LETTER | I3

JOHANNES

GUTENBERG
Printed lext,
1456

TR TN

ntasillisd

oo Biipr: pues eon g avnenta.|
alinge.cuntam valtanms queind
mibs 17 agis ganepruulos 4wl
Tt uEores Juyerit captinas. Quibw

THIS IS NOT A BOOK ABOUT FONTS. It is a book about how to use them.
Typefaces are an essential resource employed by graphic designers, just as
glass, stone, steel, and countless other materials are employed by architects.
Graphic designers sometimes create their own fonts and custom lettering,
More commonly, however, they tap the vast library of existing typefaces,
choosing and combining them in response to a particular audience or
situation. To do this with wit and wisdom requires knowledge of how—
letterforms have evolved.

and why
Words originated as gestures of the body. The first typefaces were
directly modeled on the forms of calligraphy. Typefaces, however, are not
bodily gestures—they are manufactured images designed for infinite
repetition. The history of typography reflects a continual tension between
the hand and the machine, the organic and the geometric, the human body
and the abstract system. These tensions, which marked the birth of printed
letters over five hundred year ago, continue to energize typography today.
Movable type, invented by Johannes Gutenberg in Germany in the
early fifteenth century, revolutionized writing in the West. Whereas scribes
had previously manufactured books and documents by hand, printing with
type allowed for mass production: large quantities of letters could be cast
from a mold and assembled into “forms.” After the pages were proofed,
corrected, and printed, the letters were put away in gridded cases for reuse.
Movable type had been employed earlier in China, but it had
proven less useful there. Whereas the Chinese writing system contains tens
of thousands of distinct characters, the Latin alphabet translates the sounds
of speech into a small set of marks, making it well-suited to mechanization.
Gutenberg’s famous Bible took the handmade manuscript as its model.
Emulating the dense, dark handwriting known as “blackletter,” he
reproduced its erratic texture by creating variations of each letter as well
as numerous ligatures (characters that combine two or more letters into
a single form).

This chapter extends and revises “Laws of the Letter,” Ellen
Lupton and |. Abbott Miller, Design Writing Research: Writing
on Graphic Design (New York: Kiosk, 1996; London: Phaidon,
1999). 53-61.
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transition from thick to
thin reflects the path of a
broad-nibbed pen.

CENTAUR, desigred from
1912 to 114 by Bruce

Rogers, is a revival of

Jenson's type that
emphasizes its ribbonlike
stroke.

RUIT 15 designed

by the Dutch typographer,
teacher, and theorist
Gerrit Noordzij. This
digitally constructed font,
designed in the 19gos,
captures the dynamic,
three-dimensional quality
of fifieenth-century roman
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typefaces as well as their gothic (rather than humanist) origins.
As Noordzij explains, Jenson “adapted the German letters
to Italian fashion (somewhat rounder, somewhal lighter), and thus

created roman type.”

that istowete, of thathe
and of that he cometh t(
in thoffyce of the chircl
tynges that ben in this
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causcof thecomynge of
ben of iove and oladne:

Lorem ipsum dolor sit
consectetuer adipiscing
Integer pharetra, nisl u
luctus ullamcorper, auy
tortor egestas ante, vel f
pede urna ac neque. M
ac mi eu purus tincidu

Lorem ipsum dolor ¢
consectetuer adipisci
Integer pharetra, nis
ullamcorper, augue t
ante, vel pharetra pec
neque. Mauris ac mi
tincidunt faucibus. P
dignissim lectus. Nun

scaLa was introduced in 1991 by the

Dutch typographer Marlin Majoor. Although
this thoroughly contemporary typeface has
geometric serifs and rational, almost modular

forms, it reflects the calligraphic origins of

type, as seen in lellers such os a.

Maorris in 1890,
He sought to
recapture the dark
and solemn
densily of Jenson's
pages.

ADOBE JENSON
was designed Ik
16995 by Robert
Slimbach, who
reconceives
historical type-
faces for digital
use. Adobe fenson
is less mannered
and decorative
than Centaur,
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FRANCESCO

GRIFFO

Roman and italic

Lypes designed for

Aldus Manutius,

c. 1500. They are

conceived as two

separale lypefaces.

JTEAN JANNON

Roman and italic types
for the Imprimerie Royale,
Paris, 1642, coordinated
into a larger type family.

HUMANISM AND THE BODY

In fifteenth-century Italy, humanist writers and scholars rejected gothic
scripts in favor of the lettera antica, a clagsical mode of handwriting with
wider, more open forms. The preference for lettera antica was part of

the Renaissance (rebirth) of classical art and literature. Nicolas Jenson,

a Frenchman who had learned to print in Germany, established an
influential printing firm in Venice around 1469. His typefaces merged the
gothic traditions he had known in France and Germany with the Italian
taste for rounder, lighter forms. They are considered among the first—and
finest—roman typefaces.

Many fonts we use today, including Garamond, Bembo, Palatino,
and Jenson, are named for printers who worked in the fifteenth and
sixteenth centuries. These typefaces are generally known as “humanist.”
Contemporary revivals of historical fonts are designed to conform with
modern technologies and current demands for sharpness and uniformity.
Each revival responds to—or reacts against—the production methods,
printing styles, and artistic habits of its own time. Some revivals are based
on metal types, punches, or drawings that still exist; most rely solely on
printed specimens.

Italic letters, also introduced in fifteenth-century Italy (as their
name suggests), were modeled on a more casual style of handwriting.
While the upright humanist scripts appeared in prestigious, expensively
produced books, the cursive form was used by the cheaper writing shops,
where it could be written more rapidly than the carefully formed lettera
antica. Aldus Manutius was a Venetian printer, publisher, and scholar who
used italic typefaces in his internationally distributed series of small,
inexpensive books. The cursive form saved money because it saved space.
Aldus Manutius’s books often paired cursive letters with roman capitals;
the two styles still were considered fundamentally distinct.

In the sixteenth century, printers began integrating roman and
italic forms into type families with matching weights and x-heights (the
height of the main body of the lowerface letter). Today, the italic style in
most fonts is not simply a slanted version of the roman; it incorporates the
curves, angles, and narrower proportions associated with cursive forms.
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LOUIS
GEOFROY TORY SIMONNEAU
argued that designed model
ki — letters should letlerforms for
reflect the ideal the printing press
human body. Regarding the letter A, he wrote: of Louis XIV. Instructed by a royal commistee,
“the cross-stroke covers the man's organ of Stmonneaw designed his letters o a finely meshed
generation, to signify that Modesty and Chastity grid. A royal typeface (romain du roi) was then
are required, before all else, in those who seck created by Philippe Grandjean, based on
acquainiarnce with well-shaped letters.” Simonneaw's engravings.
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WILLIAM CASLON created 17Gos. He aimed to surpass Caslon by creating
typefaces in eighteenth-century sharply detailed letters with more vivid contrast
England with crisp, upright between thick and thin elements. Whereas
characters that appear, as Robert Caslow’s letbers were widely used in his own time,
Bringhurst has written, Baskerville’s work was denounced by many of his

“more modelled and less written contemporaries as amaleur and extremist,

than Renaissance forms.”

AUSTERLITII

GIAMBATTISTA BODONI created letlers at the

close of the eighteenth century that exhibit abrupt,

unmodulated contrast between thick and thin and _A_ G A L L I S
razor-thin serifs that are unsupported by curved

“brackets.” Similar typefaces were designed in the

same period by Frangois Ambroise Didot (1784)
in France and Justus Erich Walbaum (1800) C l ‘ :

in Germany.
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GEORGE BICKHAM, 1743.
Samples of “Reman Print”
and “Tielien Hand.”

This accusation was reported
to Baskerville in a letter from
his admirer Benjamin
Franklin, For the full letter, see
F. E. Pardoe, fohx Baskerville
of Birmingham: Letter-Founder
and Printer (London: Frederick
Muller Limited, 1975), 68.

See also Roberl Bringhurst,
The Elements of Typographic
Style (Vancouver: Hartley and
Marks, 1992, 1997).

ENLIGHTENMENT AND ABSTRACTION

Renaissance artists sought standards of proportion in the idealized human
body. The French designer and typographer Geofroy Tory published a series
of diagrams in 1529 that linked the anatomy of letters to the anatomy of
man. A new approach—distanced from the body—would unfold in the age
of scientific and philosophical Enlightenment.

A commitlee appointed by Louis XIV in France in 1693 set out
to construct roman letters against a finely meshed grid. Whereas Geofroy
Tory's diagrams were produced as woodcuts, the gridded depictions of the
romain du roi (king’s alphabet) were engraved, made by incising a copper
plate with a tool called a graver. The lead typefaces derived from these
large-scale diagrams reflect the linear character of engraving as well as the
scientific attitude of the king’s committee.

Engraved letters—whose fluid lines are unconstrained by letter-
press’s mechanical grid—offered an apt medium for formal lettering.
Engraved reproductions of penmanship disseminated the work of the great
eighteenth-century writing masters. Books such as George Bickham’s
The Universal Penman (1743) featured roman letters

each engraved as a
unique character—as well as lavishly curved scripts.

Eighteenth-century typography was influenced by new styles of
handwriting and their engraved reproductions. Printers like William
Caslon in the 17205 and John Baskerville in the r750s abandoned the rigid
nib of humanism for the flexible steel pen and the pointed quill,
instruments that rendered a fluid, swelling path. Baskerville, himself a
master calligrapher, would have admired the thinly sculpted lines that
appeared in the engraved writing books. He created typefaces of such
sharpness and contrast that contemporaries accused him of “blinding all
the Readers in the Nation; for the strokes of your letters, being too thin and
narrow, hurt the Eye.” To heighten the startling precision of his pages,
Baskerville made his own inks and hot-pressed his pages after printing.

The severe vocabulary of Baskerville was carried to an extreme by
Giambattista Bodoni in Italy and Firmin Didot in France at the turn of the
nineteenth century. Their typefaces—which have a wholly vertical axis,
extreme contrast between thick and thin, and crisp, waferlike serifs—were
the gateway to a new vision of typography unhinged from calligraphy.

The romain du roi was designed not by a typographer but by a government committee
consisting of two priests, an accountant, and an engineer. Robert Bringhurst, 1992
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ECLOGA 1. cui nomen TITYRUS.

MELIBOEUS, TITYRUS.

ITYRE, tu patulz recubans fub tegmine fagi
Silveftrem tenui Mufam meditaris avena:
Nos patri fines, et dulcia linquimus arva;
Nos patriam fugimus: tu, Tityre, lentus in umbra
5 Formofam refonare doces Amaryllida filvas.

T. O Melibcee, Deus nobis hzc otia fecit:
Namque erit ille mihi femper Deus: illius aram
Sazpe tener noftris ab ovilibus imbuet agnus.

Ille meas errare boves, ut cernis, et ipfum

10 Ludere, qua vellem, calamo permifit agreft,

M. Non equidem invideo; miror magis: undique totis
Ufque adeo turbatur agris. en ipfe capellas
Protenus zger ago: hanc etiam vix, Tityre, duco:
Hic inter denfas corylos modo namque gemellos,

15 Spem gregis, ah! filice in nuda connixa reliquit,
Seepe malum hoc nobis, fi mens non leva fuiflet,

De ccelo taftas memini pradicere quercus:
Sape finiftra cava predixit ab ilice cornix.
Sed tamen, ifte Deus qui fit, da, Tityre, nobis.

20 7. Urbem, quam dicunt Romam, Meliboee, putavi
Stultus ego huic noftrz fimilem, quo fepe folemus
Paftores ovium teneros depellere feetus.

Sic canibus catulos fimiles, fic matribus heedos
A Noram;




VIRGIL (LEFT)

Book page, 1757

Printed by John Baskerville
The typefaces created by John
Baskerville in the eighteenth
century were remarkable—
even shocking—in their day for
their sharp, upright forms and
stark contrast between thick
and thin elements. In addition
to a roman lext face, this page
utilizes italic capitals, large-
scale capitals (generously
letterspaced), small capitals
(scaled to coordinate with
lowercase text ), and non-lining
or old-style numerals (designed
with ascenders, descenders, and
a small body height Lo work
with lowercase characters).

RACINE (RIGHT)

Book page, 1801

Printed by Firmin Didot

The typefaces cut by the Didot
family in France were even more
abstract and severe than those
of Baskerville, with slablike,
unbracketed serifs and a stark
contrast from thick to thin.
Nineteenth-century printers and
typographers called these
glittering typefaces “modern.”

Both pages are reproduced
from William Dana Orcutt,
In Quest of the Perfect Book
{New York: Little, Brown and
Company, 1926); margins are
not accurate.
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LES FRERES ENNEMIS,

TRAGEDIE.

ACTE PREMIER.

SCENE L
JOCASTE, OLYMPE.

JOCASTE.

Lss sont sortis, Olympe? Ah! mortelles douleurs!
Qu'un moment de repos me va couter de pleurs!
Mes yeux depuis six mois étoient ouverts aux larmes,
Et le sommeil les ferme en de telles alarmes!

Puisse plutot la mort les fermer pour jamais,

Et m'empécher de voir le plus noir des forfaits!

Mais en sont-ils aux mains?
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At 10 o'Clock in the Morning:
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Sa@l FAT FACE is the name that EXTRA CONDENSED typefitces

was given lo the inflated, wre designed to fit in narrow

»
lng thﬁ rem‘ hyper-bold type style spaces. Nineteenth-century
I,.k f th sch introduced in the early advertisements often combined
¥ 0 e nineleenth century. These fuces  fonts of varying style and

v

exaggerated the polarization proportion on a single page.

[d. Boulb of letters into thick and thin These bombastic mixtures were
compenents seen in the formal typically aligned, however, in
typography of Bodoni and static, centered compositions,
Didaot.

; EGYPTIAN, or slab, typefaces GOTHIC is & hineteenth-century
transformed the serif from a term for letters with no serifs.
refined detail to a load-bearing  Such typefaces could command
slab. As an independent aftention with their massive
archilectural component, the [rontality. Although sans-serif
slab serif asserts its own weight  fonts offen served in the
and mass. Introduced in 1806, lwenticth century to convey

this style was quickly denounced  neutrality, flamboyanily
by purists as “a typographical decorated gothics were once
monstrosity.” conmon,
I lIE @\ @ N M

My person was hideous, my stature gigantic. What did this mean? Who was I? What was I?...
Accursed creator! Why did you create a monster so hideous that even you turned away from
me in disgust? Mary Shelley, Frankenstein, 1831
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MONSTER FONTS

Although Bodoni and Didot fueled their designs with the calligraphic
practices of their time, they created forms that collided with typographic
tradition and unleashed a strange new world, where the structural attributes
of the letter—serif and stem, thick and thin strokes, vertical and horizontal
stress—would be subject to bizarre experiments. In search of a beauty both
rational and sublime, Bodoni and Didot had created a monster: an abstract
and dehumanized approach to the design of letters.

With the rise of industrialization and mass consumption in the
nineteenth century came the explosion of advertising, a new form of
communication demanding new kinds of typography. Big, bold faces were
designed by distorting the anatomical elements of classical letters. Fonts of
astonishing height, width, and depth appeared—expanded, contracted,
shadowed, inlined, fattened, faceted, and floriated. Serifs abandoned their
role as finishing details to become independent architectural structures, and
the vertical stress of traditional letters migrated in new directions.

ITeNiT TT'I'"T"TTY T'I'l“ T™TY

ANTIQUE

Type historian Rob Roy
Kelly (1926-2004) studied
the mechanized design
strategies that served Lo
generate a spectacular
variety of display letters in
the nineteenth century.
This diagram shows how
the basic square serif
form—called Egyptian or
slab—was cut, pinched,
pulled, and curled to spawn
new spectes of ornament,
Serifs were transformed
[from calligraphic end-
strokes into independent
geometric elements that
could be freely adjusted.

CLARENDON LATIN/ANTIQUE TUSCAN TUSCAN

Lead, the material for casting metal type, is too soft to hold its shape at large
sizes under the pressure of the printing press. In contrast, type cut from
wood could be printed at gigantic scales. The introduction of the combined
pantograph and router in 1834 revolutionized wood-type manufacture.

The pantograph is a tracing device that, when linked to a router for carving,
allows a parent drawing to spawn variants with different proportions,
weights, and decorative excresences.

This mechanized design approach treated the alphabet as a flexible
system divorced from the calligraphic tradition. The search for archetypal,
perfectly proportioned letterforms gave way to a view of typography as an
elastic system of formal features (weight, stress, stem, crossbars, serifs,
angles, curves, ascenders, descenders). The relationships among letters in a
font became more important than the identity of individual characters.

For extensive analysis and examples of decorated types, see Rob Roy Kelly,
American Wood Type: 1828-1900, Notes on the Fvolution of Decorated and Large Letters
{New York: Da Capo Press, 1969). See also Ruari McLean, “An Examination

of Egyptians,” Texts on Type: Critical Writings on Typography, ed. Steven Heller and
Philip B. Meggs (New York: Allworth Press, 2001}, 70-76.
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DURYEA'S IMPORTED
CORNSTARCH (LEFT)
Lithographic trade card, 1878
The rise of advertising in the
nineteenth century stimulated
demand for large-scale letters that
could cormmand altention in
wrban space. Here, @ man is
shown posting a bill in flagrant
disregard for the law, while a
police officer approaches from
around the corner.

FULL MOON (RIGHT)
Letterpress poster, 1875

A dozen different fonts are used
in this poster for a steamship
criise. A size and style of typeface
has been chosen for each line to
maximize the scale of the letters
in the space allotted. Although
the typefaces are exolic, the
centered layoul is as static and
conventional as a lombstone.
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THEO VAN DOESBURG, (ounder and chief promoter

with perpendicular elemenis in 1919, Applied here to
the letterhead of the Union of Revolutionary Socialists,
the hand-drawn characlers vary in width, allowing

of the Dulch De Stijl movement, designed this alphabet H

them to fill out the overall reclangle. The De Stijl

moverent called for the reduction of painting, ' n T E L L E E T u E E L :
architecture, objects, and letters fo elemental units. o

VILMOS HUSZAR designed
this loge for the magazine

De Stijl in 1917, Whereas
Van Deeshurg’s characters are

unbroken, Huszdr's letters
consist of pixel-like modudes.

Qdeefqhi FETTE FUTURA
iKimnopqr

HERBERT BAYER created this typeface design,

colled universal, at the Bauhaus in 1925. .
Consisting only of lowercase letters, it is built

from straight lines and circles.

PAUL RENNER designed Futura
in Germany in 1927, Although

it is strongly geomelric, with
perfectly round Os, Futura is a
practical, subtly designed typeface
that remains widely used today.

|
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EDWARD JOHNSTON hosed
this 1906 diagram of “essentinl”
characters on ancient Roman
inscriptions. While deriding

commercial display letlering,
Johnston accepted the
embellishment of medieval-

inspired forms.

On Futura, see Christopher
Burke, Paul Renner: The Art
of Typography (New York:

Princeton Archi

tectural Press,

1998). On the experimental

typefaces of the

19208 and

19308, sec Robin Kinross,

Unjustified Texts:

Perspectives

on Typography (London:

Hyphen Press, 2002}, 233-45.

REFORM AND REVOLUTION

Some designers viewed the distortion of the alphabet as gross and
immoral, tied to a destructive and inhumane industrial system. Writing in
1906, Edward Johnston revived the search for an essential, standard
alphabet and warned against the “dangers” of exaggeration. Johnston,
inspired by the nineteenth-century Arts and Crafts movement, looked back
to the Renaissance and Middle Ages for pure, uncorrupted letterforms.

Although reformers like Johnston remained romantically attached
to history, they redefined the designer as an intellectual distanced from
the commercial mainstream. The modern design reformer was a critic of
society, striving to create objects and images that would challenge and
revise dominant habits and practices.

The avant-garde artists of the early twentieth century rejected
historical forms but adopted the model of the critical outsider. Members
of the De Stijl group in the Netherlands reduced the alphabet to
perpendicular elements. At the Bauhaus, Herbert Bayer and Josef Albers
constructed alphabets from basic geometric forms—the circle, square, and
triangle—which they viewed as elements of a universal language of vision.

Such experiments approached the alphabet as a system of abstract
relationships. Like the popular printers of the nineteenth century, avant-
garde designers abandoned the quest for an essential, perfectly shaped
alphabet, but they offered austere, theoretical alternatives in place of the
solicitous novelty of mainstream advertising.

Assembled, like machines, from modular components, these
experimental designs emulated factory production. Yet most were
produced by hand rather than as mechanical typefaces (although many
are now available digitally). Futura, designed by Paul Renner in
1927, embodied the obsessions of the avant garde in a multipurpose,
commercially available typeface. Although Renner rejected the active
movement of calligraphy in favor of forms that are “calming” and abstract,
he tempered the geometry of Futura with subtle variations in stroke, curve,
and proportion. Renner designed Futura in numerous weights, viewing
his font as a painterly tool for constructing a page in shades of gray.

The calming, abstract forms of those new typefaces that dispense with handwritten movement
offer the typographer new shapes of tonal value that are very purely attuned. These types can be
used in light, semi-bold, or in saturated black forms. Paul Renner, 1931
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WIM CROUWEL presenled

this “scanned” version of a
Garamond a in contrast

with his own new alphabet,
whose forms accept the gridded
structure of the screen.

ZUZANA LICKO created
coarse-resolution fonts for
desktop screens and printers in
1985. These fonis have since
been integrated into Emigre’s
extensive Lo-Res font family,
designed for print and digital
media.

See Rudy VanderLans

and Zuzana Licko, Emigre:
Graphic Design into the
Digital Realm {New York:
Van Nostrand Reinhold,
1993}

TYPE AS PROGRAM

Responding in 1967 to the rise of electronic communication, the Dutch
designer Wim Crouwel published designs for a “new alphabet” constructed
from straight lines. Rejecting centuries of typographic convention, he
designed his letters for optimal display on a video screen (CRT),

where curves and angles are rendered with horizontal scan lines. In a
brochure promoting his new alphabet, subtitled “An Introduction

for a Programmed Typography,” he proposed a design methodology in
which decisions are rule-based and systematic.

JbcderdhiqELnnopqgr
Fuddzyp

In the mid-198os, personal computers and low-resolution printers put the
broader public. In 1985 Zuzana Licko
began designing typefaces that exploited the rough grain of early desktop
systems. While other digital fonts imposed the coarse grid of screen displays
and dot-matrix printers onto traditional typographic forms, Licko embraced

tools of typography in the hands of a

the language of digital equipment. She and her husband, Rudy VanderLans,
cofounders of Emigre Fonts and Emigre magazine, called themselves the
“new primitives,” pioneers of a technological dawn.

Emigre (akland

By the early 1990s, with the introduction of high-resolution laser printers
and outline font technologies such as PostScript, type designers were less
constrained by low-resolution outputs. The rise of the Internet as well as cell
phones, hand-held video games, and PDAs, have insured the continued
relevance of pixel-based fonts as more and more information is designed for
publication directly on screen.

Living with computers gives funny ideas. Wim Crouwel, 1967
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743 Beaubie N, Third FISor - - °* 2 °

ETROIT,MIC HIGAN 48 226

DAY - SATURDAY
Hours:Noon to6 pnYVEDNES

ALSO IN THE AREA: THE MARKET PRESENTS Peter Gilleran « Gordon Orear  Dpening 5 - 7:30 pm.  Fridiy. June 8.
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ED FELLA produced a body
of experimental [ypography
that strongly influenced
typefuce design In the 19g0s.
His posters for the Detrott
Focus Gallery feature
damaged and defective forms,
drawn by hand or culled
from third-generation
photocepies or from sheets
of transfer lettering.
Collection of the Cooper-
Hewitt, National Design
Museum.
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Template

TYPE AS NARRATIVE

In the early 199os, as digital design tools began supporting the seamless
reproduction and integration of media, many designers grew dissatisfied
with clean, unsullied surfaces, seeking instead to plunge the letter into the
harsh and caustic world of physical processes. Letters, which for centuries
had sought perfection in ever more exact technologies, became scratched,
bent, bruised, and polluted.

Gothic: flawed technology

Barry Deck’s typeface Template Gothic, designed in 1990, is based on letters
drawn with a plastic stencil. The typeface thus refers to a process that is at
once mechanical and manual. Deck designed Template Gothic while he was
a student of Ed Fella, whose experimental posters inspired a generation of
digital typographers. After Template Gothic was released commercially

by Emigre Fonts, its use spread worldwide, making it an emblem of “digital
typography” for the 199os.

Dead History: feeding on the past

P. Scott Makela’s typeface Dead History, also designed in 1990, is a pastiche

of two existing typefaces: the traditional serif font Centennial and the Pop

classic VAG Rounded. By manipulating the vectors of readymade fonts,

Makela adopted the sampling strategy employed in contemporary art and

music. He also referred to the importance of history and precedent, which
play a role in nearly every typographic innovation.

CchEeI‘ngHhIUJKk

The Dutch typographers Erik von Blokland and Just van Rossum have
combined the roles of designer and programmer, creating typefaces that
embrace chance, change, and uncertainty. Their 1990 typeface Beowulf
was the first in a series of typefaces with randomized outlines and
programmed behaviors.

The industrial methods of producing typography meant that all letters
had to be identical....Typography is now produced with sophisticated
equipment that doesn’t impose such rules. The only limitations are in
our expectations. Erik van Blokland and Just van Rossum, 2000
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BACK TO WORK

Although the 199os are best remembered for images of decay, typeface
designers continued to build a repertoire of general purpose fonts designed
to comfortably accommodate broad bodies of text. Rather than narrate the
story of their own birth, such workhorse fonts provide graphic designers
with flexible palettes of letterforms coordinated within larger families.

Mrs Eaves: working woman

Zuzana Licko, fearless pioneer of the digital dawn, produced historical
revivals during the 199os alongside her experimental display faces.
Her 1996 typeface Mrs Eaves, inspired by the eighteenth-century types
of John Baskerville (and named after his mistress and housekeeper
Sarah Eaves), became one of the most popular typefaces of its time.

Quadraat: all-purpose Baroque

Designed in the Netherlands, typefaces such as Martin Majoor’s Scala
(used for the text of this book) and Fred Smeijers’s Quadraat offer crisp
interpretations of typographic tradition. These typefaces look back to
sixteenth-century printing from a contemporary point of view, as seen in
their decisively geometric serifs. Introduced in 1992, the Quadraat family
has expanded to include sans-serif forms in numerous weights and styles.

Gotham: blue-collar curves

In 2000 Tobias Frere-Jones introduced Gotham, derived from letters found
at the Port Authority Bus Terminal in New York City. Gotham expresses a
no-nonsense, utilitarian attitude that persists today alongside the aesthetics
of grunge, neofuturism, pop-culture parodies, and straight historical
revivals that are all part of contemporary typography.

When choosing a font, graphic designers consider the history
of typefaces and their current connotations as well as their formal qualities.
The goal is to find an appropriate match between a style of letters and the
specific social situation and body of content that define the project at hand.
There is no playbook that assigns a fixed meaning or function to every
typeface; each designer must confront the library of possibilities in light of
a project’s unique circumstances.
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LEADING  EERBRTINRG = FRINT SAMPLE
ABOUT

: TEEee e i e DOLKLOAD SAMP
CONTACT - B & L 4

Arnhem is a reliable type family initially designed for the Nederlandse

Staatscourant, the daily newspaper of the Dutch state. It has a roman, an
italic and matching small caps, lining figures, non-lining figures and
SRsA x-height lining figures in four weights. As well as that it has two weights of
e 'Fine' titling variants in roman and italic. Arnhem is available in TrueType
;f::sc:';s b and PostScript formats, for both PC and Mac platforms. OpenType is due
MONTOR in February 2004.

@ (
FACKAGES & PRICHE
SHOFPING EASKET

OURTYPE,COM

Web site, 2004

Designers and publishers: Fred
Smeijers and Rudy Geeraerts
This Flash-based Web site for a
digital type foundry allows users
to test fonis on the fly. The designers
launched their own “label” afier
creating fonts such as Quadroat
for FontShop International.
Displayed here is the typeface
Arnhem.




LETTER | 32

2, a font that has projective memory that reminds you 1
3. a font with a limiteg

4. a font with an o

5. a font that'y

an we envision 6. a font without temporal inflection, without the imsrint o

7. an apalitical font, a font that dog

8. a font unaffected by the force of gravity and the weight of Fung

10, a Marshalt McLuhan font that stubborniy persisis in Lidding

11. a font that takes advantage of all that promised

12, a font that does something other than sit on its ass in a diglll

13. a font with the cap

to breed witl o
14. a recombinant font — every letterform the unruly child of a predictable Ly
15. a font that sounds as gooll

16. a font that writes Iy

17. a font that thighe

18. a font that responds and reacts to the meaning it carrlos |

19. a font that assumes the intelligencn d

20, a font that might sense your level of agitation, fea of

21. a font prone to sudden cuthurals il

22. a font that exceeds the typograp

23, a font whose parents are Father Time and the Mollol

24, an ambient font, a font Wil
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il dNTICEiT pas

the i

I Lt wites hetwesr
(i1l that refuses to utter imperatives or conmands

faoke font, & lip-synching font, a font without a voice of its own

ut that listens while it speaks

i Lt toggles effortiessly between languages

| .‘:i' 'm for speaking in tongues

funt that

Impalitan font for uptown, the ghelto, and suburbia alike

WINL that simultaneously transiates

Wil that sines the plaintive songs of lonely whales
inl Ihat grivws
3 fait that learns
i) olutionary font
il Biiropic font
iy font
(il lscuous font, a font that fucks fonts, a font-fucking-font
[ll'll that emerges, unfolds, performs, evolves, and passes away

1 unt of youth

Wi fonts, identica! but < istinct

unerative font that renders iself according to behavioral tendencies

il that {s something other than a recording

il Lhat is different every time you “play" it

1011k with the metabolism of a fly

LIFE STYLE In this post-industrial manifesto,
Book, 2000 graphic designer Bruce Mau
Designer and author: Bruce Mau  imagines a typeface that comes
Publisher: Phaidon alive with simulated intelligence.

Photograph: Dan Meyers
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CAP UEIGHT[

X-HEIGHTF v

BASELINE . _——
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STHM BOWL SERTF

—— DESCENDER

LIGATURE
FIMIAL
TERMINAL ASCENDER

lspimvEe

UPPERCASE

Lood

|LOWERCASE

|SMALL CAPITAL

CROSS BAR COUNTER
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CAP HEIGHT

is the distance from the baseline
to the top of capital letter.
The cap heigh :
determines its point size.

Some elements may

of a ty,

exlend s

ightly above
the cap height,

| x-HEIGHT is the height of the I'HE BASELINE 15 where all the The curves al the holtom of
| main body of the lowercase letter letters sit. This is the most stable letters such as o or e hang

{or the height of a lowercase x), axis along a line of text, and it slightly below the baseline.

| excluding its ascenders and is @ cructal edge for aligning text Commas and semicolons also

| descenders. | with images or with other tex!. cross the base

were not positioned this way,

Although kids learn fo write

ine. If a typeface

it would appear to leeter
precariously, lacking a sense
of physical grounding.

using rided paper that divides

letters exactly in half, most I_Iey, IOOk! Tiwo blocks of text

typefaces are not designed that i are often aligned along

way. The x-height usually They Supe].‘SIZed a shared haseline.

| 5 Here, 14/18 Scala

]_’l’ly X'helght {14-pl type with 18 pts
of line spacing) is paired
with 7/9 Scala.

occupies slightly more than half
of the cap height. The big
on to the

ey

the x-height is In relat
cap height, the bigger the letters
will look. In a field of text, the
greatest density eccurs between
the baseline and the top of the
x-height.



SIZE

12 points

: ® .
equeal 1 pica
6 picas I
(72 points) '

equal 1 inch

Go-POINT SCALA

A typeface is rheasured
from the top of the
capital letter Lo the
bottom of the lowes!
descender, plus a small
buffer space.

I metal type,
the poink size
is the height of
the type slug.

WIDE LOAD

INTERSTATE BLACK
The set width is the body of the letter
plus the space beside it.

TIGHT WAD

INTERSTATE BLACK COMTPRESSED
The letters in the condensed version of the typeface
have a narrower set width.

WIDE LOAD

TIGHT WAD

TYPE CRIME:

HORIZONTAL & VERTICAL SCALING
The proportions of the letters have been
digitally distorted in order to create wider

ar narrower lellers.

LETTER /demonstrations_3 6

mErGHT Aftempts to standardize the mea surement
of type began in the € ghteenth century. The point
system, used to measure the height of a letter as
well as the distance between lines (leading), is the
standard used today. One point equals 1/72 inch
or .35 millimeters. Twelve points equal one pica, the
unit commonly used to measure column widths.
Typography also can be mea sured in
inches, millimeters, or pixels. Most software
applications let the designer choose a preferred unit
of measure; picas and points are a standard default.

ABBREVIATING PICAS AND POINTS
§ picas = 8p

8 points = p8, & pts

8 picas, 4 points = 8p4

&-point Helvetica with g points of line spacing =
8/g Helvetica

wipTH A letter alsohasa horizontal measure,
called its set width. The set width is the body of the
letter plus a sliver of space that protects it from
other letters. The width of a letter is intrinsic to the
proportion of the typeface. Some typefaces have a
narrow set width, and some have a wide one.

You can change the set width of a typeface by
fiddling with its horizontal or vertical scale.

This distorts the proportion of the letters, forcing
heavy elements to become thin, and thin elements
1o become thick. Instead of torturing a letterform,
choose a typeface with the proportions you need,
such as condensed, compressed, or exten ded.
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32-PT SCALA 32-PT INTERSTATE REGULAR

SIZE

32-PT BODONI 32-PT MRS EAVES

Do I look fat in this paragraph?

These letters are all the same point size, but they have different
x-heights, iine weights, and proportions.

When two typefaces are set in the same point size,
one often looks bigger than the other. Differences
in x-height, line weight, and character width affect

the letters’ apparent scale.

nice x-hei

48-PT HELVETICA 48-7T MRS FAVES

Every typeface wants to know, “Do | look fat

in this paragraph?” It's all a matter of context.

A font could look perfectly sleek on screen,
yet appear bulky and out of shape in print.

Some typefaces are drawn with heavier lines

than others, or they have taller x-heights.
Helvetica isn’t fat. She has big bones.
§ /12 HELVETICA
Every typeface wants to know,
“Do | look fat in this paragraph?”
It's all a matter of context. A font
could look perfectly sleek on
screen, yet appear bulky and
out of shape in print.

1214 HELVETICA

J'_?."ggitj' x-ﬁlc;l'ghf.s', introduced In the hwentieth
l century, make fonts look larger by moximizing
the area within the overall point size.

Mrs Faves, designed by Zuzana Licko in 15906,
refects the twentieth-century appetite for
supersized x-heights. The font, inspired by the
eighteenth-century designs of John Baskerville,
is named afier Sarah Faves, Baskerville's
mistress, housekeeper, and collaborator.

The couple lived together for sixteen vears
before marrping in 1764

Every typeface wants to know, "Do I look fat in this
paragraph?” It’s all a matter of context. A font could
lock perfectly sleek on screen, yet appear bulky and
out of shape in print. Some typefaces are drawn with
heavier lines than others or have taller x-heights. Mrs

Eaves has a low waist and a small body.

g /12 MRS FAVES

Every typeface wants to know: “Do I
look fat in this paragraph?” It’s all a
matter of context. A font could look
perfectly sleek on screen, yet appear
bulky and out of shape in print. Mrs.
Eaves has a low waist and a small body.

I2/14 MRS EAVES

The default type size in many software applications is 12 pis.
Although this generally creates readable type on screen displays,
12-pl text fype usually looks big and horsey on o printed page,

{12 pls is a good size for children’s books.) Sizes between g and 11
pls are common for printed lext. This caption is 7.5 pts.
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REVOLVER:

ZETTSCHRIFT FUR FILM
(MAGAZINE FOR FILM}
Magazine, 1998—2003
Designer: Gerwin Schmidt

This magazine 15 created by and
for film dirvectors. The contrast
between the big type and the small
pages creates drama and surprise.
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JASPER MORRISON:
EYERYTHING BUT THE WALLS
Book, 2002

Book designers: Jasper
Morrison, Lars Miiller,

Matilda Plijel

Publisher: Lars Miiller
Cappellini store wit 1dows
designed by Jasper Morrison
Photograph: Dan Meyers
Typography is realized ul an
wrhan scale in this storefront
created by the industrial designer
Jasper Morrison. The existing
architecture determines the size

and pacing of the monumenial

]

T

Ietters.
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e w ®
: : 2
=] A g
2 o 2
= i
=
JUMANIST OR OLD STYLE TRANSITIONAL MODERN
The roman typefuces of the These typefaces have sharper The typefaces desigh ed by
fifieenth and sixleenth centuries serifs and @ more vertical axis Giambattista Bodoni in the lale
emulated classical calligraphy. than humanist letters. When the  eighteenth and early nineteenth
Sabon was designed by fonts of John Baskerville were centuries are radically absiract.
[an Tschichold in 19 66, hased introduced in the mid-cighteenth  Note the thin, straight serifs;
on the sixteenth-century cenfury, their sharp forms Al vertical axis; and sharp contrast
typefaces of Claude Gura mond.  high contrast were considered from thick to thin strokes.
shocking.
YPE CLASSIFICATION A basic system for classifying typefaces was devised e
in the nineteenth century, when printers sought to identify a heritage for &
; : 3 z
their own craft analogous 10 that of art history. Humanist letterforms are H
closely connected to calligraphy and the movement of the hand. Transitional =

and modern typefaces are more abstract and less organic. These three main
groups corres pond roughly to the Renaissance, Baroque, and Enlightenment FGYPTIAN OR SLAB SERILE
periods in art and literature. Historians and critics of typography have since Numerous bold and decorative

: pypefaces were introduced in the
proposed more finely grained schemes that attempt to better capture the ypefaces were inroduced in d

nineteenth century for use in

diversity of letterforms. Designers i the twentieth and twenty-first centuries advertising. Egyphian fonts have
have continued to create new typefaces based on historic characteristics. heavy, slablike serifs.
3] = o
2 o 5
o - ]
1] m o
1B i LS
b =
(%3 :.)
HUMAMIST SANS SERIF TRANSITIONAL SANS SERIF GEOMETRIC SANS SERIF
Sans-serif typefices became Helvelica, designed by Max Sarne sans-serif lypes are buill
comman in the lwenlieth Miedinger in 1957, is one of around geometric forms.
century. Gill Sans, designed by the world’s most widely used Tn Futura, designed by Paul
Fric Gill in 1928, has humanist typefaces. lts unifori, u pright Renner in 1927, the Qs are
characteristics. Note the small, character makes it siwilar to perfect circles, and the pealk:

lilting counter in the letter a, transitional serif letters. These of the A and M are sharp
fonts are also referred fo o3 fripngles.

in line weight. “anonymous sans serif.”

and the calligraphic varigtions
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Sabon

I4-PT SABON

Baskerville

I4-PT BASKERVILLE

Bodoni

T4-PT BODONI

Clarendon

L4-PT CLARENDON
LIGHT

Gill Sans

T4-PT GILL SANS

Helvetica

14-PT HELVETICA

Futura

IT4-PT FUTURA

This is not a book about fonts. It is a boolk about
how to use them. Typefaces are essential resources
for the graphic designer, just as glass, stone, steel,

and other materials are employed by the architect.

9; L2 SABON

This is not a book about fonts. It is a book about
how to use them. Typelaces are essential resources
for the graphic designer, just as glass, stone, steel,
and other materials are employed by the a.l{‘hILCLL

g/ 12 BASKERVILLE

This is not a book about fonts. Tt is a ook about hoy
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect,

9.5/12 BODONI BOOK

This is not a book about fonts. It ig a book about
how to use them. Typefaces are essential resources

for the graphic designer, just as glass, stone, steel,
and other materials are employed by the architect.

S}’IT?. CLARENDON LIGHT

This is not a book about fonts. It is a book about how
to use them.Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

9/12 GILL SANS REGULAR

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

8;" I2 HELVETICA REGULAR

This is not a book about fonts. It is a book about how
fo use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

8.5/12 FUTURA BOOK

cLAssTFICATION

Selecting typ€ with

n
wit and wmdm] 4
Jledge
requires knoW ,'Z
1
of how and W

.
letrerforms €V rolve
7{9
3 2 ith
Selecting type ™
wil and wisdﬂmd y
requires know!edg
of how and “"h]y g
letterforms evO ¥E%
719
Selec I“"I[_, t}‘l“w with
wit and wisdo™ :
requires knowledee
of how and whY i
letterlorms ey Ot
7-5/9

ith
Selecting type
wit and wiesdolnd
requires kno"‘"le Ee
of how and w1

red.
letterforms E?Vohe

6/9

Selecting type with
wit and wisdo™
requires kr’t(:r"""ledge
of how and whY
letterforms gvolved

7/9

selecting type with
wit and wisdor”
requires knowled9® ol
how and why
jetterforms svol“'ed
6/9

Selecting type with
wit and wisdo™
requires knowl€998
of how and whY
|etterforms avolved:

6.5/9
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THANKFLL

MCSWEENEY'S

TP.IE,AE’RESUMPTION O GOOD WILL

EEEGRGCILE]

1LLII ALOCD OF US ALL!

IR'Il ATIONAL
(0K MORE
LIKELY,
IRREDFCINGY
RATIONALY

NO. 9

=] wiTH GUsTO

NO.

GAlsI HUDSON
= -

Do DORST

W. VOLLMANN

Cotramile | €.

AM HOl\fIES
Ll ]

TAKE: your aggression. QUESTION: your aggression.
RumoVE 112 firom the company of others. WALK WITH IT: to
a fevateay plave. ALONE? Yer, alone. LEAVE 112 aneler o
great wide sky, exposed, apart. DO NOT: bury ir. Do NOT:
live with it. NEVER: in yowr bame. NOT: in your life. IT 15:
vival, IT GROWS: fike & shadow. WE MUST: carry it away.

REMEMBERING!

WRAPYQUJ M S '

TINY 4np
BUT YOURS

WEAK&“&"H ING
REMEMBERING!

KNOW THEM.
KNOwW THE M.

THEY CAN TALK! THEY CAN T ALKI
CARRY IT.carry Toee

MOSWEENEY'S

Magazine cover, 2002
Designer and editor:
Dave Eggers

This magazine cover uses the
/KEEP T SWEET. vou MU S T — e Garamond 3 typefuce family
Brrathe, : - i ious sizes. Although
R - e | N VPOTTOWS SLZES, ug
DO NO HARM. EMEMBER ING! the typeface is classical and
d = LT MORE ror YOUR S conservative, the obsessive,
Aﬂ J/EL VOUR IARM 15 OUR HARAL SAKE 11y THEIRS slightly deranged layout is
F F S C distinctly contemporary.
NEOCMING | Ok RASIE . THE HIGHEST FOINT, OF SOMET |I|\I THAT ITCHES 1E 15 GONE.
S E G lg; o i W E GIVE YoU swenty nvas.. | 10 You semse 1t?
id L
S1% [ s15.00 Us. $22 CANADA | LATE SUMMER
ENISE 32| ., 9?1904? s [
A LN O XL i2 50000 2002
S as S l Elg I | e wiis Z
L X LN |2° | of7sos7ils0 DO FOLR THIS YEAR fRtorF
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The idea of organizing typefaces into matched
Jamilies dates back to the sixteenth century, when

Adobe Garamond was designed by Robert Slimbach in 1988, printers began coordinaling roman and italic faces.
The concept was formalized at the ty m of the
twentieth century.

The roman font is the core or spine from which a family of typefaces derives.

ADOBE GARAMOND REGULAR The roman form, also called “plain” or “regular.” is the
standard, upright version of a lypeface. It is typically conceived
as the parent of a larger family.

Italic fonts, which are based on cursive writing, have forms distinct from roman.

ADOBE GARAMOND ITALIC The italic form is not simply o mechan ically slanted version of the

roman: il is a separate typeface. Note that the letser o has a different
shape in the roman and italic variants of Adobe Garagmond.

SMALL CAPS HAVE A HEIGHT THAT IS SIMILAR TO the lowercase x-upicir.

ADOBE GARAMOND FXPERT (SMALL GAPS) 5’?“"” caps (capitals) are designed to integrate with g line of text,
where full-size capilals would stand ot awkwardly, Small capitals
are slightly taller than the x-height of lowercase letters.

Bold (and semibold) typefaces are used for emphasis within a hierarchy.

ADOBE GARAMOND BOLD AND SEMIRBOLD Bold versions of traditional lext fonts were added iy, the twentieth
century to meel the need for emphatic forms. .S'ans-sc.l'ﬁf};;md_it-s
oflen include a broad range of weights (thin, bold, AL )

ok, etc. ).

Bold (and semibold) typefaces each need to include an italic version, too.

ADOBE GARAMOND BOLD AND SEMIBOLD ITALIC The typefuce designer tries to make the bold versions
in contrast to the roman, without making
heavy. The counters need to stay clear and

Jeel similar
the overall form too
open at small sizes,

A full type family has two sets of numerals: lining (123) and non-lining (123).

ADOBE GARAMOND REGULAR AND EXPERT NUMERALS Lining numerals oceupy uniform units of horizontal spitce, 50
that the numbers line up when used in tabulated columms,
Non-lining numerals, also called “text” or “old style” m.rm-f:m s,
have a small body size plus ascenders and descenders, sp that
they mix well on a line with lowercose letters,

A type family can BE faked by slanting, or inflating, or SHRINKING letters.
| | i R BRI L L IR B

ITALTC BOLD SMALL CAPS TYPE CRIME: TYPE CRIME: TYPE CRIME:
PSEUDD ITALICS PSEUDO BOLD PSEUDO SMALL caps
The wide, ungainly  Padded around the These shrunken
Jorms of these skewed  edges. these letiers versions of fill-size
letters look forced  feel blunt and dull, caps are puny

and unnatural. and starved.
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THESIS FAMILY
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Designed by Lucas de Groot, LucasFonts, 1994
Thesis is one of the world’s largest type fuimilies,

This is not a book about fonts. It is a book about how to use them. Typefaces

THESIS SERIF MEDIUM RORMAN

are essential resources for the graphic designer, just as glass, stone, steel, and

THESIS SERIF MEDIUM ITALIC

OTHER MATERIALS ARE EMPLOYED BY THE ARCHITECT. SOME DESIGNERS CREATE

THESIS SERIF MEDIUM SMALL CAT'S

their own custom fonts. But most

THESIS SERIF BLACK ROMAN

graphic designers will tap the vast

THESIS SERIF EXTRA BOLD ROMAN

store of already existing typefaces,

THESIS SERTF BOLD ROMAN

choosing and combining each with

THESLS SERIF SEMI BOLD ROMAN

regard to the audience or situation.

THESIS SERIF MEDITUM ROMAN

Selecting type with wit and wisdom

THESIS SERIF SEMI LIGHT

requires knowledge of how and why

THESIS SERIF LIGHT ROMAN

Jetterforms have evolved. The history

THESIS SERIF EXTRA LIGHT ROMAN

of typography reflects a continual tension between the hand and machine, the

THESIS SANS MEDIUM ROMAN

organic and geometric, the human body and the abstract system. These tensions

THESIS SANS MEDIUM ITALIC

MARKED THE BIRTH OF PRINTED LETTERS FIVE CENTURIES AGO, AND THEY CONTINUE TO

THESIS SANS MEDIUM SMALL CAPS

energize typography today. Writing

THESIS SANS BLACK ROMAN

in the West was revolutionized early

THESIS SANS EXTRA BOLD ROMAN

in the Renaissance, when Johannes

THESIS SANS BOLD ROMAN

Gutenberg introduced moveable type

THESIS SANS SEMI BOLD ROMAXN

in Germany. Whereas documents and

THESIS SANS MEDIUM ROMAN

books had previously been written by

THESIS SANS SEMI LIGHT ROMAN

hand, printing with type mobilized all

THESIS SANS LIGHT ROMAN

of the techniques of mass production.

THESIS SANS EXTRA LIGHT ROMAN
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Interstate Light

Interstate Light Compressed
Interstate Light Condensed
Interstate Reqular
Interstate Reqular Compressed
Interstate Reqular Condensed
Interstate Bold

Interstate Bold Compressed
Interstate Bold Condensed
Interstate Black
Interstate Black Compressed
Interstate Black Condensed

Designed by Tobias Frere-Jones, Fonl Bureau, 1963

Scala
Scala Italic
Sca1a Caps

Scala Bold

Martin Majoor’s Scala,
used throughout this book,
legan as a serif typeface.
Majoor later added a sans-
sertf sub-family as well as
ah ornamental “fewel” set.

Majoor's diagram above

shows how the serif and sans-

. 'J'|iJr_JrI;]f'H1.\' J’.’.[.a’.l.’c' @ Common

Spine.

PPt

Scala Sans

Scala Sans Italic
ScALA SANSs CAPs
Scala Sans Bold
Scala Sans Bold

SCALA JEWEL CRYSTAL
SCALA JEWEL BDIAMOND
SCALA JEWEL PEARL
SCALA JEWEL SAPHYR

Jamil
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UNTVERS was designed by the Swiss typographer Adrian

Frutiger in 1957, He designed 21 versions of Un L iR five
weights and five widths, Whereas many lypographic

grow over time as they b

e popular, Univers

was conceived as a toial system from ifs inception.

A traditional roman book face typically
has a small family—a “nuclear” group
consisting of roman, italic, small

caps, and possibly bold and semibold
(each with an italic variant). Sans-serif
families often come in many more
weights and sizes, such as thin, light,
black, compressed, and condensed.

In the 199os, many type designers
created families that include both serif
and sans-serif versions. Small capitals
and non-lining numerals (a courtesy
traditionally reserved for serif fonts)
are included in the sans-serif versions
of Thesis, Scala, and many other big
contemporary families.
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MERCURY BOLD SMALL CAPS
Proof, 2003

Designer: Jonathan Hoefler,

The Hoefler Type Foundry
Mercury is designed for modern
newspaper production—fust, high-
volume printing on cheap paper.
The notes marked on this proof,
which shows sample lelters from just
one variant of the vast Mercury
family, comment on everything from
the width or weight of a letter Lo the
size and shape of a serif.
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LAS VEGAS! CASTAWAYS

Drawing and finished type, 2001

Art and type direction: Andy Cruz

Typeface design: Ken Barber

Font engineering: Rich Roat

House Industries

Castaways is from o series of digital fonts based on
commercial signs in Las Vegas. The original signs were
created by lettering artists who worked by hand to make
custom graphics and logos. House Industries is a digital
type foundry that creates typefaces inspired by popular
culture and design history. Designer Ken Barber makes
pencil drawings by hand and then digitizes the outlines.

DESIGNING TYPEFACES

For more than five hundred years, typeface
production was an industrial process. Most type

was cast from lead until the rise of photo typesetting
in the 1960s and 1g7os; early digilal typefaces

(also created in that period) still required specialized
equipment for design and production. It was not
until the introduction of desktop computers that
typeface design became a widely accessible field.

By the end of the twentieth century, digital “type
foundries” had appeared around the globe, often
run by one or two designers.

Producing a complete typeface remains,
however, an enormous task. Even a relatively small
type family has hundreds of distinct characters,
each requiring many phases of refinement. The
typeface designer must also determine how a font
is to be spaced, what software platforms it will use,
and how it will function in different sizes, media,
and languages.
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THE LOCUST (LEFT} AND
MELT BANANA (RIGIIT)
Screenprint posters, 2002
Designer: Nolen Strals

Not all letters are typographic.
Hand lettering remains o
vibrant force in graphic design,
us seen in these posters

for Baltimore music events.
Hand lettering is also the basis
of many digtlal typefaces, but
there is nothing quite as potent
as the real thing.
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Johannes Hibner
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HUBNER

Identity program, 1998

Designer: Jochen Stankowski

This identity for an engineering firm
uses the letler H as a trademark,
The proportions of the mark change
in different contexts.
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LOGOTYPES use typography or lettering to depict
the name of an organization in a memorable way.
Whereas some trademarks consist of an abstract
symbol or a pictorial icon, a logotype uses letters
to create a distinctive visual image.

Logotypes can be built with existing fonts
or with custom-drawn letterforms. Modern
logotypes are often designed in different versions
for use in different situations. A logotype is part
of an overall identity program, which the designer
conceives as a “language” that lives (and changes)
in various circumstances.

the

THE NOGUCHI MUSEUM

Logotype, 2004

Designers: Abbott Miller and

Jeremy Hoffman, Pentagram

The sides of @ square have heen gently contoured
in reference o the work of Isamu Noguchi,
namesake of the Noguchi Museum. The concave
square coordinates with the typeface Balance,
used in the logotype, which also has sofily curved

elemenis,

museum

LOGOTYPES

RACHEL COMEY
Logotypes, 2003

Designer: Anton Ginzburg
These logotypes for a fashion
designer use traditional
letterforms in a contemporary
manner. Writing the designer's
name in lowercase letters soffens
the formality of the classic script
characters, while the capital
letter M in “coMey” injects the
name with an element of
SUTprise.
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| LETTERSCAPES

Web site, 2002
Designer: Peter Cho
| This experimental Web site
‘ features bitmapped letiers
| animaoted in three-dimensional
spuce.

‘ I became tired of cries for more anti-aliased type to correct the jagginess of digital type.
While one side of me cried to see Garamond butchered on the pixel grid, another side
‘ thought, “Who cares?” John Maeda

2001
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SCREEN FONTS

Anti-aliasing, which uses shades
of gray to create the illusion

of a curved edge, is effective for
presenting text on screen at

large sizes.

Anti-aliasing creates the
appearance of a smooth edge by
rendering some of the pixels
along the edge of the leller in

shades of gray. It is move effective

Sfor displaying large headlines
than small fext.

FONTS FOR PRINT

Helvetica, created in Switzerland
in 1957, is one of the most popular

typefaces in the world.
Although Helvetica is the sans-serif default font for
many computer users, it was designed for print.

12- aND 8-PT HELVETICA Designed by Max Miedinger, 1957

Times Roman, created for a London
newspaper, is also hugely popular,
owing largely to its broad distribution.
This font is a default for many Web sites, because users
can be expected to have it on their own computers,

12- aND 8-pT TIMES Designed by Stanley Morison, 1931

b =mall mzes, however, anli-aliased text ks blure.,
Many designers fand readers) prefer pise fonts for tend,

ANTI-ALIASED LETTER

BITMAPPED LETTER

FONTS FOR THE SCREEN

Verdana is a sans-serif font
designed by Matthew Carter
especially for digital display.
Verdana has a larger x-height, simpler curves,
and more open forms than Helvetica.

12- aND 8-pT VERDANA Designed by Matthew Carter, 1996

Georgia is a serif screen face that is
designed with simple curves, open

forms, and generous letterspacing.
Georgia and Verdana, commissioned by Microsoft, have
been widely distributed, making them useful Web fonts.

12+ AND B-PT GEORGIA Designed by Matthew Carler, 1996
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Bitmap fonts are designed for digital display.
Bitmap fonts are designed for digital display a1 & specifi
Bitmap fonts are designed for digital display.

Ie.

Bitmap fonts are designed for digital display.

Bitmap fonts are designed for digital display at a specific size.
Bitmap fonts are designed jor digital display at a specific size.

LO-RES FAMILY Designed by Zuzana Licko for Emigre, 1985

These bitmap fonts incorporate Licka's entlier Emigre, Emperor, Oukland, and Universul font families.

Bitrap fonts are designed for digital display at a specific size.

Sitmap Fonts are designed for aigitel dispiay at speciic size.

Bitmap fonts are designed for digital display at specific size.

Bitmap fonts are designed for digital display at a specific size.

S-J-‘D'I' PIXELLA REGULAR, ITALIC, BOLD, AND BOLD ITALIC

Designed by Chester for Thirstype, 2003

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.
Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

Bitmap fonts are designed for digital display at a specific size.

8-pT FFF cORPORATE Designed by Waller Apai for Fonts for Flash, 2003
These fonts are designed specifically to work with the Macromedia Flash multimedia authoring application,
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BITMAP FONTS are built out of the pixels
(picture elements) that structure a screen display.
Whereas a PostScript letter consists of a vectorized
outline, a bitmap character contains a fixed number
of rectilinear units that are either “on” or “off.”
Outline fonts are scalable, meaning that they
can be reproduced in a high-resolution medium
such as print at nearly any size. Outline fonts are
often hard to read on screen at small sizes, however,
where all characters are translated into pixels. (Anti-
aliasing can make legibility even worse for small
text.) In a bitmap font, the pixels do not melt away
as the letters get bigger. Some designers like to
exploit this effect, which calls attention to the letters’
digital geometry. Pixel fonts are widely used in both
print and digital media.

8 px  Corporate

16.. Corporate

24, Corporate
a2,

A bitmap font is designed to be used at a specific
size, such as 8 pixels, because its body is precisely
constructed out of screen unils. A bitmap fon

should be displayed on screen in even multiples of

its root size (enlarge S8-px type 1o 16, 24, 32, and
S0 onf.

Corporate

BITMAP FONTS

EOEKHAMDEL. WITHOF & LEE
STAALSTRAAT 13-
1011 JH AMETERDAM

20507 15812 01
000090 &00%4  BED.

VERZENDKIST. 4250
THROBRAFIE .00
THFLGRAFIE 16.50
TYFOGRAFIE 19.50
THRIGRAFTE 35,95
TYPLGRAFTE 55,35
TYFIIGRAFTE 32.00
THRHGRAFTE 57.00
TYFIGRAFTE 4000
TYFGRAFTE 0,40
TYRIGRAFTE 47,23
TYFOBRAFTE. 80.00
THFLGRAR TE 37.70
SUETHTAL 320.15
ETW LAAG 2744
STUKE 138

CREDIT = =E320.15

UK ANTIRUARIAAT
T EL: 0206203980
F AR 020~a393294

NIJHOF & LEE

Receipt, 2003

This cash register receipt,
printed with a bitmap font,
is from a design and
typography bookstore in
Amsterdam. (The author
is still in debt from this
Lransaction.)
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Create a prototype for a bitmap font by

designing letters on a grid of squares. ; '
Substitute the curves and diagonals of q
traditional letterforms with rectilinear . E o |
elements. Avoid making detailed _
“staircases,” which are just curves and : ' .

diagonals in disguise. This exercise looks

back to the 1g1os and 1920s, when avant- J

garde designers made experimental ]
typefaces out of simple geometric parts.

The project also reflects the structure of ‘
digital technologies, from cash register i - |

receipts and LED signs to on-screen font

display, showing how a typeface functions

as a system of elements.

Fcamples of student work from

Maryland Institute College of At

WENDY NEESE

i)l

JAMES ATVAREZ
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JOEY POTTS

[ | o

HRUCE WILLEN

ol =] =

BRENDON MCCLEAN



