformed into 

indigenous-looking design.Germany, 

which always prided itself on fine- 

printing traditions, was in the van¬ 

guard of stone lithography and 

chromolithography; thus the look 

and feel of German Victorian—era 

type was defined by the velvet soft¬ 

ness of the lithographic process. 
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33. business signs, specimen sheet, 

1896. Designer unknown. 

34. PLASTISCHE S T E I N S C H R I F T, 

specimen sheet., c. 1898. Designer unknown. 

35. P L A S T I S C H E JONISCHE SCHRIFT, 

specimen sheet, c. 1898. Designer 

unknown. 

36-37. antiqua, specimen sheets, 1896. 

Designer unknown. 

38-39. schriften atlas, specimen 

sheets, 1896. Designer: V. Glaise. 

40. initial letters, medieval style 

from Schriften Atlas, 1890. 

I designer unknown. 
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41, MACMILLAN'S ILLUSTRATED 

standard novels, poster, 1896 

Designer unknown. 

42. THE LIFE AND DEATH OF JASON, 

title page, 1897. Designer: William Morris. 

43 . S T E P H E N S O N , BLAKE & CO, 

specimen book, 1907. Designer unknown. 

44. chantrey, type specimen from 

Stephenson, Blake & Co., c. 1900. Type 

designer unknown. 

45. latin elongated, type specimen 

from Stephenson, Blake & Co., c. 1900. 

Type designer unknown. 
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ARTS AND CRAFTS 

ENGLAND 

The Arts and Crafts movement began 

in England in the 1880s through 

groups like the Century Guild, the 

Arts and Crafts Society, and the Art- 

Worker’s Guild and was promoted 

in the journal The Century Guild 

Hobby Horse. This publication was 

devoted to inspiring a higher quality 

in the book arts. The movement 

sought to return enfeebled British 

crafts to a state of excellence and wed 

all the fine and applied arts. The 

movement had many voices until it 

ostensibly came under the leadership 

of William Morris, poet and poly¬ 

math designer, whose Kelmscott 

Press (founded in 1891) became the 

vanguard of this medieval-inspired, 

anti-Victorian sensibility. Influenced 

by John Ruskin’s celebration of 

Gothic architecture as the only pure 

form, and later by book designer Sir 

Emery Walker at a lecture on the his¬ 

tory of type, Morris designed his own 

Golden Type in 1890 and fervently 

sought the total reformation of print- 

ing types. Morris and his kindred 

spirits despised the dehumanizing 

effects of Victorian industrialism and 

attempted to establish an alternative 

aesthetic based on quality handwork. 

In recalling the past, Morris argued 

for greater control over the direct 

means of production, as well as atten¬ 

tion to aesthetic standards. In Eng¬ 

land, some Arts and Crafts members 

moved toward Art Nouveau, others 

toward a purist aesthetic movement. 

46. H. w caslon & co., advertisement, 

c. 1890. Designer unknown. 

47. R marden 8. co , letterhead, 

c. 1900. Designer: W. H. Smith. 

48. WRENS CITY CHURCHES, book Cover, 

1883. Designer: A. H. Mackmurdo. 
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P R E MODERN 

ARTS AND CRAFTS 

UNITED STATES 

The standards of commercial print¬ 

ing in the United States fluctuated as 

much as in England, if not more, 

owing to an incomparable demand for 

nationwide advertising. Throughout 

the country, small print shops pro¬ 

duced vast quantities of typeset 

material, routinely following the 

styles and techniques passed along 

in the specimen books produced by 

large foundries. Not all job printers 

were created equal, however, and 

both talent and expertise varied. 

Influenced by England’s Arts and 

Crafts movement, William Morris, 

and historicism itself, and a few so- 

called “fine” printers working “pri¬ 

vate” presses, ventured into areas that 

bucked convention and ultimately set 

new standards for type design and 

composition. The American Arts and 

Crafts movement emerged through 

small workshops that, in the Morris 

tradition, wed different applied arts 

together, including furniture, tex¬ 

tiles, and printing. Handicrafts, as 

opposed to machine production, was 

the foremost virtue; but in the realm 

of typography, with the notable 

exception of hand-set and hand¬ 

printed broadsheets and limited edi¬ 

tions, the steam-powered printing 

press and Monotype and Linotype 

machines were irrefutable facts of 

life. Given the requisites of the mar¬ 

ketplace, commercial founders and 

designers raised the level of quality 

by applying the spirit, if not the let¬ 

ter, of the Arts and Crafts. 

19-S2. AMERICAN TYPE FOUNDERS 

co. desk book, type specimens, 1905. 

53. WHEN HEARTS ARE TRUMPS, 

book jacket /poster, 1894. Designer: 

Will Bradley. 
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WHEN HEARTS 
ARE TRUMPS*’ 
BY TOM HALL 
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54. montoype, periodical cover, 192}. 

Designer: Bruce Rogers. 

55. Italian old style, specimen sheet, 

1924. Type designer: Frederic Goudy; 

specimen designer: Bruce Rogers. 

56. modern type display, book cover, 

1920. Designer: ./. L. Frazier. 

57. THE SERMON ON THE MOUNT, 

book page, 1919. Designer: John Henry 

Nash. 

58. typographica, periodical cover, 

1927. Designer: Frederic Goudy. 
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ARTS AND CRAFTS 

UNITED STATES 

Around the late 1890s, the Aesthetic 

Movement emerged, a loose-knit 

group of “book builders” and typog¬ 

raphers whose goal was to revive 

historical models for contemporary 

application. They reprised Old Style 

faces, including Italians, Gothics, and 

Caslons, as well as Moderns. Decora¬ 

tion was adopted that revisited both 

medieval and rococo sensibilities, and 

this continued well into the 1920s. 

Some Morris acolytes attempted to 

recreate the guild system. Elbert 

Hubbard established a crafts commu¬ 

nity called the Roycrofters in East 

Aurora, New York, where he pub¬ 

lished books using custom typefaces 

and ornament. His output did not 

entirely mimic the Kelmscott Press, 

and he was criticized for a lack of 

fealty. Commerce was of growing 

importance, and most type designers 

attempted to reform commercial print¬ 

ing rather than retire into craft uto¬ 

pias. While designers and printers like 

Will Bradley, Frederic Goudy, Bruce 

Rogers, and D. B. Updike produced 

the finest printed matter through 

chap books and limited editions, they 

also mainstreamed their wares. 

59-60. the Packard series, specimen 

sheet, 191). Type designers: Oswald 

Cooper/Morris Fuller Benton. 

61-62. GOUDY TEXT & LOMBARDIC 

capitals, specimen sheet, 1928. Type 

designer: Frederic Goudy. 

63-64. AMERICAN CHAP-BOOK, periodi¬ 

cal pages, 1904. Designer: Will Bradley. 

65. THE DEPARTMENT OF DESIGN & 

typography, letterhead, 1900. 

Designer: Paul Ressinger. 

66. THE BOY FROM MISSOURI VALLEY, 

booklet cover, 1909. Designer: 

Iilbert Hubbard. 

67. little journeys, booklet cover, 

1904. Type designer: Dard Hunter. 
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P R E MODERN 

ARTS AND CRAFTS 

GERMANY 

Revivalism found German adherents 

at the turn of the century and for 

a decade thereafter. German print 

ers had always shown interest in 

their traditions and the broader his¬ 

tory of printing, but in the period 

that paralleled the introduction of 

Jugendstil (Art Nouveau), a schism 

arose between those who owed alle¬ 

giance to the past and those who 

celebrated the present. Although in 

Germany the handicraft sensibility 

was not officially termed Arts and 

Crafts, the aesthetics were indeed 

similar. There was a move to revive 

typefaces in the Italian style while 

modernizing the Blackletter. Medieval 

references were present in decorative 

letterforms, but new serif, sans serif, 

and swash alphabets were also devel¬ 

oped for commercial type foundries. 

German types of this period were 

based on brush and woodcut letter¬ 

ing; indeed much of the type was actu¬ 

ally hand-lettered and cut as faces 

afterward. F. H. Emcke was one of 

the leaders of the historicist school; 

he acknowledged the Gothic tradi¬ 

tion and also pushed the boundaries 

of tradition with precisionist decora¬ 

tive work. Rudolf Koch was also a 

typographic revivalist who worked 

within the existing parameters of the 

Gothic. He ventured beyond tradition 

with his proto-Modern sans serif, 

Kabel. The key to German typography 

of the era was balance, while symmetry 

was adhered to as the principal virtue. 

68. INSEL-ALMANACH, cover, 1909. 

Designer: F. H. Emcke. 

69-70. ZELTINGER/GEISENHEIMER, 

business cards, 1911. Designer: F. H. 

Emcke. 

71. initials, specimen, c. 1905. 
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72-74. schriftproben, type specimens 

(Koch Schrift and. GroteskJ, c. 1905. 

Designer unknown. 

75. SCHRIFTEN NEBST ZIERAT, type 

catalog, 1909. Designer unknown. 

76. FREIE INTIALEN AND MAGERE 

kleukens initalen, type specimens, 

1909. Designer(s) unknown. 
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P R E MODERN 

ART NOUVEAU 

GERMANY 

Walter Crane, the English Arts and 

Crafts illustrator/designer, called 

Art Nouveau “That strange decorative 

disease.” In fact, Art Nouveau was a 

stylistic revolution in all the applied 

arts, characterized by what was des¬ 

cribed as “floreated madness” owing 

to the exotic motifs inspired by 

nature. In books and periodicals, the 

tendency for excessive naturalist 

decorative borders with strangling 

stems and tendrils was the modern 

alternative to the rococo indulgences 

of a previous age. Like a weed, Art 

Nouveau took hold throughout 

Europe, with each participating nation 

contributing a particular indigenous 

variation. It was known as Jugendstil 

(or “youth style”) in Germany, where 

it symbolized a paradigm shift 

in social and cultural attitudes. It 

was Le Style Moderne in France, 

Sezessionstil in Austria and East 

Europe, Stile Liberty (and Stile 

Inglese) in Italy, Modernista in Spain, 

and Art Nouveau — now the 2nost 

commonly used term — in England 

and the United States. Art Nouveau 

was forged in the crucible of industrial 

flux—the seismic shifts as Europe 

became modern — and its adherents 

were at once reacting against, yet 

cognizant of, the impact of machin¬ 

ery on their cultures. As an alterna¬ 

tive to the Victorian need to hide 

manufactured wares, Art Nouveau 

was based on fealty to organic struc¬ 

ture, albeit an abstraction of nature. 

77. cermoos, advertisement., c. 1900. 

Designer unknown. 

78. h. gottwick, advertisement, c. 1900. 

Designer unknown. 

79. GEZEICHNETE SCHRIFTEN, alphabet, 

c. 1898. Designer: Peter Schnorr. 
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P R E MODERN 

TYPES FOR THE GOLD BLOCKING PRESS 
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so. initial, specimen, c. 1886. Type 

designer: Peter Behrens. 

81, Siegfried, alphabet, c. 1900. Type 

designer: IVilhelm IVoellmer. 

82. edel gotische, alphabet, c. 1900. 

Type designer unknown. 

83. propaganda, type specimen, 1897. 

Type designer unknown. 

84. tip-top, specimen, 1900. Type designer 

unknown. 

85. bocklin, alphabet, c. 1900. Type 

designer: Arnold Bocklin. 

ART NOUVEAU 

GERMANY 

The beginning of Jugendstil in 1896 

was marked by the publication of the 

magazine Jugend (Youth), which is 

credited with giving its name to the 

movement. Jugend was an art, cul¬ 

ture, and humor periodical aimed 

at those characterized by its title — 

the younger generation of “bohemi¬ 

ans”— and its mission was to capture 

German art from the academics and 

romantics and inject it with a new 

vitality. This was the era of unifica¬ 

tion, when autonomous German 

states and principalities became one 

nation. Jugendstil was a symbol, 

although not an altogether natural 

outgrowth, of this otherwise conserv¬ 

ative rise of nationalism. Jugend 

proffered a contentious editorial pol¬ 

icy, often at odds with authority (i.e., 

the Kaiser), that proposed changes 

in political and social conventions 

that gave preference to the ruling 

classes. Likewise, graphically it vehe¬ 

mently challenged the strictures of 

sanctioned art. Although Jugend’s 

text type was usually the archaic 

Blackletter, the most common 

German text, its display lettering 

conformed to no such bounds. Covers 

were colorful with outrageous (for 

the times) illustrations of unroman¬ 

tic themes; the Jugend logo changed 

with each issue, often appearing in 

sinuous, barely legible letterforms. 

As the lettering became increasingly 

more eccentric, the movement’s 

designers sought additional opportu¬ 

nities to be outrageous. The most fer¬ 

vent Jugendstil proponents were not 

concerned with being safe, but in dri¬ 

ving the formal properties of type 

and image as far from convention as 

the means at their disposal allowed. 
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P R E MODERN 

ART NOUVEAU 

GERMANY 

Art Nouveau artists were noted for 

their erotic obsessions, which were 

evident in the plague of nymphs and 

nymphets found in decorative bor 

ders, illuminated typefaces, and illus¬ 

trations, but despite its rarefaction 

and decadence which was nourished 

by a fairly generous dose of religious 

mysticism, Art Nouveau was enthusi¬ 

astically accepted as a popular style 

among the bourgeoisie. German 

Jugendstil was never as eccentric as 

that practiced in other nations, and it 

was also quicker to dissipate. During 

the decade that it was in demand, how¬ 

ever, businesses adopted the graphics 

as tools of contemporary commercial 

style whether or not the approach 

was appropriate to their respective 

products or services. Jugendstil graphics 

signified a time rather than a func¬ 

tion— any object could be given the 

veneer and thus appear modern— 

but there was a trick to making 

Jugendstil work. Type, ornament, and 

decorative illustration were compo¬ 

nents of an entire aesthetic and had 

to be used in tandem with other design 

materials. The Jugendstil gestalt was 

tied to the combination of a variety 

of different graphic accoutrements, 

from borders to rules. Ultimately, 

Jugendstil gave credence to the fact 

that type was not a static medium. 

86. verlag moderne, advertisement, 

c. 1910. Designer: Eugen Gradl. 

8 7. odol, advertisement, c. 1908. 

Designer: G. M. Ellwood. 

88. otto gotha, advertisement, 

c. 1900. Designer: George Auriol. 

89. restaurant bahnhof, advertise¬ 

ment, c. 1910. Designer: J. V. Cissarz. 

90. initials, type specimen, c. 1891. 

Type designer: Peter Behrens. 
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P R E MODERN 

ART NOUVEAU 

FRANCE 

Paris is erroneously assumed to be 

the birthplace of Art Nouveau (Le 

style moderne or style nouveau), but it 

was actually a recipient—one of the 

many locales where the “new wave” 

landed as it washed over Europe. The 

furniture and glass designer Emil 

Galle, of Nancy, introduced France to 

Art Nouveau in 1888 after returning 

from England, and the impresario 

Sigfried Bing, who opened a shop 

called Art Nouveau, gave Paris its 

first taste. Since Paris was a mecca 

for artists from all over Europe, the 

foreign-born practitioners of the 

pan-European style contributed as 

much to what became the French 

dialect as did the native-born. During 

the late nineteenth century, Paris 

was awash with design exuberance. 

Posters filled the streets with colorful 

lithographic renderings, and the 

hand-lettered headlines on these 

affiche developed into a style of 

French type that conformed to the 

new architecture, furniture, textiles, 

and other designs. French affichistes 

Jules Cheret and Henri Toulouse- 

Lautrec and the Czech Alphonse 

Mucha helped define the obsessive 

French style. Type was manufactured 

to serve the huge needs of commerce. 

Almost immediately after an artist 

concocted a lettering style for a 

poster, a foundry, such as the famous 

Fonderie Deberny & Cie, would man 

ufacture a complete design of all let¬ 

ters and ornaments for commercial 

use. Sometimes the original designer 

was employed—George Auriol, the 

quintessential Art Nouveau designer, 

designed his own — while other 

times the unprotected work was 

simply appropriated. 
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9 1. artiste, alphabet, 1890. Type 

designer unknown. 

92. FRANCE-CHAMPAGNE, poster, 1881. 

Designer: Pierre Bonnard. 
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93 . E X P O S I T I O N LE CASTEL BERANGER, 

poster, 1900. Designer: Hector Guimard. 

94-96. LETTRES MODERNES, from 

Fonderie Deberny & Cie catalog, c. 1891. 
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ART NOUVEAU 

FRANCE 

French Art Nouveau initially changed 

the look and manufacture of furni¬ 

ture and textiles before it influenced 

printing and graphic design. The two 

leading “schools,” in Nancy and 

Paris, had differing levels of stylistic 

intensity—the former was more 

ostentatious; the latter was compara¬ 

tively austere. The style was intro¬ 

duced in architecture in Paris through 

the work of Hector Guimard, the 

designer of Metro stations (only his 

entry signs remain). Guimard’s deco¬ 

rative fantasies took Art Nouveau 

into new realms of eccentricity and 

inspired others to push the bounds of 

printing ornament and type design. 

He was a symbolist, and his decora¬ 

tive designs expressed a spiritual mood 

while serving a utilitarian function. 

He believed that ornament should be 

abstract, but nevertheless rooted in 

the design of nature. Printer’s orna¬ 

ments—inextricably wedded to the 

composition of all type and letter¬ 

ing—were likewise designed to give 

the page both functional and spiri¬ 

tual depth. In practice, Art Nouveau 

alphabets evoked a sense of contem¬ 

poraneity in common product adver¬ 

tisements. The style twisted itself 

around all kinds of commercial 

printed matter. 

97. L'INTERieur moderne, advertise¬ 

ment, c. 1910. Designer unknown. 

98. modes de sylvie rose, advertise¬ 

ment, 1891. Designer: George Auriol. 

99. gloria, alphabet, c. 1895. Type 

designer unknown. 

100. metropolitaines, alphabet, 

c. 1895. Type designer unknown. 

101. Hercules, alphabet, c. 1895. 

Type designer unknown. 

102. secession, alphabet, c. 1895. 

Type designer unknown. 
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103. PROGRAMMA C O N C E R T G E B O U W, 

program cover, c. 1922. Designer: R. N. 

Roland Holst. 

104. DE TOEGEPASTE KUNSTEN IN 

nederland, book cover, 1924. 

Designers: W. L. and J. Brusse. 

105. de reclame, magazine cover, 

1921. Designer: J. M. Hartkamp. 

1 06- 1 09. U N T I T L E D ALPHABETS, 

specimens, 1915. Type designer: 

,/. H. Kaemmerer. 

110. ARNHEM, poster, 1907. 

Designer: Dan Hoeksema. 

ART NOUVEAU 

THE NETHERLANDS 

While the Netherlands was not a 

wellspring of Art Nouveau glass, 

furniture, textiles, or architecture, 

its designers did make a significant 

national contribution to type and 

graphic design. As in France, Dutch 

designers embraced the formal and 

symbolic ideas that infused Post- 

impressionism and the Japanese 

woodblock print. In addition to these 

foreign influences, however, the Dutch 

were interested in clearly defined 

geometric planes and a degree of 

symmetry, not unlike the topography 

of the small country itself. Making 

order out of chaos was the goal of the 

serious designer. Compared to the 

French, Dutch typographic design 

was a model of restraint, yet still 

decidedly decorative in the manner 

of JugencLstil, which was perhaps its 

closest cousin. Many of the popular 

alphabets employed by job printers 

echoed (if not mimicked) designs 

from France and Germany, although 

the Dutch did not embrace the spiky 

German gothics. The characteristic 

stiffness has a conncection with the 

woodcut medium, which was widely 

used for posters and other graphics; 

the more sinuous compositions were 

done as lithographs. The majority of 

Dutch display type was designed for 

large-scale reproduction and was 

based on the poster lettering of the 

day. Jan Toorop was one of the 

leading Art Nouveau stylists; his 

work, which was influenced by 

French posters and Japanese graphics, 

was the quintessence of curvilinear 

expression. As its legacy, Dutch type 

designers developed exquisite fantasy 

alphabets that pervaded the visual 

environment of the day. 
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ART NOUVEAU 

THE NETHERLANDS 

Dutch Art Nouveau was character 

ized by France’s curvilinear design 

motifs yet with a distinctive hard rec 

tilinear edge. At the turn of the cen 

tury, businesses wanted whatever 

support they could get from advertis¬ 

ing specialists to push goods and 

services into the public’s homes. 

Mammoth type specimen books with 

a wide array of eye-catching typo¬ 

graphical variations were produced 

and distributed to commercial job 

printers. Mostly designed by anony¬ 

mous foundry draftsmen, the results 

ran the gamut from the typical style 

of European Art Nouveau imports to 

arcane original designs that pushed 

the boundaries of the style into even 

more eccentric realms. These typo¬ 

graphic novelties frequently turned 

up in newspaper and periodical 

advertisements and were also com¬ 

monly used for wood and painted- 

glass store signs. New photographic 

reproduction methods made it possi¬ 

ble to achieve unprecedented effects, 

including the layering of one type 

over another to produce a third face 

(not unlike what is accomplished 

today on the computer). The un¬ 

stoppable outrageousness of these 

designs provoked critics to decry 

typographic standards—and forced 

traditional designers to find more 

austere alternatives. But the exuber¬ 

ance of the Art Nouveau —influenced 

period resulted in some fascinating 

type and typography. 

111. UW MODE TIJD5CHRIFT, poster, 

1904. Designer unknown. 

112. alphabet, specimen, c. 1900. Type 

designer unknown. 

113-116. lettering, specimen 

sheets, c. 1910. Type designer urik nown. 

i l 2 
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IBETRACHTUNGEN UBER DIE KUNST VON GIOVANNI 

jSEGANTINL einzig autorjsierte Ober- j 
SETZUNC AUS OEM ITAL1ENI-I 
SCHEN VON CLARA THEUMANN. S 

sich den Eltern eines gestorbenenfl 
'indes den Schmerz lindern wollte, I 

alte ich das Bild: „Der durch den* 
Glauben getrostete Schmerz", um das \ 
Liebesband zwei junger Menschen zu | 
weihen, malte ich: „Die Liebe an derN 
Quelle des Lebens", um die ganze'r- 

gkeit der Mutterliebe fuhlen zu# 
ien, malte ich: .Jibe Frucht der I 

Liebe", „DerLebensengeT; als ich die j! 
ichlechteo Mutter, die hohlen und un-v 

j fruchtbaren, der Lust lebenden Frauen geisseln wollte, malte K 
5 ich die Geiss^Jn in der Gestalt des Fegefeuers, und als ich dieh 
II Quelle alien Ubels bezeichnen wollte, malte ich die Eitelkeit;/ 
■ ich will, dass die Menschen die guten Tiere lieben, jene, vonl| 
1 denen sie Milch, Fleisch und Fell gewinnen, und ich male „Die » 

fi.Mbeiden Mutter", die Mutter und das brave Pferd am Pfluge, das A 
“*Jmit dem Menschen und fur ihn arbeiteL Ich malte die Arbeit U 

'Iund die Ruhe nach der Arbeit, und vor allem malte ich die* 
I braven Tiere mit den Augen voller SanftmuL Sie, die demM 
I Menschen ailes geben, ihre Kraft, Hire Jungen, ihr Fleisch, ihrelj 
fi Haut, werden von den Menschen geschlagen und misshandelt;\' 
f bei all dem lieben die Menschen gewohnlich die Tiere mehr alsffl 
u Ihresgleichen, aber mehr denn alles lieben sie die Erde, weiljv 
I sie am meisten gibt; sie gibt den Menschen und den Tieren.y' 
I Demnach steht die Liebe der Menschen im Verhaltnis zu dem* 
U Nutzen, den sie aus den Dingen ziehen, und dies liegt im all-l| 
1 gemeinen im Charakter alter Menschen. Bis zum heutigenA 
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ART NOUVEAU 

AUSTRIA 

In Austria, Art Nouveau was syn¬ 

thesized into the Vienna Secession 

(Sezession), founded by a group of 

architects led by Otto Wagner, Josef 

Hoffman, and Joseph Olbrich. 

Influenced by the Glasgow School, 

Secessionist ornamental motif was 

based largely on squares and rectan¬ 

gles but tied together through whip¬ 

lash curves. Hoffman was a book 

illustrator who developed decorations 

along these lines and proffered the 

idea that all forms of design — archi¬ 

tectural, interior, furniture, and 

graphic—complement one another 

through shared decorative devices. 

The typography of the Viennese 

Secession was therefore somewhat 

blockier than its counterparts else¬ 

where in Art Nouveau-inspired 

Europe. The first exhibition of the 

group took place in 1898 in Vienna 

where other key Secessionists, includ¬ 

ing architect and furniture designer 

Adolf Loos and textile and graphic 

designer Kolo Moser, showed their 

wares. The large square periodical 

Ver Sacrum (The Spring) promoted 

the Secessionist ideas and exhibited 

the ornament and type styles associ¬ 

ated with the group. Some covers 

were austere, with simple illustration 

and unembellished sans serif letter¬ 

ing; others were suitably eccentric. 

The Wiener Werkstatte (Vienna 

Workshop) was the commercial arm 

of the design movement. Its diverse 

graphic design included hard-edged 

woodcut mannerisms that prefigure 

German Expressionism. 

ii7. kunstschau, poster, 1908. 

Designer: Oskar Kokoschka. 

118. die flac he I, type specimen, 1900. 

Type designer: Bruno Seuchter. 

119. Beethoven Hauser, catalog cover, 

c. 1910. Designer: Carl Moll. 

120-121. ver sacrum, magazine 

pages, 1898. Designer: Kolo Moser. 

122. illustierte zeitung, periodical 

cover, 1900. Designer: Koto Moser. 
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BLACKLETTER 

Blackletter is the umbrella term for 

the spiky German type genre that 

includes Textura, Rotunda, Fraktur 

and Schwabacher and is the direct 

descendent of Gutenberg’s first 

printing types used in his 42-line 

Bible of 1455. In subsequent years, 

the face was revised and refined by 

printers and founders in German¬ 

speaking countries. Fraktur, for exam¬ 

ple, was developed as a chancery face 

during the reign of Maximilian I. 

The primary characteristics of all 

the variations are the broken curves 

and the spiky ascenders and descen¬ 

ders of most letters. Blackletter 

was adopted as the Teutonic typeface 

and it is arguably better suited to 

the German language. The schism 

between Roman (or Antiqua, as it is 

known in Germany) and Blackletter 

was more than an aesthetic disagree¬ 

ment; it was a deep division between 

romanticism and rationalism— 

the letterform is the repository of 

centuries of cultural strife. Critics 

argued that Blackletter was an abhor¬ 

rent monstrosity; adherents said it 

embodied the Gothic notion of the 

infinite. Ultimately, it was one of 

the pre-eminent symbols of German 

unity and nationalism. Whatever 

the underpinning, it remained a 

commonly used alphabet well into 

the 1920s, when Modern typefaces 

made inroads. After 1933, the Nazis 

reclaimed it as the German Letter, 

until it was branded Judenletteren 

because complaints about its read¬ 

ability reached Nazi officials. 

123, MODERN! SCHRIFTEN IN HOLZ, 

specimen cover (Schelter & Giecerke 

Foundry), c. 1920. Designer unknown. 

124. GOTISCHE, alphabet, c. 1900. 

Type designer unknown. 
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1 25. T Y P O G R A P H I S C H E M I T T E I L U N G E N , 

periodical cover, 1925. Designer unknown. 

126. DAS GROSHERE DEUTSCHLAND, 

periodical cover, 1915. Designer: Lucian 

Bernhard. 

127. KRAFTIGE SALZMANN FRAKTUR, 

type specimen, c. 1905. Type designer 

unknown. 

1 28. T Y P O G R A P H I S C H E M I T T E I L U N G E N , 

periodical cover, 1922. Designer unknown. 

129. wymir, type specimen, c. 1905. Type 

designer unknown. 





After the turn of the century, graphic design underwent the first of many major twentieth- 

century shifts in both form and practice. Advances in technology led to changes in methods of 

mass communication. America and Europe became more consumer-driven and advertising loomed 

as an important cultural force. Since at this time print (newspapers, magazines, posters) was 

the primary means of communicating to the masses, considerable effort was made to improve 

the medium; therefore progress in the design, manufacture, and distribution of typefaces was 

paramount. With increased traffic on city streets, strategic locations along them for selling 

messages were used for advertis- 

image was an invaluable tool in 

in increased messages and greater 

tion. The elaborate and eccentric 

veau style quickly became ineffec- 

scapes. An alternative advertising 

clarify, and distinguish. The most 

plakat, or object poster, began in 

first poster designed by Lucian Bernhard for Preister Match company. It was characterized by a 

stark image and bold block lettering combined into a single iconographic representation of the 

product or idea. The block type that developed during this period was rooted in old Gothic and 

script traditions, but the faces were used in a more reductive way. Sachplakat was not the only 

early-modern method that challenged the status quo, however. Radical change occurred in the 

separate and distinct arenas of commerce and art, but art had an even greater impact on 

twentieth-century type. German Expressionism and Dada redefined the function of typography. 

Type created by the latter was primitively cut from wood; that produced by the former was a jum¬ 

bled assortment of typecase pieces. Although neither movement produced commercial faces, they 

influenced both experimental and commercial type design. 

ing, and the marriage of type and 

its success. More locations resulted 

competition for the public’s atten- 

display typefaces in the Art Nou- 

tual in the cluttered urban land- 

style was required to simplify, 

popular new method, the Sack- 

Germany around 1906, with the 

opposite: moderne drucksachen, printer’s advertisement, c. 1919. Designer: Richard Erdmann Schmidt. 

above: die LO schriften, type specimen (H. Berthold, A.G.), c. 1912. Type designer: Louis Oppenheim. 



130. AN DIE LATERNE (TO THE LAMP- 

POST), poster, 1919. Designer unknown. 

131. DER STURM (THE STORM), poster 

1919. Designer: Oskar Kokoschka. 

132. der weg (the way), periodical 

cover, 1919. Designer: F. Schaefler. 

133. die aktion (action), periodical 

cover, 1921. Designer unknown. 

134. EXPRESSIONISMUS DIE KUNST- 

w e N D E, catalog cover, 1918. Designer: 

Wilhelm Wauer. 

135. KG BRUCKE (THE BRIDGE), Catalog 

cover, c. 1919. Designer: E. L. Kirchner. 
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134 

135 

EXPRESSIONISM 

German Expressionism, founded in 

1905, was a movement of rebellious 

painters repudiating academic stric¬ 

tures. Two Expressionist groups 

emerged, Die Brticke in 1905 and 

Der Blaue Reiter in 1911—the for¬ 

mer was interested in figuration and 

the latter in abstraction. Fauvist color 

influenced both. They mounted exhi¬ 

bitions and produced publications 

opposed to the tenets of classical 

beauty. The offspring of their collec¬ 

tive radicalism was a visual language 

based on primitive iconography, 

including African totems and masks; 

the woodcut was their medium for 

unlocking hidden emotions. Defor¬ 

mation of the figure was used to 

heighten the level of expression. 

Influenced to a great extent by the 

polemical graphics published in the 

satiric journals Jugend. and Simplicis- 

simus, Expressionists found a graphic 

means to communicate their raw 

emotions. Prior to World War I, 

Expressionism attacked convention 

in metaphysical terms. By 1918, fol¬ 

lowing the November revolution that 

brought the Weimar Republic to 

war-ravaged Imperial Germany, the 

movement became fervently politi¬ 

cal, allying itself with Socialist and 

Communist parties. Expressionists 

broke into factions, such as Die 

Novembergruppe, which produced 

propaganda in the battle against right- 

wing reaction. The postwar Expres¬ 

sionists introduced rigid wood-cut 

lettering that gave the style its force. 

The letters grew out of the unfor¬ 

giving wood medium. The Expres¬ 

sionists did not produce commercial 

typefaces, but they influenced others 

even after the movement ended 

around 1922. 
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SACHPLAKAT 

The Sachplakat (object poster) is a 

distinctly German invention. A reac¬ 

tion to the excesses of Art Nouveau, 

this minimalist poster genre was 

founded by Lucian Bernhard and 

promoted by Ernest Growald in 1906 

as a method of advertising products 

on the increasingly cluttered Berlin 

poster hoardings. Sachplakat is the 

reduction of a selling message to 

a minimum number of elements — 

usually the product, a logo or trade¬ 

mark, and a bold line(s) of type, often 

in hand-drawn block letters. This 

method, which was practiced by 

designers of the Berliner Plakat who 

were featured in the magazine Das 

Plakat, was championed by the lead¬ 

ing German foundries, who rushed 

original and copied versions of the 

block letters into production. Although 

the young Bernhard did not fancy 

himself a type designer per se, when 

he saw that his distinctive lettering 

had been made into a typeface, he 

decided to enter the business himself. 

He gave his name to many faces 

issued by the Flinsch and Bauer type 

foundries. Another key proponent of 

this approach, Louis Oppenheim, was 

compelled to protect his original let¬ 

tering by designing typefaces for 

H. Berthold & Co. The typefaces 

Bernhard, Oppenheim, and others 

created for advertising prior to World 

War I were not entirely Modern. 

Although some were sans serif, oth¬ 

ers were based on Blackletter and 

roman scripts. The typical Sachplakat 

faces were bold and often expanded, 

and included small fat serifs. 

136. raritat, poster, c. 1920. Designer: 

O. W. Hadank. 

1 37- 1 39. GEG, posters, c. 1910-12. 

Designer: Lucian Bernhard. 

1 37 138 
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140. bernhard block, type specimen, 

c. 1912. Type designer: Lucian Bernhard. 

mi. lo kursiv, type specimen, 

c. 1912. Type designer: Louis Oppenheim. 

142. modell D, advertisement using 

Bernhard Block, c. 1910. 

143. DIE LO 5CHRIFTEN, type 

specimen, c. 1912. Type Designer: 

Louis Oppenheim. 

144. kurbel pumpen, advertisement 

using Lo Schriften, c. 1910. 

145. lo schrift in holz, type sped 

men, c. 1912. Type designer: Louis 

Oppenheim. 
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D A D A 

If Expressionism was the first salvo 

against German art tradition, Dada 

was the first bloody battle. Conven¬ 

tion was quickly unraveling. In 

Russia, Kasimir Malevich developed 

Suprematism in 1913 and removed 

narrative representation from paint¬ 

ing. Influenced by another rebellious 

movement, Futurism, launched by 

poet F. T. Marinetti in 1909, Dada 

was in the vanguard of typographic 

disruption. It was a bridge between 

art (or anti-art) and the New Typo¬ 

graphy, which was codified in the 

mid-1920s. Dada was founded in 

1917 at the Caberet Voltaire in 

Zurich, Switzerland, by expatriate 

artists and writers who had deserted 

their respective homelands to protest 

war and the society that promoted it. 

Dada was a uprising against a world 

that was capable of unspeakable hor¬ 

rors. Its rejection of bourgeois art 

(and conventional typography) was 

an attack on both abhorrent social 

and cultural values and the artistic 

styles and mannerisms that symbol¬ 

ized these values. Dada spread from 

Zurich to Cologne, Berlin, and New 

York. Among the common visual 

methods of public address, Dadaists 

used periodicals with titles such as 

Dada, Revolution, and Neue Jugend 

to critically expound on diverse social 

and political themes. In demolishing 

pretense, Dada was an enemy of 

bourgeois taste. 

146. neue jugend, periodical page, 

1917. Designer: John Heartfield. 

147. neue jugend, periodical page, 

1917. Designer: John Heartfield. 

148. revolution, periodical cover, 1918. 

Designer unknown. 

149. dada Zurich, catalog cover, 1920. 

Designer unknown. 
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Jahr I des Weltfriedens. Avis dada 

Hirsclt Kupfer scliwScher. Wird Deutschland verhunt'ern? 
Uann "Ulti unterzdchnen. Fesche jungc Dame, cweaindvitr- 
• *'gur tu: Hermann Lueb Wenn Deutschland mehl unter- 
zc'chne1. so wird cs wahrscheinlich unterzeichnen. Am Marict 
dcr hinhettswerte Dbetwiegen die KursrUckgSntjc. Wenn a her 
Deutschland unterzeichnet, so ist es wahrscheinlich. datJ es 
unlerzeichnet uni nicht zu unterzeichnen. Amorsaie. Achtuhr- 
abendblattmitbrausendeshimmels. Von Viktorhahn. Lovd Gcorce 

T-Turf** cS1mVBH‘vl1 Nvare' dat5 Clcmenceau der Ansicht ist. 
dab Wilson glaubt, Deutschland mOsse unterzeichnen. wtil es 
nicht unterzeichnen nicht wird kiinnen. Infolgedessen erkiart der 
Dub dada Sich (Ur die absolute PrctSfreihcit. da die PreSSe das 
KuJturinstrument ist, ohne das man nie edahren wilrdc. dab 
Deutschland endgUltig nicht unlerzeichnet. bios um zu unterzeichnen. 
(Cuib dada. Abt.ftirPreBfreihcit,soweit die guten Sitter. e< erlauben ) 

Die neue Zeit beginnt 

mit dem Todesjahr 

des Oberdada 

Mitwirkende: Baader, 

Hz jsmann, Huelsenbeck, 

TrislanJTzara. 

DADA 

Consistent with the Dadaists prefer 

ence for photography and photo 

montage, which they deemed were 

original expressions of an industrial 

society, over the more antiquated 

brush and paint on canvas, publica 

tion layouts eschewed conventional 

formats and established hierarchies 

of headlines and subheads. Columns 

of justified and ragged type often 

were skewed beyond conventional 

margins; multiple type weights and 

faces from different type families 

were used unharmoniously in a sin¬ 

gle composition; and hot-metal type 

material (heavy rules and stock illus¬ 

trations) were strewn willy nilly 

throughout the pages. A typical Dada 

design looked, in printer’s terms, like 

the contents of a hellbox (a receptacle 

for smashed and broken type bodies). 

This willful typographic anarchy 

reflected the chaos in the wake of 

the Great War, but more importantly, 

it marked the battle lines against 

archaic tradition and bourgeois medi¬ 

ocrity. Dadaism saw itself as a provo¬ 

cation against the cozy values and 

words printed on handmade paper 

and bound in gilt-edged pig-skin. 

They cut up newspapers and jug¬ 

gled the words around to form col¬ 

lages. “But juggling letters does not 

on its own constitute typography,” 

wrote typographer Otl Aicher. “It is 

meaningful in itself, but it tends to 

run counter to typography’s objective 

of transmitting meaning.” Words 

were set to create moods, simulate 

sound, and summon virtual pictures 

of the ideas presented. Although 

Dadaists did not design type fonts 

a typographic code developed that 

signaled a revolutionary spirit in 

graphic design. 

iso. der dada, periodical cover, 1919. 

Designer: Raoul Hausmann. 

151. dada-messe, exhibition poster, 

1919. Designer: Raoul Hausmann. 

152. der dada, periodical cover, 1919. 

Designer: Raoul Hausmann. 

153. mouvement dada, periodical 

cover, c. 1919. Designer unknown. 

154. mecano, periodical cover, 1922. 

Designer: Theo van Doesburg. 
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After World War I, paradigm shifts in the form and function of art, architecture, and even pho¬ 

tography from bourgeois indulgence to experimental media broke the strictures imposed by acad¬ 

emics and increased the range of art’s influence over everyday life. Advocacy of “the whole work 

of art” challenged the inequality between fine and applied art. Modernism, which comprised kin¬ 

dred yet independent groups of European cultural movements and schools, proffered the seamless 

marriage of art and design as integral to the betterment of humankind. A utopian view held that 

art was not an entertainment for the elite, but a utilitarian product for the masses. I he artist s 

touch enhanced all aspects of life, especially graphic design and advertising, which had been con- 

nology. Type, which became both 

tion, was one of the first indica- 

experiments began in 1909 when 

of many typographic manifestos 

1913 to 1916, Guillaume Apollinaire 

Crete poems, titled Calligrames. 

These inspired a reevaluation of typography that emerged in Russia, Germany, Holland, Italy, and 

Eastern Europe and rejected ornamentalism. Godified by Jan Ischichold under the rubric 

“Elementary Typography” m 1925 and dubbed “ 1 he New typography m 1928, this replaced 

ancient verities and timeworn alphabets with asymmetrical layouts, sans serif typefaces, and the 

commingling of type and photomontage (typofoto). Rooted m the turmoils ol the new century, 

the rationale for the New Typography was legibility and readability. Gonsidermg central-axis com¬ 

positions to be lackluster, New Typography sought to project a persuasi\ e message into the 

reader’s psyche with the highest immediacy of meaning...” as I,. Sandusky wrote in PM maga¬ 

zine in 1938. The tools included type in asymmetrical relationships or masses, lines, arrows, bullets 

of color, and oblique and vertical direction contrasts. Unlike past typographic practice, avant-garde 

Modern type arrangement was influenced by abstract painting. 

opposite: het overzicht, periodical cover (Antwerp), 1922. Designer: Jazef Peeters. 

above: czekolada plutos, catalog cover (Poland), 1925. Designer: Henryk Berlewi. 

stricted by archaic rules and tech- 

a symbol and tool of transforma- 

tors of the “new spirit.” Early 

F. T. Marinetti produced the first 

he called “words in freedom.” From 

wrote and designed the first con- 
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FUTURISM 

ITALY 

In 1905, F. T. Marinetti laid the foun¬ 

dation for an activist art movement 

that heralded poetic free verse in a 

radical departure from the conven¬ 

tions of poetry. His goal was to 

affirm individual liberty against 

social hierarchies and to celebrate 

intuition as the key to creative 

expression. In free verse (parole in 

liberta) he found an ideological 

model, and in 1909 he published 

the first Futurist manifesto, which 

announced that “the Futurist writer 

will make use of free verse, an 

orchestration of images and sounds 

in motion,” to express contemporary 

life “intensified by the speeds made 

possible by steam and electricity, on 

land, on the seas, and in the air.” The 

Futurist movement did not forsake 

painting; rather, its artists revered 

speed in their kineticist canvases and 

typographic compositions. Like later 

Dada periodicals, early Futurist man¬ 

ifestoes and onomatopoetic poems 

employed type to simulate the sounds 

of machines that heroicized the aes¬ 

thetics of speed. The Futurist revo¬ 

lution “reinvented” every aspect of 

life, including advertising, books, and 

clothing. Advertising was the perfect 

medium for expressing Futurist 

ideals, and the “Futurist style,” as 

codified by Fortunato Depero, was 

applied to commercial products. The 

book-object—with dislocated letters 

floating on pages and experimental 

covers made from metal and bound 

with metal bolts—was a rejection of 

traditional bourgeois standards. The 

futurists also advocated the creation 

o( dazzling, colored phosphorescent 

clothes that made the street into a 

theater of the absurd. 

155. depero, exhibition announcement, 

1929. Designer: Fortunato Depero. 

156. dinamo futurista, periodical 

cover, 1926. Designer: Fortunato Depero. 

157. cordial Campari, advertisement, 

19D. Designer: Fortunato Depero. 

158. duce! duce! DucEi, editorial 

layout, c. 1910. Designer unknown. 

159. savoooiaaaa, poetry postcard, 

1917. F. T. Marinetti. 

160. NEW YORK, postcard, 1929. 

Designer: Fortunato Depero. 
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rtjqx'10- 

in questo numaro: 

DIEGO ANGEL I 
GIUSEPPE BEVIONE 
LUIGI CH1ARELLI 
CRISPOLTO CRISPOLTI 
LUCIO D’AMBRA 
CARLO LINATI 
ADRIANO LUALDI 
FILIPPO MEDA 
L. A. MONOINI 
PIETRO STOPPANI 
ERNESTO VERCESI 
NICOLA ZINGARELLI 

Una mustca dl 

NINO CATTOZZO 

QUARANTA PAGINE 
DEDICATE ALL’ IVENTO 
DELLA CONCILIAZIONE 
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161-162. futurismo, periodical cover, 

19)3 — 19)2. Designer unknown. 

163. Italian E, exhibition 

announcement, 1930. Designer unknown. 

164. il libro. , prospectus, 1930. 

Designer unknown. 

165. secolo xx, periodical cover, 1929. 

Designer: Fortunato Depero. 

FUTURISM 

ITALY 

Benito Mussolini announced, “It is 

Marinetti who instilled in me the 

feeling of the ocean and the power 

of the machine.” Indeed Futurism 

and Fascism were initially joined in 

their contempt for the bourgeoisie. 

The Fascists, who also embraced the 

trappings of ancient Rome, used 

the Futurist avant-garde as a tool 

for exciting youth, although even¬ 

tually they barely tolerated the 

eccentricities of Futurism. Before 

turning entirely to social realism, 

which personified the individual 

subsumed by the state, Futurism 

inspired the official Fascist style 

of commercial art common on both 

propaganda posters and in commer¬ 

cial advertisements during the first 

decade of the regime. Kinetic- 

looking, often mechanically drawn 

typefaces, sometimes shaded and 

usually with pointed ascenders and 

descenders, gave the illusion of speed. 

The original Futurist parole in 

liberta purposefully used existing 

roman typefaces in unconventional 

ways to underscore the Futurists’ 

fervent repudiation of tradition. 

Later styles of display faces were 

almost parodies of what a Futurist 

type should look like. Depero was 

the master of commercial futurist 

lettering, using a curious synthesis 

of avant-garde, sans serif alpha¬ 

bets and roman-letter stone inscrip¬ 

tions. Futurist lettering ran the 

gamut from comparatively restrained 

to outlandishly gaudy. In the 

1930s, when Fascism became more 

entrenched and intolerant of avant- 

garde experiments, Futurism dissi¬ 

pated as a dynamic fine and applied 

art movement. 
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R V R N T GRRDE MODERN 

CONSTRUCTIVISM 

RUSSIA 

In 1913, Kasimir Malevich invented 

Suprematism, nonobjective art char¬ 

acterized by the symbolic juxtaposi¬ 

tion of squares and rectangles framed 

by negative space. Under his influ¬ 

ence younger artists took the abstrac¬ 

tion further into the province of com¬ 

mercial art. In 1915, Vladimir Tatlin 

experimented with what he called a 

“machine art” or “product art,” col¬ 

lages and montages constructed from 

industrial products. His approach, 

known as Constructivism, had vari¬ 

ous progenitors, including Alexander 

Rodchenko and Vladimir Maya- 

kowsky, who designed collage covers 

for the journal LEF, the cultural 

gazette of Constructivism, and Lazar 

(El) Lissitzky, who combined Supre¬ 

matist and Constructivist elements into 

experimental designs that he called 

“Prouns.” After the Bolshevik Rev¬ 

olution, many of these avant-garde 

artists applied their experiments to 

utilitarian graphic design for products 

and commodities; they called this 

“Productivist Art.” Lissitzky’s compo¬ 

sitions were Suprematist melanges of 

geometric shapes that symbolized 

Bolshevism’s triumph over the reaction¬ 

aries; underlying his radical form¬ 

making was a political and social 

agenda. Constructivism and Product - 

ivism were taught at the Vkhutemas 

Higher Artistic Technical Studios— 

a new art for a new age—and quickly 

evolved into a typographic style 

that imbued the printed page with 

dynamism and encouraged an illiter¬ 

ate population to take notice. 

166. for the voice, book of poems, 

1923. Designer: El L issitzky. 

167. death ray, poster, 1926. Designer 

unknown. 

OBCKMft 

74 



1 68 

5?. T y r E H A X O A b 

Mckvcctbo 
O K ~p * 

1 69 

BKJilJlETEHb 
H3ilATEflbCTBA UH BflHC* 

MOilOAAH 
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168. WHAT DID YOU DO FOR THE 

front, poster, 1920. Designer: 

El Lissitzky. 

169. THE ART OF THE OCTOBER 

revolution, book cover, c. 1925. 

Designer unknown. 

170. LAQUERED TIGHTS, book Cover, 

c. 1925. Designer: A. Kruchenykh. 

171. YOUNG BRIGADE, book Cover, 

c. 1925. Designer: Solomon Telengater. 
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R V R N T GRRDE MODERN 

CONSTRUCTIVISM 

RUSSIA 

The Russian avant-garde developed 

a vocabulary of typographic discor¬ 

dance that was born out of necessity 

yet became an expression of the rev¬ 

olutionary times. After the Russian 

involvement in the First World War 

came to a precipitous halt, the nation 

was plagued by shortages. Printing 

materials—paper, type, ink—were 

at a premium, and yet printing was 

the primary means of communicat¬ 

ing with the populace. Constructivist 

typography developed its distinctive 

look—letters and words at right 

angles framed by bold rules and 

borders printed in one or two pri¬ 

mary colors — in part because the 

limited typecase materials prevented 

all but such reductive approaches. 

Moreover, garish ornamentation was 

associated with Czarist and oligarchic 

indulgences. The avant-garde artist/ 

designers also looked to Holland and 

Germany for inspiration, and through 

the publications that promoted the 

Modern avant-garde they found 

kindred sensibilities in Dada, Neo- 

placticism, Futurism, Cubism, and 

other isms. The Russian typographer 

Solomon Telengater, for one, stressed 

the dynamics of functional typogra¬ 

phy and what he called the “cine- 

matographicity” of concurrent pages. 

The cross-pollination of different 

European designers and the sharing 

of their typographical conceits gave 

rise to the New Typography. 
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172. in full voice, book title page, 

c. 1932. Designer: Solomon Telengater. 

173. THE WORD BELONGS TO 

Kirsanov, poem, 1930. Designer: 

Solomon Telengater. 

174. pa, periodical cover, 1931. Designer: 

Solomon Telengater. 
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Union 

Q 
WOZIALISTISCHEN 

S WOWJET- 

R EPUBLIKEI^ 
Deutsches Institut fur MarkjJ^ 'u ^ 

EZHHEE 
L\J O O 

DES S OWJ ET-PAVI LLONS 

AUF DER INTE R NATION ALE N 

PRESSE-AUSSTELLUNG K<JLN 

1928 

“'SOWJETPRESSE 

HILFTDEN WERKTATIGEN MASSEN 

DER SOWJ ET-U N IO N 

DENSOZIALISMUS 

AUFZUBAUEN 

HIER 
SEHEN SIE 
IN EINER 
TYPOGRAPHtSCHEN 
KINOSCHAU 
OEN INHALT DES 
SOWJETPAV1LLONS 
VORUBERZIEHEN 

16 

175. section allemande, exhibition 

poster; 1930. Designer: Herbert Bayer. 

176. phoebus-palast, movie poster, 

1926. Designer: Jan Tschichold. 
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177-178. USSR, catalog pages, 1928. 

Designer: El Lissitzky. 
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DAMN SLIEBE NEBEN OE.M TECHNISCHEN STIt JA NOCH PLAEZ 
linen ml then taondwerkiiehen! Men her das wiederholl bohouf 
ober Ut as wirklldi so? Konnre dlo Masehine niche ebeniogut c 

BAUERSCHE GIESSEREI FRANKFURT AM MAIN 
DAS stadtb>ld der zukunft 

wird gam von der modernen 

Bauweise beeinfluBt werden 

MODERNE ZWECKBAUTEN 
Die Wandlungen der Form 

TECHNIKUM DRESDEN 
Buchdruck-Werkstatte 

infache? 

DIE MASCHINE HAT DAS DOCH SCHON OFT BEWIESEN. 
Aber der Stilwille unscrer Zeit will es onders; er ist ein- 
heitfich ond wurzelt eiofer. Nun erst war die Zeit reif, 
ouch die Masehine xu versrehen und sie zu bemeistem. 

DIE DRUCKTYPE IST DER MASCHINELLE ABDRUCK 

maschinell hergestellter Metall-Lettern, die mehr 

Lesezeichen sind als Schrift. Unsere Druckschrift 

ist keine Ausdrucksbewegung wie die Handschrift. 

DIE GROTESKSCHRIFTEN SIND DIE NATUR, 

zu der wir zuruckkehren mussen; sie be- 

deuten uns dasselbe, was dem modernen 

Architekten die »lngenieurbauten« sind. 

WIR HABEN DIE SCHRIFT UNSRER ZEIT 

gefunden, wenn es uns gelingt, diesen 

Stoff zu bewaltigen und dieser Natur 

als Kunstler Herr zu werden. P. Renner 

MEISTERSCHULEN 
Handwerkskunfl' 

MANUSKRIPT 
Schriftproben 

FUTURA DIE SCHRIFT UNSERER ZEST 

II O 
ABCIIEFIMIEIPIS 
ororsiTiivwxY/i 

182 

179-181. futura, specimens, 1927. Type 

designer: Paul Renner. 

182. europa, specimen, 1928. Type 

designer: Walter Cyliax. 

THE NEW TYPOGRAPHY 

GERMANY 

The Bauhaus, the center of Mod¬ 

ernist design pedagogy in Western 

Europe, was preceded by the Weimar 

Kunstgewerbeschule, a state-sponsored 

school that taught applied arts in the 

Jugendstil style. In 1915, architect 

Walter Gropius became director, and 

beginning after World War I the 

curriculum included typography and 

graphic design. In accordance with 

its state charter, in 1923 the Bauhaus 

mounted its first major exhibi¬ 

tion, Staatliches Bauhaus in Weimar 

1919—1923, which revealed the seis¬ 

mic shift from traditional typogra¬ 

phy to Constructivism in both books 

and advertising. The addition a few 

years earlier of Hungarian Con¬ 

structivist Laszlo Moholy-Nagy to 

the Bauhaus faculty and the creation 

of a preliminary typography course 

had ushered in the experimen¬ 

tal phase of Bauhaus typography, 

notable for its marriage of type 

and photography. For the Bauhaus 

catalog, in an essay titled “The New 

Typography,” Moholy-Nagy stressed 

that “typography is an instrument of 

communication. It must present pre¬ 

cise information in a suggestive form 

. . . For legibility, the message must 

never suffer from a priori aesthetics. 

The letter types must never be forced 

into a pre-planned form. ...” The 

need for new functionality intro¬ 

duced designers to the concept 

of elementare typografie, dynamic 

compositions using minimal means, 

which underlies what in 1928 Jan 

Tschichold codified as Die Neue 

Typographic (The New Typogra¬ 

phy), the unprecedented synthesis of 

Constructivist, Bauhaus, and de Stijl 

design concepts. 
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STANDIGER VERKAUF 

des BAUHAUSES in dessau 
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R V H N T G R E D E MODERN 

THE NEW TYPOGRAPHY 

GERMANY 

The Bauhaus was the mecca for pro¬ 

gressive designers, including Russian 

Constructivist El Lissitzky and Dutch 

de Stijl founder Theo van Doesburg. 

In addition, exemplars of modern 

type and advertising also emerged 

from the student body. Joost Schmidt, 

who designed the first Bauhaus exhi¬ 

bition poster in a Constructivist style, 

taught and applied his experiments 

to work for freelance clients such as 

YKO, a leading producer of office 

supplies. It was businesses like these, 

patrons of progressive design, that 

helped foster acceptance for the new 

typographic approaches throughout 

Germany. As a student in 1923, 

Herbert Bayer designed ersatz money 

for the inflation-ridden treasury of 

Thurginia, and after the Bauhaus 

moved to Dessau in 1924, he taught 

in the printing department. His 

typography was based on the combi¬ 

nation of simple optical forms — 

geometric shapes, diagonal rules, pri¬ 

mary colors—which became a trade¬ 

mark for the Bauhaus. Writing in a 

1928 issue of the Bauhaus magazine, 

Bayer stated, “Elementary typogra¬ 

phy . . . has without a doubt, showed 

us the way towards new basic typo¬ 

graphic work. It proposed making 

full use of the various materials 

already available and developing a 

technique of setting type in new 

forms.” Among these new forms, 

Bayer designed a lowercase alphabet 

called “universal.” In a 1939 issue 

of PM magazine, he wrote, “Every 

period has its own formal and cultur¬ 

al features, expressed in its contem¬ 

porary habits of life, in its architec¬ 

ture and literature. The same applies 

to language and writing.” 

abcdef 
jKlmnopqr 
STUVUJXUZ 
183-185. BAUHAUS PRINTING, posters 

and postcards, c. 1925—28. Designer: 

Herbert Bayer. 

186. yko, advertisement, 1924. 

Designer: Joost Schmidt. 

187. uher type, advertisement, 1932. 

Designer: Joost Schmidt. 

188. die gute reklame, advertising 

guidelines, 1924. Designer: Max 

Burchartz. 

189. STAATLICHES BAUHAUS IN 

weimar 1919-1923, catalog cover, 

1923. Designer: Herbert Bayer. 

190. universal, alphabet, 1925. Type 

designer: Herbert Bayer. 
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THE NEW TYPOGRAPHY 

GERMANY 

The New Typography was featured 

in a 1925 issue of Typographische 

Mitteilungen, a Leipzig-based trade 

journal whose readers were profes¬ 

sional printers and typographers. 

Guest edited by Jan Tschichold, a 

young typographer from Cologne, 

the magazine encouraged printers to 

emulate the functional, elemental, 

and dynamic design philosophies of 

the avant-garde. Printers were intro¬ 

duced to methods which, though 

unorthodox at that time, were soon 

adopted by business. Some of the 

designers belonged to a group of pro¬ 

gressives known as the Ring Neuer 

Webegestalter (circle of new advertis¬ 

ing designers), which championed 

the New Typography as an alterna¬ 

tive to the mediocrity that prevailed. 

Individually, some designers, includ¬ 

ing Max Burchartz’s “Werbebau” in 

Bochum, Walter Dexel’s studio in 

Jena, and Kurt Schwitters’s Merz in 

JJannover, established their own 

commercial advertising studios that 

wed art to utility. Merz was the non¬ 

sense name of Schwitters’s Dada 

periodical in which he published 

articles, manifestoes, and experi¬ 

ments and collaborated with other 

artist/designers. They examined 

how far dynamic tension between 

type, white space, and primary color 

could be pushed. In Merz 11 (1925), 

Schwitters reproduced a selection 

of advertisements, influenced by 

Idssitzky, for Pelikan inks using only 

red and black and bold type. Schwitters 

and van Doesburg also tested the 

limits of children’s book illustration 

in Die Scheuche (The Scarecrow) 

using letters and typecase materials 

to tell the story. 

1 9 1 

und keiner sah und keiner hickte hie haec hoc 

und Hick und Hack . . 

BA freute sich der 

Hut-Schapo und freute sich 

der Rock und freute sich der 

ACH so schone Spitzenschal 

l 92 

1 93 

191-193. DIE SCHEUCHE (THE SCARE¬ 

CROW), children’s book, 1925. Designers: 

Kurt Schwitters and Theo van Doesburg. 

194-195. merz 8/9, periodical cover and 

page, 1924. Designers: Kurt Schwitters 

and Theo van Doesburg. 

196-198. merz it, periodical cover and 

pages, 1924. Designer: Kurt Schwitters. 
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THE NEW TYPOGRAPHY 

EASTERN EUROPE 

In Poland, Hungary, Yugoslavia, and 

Czechoslovakia, the New Typography 

was practiced by designers who 

were either schooled at or influenced 

by the Bauhaus or Vkhutemas. But 

Constructivism was not simply an 

import. Warsaw and Cracow had 

healthy design communities and 

published experimental journals such 

as Blok, Praeasens, and Dzwignia. 

Henryk Berlewi, of Warsaw, devel¬ 

oped mechano-faktura constructions, 

ran his own Reklama Mechano 

advertising agency, and pushed the 

boundaries of Polish design. Prague 

was a veritable Bauhaus annex; 

Devitstil, the progressive Czech art 

movement, was as concerned with pro¬ 

moting abstract art and functional 

graphics. The marriage of the two 

could be found in the typofoto of 

Ladislav Sutnar and the Construc¬ 

tivist typography of Karel Teige, who 

designed the journal Red. Budapest 

had a progressive Modern type cul¬ 

ture promoted through the art mag¬ 

azine MA and the trade journal 

Magyar Grafika. And in the city 

of Ljubljana, Yugoslavia, Modern 

type was championed through the 

journal Tank. 

199. a kerek, periodical cover, 1930. 

Designer unknown. 

200. mentor cameras, advertisement, 

c. 1933. Designer: J. Pecsi. 

201. zijeme 1931, periodical cover, 1931. 

Designer: Ladislav Sutnar. 

202. szenzaciok, advertisement, 1928. 

Designer unknown. 

203. tank, periodical cover, 1927. 

Editor: Josip Pavlcek. 

204. massag, advertisement, c. 1930. 

Designer unknown. 

205. CERNYCH KAVALIRU, book Cover, 

1930. Designer: V. Kastner. 

85 



H V R N T G R E O E MODERN 

THE NEW TYPOGRAPHY 

EASTERN EUROPE 

Progressive graphic design flourished 

in the Eastern European capitals. In 

Budapest, Alexander Bortnyik founded 

the Miihely workshop, a private school 

for commercial art. Similar schools 

and workshops elsewhere promoted 

the New Typography as method and 

philosophy. Students were exposed 

to its application through exhibi¬ 

tions and trade journals that featured 

indigenous work as well as that 

imported from Holland, Russia, and 

Germany. One well-circulated and 

influential commentary on the sub¬ 

ject was published by typographer 

Walter Dexel in 1927 in the Frank¬ 

furter Zeitung. This article (ironically 

typeset in Fraktur) expressed the 

principles that exemplified Modern 

practice. “The goal of the new typog¬ 

raphy is an objective and impersonal 

presentation, free of individuality” 

he wrote. “Our highest aim is legibil¬ 

ity and our best type is the one which 

everybody can decipher quickly. If 

writing exclusively in lowercase let¬ 

ters becomes familiar usage, we shall 

use it, because we realize its econo¬ 

my.” But despite the declarations, 

Dexel also insisted that “one can 

hardly make recipes and we should 

guard against all dogmas, even the 

factually correct ones. ... It is not 

essential that a printed communi¬ 

cation be read from first word 

to last in consecutive order. . . .” Mes¬ 

sages, he said, must appeal to the 

audience’s different interests. It is 

this notion of custom accessibility 

that distinguished the new typogra¬ 

phy from the old. This was also the 

essence of a new approach to adver¬ 

tising that sought to serve rather 

than simply shout at the public. 

208 

206. typografia, periodical cover, 1930. 

207. MAGYAR GRAFIKA, periodical 

cover, 1911. Designer: Tadee Gronowski. 

208. REKLAMA MECHANO, prospectus 

cover, 1924. Designer: Henryk Berlewi. 
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209-210. uj fold, periodical cover and 

advertising page, 1927. Designer: 

Bortnyik Sandor. 

211. red, periodical cover, 1928. 

Designer: Karel Teige. 

212-213, dokumentum, periodical 

covers, 19)2. Designer: Lajoss Kasack. 

214. ecce homo, poetry, 1921. Designer: 

Hercz Gyorgy. 
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2 15. n k f, advertisement, 1926. Designer: 

Piet Zwart. 

215. de gemeenschap, periodical cover, 

1910. Designer: Paul Schuitema. 
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217. wendingen, magazine cover, 1929. 

Designer: Vilmos Huszar. 
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D E S T I J L 

THE NETHERLANDS 

In Holland it is said, “God made the 

World, the Dutch made Holland.” 

This because the Dutch landscape is 

almost entirely man-made, reclaimed 

from the sea and fortified by a sys¬ 

tem of dykes. It is in this orderly 

landscape, where right angles and 

straight lines define the topography, 

that an avant-garde design movement 

that treats such geometry as a sacra¬ 

ment was born. In 1917, Theo van 

Doesburg (born Christian E. M. 

Kiipper), Vilmos Huszar, Antony Kok, 

Bart van der Leek, Piet Mondrian, 

and I. I. P. Oud founded the group 

they called de Stijl (the style). Van 

Doesburg originally wanted to call 

the group’s journal The Straight 

Line, but instead agreed to De Stijl. 

Rectilinearity was common to all 

Modern movements, but for the 

Dutch it was a matter of faith. In 

fact, the rigidity that defined de Stijl 

was the direct result of its members’ 

Calvinist background. In addition to 

the rectangle, the key elements of de 

Stijl painting and design were the use 

of black, white, grey, and the primar¬ 

ies red, blue, and yellow. Mondrian 

demanded strict adherence, but van 

Doesburg introduced oblique rectan¬ 

gles and the color green as contributing 

to more dynamic compositions. Accor¬ 

ding to Mondrian, this deviation from 

the fundamental principles destroyed 

the essential objectives of the move¬ 

ment. Mondrian disassociated him¬ 

self in 1925. By then, van Doesburg 

had lost interest in such strict rules 

and his faith in de Stijl. 

218. duplex kabel, advertisement, 

c. 1924. Designer: Piet Zwart. 

219. opbouw, periodical cover, 19)5. 

Designer: Paul Schuitema. 
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D E S T I J L 

THE NETHERLANDS 

Like Dada, de Stijl was an anti-art 

art movement. In a 1926 manifesto 

published in De Stijl titled “The End 

of Art,” Theo van Doesburg declared 

that “Art, whose function nobody 

knows, hinders the function of life. 

For the sake of progress we must 

destroy Art.” Ironically, the results 

of h is rebellion against art are 

considered exemplary artifacts of 

the Modern period today. In his 

crusade against outmoded and failed 

ideas, van Doesburg became a vocif¬ 

erous advocate of a total union of 

fine and applied arts, and he thus 

brought type design and typography 

into de Stijl since it was consistent 

with the idea of straight lines and 

rectilinear geometry. Although his 

radicalism made Bauhaus adminis¬ 

trators suspicious and they did not 

invite him to teach at the school, van 

Doesburg conducted private classes 

on his own in Weimar for Bauhaus 

students, who studied de Stijl paint¬ 

ing and typography. Back in the 

Netherlands, Piet Zwart, an architect 

and industrial designer, was influ¬ 

enced by van Doesburg and de Stijl 

principles, which he applied to his 

commercial typography for industrial 

and corporate clients. Zwart used 

Gothic and Egyptian type in bold 

asymmetric compositions that relied 

on the size and juxtaposition of 

letters to convey both literal and 

symbolic messages. One of Zwart’s 

most inventive colleagues was Paul 

Schuitema, who mastered typofoto 

for his commercial clients, likewise 

using bold sans serif faces where the 

scale of the words in relation to each 

other gave each advertisement its 

dynamism and eye-catching appeal. 

220 

N.V. NEOERLANDSCHE KABELFA8RIEK DELFT 
KOPERDRAAD IN ELK PROFIEL 

NETHERLANDS CABLE WORKS E» DELFT 
COPPER WIRE - ANY SHAPE 

22 1 222 

220. teka 546, brochure cover, 1938. 

Designer: Henry Calm. 

221. COPPER wire-any shape, adver¬ 

tisement, 1924. Designer: Piet Zwart. 

222. uitnoodiging, advertisement, 

c. 1934. Designer unknown. 

223. paper insulated, advertisement, 

c. 1925. Designer: Piet Zwart. 

224. drukkerij trio, catalog page, 

1931. Designer: Piet Zwart. 
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THE NEW TYPOGRAPHY 

ENGLAND 

England did not give birth to 

the European Modern typographic 

movement, but it did have a viable 

avant-garde that spawned progres¬ 

sive typography. Vorticism, lead by 

Wyndham Lewis, was the British 

version of Italian Futurism. Taking 

its name from the centrifugal force of 

kinetic power, the Vorticists painted 

canvases that celebrated the twentieth 

century, the machine age, speed, and 

war. Its appropriately titled journals, 

Blast and Enemy, typographically 

influenced by Marinetti’s parole in 

liberta, employed bold gothic letters 

set in asymmetric compositions to 

underscore and give voice to the 

movement’s unorthodox declarations 

on art, culture, and life. These avant- 

gardisms did not give rise to new type 

designs, but influenced typograph¬ 

ers who sought alternatives from 

traditional English design (and from 

ye olde English pastiche). While the 

foremost Modern faces were designed 

in Germany, England was the birth¬ 

place of two important sans serif 

typefaces: Eric Gill’s Gill Sans and 

Edward Johnston’s alphabet commis¬ 

sioned for the London Underground. 

These faces were frequently used by 

both progressive designers and com¬ 

mercial printers. English Modernism 

was the basis for the contemporary 

typography that emerged in the 

abstract posters and book jackets of 

E. McKnight Kauffer and other mod¬ 

ernists who were active during the late 

1920s and 1930s. 

225. the enemy, periodical cover, 1927. 

Designer: Wyndham Lewis. 

226-228. GILL SANS (EXTRA HEAVY, 

cameo, ultra bold), alphabets, 

1927—1930. Type designer: Eric Gill. 

225 

MODERN Com 
226 

MODERN COM 
227 

Hodern Comm 
228 
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229. shell, poster, 1929. Designer: 

E. McKnight Kauffer. 

230. THE MYSTERIOUS UNIVERSE, book 

jacket, 1929. Designer unknown. 

23). SHAKEN BY THE WIND, book 

jacket, c. 1910. Designer: E. McKnight 

Kauffer. 

232. quack quack, book jacket, 19)6. 

Designer: E. McKnight Kauffer. 
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COMMERCIAL MODERN 

In the 1920s, modernism with a small m (also known as moderne, modernistic, and art deco) 

was the bourgeois compromise between traditional and radical design. Introduced in France 

in 1925 at the Exposition internationale des arts decoratifs et industriels modernes and spread 

throughout Europe and Asia, what later came to be known as the deco style made its way to the 

United States, where it was harnessed as an advertising tool to give the veneer of progress to 

products. In a 1933 article titled “The Dividends of Beauty” in Advertising Arts, Earnest Elmo 

Calkins wrote, “Modernism offered the opportunity of expressing the inexpressible, of suggesting 

not so much a motor car as speed, not so much a gown as style, not so much a compact as beauty.” 

Avant-Garde Modernism 

its only similarities with corn- 

superficial characteristics, 

marriage of modernistic art 

dising. There was nothing 

move goods off the shelves, 

sparked the mannerism, but 

mercial modernism were 

Otherwise, moderne was a 

and contemporary merchan- 

utopian about the need to 

and if modernistic type and 

other contemporary graphic effects did the job, then so be it. “The New Typography was a phi¬ 

losophy not a style,” critiqued L. Sandusky in PM magazine. “It was largely the failure to 

understand this which produced around 1928 . . . the ‘Dark Cloud Era’ and retarded in America 

an international movement.” However, the idea that the public would wholeheartedly embrace 

the avant-garde was naive. History proves that cultural vanguards appeal to a very savvy few, and 

the austerity of avant-garde design was difficult to accept in its purist form. Nevertheless, since the 

New Typography was intended to reform the existing media, it was destined to be adulterated. 

Every nation with a consumer economy subscribed to modernity, each in its unique way. Type was 

a major component of this trend, and the late 1920s and 1930s was the time when type design 

accelerated to meet the immense needs of advertising. Like other mass consumables, typefaces 

were promoted through specimen sheets as fashion accessories. 

opposite: dewitt Clinton high school, high school yearbook cover, 1932. Designer unknown. 

above: la lettre artistique & moderne, type specimen hook, 1934. Designer unknown. 



COMMERCIAL MODERN 

FRANCE 

Art Moderne, the commercial phase 

of Modernism, was born in France 

prior to World War I, but its develop¬ 

ment was interrupted by the war. 

The concerted marketing of the 

style, therefore, begins in 1925 at 

what was the playground of moder¬ 

nity in Paris along the banks of the 

Seine. The Exposition internationale 

des arts decoratifs et industriels mod- 

ernes was a grand showroom for 

modernistic wares produced by or 

for the world’s leading furniture, 

clothes, cosmetic, and sundry manu¬ 

facturers. Although the Soviet Union 

was represented by an imposing 

Constructivist pavilion and Le 

Courbusier displayed his Esprit 

Nouveau architecture in a likewise 

historically important structure, the 

Exposition was dominated by com¬ 

mercial design and exhibited all its 

various trappings. Type design was 

tied to what was called the “window 

dressing” aesthetics of the day, with 

foundries producing scores of display, 

novelty, and froufrou faces to meet 

the demands of a growing advertis¬ 

ing industry. Deberny & Peignot was 

the most prolific and sophisticated 

foundry for both traditionally elegant 

type and the exhibitionist novel¬ 

ties that were on the fashion-curve. 

Style books were also published 

to encourage the adoption of the 

style. Mise en Page, by typographer 

A. Tolmer, was the most inclusive 

in instructing advertising designers 

in the proper care and use of type in 

modernistic compositions. 

233. photo, type specimen (Deberny 

& Peignot), 19)0. Type designer unknown. 

234. Europe, type specimen (Deberny 

& Peignot), c. 19)0. Type designer: Paul 

Renner. 
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237 

238 239 

235-239. MISE EN PAGE (ENGLISH 

edition), book cover and interior pages, 

'1932. Designer: A. Tolmer. 
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COMMERCIAL MODERN 

FRANCE 

France built its economy on commer¬ 

cial Modernism. In contrast to Art 

Nouveau, which had an impact on 

the Parisian cityscape but failed to 

achieve widespread public acceptance, 

moderne design was ubiquitous in 

all forms, from buildings to match¬ 

boxes. After the ostentatious artifice 

that preceded it, the straight line 

became the paradigm of beauty. Yet 

early Moderne ornament included an 

array of flowers, animals, and nymphs 

integrated into geometric patterns 

comprised of zigzags, chevrons, and 

lightning bolts. Designers playfully 

borrowed Ancient Egyptian, Mayan, 

and Oriental motifs. In a nation that 

suffered the ravages of war, Mod¬ 

erne design signified a return to pre¬ 

war prosperity. Business was quick 

to accept any tool that stimulated 

consumption, so advertising agencies, 

poster ateliers, and type shops grew. 

The poster was the testing ground for 

new lettering, and various foundries 

began to design, copy, and pirate orig¬ 

inal alphabets. Before the war, Fond- 

eries Deberny & Peignot marketed 

the most popular original typefaces in 

France, among them Nicolas Cochin, 

Moreau le Jeune, and Le Naudin. In 

the 1930s A. M. Cassandre added to 

this inventory when he designed 

Bifur, a unique display face that A. 

Tolmer called the “phenomena of 

advertising,” and Peignot (in honor of 

Charles Peignot), which remains the 

quintessential Moderne typeface. 

240. peignot, type specimen, 1937. 

Type designer: A. M. Cassandre. 

241. bifur, type specimen, 1929. Type 

designer: A. M. Cassandre. 

242-243. NOVELTY FACES, type 

specimens, c. 1933. Type 

designer unknown. 
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244-245. DIVERTISSEMENTS 

typographiques, periodical covers, 

c. 19)3. Designer: Maximillien Vox. 

246-248. various samples, printing 

specimens, c. 19)3. Designers unknown. 
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COMMERCIAL MODERN 

249 

250 

FRANCE 

Freedom in French typography was 

found in advertising layouts and 

modern posters, in which A. M. 

Cassandre said the letter was “the 

leading actor.” In the Modern 

French poster, every visual element 

revolved around the word, and often 

the word revolved around the poster 

as a frame. The result was integrated 

compositions where type served as 

a surrogate illustration. The letters 

were bold, geometric, and stylishly 

unique to the age. Cassandre wrote 

that he was inclined “not toward a 

parody of inscription but toward a 

pure product of the T-square and 

compass, toward the primitive letter.” 

Since its inception in the days of 

Fournier and Didot, French typogra¬ 

phy has been known for its elegance, 

and this continued through the 

Modern era. French alphabets of the 

1930s had grace and style, or, as 

the typographer Samuel Welo wrote, 

“the ‘chic’ so typical of the French 

people.” Fonderies Deberny & Peignot 

went to great lengths to promote the 

functionality of its chic specimens 

through its periodical Divertis¬ 

sements Typographiqu.es, edited by 

Maximillien Vox. The publication 

gave designers at the art studios of les 

grands magasins and printers a gen¬ 

erous sampling of the latest releases. 

It was actually a portfolio of loose 

examples of commercial job printing 

using the foundry’s most popular 

faces. Typographers were also invited 

to sample faces as a loss leader 

against the larger sale of complete 

fonts of hot metal. 

249. Paris liege, travel poster, 19)0. 

Designer: J. P. Junot. 

250. a v R o G E n E , hand-lettered, logo, 

c. 193). Designer unknown. 
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Le gouvernement 
Le plus conforme ci 
la nature est celui 
dont la disposition 
particuliere se rap- 
portemieuxaladis- , 
Le gouvernement 

le plus conforme a 

la nature est celui 

23467 5689 

BIBLIOTHEQUE 

RATIONALE 

Apres avoir 
pris sa lyre, iL 
leva Ies yeux 
vers le cieL et 

Eudore, me 
dit-iL, avarice 

1245 368 
BRETAGNE 
CEUVRES 
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251-256. DEBERNY & PE1GNOT, type 

catalog, 1926. Designer unknown. 
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FRANCE 

Through beautiful specimen books, 

innovative booklets, and startling 

posters, Fonderies Deberny & Peignot 

induced printers, typographers, and 

designers to sample its unequalled 

bounty of metal types. The quality of 

the inventory matched the quantity. 

For example, Cochin, designed in the 

late nineteenth century by Nicolas 

Cochin and redrawn and cut in the 

early twentieth, was one of the com¬ 

pany’s most popular French faces for 

many decades. It was marketed 

through a lavish multipage booklet 

replete with many tip-ins of actual 

applications. But these small typo¬ 

graphic displays were mere supple¬ 

ments to the annually published, 

two-volume type catalog featuring 

both traditional and contemporary 

typefaces, including Bifur, Peignot, 

Photo, Film, Europe, and Eclair. 

These smartly designed books fea¬ 

tured a tabular indexing system 

(common for industrial catalogues 

but unique in the type trade) and 

were the perfect printer’s companion. 

The books set a standard that other 

foundries attempted to match. It 

becomes very apparent from the 

printed ephemera of this period that 

the French had a passion for letter 

forms—the good, the bad, and the 

outlandish. During the period 

between the two world wars, France 

was perhaps only second to the 

United States in the amount of 

commercial printed material released 

to the public. 

257. AUX GALERIE5 LAFAYETTE, 

billhead, 1923. Designer unknown. 

258. delepoulle, billhead, 1929. 

Designer unknown. 

259-260. COCHIN, type specimens, 1912. 

Type designer: Charles Nicolas Cochin. 
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COMMERCIAL MODERM 

UNITED STATES 

“If we don’t watch out we will spend 

half of our time arguing about what 

‘modern’ means,” wrote Edmund G. 

Gress, editor of The American Printer, 

in 1930. In an article titled “Typo¬ 

graphic Styles Change Every Gen¬ 

eration,” he referred to his specific 

era as the “Modern Phase,” yet asked 

the rhetorical question: “What is 

present-day typography?” At the 

time, the modern idea was tied to 

dynamic asymmetry, flow lines, and 

abstraction. Gress suggested that “the 

reader might get the impression that 

a word or ornament is glued on each 

buckshot and then fired from a gun 

onto the surface of the paper.” So- 

called modernism was looked upon 

with great suspicion as well as a lack 

of understanding, so Gress spoke up 

for the European Moderns: “mod¬ 

ernists talk of disregarding all tradi¬ 

tion and laws of design and typogra¬ 

phy, and doing things in a free and 

original manner, with the result that 

some take their words literally, and 

there are typographic chaos and 

anarchy.” He reassured traditional 

printers that Modern typography is 

rooted in “the thou-shalts and thou- 

shalt-nots, and the really good piece 

of modern typography is fairly sim¬ 

ple and sane.” The New Typography 

was dedicated to order. Commercial 

modernism was dedicated to show. 

261-262. RALEIGH INITIALS, type 

specimen, 1930. Type designer: 

Willard T. Sniffin. 

263. vulcan, type specimen (Linotype), 

1929. Type designer: K. Sommer. 

264. 9 TH ANNUAL OF ADVERTISING 

art, book jacket, 1930. Designer: A. Welp. 

265. loeser's, catalog cover, 1928. 

Designer unknown. 

266. THE GREENWICH VILLAGE QUILL, 

periodical cover, 1929. Designer: H. Fowtz. 
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UNITED STATES 

“Modern typography owes much to 

its charm, subtlety, and expressive¬ 

ness ...” wrote Frederic Dannay 

in “How to Use Modern Display 

Types” in 1931. “The practicability of 

a type selection is as vital to typo¬ 

graphic correctness as distinctive 

‘atmosphere.’ An inharmonious color 

tone, a misfit size, an illegibility in 

mass, will transform the most appro¬ 

priate ‘feeling’ into the most incon¬ 

gruous effect.” Many admonishments 

were published in the trade press to 

prevent printers from raucousness. 

With the unprecedented number of 

new typefaces issued by American 

producers such as the American Type 

Founders (ATF), Continental Type 

Founders, Bauer Type Founders (USA), 

Linotype, Ludlow, and Intertype, the 

tendency was to design “modern” 

layouts with undisciplined abandon. 

Dannay listed rules that he believed 

would eliminate the threat of type 

pollution: “don’t use a typeface merely 

because it is the later importation 

from Europe; don’t use a hand- 

lettered headline if there is a type¬ 

face that suits your purpose just as 

well; typography, like style, works in 

cycles; don’t use unnecessary rules, 

borders or decorations.” He concluded, 

“Only the expert layout man can take 

advantage of a practice which offers 

so many pitfalls.” 

267. modernistic, type specimen, 

c. 19)2. Type designer: Samuel fVelo. 

268. BERNHARD TANGO AND SWASH 

capitals, specimen sheet, 19)4. 

Type designer: Lucian Bernhard. 

269. galua series, type specimen, 1927. 

Type designer: IVadsworth A. Parker. 

270-27 1. THE BROADWAY SERIES, 

type specimen, 1929. Type designer: 

Morris Fuller Benton. 
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COMMEBCIA 

UNITED STATES 

Despite continued use of European 

imports, type was nationalistic in the 

United States. The reasons vary: The 

expense of physically importing 

heavy metal fonts across the ocean 

was high; American commercial 

needs differed from those in Europe; 

and the applied-art traditions were 

very different. Although the New 

Typography was achieving more 

widespread acceptance by the early 

1930s, the original European ideal 

was not the American way. Edmund 

Gress wrote, “I am keen for Amer¬ 

icanizing this modern movement, 

and one way to help is to base what 

we do on American motives.” But 

what Gress determined was required 

to bring Modernism into the fold had 

more to do with decoration than phi¬ 

losophy. “Use metallic bronze ink 

in silver and gold and copper on 

printed work where tint blocks or 

heavy-printing type faces are used,” 

he suggested. “Metallic surfaced 

paper and cardboard also fit in as a 

background for modern typography.” 

The standard bearers of deco were 

acutely aware that too many faces 

were on the market, so trade journals 

suggested relying on a few current 

ones. The American Printer advised, 

“Serifless types that are the vogue . . . 

are examples of attempts to eliminate 

non-essentials, and these attempts 

are successful when the letters have 

historic proportions or have grace 

of design,” and urged that new sans 

serifs replace old Gothics in “print¬ 

er’s permanent equipment.” 

272-273. THE NUBIAN SERIES, type 

specimen, 1928. Type designer: 

Willard T. Sniffin. 

274-275. UNTITLED ALPHABETS, type 

specimens, c. 1928. Designer: Samuel fVelo. 

192S 
fAiHlOli 

in 

r\ 
•he lor. 

A I, (til* pamptalrl U ihaxa 

• 1 •**•**•'>« In *and DrcoraUie 
“r,,> for l*» pnblli lt» printing, 
imnl "MadrrnUIU." dlfboajb Ibr 

’’*«■ *»•>«•»•«! to br popular. Ibr rllm. obl.ii.ird 
*■*"* riling. «-> ,—« dll bin;, allrollon-riirllnj aad drcldrdlv 
Intriguing to Ibr nrmon. ,tnd rxa(II> (or Ibr <■■mi rro.on 
tbot Ibr ttacopallon* of J»// mu»l. linger pmi«lrnllv and 
rbxlhmlcalW in Ibr mrmon.Mi will lhr.r modrrni.il. lypr. 
u“d drrorall.r nalrrial. linger prr.l.lrnlly and vlvldlr In 
tbo mindW.r o( Ibr protprrlhr ba.rr. Moving oil Ibrvr 
qaollllrv. ohkb ore rwrallal to modrro , 

272 

273 

hhcd Alien 
tr-HH i:«iij uiimi 
PRsm nsru 
IJ1VV2 HXY98 

108 



HOVEL GOTHIC IN MOD ERM DISPLAY 

——wwpqgwo——ip—■minium■ ■ i ai 11 

r e b a vv jt a. \ 

QUEEH OF 
HEARTS K E B A 
HERATSOH 

QUEEN OF HEARTS 

MEMRY MARSOCM 
rvauwia 

MARGARET HERATSON 
AUTHOR OF 

THE MOTHER OF HERMAMI BLUE WATER 

THE IMPERIALIST RAMOMIA 

TOWER OF GLORY A GLORIOUS LOVER 

^ SPECIALIST is one who knows 

more and more about less and less until 

he knows everything about nothing 

276 

Hen Modern Type Tares 

AS advertisement to command atten¬ 

tion, mast not only be legible, bat 
audible 

to 

TEE SPHINX 
speaks out boldly and clearly 

18 12 

UCOEFCBUK 

ABCBfSFG 
Jt/IOJIf.V 
tout; 

CRIES 

KLKVOPgS 
ABCDEFI 

GJT/KLV 
1234S6 
7SM1 
23*5 
S7S 

90 

SHOUTS 

THUNDERS 

ETBne tF«a5flEla«6irHa Corporaafiaffiaa 

277 278 279 

276. novel gothic, type specimen, 

1929. Type designers: Charles Herman 

Becker/Morris Fuller Benton. 

277. a ETON, type specimen (originally 

a German typeface), 1914. Type designer: 

Heinrich Yost. 

278. sphinx, type specimen (originally 

French), 1928. Designer unknown. 

279. ultra-modern, type specimen, 1928. 

Type designers: Douglas C. McMurtrie, 

Aaron Borad, Leslie Sprunger. 
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COMMERCIAL MODERN 
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UNITED STATES 

“The word ‘modern’ has worried 

us not a little,” wrote Alice Beeson 

Ecke, a production specialist at 

Harpers Bazaar in a 1930 issue of 

The American Printer, “for it seems 

to have been such an excellent excuse 

for the pretender to call himself an 

artist. And, like the other applied 

arts, ‘modern’ typography, with but 

few exceptions, has been in the hands 

of the pretenders and for a time fell 

into a sorry state. It expressed noth¬ 

ing but a blur of type and rules, an 

ugly mixture of Roman and Gothic 

types—all labeled, in large letters 

‘MODERN.’” This was the common 

complaint in the 1930s because not 

all type designers and typographers 

remained true to the highest stan¬ 

dards. Grace and elegance were not 

always the concern of commercial 

artists who created signs and “sho- 

cards,” the goal of which was to grab 

the attention of passersby quickly 

and without artifice. The majority of 

the ephemeral typefaces that bore 

the stigma of “fake modernism” 

were designed by decidedly compe¬ 

tent professionals whose job was to 

create novelties in current styles for 

advertising and promotion. To call 

these types Modern is stretching the 

term. The types used for mass- 

market display had roots in the mod¬ 

ernistic, streamline style. 

2 80. signs, title page for sign book, 19)6. 

281. carol's, sample from sign book, 19)6. 

282. inline outline, alphabet (varia¬ 

tion on Zepplin by Rudolf Koch), c. 19)0. 

283. expressionist, alphabet (variation 

on Neuland by Rudolf Koch), c. 19)0. 

284. chop suey, alphabet, c. 19)). Type 

Designer: Ross F. George. 

285. adstyle family, type specimen, 

1906 & 1920. Type designer: Sydney Gaunt. 
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COMMERCIAL MODERN 

GERMANY 

German type design was even more 

fervently nationalistic than that of 

other nations. Blackletter already set 

the Germans apart from countries 

using Roman type; yet as universal as 

promoters professed the New Typo¬ 

graphy rebellion to be, the Modern 

style was still Germanic in the stric¬ 

tures that governed its application. 

The German approach could be 

rigid, but the leading German type 

foundries, among them Stempel, 

Flinsch, Berthold, Klingspor, and 

Bauer, were in the business of pro¬ 

ducing and selling commercially 

popular typefaces, and thus will¬ 

ing to diverge from nationalist tra¬ 

ditions. In addition to Blackletter, 

two forces influenced German type 

design of the early twentieth 

century: The first was Sachplakat, 

which inspired the reevaluation of 

antique letterforms as well as intro¬ 

duced Plakatstil (poster style) type¬ 

faces. Second, German Modernism 

had a major impact on typography by 

the mid-1920s, as seen by the shift in 

preference among printers from 

antique to sans serif type designs. 

Paul Renner’s Futura was the para¬ 

digm, but other, more quirky, sans 

serifs were introduced for novelty 

sake. Trade magazines that reluc¬ 

tantly supported New Typography 

promoted less austere variations. 

286. neisch plakat farben, adver¬ 

tisementc. 1925. Designer unknown. 

287. untitled, alphabet, 1930. Type 

designer: Paul Klein. 

288-29 1 . VA R I O U S LETTERHEADS, 

c. 1925. Designer unknown. 

292. an alle, advertisement, c. 1928. 

Designer unknown. 

293. im kampf, advertisement, c. 1928. 

Designer unknown. 
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GERMANY 

Deco type design was a marriage of 

old and new. The major demand of 

the average German printer and sign 

painter was for alphabets that would 

set often similar messages off from 

one another. Blackletter, even the 

decorated variety, was not the most 

eye-catching style for use on the 

street, where most people were 

exposed to commercial pitches at a 

fast rate and in quick succession. 

Literally taking a page out of com¬ 

mon sign-painters manuals, type 

designers developed entire new 

alphabets from letters used on win¬ 

dow and wooden commercial signs. 

The examples reproduced here were, 

in fact, redrawn from these sources 

and collected in a copyright-free 

portfolio available to journeyman 

Gebrausgrafikers (commercial artists) 

who wanted to add a bit of color and 

verve to their otherwise mundane 

messages. For these display letters, 

color was further added to give the 

illusion of depth and dimension. One 

of the appeals was that these letters 

virtually jump off the printed page. 

The faces ran the stylistic gamut 

from faux scripts with inlines and 

outlines to altered Gothics with shad¬ 

ows and highlights. Some of the 

alphabets conform to the prevail¬ 

ing international styles, while others 

have a decidedly antique German 

sensibility with references to Black- 

letter. Some were given distinctive 

names, but most were simply generic 

contemporary forms. Nor were they 

proprietary; Gebrausgrafikers were 

encouraged to redraw directly from 

these specimen sheets. 

294-300. FARBIGE ALPHABETS, type Spec- 

imens, c. 19)2. Type designer: Otto Heim. 
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COMHEDCIAL MODEDH 

GERMANY 

During October 1925, when mem¬ 

bers of the German Printers’ Asso¬ 

ciation opened their monthly issues 

of the printing and type industry 

journal Typographische Mitteilungen, 

they were unprepared for a shock. 

The conventional layout of small 

margins and tightly packed Fraktur 

body type was replaced by avant- 

garde composition with sans serif 

type and bold red and black rules. 

Overnight the comfortable style that 

dominated commercial printing had 

been replaced by anarchy. In fact, Jan 

Tschichold had been invited to edit 

an issue, and he introduced German 

printers and typographers to avant- 

garde typography as practiced in 

Russia, Holland, East Europe, and 

Germany. The cover of the issue was 

empty of all but the most essential 

ornament; the interior layout was a 

little crude, with a lot of white space 

and replete with sans serifs. This 

issue was only a blip, however, a short 

detour from the norm. The following 

month TM returned to its usual for¬ 

mat. Although TM was the first offi¬ 

cial journal to introduce the New 

Typography, it did not follow or fur¬ 

ther support its orthodoxy. It did, 

however, become force of modera¬ 

tion, balancing the avant-garde and 

the status quo by promoting deco 

type and lettering as a viable com¬ 

promise. The majority of German 

designers represented by this and 

other official trade organizations may 

have been truly inspired by the 

exemplars of Modernism, but they 

did not play an active role in its 

continued development. Regardless, 

Tschichold’s issue of TM is today 

a cherished artifact, while the other 

issues are forgotten. 
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301. rich & ruhnay, letterhead, 1925. 

Designer unknown. 

302. reklame plakate, advertisement., 

1924. Designer unknown. 

303. title, alphabet, 1930. Type designer: 

School of Decorative Art, Stuttgart. 

304. T Y P O G R A P H I S C H E MITTEILUNGEN, 

periodical cover, 1923. Designer unknown. 
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COMMEQCIAL MODEBH 

SPAIN 

In the Spanish Republic during the 

late 1920s, Deco became the unoffi¬ 

cial national graphic style that linked 

Spain to the rest of industrialized 

world. Such graphics were used 

inside Spain to promote many of the 

same products and services that sig¬ 

naled progress elsewhere, and on 

Spanish products outside the country 

to project a comparable standing 

with other leading nations. Orig¬ 

inally, printers took responsibility for 

the production of advertisements and 

posters, but eventually designers 

became creators of visual form while 

printing concerns were transformed 

into advertising agencies. In Bar¬ 

celona, advertising became a com¬ 

mercial necessity, and what began 

as a craft-oriented, anonymous pro¬ 

fession adhering to mundane typogra¬ 

phic convention became a wellspring 

of unprecedented design experimen¬ 

tation. The introduction of mod¬ 

ernistic mannerisms to typography 

in the early 1920s was a means of 

grabbing the consumer’s attention. 

Although comparatively few orig¬ 

inal typefaces emanated from Spam, 

designers customized many contem¬ 

porary foreign alphabets. For the 

most part, Spanish type found¬ 

ries imported faces from France, 

Germany, and England. French deco¬ 

rative tendencies and German ratio¬ 

nalist ideas were wed to Spanish 

type. Yet this was also a period when 

many of the most emblematic letter 

forms on posters and brochures were 

drawn by hand. 

305. novadam, advertisement., 1931. 

Designers: E stab an Trouchut Bachmann 

and Juan Blanchard. 

306. publicidad, tyj.ie specimen, J930. 

Designer: F. T. Jose Iranzo. 
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307-3 1 0. V A R I O U S LETTERHEADS, 

specimens, c. 1934. Designers: 

Estaban Trouchut Bachmann and 

Juan Blanchard. 
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311. perfumes v esencias, certificate, 

1930. Designer unknown. 
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ITALY 

Rejecting any semblance of symme¬ 

try, the Futurist’s parole in liberta 

(words in freedom) simulated on 

paper the sounds of excited speech 

and the noise of whirring machines. 

In the early 1920s, Futurists created 

their own forms of avant-garde 

advertising “events,” and these new 

approaches moved quickly off their 

manifestoes and into mass commer¬ 

cial art. Fortunato Depero introduced 

an array of dynamic hand-drawn let¬ 

ters that symbolized speed and 

motion. Saw-edged and rectilinear, 

stair-step gothic types begun as 

improvisations soon developed into 

fully realized and commercially 

available alphabets. From posters for 

automobiles, cigarettes, and liquor to 

Fascist party documents and propa¬ 

ganda, Italian graphic designers used 

contemporary typefaces to appeal to 

youthful consumers. Despite the 

growth of a totalitarian government 

that dressed itself in the trappings of 

ancient Rome, the rise of moderne 

design as public communication took 

the edge off the dictatorial strictures 

of the regime. Typographic standards 

were routinely challenged, yet in 

Italy, the birthplace of humanist 

type, ancient type tradition was 

taken very seriously. Futurism’s 

rejection of the past had great influ¬ 

ence on many designers, but mod¬ 

ernism was not monolithic. Some 

designers also preferred venerable 

scripts, and Romans in the spirit of 

Italianismo were also fairly common. 

3 12. v fiera, advertisement, 1937. 

Designer: R. Antore. 

313. Ill MOSTRA MARINARA D' ARTE, 

postcard, 1929. Designer: Latini. 

314. TALCO BORICO FLORENTIA, 

bookmark, c. 192S. Designer unknown. 
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315. BOLOGNA-FIRENZE, booklet, 1934. 

Designer unknown. 

316. antimalarico, postcard, c. 1923. 

Designer unknown. 

317. fa la cortesia, sheet music, 1926. 

Designer: Onorato. 

318. le grand! FIRME, periodical 

cover, 192S. Designer unknown. 

319. comoedia. periodical cover, 1921. 

Designer: Santi. 
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320. kunst, periodical cover, 1932. 

Designer unknown. 

321. radio expres, periodical cover, 1938. 

Designer unknown. 

322. wendingen, periodical cover, 

1930. A.P. Smits. 

323. STALEN THONET MEUBEIEN, 

advertisement, 1932. Designer unknown 

324. flora biscuits, advertisement, 

1930. Designer unknown. 

THE NETHERLANDS 

Dutch Deco was exuberant and color¬ 

ful. Commercial Modern type design 

there was a combination of various 

au courant influences. First was the 

proto-avant-garde Wendingen style, 

an eccentric decorative typography 

used in the arts and architecture 

magazine of the same name that was 

developed as the signature of designer 

H. Th. Wijdeveld. Essentially rectilin¬ 

ear, this type was designed as if on a 

grid, but with quirky angles and 

indentations like the contours on a 

map. A second influence was de Stijl 

and the box-like type originally 

designed by Theo van Doesburg, 

built entirely on the foundation of a 

square. Some of these letters were 

rigid and entirely void of any orna¬ 

mentation. The modern typefaces 

imported from France and Germany, 

both the austere and the orna¬ 

mented, were a final influence. The 

combined use of all these styles 

ultimately defined this phase of 

Dutch commercial design. The use of 

all large and small capitals, however, 

underscored the Dutch contribution 

to the overall pan-European style. 

The most renowned artifacts of Dutch 

graphic design today are examples of 

the New Typography by Piet Zwart 

and Paul Schuitema, but the over¬ 

whelming majority of print design 

for commercial purposes in the Nether¬ 

lands between the wars was modern¬ 

istic. Type foundries in Holland, like 

in the rest of Europe, produced deco¬ 

rative inline and outline typefaces 

in large quantities because they were 

most in demand, and commercial job 

printers conformed to the standard 

usage of these faces as found in trade 

magazines devoted to contemporary 

advertising. 
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EASTERN EUROPE 

Many of the most common East 

European Deco typefaces originated 

in Germany and were distributed 

through satellite outlets in the East. 

Futura was probably more wide¬ 

spread in Czechoslovakia, for exam¬ 

ple, than in Germany at the time 

because Czech printers were encour¬ 

aged by their professional organiza¬ 

tions to emulate au courant approaches. 

Advertisements in trade journals 

celebrated Futura as the symbol of 

modernity. Other European type¬ 

faces—serif and sans serif alike — 

were often customized with the 

appropriate accent marks, yet few 

other modifications separated the 

types from one nationality to the 

other. This does not mean that these 

East European countries shared 

exactly the same methods. The 

Modern design movements in East 

Europe all had distinctive points of 

view. In addition, each nation had 

traditions of printing and design 

with long bloodlines. Some members 

of the printing dynasties retained 

the classical methods, while others 

both adjusted to the changing styles 

and maintained their links to craft 

and artistry. Commercial modernism 

developed out of a need for mass 

communication, but in Czechoslova¬ 

kia, Flungary, and Poland the stan¬ 

dards of printing and typography 

were not sacrificed because of the 

increase in ephemeral printing. 

325. PATRONA grotesk, type speci¬ 

men, 1928 (Czechoslovakia). Designer 

unknown. 

326. kaldor, advertisement, 1932 

(Hungary). Designer unknown. 

327-330. V A R I O U S TYPOGRAPHERS, 

advertisements, 1932 (Hungary). 

Designers unknown. 
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COMMERCIAL MODERN 

EASTERN EUROPE 

The Czechs nurtured many original 

designers, like Anton Jero, who soft¬ 

ened Modernism through the addi¬ 

tion of witty graphic images. 1'he 

Hungarians had Alexander Bortnyik, 

a follower of the Bauhaus, and 

A. Bereny who wed Modern type and 

moderne illustration into functional 

yet decorative art. The Poles spawned 

many modernistic designers at the 

Szkole Prezemyslu Graficznego in 

Warsaw. Typography was practiced 

throughout these countries with great 

attention to tradition and with an eye 

to the current market. This growing 

market ensured that constant type 

replenishment was an important 

aspect of the printing industries. The 

French exported full fonts, but the 

Germans made the largest contri¬ 

bution to the typecases. When West 

Europe foundries opened branches in 

these countries, type was manufac¬ 

tured there as well. The trade jour¬ 

nals admonished their readers not to 

misuse the styles, which was indeed 

common wherever type was used. 

One journal developed a guide to the 

most popular dos and don’ts. It sug¬ 

gested, for instance, that Rudolf 

Koch’s Neuland, which gives the 

charm of a woodcut, should be used 

only in association with “airplanes, 

automobiles, books, coffee, and steam¬ 

ship lines and cruises.” As for Renner’s 

Futura, only the inappropriate uses 

were listed: “‘heavy’ products, like 

tractors, and old fashion products.” 

331. thalwieser, advertisements, 19)2 

(Hungary). Designer unknown. 

332. vilimovsky, poster, c. 19}5 

(Czechoslovakia). Designer: BratrL 

Vilimovsky. 

333. polski, advertisement., 1932 

(Poland). Designer: Z. Kmiecik.. 
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The beginning of the end of the rebellious laboratory phase of avant-garde Modernism in Europe 

began in 1928, when Stalin imposed Socialist Realism and outlawed Constructivism in the USSR. 

Then, in 1933, Hitler closed the Bauhaus; the Nazis also rejected sans serif type as Judenlettern 

and temporarily replaced it with Fraktur, the “German type.” Although the leading Bauhaus type 

masters, Laszlo Moholy-Nagy and Herbert Bayer, brought the Bauhaus spirit to the United States, 

the transplanted New Typography merged with more eclectic and less rigid American sensibil¬ 

ities into Late Modernism. By 1940 Jan Tschichold entirely renounced the dogma of the New Typo¬ 

graphy and returned to classical 

of World War II, there was little 

dependent on scarce resources, 

During the 1940s, sophisticated 

of Paul Rand, Alvin Lustig, Lester 

— was influenced by the “old” 

twist. Sans serifs were popular and 

often complemented by Bodoni, 

design models. With the outbreak 

time for new type design; and, 

manufacture itself was limited. 

American typography—the work 

Beall, and Bradbury Thompson 

New Typography with a native 

Futura prevailed, but these were 

Garamond, and Caslon romans 

and italics; Modernism’s hard edges had been removed. Type was also designed to speak or illus¬ 

trate the messages it was conveying. Conversely, in postwar Switzerland, the other terminus of the 

Modernist diaspora, the New Typography evolved into a more reductive, purely functional form 

exemplified by Neue Grafik (new graphic design) typefaces like Akzidenz Grotesk, Biicher-Grotesk, 

and Gill. These were used in asymmetrical layouts for both legibility and dynamic impact, or what 

Josef Muller-Brockmann referred to as reflecting “the tensions of modern times.” With the introduc¬ 

tion of Univers (1954) and Helvetica (1956) in Switzerland and its subsequent worldwide distri¬ 

bution, Late Modern was characterized by economy—white space dramatically contrasted with 

the printed surface. During the postwar decades, this evolutionary phase of Modernism, also known as 

the International Style, was known for its ubiquity in corporate communications and advertising. 

opposite: buro, poster, 1928. Designer: Theo Ballmer. 

above: knoll + drake furniture, advertisement, 1954. Designer: Ladislav Sutnar. 
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SWITZERLAND 

The proponents and exponents of 

Modernism took safe haven Switzer¬ 

land. The Swiss School, or Inter¬ 

national Typographic Style, of the 

early 1950s directly descended from 

the avant-garde, specifically de Stijl, 

the Bauhaus, and the New Typogra¬ 

phy. The progenitors, Theo Ballmer 

and Max Bill, had studied typogra¬ 

phy at the Bauhaus, and they 

retained the philosophical aim to 

achieve objective clarity, rather than 

individualistic style, in printed com¬ 

munications. Their work of the late 

1930s and early 1940s prefigured the 

reductive functionality that charac¬ 

terized the movement. The basic 

principles that both Ballmer and Bill 

espoused were that layouts be con¬ 

structed of geometric elements and 

organized mathematically. In the late 

1920s, Theo van Doesburg issued 

a manifesto calling for a universal 

art of absolute clarity based on 

arithmetical standards. Accordingly, 

geometric spatial divisions — the 

grid — and Akzidenz Grotesque type, 

a well proportioned variant of a turn 

of the century sans serif, were key 

components in early Swiss design. 

The grid method introduced strict 

hierarchies of typographic import 

that revolved around a concept of 

using only one type style (in one or 

two weights) in the same layout. 

Importance was addressed not only 

in terms of the relative point size or 

weight of the type, but by its posi¬ 

tion on the grid. Although ad hoc 

grids are invisibly present in most 

classical design, the overt application 

of modular grids, geometric progres¬ 

sions, and sequences were codified 

and sanctified through the Interna¬ 

tional Style. 

334. INTERNATIONAL ZEITUNG, poster, 

1960. Designers: Gerstner & Kutter. 

335. Helvetica, type specimen, 1956—57. 

Type designers: Edouard Hoffman and 

Max Miedinger. 

336. neue grafik, periodical cover, 

1960. Designer: Carl Vivarelli. 

337. univers, type specimen, 1954. 

Adrian Frutiger. 

338. incabloc, advertisement, c. 1955. 

Designer: Gottfried Honegger. 

339. WILHELM TELL, poster, 1965. 

Designer: Armin Hofmann. 

340. die zeitung, poster, 1958. 

Designer: Emil Ruder. 
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34 1-346. V A R I O U S BUSINESS CARDS, 

c. 1948. Designers: Walter Bangerter & 

Walter Marti. 

347. T Y P O G R A F I S C H E M O N AT S B L AT T E R , 

periodical cover, 1958. Designer unknown. 

348. brun, letterhead, c. 195). Designers: 

Walter Bangerter & Walter Marti. 

SWITZERLAND 

The Swiss style was not monolithic. 

Differences in approach were appar¬ 

ent in Basel and Zurich, and in 

their two design schools, where 

the International Typographic Style 

flourished. At the Gewerbeschule in 

Basel, Emil Ruder taught a typogra¬ 

phy class that experimented with the 

contrasts, textures, and scale offered 

through Univers. He wrote a 1967 

book, Typography: A Manual of 

Design, which explored how to 

achieve a wide range of texture vari¬ 

ations while limited to this single 

font. Armin Hofmann, another Basel 

school faculty member, evolved a 

philosophy based on the elemental 

language of point, line, and plane, 

and replaced the designer’s pictorial 

reliance with dynamic harmony of 

typographic elements. He also wrote 

a book in 1965, Graphic Design 

Manual, that was a manifesto of 

elementary principles. In Zurich, 

teachers at the Kunstgewerbeschule, 

including Josef Muller-Brockmann 

and Carlo Vivarelli, used photo¬ 

graphic imagery, but continued 

to proffer type structures rooted 

in objectivity—“universal graphic 

expression.” Zurich was also the base 

for the magazine Neue Grafik (New 

Graphic Design), founded in 1959, 

which showcased the movement’s 

accomplishments in interior, indus¬ 

trial, and graphic design. Its format 

was based on a mathematical grid, 

and the size, weight, and positioning 

of the type indicated its hierarchy. 

The magazine expressed the essence 

of Swiss typography. From the 1950s 

to the 1970s, multinational corpora¬ 

tions agreed that the dynamic neu¬ 

trality of the Swiss style was effective 

graphic communications. 
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GERMANY 

The postwar repository for the 

Bauhaus spirit was located in the 

city of Ulm, at .the Hochschule fur 

Gestaltung (Institute of Design). 

This complex of buildings and dor¬ 

mitories was established to experi¬ 

ment with and produce new forms of 

industrial and graphic design; it also 

attracted students from all the indus¬ 

trial countries. Max Bill contributed 

to the curriculum; other formulators 

were type designers Otl Aicher and 

Anthony Froshaug, each of whom 

brought a rationalist sensibility to 

typography. While the Swiss method 

was built upon mathematical princi¬ 

ples, the Ulm school went a step fur¬ 

ther into the scientific realm by 

introducing semiotics—the theory 

of how signs and symbols operate in 

the communications environment— 

into the curriculum. The school also 

required that students explain their 

respective rationales. The result was 

type devoid of individualism, but 

dynamic in a universal sense. The 

Germans were not, however, oblivi¬ 

ous to the humanistic aspect of typo¬ 

graphy in everyday life. “Typogra¬ 

phy. . . reflects our linguistic culture, 

warts and all,” wrote Aicher, who 

continued to distinguish the differ¬ 

ences between objective and sub¬ 

jective typographies: “Writing has 

rhetorical forms, modes of expres¬ 

sion, just like speech. We must differ¬ 

entiate, however, between writing 

that seeks to convey meaning and 

writing that strives to produce 

diverse forms of articulation.” The 

Ulm typographic program allowed 

for variation within the parameters 

of objectivism. Helvetica was the type 

of choice, for it was meant to be uni¬ 

versal, clean, and rational. 

349. gebrauchsgraphik, periodical 

cover, 1954. Designer unknown. 

350. GEBRAUCHSGRAPHIK, periodical 

cover, 1952. Designer: Herbert Bayer. 

351. graphik, periodical cover, 1950. 

Designer unknown. 
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LATE MODERN 

356 

352-355. publimondial, periodical 

covers, 1948—52. Designers: Eveleigh-Dair, 

P. Fix-Masseau, Walter Aliner, Jean Picart 

LeDoux. 

356. BIFUR, JACNO, LE FILM, BANCO, 

E T O I l E, type specimens from the type 

foundry Deberny & Peignot, c. 1954. 

FRANCE 

Charles Peignot, proprietor of 

Fonderies Deberny & Peignot, was so 

deeply committed to producing con¬ 

temporary typefaces that he financed 

the research of both the earliest 

attempts at phototypesetting technol¬ 

ogy and the development of Adrian 

Frutiger’s Univers. He also advocated 

international standards of typogra¬ 

phic manufacture and quality. For 

the better part of the early postwar 

years, however, France did not con¬ 

tribute further to the International 

Style; it was a follower not a leader. 

This is not to say that novel type 

design was entirely forsaken, nor 

that remarkable graphic design was 

totally absent. The poster was still 

alive and well. French Late Mod¬ 

ernism was not influenced by the 

objective or scientific methods found 

in Switzerland or Germany, but 

instead evolved a pictorial approach 

based on a marriage of illustration 

and text, just as it had in the 1920s 

and 1930s, when A. M. Cassandre, 

Paul Cohn, and Jean Carlu, among 

other ajfichistes, produced innovative 

poster designs and alphabets to go 

with them. This was in large part 

because quotidian advertising, rather 

than corporate identity systems, was 

the leading graphic design genre in 

France. Advertising required more 

distinctive type and typography 

than the universal styles. To make 

the advertising genre contemporary, 

some aspects of Swiss and German 

Modernism were applied, but France, 

being France, did not profess fealty to 

the grid in the same way. Contem¬ 

porary French type design was at 

once based on prewar designs and 

interested in making them functional 

in new communications contexts. 
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THE NETHERLANDS 

In 1933, the Bauhaus was established 

anew in Chicago as the New Bauhaus. 

likewise in Amsterdam, the New Art 

School carried on Bauhaus traditions. 

Until the Nazi occupation, Holland 

was very hospitable to avant-garde 

design. After the war, Holland was 

primed for revitalized design. 

Amsterdam and The Hague were 

where type experimentation was put 

into practice, its leading pre-war 

designers—Zwart, Schuitema, and 

others—had introduced avant-garde 

notions to major Dutch businesses 

and corporations, which continued to 

be receptive after the war. The Dutch 

government, especially the PTT 

(postal, telephone, and telegraph) 

was an enthusiastic patron of graphic 

design that transcended the common¬ 

place, and designers took responsible 

license to fulfill the communications 

requirements set forth. During the 

postwar period, the PTT was (and is 

to the current day) the wellspring 

of progressive ideas. Another was the 

Stedelijk Museum, whose design 

director, Willem Sandburg, continu¬ 

ously experimented with type, print¬ 

ing techniques, and paper stocks, 

the combination of which he saw 

as important for the overall com¬ 

munication. His typography for 

Experimenta Typografica was inspired 

by the formal teachings of the New 

Art School and the less formal 

machinations of “underground” 

printer/designers who had produced 

ad hoc messages in opposition to the 

Nazi occupation. He created striking 

contemporary posters. At the same 

time, for his experimental work, he 

used type as abstract form, denoting 

a dichotomy between formal and 

intuitive Modernists. 

357 

357-363. EXPERIMENTA TYPOGRAFICA, 

booklet, 1956. Designer: Willem 

Sandburg. 
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Half a loaf may be better than 

no bread, but that's all that 

can be said for it We of Davis. 

Delaney take a similar vie* of 

half-skill and half-quality. We 

can also provide all of those 

services prelusive to printing: 

design, typography, engraving. 

This mailing piece, executed to 

order, is a modest illustration. 

liveu, m uw story goes, ana noi so long ago, an out man wtio made wondrously precise ship models. 

He was a master craftsman, an artist of the first order, a genius of infinite patience. For example, 

no model bearing his name ever had a solid, carved hull. His ships were built as ships properly 

should be built: the keel laid down, the planks steamed on. When he turned out a frigate, the inch- 

long guns could be fired, there was shot in the lockers, powder in the magazines, and the compass 

showed true north. Collectors, of course, fought for his work. One millionaire devotee travelled 

from San Francisco to Nantucket to offer the old man a four-figure bonus for the privilege of being 

allowed to buy one year's output. The old man looked at him and spat reflectively on a pile of wood 

shavings. "Mister." he said. "I don't work for money alone. I work for liking what I'm doing, and 

liking doing it well.” War ar no war. manpower shortage or aot, true skill is always available. 

364 

365 366 

3 64. skill, brochure, 1948. Designer: 

Alexander Ross. 
I 

365. pm, periodical cover, 1937. 

Designer: Lester Beall. 

3 66. ad, periodical cover, 1941. 

Designer: Paul Rand. 

367. THE MAN WHO DIED, book jacket, 

1949. Designer: Alvin Lustig. 
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of a spasmolytic agent, 

these striking characteristics of 

Robins' Donnatal Elixir 

are particularly noteworthy: 

olys\s 

spoon f d e 

It provides the principal 

natural bellodonna alkaloids 

in unvarying optimal 

ratios-is compatible with 

marry adjuvant medications. 

It comprehensively combines 

peripheral and central 

sedation—for a 

r psychogenic etiology. 

It's potent spasmolysis . .. 

spoonfed! 

Each J<r at Do«~o’oI EIL*>r « 

JkHo** 0 1037 mq 
Alrosa Suitor* 0 0194 r-j 
Mjattina Mrd»ob»om«J*. 0 OOeJ rr-( 
*fc«A*borbiro) e. g. , . . tS.2 infl 

A. H. Robins Co., me. 

Richmond 20, Va. 
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Modernism arrived in the United 

States via Europe, first through for¬ 

eign trade publications and later 

with immigrant designers fleeing 

war and oppression. Paul Rand, 

America’s leading Modernist graphic 

designer, discovered avant-garde Mod¬ 

ernism in the early 1930s, when he 

saw Bauhaus graphics in a British 

trade journal; from that moment on, 

he accepted it as his typographic lan¬ 

guage. Rand admired the direct force 

of unsentimentalized expression, yet 

he was frustrated by the fact that 

these methods were not being taught 

at his or any other art school at the 

time. Instead, if it were taught at all, 

“Modernism” in American commer¬ 

cial art was reduced to a few conceits 

lifted from the pages of The New 

Typography, including asymmetrical 

layout and sans serif type. But the 

style was practiced without the moral 

underpinning of the Europeans, 

reducing Modernism to little more 

than a style of the moment. Perhaps 

given the American penchant for fre¬ 

quent changes of product veneers, 

this faux Modernism was little more 

than a fleeting fashion. For Rand, 

Lester Beall, Alexey Brodovitch, and 

others, however, Modernism was bol¬ 

stered by a belief in the rightness of 

form and underscored by the idea 

that good design — fine typography 

and rational layout—would have 

a positive impact not only on the 

quality of printed matter, but on the 

quality of life. 

368. MODERN PIONEERS IN PEORIA, 

advertisement, 19)5. Designer: 

Lester Beall. 

36». donnatal, advertisement, 1948. 

Designer: Alexander Ross. 
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370. arp, title page, 1946. Designer: 

Paul Rand. 

371. three dimensions, brochure 

cover, 1946. Designer: Dave Chapman. 

372. GIFT PACKAGES FOR HITLER, 

advertisement, 1943. Designer: 

Jean Carlu. 

373. A GUIDE TO LESTER BEALL, 

brochure cover, 1951. Designer: 

Lester Beall. 

373 

142 



LATE MODERN 

374 

UNITED STATES 
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The key designers who worked at 

this time brought different influ¬ 

ences to bear: Lester Beall was 

inspired by Dada, his work a mixture 

of abstract and antique elements. 

Will Burtin was interested in the lay¬ 

ering of picture and text to commu¬ 

nicate multiple messages. Bradbury 

Thompson found that classical type 

could be a viable component of the 

modern layout. Paul Rand was influ¬ 

enced by modern art as the basis 

for modern design. Each contributed 

to six principles of American mod¬ 

ern typography that Eugene M. 

Ettenberg listed in his 1947 hand¬ 

book, Type for Books and Advertising: 

1. Texture: Use of enlarge, hard or 

soft, rough or smooth, surfaces . . . 

effecting our tactile senses via the eye 

... 2. Juxtaposition: Contrasts in sub¬ 

ject or design. Combining unrelated 

illustration techniques and odd com¬ 

binations of historical subjects with 

commonplace objects. 3. Color: Flat 

areas of sophisticated colors . . . 

4. Graphic effects: Visual tricks, such 

as optical illusions, plays of light and 

shade, new angles, patterns of light. 

X-rays and photograms. 5. Montages: 

Creating illusions of proximity or 

distance, using reversed perspective. 

Cutting out subjects and pasting 

them into entirely new surround¬ 

ings to give natural or supernatural 

impressions. 6. Directional Movement 

Used to create action, tension or 

repose; balance or a disturbed equi¬ 

librium. Asymmetric layouts giving 

motion, throwing you forward, sensa¬ 

tion of movement. 

374.375. direction, periodical covers, 

1941, 1942. Designer: Paul Rand. 
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376. new letter, experimental alpha¬ 

bet, 1950. Designer: Alexey Brodovitch. 

377-378. interiors, periodical covers, 

1953, 1956. Designer: Pierre Kleykamp. 

379. DESIGN QUARTERLY (WALKER ART 

center), periodical cover, 1966—67. 

Designer: Peter Seitz. 
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watching words move 
breaking cutting splitting be/w.- 

unemplyment ooo 

missiles aut0m0biles 

382 

sexxx 

383 

surprise 
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UNITED STATES 
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Individual designers maintained 

distinct type preferences — some 

were loyal to Futura, News Gothic, or 

Akzidenz Grotesque; others used 

Beton, Girder, and Stymie. A few 

mixed scripts, Baskerville, or Gar- 

amond with gothics. Foundries issued 

various sans serifs, including Bern- 

hard Gothic (Lucian Bernhard) and 

Metro Black (W. A. Dwiggins), to 

offer variations in color and weight. 

The early Modern period was noted 

for being typographically dark in 

tone, but by the early 1950s, one type 

critic wrote, “Today the better design¬ 

ers who employ the principles of 

modern typography in advertising 

have made it shed its teutonic heavy- 

handedness.” Although the progres- 

sivism of European avant-garde 

Modernism was respected by young 

American designers, by the postwar 

years it was received as a foreign 

culture with distinctly different com¬ 

mercial requisites. For Modernism 

to work in the American market¬ 

place, it had to shed the dogma yet 

retain the progressive spirit. Bevers- 

ing his own ideological claims, even 

Jan Tschichold renounced the dog¬ 

matic rules of the New Typography. 

Nevertheless, the ideals that were 

fronted by such typography were still 

valid. American designers main¬ 

tained that they had a mission to 

make the print environment more 

beautiful and to convey information 

in a clear and accessible manner. Type 

design and typography were compo¬ 

nents of the larger mission. 

380.313. WATCHING WORDS MOVE, 

booklet, 1954, Designer: Robert Brownjohn. 

3 84. a, Westinghousefont, 1962. 

Designer: Paul Rand. 
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ARE APPLES 
PECULIARLY, 
ESPECIALLY, 
EXCLUSIVELY 
OR EVEN 
CHARACTERISTICALLY. 
AMERICAN? 

L 

Of course n< 

Nothing is. 

APPLES.- 

NORTHERN SPY 
JONATHAN 
GRIMES GOLDEN 
WINESAP 
BEN DAVIS 
RED ASTRACHAN 
WEALTHY 
HUBBARDSTON 
LADY 
EARLY JOE 
GOLDEN PIPPIN 
HOWARD BEST 
CRANBERRY PIPPIN 
MAIDEN BLUSH 
PRIDE OF GENESEE 
GLADSTONEGs®) 
PHILADELPHIA SWEET 

388 389 

385. A SEASON IN HELL, book jacket, 

1948. Designer: Alvin Lustig. 

386. catalog design, catalog cover, 

1955. Designer: Ladislav Sutnar. 

387. everyday art, periodical cover, 

1953. Designer unknown. 

3 8 8-389. THE LOVE OF APPLES, 

brochure for the Composing Room, 1959. 

Designer: Gene Federico. 

390-391. that new York, brochure for 

the Composing Room, 1959. Designers: 

Brownjohn, Chermayeff & Geismar. 
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Modern American graphic design 

had utopian undertones, although in 

practice most designers were con¬ 

cerned with making design more 

accessible to the audience or receiver. 

Typographers sought to remove ambi¬ 

guity from layouts to effect a clear, 

clean, and objective message. “Type 

should be read,” wrote designer Erik 

Nitsche. “Too often . . . type is referred 

to as color. This is not wrong in itself, 

but leads to the next step which is to 

regard it as some grey matter which 

in turn can be cut up with scissors.” 

While new ways of making typo¬ 

graphic layouts often relied on artis¬ 

tic methods of composition, such as 

cut-and-paste collage of textures and 

blocks of color, during this time 

typography was finding new ratio¬ 

nalist equilibrium, indeed, the word 

became more prominent than before, 

especially in advertising, and typog¬ 

raphy became the instrument for 

communicating the clever (and 

memorable) headlines and slogans 

written for the so-called “Big Idea” 

advertisements that typified the 1950s 

creative revolution. During the early 

days of American advertising, slo¬ 

gans also triumphed over picture, but 

this contemporary emphasis on the 

word was not the same. Words con¬ 

veyed ideas, but a new typography 

was essential. “The attempt to inte¬ 

grate pictorial and typographical ele¬ 

ments is paramount,” wrote Paul 

Rand. “By contrasting type and pic¬ 

torial matter the design is able to 

create new relationships and new 

meanings.” And Nitsche added that 

“Too often . . . titles are set for pic¬ 

torial satisfaction only.” Which is not 

the function of type. 
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The Creative Revolution in advertis¬ 

ing, which began in the early 1950s, 

was a new phase of Modernism and a 

new era of type. The Composing 

Room, a New York type shop, fos¬ 

tered experimental type in the 

Modern tradition. What today can be 

called Late Modern typography, 

distinguished by the clean and sim¬ 

ple compositions of both classical 

and modern typefaces, was chang¬ 

ing the look of advertising from 

chaotic to eloquent; at the same 

time, it was more expressive. Brad¬ 

bury Thompson promoted the con¬ 

cept of talking type: by tweaking 

traditional letter forms into visual 

puns, typeset words became both ver¬ 

bal and visual. This idea was pursued 

further by Robert Brownjohn, who 

imbued letters with sound and 

motion, making them into visual 

components of a word or phrase. Ivan 

Chermayeff went a step further in 

layouts where otherwise static type 

was made to appear kinetic in print. 

The letter form as pun was tested in 

advertising by Gene Federico, Lou 

Dorfsman, and Herb Lubalin. With 

precisionist care, Federico made type 

and image into a total composition. 

Dorfsman used type not only to state 

a message, but to perform it: Typeset 

words were totally integrated com¬ 

ponents of rebus-like compositions. 

Lubalin also exploited the type-as- 

sound idea and further proffered the 

sculptural eccentricities and pictorial 

potential of letter forms to their 

utmost communicative advantage. 

393.26 good re as o n s, brochure, 1969. 

Designer: Herb Lubalin. 

394. THE MEDIUM IS THE MASSAGE, 

book jacket, 1967. Designer: Quentin Fiore. 

394 

148 



395 396 

McGRAW-HILL PAPERBACKS 

He blows lie 
Tliere's Hi is i-al [i 
\Viii"v from'way 
Hill lie’s a siulislii 
asqiwre.linl " 
mailer t«» Win 
MaimtieJir” 
uiilvdiie.inM. 
lie blows lie 
«!oii*( worry. 

Each year 
this guy send 
WingyManone 
his Christmas 
present in a faw> 
hoxsoiieciifTIiiik 

TO THE BAR WHERE HE ENCOl 
ED WOMAN. “OH." SHE SAID. " 
SURE YOU CAN ANSWER MY 
WHAT IS SWING?" FATS REAl 
HAND. MOPPED HIS FACE W 
WOMAN SQUARELY AND REP1 
YOU AINT GOT IT!" RELAXING 
AT A TABLE IN A FIFTY-SECONC 
FROM A BOTTLE -BUT FAITH 
BROWNSKIN GIRL AND ART Tl 
OUT IT YOU ARE LOST."SAID 
ART TATUM SADLY SIPPED 
ARE LOST." SAID ART. “BUT 

RED A FASHION ABLY-DRESS- 
’HE MAN I WANT TO SEE I’M 

ION. TELL ME MR. WALLER. 
FOR HIS DRINK WITH ONE 

OTHER. LOOKED AT THE 
LADY. IF YOU GOTTA ASK. 

EEN SETS. ART TATUM SAT 
—ET BISTRO. DRINKING BEER 
OUR SALVATION." SAID THE 
A SWIG OF HIS BEER. “W1TH- 

BROWNSK1N GIRL AS BLIND 
-ER. “ALL GOD’S CHILDREN 

FEW CAN PLAY THE PIANO.” 

Trumpet: 

Uifl 
slh@w nfco Una ffadt 
Trombone 

auni 

©f a; 
water- I am 

Clarinet 
Wil 

m® 9 

397 399 

395. FALLOUT, type experiment, 1957. 397.399. j A z z , brochure for the 

Designer: Aaron Burns. Composing Room, 1959. Designer: 

Herb Lubalin. 
396. G 0 M I L L I 0 N VERSUS LIGHTFOOT, 

book cover, 1962. Designer: Rudolph de 

Harak. 
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400 
40 1 

402 

V 
Condensed 

Extended 
Regular 

s 

40 0. A i G A , periodical cover, 1965. 

Designer: Thomas Geisrnar. 

40 1. commercial art (CA), periodical 

cover, 1960. Designer: Ivan Chermayeff. 

402. craw modern, type specimen, 

1958—64. Type designer: Freeman Craw. 

403. folio, type specimen, 1957- 62. 

Designer: Walter Baum. 

404, venus, type specimen (Wagner & 

Schmidt Foundry, 1931). Revived by 

Bauer Type Founders, 1972. 
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405 

news gothic bold 

THE COMPOSING ROOM, INC., 130 W. 46 ST., NEW YORK 36, N Y. JUDSON 2 0100 

UNITED STATES 
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Phototype altered the way designers, 

typographers, and type designers 

would forever practice. In the 1930s, 

phototype was occasionally used for 

headlines, but in the 1970s, as ad 

agency type directors turned more 

exclusively to phototype, its use 

became stylistically and composi- 

tionally more eclectic. The boundaries 

that separated orthodox Modernism 

from fervent eclecticism also began 

to blur. Two businesses, Photo-Letter¬ 

ing Inc. and International Typeface 

Corporation (ITC), encouraged push¬ 

ing the boundaries of design and 

expanding the definitions of type 

play. The former was a repository for 

thousands of film faces (many new 

and novel, some classic and common) 

used primarily as headlines for 

advertisements and in periodicals. 

The Photo-Lettering specimen book 

was a typographic bible. The latter 

company marked a shift from 

foundry to independent distributor. 

ITC fonts were licensed to a growing 

number of companies, such as Visual 

Graphics Corporation, which intro¬ 

duced the Phototypositor. Aaron 

Burns was a leader of this transitory 

period. At the Composing Room, he 

bent the rules of hot metal, then 

as cofounder of ITC, he introduced 

the emblematic faces of the era, 

including Lubalin’s Avant-Garde. 

Faces designed for Phototype proved 

that type was not locked into strict 

Modernism. 

405 . T Y P O G R A P H I C RESOURCE, 

catalog covers, 1978. Booklet designer: 

Bart Crosby. 

406. news gothic, type specimen 

(originally designed in 1908 by 

Morris F. Benton), 1971. Booklet 

designer: Aaron Burns. 
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By the mid-1970s, most corporate, 

institutional, and, civic clients main¬ 

tained some semblance of the Inter¬ 

national Typographic Style because 

it was neutral yet symbolized the 

Zeitgeist. Advertising and editorial 

users, however, were beginning to 

expand into more eclectic typographic 

territory; but rather than relying 

on nostalgic revivals of once passe 

forms of type design, the new diver¬ 

sity was characterized by an adapta¬ 

tion of typographic history, finding 

little-known passe faces and mak¬ 

ing them thoroughly contemporary. 

Type design was a fairly specialized 

activity; its practitioners had to 

be skilled not only at conceptualizing 

but also at drawing the face to accom¬ 

modate all conceivable permutations. 

Among the leading designers were 

Freeman Craw (Craw Clarenden, 

Craw Modern), Ed Benguiat (Benguiat, 

Benguiat Gothic), and Tom Carnase 

(Carnase). Each affixed their name 

to faces that were emblematic of the 

times. In addition, this was a period 

when customized hand lettering— 

featuring scripts, swashes, and liga¬ 

tures—was very popular among art 

directors. Herb Lubalin designed 

headlines and body text as pictures 

of the words communicated. The 

1970s had a distinct but variegated 

look; clean yet expressive, the word 

and image combined as one. Con¬ 

sidering the long span between 

moveable type and phototype, this 

era lasted a mere nano second in the 

continuum. By the time phototype 

was accepted and hot metal was 

extinct, the next big sea change since 

Gutenberg’s invention of moveable 

type had come. 

408 

407. AVANT GARDE LIGATURES, type 

specimen, 1970. Type designers: Herb 

Lubalin and Tom Carnase. 

408. TY P E F AC E S DESIGNED BY 

benguiat, type specimens, 1978, 

1975, 1970, 1974. Type designer: 

Edward Benguiat. 

409. BELL CENTENNIAL, telephone 

directory page, 1978. Type designer: 

Matthew Carter. 
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Vanderford OH 415 Shades Crest Rd- 822-3230 
Vanderford Rita 1010 LoreneCtBessmr- 426-3327 

Vanderford W E 2340ChapiRd Bluff Pk- 822-3543 

Vandergraff William H1305 2nd Av- 781-28S5 
Vandergriff BS 1519 29th TerrS- 879-6369 
Vandergriff Gary L 4700 74th Pi N —-- 836-3594 

Vandergrift IA teieph 60019th StN- 321-8222 
Res 637 Winwood Dr- 822-6760 

Vaught Dona Id L 542 39th St Short Wylam- 780-8608 

Vaught Ernest 65 Mernmont RdHueytown- 491-6244 
Vaught JC 625 Barclay Ln- 836-2436 
Vaught Joe Jr Stem- 672-2919 
Vaught Ralph L 700 77tn WyS- 836-8452 
Vaught Susan A 2109 46th Pi Central Pk- 787-4227 
Vaultz Eva 1543 DerrxsonAvSW- 925*1752 
VauseSF 603 Huckleberry in- 979-5289 

Vause Stephen F 445 Shades Crest Rd- 823-2662 
VautierHarold G 204 KiltoughSprngsRd 853-5626 

Vautrot Ruby LMrs 202110th AvS- 933*2265 

Vazquez NorbertoOkJ Jasper Hwy Adamsvie - 674-3370 
VeachJ L5725 Belmont Dr- 956-3990 

Veach Loren AWricn- 665-1831 
Veal Ad 45021st AvS- 251-9049 
Veal Ad rlest 1711 Pinson- 841-7380 
Veal B Evanatty 1711 Pinson- 841-2789 

Veal Clarence EGarndie- 631-3856 

VEAL CONVENTION SERVICES— 
1711 Pinson- 841-2789 
210910th AvN- 322-6102 

VeazeyW B Vincent- 672-9506 
Veaiey Wilbur E154153rd St Entity- 923-1960 
Veazey William A287-AChastaineGr- 942-4137 

Veazey Willie J 3084 Whispering Pines Gr- 823-5795 
Vebber Mark H 5216 GoWmar Dr- 956-1661 
VebcO contr 1900 28th Av S Homewood- 879*2259 
Vedel Dental Technicians Inc lab 

1116 5th AvN- 322-5475 
Vedel George C 3848 Cromwell Dr- 967-2832 
Vedel George C Jr744 SaulterLn- 871-8234 
Res04744Sau*erln- 870-9758 

VedeI Murrey B612 Oakmoor Dr- 942-3619 

VedellCollenJ DaisyGty- 674-7772 
Vedell William L 8830 Valley Hill Or- 833-9915 
Veenschotenft Co mfrs agts 2930 7th Ay S -- 251-3567 

Veenschoten L A1919-DTree Top In-'- 822-7109 
Veenschoten W E 3240 Pine Ridge Rd-- - 871-8883 
Vega Abraham91516th$- 933-7619 
Vega Delores 2-BWatertown Gr- 836-5980 
Vega Edwin 2116 Rockland Dr Bluff Park- 823-0403 
Vegetable Patch Number 1 The 

Highway 31S Alabstr-—- 663*7618 

Vegetable Patch Office Alabstr- 663-7378 
Vegetable Patch The Number 2 Dogwood-- 665-4179 
Veigl Patrick B Pawnee-   841-1238 
Veltch Beulah 1172Five Mile Rd- 853-3361 
Vest W L 4708 Lewisbrg Rd- 841-7402 

Vest WT 4737 N 68th- 836-6371 
VestaVilia Exxon Self Serve 1500 Hwy 31S - 823-5008 

VEST A Vi A AMOCO SERVICE 
1456 Montgomery Hwy- 823“ 1213 

VESTAVI A BARBEQUE & LOUNGE 
610 Montgomery Hwy Vestavia- 822“9984 

Vestavia Barbershop 
610-A Montgomery Hwy-   823*1974 

VESTAVIA BEAUTY SALON 
710 Montgomery Hwy-   823*1893 

Vestavia Beverage Co 623 Montgomery Hwy - 822-9847 

VESTAVIA BOWL 
Montgomery Hwy S Vestawa -- 979*4420 

Vestavia Church Of Christ 
232S Columbiana Rd- 822-0018 

VANDERGRIFT--See Also Vandegrift 

Vandergrift Charles A956 Meg Dr- 853-6097 

VaughanTomBJrDr3700DunbartonDr- 967-7482 
VaughanUriahEJr3503ClamontDrPiftson— 681-2622 

Vaughan VH100S Herring Midfld- 428-S194 
Vaughan W 8 440 Parkway Gr East Montvto — 665-1904 
Vaughan WC 609 9th Av Midfld- 785-3461 
Vaughans Catherine L20S West Brighton — 428-2225 

VAUGHN-—See Also Vaughan 

Vaughn A L 2216 2nd AvNIrondale- 956-2964 
Vaughn Allen C2012-B Vestavia Park Ct- 979-3982 
Vaughn ArveICoyce334-AViseRd Pinson -- 681-6166 
Vaughn BE 712 S 48th- 592-3540 

Vaughn H Melvin Dr ofc 2030 3rd AvN- 254-3656 

Res 3808 Spnng Valley Gr- 967-5748 
Vaughn Hamilton MTraffonJRdTrafrd- 681-6755 
Vaughn Harry C Jr ins 15 Office Park Gr- 854*7986 

Res 2494Doily Ridge Trail- 822- 2171 

Vaughn Harry Insurance Inc 
15 Office Park Gr- 879-9760 

Vaughn Henry F4210 Parkway Fa<rfkj - - 786-7090 
Vaughn Homer 2616 RidgebrookRd- 841-0525 

Vaughn Howell L Montvio--- 668-1419 
Vaughn Huey J County Line Rd- 681-3934 
Vaughn Hunter G 308 Church Forst His- 787-1648 
Vaughn Hunter G 35 Five Hundred Row- 780-2581 
Vaughn J A120 Town And Country Gr- 854-0188 

Vaughn JC 619 Ridge Rd Roebuck Springs- 836*6191 

Vaughn J Umar 230210th Ct 5-2S1-1851 
Vaughn J W 603 rtllcrestRd- 798-0297 
Vaughn Jack B 2824 ThornhUIRd- 871-4413 

Vaughn Jake Rphar 585 Shades Crest Rd- 822-1210 
Res 2120 Vestavia Dr- 823-1134 

Vaughn James 
Sharon Heights Mobile Home Park- 674-6230 

Vaughn James C rlest 528 20th N--- 322-332S 
Vaughn Willie Jr SUVirg.maGardndie- 631-8997 
Vaughn Woodrow 6401 Court FFairchid —- 787-4749 

Vaughner Arma 1413 28th N- 251-6065 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317Exeter AvS-822-3660 
Andrews Patricia 317Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter Av S- 822-3660 
Andrews Patricia 317 Exeter Aw S-- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter Av S- 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 
Andrews Patricia 317 Exeter AvS- 822-3660 

VESTAVIA CHURCH OF GOD 
2575 Columbians Rd- 823-1895 

Vestavia Church Of God Day Care day 
nurvy2S7S Columbiana Rd--- 823*1895 

VESTAVIA CITY OF- - -See Vestavia 
Hills City Of 

VESTAVIA COIFFEURS 
617 Montgomery Hwy VeSTva- 823“1104 

Vestavia Country Club- 
Shades Mountain-   823-2451 
Golf Shop Shades Mountain-- - -- 822-8300 

On Mondays ft Before 8:30 AM Dial 
As Follows:— 

Stable Shades Mountain- 823-2451 
Accounting Dept Shades Mountain -- 823-2979 
Golf Course Supt Shades Mountain- 823-2019 
Tennis Shop Shades Mountain- 823-2689 

General Manager's Ofc- 823-2139 
Building Maintenance Shop 

Shades Mountain--- 823-2349 
Swimming Pool Shades Mountain- 822-2559 

Vestavia Country Chib Employee’s 
Lounge Shades Mountain- 822-9840 

Vestavia Hardware ft Home Supply 
593 Shades Crest Rd- 823-19S3 

VESTAVIA HILLS BAPTIST CHURCH 
2600 Vestavia Dr- 871-4661 

VESTAVIA HILLS CITY OF— 
513 Montgomery Hwy- 823-1153 
Fire Oept Business 513 Montgomery Hwy - - 823-1153 

To Report A Fire- 823-1296 

Training Bureau- 823-1153 
Preventive Bureau- 823-1190 
Administrative Offices 

513 Montgomery Hwy---- 979*6410 

Mayor's Office- 979-6410 

Police Dept Business 
513 Montgomery Hwy-- 823*1153 

Detective Division- 823-1442 

Police Chief- 823-1153 
Recreational Center 1973 MerryvaieRd — 823-0295 

Schools— 
Superintendent Of Schools 

1204 Montgomery Hwy-  823-0295 

Pizitz Middle School- 
Office 2020 Pibtz Or- 823-0423 

Continued On Next Column 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS-— 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317E«eter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS---- 822-3660 
Andrews Patricia 317 Exeter AvS--- 822-3660 

Continued From Last Column 
lunchroom 2020 Prritz Dr- 823-0832 
Band room 2020 Pintt Dr- 823-0423 

Vestavia Hills Elementary-East— 
a09 Parkview PI- 823-4900 

Vestavia Hills Elementary-West-— 
1965 Merryvale Rd- 979*3030 

Vestavia Hilb Elementary— 
Lunchroom 2109 Parkview Pi- 822-8632 

Vestavia Hills High School— 
Principal's Office ZZ35 Ljme Roc* Rd— 823*4044 

Assistant Principal’s Office 
2Z3S Ume Rock Rd- 823*4044 

Registrar's Ofc 2Z35 Ume Rock Rd- 823-4044 
Physical Education Ofc 

2Z3S lime Rock Rd-- 823-4 DO 

Bandroom 2235 Ume Rock Rd- 823-2127 
Lunchroom 2Z3S Ume Rock Rd- 823-4207 

Street & Sanitation Dept 
2129 Montgomery Hwy- 822-7289 

Garbage Pick-Up- 822-7289 
Vestavia Hills Cleaners 

1464 Montgomery Hwy--— 823-0874 
Vestavia Hills Exxon 

732 Montgomery Hwy Vestavia His- 979-3167 

VESTAVIA HILLS PRIVATE SCHOOL 
1653 Shades Crest Rd- 822-7289 

Vestavia Hills United Methodist Church— 
2061 Kentucky Av Vestavia -- 822-9631 

Pastor’s Study 
2061 Kentucky Av Shades Mountn- 822*9021 

Waldrop Homer E Memory In Hueytown-491-2180 
Waldrop Ida BMrs 

HofidayPar k T ratler Court Besmr- 426* 5490 

Waldrop Ida Oak Grove-491-2197 

WaIdrop J A1975 East Bend Gr- 853-8453 
Waldrop J C122 Houston Dr Brodmr- 424*3190 

Waldrop J D 3710-12 Bank St Brighton- 424-4790 

Waldrop JG 2536 6th Way NW- 854-0340 
Wa Idrop JW 3460 Manor Ln- 871-0735 
WaldropJackL137ForestRdHueytown- 491-4676 
Waldrop James 507Sunrise BJvd Hueytown — 491-1649 
Waldrop James ANew Bethel- 647-9643 

Waldrop James Caswell SrToadvine- 436-3540 
Waldrop James E 1617 Frontier Dr- 822*3411 
Waldrop James H 

3021 Allen Sheppard Dr Va Est-- 491-4172 
WaWrop JamesOHarpersviiie----- 672-7860 
Waldrop James R1129 Little JohnLn- 833-3091 
Waldrop James R 302$ Teresa Dr Gardndie — 631-7710 
Waldrop James Robert 927Valley Ridge Rd - 871-0754 
WaWrop James W Warrior Rd-- 436-3S29 
Waldrop James Woodrow 

157 Foust Av Hueytown-   491*4787 

Waldrop Janicfe nest 
501 Riverchase Parkway East- 979-1100 

Res 2300 QueensviewRd- 822-4659 
Waldrop Jerry W Howard Hill Dr Vincent- 672-2536 
Waldrop Jesse 5725 CtM Central Park- 923-9389 
Waldrop Joe 6702 Forest Dr Fairfld-788-2115 
WaWrop Joel H1227 4th AvNBessmr- 428-8322 
WaWrop John E 4123 40th QN- 841-1541 
Waldrop John R113 Red OakGr -- 631-6535 

WaWrop Johnnie Warrior River Rd Concord — 491-9283 
Waldrop Keith 314Candy Mountain Rd- 856-0984 

WaWrop L R107Church Av Hueytown- 491*2456 
Wa Idrop L Ralph 3416 N 39th- 841-3709 
Waldrop LaddieS 

746 GokJenrod Dr Gardndie-631*5174 
Waldrop Larry 2040 48th PI Ensley- 785-6079 
Waldrop Lillian Mrs Wilsnvl--- 669-7367 

Waldrop luve 1086th Robnwd- 841-1796 

WaldropLynne 1024 Basswood GrFultndie — 631-6638 

Waldrop MM 561212th AvS- 592-9679 
Waldrop Maggie LDolmte- 744-0727 
Waldrop Maggie Lee Dolmte- 744-8932 

Waldrop Mendie Rockdale- 424-0481 
Waldrop Minnie 

312 Houston Saw Mill Rd Pinson — —- 681*7506 
Waldrop Myrtle B 

105 West Crest Rd Hueytown —- 491-6340 

WaWrop Nora N 
Woodward Mobile Homes Est --— 426-2169 

Waldrop Oscar N Dry Valley -- 665-4595 
Waldrop P M 329 Roebuck Dr- 836-2726 
Waldrop Pamela 1444 Huffman Rd- 853-8964 
Waldrop Paul 245 Mabelon C*. Garywd- 744-8282 
Waldrop RG 4224 7th AvS-S9S-6771 
Waldrop R Williams 116 WaverlyGrlakwd — 428-2965 

Waldrop Ray 240 21st AvS- 251-2699 
Waldrop Richard D 724 Country Club Tr- 631-9340 
Waldrop Richard EWilsnvie--— 669-6147 
Waldrop Robert 1328th Pleasant Grove- 744-0222 
Waldrop Robert C 75 UndenCir Hueytown- 491-1534 

Waldrop Robert G ins 3055 Montgomey Hwy - - 879-8673 
Res 230 lucerne Bfvd- 871-53 D 

Waldrop Robert M120 Sid Lodge Dr- 942-1157 
Waldrop Robert R 1808 29th AvN Hueytown— 491-7184 

Waldrop Robert T103 Midway Dr Hueytown-- 491-4533 
Waldrop Ronald A 2047 White Post RdBesmr - 491-2055 

Waldrop Ronnie 
115 Springdale Av Hueytown- 491-7951 

Waldrop Rosie 324 Houton Rd NW- 681-8886 
Waldrop Roy 3018 warrior RdHueytown- 744-0838 

Waldrop Ruth 2816 29th Pt Ensley- 788-8257 
WaldropS Ray 2019thAvBesmr- 425-6146 
Waldrop Samuel GII5000 Sunnydale Dr- 491-4423 
Andrews Patricia 317 Exeter AvS-— 822-3660 

Andrews Patricia 317 Exeter Av S- 822-3660 
Andrews Patricia 317 Exeter A*S- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS---- 822-3660 

Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS- 822-3660 
Andrews Patricia 317 Exeter AvS--- 822-3660 
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E € L E € T I € Ely 
By the mid-1950s, reaction to the conformity of the International Style, in addition to an urge to 

move ahead of the curve, prompted designers to push the boundaries of type—backward. Since 

the days of William Morris, antique typefaces were used or quoted in contemporary adaptations, 

yet Modernism’s “art of our time” ethos was a decree against pastiche. Modernists fought to end 

superfluous decoration and ornament, and even rejected the modernistic as a stain on progres¬ 

sive design. Nevertheless, certain designers found that things passe had certain virtues when 

reprised with intelligence and taste. In response to Late Modern uniformity, New York’s Push 

Pin Studios revived Victorian, Art 

forms not simply to mimic the 

This was the beginning of an eclec- 

raphy that wed expression and 

foremost proponent, but it was not 

its own versions of slab serif Egyp- 

and a range of commercial adver- 

with a Modern underpinning 

I- ffl 

o *- £ 

Q, <? V J wf 
% % . ,5*V r 

Nouveau, and Art Deco letter- 

past, but to enliven the present, 

tic rather than dogmatic typog- 

functionality. Push Pin was the 

alone in revisiting and designing 

tians, Ultra Bodonis, Blackletters, 

tising novelty faces. Eclecticism 

emerged in the United States 

and Europe because mass media demanded more variation, and type, like fashion, constantly 

renews itself through a process of alternative leaps forward and backward. Type designers from 

the mid-nineteenth century bastardized the classic letters; likewise in the mid-twentieth century, 

designers built upon earlier legacies. Returning typography to a period of exuberance, eclecticists 

advanced the idea that graphic design was both serious and playful. Type did not have to be neu¬ 

tral on a pristine page, nor follow strict guidelines. Eclecticism was a means of giving the written 

word character and nuance, and this was made increasingly easier because photo typesetting made 

reviving type economical. The new technology opened the door for more designers (in addition to 

specialist type designers) to create the occasional one-off face. By reintroducing forgotten letter- 

forms, graphic designers spawned a typographic style rooted in eccentricity. 

opposite: mahalia jackson, poster, 1967. Designer: Milton Glaser. 

above: the quicksilver messenger service, poster, 1966. Designer: Victor Moscoso. 
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410. typographica 4, periodical cover, 

1951. Designer unknown. 

411. typographica 2, periodical cover, 

1950. Designer: Imre Reiner. 

412. ALPHABET AND IMAGE, periodical 

cover, 1948. Designer unknown. 

413. ARMS AND THE MAN, 

advertisement, 1952. Designer unknown. 

414. playbill, type specimen, c. 1958. 

Type designer: Robert Harling. 

415. ART AND INDUSTRY, periodical 

cover, 1940. Designer unknown. 

4 1 6. N I N E T E E N T H CENTURY 

ORNAMENTED TYPES AND TITLE 

pages, book cover, 1954. Designer 

unknown. 

ENGLAND 

Eclecticism was not simply a historic 

alternative to International Style Mod¬ 

ernism. In England, eclecticism can 

be traced back to William Morris and 

the Arts and Crafts movement, the 

first of the late-nineteenth-century 

movements to revive historical arti¬ 

facts as a direct challenge to the 

monstrosities of industrial-age pro¬ 

duction. During the early twentieth 

century, as interest in new typogra¬ 

phy developed, exemplified in Eng¬ 

land by Edward Johnston’s Railway 

Type (1916) and Eric Gill’s Gill Sans 

series (1928-30), a counter move¬ 

ment (that included Gill himself) 

proffered classically inspired typog¬ 

raphy not so much as a political or 

philosophical reaction to Modern 

tendencies, but as a move to retain a 

semblance of the past amid the 

onslaught of the new. Yet by the 1940s, 

many orthodox Modernists com¬ 

bined classical and even nineteenth- 

century commercial forms, such as 

slab serif type, for variation in their 

otherwise austere designs. By the late 

1940s and 1950s in England, where 

fat faces, slab serifs, and Ultra 

Bodonis were originally popularized, 

revisiting type of the early consumer 

age was a trend among designers. 

Type “culture” journals, notably Type 

and Image, which were devoted to 

exploring the forgotten histories of 

type and page design, reintroduced 

decorative nineteenth-century wood 

types, for example, as adding visual 

color and interest in the contempo¬ 

rary context. By the 1950s, graphic 

design and typography was not 

constricted to just Modernism or clas¬ 

sicism; the confluence of the two 

resulted in many variations under 

the banner of eclecticism. 
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EUROPE 

The destruction of stores of type 

fonts during World War II took a 

significant toll on the printing and 

type founding industries in Europe. 

If making do with existing supplies 

of type was the mother of inven¬ 

tion, then finding that these curious 

combinations of old and new had 

aesthetic virtue and eye-catching 

appeal determined stylistic varia¬ 

tions throughout European coun¬ 

tries, where the war had derailed 

avant-garde Modernist movements. 

In Germany, Switzerland, and Italy; 

to a lesser extent Eastern Europe; 

and eventually even in the USSR, 

when it began exporting manufac¬ 

tures in the early 1960s, the Inter¬ 

national Style was widely embraced 

by corporations doing business in the 

world market. When it came to more 

localized publishing and advertising, 

however, there was less demand to 

adhere to such conformity. When 

postwar manufacturing began to cre¬ 

ate numerous new products and 

brands, the designer’s mission was 

to find distinctive typography to dis¬ 

tinguish and identify products. 

Graphis, Switzerland’s most presti¬ 

gious international graphic design 

magazine, was the principal promoter 

of both the International Style and 

eclecticism, giving credence to the 

former and legitimacy to the latter. 

The publication had regular features 

that showcased designers from dif¬ 

ferent nations, many displaying per¬ 

sonal eclectic preferences. These 

featured designers serving as models 

and influenced others to sample 

many typographic options. Eclecti¬ 

cism had a strong footing in Europe, 

not as dogma, but as a matter-of- 

fact practice. 
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4 17. cigno, type specimen, c. 1950. 

Designer: Aldo Novarese. 

418. duo/neon, type specimen, 1954. 

Designer: A. Finsterer. 

420. die salto, type specimen, 1954. 

Designer unknown. 

421. OPTIK / ORPLID / ROU LETTE, type 

specimen, 1954. Designer: Hans Baum. 

419. normande, type specimen, 1954. 

Designer unknown. 
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UNITED STATES 

As critical reaction to the Interna¬ 

tional Style renewed interest in old 

type styles, it captured the aesthetic 

interests of young graphic designers. 

Venerable slab serif faces were 

never really entirely extinct; indeed, 

various nineteenth-century typogra¬ 

phic materials surfaced in a variety 

of Modern printed pieces, notably 

Dada manifestoes. However, the 

Victoriana pastiche did not emerge as 

a widespread style until the mid- 

1950s. Ironically, these artifacts of a 

bygone age signaled a new, contem¬ 

porary look for commercial products, 

particularly records, books, and mag¬ 

azines. Dusting off the old fonts, 

designers enjoyed mixing and match¬ 

ing the different styles; not in the 

same manner as their ancestors, 

who reflexively combined discordant 

typefaces, but as sophisticates who 

understood the nuances of type. 

The results were often charming 

displays of eccentricity; sometimes 

they were humorous send-ups of the 

old style. Some of the alphabets 

came directly from the original 

woodtypes, while some were redrawn 

and put onto film. Connoisseurs of 

antique woodtypes rose to the increas¬ 

ing demand: Dan X. Solo was the 

leading archivist and restorer of old 

type; Rob Roy Kelly chronicled the 

history; and commercial type shops, 

such as Morgan Press and Tri-Arts 

Press, devoted the greater part of 

their business to revivification. 

422-423. tri-arts press, type catalog 

pages, 1962. Designer unknown. 

424. PUSH PIN MONTHLY GRAPHIC, 

periodical cover, 1959. Designer: 

Seymour Chwast. 

425. matrix 7, periodical cover, 1965. 

Designers: Hans Barc.hel/Roger Remington. 
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426. monocle, periodical cover, 1961. 

Designer: Phil Gipps. 

427. PRINT x i i : 2 , periodical cover, 1958. 

Designer: Phil Franznick. 

426 

428. Morgan press, type catalog cover, 

c. 1965. Designer: John Alcorn. 
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432 

429. clean-in, poster, 1967. Designer: 

Victor Moscoso. 

4301432. PSYCHEDELITYPES, type 

specimens (Photo-Lettering Inc.), 

1968. Designer unknown. 
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431. rites of spring, poster, 1967. 

Designer: Victor Moscoso. 
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433 

434 

PSYCHEDELIA 

In the late 1960s, youth culture dial 

lenged the values of the previous 

generation in every sphere of cul¬ 

ture, politics, and society. Graphic 

design reflected the radical shift in 

attitudes and mores, and psychedelia 

was the term applied to the new sex, 

drugs, and rock-and-roll aesthetic 

that dominated the visual landscape. 

Psychedelia was on the fringe of the 

eclectic spectrum, and was devised 

by self-taught artists who cared little 

for traditional design and its rules. 

As Victor Moscoso, one of the lead- 

ing psychedelic poster artists and 

the only one to have formal design 

training, explained, “It was a world 

turned upside down.” Moscoso 

reversed all the taboos: “The rule that 

a poster should transmit a message 

simply and quickly became how long 

can you engage the viewer in reading 

the poster? Don’t use vibrating colors 

became use them whenever you can. 

Lettering should always be legible 

was changed to make it as difficult as 

possible to read.” Type was scavenged 

from Victorian bills and Viennese 

Secessionist posters and printed in 

fluorescent colors and in raucous 

compositions. Egyptian faces were 

given even more exaggerated slab 

serifs. Psychedelic Playbill was an 

anomorphic distortion, a commercial 

wood type drawn entirely in negative 

space. A nineteenth-century adver¬ 

tising face that gave the appearance 

of its name, Smoke, was widely 

used to evoke the ethereal nature of 

psychedelic art. 

433. YOUNGBLOODS, poster, 1967. 

Designer: Victor Moscoso. 

434. BIG BROTHER , poster, 1967. 

Designer: Victor Moscoso. 
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UNITED STATES 

In America, Late Modernism was 

fairly individualistic. Nevertheless, a 

dichotomy developed between those 

who were influenced by the moderns 

and those who referenced the past. 

Every young generation tends to 

rebel in some way against the pre¬ 

ceding generation, and this was obvi¬ 

ous during the late 1950s with the 

emergence of Push Pin Studios as an 

influence on contemporary graphic 

design and typography. Push Pin 

was admittedly an alternative to 

what its founders, Seymour Chwast 

and Milton Glaser, described as the 

cold rigidity of the International 

Style. As exemplars, if not lynchpins, 

of American eclecticism, their mis¬ 

sion was to revivify old poster tradi¬ 

tions, where type and image were 

seamlessly wed. In doing so, they 

revisited the emblematic typefaces 

of Victorian, Art Nouveau, and Art 

Deco eras, and used them for display 

and to complement their period- 

inspired graphics. Push Pin did not, 

however, simply make pastiche, but 

rather invented new forms based on 

these influences. Chwast’s interest in 

Art Nouveau and Jugendstil resulted 

in his design of Artone, a proprietary 

typeface for an ink company that 

combined curvilinear and slab serif 

forms. Milton Glaser’s curiosity in 

quirky novelty faces of the 1930s 

inspired Baby Teeth, a blocky stair¬ 

step typeface that referred to the past 

but was also emblematic of the pre¬ 

sent. During the late 1950s, and 

with the advent of phototypesetting 

in the 1960s, revivalism took root. 

Old wood and hot-metal typefaces 

were resurrected from lost typecases 

and hellboxes and became a domi¬ 

nant editorial and advertising style. 
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435. ringlet, et />.l font, type speci¬ 

mens (various ornate types), 1968. Design 

director: Martin Solomon. 

436. artone, alphabet, 1968. Type 

designer: Seymour Chwast. 

437. hologram, alphabet, 1970. Type 

designer: Milton Glaser. 

438. baby teeth, alphabet, 1968. Type 

designer: Milton Glaser. 

439. glaser stencil, alphabet, 1970. 

Type designer: Milton Glaser. 

440. film sense, alphabet, 1969. Type 

designer: Seymour Chwast. 

44 1. blimp, alphabet, 1970. Type 

designer: Seymour Chwast. 
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M 

Eclectic Modern was Postmodern before the term was officially coined and before so-called 

“Eurocentric” Modernism fell into the sinkhole of 1980s political correctness. As it refers to graphic 

and type design, Postmodern is a broad rubric that includes a wide range of aesthetic and formal 

concerns on one hand, and generational issues on the other (as in passing the baton from one gen¬ 

eration to the next, and from one time-honored approach to a new one). Postmodern means bust¬ 

ing the rules established by the previous generation. Postmodern is the argument for diver¬ 

sity (or eclecticism) in form and style. Postmodern is the celebration of individuality, rather than 

a universal design language. Post¬ 

revolution and the burgeoning of 

the integration of theory, politics, 

and feel of design. Postmodern 

to pigeonhole a wide range of prac- 

at which time the graphic design 

rise and type (fonts) became both 

into the general life of the masses. 

?iu^VVv 

-MiOMn maTSy ?. 
Sim*n FRASEi UMiViRtiry, D o ovj»j 

HU fl«*cA«r 

‘~^Ti h*': ST«.*Cr*Tj *1® »{».««■!» jW-MuJtB 
lifxt —• ^ r» «*•-.**> ~***->*~J -f f »3( 

modern is rooted in the computer 

digital type design. Postmodern is 

and social relations into the look 

is ultimately a simple term used 

tice during the 1980s and 1990s, 

profession underwent a meteoric 

less arcane and more integrated 

Many subcategories of stylistic 

and formal activity exist under the umbrella—-New Wave, Grunge, Deconstruction—each with 

common traits. Complexity replaced simplicity, subjectivity replaced objectivity, and ornament 

returned. The digital revolution, like the shift from hot metal to phototype before it, demanded 

the remaking of existing typefaces. Yet this paradigm shift also encouraged increased experimen¬ 

tation. The challenge for those designers working with the new media was to respect convention 

while extending the boundaries of existing design. Since type styles have always been closely 

linked to current technology, there was no reason not to design type that represented the com¬ 

puter age. By the late 1980s, Emigre Fonts explored low-resolution design; by the early 1990s, 

high-resolution fontography further opened the floodgates for many more precisionist custom 

faces and outrageous novelties than in perhaps all the other typographic eras combined. 

opposite: whatyousee, poster for FUSE, 1995. Designers: Iirik van Blockland and Just van Rossum. 

above: strip mining for survival, poster, 1993. Designer: Michael Mabry. 



POSTMODERN 

SWITZERLAND 

From the land of functional graphic 

design came the next revolution in 

type. Rosmarie Tissi and Siegfried 

Odermatt departed from traditional 

Swiss formats, but Wolfgang Wein- 

gart, a former student at Gewer- 

beschule in Basel, was the first to 

unhinge type from the bolts of the 

grid. He once wrote that, in 

Switzerland, “One direction is the 

well-known, moderate-objective or 

rational direction . . . Another direc¬ 

tion is a newer tendency toward a 

lively, relatively free kind of typog¬ 

raphy which renounces extensive 

design dogma . . . But this second is 

unthinkable without the classical 

‘Swiss Typography,’ in that it is a 

logical further development of it.” 

Weingart eliminated indents at the 

beginning of paragraphs, changed 

type weights in mid-word, and 

increased and decreased letterspacing 

in the same sentence. From the late 

1960s to mid-1970s, Weingart chal¬ 

lenged the constraints of hot-metal 

type. Afterward, he immersed him¬ 

self in photoreproduction. He became 

obsessed with enlarged halftone dots, 

the illusion of movement, and layers 

of meaning. He took previously taboo 

notions of gridlocked composition and 

expanded the parameters of the page. 

As a typography teacher, Weingart 

encouraged students to invoke wit, as 

well as alternative type patterns, and 

his accolytes spread his typographic 

diversity into the world. 

442. strauhof, poster, 1981. Designers: 

Odermatt and Tissi. 

443. T Y P O G R A F I C H E M O N AT S B L AT T E R , 

periodical cover, 1983. Designers: 

Odermatt and Tissi. 

444. HERBERT BAYER, poster, 1982. 

Designer: Wolfgang Weingart. 

442 

443 
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POSTMODERN 
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RUSSIA 

In the early 1960s, the United States 

Information Agency sent two exhibi¬ 

tions, Architecture U.SA. and Design 

U.SA., to Russia and exposed Russian 

designers to the Swiss style and 

Helvetica (a Cyrillic version was cut 

for Russia). By the early 1970s, the 

Union of Trade Advertising was 

founded, which published a maga¬ 

zine called Reklame to survey the 

work of advertising design groups 

throughout the Soviet Union. The 

Swiss magazine Graphis was also 

passed around like samizdat publi¬ 

cations. By 1984, when the words 

glasnost, perestroika and demokratia 

were announced to the world, a new 

graphic excitement emerged in the 

Baltic Republics of Latvia, Estonia, 

and Lithuania. That year, Latvian 

artist Laimonis Chenberg, of Riga, 

exhibited a poster called “Perestroika?” 

that signaled the first time that 

official policy was lampooned with 

irony and wit. It triggered a chain 

reaction that influenced Muscovite 

designers almost immediately. It 

also launched a new graphic style 

based more on Polish poster tradi¬ 

tions and avant-garde typography 

than the Socialist Realism of the 

past. The most unusual examples of 

this “new wave” were covers of the 

late 1980s issues of Reklama that 

revealed interest in a range of typo¬ 

graphic styles. Consistent with new 

waves in the West, type exploded off 

the pages. 

445. reklame, table of contents, 1990. 

Art. Director: 7,elmanovitz. 

446. evolution?, poster, 1988. Designer 

unknown. 

447-450. R E K L A M E (ADVERTISING), 

periodical covers, 1987-90. Designers 

unknown. 
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POSTMODERN 

ENGLAND 

The digital revolution democratized 

type design and opened the discipline 

to include not only the professional 

type designer, but graphic design¬ 

ers who design type. The English 

contribution to digital type has been 

immense. From historical revival to 

raucous experimentation, English 

type designers, including Phil Baines, 

Neville Brody, and Jonathan Barn- 

brook; design magazines such as Eye,. 

Fuse, and Octavo; and type confer¬ 

ences like Type90 and FUSE, have 

pushed the form and application of 

type into realms that stretch once- 

sacrosanct standards. Besides the util¬ 

itarian, many English typefaces have 

symbolic and philosophical implica¬ 

tions that extend beyond the tradi¬ 

tional function of type as a vessel of 

meaning. Perhaps the most contro¬ 

versial aspect of English type design 

is the experimental movement that 

blurs legibility and readability, 

resulting in symbolic marks that 

serve as codes for ideas. Through 

Fuse, the digital type “magazine” 

edited by Brody and Jon Wozencroft 

(who called it “a dynamic new forum 

for typography”) and published by 

FontShop, an international array of 

experimentalists have introduced 

alphabets that have altered percep¬ 

tion of the form. Some are represen¬ 

tational/traditional while others 

are incomprehensibly abstract. The 

themes of each number of Fuse, 

which contributors are requested to 

address in type they have designed, 

transcend common type concerns 

and include larger issues of politics 

and culture (i.e. pornography and 

London traffic). T he result is a liber¬ 

ating use of unconventional types to 

interpret these issues. 
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451. nixon, type specimen, 1998. 

Designer: Jonathan Barnbrook. 

452-453. octavo, periodical cover and 

inside spread, 1988-90. Designer: 

Hamish Muir/8vo. 

454. fuse io (freeform), type speci¬ 

men poster, 1994. Designer: Neville 

Brody. 

455. fuse li (peep), type specimen 

poster, 1994. Designer: Neville Brody. 
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POSTMODERN 

UNITED STATES 

VERNACULAR 

In linguistic terms, vernacular sug¬ 

gests a common vocabulary, that, over 

time, is understood by all members 

of a group or culture. In graphic 

design terms, it is that indigenous 

commercial art that may have been 

professionally or naively produced 

and is a shared component of the 

broad visual landscape, like a barber¬ 

shop sign or a Good Humor ice cream 

logo. Interest in the vernacular has 

always been present in graphic 

design; in the 1950s, for example, 

designers were smitten with prim¬ 

itive signs and, of course, the old 

woodtypes that were part of them. In 

the mid-1980s, yet another revivifica¬ 

tion of the past entered sophisticated 

design precincts, starting in architec¬ 

ture and invading graphic design. 

One facet was the reprise of 1920s 

and 1930s commercial printer’s 

stock cliches used on matchbooks 

and advertisements, as practiced by 

Charles Spencer Anderson and the 

Duffy Group. Another was the reap¬ 

preciation of passe design styles, 

described as “retro,” such as Paula 

Scher’s adaptation of Constructivism. 

Another was M&Co.’s interest in 

the visual detritus of mass culture. 

Through the personal and house 

styles of each of these designers and 

firms, historical artifacts both high 

and low were recast as contemporary 

design attributes. 

456. CROSS COUNTRY DESIGN TOUR, 

poster, 1994. Designer: Charles Spencer 

Anderson. 

457. AMERICAN CENTER FOR DESIGN, 

catalog cover, 1994. Designer: Charles 

Spencer Anderson. 

458. BLADE TO THE HEAT, poster, 1997. 

Designer: Paula Scher. 

I 74 
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PROVERBS 25:11 

459. JODY'S DINING HALL, poster, 1998. 

Designer: Yee-Haw. 

460. hot ideas, poster, 1992. Designer: 

John Sayles. 

461. ONE COLOR TWO COLOR, poster, 

1992. Designer: Michael Mabry. 

462. lushus FUSE poster, 1992. 

Designer: Jeffery Keedy. 

463. proverbs 2511, brochure 

page for Audible Inc., 1997. Designer 

Funny Garbage. 
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POSTMODERN 

The Spirit of 
The New Office 

Change is remorseless: 

Der Wandel ist erbarmungslos: 

Creativity :-:: 
is what matters most: 

I* rW Od ol -oy. 

Es kommt nur 

auf die Kreativitat an: 

Software is the key to change: 

Software 1ST der Schlussel lur Veranderung: 
von 

von Francis Duffy 

L'esprit du nouvecu 
bureau 

The consumer is king: 

Neun bis Funf stirbt aus: I~ 

v I' , f * 1 _««.«< Der Verbraucher isl Koniq: 
Nine to five is dead: , 

^^2 
469 

tfVr Tne office is now the tenter of our vi 

8! J • 
B ^sua^y we shore it with aus 

T§j| *' 'machines and faceless furniture. Sot 

place kniekfcnacks and wish-you-wci 

h«™, nfco rebel signs: our instincts fie 

However, there is a chance for really 

inspiring work environments today. 

the message is understood at the top 

464. wet, periodical cover, 1980. Designer 

unknown. 

465. fetish, periodical cover, 1984. 

Designers: David Sterling and Jane 

Kosstrin. 

466. a I G a , poster, 1988. Designers: Pat 

and Greg Samata. 

467. canton market, alphabet, 1991. 

Type designer: Daniel Pelavin. 

468. test, alphabet, 1996. Type 

designer: Daniel Pelavin. 

469-470. WORK SPIRIT VITRA DESIGN 

journal, periodical pages, 1988. 

Designer: April Greiman. 

UNITED STATES 

NEW WAVE 

The New Wave first hit the shores of 

the United States in the early 1980s, 

a confluence of European punk and 

Swiss new wave that evolved from 

an experimental method into a com¬ 

mercial mannerism. The initial appear¬ 

ance of work in the United States by 

Basel-educated, American-born April 

Greiman was a departure from the 

1970s Late Modern sensibilities. 

While eclectic typography had domi¬ 

nated, it was a mixture of nostalgic 

imagery and swashful type. The bold 

sans serif Univers type used in a pub¬ 

lication designed by Greiman titled 

WorkSpirit, for example, juxtaposed 

light and heavy weights with heavy 

rules, extreme leading, and wide let¬ 

terspacing layered over brightly col¬ 

ored images; it indicated a distinct 

break from the dominant style and 

was precursor of a new typographic 

aesthetic. She was one of the foremost 

interpreters of the Weingart approach, 

though not a carbon copy. In early 

1982, Greiman had early access to 

state-of-the-art video and digitizing 

equipment, and with Jayme Odgers, 

she began integrating photomontage 

and type in posters and brochures 

that had a futuristic evocation. The 

Macintosh computer was introduced 

in 1984, and by 1986 Greiman pio¬ 

neered the marriage of text to digi¬ 

tized video images. Where new wave 

ends, if at all, is subject to debate. By 

the early 1990s, many of the ideas 

that Greiman promoted were incor¬ 

porated into other innovations and 

derivations by scores of young 

designers. Disruption of conventional 

reading pathways and new expressive 

typefaces contributed to the air of 

rebelliousness. 
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UNITED STATES 

DECONSTRUCTION 

In 1914, F. T. Marinetti announced, 

“My revolution is aimed at the so- 

called typographical harmony of the 

page, which is contrary to the flux 

and reflux, the leaps and bursts of 

style that run through the page. On 

the same page, therefore, we will use 

three or four colors of ink, or even 

twenty different typefaces if neces¬ 

sary.” The relevance of this statement 

seventy years hence is evidenced by 

current type styles that frolic in clut¬ 

ter. These styles, which owe a spiri¬ 

tual debt to the pioneer Modernists, 

have come to define this age symbol¬ 

ically as definitively as the Swiss grid 

did for an earlier generation. There 

are many ways to categorize the 

typographic machinations of the 

present. One such approach, under 

the rubric Deconstruction, is a schol¬ 

arly method of analyzing “texts” 

(introduced by Poststructuralist critic 

Jacques Derrida) that asks the receiver 

of visual and textual message to 

comprehend the complexity of mean¬ 

ing. During the late 1980s, graphic 

design graduate students at the 

Cranbrook Academy in Michigan 

adapted Deconstruction theory as a 

means to design printed material. 

The translation of this theory as 

graphic design involved complex 

typographic compositions in which 

formula and equilibrium are dis¬ 

rupted and form and content are 

forced into interpretive relationships. 

Select ions 

ibstance or mixture u; 
E2S1 £*!**&; 

s or other 
id morbid 

■ VfrV* />«z, or 
tcyy. b The matter thu* disch.irggil 

47 1 

471. f l u x u s, poster, 1989. Designer: 

Katherine McCoy. 

472. my beach, periodical pages (Beach 

Culture), 1990. Designer: David Carson. 

473-475. C A M P B E L L S LABEL SERIES, 

student project, 1984. Designer: Jeffery 

Keedy. 
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POSTMODERN 

479 

UNITED STATES 

DECONSTRUCTION 

The overlay of intellectual theory on 

both rational and intuitive processes 

has been highly criticized as an 

excuse for cluttered design that 

obscures meaning. Even some of 

the proponents of Deconstruction, 

including former Cranbrook design 

chair Katherine McCoy, argue that 

some of these are ideas are better 

suited to art than to client-driven mes¬ 

sages. Yet the principles on which 

Deconstruction is based are applic¬ 

able, if not useful, to conveying a 

certain kind of message in an infor¬ 

mation-saturated, digitally linked 

society. The hierarchies inherent in 

the multiple layers of written infor¬ 

mation force readers to scan in bites, 

rather than in linear fashion. The 

linear narrative, it is argued, is not 

the only way to navigate text. For 

those who can decode the structure, 

comprehension is fairly easy. The 

students who accepted the funda¬ 

mental premise that meaning is 

complex and therefore typography 

should express multiple options were 

seeking appropriate ways to project 

their own design codes. For some, 

Deconstruction was a means to see 

the printed page (or screen) anew; 

for others, it was yet another style. 

Layering and distortion are charac¬ 

teristics of typography that is designed 

to emote and to be read. 

476. de nieuwe, poster, 1988. Designer: 

Lucille Tenazas. 

477. fast foward, CalArts catalog 

cover; 1996. Designer: James Stoecker. 

478. living surfaces, ACD conference 

announcement, 1993. Designer: 

P. Scott Makela. 

479. g. bo don i, poster, 1984. Designer: 

Jeffery Keedy. 
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UNITED STATES 

EMIGRE 

In 1983, a year before the introduc¬ 

tion of the Macintosh computer, 

Rudy VanderLans and Zuzana I dcko 

founded a culture magazine called 

Emigre; within a few years it changed 

focus and developed into the clarion 

of digital typography and design. 

The first Macintosh and its bit¬ 

mapped default faces inspired 

Emigre's founders to design original 

typefaces for their magazine specifi¬ 

cally and the computer environment 

in general. They founded a type busi¬ 

ness, Emigre Graphics (later called 

Emigre Fonts); one of the earliest 

digital foundries, it became a pioneer 

in unconventional typeface design, 

introducing innovative dot-matrix 

(Bitmap Oblique, Oakland Six) and 

high-resolution digital typefaces 

(Modula Serif, Democratica Bold). 

Emigre magazine further showcased 

other leading practitioners of the 

new typography and sold their exper¬ 

iments in the practical arena. Emgire 

became a touchstone for progress, but 

the paradox is that it also provided 

templates for mimicry. What Emigre 

initiated was co-opted by the new 

mainstream, from fashion magazines 

to MTV. Emigre was not just the 

standard bearer, but the bearer of 

standards for experimental digital 

typography. When other serious type 

designers adapted traditional meth¬ 

ods to the digital medium, Emigre 

created a uniquely digital environ¬ 

ment. While launching a business, 

VanderLans and Licko took coura¬ 

geous leaps in the selection of faces 

they represented and the ones 

they designed. Not content to follow 

tradition, they created a tradition 

of their own. 

480. emigre no 5, periodical cover, 

1986. Designers: Rudy VanderLans and 

Zuzana Licko/Emigre Graphics. 

481. outwest, type specimen, 1993. 

Type designer: Ed Fella. Poster designer: 

Rudy VanderLans/Emigre Graphics. 

482. dogma, type specimen, 1994. Type 

designer: 7mzana Licko/Emigre Graphics. 

483. emigre no. 19, periodical cover, 

1993. Designer: Rudy VanderLans/ 

Emigre Graphics. 

484. template gothic, type specimen, 

1991. Type designer: Barry Deck/ 

Emigre Graphics. 
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Dogma Bold, Dogma Black, Dogma Script Bold - S95 

ABCDEFGHIJKLMNOPQRSTUVWXYZ12345678 
9 O a be <1 efg It ■j Id m n o pq rAt uvwxyz 

ABCDEFCHIJKLMNOPQRSTUVWXYZ123 
4-567890abcdcfgliiildmnopqrAiMvwxyx 

ABCD£FGHIJKLMNOPQRSTVVlJUXVZ12345 
67890a b c d e f g it I m« •« o p <} ra Fm v*vx *f*| 

EMIGRE N°19: 
Starting From 
Zero. r 

AaBbCcDdEeFFGgHi 
JjKkLIMmNnOoPpQq 
RrSsTtlluVvWwXxYyZz 

AaBbCcDdEeFFGgHi 
JjKkLIMmNnOoPpQq 
RrSsTtlluVvWwXxYyZz 
4 84 ~ 
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485 

Marcus Tullius C i cero: 

Philosopher, Tatesman, 

orator. oA Consul of the 

cRpman Republic, patriot,, 

& matter of rhetoric, (f)the 

namesake of a type-size in 

days of old — since the 15th 

century edition of Cicero’s 

cT)e Oratore published by P. 

Schoffer, the size Ci3Vs pt.) 

487 

485. ex l 1 b R 1 5 , Champion Paper promo 

tion, 1996. Designer: Stephen Doyle. 

486. muse, ’'type catalog cover (Hoefler 

Type Foundry), 1997. Designer: 

Jonathan Hoefler. 

487. htf hoefler tex, type specimen 

(Hoefler Type Foundry), 1997. Type 

designer: Jonathan Hoefler. 

48 8. NEW URBAN LANDSCAPE, book 

cover, 1988. Designer: Stephen Doyle. 
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UNITED STATES 

NEW CLASSICISM 

Phototype was never perfect enough 

to recreate the nuances of many 

great metal typefaces. Digital media 

simplifies the process and allows for 

greater variations within type fami¬ 

lies. The numerous current digital 

foundries accessible through the 

internet have, in turn, designed hun¬ 

dreds of new fonts for the market¬ 

place. The digital revolution spawned 

many eccentric display typefaces, but 

perhaps among the most enduring 

will be the classical and other histor¬ 

ical revivals used for body text and 

headlines. The history of type is in 

part rooted in the quest to perfect the 

great types of previous ages, and so 

like those who make digital remas¬ 

ters of classical music, type designers 

such as Jonathan Hoefler and Tobias 

Frere-Jones have given new life to 

old faces like Bodoni and Baskerville. 

They have also developed new faces 

based on these classical materials, 

but added those nuances and attri¬ 

butes that they lacked when current. 

Many of these faces are created for 

publishing, advertising, and computer 

clients who desire exclusive, propri¬ 

etary alphabets. Like the king of 

France in the seventeenth century, 

these companies are patrons of an 

iconoclastic breed of type designer. 

The New Classicism is about both 

revival and invention, because there 

is no sense in remaking type that 

has existed before without improv¬ 

ing upon it. 

48 9. di dot, type specimen poster 

(Hoefler Type Foundry), 1996. Type 

designer: Jonathan Hoefler. 

490. not caslon, type specimen poster 

(Emigre Fonts), 1996. Type designer: 

Mark Andersen. 
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UNITED STATES 

GRUNGE 

The term grunge signifies hard- 

rocking, post-Punk music that origi¬ 

nated in Seattle and suggests the 

untidy appearance of its adherents. 

As type, the rubric indicates the 

grungy or distressed appearance of 

typefaces that shake, shimmy, and 

shiver; that are distressed and decayed; 

and in most instances that look like 

they were scrawled in dirt rather 

than cut in stone. The grunge “style” 

emerged out of the computer era and 

the desktop publishing phenomenon. 

It could never have occurred when 

type design was the sole provenance 

of professional type designers. With 

Fontographer software, however, the 

individualistic, expressionistic, and 

narcissistic urges allow designers to 

create any and all kinds of letter- 

forms. David Carson was the most 

adventuresome of the grunge design¬ 

ers, and through his early experi¬ 

mentation with the Macintosh, he 

developed a typographic vocabulary 

and style that turned taboos into 

virtues. With the advent of digital 

type foundries like T-26, Garage- 

Fonts, and Plazm Fonts, which 

license designs from professionals 

and novices alike, the market 

embraced typographic visionaries 

and eccentrics who produce expres¬ 

sionistic type as art and satire. 

49 1 . V I S C O S I T Y REGULAR AND INLINE, 

alphabet (FontBoy), 1996. Type designers: 

Bob Aufuldish. & Kathy Warriner. 

492. roarshock, 1996—1967. Type design¬ 

ers: Bob Aufuldish & Kathy Warriner. 

493. kgb, periodical cover, 1996. 

Designers: Nancy Mazzi & Brian Kelly. 

494. jesus saves, type specimen, 1996. 

Designer: Paul Sych / Thirstype. 

495. raw, periodical cover, 1985. Designers: 

Art Spiegelman, Francoise Mouly. 
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JKUINOPQ 
RSTUVVVXYI 
496 

STUVWXV2 

498 

WORKING 
me E/ 

New,EA(ice at New City 
August 1021 Wed-SiN SIM 
Tictkwts J.3 CaU 323-6800 

New Work Frtatu 

PAX GRAN Ey 
IONG NGUYEN 

GEORGIA RAGSDALE 
MICHAEL CAVALL1 

TASIA COOK 
KABN JUNKJNS 

AII¥n THOMPSON 
ANN|E MERCER 

WORKING SLICE is for dancers & choreo¬ 
graphers who Want to exhibit short, new 
works & works-in-Rogress. The environment 
is stripped down to the minimum: space to 
mow, resilient fl®r, lights,& an essential aid- 

ience. surrounding the dance space. 

New cityTi'M«r.i1634 11th Avt.,Ca pitot Hut, SeisleiOSA 
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496. chain letter, type specimens, 

1995. Designer: Tobias Frere- Jones. 

497. grunge, alphabet, 1995. Designer: 

Scott Yoshinga / Plazm Fonts. 

498. m k ultra, alphabet, 1995. 

Designer: Mike Sain/GarageFonts. 

499. sucueus evil, alphabet, 1996. 

Designer: Mark Clifton, based on writ¬ 

ing by Amanda Lewis/ GarageFonts. 

500. NEW CITY THEATER, poster (with 

transfer type), 1990. Designer: Art Chantry. 

501 conectadodots, alphabet., 1997. 

Designer: Gustavo E. Ugarte / 

GarageFonts. 

502. T- 2 6 , catalog cover, 1995. Designer: 

Klassen. 

503. sidewalker, type specimen, 1995. 

Type designer: Schiavi Fabrizio/T-26. 

UNITED STATES 

GRUNGE 

“Against the backdrop of defaults and 

prepackaged templates,” wrote type 

designer Tobias Frere-Jones {Zed, 

1994), “grunge stands as a rebellion 

against the default of the com¬ 

puter.” The intial attempts to prog¬ 

ress beyond the constraints of this 

medium opened the floodgates for 

scores of talented and less-than- 

talented designers to create an untold 

number individualistic fonts. Admit¬ 

tedly the computer is the most pow¬ 

erful tool that graphic designers 

possess, but it is also the progenitor 

of mediocrity. Despite its remarkable 

memory and random access, the 

computer houses tried and true stan¬ 

dards of status quo design. Like the 

International Style, the right angle is 

its god, the grid is its totem. Left in 

the hands of conventional designers, 

it is programmed to act as an assem¬ 

bly line, churning out perfect speci¬ 

mens of conformity. For those who 

use it as a desktop publishing tool, it 

does its job flawlessly; but for the 

iconoclastic type designer the com¬ 

puter’s perfection is its fatal flaw. 

Conversely, building errors onto the 

hard drive makes the computer a bit, 

well, more human. The grunge typog¬ 

rapher is ostensibly teasing the com¬ 

puter, making a virtue of its mistakes. 

Like tempting the goody-two-shoes 

or little-miss-perfect to do naughty 

acts, grunge makes the machine per¬ 

form counter to its programming; by 

using digital detritus and visual noise 

to affect a typographic anomaly, grunge 

type degrades notions of purity as it 

guffaws in the face of conformity. 

Grunge may not survive beyond this 

short epoch, but it will leave behind 

the sense that type is mutable. 
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EXPERIMENTAL 

An experiment is a viable way to test 

the tolerance of a typeface in real 

world, but a typeface designed to be 

experimental as an end in itself sug¬ 

gests a lack of confidence in its utility. 

Type designer Jonathan Hoefler says 

that the term experimental tends to 

be an alibi for not addressing flaws: 

“It becomes a way of closing off dis¬ 

cussion.” He prefers the term specu¬ 

lative, for when a designer speculates 

on a new design the process of trial 

and error kicks in immediately. 

Experimental can be a euphemism 

for “unusual.” Indeed, most of the 

typefaces so dubbed are mildly or 

radically unusual, but there is virtue 

to experimentation. Not all type is 

designed for public consumption; 

rather some is created as a formal 

exercise that may be to be used once 

or twice on a personal project. Elliott 

Earls and Michael Worthington 

design and then play (read experi¬ 

ment) with type long before they 

release it to the world. Nevertheless, 

much so-called experimentation today 

appears on the public stage simply 

because it exists; distributed over 

the Internet, it may find its way to 

designers hungry for hipness. Some 

experimental typefaces are designed 

simply to foster debate over the effi¬ 

cacy of such work. 

504-508. DIGITAL EXPERIENCE, video titles, 

1998. Designer: Michael Worthington. 

509. plazm, periodical cover, 1998. Art 

director: Josh Berger. Designer: Ed Fella. 

510. FETISH NOS. 126, 338, 976, type 

specimen, 1996-98. Type designer: 

Jonathan Hoefler. 511. elliott, performance poster, 1998. 

Designer: Elliott Earls. 

5 12. mau, poster, 1997. Designer: 

Elliott Earls. 
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POSTMODERN 

LATER MODERN 

Although still practiced by loyal 

adherents, Modernism devolved into 

a mannerism without a mission — 

a surface without a soul. Since it is 

axiomatic that every action fosters a 

reaction, the Postmodern reaction is 

ready for its own challengers. Does 

this mean that, a return to Avant- 

Garde, Commercial, or Late Mod¬ 

ernism is on the horizon? For 

some designers a “less is more” aes¬ 

thetic— a confluence of modernist 

and classicist sensibilities —emerges 

as a viable response to the fashion¬ 

able clutter of the past decade. 

Modernism will probably not return 

in the pure form that its founding 

masters practiced it. The essence of 

healthy art, graphic design, and 

typography is to build on the past, 

not to revert to it. Even the recent 

retro pastiche periods evolved from 

nostalgia into some kind of currency. 

Later Modernism is an appropriate 

way to describe typography that 

does not fit neatly into the various 

Postmodern camps, yet is also not 

slavishly following antiquated Mod¬ 

ern traditions. Later Modern is a 

continuation, a search for formal dis¬ 

cipline, moral center, and invention. 

It is not beholden to contemporary 

style and fashion instead the design¬ 

ers of this genre create it. 

5 13. "what is aids?", periodical pages 

(Colors), 1995. Editor: Tibor Kalman. 

514. mechanism, Columbus Society of 

Communication Arts newsletter, 1995. 

Crit Warren / Schmeltz & Warren. 

515. kurt weil, album cover, 1985. 

Designers: Tibor Kalman and Alex Isley. 

516. (NOTHING BUT) FLOWERS, Talking 

Heads music video, 1988. Designer: Tibor 

Kalman with Emily Oberman/M&Co. 

517. DESIGN MILWAUKEE, poster, 1995. 

Designer: Planet Design Company. 

514 

192 



3dIine for entries 

r”' °*1«M 

193 



INDEX 

A 
Aesthetic Movement, 37 
Aicher, Otl, 66, 134 
Akzidenz Grotesk, 129, 130 
Alcorn, John, 161 
Allner, Walter, 137 
American Printer, The, 104, 108, 111 
American Type Founders, 15, 34, 107 
Andersen, Mark, 185 
Anderson, Charles Spencer, 174 
Antore, R., 120 
Apollinaire, Guillaume, 69 
Artone, 164 
Aufuldish, Bob, 186 
Auriol, George, 44, 46, 49 

B 
Baby Teeth, 164 
Bachmann, Estaban Trouchut, 118, 119 
Bain, Mike, 189 
Baines, Phil, 172 
Ballmer, Theo, 129, 130 
Bangerter, Walter, 133 
Barchel, Hans, 160 
Barnbrook, Jonathan, 172 
Barnhard and Spindler, 15 
Baskerville, John, 19 
Bauer Type Founders, 62, 107, 112, 150 
Bauhaus, 79, 81, 85, 90, 126, 129, 134, 141 
Baum, Hans, 159 
Baum, Walter, 150 
Bayer, Herbert, 78, 81, 129, 134 
Beall, Lester, 129, 140, 141, 142, 143 
Becker, Charles Herman, 109 
Behrens, Peter, 43, 44 
Benguiat, Edward, 152 
Benton, Morris Fuller, 37, 107, 109, 151 
Bereny, A., 126 
Berger, Josh, 191 
Berlewi, Henryk, 69, 85, 86 
Bernhard, Lucian, 12, 57, 59, 62, 63, 107, 145 

Bernhard Gothic, 144 
Berthold, H., & Co., 62, 112 
Bifur, 98, 103 
Bill, Max, 130, 134 
Blackletter, 30, 38, 43, 56, 112, 115 
Blanchard, Juan Trochut, 118, 119 
Blast, 92 
Blaue Reiter, Der, 61 
Blok, 85 
Bocklin, Arnold, 43 
Bodoni, 10, 129 
Bodoni, Giambattista, 19 
Bonnard, Pierre, 46 
Borad, Aaron, 109 
Bortnyik, Alexander, 86, 126 
Bradley, Will, 15, 34, 37 
Brodovitch, Alexey, 141, 144 
Brody, Neville, 172 
Brownjohn, Robert, 145, 146, 148 
Briicke, Die, 61 
Brusse, W. L. and J., 51 
Burchartz, Max, 81, 82 
Burns, Aaron, 149, 151 
Burtin, Will, 143 

C 
Cabaret Voltaire, 65 
Cahn, Henry, 90 
Calkins, Earnest Elmo, 95 
Carlu, Jean, 137, 142 
Carnase, Tom, 152 
Carson, David, 178, 186 
Carter, Matthew, 152 
Caslon, 37, 129 
Caslon, H. W, & Co., 33 

Cassandre, A. M., 98, 101, 137 
Century Guild. Hobby Horse, The, 33 

Chantry, Art, 189 
Chapman, Dave, 142 
Chenberg, Laimonis, 171 

Cheret, Jules, 46 
Chermayeff, Ivan, 146, 148, 150 
Chwast, Seymour, 16, 160, 164 
Cissarz, J. V., 44 
Clifton, Mark, 189 
Cochin, 103 
Cochin, Charles Nicolas, 103 
Colin, Paul, 137 
Composing Room, 146, 148, 149, 151 
Condak, Henrietta, 16 
Continental Type Founders, 107 
Cooper, Oswald, 37 
Coyne, Richard, 150 
Cranbrook Academy, 178, 181 
Crane,'Walter, 40 
Craw, Freeman, 150, 152 
Crosby, Bart, 151 
Cyliax, Walter, 79 

D 
Dannay, Frederic, 107 
Deberny & Cie, 26, 46, 47 
Deberny & Peignot, 96, 98, 101, 102, 103, 137 
Deck, Barry, 182 
de Harak, Rudolph, 15, 149 
Depero, Fortunato, 70, 73, 120 
Derrida, Jacques, 178 
Devitstil, 85 
Dexel, Walter, 82, 86 
Didot, Firmin, 19, 26 
Divertissements Typographiques, 100, 101 
Dorfsman, Lou, 148 
Doyle, Stephen, 184 
Duffy Group, 174 
Dwiggins, W. 145 
Dzwignia, 85 

E 
Earls, Elliott, 191 
Ecke, Alice Beeson, 111 
Elephant, 22 
Ellwood, G. M., 44 
Emcke, F. H., 38 
Emigre, 182 
Emigre Fonts (Emigre Graphics), 167, 182, 185 
Enemy, 92 
Ettenberg, Eugene M., 143 
Eveleigh-Dair, 137 

Eye, 172 

F 
Fabrizio, Schiavi, 189 
Federico, Gene, 146, 148 
Fella, Ed, 182, 191 
Finsterer, A., 159 
Fiore, Quentin, 148 
Fix-Masseau, P, 137 
Flinsch, 62, 112 

Fonderies Deberny & Peignot. See Deberny 
& Peignot 

FontShop, 172 
Fowtz, H., 104 
Fraktur, 30, 56, 129 
Franznick, Phil, 161 
Frazier, J. L., 35 
Frere-Jones, Tobias, 185, 189 
Froshaug, Anthony, 134 
Frutiger, Adrian, 137 
Fuse, 172, 175 
Futura, 112, 126, 129 

G 
Galle, Emil, 46 
Garage Fonts, 186, 189 
Garamond, 10, 129 

Garamond, Claude, 19 
Gaunt, Sydney, 111 
Geismar, Thomas, 146, 150 
George, Ross F., Ill 
German Printers’ Association, 116 
Gewerbeschule, 133, 168 
Gill, Eric, 9, 92, 157 
Gill Sans, 92, 157 
Gipps, Phil, 161 
Girardi, Peter, 175 
Glaise, N., 30 
Glaser, Milton, 155, 164 
Glasgow School, 55 
Golden Type, 33 
Goudy, Frederic, 9—10, 15—16, 35, 37 
Goudy Stout, 10 
Gradl, Eugen, 44 
Granjean, Philippe, 19 
Graphic Design Manual (Hofmann), 133 
Graphis, 158, 171 
Gray, Nicolette, 13—14, 15, 20, 157 
Greiman, April, 16, 177 
Gress, Edmund G., 104, 108 
Gronowski, Tadee, 86 
Gropius, Walter, 79 
Growald, Ernest, 62 
Guimard, Hector, 47, 49 

Gutenberg, Johannes, 30, 56 
Gy orgy, Hercz, 87 

H 
Hadank, O. W., 62 
Hartkamp, J. M., 51 
Hausmann, Raoul, 66 
Heartfield, John, 12, 65 
Heim, Otto, 115 
Helvetica, 11, 129, 130, 134, 171 
Hitler, Aldolf, 129, 142 
Hochschule fur Gestaltung, 134 
Hoefler, Jonathan, 17, 184, 185, 191 
Hoefler Type Foundry', 184, 185 
Hoeksema, Dan, 51 
Hoffman, Josef, 55 
Hofmann, Armin, 15, 133 

Holst, R. N. Roland, 51 
Hubbard, Elbert, 37 
Hunter, Dard, 37 
Hunter, Kent, 17 

Huszar, Vilmos, 88, 89 

I 
Inland Type Foundry, 15 
International Typeface Corporation (ITC), 151 
Int.ertype, 107 
Iranzo, F. T. Jose, 118 
Isley, Alex, 192 
ITC. See International Typeface Corporation 

J 
Janco, Marcel, 14 
Jensen, 10 
Jenson, Nicolas, 19 
Jero, Anton, 126 
Johnston, Edward, 92, 157 
Jugend, 43, 61 
Junot, J. R, 101 

K 
Kabel, 38 
Kaemmerer, J. H., 51 
Kalman, Tibor, 192 
Kasack, Lajoss, 87 
Kastner, V., 85 
Kauffer, E. McKnight,, 92, 93 
Keedy, Jeffery, 175, 178, 181 
Kelly, Brian, 186 
Kelly, Rob Roy, 160 
Kelmscott Press, 14, 33, 37 

194 



Kirchner, E. L., 60 

Klassen, 189 

Klein, Paul, 112 

Kleykamp, Pierre, 144 

Klingspor, 112 

Kmiecik, Z., 126 

Koch, Rudolf, 38, 111, 126 

Kok, Antony, 89 

Kokoschka, Oskar, 55, 60 

Kosstrin, Jane, 177 

Kruchenykh, A., 75 

Kunstgewerbeschule, 79, 133 

L 
Latini, 120 

LeDoux, Jean Picart, 137 

Lewis, Amanda, 189 

Lewis, Wyndham, 92 

Licko, Zuzana, 182 

Linotype, 15, 34, 107 

Lissitzky, Lazar (El), 74, 75, 78, 81, 82 

Loos, Adolf, 55 

Lubalin, Herb, 148, 149, 151, 152 

Ludlow, 107 

Lustig, Alvin, 129, 140, 146 

M 
MA, 85 

Mabry, Michael, 167, 175 

Mackmurdo, A. H., 33 

Magyar Grafika, 85, 86 

Makela, P. Scott, 181 

Malevich, Kasimir, 65, 74 

M&Co., 192 

Manutius, Aldus, 19 

Marden, R., & Co., 33 

Marinetti, E T., 65, 69, 70, 73, 92, 178 

Marti, Walter, 133 

Mayakowsky, Vladimir, 74 

Mazzi, Nancy, 186 

McCoy, Katherine, 178, 181 

McMurtrie, Douglas C., 109 

Merz, 82, 83 

Metro Black, 144 

Mise en Page, 96, 97 

Moholy-Nagy, Laszlo, 79, 129 

Moll, Carl, 55 

Mondrian, Piet, 89 

Monotype Company, 15, 34 

Morgan Press, 160 

Morris, William, 14—15, 32, 33, 34, 37, 155, 157 

Moscoso, Victor, 155, 162, 163 

Moser, Kolo, 55 

Mouly, Frangoise, 186 

Mucha, Alphonse, 11, 46 

Miihely workshop, 86 

Muir, Hamish, 172 

Miiller-Brockmann, Josef, 129, 133 

Mussolini, Benito, 73 

N 
Nash, John Henry, 35 

Nerino, 13 

Neue Grafik, 133 

Neue Jugend, 65 

Neuland, 126 

New Art School, 138 

New Bauhaus, 138 

Nineteenth Century Ornamented Types and 

Title Pages (Gray), 13, 20, 157 

Nitsche, Erik, 15, 147 

Novarese, Aldo, 159 

Novembergruppe, Die, 61 

O 
Oberman, Emily, 192 

Octavo, 172 

Odermatt, Siegfried, 168 

Odgers, Jay me, 177 

Olbrich, Joseph, 55 

Onorato, 121 

Oppenheim, Louis, 59, 62, 63 

Oud, J. J. P, 89 

P 

Parker, Wadsworth A., 107 

Pavlcek, Josip, 85 

Pecsi, J., 85 

Peeters, Jazef, 69 

Peignot, 98, 103 

Peignot, Charles, 137 

Pelavin, Daniel, 177 

PhotoLettering Inc., 151 

Plakat, Das, 62 

Planet Design Company, 192 

Playbill, 163 

Plazm Fonts, 186, 189 

Plunkett, John, 9 

Praeasens, 85 

Productivism, 74 

Push Pin Studios, 155, 164 

R 
Railway Type, 157 

Rand, Paul, 129, 140, 141, 142, 143, 145, 147 

Red, 85, 87 

Reklama Mechano, 85, 86 

Reklame, 171 
Remington, Roger, 160 

Renner, Paul, 79, 96, 112, 126 

Ressinger, Paul, 37 

Revolution, 65 

Ring Neuer fVebegestalter, 82 

Rodchenko, Alexander, 74 

Rogers, Bruce, 15, 35, 37 

Rollins, Carl Purington, 15 

Ross, Alexander, 140, 141 

Rotunda, 56 

Roycrofters, 37 

Ruder, Emil, 133 

Ruskin, John, 33 

Rustic, 22 

S 
Samata, Pat and Greg, 177 

Sandburg, Willem, 138 

Sandor, Bortnyik, 13, 87 

Sandusky, L., 69, 95 

Santi, 121 

Sayles, John, 175 

Schaefler, F, 60 

Schelter & Giecerke Foundry, 56 

Scher, Paula, 174 

Schmeltz & Warren, 192 

Schmidt, Joost, 13, 81 

Schmidt, Richard Erdmann, 59 

Schnorr, Peter, 40 

School of Decorative Art, Stuttgart, 116 

Schuitema, Paul, 88, 89, 90, 123, 138 

Schwabacher, 30, 56 

Schwitters, Kurt, 82, 83 

Seitz, Peter, 144 

Seuchter, Bruno, 55 

Simplicissimus, 61 
Smith, W. H., 33 

Smits, A. P, 123 

Smoke, 163 

Sniffin, Willard T., 104, 108 

Solo, Dan X., 160 

Solomon, Martin, 164 

Sommer, K., 104 

Spiegelman, Art, 186 

Sprunger, Leslie, 109 

Stalin, Joseph, 129 

Stempel, 112 

Stephenson, Blake & Co., 32 

Sterling, David, 177 

Stoecker, James, 181 

Suprematism, 65, 74 

Sutnar, Ladislav, 85, 129, 146 

Sych, Paul, 186 

Szkole Prezemyslu Graficznego, 126 

T 
Tank, 85 

Tatlin, Vladimir, 74 

Teige, Karel, 85, 87 

Telengater, Solomon, 75, 76 

Tenazas, Lucille, 181 

Textura, 30, 56 

Thirstype, 186 

Thompson, Bradbury, 129, 143, 148 

Thorne, Robert, 19 

Tissi, Rosmarie, 168 

Tolmer, A., 96, 97 

Toorop, Jan, 51 

Toulouse-Lautrec, Henri, 46 

Trajan Column, 14 

Tri-Arts Press, 160 

Tschichold, Jan, 69, 78, 79, 82, 116, 129, 145 

T-26, 186, 189 

Type and Image, 157 

Type for Rooks and Advertising (Ettenberg), 143 

Typographische Mitteilungen, 82, 116 

Typography: A Manual of Design (Ruder), 133 

U 
Ugarte, Gustavo E., 189 

Ulm school, 134 

Ultra Bodoni, 10, 155, 157 

Union of Trade Advertising, 171 

Univers, 11, 129, 130, 133, 137, 177 

Updike, D. B., 15, 37 

V 
van Blockland, Erik, 167 

VanderLans, Rudy, 17, 182 

van der Leek, Bart, 89 

van Doesburg, Theo, 66, 81, 82, 83, 89, 90, 123, 

130 

van Rossum, Just, 167 

Ver Sacrum, 55 

Vienna Secession, 55, 165 

Vilimovsky, Bratri, 126 

Vivarelli, Carlo, 133 

Vkhutemas, 74, 85 

Vorticism, 92 

Vox, Maximillien, 100, 101 

W 
Wagner, Otto, 55 

Wagner & Schmidt Foundry, 150 

Walbaum, J. E., 19 

Walker, Sir Emery, 33 

Warde, Beatrice, 9 

Warriner, Kathy, 186 

Warren, Crit, 192 

Wauer, Wilhelm, 60 

Weingart, Wolfgang, 168, 177 

Welo, Samuel, 101, 107, 108 

Welp, A., 104 

Wendingen style, 123 

Wiener Verkstatte (Vienna Workshop), 55 

Wijdeveld, H. Th., 123 

Woellmer, Wilhelm, 43 

Worthington, Michael, 191 

Wozencroft, Jon, 172 

Y 
Yee-Haw, 175 

Yoshinga, Scott, 189 

Yost, Heinrich, 109 

Z 
Zelmanovitz, 171 

Zwart, Piet, 88, 89, 90, 123, 138 

195 



SELECTED BIBLIOGRAPHY 

Aicher, Otl. Typographic. Wilhelm Ernst 

& Sohn Verlag, Edition Druckhaus 

Maack, Liidenscheid, Germany. 1988. 

Annenberg, Maurice. -Type Foundries of 

Imerica and Their Catalogs. Oak Knoll 

Press, New Castle, Delaware. 1994. 

Anscombe, Isabelle, and Charlotte Gere. 

Arts & Crafts in Britain and America. 

Academy Editions, London. 1978. 

Broos, Kees. Piet Zwart 1885—1977. 

Haags Gemeentemuseum/Van 

Gennep, Amsterdam. 1982. 

Brown, Frank Chouteau. Letters & 

Lettering: A Treatise with 200 Examples. 

Bates & Guild Company, Boston. 1914. 

Dair, Carl. Design With Type. University 

of Toronto Press, Toronto. 1967. 

Eason, Ron, and Sarah Rookledge. 

Rookledge’s International Directory 

of Type Designers. The Sarabande 

Press, New York. 1994. 

Elliot, David, ed. Alexander Rodchenko. 

Museum of Modern Art, Oxford. 1979. 

Ettenberg, Eugene M. Type for Books and 

Advertising. D. Van Nostrand, Inc., 

New York. 1947. 

Fields, Armond. George Auriol. Gibbs 

M. Smith Inc., Layton, Utah. 1965. 

Friedl, Friedrich, Nicolaus Ott, and 

Bernard Stein, eds. Typo: Wann, Wer, 

Wie. Konemann Verlagsgesellechaft, 

Koln. 1998. 

Gray, Nicolette. Nineteenth Century 

Ornamented Types and Title Pages. 

Faber and Faber, London. 1938. 

Heller, Maxwell L. New Standard 

Lettering and Show Card Writer. Laird 

& Lee, Chicago. 1926. 

Heller, Steven, and Gail Anderson. 

American Typeplay. PBC International, 

Glen Cove, New York. 1994. 

Heller, Steven, and Seymour Chwast. 

Graphic Style: From Victorian to Post- 

Modern. Harry N. Abrams, New York. 

1988. 

Heller, Steven, and Anne Fink. Faces 

on the Edge: Type in the Digital Age. 

Van Nostrand Reinhold, New York. 

1997. 

Heller, Steven, and Karen Pomeroy. 

Design Literacy: Understanding Graphic 

Design. Allworth Press, New York. 1997. 

Hlasta, Stanley C. Printing Types and 

How to Use Them. Carnegie Press, 

Pittsburgh. 1950. 

Hoffman, Herbert. Modern Lettering: 

Design and Application. William 

Helburn Inc., New York. Date unknown. 

Hollister, Paul. American Alphabets. 

Harper & Brothers Publishers, New 

York. 1930. 

Holme, C. G., ed. Lettering of To-Day. 

The Studio Limited, London. Date 

unknown. 

Hutchings, R. S., ed. Alphabet 1964. 

James Moran Limited, London. 1964. 

Jas.pert, Pincus W., W. Turner Berry, and 

A. F. Johnson, eds. The Encyclopedia of 

Type Faces. Blandford Press, Dorset. 

1983. 

King, Julia. The Flowering of Art Nouveau 

Graphics. Gibbs-Smith Publisher, Salt 

Lake City. 1990. 

Kostelanetz, Richard, ed. Moholy-Nagy. 

Documentary Monographs in Modern 

Art/Praeger Publishers, New York. 1970. 

Lewis, John. Anatomy of Printing: The 

Influences of Art and History on its 

Design. Watson-Guptil Publications, 

New York. 1970. 

Lewis, John. Typography: Basic Principles. 

Reinhold Publishing Corpoation, New 

York. 1964. 

Lewis, John, and John Brinkley. Graphic 

Design. Routledge & Kegan Paul, 

London. 1954. 

Lindinger, Herbert. Hochschulefur 

Gestaltung Ulm. Wilhelm Ernst & 

Sohn Verlag, Berlin, Germany. 1987. 

Massin. L’ABC du Metier. Imprimerie 

Nationale Editions, Paris. 1988. 

McGrew, Mac. American Metal Typefaces 

of the Twentieth Century (Preliminary 

Edition). The Myriade Press, Inc., New 

Rochelle, New York. 1986. 

McLean, Ruari. Modern Book Design. 

Essential Books, Fair Lawn, New 

Jersey. 1959. 

McMurt.rie, Douglas C. American Type 

Design in the Twentieth Century. 

Robert O. Ballou, Chicago. 1924. 

Meggs, Philip, and Rob Carter. 

Typographic Specimens: The Great 

, Typefaces. Van Nostrand Reinhold, 

New York. 1993. 

Nash, Ray. Printing as an Art. The Harvard 

University Press, Cambridge. 1955. 

Needham, Maurice H., ed. The Book of 

Oz Cooper. Society of Typographic 

Arts, Chicago. 1949. 

Neuman, Eckhard. Functional Graphic 

Design in the 20’s. Rhinehold Publishing 

Corporation, New York. 1967. 

Overy, Paul. De Stijl. StudioVista/Dutton, 

London. 1969. 

Pankow, David, ed. American Proprietary 

Typefaces. American Printing History 

Association. 1998. 

Poynor, Rick, and Edward Booth- 

Clibborn. Typography Now: The Next 

Wave. Booth-Clibborn Editions, 

London. 1991. 

Prokopoff, Stephen S., ed. The Modern 

Dutch Poster: The First Fifty Years. The 

M.I.T. Press, Cambridge, Massachusetts. 

1987. 

Reiner, Imre. Modern and Historical 

Typography. Paul A. Struck, New York. 

1946. 

Richter, Hans, dada: art and anti-art. 

Thames and Hudson, London. 1997. 

Rickards, Maurice. The Public Notice: 

An Illustrated History. Clarkson N. 

Potter, Inc., New York. 1973. 

Rogers, Bruce. Paragraphs on Printing. 

William E. Rudge’s Sons, New York. 

1943. 

Ruben, Paul, ed. Die Reklame: Ihre 

Kunst und Wissenschaft. Hermann 

Paetel Verlag, Berlin. 1914. 

Sherbow, Benjamin. Effective Type-use 

for Advertising. Benjamin Sherbow, 

New York. 1922. 

Simon, Oliver. Introduction to Typography. 

Faber and Faber, London. 1963. 

Spencer, Herbert. Pioneers of Modern 

Typography. Hastings House, New 

York. 1969. 

Svenson, Carl Lars. The Art of Lettering. 

D. Van Nostrand Company New York. 

1924. 

Tschichold, Jan. The New Typography 

(Reprint). University of California 

Press, Berkeley and Los Angeles. 1995. 

Thompson, Susan Otis. American Book 

Design and William Morris. R.R. 

Bowker Company, New York & 

London. 1977. 

Tracy, Walter. The Typographic Scene. 

Gordon Fraser, London. 1988. 

Typomundus 20. Rhinehold Publishing 

Corporation, New York. 1966. 

Warde, Beatrice. The Crystal Goblet. 

World Publishing Company, Cleveland 

and New York. 1956. 

196 



steven heller, a senior art director at t ho Aew 

York Times and editor of the American Institute 

ol Graphic Arts’ Journal of Graphic Design, has 

authored or coauthored more than sixty books, lie 

is the chairperson of the MFA/Design Program at. 

the School of Visual Arts, New York. 

louise f i l i is the principal of a New York City 

design firm and the recipient of many prestigious 

awards. Both Heller and Fili have received design 

grants from the National Endowment for the Arts. 

ALSO BY STEVEN HELLER & LOUISE FILI: 

Cover Story: The Art of American 

Magazine Covers 

British Modern: Graphic Design between the liars 

Deco Espaiia: Graphic Design of the 

Twenties and Thirties 

Deco 'Type: Stylish Alphabets from the ’20s and ’30s 

French Modern: Art Deco Graphic Design 

Italian li t Deco: Graphic Design between the liars 

Dutch Moderne: Graphic Design 

from de Stijl to Deco 

Streamline: American Art Deco Graphic Design 

All published by Chronicle Books. 

front cover: Adapted from a specimen sheet 

for Italian Old Style, 1924. Type designer: Frederic 

Goudy. Specimen designer: Bruce Rogers. 

back cover: Letters Modernes, from 

Fonderie Deberny & Cie catalog, c. 1891. 

COVER DESIGN BY LOUISE FILI 

Printed in 1 long Kong 

www.nhroniclebooks.coin 



FROM THE HEYDAY OF THE INDUSTRIAL REVOLUTION TO TODAY’S 

HYPERINFORMATION SOCIETY, TYPE IS ARGUABLY THE MOST UNIVER¬ 

SAL DESIGN INGREDIENT. TYPOLOGY: TYPE DESIGN FROM THE VICTORIAN 

ERA TO THE DIGITAL AGE IS A RESPLENDENT TOUR THROUGH THE LAST 

150 YEARS OF TYPE DESIGN FROM AROUND THE WORLD, ;FROM NOU- 

VEAU ELEGANCE TO SCRAPPY GRUNGE STYLE. FILLED WITH HUN¬ 

DREDS OF PRIMARY SOURCE ILLUSTRATIONS REPRESENTING THE 

MOST IMPORTANT TYPE STYLES OF THE ERA AND FEATURING AUTHOR¬ 

ITATIVE TEXT, TYPOLOGY IS AN UNPARALLELED REFERENCE WORK. 


