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BASKERVILLE FILOSOFIA

Designed by fohn Baskerkwl]e, 1757 Designed by Zuzana Licko, 1996,
| arevival of the types of Bodoni

...................

BODONI FRUTIGER

signed by Giambattista Bodoni, 1790s :
Doty Caditaif e i i Designed by Adrian Frutiger, 1976

e CASONEE 'FRANKLIN GOTHIC

Designed by Carol Twombly, 1990, based on pages Designed by Morris Fuller Benton, 1904
printed by William+Caslon, 173470

CENTAUR S

Designed by Paul Renner, 1927, who sought an
Designed by Bruce Rogers, tg12—14. “honest expression of technical processes.” ;
The italic, by Frederic Warde, is based on the fifteenth-century ' N |

...................

hand of Ludovico degli Arrighi. ,'

................... GEORGIA

Designed by Matthew Carter, 1996,

C E N T U R Y E X PA N D E D for display on screen

l Designed by Morris Fuller Benton, 1900

[ SRR S i G|LL SANS
CLARENDON Designed by Eric Gill, 1928,

It has been described as Britain's Helvetica.
Named for the Clarendon Press, Oxford, “ .

who commissioned it in 1845

................... e GARAMON D
HTF D I D O T Designed by Robert Slimbach, 1989,

based on pages printed by Clande Garamond
Designed by Jonathan Ifnq/[er; 1992, inspired by in the sixteenth century
the types of Frangois Ambroise Didot, 1784 '

...................

| | GOTHAM
| FE D RA SA N S Designed by Tobias Frere-Jones, 2000,

Designed by Peter Bilak, 2001, who was asked inspired by lettering found at
to create a "de-Prostestantized Univers”

" Port Authority Bus Termmal New York City
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HELVETICA

Designed by Max Miedinger, 1957

ElOE EEE REBESXER

Designed by Jonathan Hoefler; c. 1995

INTERSTATE

Designed by Tobias Frere-Jones, 1993,
inspired by U.S. highway signs

AL‘()HE.] E N S O N
Designed by Rebert Slimbach, 1995

META

Designed by Erik Spiekermann, 1991

...................

MRS EAVES

Designed by Zuzana Licko, 1996,
inspired by pages printed by fohn Baskerville

NEUTRAFACE

Designed by Christian Schwartz, House Industries,

2002, based on Ieltering created by the architect
Richard Neutra in the 1940s and 19505

...................

Designed by Tobias Frere-Jones, 1993,
based on 1929 types by the Dutch typographer
Sjoerd Henrik de Roos.
Frere-Jones describes Nobel as
“Futura cooked in a dirty pan.”

...................

NEWS GOTHIC

Designed by Morris Fuller Benton, 1908

QUADRAAT
Designed by Fred Smeijers, 1992

SABON

Designed by Jan Tschichold, 1966,
inspired by the sixteenth-century types of
Claude Garamond

SCALA

Designed by Martin Majoor, 1991

THESIS SERIF
Designed by Lucas de Groot, 1994

TRADE GOTHIC

Designed by Jackson Burke, 1948-60,
inspired by nineteenth-century grotesques

UNIVERS
Designed by Adrian Frutiger, 1957

'VERDANA

Designed by Matthew Carter, 1996,
for display on screen

WALBAUM

. Designed by Justus Erich Walbaum, 1800
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THE ORGANIZATION OF LETTERS on a blank page—or screen—is the
designer’s most basic challenge. What kind of font to use? How big? How

“should those letters, words, and paragraphs be aligned, spaced, ordered,
shaped, and otherwise manipulated?

Anyone who regularly and enthusiastically commits acts of visual
communication will find something to use and enjoy in this book, which
offers practical information within a context of design history and theory.
Some readers will be chiefly interested in the sections that present basic
typographic principles in concise, non-dogmatic layouts. Others will spend
more time with the critical essays, which look at the cultural frameworks
of typography. '

I decided to create this book because there was no adequate text to
accompany my own courses in typography, which I have been teaching at
Maryland Institute College of Art in Baltimore since 1997. Some books on
typography focus on the classical page; others are vast and encyclopedic,
overflowing with facts and details. Some rely too heavily on illustrations of
their authors’ own work, providing narrow views of a diverse practice, while
others are chatty and dumbed-down, presented in a condescending tone.

I soughta book that is serene and intelligible, a volume where
design and text gently collaborate to enhance understanding. I sought a work
that is small and compact, economical yet well constructed—a handbook
designed for the hands. I sought a book that reflects the diversity of
typographic life, past and present, exposing my students to history, theory,
and ideas. Finally, I sought a book that would be relevant across the media
of visual communication, from the printed page to the glowing screen.

I had no alternative but to write the book myself.

Thinking with Type is assembled in three sections: LETTER, TEXT, and GRID,
building from the basic atom of the letterform to the organization of words
into coherent bodies and flexible systems. Each section opens with a
narrative essay about the cultural and theoretical issues that fuel typographic
design across a range of media. The demonstration pages that follow each
essay show not just how typography is structured, but why, asserting the
functional and cultural basis for design habits and conventions.




The first section, LETTER, reveals how early typefaces referred to
the body, emulating the work of the hand. The abstractions of neoclassicism
bred the strange progeny of nineteenth-century commercial typography.

In the twentieth century, avant-garde artists and designers explored the
alphabet as a theoretical system. After digital font design became a cottage
industry and a mode of underground publishing in the r98os, typography
became a narrative form that revived its connections with the body.

The second section, TExT, considers the massing of letters into
larger bodies. Designers approach text as a continuous field whose grain,
color, density, and silhouette can be endlessly adjusted. Technology has
shaped the design of typographic space, from the concrete physicality of
metal type to the flexibility—and constraints—offered by digital media.

Text has evolved from a closed, stable body to a fluid and open ecology.

The third section, GrID, looks at spatial organization. Grids
underlie every typographic system. In the early twentieth century, Dada and
Futurist artists attacked the rectilinear constraints of metal type and exposed
the mechanical grid of letterpress. Swiss designers in the 1940s and 19508
created design’s first total methodology by rationalizing the grid. Their work,
which introduced programmatic thinking to a field governed by taste and
convention, remains profoundly relevant to the systematic thinking required

when designing for multimedia.

Throughout the book, examples of design practice demonstrate
the elasticity of the typographic system, whose rules can all be broken.
Finally, the APPENDIX contains handy lists, helpful hints, dire warnings,
and resources for further study.

This book is about thinking with typography—in the end, the
empbhasis falls on with. Typography is a tool for doing things with: shaping
content, giving language a physical body, enabling the social flow of
messages. Typography is an ongoing tradition that connects you with other
designers, past and future. Type is with you everywhere you go—the street,
the mall, the Web, your apartment. This book aims to speak to, and with,
all the readers and writers, designers and producers, teachers and students,
whose work engages the ordered yet unpredictable life of the visible word.

THINKING WITIHI TYPE | 8
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AS A DESIGNER, WRITER, AND VISUAL THINKER, | am indebted to my teachers
at the Cooper Union, where I studied art and design from 1981 to 1985.
Back then, the design world was rather neatly divided between a Swiss-
inflected modernism and an idea-based approach rooted in American
advertising and illustration. My teachers, including George Sadek, William
Bevington, and James Craig, staked out an odd place between those worlds,
allowing the modernist fascination with abstract systems to collide with
the strange, the poetic, and the popular.

The title of this book, Thinking with Type, is an homage to James
Craig's primer Designing with Type, the utilitarian classic that was our text
book at Cooper. If that book was a handyman’s guide to basic typography,
this one is a naturalist’s field guide, approaching its subject as an organic
system that is more evolutionary than mechanical. What I really learned
from my teachers was how to think with type: how to use visual and verbal
language to develop and deliver ideas. As a student, discovering typography
was finding the bridge connecting written language to visual art.

To write my own book for the twenty-first century I have had to
educate myself all over again. In 2003 I enrolled in the Doctorate in
Communications Design program at the University of Baltimore. There |
have worked with Stuart Moulthrop and Nancy Kaplan, world-class scholars,
critics, and designers of networked media and digital interfaces. Their
influence is seen throughout this book.

My colleagues at Maryland Institute College of Art have built
a distinctive design culture at the school; special thanks go to Ray Allen,
Fred Lazarus, Elizabeth Nead, Bernard Canniffe, Jennifer Cole Phillips,
Rachel Schreiber, and all my students, past and future.

My editor, Mark Lamster, has kept this project alive and conscious
across its seemingly endless development. I also thank Eric Karnes and Elke
Gasselseder, Kevin Lippert at Princeton Architectural Press, Timothy Linn at
Asia Pacific Offset, William Noel at the Walters Art Museum, Paul Warwick
Thompson and Barbara Bloemink at the Cooper-Hewitt, National Design
Museum, and all the designers who shared their work with me.

[ learn something every day from my children, Jay and Ruby,
and from my parents, my twin, and the amazing Miller family. My friends—
Jennifer Tobias, Edward Bottone, Claudia Matzko, Darsie Alexander,
and Joy Hayes—sustain my life. My husband. Abbott Miller, is the greatest
designer I know, and 1 am proud to include him in this volume.



MARTIN MAJOOR began designing the typeface Seria
with this napkin sketch made on a train from Berlin to
Warsaw in 1996. The typeface was released by FontShop
International i 2000. Most contemporary typefaces
ultimately take a digital form, but many are rooted in
calligraphic tradition and originate in handwritten

sketches and prototypes.
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TYPEL, SPACES. AND LEADS
Diagram from book, 1917
Author: Frank S. Henry

I a traditional printing shop,
gridded cases hold fonts of type
and spacing malterial. Capital
letters are stored in a drawer
above the minuscule letters.
Hence the terms “uppercase”
and “lowercase” are derived
from the physical space of the
print shop.
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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— g
and why—letterforms have evolved. :
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 carlier 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 Resear h: Writing
on Graphic Design (New York: Kiosk, 1996; London: Phaidon,
1999), 53-01.



N1COLAS JENsON learned lo print in Mainz,
the German birthplace of typography, before

establishing his own
printing press in Venice.
His letters have strong
vertical stems, and the
transition from thick to
thin reflects the path of a
broad-nibbed pen.

LETTER | 14

L A 95 WV ACATIIC Y, \T10I:

ilos 3PP°uanf maritl he iiii wekis, and how1
euir dicitur frater mar lord, yet thechirchemal

ratriz appellantur qu:
mitini fratrum & mat .
atrueles matrum fratr
Sfobrint ex duabus ed

_tafuntinantiquisau

CENTAUR, designed from
1912 to 114 by Bruce

Lorem tpsum dolor st
consectetuer adipiscing el
Integer pharetra, nisl t

Rogers, is a revival of luctus ullamcorper, au

Jenson's type that
emphasizes its ribbonlike
stroke.

RUIT is designed

by the Dulch typographer, .
teacher, and theorist
Gerrit Noordzij. This
digitally constructed font,
designed in the 199os,
captures the dynamic,
three-dimensional quality
of fifieenth-century roman

tortor egestas ante, vel
pede urna ac neque. N
ac mi eu purus tincidt

vanum laboraverunt

s1 Dominus custodie
istra vigilavit qui cost
num est vobis ante It
rgere postquam sede
imanducatis panem
m dederit dilectis su1
ALMI IVXTA LXX

typefaces as well as their gothic (rather than humanist) origins.
As Noordzij explains, Jenson “adapted the German letfers
to Italian fashion (somewhat rounder, somewhat lighter), and thus

created roman type.”

that 1stowete, of thathe

and of that he cometh t«
in thoffyce of the chircl
tynges that ben in this
one part:c, & that othe

causeof thecomyngeof
ben of iove mdyr;fdnes

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 s
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 Martin Majoor. Although
this Hhoroughly contemporary typeface has
geometric serifs and rational, almost modular

forms, it reflects the calligraphic origins of

type, as seen in letters such as a.

GOLDEN TYPE
was created by the

English design

reformer William [
Morris in 1890. !
He sought to

recapture the dark

and solemn !
density of Jenson's

pages.

ADOHE JENSON
was designed in
1995 by Robert
Slimbach, who
reconceives
historical type-
faces for digital
use. Adobe Jenson
is less mannered
and decorative
than Centaur.
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FRANCESCO

GRIFFO

Roman and italic

types designed for

Aldus Manutius,

c. 1500. They are

conceived as hwo

separate fypefaces.

JEAN JANNON
Rontan and italic types
Sor 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 classical 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 I
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.

comme 1ay des-ia remaqué7 *S. Augu' :,JEF{::/}‘, On the complex origins
tin demandeaux Donatiftes en vne fem- 7., Qua e of roman type, see Gerrit
blable occurrence : Luoy donc 2 lors gue B e e o Ll erietier

admodumlo.  (Yancouver: Hartley and
quifoleamusz
An fcripara
Deialiterno-

ous lifons , oublions nous comment nous anons

acconftumé de parler 2 leferiture dy grand Dien

Marks, 2000).
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\\ i = . ,f: LOUIS
i i lH i/ | GEOFROY TORY SIMONNEAU
) S | argued thal designed nmodel
1 = s — letters should { AL letterforms for
reflect the ideal I Py - the printing press
himan body. Regarding the letler A, he wrote: of Louis XIV. Instructed by a royal commitlee,
“the cross-stroke covers the man's organ of Stmonneaw designed his letters on 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 seek created by Philippe Grandjean, based on
acquaintance with well-shaped letters.” Simonneau's engravings.

By WILLIAM CASLON, S P E C I 1\,

‘ DousL)
| AB C f,ﬁ‘j“f“‘;i,ﬁ ki BY YOHN BASKERVILLE

was a prinler

nos etlam fu g : :
A B ( : D E uem ad fine 2 J‘“";k”‘fvﬂ'” Am indebted to you for two ifto met
ABCDEF . Letters dated from Corcyra. Country.

17505 und

| WILLIAM CASLON created 1760s. 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
characlers that appear, as Roberl Caslon’s letters were widely used in his own lime,

; Brivighurst has written, Baskerville’s work was denounced by many of his
“more modelled and less written confemporaries as amatewr and extremist,

than Renaissance forms.”

GIAMBATTISTA BODONI created letters at the
| close of the eighteentl century that exhibit abrupt,
w ummodulated contrast between thick and thin and A_ G A L L I S
’ razor-thin serifs that are unsupported by curved ;
“brackets.” Similar lypefaces were designed in the

same period by Frangois Ambroise Didot (1784)
in France and Justus Erich Walbaum (1800) C I I Il




Aabcdef

‘ ENLIGHTENMENT AND ABSTRACTION

ABCD

Renaissance artists sought standards of proportion in the idealized human

/’“.O'. body. The French designer and typographer Geofroy Tory published a series
7 v/ I{ 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 commiittee 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
// iy \/ romain du roi (king's alphabet) were engraved, made by incising a copper
Zav /éé/, ,Zé 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

// % 6” 6 scientific attitude of the king’s committee.
e e/ i Engraved letters—whose fluid lines are unconstrained by letter-

N + . > ., Dress’s mechanical grid—offered an apt medium for formal lettering.
L//j'/ ﬂ y{g 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

ne‘J GEORGE BICKHAM, 1743. unique character—as well as lavishly curved scripts.

' 5“"’!’“"’;’f"RO'”‘”I‘ Eat Eighteenth-century typography was influenced by new styles of
1Y ¢ and “ltalian Hand.” s - : ; : .11

D), handwriting and their engraved reproductions. Printers like William

Caslon in the 1720s and John Baskerville in the 17505 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
This accusation was reported " . : LB .
sharpness and contrast that contemporaries accused him of “blinding all
his admirer Benjamin * the Readers in the Nation; for the strokes of your letters, being too thin and

Franklin. For the full letter, see  narrow, hurt the Eye.” To heighten the startling precision of his pages,

to Baskerville in a letter from

F. E. Pardoe, John Baskerville : - - . . TG
g acdec. Jonn, Jaseerviu Baskerville made his own inks and hot-pressed his pages after printing.
of Birmingham: Letter-Founder 5 i - g
B Printer (L ondoh: Frederick The severe vocabulary of Baskerville was carried to an extreme by
Muller Limited, 1975), 68. Giambattista Bodoni in Italy and Firmin Didot in France at the turn of the
?,7" ::J;o R"’b";_TL_“”‘”"“}"“‘," nineteenth century. Their typefaces—which have a wholly vertical axis,
e glemenis 0 )'Pk.';'__’l'tl‘ll ne 3 ; : S S o e o .
Siyle (Vancouver: Harlley and  €Xtreme contrast between thick and thin, and crisp, waferlike serifs—were
Marks, 1992, 1997). 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

w



PVIRGILII MARONIS

BUGOILIC A

ECLOGA 1. cui nomen TITYRUS.

MeLiBOEUS, TITYRUS.

ITYRE, tu patule 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.

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

Ille meas errare boves, ut cernis, et ipfum

10 Ludere, qua vellem, calamo permifit agrefti,

M. Non equidem invideo; miror magis: undique totis
Ulfque adeo turbatur agris. en iple 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,
Szpe malum hoc nobis, fi mens non leva fuiflet,

De ccelo tatas memini prazdicere quercus:
Sape finiftra cava pradixit ab ilice cornix.
Sed tamen, ifte Deus qui fit, da, Tityre, nobis.

20 7. Urbem, quam dicunt Romam, Melibace, putavi
Stultus ego huic noftra fimilem, quo {zepe folemus
Paftores ovium teneros depellere foetus.

Sic canibus catulos fimiles, fic matribus hoedos
A Noram;
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LES FRERES ENNEMIS,

VIRGIL (LEFT)

Book page, 1757

Printed by John Baskerville

The typefaces created by fohn T R A. G‘ E D I E.
Baskerville i 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

lo a roman text face, this page

utilizes italic capitals, large- A C T E P R E M I E R. |
scale capitals (generously 1
letterspaced ), small capitals o ‘ ’t
(scaled to coordinate with |E
lowercase text), and non-lining . §
or old-style numerals (designed S C E N E I. 5
with ascenders, descenders, and : |“

a small body height to work : JOCASTE { OLYMPE.

- with lowercase characters). It

RACINE (RIGHT) ) I JOCASTE.

Book page, 1801 = ? | 1
i Ls sont sortis, Olympe! Ah! mortelles douleurs!
The typefaces cut by the Didot Qu’'un moment de repos me va couter de pleurs!
anmily in France were even more S . L v

{,,,m;d B ) Mes yeux depuis six mois étoient ouverts aux larmes,
of Baskerville, with slablike, Et le sommeil les ferme en de telles alarmes!
unbracketed serifs and a stark : ¥ i

contrast from thick to thin. Puisse plutot la mort les fermer pour jamais,
Nineteenth-century printers and > a . . el
il e | Et m’empécher de voir le plus noir des forfaits!
glittering typefaces “modern.” Mais en sont-ils aux mains? ‘

Both pages are reproduced
Jfrom Willians Dana Orcutt,
In Quest of the Perfect Book
(New York: Little, Brown and
; Company, 1926); margins are
not accurate.

l
l
:
|



1825;
At 10 o' Clock in the Morning:

\ QUANTITY OF OL

®
Sails. L=

> was given lo the inflated,

lng the TEeNR{ /yper-bold type siyle
introduced in the early

3k Of the sch nineleenth century. These faces

exaggerated the polarization

[J.8Boulb of letters into thick and thin

components seen in the formal

typography of Bodoni and
Didot.

EGYPTIAN, or slab, typefaces

transforned the serif from a
refined detail to a load-bearing
slab. As an independent
architectural component, the
slab serif asserts its own weight
and mass. Introduced in 1800,

this style was quickly denounced

by purists as “a typographical
an.'mlsfruxily. 24

EXTRA CONDENSED typefaces
are designed o fit in narrow
spaces. Ninefeenth-century
advertisenents often combined

fonts of varying style and

proportion on a single page.
These bombastic mixhures were
typically aligned, however, in

stalic, centered compositions.

GOTHIC is a nineteenth-century
term for letters with no serifs.
Such lypefaces could command
attention with their massive

frontality. Although sans-serif
fonts often served in the

twentieth century fo convey
neutrality, flamboyantly
decorated gothics were once

comimaor. .
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ARE
“

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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ANTIQUE

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

coild be freely adjusted.

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.

CLARENDON

}TI"HTTJTY MTETTTY

IATIN/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 Evolution of Decoraled 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, 200t), 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 thal
could conumand altention in
urban space. Here, a man is
shown posting @ bill in flagran!
disregard for the law, while
police officer approaches from
around the corner.

FULL MOON (RIGHT)
Letterpress poster, 1875

A dozen different fonts are used
i this poster for a steamship

cruise. A size and style of typeface

has been chosen for cach line to
maximize the scale of the letters
in the space allotted. Although
the typefaces are exotic, the
centered layout is as slatic and
conventional as a tombstone.

|
t
3




FULL MOON

ST. MICHAELPS

TEMPERANCE BANT

Prof. V. Yeager, Leader, will give a

@ B A N 1O

On the Stefunet

T'o Osbrook and Watch Hill,

On Saturday Evening, July 17th,

Leaving Wharf at 7% o’clock. Returning 4o Westerly
- at 104 o'clock. Kenneth will be at Gsbrook.

TICKETS, ~ FORTY CENTS.

G. B. & J. H. Utter, Steam P1uxters Westerly, R. I.




LETTER | 24

FHEO YAN DOESRURG, founder and chief promoter E D I I E I I H n
of the Dutch De Stijl movement, designed this alphabet

with perpendicular elements in 1919. Applied here to E n H

the letterhead of the Union of Revolutionary Socialists,

the hand-drawn characters vary in width, allowing 5
them to fill ont the overall rectangle. The De Stijl

movement called for the reduction of painting, In I I |
architecture, objects, and lelters to clemental units.

VILMOS 11USZAR designed

this logo for the magazine
De Stijl in 1927, Whereas
Van Doesburg’s characters are

wnbroken, Huszar's letters

consist of pixel-like modules.

adeefqhi FETTE FUTURA

iklmnopQqr
HERBERT BAYER created this typeface design,
called 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

il is strongly geometric, with
perfectly round Os, Fulura is a
practical, subtly designed typeface
thal remains widely used today.
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EDWARD JOHNSTON based
this 1906 diagram of “essential”
characters on ancient Roman
inscriptions. While deriding
commercial display lettering,
Johnston accepted the
embellishment of medieval-
inspired forms.

On Futura, see Christopher
Burke, Paul Renwer: The Arl
of Typography (New York:,
Princeton Architectural Press,
1998). On the experimental
typefaces of the 1920s and
1930s. see 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 eritic 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, dcs:gned 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 published
his designs for a “new
alphabet,” consisting of no
diagonals or curves, in 1967.
The Foundry (London) began
developing and releasing
digital editions of Crowwel’s
lypefaces in 1997.

See Wim Crouwel,

New Alphabet (Amsterdam:

Wim Crouwel/Total
Design, 1967); and Wim

Crouwel, Kees Broos, and

David Quay, Wim Crouwel:

Alphabets {Amsterdam:
BIS Publishers; 2003).
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WIM CROUWEL presenled
this “scanned” version of a

Garamond a in contrast

with his own new alphabet,
whose forms accep! the gridded
structure of the screen,

ZUZANA LICKO created
coarse-resolution fonts for
desktop screens and printers in
1985. These fonts 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
igital 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.

JbcdegdhiuqElnnopqgr
Fuddzyp y

In the mid-1980s, personal computers and low-resolution printers put the
tools of typography in the hands of a 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
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.

Fmigre (Oakland e

By the early 199os, 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

o
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ED FELLA produced a body

" of experimental typography

that strongly influenced
typeface design in the 19905,
His posters for the Detroil
Focus Gallery feature
damaged and defective forms,
drawn by hand or culled

from third-generation

photocopies or from sheets
of transfer lettering.
Collection of the Cooper-
Hewitt, National Design

Musetem,
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TYPE AS NARRATIVE

In the early 199o0s, 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.

Template 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 il
a student of Ed Fella, whose experimental posters inspired a generation of i
digital typographers. After Template Gothic was released commercially

by Emigre Fonts, its use spread worldwide, making it an emblem of “digital
typography” for the 1990s. i

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 i
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.

CcDdEeF{GgHAIITKK |
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 i
was the first in a series of typefaces with randomized outlines and

programmed behaviors.

The industrial methods of producing typography meant that all letters i
had to be identical....Typography is now produced with sophisticated ’
equipment that doesn’t impose s