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There are t
h
o
u
s
a
n
d
s
 
o
f
 
typeface
 designs generated during the development of 
o
u
r
 
W
e
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t
e
r
n
 
a
l
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e
t
 
thro
u
g
h
 
t
h
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n
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d
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Eric
 
Gil
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, 
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easy to see
 
t
h
a
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e
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in
 
t
h
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w
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n
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t
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a
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o
 
m
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k
e
 
a
 
s
e
l
e
c
t
i
o
n
 
f
r
o
m
 
t
h
e
 
v
a
s
t
 
number
 
o
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typefaces 
t
h
a
t
 
w
e
r
e
 
a
v
a
i
l
a
b
l
e
.
 
S
i
n
c
e
 
t
h
e
 
d
i
g
i
t
a
l
 
r
e
v
o
l
u
t
i
o
n
 
of the 1980s
,
 many 
t
h
o
u
s
a
n
d
s
 
more
 
f
o
n
t
s
 
h
a
v
e
 
b
e
e
n
 
a
d
d
e
d
 to the total.
 
T
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l
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t
u
r
e
 
i
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i
n
t
e
n
d
e
d
 
t
o
 
b
e
 
a
 
l
i
t
t
l
e
 guide
 
t
h
r
o
u
g
h
 
some highlights and best examples from t
h
e
 
e
n
o
r
m
o
u
s
 
quantity
 
o
f
 
f
o
n
t
s, and follows 
t
h
e
 
author’s b
o
o
k
 
L
e
t
t
e
r
 
F
o
u
n
t
a
i
n
 
i
n
 
w
h
i
c
h
 
a
 
n
u
m
b
e
r
 
o
f
 
method
s
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r
e
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i
d
e
d
 
f
o
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font 
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l
e
c
t
i
o
n

.
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A
r
o
u
n
d
 
1
4
5
0
 
t
h
e
 
p
r
i
n
t
i
n
g
 
p
r
e
ss
 
was in
v
e
n
t
e
d
 
b
y
 
J
o
h
a
nn 
G
u
t
e
n
b
e
r
g
.
 
T
h
e
 
technical breakthrough 
w
a
s
 
the ability to p
r
i
n
t w
i
t
h
 
l
o
o
s
e
 
metal (l
e
a
d)
 
c
h
a
r
a
c
t
e
r
s
.
 
Y
o
u
 
c
o
u
l
d
 
t
h
u
s
 
set
 
a
 
p
a
g
e
 
to print from individual characters which
 subsequently 
c
o
u
l
d
 
b
e
 
r
e
u
s
e
d
.
 
This new technical invention took some time to find its way in the printing industry. 
I
n
 
t
h
e
 
b
e
g
i
n
n
i
n
g
 
p
r
i
n
t
e
r
s
 
m
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d
e
 t
h
e
i
r
 
o
w
n
 
l
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t
t
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r
s
 
a
n
d
 
l
a
t
e
r

 
f
o
u
n
d
r
i
e
s
 
s
p
e
c
i
a
l
i
z
e
d in casting and selling the typefaces (or fonts, as a particular size of type was known)
.
 
S
o
-
c
a
l
l
e
d
 
t
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i
m
e
n
s
 
w
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r
e
 
m
a
d
e
 i
n
 
w
h
i
c
h
 
s
a
m
p
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e
s
 
o
f
 
t
h
e
 
a
v
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i
l
a
b
l
e
 
f
o
n
t
s
 
a
n
d
 
s
i
z
e
s
 
w
e
r
e
 
o
n
 
d
i
s
p
l
a
y
.
 
H
e
r
e
 
y
o
u
 
s
e
e
 
t
w
o
 
early t
y
p
e
 
s
p
e
c
i
m
e
n
s

.
 
The limited range of the foundry types 
s
t
i
l
l
 
f
i
t
 
o
n
 
a
 
s
i
n
g
l
e
 
s
h
e
e
t
 
o
f
 
p
a
p
e
r
.
 On the left, the famous
 
E
g
e
n
o
l
f
f-Berner specimen
 
f
r
o
m
 
1
5
9
2
 
a
n
d
 on the right, 
t
h
e
 specimen sheet
 
o
f
 
t
h
e
 
L
u
t
h
e
r
a
n
 
Typefoundry of
 
1
7
1
8
.
 
I
n
 
i
t
s
e
l
f
,
 
t
his
 
m
a
n
n
e
r
 
o
f
 
p
r
e
s
e
n
t
a
t
i
o
n
 
o
n
 
a
 
single sheet persisted for
 
a
 
l
o
n
g
 
t
i
m
e
.
 
T
h
e
 
E
g
e
n
o
l
f
f-Berner specimen w
a
s
 
v
e
r
y
 
i
m
p
o
r
t
a
n
t
 to the development of type 
b
e
c
a
u
s
e
 
it featured some of the original
 
G
a
r
a
m
o
n
d
 types – models 
w
e
 
still u
s
e
 
t
o
d
a
y as inspiration for new t
y
p
e
f
a
c
e
 designs
.
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An example of this is Jan Tschichold’s design of Sabon from 1964, shown here as a full alphabet in metal type at a size of 10pt. Because there were so many Garamonds in circulation, Tschichold called this typeface Sabon to credit the former owner of the foundry Egenolff-Berner. Sabon was also important for technical reasons because it synchronized between hand-set type (foundry or cold metal) and the newer machine-set type (Linotype and Monotype, or hot metal). As you can see from the specimen sheet behind, font sizes at that time were not indicated by point sizes but had different names like Cicero, Petit Antiqua, Minion and Nonparel. Each foundry also had its own measurement system, so metal type from one foundry could not be combined with those of another.
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As European printing evolved, more and more printers and type foundries were established, and serious commercial competition began. These type specimen books from the beginning of the twentieth century contain more than 1000 pages each. They were obviously just sales catalogues for printers and this is visible from the condition of the books. They were used for choosing which composing typefaces to set printing jobs in, and although tens of thousands of them were distributed, many were discarded for newer copies or because they just came apart from over-use. The red book on top is the biggest specimen book from American Type Founders (ATF) issued in 1912, and the one underneath is the specimen book from D. Stempel AG, a large German foundry, in 1926. Today, these precious books are sought after by collectors.
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With the growth of the number of type suppliers came a new problem. How do you ensure that the customer can make an easy selection from such a range? Around 1900, the most common organization for a type specimen book was to divide it into book-setting typefaces or Buchschriften, and Akzidenzschriften or trade-jobbing typefaces. On the left, the Buchschriften title page in the specimen book of Schelter & Giesecke from Germany in 1886, while on the right, the Fantasieletter, Titeltrekken, Initialen Enz. (Display, Headlining and Capital Initials) title page in the specimen book of the Type Foundry ‘Amsterdam’, from 1916, is shown. You can see the way the design differs over time. The first specimen shows a more traditionally classic design than the one from 1916, for which the designer Sjoerd Hendrik de Roos had affected a more modern Art Nouveau style. Such catalogues also listed in separate sections rules, symbols, ornaments as well as equipment and furniture for the typesetter and printer. In principle, there were only two categories for fonts; ‘text’ and ‘display’.
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In the course of the twentieth century the number of fonts multiplied and typeface selection became increasingly difficult. Samuel Monod, working under the name Maximilien Vox, as a typographer and art director, first met Charles Peignot, director of the French type foundry Deberny & Peignot in 1924. Peignot then commissioned Vox to create a classification system for the foundry’s own internal use. By 1954, Charles Peignot was chairman of the ATypI, the Association Typographique Internationale, whose interests included the international standardization of typography. With the ATypI’s backing, the Vox classification was adopted as standard by a number of countries including Germany and England, but in a slightly altered form for each country – because font usage varies with different languages and cultures. Thus, the German DIN standard for the Vox classification features a subdivision of five different Blackletter styles, while in the English BS standard of the Vox classification is a similar sub-categorisation of the sans serifs. What we see here is actually the original version of Vox, with ten main categories and the first five (along the top) following a chronological sequence.
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The Vox classification provided an important platform for discussion, given that new designs – and therefore new categories – for typefaces are constantly invented. Because the Vox classification does not have a place for every new design there is a constant push for new classifications. Today’s enormous Font Book from FontShop (nearly twice the size of the early twentieth century specimen books) still has a relatively simple organisation. Here it starts with just sans, then slab serif, serif and then the next category. The book is divided into 8 sections including one section with Non-Latin characters, including Hebrew, Arabic and Greek because these markets are expanding.
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This arrangement is also reflected in the Font Book app for the iPad, although here the Non-Latin sections are omitted from the first screen of classifications due to restrictions of space.
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When you click the sans serif panel to get to the next layer of information, there are more subdivisions than in the printed book version.
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If you subsequently click a category panel like Free Hybrid the result is a bit messy. You can also swipe/scroll to the right and left but it’s a bit strange that all the windows seem to have a different size.
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You can also view each font as dummy text but the screen resolution begins to take its toll. The Font Book app does not and cannot show a real impression of how it will look on paper. The smallest type size to preview is 18pt with an auto leading value. But for a first impression, this app is useful, and very convenient for the price of 5 euros (the printed Font Book is 99 euros and it’s hard to carry it with you).
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In the organisational matrix of Hans Peter Willberg, type categories are based on form and style. According to Willberg, typefaces that are in boxes that border each other should not combined. You can see that the labels below the style headings use a highly subjective description; walker, soldier, robot, dandy and freak. You can imagine that many fonts do not fit easily into this matrix, which brings us to a criticism leveled at both this one and the earlier Vox classification by Catherine Dixon – ‘the category Display simply becomes a dumping ground for types that don’t fit into the other categories’.
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Rookledge’s International Type Finder is another interesting type identification tool and before the digital revolution of the 1980s was a standard reference work. Unfortunately it is only good for typefaces made for metal or photo-typesetting, so now it is outdated because it doesn’t contain newer digital fonts. The book’s method aimed at the need to identify fonts from their ‘earmarks’ – marked with an asterisk * – unique differences of shape or style that educated many designers trying to figure out the name of the exact sample they were trying to match.
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But the search on the internet is now a bit easier. Here you see the website WhatTheFont as part of the MyFonts site. MyFonts is the online retail operation of Bitstream Inc., one of the world’s first digital type foundries. You can upload a scan of printed artwork and get a suggestion for identifying the fonts in the artwork or typesetting. A similar service is offered at typophile. It’s a nice service, but often abused by poor scans and people who don’t say thankyou. You can also make a habit to always specify the typefaces you use in the colophon of a book or on the credit line of other work, which was always an established habit with other, older designers. And that is very useful.

15

In annuals like the The Best Dutch Book Designs (left) but also in those of the Type Directors Club New York ((TDC) right) the fonts are listed in the award-winning designs. Using this type of book, you can see which fonts are currently popular and which ones you like. Try using the websites mentioned previously to identify the font if it is not listed in books or other printed matter, and stick a post-it note on the printed sample for future reference. Eventually you will recognize many fonts.
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On this double page spread from an annual of the Type Directors Club (TDC), the fonts are simply listed at the bottom of the page. On the left, a typewriter typeface called Triumph Tippa, designed by Mieps, who I had never heard of. It is a freefont and downloadable from websites like dafont and fontsy. On the right, the name Robinson’s is hand drawn, but a secondary typeface in this job is Laurenz Brunner’s Mono Akkurat, published by lineto, a Swiss digital design bureau and foundry in 2005, seen a lot lately due to the success of Akkurat (2004).
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In the annuals of the Type Directors Club (TDC) you will also find the latest winning type designs of that year. Here you can see from the 2010 annual the winner was Tundra by Ludwig Übele.
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can be a complicated business
.
 
I
f
 
y
o
u
 
t
h
i
n
k
 
y
o
u
 
can r
e
c
o
g
n
i
z
e
 
a
 
typeface from just a few characters, be careful 
b
e
c
a
u
s
e
 
t
h
e
r
e
 
a
r
e
 
p
l
e
n
t
y
 
of imitations and close copies.
 
The top line shows
 
t
h
e
 
e
x
a
m
p
l
e
 
of 
A
d
r
i
a
n
 
F
r
u
t
i
g
e
r
’s self-named typeface 
published by 
L
i
n
o
t
y
p
e
 
i
n
 
1
9
7
5
.
 
U
n
d
e
r
n
e
a
t
h
 it is
 
M
y
r
i
a
d
, 
designed by
 
R
o
b
e
r
t
 S
l
i
m
b
a
c
h 
a
n
d
 
C
a
r
o
l
 
T
w
o
m
b
l
y and published by their employer, A
d
o
b
e
 Inc., 
i
n
 
1
9
9
2
.
 T
h
e
r
e
 
i
s
 
also t
h
e M
i
c
r
o
s
o
f
t typeface
 
S
e
g
o
e (not shown here),
 published i
n
 
2
0
0
4
, 
f
o
r
 
w
h
i
c
h
 
no European 
l
i
c
e
n
s
e
 
h
a
s
 
b
e
e
n
 
granted
 
b
e
c
a
u
s
e
 so 
m
u
c
h
 
o
f
 
F
r
u
t
i
g
e
r
’s intellectual property in the font design was infringed
.
 
The wikipedia page on this states that “Under United States copyright law, the abstract letter shapes of functional text fonts cannot be copyrighted; only the computer programming code in a font is given copyright protection. This makes the production and distribution of clone fonts possible.” Throughout printing history, the foundries have always pirated best-selling designs, o
f
t
e
n 
t
o
 
compete with sales 
or make local
 
v
a
r
i
a
t
i
o
n
s

.
 
B
u
t
 
o
f
t
e
n
 c
o
p
ies are
 
m
a
d
e 
and distributed because 
t
h
e
 
original l
i
c
e
n
s
i
n
g
 
f
e
e
s
 
a
r
e
 claimed to be 
t
o
o
 
expensive
.
 
This was certainly the case with the original Bitstream digital type library, which reproduced many standard typeface designs from other suppliers and simply renamed them. 

A
r
i
a
l
, below, was made as a copy o
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e
t
i
c
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b
y
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l
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c
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s
.
 
W
h
e
r
eas
 
t
h
e
 
M
y
r
i
a
d
 
design size is a
 
l
o
t
 
s
m
a
l
l
e
r
 
t
h
a
n
 
t
h
at of 
 
F
r
u
t
i
g
e
r (shown 
o
n
 
t
h
e
 
t
h
i
r
d
 
l
i
n
e
 
f
r
o
m
 
t
o
p)
,
 
t
h
e
 
s
a
m
e poi
n
t
 
s
i
z
e i
n H
e
l
v
e
t
i
c
a
 can be replace
d by A
r
i
a
l – crucially without producing new line breaks – because the two fonts have identical widths
.
 
O
f
 
c
o
u
r
s
e
 
t
h
e
r
e
 
a
r
e
 
s
o
m
e
 minute 
d
i
f
f
e
r
e
n
c
e
s
 
i
f
 
y
o
u
 
l
o
o
k
 
c
l
o
s
e
l
y
; 
t
h
e
 uppercase R, K, Q and the 
terminal endings are
 
d
i
f
f
e
r
e
n
t
 
between
 
A
r
i
a
l
 
a
n
d
 Helvetica
.
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To make your typeface choice varied as a designer you should look closely at what is happening around you. You can see a font like Akkurat picked up awards and was subsequently very popular with a number of designers. Here for example, in the Swiss book Beauty and the Book, Akkurat was used for the text. The book, with pages folded at 45° was designed by Julia Born, who has a studio in Amsterdam.
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Another book using Akkurat for both display and text settings, is the biography of the German-born Dutch designer, Gerd Arntz, of which you see the cover here.
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Here is a double page spread from the inside. Gerd Arntz specialised in the symbols and icons that made the visual language system Isotype. This is a beautiful book that tells a poignant life story. Similar to the use of Akkurat in the two books shown is the tendency to use the bold weight for the body text.
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Also used by the book designer Joost Grootens, Akkurat is used here in the award-winning Metropolitan World Atlas. Here you see the font use in both size and weight is a bit more subtle because the high legibility of Akkurat allows for very small sizes. The main text, key symbols, map relief and linework are printed in black, with spot colours in fluorescent orange and a very subtle putty colour. The three preceding examples show that even in the case of a simple typeface choice there are notable trends. As a designer, you should of course be aware of these.
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But beyond the trends you’ve just seen here, it is of course difficult to make a choice from such a wide selection. You could always invent a new selection system of your own, but in the book Letter Fountain the existing Vox classification has been updated to match today’s circumstances better. When the Vox classification was originated, sans serif fonts were not as common for continuous reading texts as now. Display fonts (or novelty fonts as they are sometimes called), were not as numerous as now. Newer parts of the classification, Vox +1, +2, +3, +4, are shown in yellow. The first column in white is actually the old Vox classification with the addition of four sub-categories for sans serif types. Even this relatively minor adjustment proves to be controversial. In the following pages you can see applications of each kind of type from the Vox + 1 categories as examples.
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Vox + 1 first category is the Humanists (also called Venetians). Typical of this category is the inclination of the transverse line at the lowercase e. The axis of the thick-thin difference (the stress) tends to the left and the head serifs have a roof shape as with the lowercase n. The foot serifs are cupped at the bottom also shown in the lowercase n. These are the first Humanist typefaces, exemplified by the sophisticated types of the printer Nicolas Jenson around 1470 in Venice, Italy. This example is a revival – Jenson Classico by Franko Luin in 1993.
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Here you see a Humanist type on the cover of a book by Hendrik Vervliet about typefaces in the Netherlands in the sixteenth century. I’d still rather have a real Dutch typeface chosen from that period, but the designer probably wanted to give a classical look to the book cover.
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This is a more modern variant that finds its inspiration in the typeface designs of Jenson, ITC Legacy from the mid-1980s by Ronald Arnholm. He based his italic styles on the work of Claude Garamond in sixteenth century France, because in 1470 the italic did not yet exist as a partner of the regular or roman font. Here you see one of the first combinations of a serif typeface with a matching sans serif designed in the same style, the Legacy Sans (1993). Today we see such serif/sans pairings quite often, but at that time it was quite rare. Generally speaking, new fonts in this category today are rare because of the very classic look. Maybe young type designers should try to re-discover this classic era?
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Vox + 1 second category is the Garaldes. This is a category still widely used, exemplified by Bembo, a typeface popularly used in novels and other books. Garamond, which belongs to this category, is still so widely used and has made so many derivatives it could be said to be a genre in its own right. The Garalde name is a contraction of the names Garamond and Aldus (Manutius), the printer whose punchcutter Francesco Griffo designed Bembo. As with the Humanist types, the tendency of the thick-thin stress is slightly to the left. The stroke contrast is somewhat greater than for the Humanist. The transverse line at the lowercase e is horizontal and the head serifs have a roof shape, like the Humanist types. Foot serifs are not cupped, but nearly straight. They originated from about 1500.
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Swip Stolk is best known as the designer of the Groningen Museum which was designed under the guidance of architect and designer Michele De Lucchi. Michele De Lucchi was a member of the Memphis School in the 1980s and also Swip Stolk’s design is strongly related to the Memphis style. In his biography Garamond is used as the text typeface. The loose bookmark (right) of transparent metallic paper is lasercut, partly to half of the paper thickness where it shows as a white line, and elsewhere completely cut through with the laser.
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This is The Body, a book reprinted several times with the work of famous photographers of the human body. The text is set in Monotype Bembo, one of the time-honoured standards of the publishing world. Naturally there are designers who have revolted against this status quo, and used other, less predictable text types.
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This ‘cool’ design shows a 2008 guidebook for the city of Barcelona which was published by Le Cool Publishing. They call it a ‘weird and wonderful guide to Barcelona’. The Garalde seriffed type at the bottom left is the font Bitstream Galliard by Matthew Carter (1981). At the upper left is the sans serif Akzidenz Grotesk from 1898, the grand-daddy of all twentieth century sans serif typefaces, more than 100 years old. So think carefully how you want to use a typeface; is it possible to do exciting new typography with old-fashioned typefaces?
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The third category of the Vox + 1 classification are the Reales, which the English call Transitional. They are the transition between the earlier Garaldes and the later Didone typefaces, and are therefore in style between the Renaissance and Classicism. Some would say that this means they are a Baroque style – but you have to travel through the rest of Europe (not England) to see what this means. The axis of thick and thin (the stress) stands almost vertically, or in some cases with a slight tendency to the left. While the Humanist typefaces mainly had an Italian origin, and the Garaldes a French origin, the Reales were produced across all of Europe.
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Johann Michael Fleischmann’s self-titled design is a Reale (Transitional type) from 1734, revived in digital form by Erhard Kaiser in 1992 for the Dutch Type Library at www.dutchtypelibrary.nl. Seen here in Das Vierte Buch (The Fourth Book), designed by students from the Design School Wiesbaden, in Germany.
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Times New Roman is one of the frequently-used typefaces in the work of David Carson. For the body text in this book, he uses Times set quite small with paragraph run-ins set in a contrasting sans serif all in small capitals, while the captions he mixes up with a dozen other fonts. As you see here, the design cuts the opening page text block in half – so that the reader must reposition the dust jacket until the words line up and one can start reading. The design of Times New Roman (1931) was based on a typeface designed by the French designer Robert Granjon for the printer Plantin in Antwerp.
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In the book Book Art Object Caslon is used for the text and captions. In the book you will find beautifully-produced books from small publishers. Caslon, although made in England in 1724, was also based on earlier Dutch types and is called ‘old style roman’ by the English typesetting trade.
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The Didones form the fourth category of the Vox + 1 classification. The name is a contraction of the name of the influential Didot family of French printers and typefounders and those of the great Italian printer Bodoni. Features include the substantial contrast between thick-thin strokes and strict vertical structure. Serifs are very thin (hairline), rectangular and often join to the stems at sharp angles. These fonts are still quite popular and are widely used in the fashion and publishing industries. They originated around 1800.
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Here you see two books using the Didot typeface from very different times. On the left, La Lettre et l’Image is an edition of the famous French designer Massin published in 1970, and on the right, Painting Today was recently designed by the designer Sonya Dyakova who works at Phaidon. On the cover of the Massin book you can see a characteristic problem with these fonts. The hairlines threaten to disappear and certainly when used in white on a coloured or black background some skill is needed to print these properly. So if a Didone must be used, it is advisable to choose fonts adapted for the current printing methods. In the metal type period they had still the advantage of ink spread, meaning that the thin parts of the typeface pressed into the paper, creating a sort of expansion which preserved the very fine features of the type. With current offset and digital printing this is no longer the case, and the sharpness and contrast of printed letterforms, particularly those designed in earlier times, is often compromised. Seen on the right-hand book, the use of a modern Didot, H&FJ Didot (1991) allows the hairlines to remain clearly visible.

37

The title page from Painting Today. You can hardly find a better use of this font.
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The story The Spring Island by Slauerhoff, set in Bodoni (the original is from 1790) and Chinese characters. On the right you see in the Chinese text, written names revert to western typesetting because they have no corresponding Chinese characters for the translation.
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It looks like a novel or textbook, but it is actually a beautiful photobook too with travel photography from China by Marco van Duyvendijk, interspersed with Slauerhoff’s text for The Spring Island.
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Bodoni, used with some grandeur here in the magazine supplement of the Dutch newspaper NRC. The fashion designer Hussein Chalayan, with several exhibitions in the Netherlands, including one in the Groningen Museum, was the guest editor of this issue. His clothing consists of beautiful museum pieces often including built-in lighting.
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Here’s another fantastic layout in the same magazine, in which the characters assume an almost greater role than the picture of Kate Bush. Above you see in the line with a smaller point size, again there is the tendency of the hairline serifs to disappear when reversed out of printed colour.
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The fifth category in the Vox + 1 classification is the Mechanes/Slab Serifs. Some Slab Serifs are also named Egyptians, after the popularity of the Napoleonic campaign in Egypt in the early nineteenth century, when these typefaces were created. You see that until this point the Vox classification follows a historical sequence because all the categories are based on distinctions of period as well as form. The Slab Serifs are constructed typefaces with heavy serifs. Some theories suggest the emergence of the Sans Serifs was an evolution of the Slab Serifs in which the serifs were removed, and the structure of the letterforms of early Sans Serifs supports this. The Slab Serifs usually match the same weight in the serif as the stroke width of the typeface and the stress of the stroke is usually vertical. Many different forms can be found within this group and therefore this Vox classification has subcategories.
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The 2004 catalogue of the biennial exhibition of the Whitney Museum in America, showing a wonderful example of Clarendon (the original dates from 1845). Note also the dot of the second lowercase letter i in the word ‘biennial’.

44

Here is the foreword of the same catalogue and one can see here how beautiful this typeface is, especially when used at larger point sizes.

45

Clarendon is very legible at regular text sizes; it is not an economic typeface to use, however, because it sets quite wide.

46

Here again the 2008 guidebook for the city of Barcelona published by Le Cool Publishing using the distinctive Giza typeface, a more angular Egyptian first made by Vincent Figgins in 1845 and revived by David Berlow at Font Bureau in the U.S.A. in 1994, used on the left page.
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48

The sixth category in the Vox +1 classification is the Humanist Sans Serifs. But here we leave the historical sequence because Sans Serifs actually came later in terms of a chronological development. Because they hark back to the forms of the Humanist style, they are placed first in this section of the lecture. Here, the shape and style is more important than the time when the fonts are created. Especially with the hallmark character of the two-storey lower case g, the relationship with the earlier Humanist typefaces is very clear. Shown here is Gill Sans, designed by Eric Gill in 1928. Clearly showing the influence of an earlier sans serif by Edward Johnston, who designed the lettering for the London Underground in 1916. Humanist sans serifs have been mass-produced in recent years – the most successful undoubtedly TheSans by Dutch type designer Lucas de Groot (1994), and FF Meta by German designer Erik Spiekermann (1991) – ‘the Helvetica of the ‘90s’.

49

One of the first really modern Humanist Sans Serifs was created by Adrian Frutiger in 1976, originally designed for signage at Roissy in Paris, now called Charles de Gaulle airport. As we have already seen this Frutiger inspired too many close copies with Adobe Myriad and Microsoft Segoe. I hope that this really is Frutiger…

50

Of course we have not forgotten that our book Letter Fountain used FF Profile for the main body text. With its two storey g it is just as modern, but possibly more humanist than Frutiger in the previous example. The examples of lowercase m at bottom right show the multiple master version of Adobe Myriad MM in a large range of weights.
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Phase Regular, designed by Nik Thoenen is a rather angular Humanist Sans Serif shown here on this cover published by Gestalten, used in capitals only. When considered as a cross-disciplinary design subject, the book forms a visible intersection between printing and the three-dimensional object.

52

The book Influences provides a lexicon of design influences and inspirations that graphic designers use and reference. The book is set in Adobe Myriad Pro, designed  by Robert Slimbach and Carol Twombly. Right, Mr. T. from the television series The A Team as a potential source of inspiration.

53

Officina Sans (1990) by Erik Spiekermann, screenprinted onto a wooden slipcase in a book design by Atelier Roger Pfund. In the book content, hundred designers display their designs incorporating a capital T.

54

FF Nexus Sans by Dutch designer Martin Majoor is a very classical Humanist Sans Serif with long ascenders and descenders. The letterforms seem to derive directly from the Humanist styles of around 1470. Used here in the U.S. magazine Twice just after Nexus was released in 2004.

55

The caption shows a creative version of a Humanist Sans Serif, but the typeface and designer are unknown (possibly a design by Miles Newlyn). The striking picture on the left is of Mick Jagger. The book is Cyclops; Albert Watson designed by the studio of David Carson.

56

The seventh category in the Vox +1 classification is that of the Classical Sans Serifs. The most famous is Helvetica of course. Typically, the stroke contrast (thick-thin difference) is minimal or completely monotone, so maybe less than the Humanist Sans Serifs. The axis of the curves is vertical and the lower case g has a single-storey construction. The basis for all the fonts in this category is the 1898 Akzidenz Grotesk – the first truly useable sans serif font for continuous text on the market, which is why in English this category is referred to as Grotesques.

57

The book Helvetica, Homage to a Typeface by Lars Müller Publishing shows diverse applications of Helvetica in a very broad range. For example, there are countless numbers of logos created with Helvetica. But also books, headlines, posters, signage and wayfinding etc. of which Müller shows a number of interesting examples.
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. The Berthold type foundry had a distinguished type director, Günter Gerhard Lange, who oversaw the programme to update Akzidenz Grotesk (AG) to new technologies during the ’70s and ’80s, and in doing so revised and extended many aspects of this typeface.
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In the beautiful Headscarf Book is a photographic collection of 1001 headscarves. The typeface on the left is Gothic 725, which is a copy of Akzidenz Grotesk (AG), designed by Günter Gerhard Lange in 1990 and distributed by Bitstream. 
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A beautifully-designed book-set by Dutch designer Irma Boom, using Linotype Neue Helvetica 25 Ultra Light. The set consists of 5 booklets stuck together with concealed magnets. If you stack them together in the correct sequence then the type on the spine reads correctly too.
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The eighth category in the Vox +1 classification is the Benton-style Sans Serif. These are named after the chief designer of American Type Founders (ATF), Morris Fuller Benton, who, after the success of Akzidenz Grotesk in Europe, designed the American typefaces Franklin Gothic in 1903 and News Gothic in 1908. Although they have many similarities with the Classical Sans Serifs, they often have greater economy (are quite narrow in appearance) with a bit more stroke difference, a rather large x-height, and the capitals often more angular than their European counterparts.
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The book Tibor Kalman: Perverse Optimist is a tribute to this prematurely deceased American designer, who was mentor to Stefan Sagmeister. In an American style, Franklin Gothic Condensed Bold is used here in a double page spread from the magazine Colors that Kalman designed for years, together with photographer/art director Oliviero Toscani.
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Irma Boom designed a centenary book for the Italian automotive company Ferrari cataloguing all the engines built by them until 2002. The typeface is Font Bureau Interstate (1999), designed by Tobias Frere-Jones and based on the signage alphabets of the United States’ Federal Highway Administration.

64

Acclaimed Danish restaurant Noma make a wonderful book to present themselves. This is the second edition, but there will be more to follow because there is good use of various types and beautiful photography. The bold headings in capitals are set in a Benton-style Sans Serif. But what is it exactly?

65

The ninth category from the Vox +1 classification is the Geometric Sans Serifs. These are sometimes referred to as ‘ball and stick’ typefaces as they seem to be drawn with a compass and ruler – the exemplar of this style is Paul Renner’s 1927 design Futura, from the height of the Bauhaus period. The stroke appears to be monotone (i.e. the line widths all seem equally thick), but is in fact very carefully optically corrected. The axis of the curves is vertical.

66

The booklet Eternally Yours was designed by Thomas Widdershoven and Nikki Gonnissen. The designers can be seen on the cover. The booklet is also distinguished by the gilt blocking and text printing on the fore-edge which is only visible from an angle, like this. The font is Linotype Avenir (1988), designed as a re-working of Futura by Adrian Frutiger (Avenir means ‘future’ in French). The Thonik agency from Thomas and Nikki in Amsterdam posited a founding dogma that they would only use Avenir in their work – a kind of enforced house style, very much like Experimental Jet Set only ever using Helvetica. Thonik recently declared that they have abandoned this principle.
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although it is set larger than a normal text size, with open letterspacing and a negative value for the interline spacing (leading) – which you can see because some of the descenders and ascenders clash from line to line. Übele is happily breaking some of the basic rules for setting continuous text here
. Note also that he left away the capital letter at the beginning of each noun, one of the characteristics of the German written language.
68

Futura is not often used as a text typeface, because it can look quite rigid and unfriendly, but here it is well-set in a book about furniture designer Joe Colombo, by the Vitra Design Museum. Here, Colombo’s work is compared with that of the Italian designer Ettore Sottsass, co-founder of the previously-mentioned Memphis school, at left.
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Now we come to a number of categories that were not much used for reading texts in previous periods and are now mostly seen as Display Types. The tenth category from the Vox + 1 classification is Incised or Carved Forms. As the name says, their form derives from types cut into metal or carved in stone. The font shown here is Bitstream Amerigo (1986) from the Dutch designer Gerard Unger that is one of the few fonts in this category that is suitable for reading texts. The characteristic fine tapers to the terminal endings of the strokes are indicated with yellow marks.
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Another example of an Incised form is shown here set in capitals on a DVD box of the series The Private Life of a Masterpiece by the BBC. This is Adobe Trajan (1989) designed by Carol Twombly, and inspired by the letters carved on the pedestal of the Trajan Column in Rome. Note the midpoint punctuation in the list of names, which takes a triangular form in this design. Why do you think this is?
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In this book about the type designer José Mendoza y Almeida, is his first major typeface for the Type Foundry ‘Amsterdam’– Pascal from 1961. Like the better-known and slightly earlier Linotype Optima by Hermann Zapf, this design shows a flaring of the stroke toward the terminals.
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The eleventh category from the Vox + 1 classification is called Script and refers to all typeface designs based on handwriting. In German they are called Schreibschriften and that’s what they are. We can distinguish between flowing (i.e. joined-up) and non-flowing scripts, also between formal and informal styles to make subcategories. For continuous reading texts of any great length they are not really suitable. Here is Linotype Zapf Chancery (1985-1990) by the prolific German type designer Hermann Zapf. He designed Aldus, Melior, Optima, Palatino, Zapf Dingbats, and many others. This typeface clearly shows the influence of broad pen calligraphy.
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Many formal script typefaces are inspired by the writing skills of George Bickham and engraved in copper (from which we get ‘English hand’ and ‘copperplate’ as stylistic names) for his book The Universal Penman, first published in 1741. The facsimile edition shown here is from 1941.
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A modern script is P22 Cézanne designed by Richard Kegler in 1996 for an exhibition of works by Paul Cézanne at the Philadelphia Museum of Art, and based on the handwriting of the artist. The publication shown here was designed by Polka Design, to look like the manuscript of the composer Wolfgang Mozart, and received a Red Dot design award. The ‘handwriting’ was not actually done by the designers of the book, but it was funny that many readers thought that this was the authentic handwriting of Mozart. It is not really readable. The beauty of this font is that there are many different versions of the different characters, so in continuous text it has the variable appearance of genuine handwriting. In the OpenType Pro version different ligatures are also automatically inserted to extend this effect.
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In the 1960 annual Caractère Noel of the French printing industry, this double page spread showcases the character set of Mistral, designed by Roger Excoffon, type designer of the Fonderie Olive at Marseilles, and based on his own handwriting. On the right hand page, a study by Excoffon in the style of one of his famous posters for Air France, consisting of an abstracted figure suggesting an aeroplane travelling at speed. Excoffon was also creative director for Air France and designed their memorable logo.
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The twelfth category from the Vox + 1 classification is called Manuals. Basically, the German translation of this category, Handschriftliche Antiqua, translates as hand-formed typefaces. These are typeface designs simulating manual renderings and are sometimes taken as a subcategory of ‘Graphic’. Often they are display typefaces only, available in a single weight and really only suitable for advertising and headlines. Here is Roger Excoffon’s Choc from 1954, seen throughout France on shop windows, awnings and posters.
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A commonly-used font in this category is Comic Sans, designed for Microsoft by Vincent Connare in 1994. Among designers and typographers it is also the most maligned font; there are even anti-Comic Sans websites. Essentially the design of Comic Sans says ‘casual’, ‘friendly’ and ‘naïve’ so it can be appropriate for younger age groups, like primary schoolchildren. Actually the fuss about Comic Sans is now over and the Vincent Connare design Trebuchet (1996) rates as a much worse design in the league table of rubbish typefaces. But sometimes, graphic designers take advantage of it like here in this issue of Rosebud from Nuremberg. 
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Designer Gijs Huijgen from Eindhoven, in the booklet Böhnhase uses messy felt-tip handwriting to support the style of the illustrations. Frequently referred to as ‘hand-rendered typography’ this of course is not real typography (which, strictly speaking, requires the typesetting of published fonts), and this example should not really belong here because it really written by hand. There is no typeset text in this fun book with little gems like Dutch designer Anthon Beeke illustrated at left. Knowing that the title Böhnhase means ‘Moonlighter’ in English has triggered many readers to use the mentioned telephone number! Earlier distinctions between what is type and what is not are getting very blurred in this digital age...
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The thirteenth and last category of the Vox +1 classification, Blackletter, often called Gothic typefaces. This category is not used very much anymore except for calligraphy, graphics for the goth/metal music scene and very often for tattoo designs. It is very interesting to think about why Blackletter styles have been adopted by so many youth cultures across a broad spectrum. In Germany and England, which, like other northern European countries, originally had a Saxon orthography, it is unwise to omit them from any type classification. Blackletter types subcategorise into four distinct styles, which follow a historical sequence of development – Rotunda, Textura, Bastarda and Fraktur. This is the beautiful Linotype Luthersche Fraktur, a revival of a delicate, historic fraktur type by the staff of the Linotype Design Office.
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The Frankfurter Allgemeine has a Blackletter typeface as a masthead, just like the New York Times.
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Monty Python’s 1971 Big Red Book used eclectic period styles for the pages, including a decorative shadowed Blackletter, probably sourced from a Victorian specimen book like the ones seen at the start of the lecture. Below right is an example of the graceful copperplate style Excelsior script (1906) also called Künstlerschreibschrift.
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A very new Blackletter design is Fakir (2006) from a collective of three designers, Bas Jacobs, Akiem Helmling and Sami Kortemäki, together known as Underware. For each new font they bring out a beautiful book as a specimen and marketing tool. The text on the cover is lasercut. The dark smudge is not a drop shadow, but the burnt ashes of the lasercutting smeared on the cover.
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The Book of War, Mortification and Love is printed with the blood of the author Ruud Linssen to indicate how he suffered for his story. And the Fakir font is surprisingly easy to read compared to many other Blackletter designs.

The end of the lecture; I don’t expect everyone to now know exactly what they need to consider when selecting a typeface, but I do hope that you take away some greater understanding about the types of fonts out there. My final message is: collect and keep collecting. As you see here, almost every typeface publisher and online foundry allows free specimen setting, whether online or not, and often offers generous student discounts. Make sure you stay on top!

Text: Joep Pohlen, 2012

Translation in English: Ben Archer

