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Graphic communication grew from the foundations of Cro-
Magnon culture in Europe. Although it’s been thousands 
of years, our writing, in fact, still uses varieties of some of 
the first written symbols invented. From the years 3150 
BCE to 1450 AD, written symbols were created, practiced 
and revolutionized, laying the groundwork for our 
currently literacy-driven world.
 
Letter forms have evolved and writing systems have 
developed due to our need to represent things and ideas, 
to record data and preserve the past, and to express our 
thoughts. As Allen Haley wrote in the book Alphabet: 
The History, Evolution, and Design of the Letters We 
Use Today, “Writing is words made visible. In the 
broadest sense, it is everything – pictured, drawn or 
arranged – that can be turned into a spoken account. 

The fundamental purpose of writing is to convey ideas. 
Our ancestors, however, were designers long before 
they were writers, and in their pictures, drawings 
and arrangements, design played a prominent role in 
communication from the very beginning.
 
In this exploration of the early written alphabet,
we will study almost 5000 years of written design 
history. Spanning from the earliest, pictorial, “written” 
records, to the revolutionary invention of type, this 
investigation features the foundation and early 
beginnings of written language.
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Right: The Caves of Lascaux in France 

Below: When the caves were 
discovered at the end of World War II, 
they became a huge tourist destination. 

In 1968, the caves were closed to the 
public, due to the realization that the 
artificial lights used were fading the 

cave paintings. In additon, algae and 
mold were growing due to visitors. 

To fight the further growth of mold, 
presently, only one person is allowed in 
the cave once a week for 20 minutes to 

check on the climate conditions. 



From 15,000–10,000 BCE, Cro-Magnon painters rendered deer, 
bison and other game on cave walls in Lascaux, France, which were 
discovered by Marcel Ravidat in 1940. The cave features almost 
2000 images of animals and symbols and one human figure.
 
The Lascaux cave paintings have sustained thousands of years, and 
many images are surprisingly still recognizable. What is even more 
impressive than the longevity of the images, however, is the craft 
that went into creating them. Ancient artists considered composition, 
color, pattern, scale, line weight and overall care in image quality 
in creating the paintings. Also, there was deliberate thought put 
into mixing unique pigments and preparing materials in advance. 
This suggests that there was time between conceiving the idea and 
producing the product, allowing for reflection and planning, which 
may be the earliest example of design conception and design related 
critical thinking. As stated in Graphic Design History: 

“Although it would be a stretch to call the world of prehistoric cave 
painters a design community, rules governing what was formally 
possible and acceptable were followed by the artists. The artists 
did not simply invent visual solutions at random in response to 
circumstances or impulses. They produced highly organized 
works of art, designed according to formal and cultural conventions. 
This social basis for form arguably marks the beginning of 
graphic communication.”
 
Pictographs are pictorial symbols that create a message, and they 
formed the groundwork of early written language in Egyptian, 
Sumerian and Chinese cultures. Pictographs represented true 
objects in the physical world through sequential images on walls, 
stone tablets or early forms of paper. Through pictographs,    
early civilizations could keep records and share stories with 
future generations; although, the true reasoning behind 
making pictographs is not known. Pictographs could simply be 
representations of what was seen at the time with no real reason 
behind them. 

CAVE 
PAINTINGS
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Cuneiform was used in ancient Sumerian culture, and it 
is among the many languages that have never been fully 
decoded. Pictorial symbols, or pictographs, shifted into 
schematic signs, which stabilized the writing. Cuneiform 
was both efficient as graphics, and an entirely developed 
code for language because it condensed thousands of 
pictographs from previous times into 560 cuneiform.
 
The word cuneiform means “wedge-shaped,” alluding to 
the formation of letters. Small strokes were carved in clay 
tablets to keep record of food or elementary level decimals. 
Scribes used sharpened reed styluses to create fine and 
curved lines in wet clay. Using columns and working from 
the top right corner, scribes scratched the surface, writing 
lines. The marks created a code for language, aligning 

with the code for speech used verbally. After carving, 
tablets were placed in the sun or a kiln to harden and dry, 
making them strong enough to last until the present day.
 
Cuneiform script spread to numerous other cultures and 
was mainly used for diplomatic or governmental purposes 
in the third and second millennia BCE. In about 1400 
BCE, the diplomatic use of cuneiform was at its most 
popular. At that time, it could be found in what is now 
Iraq, Syria, Egypt, Palestine and Turkey. This created a 
pattern that would be followed many more times in the 
history of writing: that a writing system would develop 
for one language by the shape of another. Cuneiform was 
graphically efficient, but beyond that cuneiform was a 
completely developed, adjustable code for language. 

CUNEIFORM



Cuneiform helped develop the idea of writing, which 
was just as influential as the actual writing itself. This 
time was monumental, as it was found that developed 
writing had the ability to represent language. Both the 
idea and the actual writing spread to other areas in the 
ancient Near East, and various hybrids of cuneiform 
developed in the second millennium BCE, changing 
pictographs to sign systems. This is believed to have 
led to Egyptian hieroglyphics, although an exact time 
period for the beginning of Egyptian writing is not 
known, and Egyptian and Sumerian writing may have 
developed at the same time.

Left: Cuneiform means “wedged-shaped.” 
These examples of cuneiform carved into 
walls and tablets emphasize where tools 
were wedged into the material, creating 
legible symbols.

Above: Cuneiform advanced steadily 
through different cultures over time. 
At the peak of its use, it was a fully 
developed, adjustable, written code 
for language.
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EGYPTIAN WRITING
It is not completely certain which writing style came first: 
Sumerian or Egyptian, but both styles influenced and led to our 
modern writing styles. While Sumerian image-based writing 
style grew into cuneiform, the Egyptians kept their picture-style 
writing as hieroglyphics. The Egyptians began using this writing 
style around 3400 BCE and continued to use it until about 
400 AD. Hieroglyphics are stylized pictures or pictographs that 
depicted objects or people. Combined, they named ideas, sounds 
and categories. These combinations were called ideographs.
 
Choice of writing direction increased the flexibility and efficiency 
of hieroglyphic design substantially. The author started from the 
direction where the living creatures were facing. From there, the 
lines of “text” could be written in different directions: left to right 
horizontally, right to left horizontally, right to left in vertical 
columns and left to right in vertical columns. This allowed for a 
huge increase in design possibilities. Hieroglyphics are semantic, 
which means they relate to language and logic, and phonetic, 
which means the symbols and sounds connect.
 
The ancient Egyptians were remarkable designers and were 
understanding of ornamental and textural qualities of 
hieroglyphics. The Type History Presentation states that, 
“Egyptians used surrounding objects as tools. For paper, they 
used papyrus reed, a water/marsh plant that was dried and joined 
into rolls. They would also use pottery, boards, and leather 
if papyrus was scarce. For paint, they would use pigment from 

plants that they ground up and mixed with water. For brushes, 
reeds with split ends were relied on because they created fine lines.” 
Hieroglyphics were carved into rock as either raised image or as 
relief, and sometimes color was added. Some were simple outlines, 
while others were highly decorative.
 
Egyptian hieroglyphics were mostly used for formal engravings on 
tomb and temple walls. However, scribes did use hieroglyphics in a 
more handwritten way or in hieratic style for everyday use. Scribes 
using hieroglyphics accounted for all taxes, orders, accounting 
records and products. They had a high level of responsibility in 
keeping society running efficiently and creating historical records.
 
Ancient Egypt influenced much of Western civilization as we know 
it today. Greeks were heavily influenced by Egyptians, and from the 
Greeks, we took the zodiac, judicial systems, and use of animals 
to represent concepts and people. Much of what we practice today 
started with the Egyptians and the power of early writing.
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Above: Cursive hieroglyphics on a 
portion of the Papyrus of Ani.

Below: The Rosetta Stone contains 
writing in two languages (Egyptian 

and Greek), using three scripts 
(hieroglyphic, demotic and Greek). 

When created around 196 BCE, the 
three scripts were regularly used in 

Egypt for different purposes. Hiero-
glyphic script was used for religious 

or other important documents. 
Demotic was the common script for

other records. And, Greek was the 
language that most rulers of Egypt 

spoke at that time.

Right: Hieroglyphics were created by 
either carving away surface, painting 

outlines, or painting full images in 
color on walls, tablets and tombs.



Above: The Oracle Bone inscriptions 
are the earliest form of Chinese

characters found to date. The bones 
were discovered in the nineteenth 
century and were believed to have 

superstitious powers, like 
“dragon bones.”

Below: Ancient Chinese calligraphy 
style is still practiced today 

by modern calligraphers.   
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Writing in China developed after 1500 BCE, and it was possibly 
influenced by other Asian or European cultures, although it appears 
to have come about independently. Chinese characters transformed 
from pictorial roots to schematic signs quite quickly. It was once 
thought to be ideographic, representing ideas visually. Chinese 
characters repeatedly represented words, sounds or combinations of 
both, making a more practical writing system that used a sign for 
every word. However, it is now believed that the written language 
uses a logographic system (symbols that indicate complete words 
or phrases) and Chinese symbols which are known as characters. 
Each character corresponds to one intentional unit of language, not 
simply a unit of thought. Chinese characters and script adapted into 
Japanese, Korean and other languages, which proves its versatility 
and ingenuity.
 
Chinese writers used a wooden stylus to write with lacquer on wood 
and a brush and ink to write on bones or other surfaces. Sometimes, 
tools were used to remove material, rather than add to surface 
material to create writing as well. Modern Chinese calligraphers 
continue to use customary brushes and ink to practice and restore 
the tradition of Chinese writing and calligraphy.
 
During the Han dynasty in the first century, the Chinese created an 
early version of what we now know as paper. They took inspiration 
from the wasp, which makes its nest from chewing vegetable fibers 
and pressing them together. The Chinese people used anything they 
had available in lieu of vegetable fibers to create this paper, including 
old fisherman nets and worn out rope, which they soaked in water 
and pressed to the desired thickness. 

CHINESE
CONTRIBUTION



Above: Papyrus laid on a light table shows the weaving pattern used to piece the material together. 
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WRITING 
SUPPORTS

Papyrus was the most commonly used writing 
support in the ancient world. It was first used in 
Egypt, but then spread to Greece and Rome. Its 
use was then spread throughout their empires and 
was finally then introduced to northern Europe. 

The process of making papyrus was described by 
Timothy Graham and Raymond Clemens in their 
book, Introduction to the Medieval Manuscript.

It was made by taking the triangular stalk of the 
plant, removing the outer bark, and cutting or 
peeling the underlying substrate or pith away from 
the lower stem of the plant. The pith was then cut 
into manageable lengths and sliced into thin strips 
or fibers. The fibers were placed side by side until 
they formed square; then a second layer of fibers was 
laid on top, at right angles to the first, and the two 
layers were pounded or pressed together to form a 
single square. The papyrus had to be wet during 
this stage so that its gummy sap would bond the 
sheet together. The sheet was then laid out to dry; 
once dry, it would be rubbed smooth, and several 
finished sheets would be pasted together to form a roll. 

Pliny describes the process in a similar fashion, 
using water from the Nile to weave and paste 
together these strips of papyrus. Typically, rolls of 
papyrus would be 20 pages long, the first remaining 
blank to protect the manuscript. It was opened 
horizontally, or “landscape” as we might refer to 
it today, with two columns of text per sheet. When 
the Roman empire diminished, papyrus was used 
less due to the difficulty in the means for obtaining 
it. It was still used for specialized purposes, in royal 
charters for example, until the 11th century. 

Paper was first made by the Chinese and is credited 
as being discovered by Ts’ai Lun in 105 AD. Skeptics 

believe this credit isn’t true since paper usage research 
states that paper was in existence nearly 200 years 
prior. Paper was made from cellulose, which is made of 
flax, hemp, and linen, which also could  as ship sails. 
They were moistened and rolled into balls or placed 
into a vat and fermented from anywhere between 6 
weeks to 2 months. 

Most medieval manuscripts were written on
parchment. Parchment was invented by King 
Eumenes II of Pergamum. By 2nd century BC, most 
papyrus was replaced by parchment, and then became 
the favored writing support by the 4th Century AD. 
Calf, sheep and goat skins were most commonly used 
to make parchment. Calfskin made the best quality 
parchment due to its white or creamy coloring, and 
was used most often in Northern Europe. Goatskin 
was used most often in Italy. Sheepskin was used the 
least often, or in documents with less importance since 
it created a yellow backdrop with greasy and shiny 
spots in places. Parchment was made by dividing the 
skin into two layers, utilizing the fleshy underside 
and stretching it over a frame. Vellum is different as 
it utilizes the entire skin, not splitting it into two 
layers as parchment does. Other than this difference, 
the process of creating parchment and vellum is the 
same. This process is described by Dard Hunter, “The 
present-day method of treating parchment and vellum 
is carried out in the following rotation: washing the 
skin, rubbing it with lime, removing the hair, scraping 
the skin with a curved knife, and again washing. 
The partially cleansed skin is then stretched tightly, 
by use of leather thongs, in a four-sided wooden 
frame, and the scraping is continued to pare away 
any irregularities in the skin, leaving it of an even 
thickness throughout its entire surface. Lastly the skin 
is dusted with powdered chalk and laboriously rubbed. 
with fine pumice (pg. 15).”



PHOENICIAN 
ALPHABET
From the years 1500 BCE to 1000 BCE, the Phoenicians 
developed a set of 22 symbols, hugely condensed from 
the 560 cuneiforms used by the Sumerian people. The 
Phoenicians had previously written with a cuneiform script.
 
The Phoenician alphabet was possibly the first widely 
used alphabetic script. The 22 letters varied noticeably 
in their forms, which made reading the script easier. 
All 22 letters were what we now know as consonants; 
there were no vowels. The names and shapes of each 
letter ultimately refers back to hieroglyphs of the 
ancient Egyptians, although some names of letters 
were changed by the Phoenicians.
 
The Phoenician alphabet spread widely though the 
Mediterranean. The surge in usage was partially driven 
by the desire to make more money. Phoenicians were 
international merchants and travelers. They did 

business with several different cultures, including: 
Egypt to the South and Mesopotamia in the West. 
With a new written language, they were able to make 
business transactions more efficiently, instead of using 
hieroglyphics in the South and cuneiforms in the West.
The language was regularly spoken until the first 
century AD.
 
The Phoenician alphabet led to the development of writing 
the Greeks produced. It is also an ancestor of the Modern 
Roman alphabet. The condensed alphabet was easily the 
Phoenicians’ largest and most outstanding contribution to 
the rest of the world.
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Above: Phoenician Alphabet 
stone tablet inscription

Right: The Phoenician alphabet 
with its modern day translation. 



Greek Black Figure Vessel with Double Alphabet Inscription
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GREEK 
ALPHABET
The Phoenician alphabet led to the development of the Greek 
alphabet. Circa 800 BC, the Greeks borrowed the Phoenician 
alphabet, adapting some of the symbols as vowels. Valentine 
states that this helps create more accurate documentation of 
the time. 

“When the Greeks borrowed the Phoenician alphabet, circa 800 
BC, they adapted some of the symbols (aleph=a) as vowels since 
Greek did not need all the sound symbols of Phoenician. In this 
way, a more precise visual record of the spoken language was 
created and, importantly for our purposes, preserved. Greek 
became a written language; the Romans borrowed the script 
from them, with some adaptations over time, and we are using 
essentially the same alphabet today (pg. 11).”  

The Greek alphabet also served as a path to democracy in a way. 
According to Johanna Drucker and Emily McVarish, in Graphic 
Design History,  “In Greece, the new writing system was linked to 
democracy insofar as literacy was a requirement for citizenship 
and its rights. But whether the unique properties of Greek 
writing caused the advent of this form of government or merely 
participated in its institutions is an open question (pg. 18).”

The earliest form of the Greek alphabet used only majuscules, as 
inspired by the Phoenician alphabet. This alphabet later went on 
to become the basis for the Latin alphabet and Roman writing. 

Greek Black Figure Vessel with Double Alphabet Inscription



Above: Scrolls were commonly used to 
document important events such 

as charters, over time they were 
replaced with the codex. 

Below: The codex, also known today as 
a book, was a new way of 
formatting documents in 

Medieval times. 
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CODICES 
& MANUSCRIPTS
There are a wide variety of materials that were 
used to write on in ancient times. Examples of 
these materials range from wax and stone tablets
to animal skins which led to parchment. The 
common formatting for these materials was often 
in a scroll. This was true up until around 300 AD. 

Following scrolls, a common format was codices, 
which are known today as books. The codex was 
used widely by the early Christians and took 
more than a century to replace the scroll. Patrick 
Valentine describes the process of creating a codex: 
“To make a codex, parchment was folded in half, 
then half again, and then again until there were 8 
sheets, about the size of a modern notebook. This 
could then be stitched together and then protected 
by a cover of wood and called a codex.” (Pg. 17)

From about 400 AD to the late twentieth century, 
the codex became the primary manner of storing 
records. It is important to note that the codex did 
not entirely replace the scroll. 

“While the codex certainly supplanted the role for 
most purposes, it did not entirely replace it, for 
several reasons. Rolls carried with them a symbolic 
cultural significance, particularly in regard to royal 
proclamations and certain religious texts. In many 
situations rolls were seen as more practical than 
codices. They were less expensive to produce than 
books because they did not need to be bound but 
were more substantial than single sheets, which 
might get lost or damaged. The form of the roll, 
although simple, is very effective in protecting its 
contents when it is rolled up, usually with the 
hair side outward. For records that would be 

expanded on a regular basis, such as court 
records or collections of monastic prayers 
for the dead,the roll allowed for economical 
accumulation of material over time with 
additional membrane added only as needed.
 (Pg. 250).”
 
Early codices were handwritten, which led to 
the term manuscript. “Manu” is Latin for hand. 

In Medieval times, prior to the invention of 
printing, scribes would copy a text, then pass 
it on to a rubricator, who would then add 
decorative capital letters and ornamentation. 
Special pigments would be created by grinding 
precious stones, and at times, the rubricator 
would use colored inks. 

When a high demand appeared for specific 
texts, highly organized scriptoriums arose. It 
was common for many errors to occur in these 
handwritten documents. Often times, the scribes 
would also rewrite pieces of the text they felt 
were hard to understand or reword the text in 
their own words in order to better understand 
it or commit it to memory. These changes they 
made are known as textual variants. 

One of the most famous manuscripts was 
created in Ireland somewhere around 800 AD. 
This manuscript is known as the Book of Kells 
and features the New Testament with decorative 
ornamentation known as illumination. Other 
popular manuscripts include the Lindisfarne Gospels, 
and the Book of Durrow. 



LETTERFORMS
M A J E S C U L E  L E T T E R S

Majuscules are defined by Clemens and Graham in 
their book, Introduction to Manuscript Studies, as 
“A script in which all the letters are the same height. 
Also called a bilinear script because all the letters fit 
between the Headline and the Baseline (Pg. 267).” 
Majuscules are otherwise known as capital or 
uppercase letters in today’s world. 

The term majuscule could be used to describe uncials 
in Greek and Roman writings. As described in Meggs’ 

History of Graphic Design, “Uncials are rounded freely 
drawn majuscule letters more suited to rapid writing than 
either square capitals or rustic capitals.” As time went on 
certain letters in the uncial style began to form ascenders 
and descenders, but ultimately stuck to majuscule letters. 
Eventually though, minuscules began their development 
through half-uncials. 
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Above: Majuscule letterforms appear 
on the top of an announcement. Today 
we know this letterform as a capital or 
uppercase letter. 

Left: Caroline Minuscules were created 
in the 8th century and were credited 
to King Charlemagne. 

C A R O L I N E  M I N U S C U L E S

As noted in the book, Introduction to Manuscript Studies, 
“The creation of Caroline minuscule was the most 
important development in the evolution of script in 
the entire Middle Ages; its repercussions remain with
us today, for with one exception (tall s), all its letter 
forms are still in use.”

Caroline minuscule is thought to have emerged in the 
last third of the 8th century. The creation of Caroline 
minuscule is in part credited to Charlemagne, but was 

largely influenced by an Anglo-Saxon scholar named 
Alcuin, whom Charlemagne appointed as abbot of Saint-
Martin Monastery at Tours. Alcuin worked to correct the 
text of the Bible while he was there, as described by authors, 
Clemens and Graham, “...during his abbacy and those 
of his successors, the Tours scriptorium produced large 
numbers of manuscripts, many of which were exported to 
other centers within the Carolingian empire and thereby 
served to diffuse the nearly perfected script (pg. 143).”



GOTHIC TEXTURA
& QUADRATA
Gothic Textura scripts are given such a name for two 
reasons. First they are from the gothic period of the 
Middle Ages. Second, the way the letters were shaped
and placed together created a pattern that could be 
described as a woven design. The Latin word for woven 
is “textura”.Textura, early thirteenth century, Gothic 
scripts had been more condensed vertically and made 
extensive use of ligatures or joined letters that were 
more efficient to write. The new approach to letter 
placement was one of the most significant attributes
of the Gothic Textura scripts. 

“Textura, a tightly written manuscript hand or typeface 
with narrowly spaced strokes, suggestive of a woven 
pattern; condensed black letter hands.” (Graphic 
Design History pg.43)

During the fourteenth and fifteenth century, Textura was 
a generic term used for scripts. It was a tightly written 
type that was carefully wrought during the middle 
ages. The origin of textura comes from the textile like 
interweaving of their elaborate intricate shapes. The 
skills and time that took to produce this type was 
reserved for religious texts and was the only type that 
was deemed worthy. Due to the anatomy such as the 
angles, corners, and dense black quality, this script was 
not ideal for secular texts.

There are two types of gothica textura scripts. The first
is gothic textura quadrata which consists of the bottom
of most strokes the line is turned at an angle to make a 
fancy foot. The second type is gothic textura prescisus 
vel sine pedibus which is different because most lines 
ended flat, with no fancy foot incorporated.

Gothic Quadrata scribe begins and ends each minim 
with a diamond shaped serif. Quadrata script was the 
model for the earliest German printers. This type was
also used for the Gutenberg Bible and even survived
into the twentieth century as Fraktur. 

Some distinctive features of Gothic Quadrata is the 
uprightness and also the angularity of each character. 
The angularity is used as a substitute for using curves.
A good example is that the letter “O” in quadrata is 
made up of six strokes which resembles a hexagon. A 
downside about the anatomy of quadrata is that the 
minims are all the same height which can cause the 
readability to suffer.

Similar to Gothic Quadrata there is also Semi-Quadrata. 
The difference is that the tops of minims in semi-quadrata 
are consistently given diamond shaped serifs, while the 
bottoms are treated more loosely.
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Above: Latin Script (Blackletter hand) 
12th Century – 1946

Below: Gothic Textura Prescisus vel 
sine Pedibus Luttrell Psalter 

Right: Gothica Textura Quadrata



The Douce Apocalypse 1265
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THE LATE 
GOTHIC

13 T H  C E N T U R Y
Gothic book hand in the late thirteenth century was more 
open and legible than many earlier textura scripts. The 
characteristic “breaking” of curves into angular forms 
required two or more combined strokes.

14 T H  C E N T U R Y 
The “hands” and “feet” of the letters. as well as the ascenders 
and descenders, became shorter, more robust. Used by the 
Catholic Church, gothic scripts carried a religious connotation 
that reflected the aspiration to move upward toward spiritual 
realms. Germans and English blackletter types preserved
these forms in the era of printing. 

An example of the Gothic scripts would be the Douce 
Apocalypse.  This manuscript is a portion of a series of 
illuminated manuscripts telling of the apolcalyptic visions 
of St. John. It was created between 1250 and 1275. A few of 
the images within the manuscript were left unfinished which 
gives it an especially interesting insight into the nature of the 
artist at the time.  The Douce Apocalypse also uses uppercase 
and lowercase letterforms and the conventions of columns and 
margins for page layout. This type style is called Textura, the 
dominant writing style of the Gothic period.



Right: Rustic Roman capitals 
carved inscription

Below: Roman uncials, 4th Century 
AD. The proliferation of manuscript 

writing and the business of book 
production prompted the  development 

of rounded, more  freely drawn capital 
letters called Uncials. The rounded 

capitals use fewer strokes than Square 
Capitals or Rustic Capitals. For exam-

ple, a  Roman Capital “E” requires 1  
vertical and 3 horizontal strokes. The 
Roman Uncial requires 1 curve and 1 

horizontal stroke.  Still, these are all 
capital,  uppercase letterforms.
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ROMAN 
WRITING
C A P I T A L I S  Q U A D R A T A
Formal types of Old Roman scripts were square capitals or capitalis 
quadrata, used mainly for carved inscriptions. This was known 
as scriptura monumentalis, it was an angular majuscule script that 
was often written without breaks between words but was 
separated by dots. 

R O M A N  R U S T I C  W R I T I N G
Rustic Capitals (in Latin capitalis rustica) is an ancient roman 
calligraphic script. Similar to Roman Square, Rustic Capitals
is less rigid and is influenced more by pen and ink writing
used on papyrus or parchment. The letter forms that Roman 
Capitals portray are thinner strokes and the tracking of the
letters were more compressed. Unlike the angularity that was 
used in gothica textura script, Roman capitals used more curved
lines and utilized descenders extending below the baseline.

The script was used between the first and ninth centuries, most 
often between the fourth and sixth centuries. After the fifth 
century, rustic capitals began to fall out of use, but they continued
to be used as a display script in titles and headings, along with 
uncial asthe script of the main text.



ILLUMINATED 
MANUSCRIPTS
In the strictest definition of an illuminated manuscript, 
it refers only to manuscripts decorated with gold or 
silver. But an illuminated manuscript can also be defined 
as texts that is supplemented by the addition of decoration, 
such as decorated initials, borders (marginalia), and 
miniature illustrations. 

The earliest surviving illuminated manuscripts are from 
period AD 400 to 600, initially produced in Italy and the 
Eastern Roman Empire. The significance of these works 
lies not only in their inherent artistic and historical value, 
but in the maintenance of a link of literacy offered by non-
illuminated texts, as well. 

The majority of surviving manuscripts are from the Middle 
Ages, although many illuminated manuscripts survive 
from the Renaissance, along with a very limited number 
from Late Antiquity. The majority of these manuscripts 
are of a religious nature. However, especially from the 13th 
century onward, an increasing number of secular texts 
were illuminated. Most illuminated manuscripts were 
created as Codices, which had superseded Scrolls. A very 
few illuminated manuscript fragments survive on papyrus, 
which does not last nearly as long as vellum or parchment.

Most medieval manuscripts, illuminated or not, were 
written on parchment (most commonly of calf, sheep, or 
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Left: Illuminated manuscript decorated with gold and silver

Above: Book of Kells, 800 AD
The years of the Dark Ages—c. 400–1400 AD—experienced 
the collapse of the Roman Empire and the collapse of its 
momentum of progress. Societies were dispersed and isolated. 
One significant area of progress at this time persisted in book 
craft. Belief in important religious texts promoted the pro-
duction of books. Ireland was spared from Barbarian invasion 
during the medieval era and so the region produced great 
manuscript illumination, like this example from the Book of 
Kells, around 800 AD. Nearly all books were being written 
in monasteries, by scribes who were production letterers. 
The head scribe was the editor, art director and production 
manager. Letterers collaborated with illustrators, who added 
ornament and image—illumination—in support of the text.

ILLUMINATED 
MANUSCRIPTS

goat skin), but most manuscripts important enough to 
illuminate were written on the best quality of parchment, 
called vellum. 

Beginning in the late Middle Ages manuscripts began 
to be produced on paper. Very early printed books 
were sometimes produced with spaces left for rubrics 
and miniatures, or were given illuminated initials, or 
decorations in the margin, but the introduction of printing 
rapidly led to the decline of illumination. Illuminated 
manuscripts continued to be produced in the early 16th 
century, but in much smaller numbers, mostly for the 
very wealthy.

Manuscripts are among the most common items to survive 
from the Middle Ages; many thousands survive. They are 
also the best surviving specimens of medieval painting, 
and the best preserved. Indeed, for many areas and 
time periods, they are the only surviving examples 
of painting.
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The 15th through 18th centuries were three hundred years 
full of  rich printing, design, and typographic history. The 
innovations in the paper making industry made the strain 
on the industry less when the printing boom of  the 15th 
century took place. With the invention and evolution of  the 
printing press and movable type, Johann Gutenberg was 
able to revolutionize the art of  typographic design. Through 
the use of  movable type and the printing press, the art of  
typeface design became more prevalent in Western Europe. 
Calligraphers and those who would hand-write and copy 
manuscripts had a new route that they could follow in the 
world of  lettering and type. Typefaces were being designed 
in new ways. Typographic forms were no longer constrained 
to the calligraphic features of  a reed pen or the rigidity of  
a stone chisel. Type designers were now able to incorporate 
the curved strokes and the line thickness variations of  writ-
ing with a pen, with the straight, clean lines achieved with 
stone chisels. The possibilities were many, and the type 
designers, printers, punch cutters, and publishers of  the 
time succeeded in going above and beyond anything that 
was thought to have been possible during this time period. 
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Book Binding

A book that exist in a series of  pages, or a conventional 
book is called codex. A codex usually has binding on 
one side that consist of  some basic parts. They include 
the board, cover of  board, and the cords. The cords are 
what the leaves of  the book are sewn on to. A leaf  pasted 
to a board is called a pastedown. What follows next is 
usually a blank page that is not pasted to the board called 
a flyleaf. What follows next is the content of  the book.At 
the end of  the book, may be one or several blank pages 
called endleaves. The origin of  the endleaf  is sometimes 
debated. This is a usually a place where the owners of  the 
book would make notes.  

Paper that is folded to created multiple leaves is called 
a folio. A sheet of  paper folded one time is called a 
bifolium. If  it is folded two times, it called a quarto. If  
a sheet is folded three times to create multiple leaves, it 
called an octavo. The size of  the intial sheet of  paper 
determined the end size of  the folio. As time progressed, 
printers began using larger sheets and folding them to 
produce larger folios. The folios of  the 15th century are 
often smaller than the folios of  the 18th century. It was 
more expensive to produce larger sheets of  paper in the 
15th century, and they were also limited by the technology. 
…

“A codex  
usually  has 
binding on 
one side that 
consists of  
some basic 
parts. They 
include the 
board, cover of  
the board, and 
the cords ’’ 
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Books in the 15th century were very personal. 
They often included a page that had information 
to the author, printer, and sometimes the owner. 
This section of  the book was called a colophon. 
The colohphon would often have illustrations 
or symbols that were personal. An example 
would be the seal of  a particular family, or of  the 
author. The bindings themselves were also very 
personalized. Through system known as “bespoke 
binding,” the binding would be ordered by a 
customer. A customer could easily have a say in 
the production of  the binding from extra printed 
pages to the material of  the cover. Some of  these 
included calf, morocco, or pig skins. 

Unitl the 19th century, most book bindings were 
done by hand. It was an art, and each binding was 
contructed directly on the book. Joseph Dane 
states, “ In general, the binding of  any book that 
passed throught the book trade is not part of  the 
book itself. In this sense, binding are considered the 
frames of  paintings. Different material were used 
between the 15th and 18th century. It was common 
for wooden boards to be covered with leather. It 
wasn’t until 1820 when case binding came around. 
In case binding, the binding was prefabricated and 
the later glued onto the book. 

“In general, a binding of  any book that has passed 
through the book trade is not part of  the book 
itself . In this sense, bindings are considered to be the 
frames of  paintings.’’    
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According to the Encyclopedia Britanica.“Incunabula, 
singular incunabulum,  books printed during the earliest 
period of  typography—i.e., from the invention of  the 
art of  typographic printing in Europe in the 1450s to 
the end of  the 15th century (i.e., January 1501). Such 
works were completed at a time when books—some of  
which were still being hand-copied—were sought by an 
increasingly large number of  readers.’’

Incunabula 

The first catalog of  15th century books was in 1643 by 
Johann Saubert. It was named “Historia Bibliothecae.” 
This is the time that the term incunabula began to be 
used to describe printed books before 1501 C.E. The 
term Incunabulum in Classical times meant “cradle” or 
“swaddle.’’ This signified the begining of  life and thus, 
the begining of  printing. 

The beginings of  bibliography have its roots in 
incunabula. Scholars began to group texts by certain 
criteria. This was an inportant part of  the study of  
15th century books, because about one third of  the 
books lacked information about the printer. It wasnt 
until the 1860’s that Henry Bradshaw began to classify 
books by the technologies used and typographic 
elements of  the text. A North American Census was 
last done in 1964. It revealed that North America 
had 47,188 copies and about 12,599 titles. This has 
remained the standard. 

“ The term Incunabulum 
in Classical times meant 
“cradle” or “swaddle.’’ 
This signified the begining 
of  life and thus, the 
begining of  printing. ’’
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Incunabula 
This designers of  this book, like the designers of  the 
15th century, used a grid system. It is evident that page 
layout and how the typography lived on the page was 
systematically  thought out. The use of  columns was the 
most common grid form, but designers also deviated 
from it to create interesting visual forms. 

Although there was a systematic approach to laying 
the text, some errors did occasionally occur. The most 
common error was the eye skip. This is when the same 
word, sentence, or series of  letters appeared twice close 
to each other. Homoeoarcton is another mistake that 
occurs when two words have the same letters in the 
begining. Similarly, homoeoteleuton occurs when two 
words have the same letters at the end.  Dittography 
was another common mistake that happened when a 
passage is correctly copied twice. Some methods of  
correction included adding dots above the unwanted 
letter. This signified to the reader to skip over them.

“It is evident that page 
layout and how the 
typography lived on the 
page was systematically  
thought out.’’
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Incunabula 
The most important contributors to printing of  
incunabula came from Germany and Italy. Germany 
had several typographic centers in Strasburg, 
Nürnberg, Ausburg, and Basel. The press of  Anton 
Keberger was a renown press and one of  the best 
of  its time. Texts such as “The ordinances and Laws 
of  Nüremberg,’’ and “Liber Chronicarum,” were 
printerd there. Liber Chronicarum was printed in 
1493 and became a very famous interpretation of  
the history of  the world. It was also known as the 
the Nüremberg Chronicle. 

In France, Venice, Milan, Bologna, and Florence 
were also typographical centers. They produced 
around 4000 editions and 1,125,000 copies of  
existing books. 

Spain and Portgal also contributed to works of  
15 century writings by producing about 1000 
works, and Engalad about 400. Caxton had about 
contributed to 100 of  those 400 alone. Religous 
text was printed heavily throughout Europe, but 
especially in Germany. 

Some of  the methods used to produce some of  
the manuscripts unluded using goose quill pens. 
These were the best suited for writing. These were 
very important as traveling scribes, especially those 
traveling for the pope, had special travel storage 
cases.

Ink were made using many different methods. One 
of  the earliest inks used was called lampbook. This 
was made by mixing dense carbon, gum and water. 
This type of  ink was mainly used on rough paper 
like papryus. It did have some problems though. The 
ink tended to sit on top the paper. Another type of  
ink started to get used named Iron gall, or oak gall. 
This was a better solution because, due to the acidity 
of  the ink, it worked its way into the paper.



Books printed from Gutenberg’s 
invention of  typography until the 
end of  the fifteenth century are 
referred to as incunabula, the latin 
word for “cradle” or “baby linen”.
Incunabula’s references to birth 
and beginnings caused seven-
teenth-century writers to adopt it 
as a name used for books printed 
between Gutenberg’s invention of  
typography in the 1450s and the 
end of  the fifteenth century.

German Illustration Book

After Gutenberg’s invention of  
movable type, typographic printing 
spread rapidly. Printing had become 
a practice used in over 140 towns in 
Europe by the 1500’s. Book 
Publications of  several editions be-
gan, after the first print was created.
This increase in editions also in-
creased study possibilities 
for people who could purchase 
a more affordable book. A large 
sum of  design innovations started 
and took place in Germany, where 
woodcut artists and typographic 
printers came together in order to 
develop the illustrated book and 
broadsheet. Eventually it became 
common practice for Scribes and 
artists to make layouts for illustrated 
books and broadsides.
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The Mainz 
Psalter

 The Psalter combines printed text 
with a two-colour woodcut since 
both woodcuts and movable print 
are a relief  processes, they could be 
printed together on the same press. 
The Psalter is printed using black 
and red inks, with two-color initials, 
and large colored capitals printed in 
blue and red inks These capitals were 
partly the work of  the Fust master a 
known artisan, who later also worked 
for Fust and Schöffer again on the 
1462 Bible.  The musical score ac-
companying the psalms was provided 
in manuscript, and may have been the 
model for the type style. Printing in 
two colors, although feasible on the 
moveable press of  Gutenberg’s time 
(as shown by the Mainz Psalter), was 
apparently abandoned soon afterward 
due to being too time-consuming, as 
few other examples of  the process in 
it’s fulfillment are in existence. Two 
versions were printed, the short issue 
and long issue. 

Psalter is a volume containing the 
Book of  Psalms often with other de-
votional material bound in also.

The second major book printed 
with movable type in the West; the 
first being the Gutenberg Bible. It 
was a Psalter commissioned by the 
Mainz archbishop in 1457. The 
Psalter introduced several innova-
tions: it was the first book to feature 
a printed date of  publication, two 
varied sizes of  type, printed decora-
tive initials, and the first to be printed 
in three colors. The colophon also 
contains the first example of  
a printer’s mark, and includes the 
day of  printing. It was the first im-
portant publication issued by Johann 
Fust and Peter Schoeffer following 
their deviation from Johannes. On 
August 14, 1457 Johann Faust and 
Peter Schoeffer, a scribe who 
adopted the new technology of  
printing, published the Psalterium 
latinum Mainzer Psalter) at Mainz.
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The first printed book to include 
music— two lines of  music printed 
with a 4-line staff. The colophon of  
the Mainz Psalter boasted of  the new 
technology involved in its production. 
The colophon reads in translation:
“The present copy of  the Psalms, 
adorned with beauty of  capital let-
ters, and sufficiently marked out with 
rubrics, has been thus fashioned by an 
ingenious invention of  printing and 
stamping without any driving of  the 
pen. . . .”
The color printing in the Mainz 
Psalter was accomplished by means 
of  compound printing. In this pro-
cess the metal type for the initial 
letters was made in two interlocking 
sections. These could be taken apart 
for separate inking with the colors, 
and then reassembled for printing in 
a single passage through the press. 
Compound printing demanded great 
skill in metal working and the inking 
and printing process was extremely 
laborious.  After using the process 
once again for their second Psalter of  
1459 Fust and Schöffer reverted to 
conventional printing. The compound 
printing process itself  was not seen 
again until it was reapplied in England 
to prevent forgery in bank notes in the 
nineteenth century.

Regarding the Roman type used in the Mainz Psalter, appearing in Rome in 
1467, this type is not fully Roman. It does indeed render a typical 
inscriptional capital alphabet, the minuscule letters being made to harmonize
with the capitals in curvature, are not like them given serifs: they still have 
the leading-in and leading-out curls.
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Johann Gutenberg

Johann Gutenberg gave us the art of  typography, 
creating a practical and usable product, and an 
easier more accessable mode of  printing the page 
with movable type. He achieved the mechanical 
reproduction of  the characters that were being 
printed during the 15th century. He first showcased his 
innovations with movable type in the printing of  the 
42-line Gutenberg Bible in Mainz, Germany. He later 
went on to print another bible, this one with 36 lines, 
and various other books. His influence spread quickly 
through Europe in the 15th century. Gutenberg’s 
innovations revolutionized the printing process and 
helped to develop the culture throughout Europe, and 
eventually the world.
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Movable Type
Johann Gutenberg cut letter patterns and impressed them on a soft metal, then 
cast them to make the “face” and “body” of  the type. In addition to hand casting 
each letter, Gutenberg also faced the task of  replicating the calligraphy that was 
being printed at the time, in pieces of  movable type. He was able to produce a replica 
of  handwritten calligraphy, and remodeled individual characters when the technical 
aspects of  printing required him to do so. Gutenberg was able to replicate the 
exact spacing between the vertical columns of  text as would have been done 
with handwritten text. He also created two different variations of  each letter – a 
normal form, and a linked form that touched the type next to it, avoiding un-
necessary gaps in the printed words.  
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The Anatomy 
of  a 
Letterform

History has greatly influenced the typo-
graphic forms of  today, and it is very 
informative to look at how the anatomy of  
any given letter can be traced back to some 
point in typographic history. The basic 
element in each letterform is a linear stroke, 
due to the fact that typography evolved 
from handwriting – making series of  marks 
with our hands. The early typographic 
forms were also influenced by the marks 
made by the reed pen and stone engraver’s 
chisel. The reed pen, from ancient Rome 
and medieval times, was held at an angle and 
produced a pattern of  thick and thin within 
each stroke. The chisel was used to make 
mainly capital letters with minimal curved 
strokes. Curved strokes developed with pen 
writing, and were used to cut down on the 
number of  marks needed to write a series 
of  characters. Many of  the characteristics 
used to design today’s typefaces are based 
on the principals of  Roman and Greek 
writing styles, such as stress placement, pro-
portions, stroke-to-height ratio, the different 
parts of  a letterform, and many, many more. 
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Roman Type
In Latin-script typography, 
roman is one of  the three 
main kinds of  historical type, 
alongside blackletter and italic, 
although at the time Roman 
was the mots popular and well 
known. Roman type was mod-
elled on a European scribal man-
uscript style of  the 1400s. 

During the early Renaissance, 
a publication would use either 
roman or italic type, but not 
both. Today, roman and italic 
type are mixed, using roman for 
most of  the text and italic for 
specific purposes. Most typeface 
families include, at a minimum, 
roman, italic or oblique, and 
boldface character sets.

Based on pairing 
Roman square capitals 
used in ancient Rome 
with Carolingian 
minuscules developed
 and first seen during the 
Holy Roman Empire.
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Blackletter
Blackletter or Gothic letterform emerged in the 12th 
century and was used throughout the 17th century. This 
type classifcattion can further be described with sub 
classifications. They are textura, rotunda, and bastard. 

Textura’s shpae resembles a square. It is often called 
“Missal Type” becuae of  its use in religious texts. This is 
the most recognized as it is the English blackletter. 

Rotunda’s shape has organic charateristics. This type 
classification is associated with medieval Italian legal texts 
from the Bologne, Italy region. 

Bastard  blackletter had characteristics of  vernacular texts. 
It embodied the life of  the regions from which it emerged.  
The German typeface Schwabacher later developed 
into the known blackletter Fraktur. Fraktur has its own 
typographical systems that are slightly different than those 
of  other European regions. 

In early printing, letterforms differed according to context. 
Some letters were ligatures like æ and fi. Antoher example 
can be seen in the Gutenburg bible. There are two form 
of  r that are used. One is the regular r shape that we all 
konw. The second one in the shape of  an arabic 2. It had 
a specific purpose and was only used after a letter with a 
right facing bowl.

There was a  lot of  complexity in the systems. Another 
example is that in some texts, letters with no serifs were 
used after a letter with a right extension such as c, t, e, 
or f.  Sometimes documents written in blackletter would 
have a factotum. This would be a wood cut decorative 
frame in whcih any upercase could be set. This is why the 
cases came with many different variations. Not all printers 
and typesetters were aware of  the nuances. As a result, a 
missure of  these forms. “Typesetting and typeface were at 
odds.’’
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Paper 
Making

European papermaking in the 15th and 16th cen-
turies was characterized by the use of  water-based 
mills. The small team of  men that worked at these 
paper mills made paper by hand using the vat 
method. These teams were able to make about 
nine reams, or 4,500 sheets, in a thirteen-hour 
day. The quality of  the paper produced depend-
ed on the quality of  materials being used to 
construct the paper. Making higher-grade paper 
required the use crushed and fermented white 
linen rags and clean spring or well water. This 
combination of  materials would ultimately yield 
high quality, white writing paper. A larger variety 
of  lower quality materials, such as coarse rags, 
netting, canvas, colored linen, pieces of  rope, and 
other flax or hemp based fabrics, to yield browner, 
more common papers. 

By the 17th century, the papermaking 
industry had advanced technologically, and 
many mills were now using machines with 
Hollander beating engines. These machines 
were able to shred the raw materials to 
create the pulp more efficiently than the 
human workers at water-based mills. The 
Hollander machines allowed paper makers 
to keep up with the increase in paper 
demand  tha t  c ame  a long  w i th  the 
improvements in the printing process. 
The Hollander also increased the demand 
for linen rags and other raw materials. 
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Believed to have been a
money-lender or banker. Due to 
Fust’s connection with Johann 
Gutenberg, he has been called the 
inventor of  printing, and both the 
instructor and partner of  Gutenberg. 
While he is viewed as a benefactor 
who saw the value of  Gutenberg’s 
discovery and supplied him with the 
means to carry it out, Fust is also 
portrayed as a speculator who took 
advantage of  Gutenberg’s need and 
robbed him of  the profits of  his 
invention. Johann Fust and Peter 
Schoeffer are both known for con-
tinuing a partnership after their 
mutual work on the Guttenberg 
bible, and after Fust sued and won 
a case against Johann Gutenberg in 
1455 for the right to take back his 
loans that he permitted to Gutenberg 
years prior for the continuation of  
the Gutenberg bible.

Johann Fust

Peter Schoeffer
Peter Schoeffer was a principal worker in  
Johann Gutenberg’s printing house in Maiz.
 Sent to Paris by Johann Fust as a young man
 to train as a calligrapher and engraver he later 
came to be known as partner of  Schoeffer. Due 
to Schoeffer’s close association with Fust, 
speculation arose that Gutenberg was the vic-
tim of  their plan to gain insider knowledge of  
the process and eventually take control of  the 
printing presses. After their fall out with Guten-
berg, Fust and Schoeffer entered into partner-
ship, while jumping onto the new process and 
developing the art of  type-founding as well as 
the process of  printing in more than one color. 
Throughout his partnership with Fust, Schoef-
fer’s business continued to expand. While he 
continued to print books in Mainz, and to experi-
ment with printing techniques, he also devoted
 time and energy to extending his business 
throughout Europe. Following his death in 
1503 his son Johann took over the business.
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William Caxton

A successful businessman-turned-typographer, William 
Caxton is credited with introducing England to mov-
able type in the mid 15th century. He printed one of  
the first commercial advertisements – a sign for the 
goods being sold in his shop. Caxton is also credited 
with printing one of  the first books in the English lan-
guage with movable type.  Eight fonts were produced 
for Caxton’s press when he commissioned a Flemish 
calligrapher-turned-typeface designer to create 
Blackletter-style typefaces, which are considered to be 
the ancestors to the Old English typefaces used today. 
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Nicolas Jenson

Nicolas Jenson – a 15th century punch-cutter, 
printer, and typographer – was one of  the first in 
his field to cut and use a typeface based on tradi-
tional Roman typefaces, rather than the northern 
European gothic forms being used at the time. His 
ear ly  le t terforms had strong vertical stems and 
transitions from thick to thin that evoked letter-
ing done with a pen. Jenson’s typefaces influenced 
typography in its 19th and 20th century revival. Many 
typefaces were modeled after his, including Bruce 
Rogers’s Montaigne, Morris’s Golden Type, and 
Robert Slimbach’s Adobe Jenson. Slimbach created 
Adobe Jenson to have a low x-height and inconsis-
tencies to differentiate letters from one another. 
These features couple to make this typeface appro-
priate and readable for large blocks of  text.
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Aldus Manutius

Aldus Manutius was a successful late 13th, early 14th 
century printer, publisher, and type founder. He worked 
closely with font designer and punch cutter Francesco 
Griffo. Together, Manutius and Griffo improved on Jenson’s 
Roman-style forms, creating many new typefaces, the most 
notable being revived under the name Bembo. The ancestor 
of  the modern Bembo first appearing in Pietro Bembo’s de 
Aetna, designed by Griffo and printed by Manutius. The pair 
is also credited with the development of  italic type, which 
made it’s debut in an edition of  Virgil in 1501. It is said 
that Manutius created italic type to help sell his books to 
scholars and government officials who wrote in a similar 
slanted way. Whatever the origins, Manutius’ typefaces and 
designs continue to live on today, having influenced pub-
lishing models and type designs for over two and a 
half  centuries.
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Francesco Griffo

A B C D E F G H I J 
K L M N O P Q R S 
T U V W X Y Z 
a b c d e f g h i j k l m 
n o p q r s t u v w x y z 

Francesco Griffo was an Italian who grew up 
in Bologna. He later moved to Venice to work 
a punchcutter. Francesco was approached by 
Aldus Manutius and was commissoned by him to 
design several typefaces. Some of  the typefaces 
he created include three italics, four Greeks, and 
one Hebrew.  His most famous being Bembo. 
He and Aldus are credited with inventing the firt 
Italic typeface. This new slimmer, lighter type was 
close set and condensed. More words could be fit 
per page, making for an efficient typeface. The 
Italic was based on handwriting and first appeard 
in Virgil in 1501. At its time, the italic was used as 
an independant typeface. Unlike then, the italic is 
used to today to emphasize words and phrases. 

“This new slimmer, 
lighter type was c lose 
set and condensed. 
More words could be fit 
per page, making for an 
efficient typeface.’’



Claude Garamond
A french publisher and punch-cutter 
from Paris, Garamond was the first 
to ever specialize in type design and 
punch-cutting as a service to others. 
Due to his position as the first type 
designer and punch-cutter to sell his 
punches in retail to other printers, 
Garamond led on the establishment 
of  the trend for many other typog-
raphers, punch-cutters, printers, and 
publishers to make the same sales 
in retail, which helped spread new 
typefaces. He quickly became one 
of  the leading type designers of  his 
time. Several contemporary typefac-
es, including those currently known 
as Garamond, Granjon, and Sabon, 
reflect his influence.

A B C D E F G H I J 
K L M N O P Q R S 
T U V W X Y Z
a b c d e f  g h i j k l m 
n o p q r s t u v w x y z 
0 1 2 3 4 5 6 7 8 9

In the 1500s, French printers 
began to adopt the Venetian ty-
pographic traditions, and people 
such as Frenchman Claude Gar-
amound took notice. Garamond 
moved away from designing type 
with calligraphic evidence and 
made advances to some of  Fran-
cesco Griffo’s first italic letters. 
As a punchcutter, Garamond 
placed a priority on type design 
and casting and he gained prom-
inence as the founder of  one of  
the first independent type found-
aries. Of  the many Garamond 
revivals and variations, few come 
close to the exact specifications 
with which Garamond, created 
his initial typeface, making some 
designers skeptical of  using this 
font. Garamond has been called 
organic as a type family but 
labeled blobby because of  the 
unrefined serifs. The subtle slant 
to the peaks of  Garamonnd’s T 
and Z give those letters a definite 
and varied whimsical appearance.

Throughout the years multiple classic typefaces 
such as Garamond have been redesigned. Gara-
mond, Bodoni, and Caslon have been revived 
by type designers and foundaries for a new 
intended purpose, each interpreting the original 
differently, often building from a range of  
historical sources.  Although the “cut” may 
have a slightly varied name they are all in fact 
individual designs derived from an original 
source. 
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Throughout the years multiple classic typefaces 
such as Garamond have been redesigned. Gara-
mond, Bodoni, and Caslon have been revived 
by type designers and foundaries for a new 
intended purpose, each interpreting the original 
differently, often building from a range of  
historical sources.  Although the “cut” may 
have a slightly varied name they are all in fact 
individual designs derived from an original 
source. 

Jean Jannon
Many of  the Garamond faces are 
closely related to the work of  a 
later punch-cutter, Jean Jannon.
n 1621, sixty years after Gara-
mond’s death, the French printer 
Jean Jannon issued a specimen of  
typefaces that had some charac-
teristics similar to the Garamond 
designs, though his letters were 
more asymmetrical and were 
both irregular in slope and axis. 
When the French government 
raided Jannon’s printing office, 
Cardinal Richelieu named Jan-
non’s type Caractère de l’Univer-
sité (Character of  the Universi-
ty”) which[8] became the house 
style of  the Royal Printing Office.

Various examples of  typefaces 
using the name ‘Garamond’. are 
actually based on the work of  
Jean Jannon In 1825, the French 
National Printing Office adapted 
the type used by Royal Printing 
Office in the past, and claimed 
the type as the work of  Claude 
Garamond.Typefaces derived 
from Jannon’s design include 
Monotype Garamond, Simoncini 
Garamond, LTC Garamont, 
and Linotype Garamond 3. 

Jannon-derived types are most 
immediately recognizable by the 
lowercase a, which has a long 
upper hook that extends slightly 
past the bowl; the bowl itself  is 
smaller and pointing downwards 
more than those of  Garamond. 
Other differences include the 
triangular serifs on the stems 
of  such characters as m, n and r, 
which are steeply inclined 
and concave in Jannon’s design 
in contrast to Garamond’s. Although it has become publically known that many of  the redesigned Garamond 

typefaces designs were actually inspired by the designs of  Jannon, most of  the 
redesigns still carry the Garamond name and in the midst decredit Jannon for his 
contribution.
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Typeface
Baskerville, a typeface designed in 1754, is 
most celebrated for its crisp edges, high con-
trast and generous proportions. The typeface 
was heavily influenced by the processes of  the 
Birmingham-bred John Baskerville, a master 
type-founder and printer. 

“Having been an early admirer of  the beauty 
of  letters, I became insensibly desirous of  
contributing to the perfection of  them. I 
formed to myself  ideas of  greater accuracy 
than had yet appeared, and had endeavoured 
to produce a set of  types according to what I 
conceived to be their true proportion.”

     —John Baskerville
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An Era of  
Typographic Geniuses

1700–1800’s

The Enlightenment was a period in history 
of  western thought and culture spanning 
from the late seventeen hundreds through 
the eighteenth century. The period is char-
acterized by dramatic revolutions in science, 
philosophy, society and politics. These many 
revolutions swept away the medieval world 
view and pioneered our modern western 

world. The Enlightenment emphasized that 
the universe was composed of  logical pat-
terns that could be discovered by humans to 
better understand the world around them. 
The ideas challenged tradition, God, and the 
power of  Kings, which sparked the American 
and French revolutions.



6

Louis Simonneau (1645-1728) was a prolific 
French engraver, born in Orleans at the begin-
ning of  the Enlightenment. His contemporary 
Philippe Grandjean (1666-1714) was a type en-
graver as well. When in 1692 King Louis XIV, 
the Sun King, decided that the French monar-
chy needed their own typeface, the two of  them 
were commissioned to work together on it. Si-
monneau engraved the letterform designs and 
Grandjean cut the punches for the metal type.

Louis 
Simoneau 

and 
Philippe 

Grandjean

1645–1728
1666–1714

Image 1
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Romain 
du Roi
1692
Called “Romain du Roi” (lit. Roman of the 
King, meaning the Roman alphabet), King 
Louis XIV’s typeface exemplifies Enlighten-
ment ideals like logical order and rational de-
sign. Before, typefaces evolved natrually from 
engraver to engraver. Romain du Roi was 
a complete break from Old Style typefaces. 
The result of careful planning and strict ad-
herance to a grid. It also emphasised greater 
thick/thin contrast than had been seen be-
fore, something that would heavily influence 
the creation of later transitional typefaces.

Image 1

Image 2

Image 3
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AaBbCcDdEeFfGgHhIiJjKkLlMm

Pierre Simon Fournier le Jeune was a type de-
signer, type founder, and punch-cutter. He fa-
vored the flourishing, natrual lines that were the 
hallmark of  Rococo style. By the time he was 24 
he opened his own type foundery, but it was his 
work to standardize type size that is his true leg-
acy. In 1737 he published his first table of  pro-
portions, called the Fournier scale. The pouce (a 
now-obsolete measurment a little longer than an 
inch) was divided into 12 lines, which were each 
divided into six points. 

Pierre 
Simon 

Fournier
1712–1768

Image 4

Image 5
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William 
Caslon

AaBbCcDdEeFfGgHhIiJjKkLlMm

1693–1766
William Caslon was an Englishtype creator 
who ‘s typefaces are based on Dutch Old 
Style. He is remembered best for the clear-
ness and legibility of  his type. His titular 
typeface, Caslon, was an instant success in 
1726 and for the next 60 years became the 
most widly used typeface in England.

In Xanadu did Kubla Khan/A stately plea-
sure-dome decree:/Where Alph, the sacred river, ran/Through 

caverns measureless to man/Down to a sunless sea./So twice 
five miles of fertile ground/With walls and towers were girdled round;/
And there were gardens bright with 
sinuous rills,/Where blossomed many an incense-bearing tree;/
And here were forests ancient as the hills,/
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Image 6
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Francois-
Ambroise 

Didot

In Xanadu did Kubla Khan/A stately plea-
sure-dome decree:/Where Alph, the sacred river, ran/Through 

caverns measureless to man/Down to a sunless sea./So twice 
five miles of fertile ground/With walls and towers were girdled round;/
And there were gardens bright with 
sinuous rills,/Where blossomed many an incense-bearing tree;/And 
here were forests ancient as the hills,/En-

AaBbCcDdEeFfGgHhIiJj

Francois-Ambroise Didot was a partisan print-
er and publisher who designed several 
Neoclassical romans and italics during his 
time. Father of  Firmin Didot, Francois-Ambroise 
Didot was the founder of  the Didot dynasty in 
printing and typography. Benjamin Franklin 
Bache, apprenticed to Didot by his grandfather 
Benjamin Franklin, described Francois-Am-
broise as the best printer of  all time.

1730–1804
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Firmin
Didot

FIRMIN DIDOT
ABCDEFGHIJKLMNO
PGRSTUVWXYZ
abcdefghijklmnop
qrstuvwxyzèéêëòó?!

AaBbCcDdEeFfGgHhIiJj

Firmin Didot, son of  François-Ambroise 
Didot was the inventor of  stereotypography, 
which entirely changed the book trade. 
Firmin Didot was the first to engrave slips of  
so-called “English” and round hand-writing. 
Along with Giambattista Bodoni of  Italy, 
Firmin Didot is credited with designing and 
establishing the use of  the “Modern” classi-
fication of  typefaces. The types that Didot 
used are characterized by extreme contrast 
in thick strokes and thin strokes, by the use 
of  hairline serifs and by the vertical stress of  
the letters.

1764–1836

Firmin Didot Statue , facade of  the Hôtel de Ville, Paris

Image 7 Image 8

Image 9
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Hermann
Berthold

Hermann Berthold founded the H. Berthold 
typefoundry in 1858 in Berlin. By 1918 the 
foundry has become the largest in the world, 
creating high-quality typefaces. Berthold con-
tinuly developed typesetting equipment, and by 
the 1950’s the foundry had invented the first 
photosypesetting machine, the Diatype.Then, 
in the 1960’s, Berthold introduced the Diatron-
ic, the first key-controlled phototypesetting ma-
chine for mass production.

1831–1904

Image 10

Image 11
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Geofroy
Tory

Geofroy Tory was one of  the most influential 
printer in Paris during the first third of  the 
sixteenth century. He illustrated how to draw 
letters with geometrical form, and how their 
proportions related to the human body. Tory 
was a publisher, printer, author, and engraver 
who was credited for pioneering the Renasis-
sance style of  book decoation, as well as the 
roman letter. Tory was appointed impimeur du 
roi (“printer to the king”) by Francis I in 1530.

Tory, Geoffroy, approximately 1480-approximately 1533, 
“Champ Fleury, Segond Livre, Feuil XXI recto,” Columbia
University Libraries Online Exhibitions, accessed November 4, 2014.

Excerpt from Champfleury by Geoffroy Tory from Letter and Image. by Massin. Studio Vista, London, 1970. University 
Libraries Online Exhibitions, accessed November 4, 2014.

1480–1533

Image 10

Image 11
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George
Bickham

George Bickham was an English author, en-
graver, and writing master. He is best known 
for his engraving in The Universal Penman, 
which is a collection of  writings that lead the 
way for English Round Hand script in the 
eighteenth century. The Universal Penman 
displayed examples from 25 London writing 
masters of  the time, and became the most 
popular piece of  text used by writing masters 
to instruct their students. 

1684–1758

Photo: George Bickham the Elder, by George Bickham the Younger, 1741

Photo of  paper:  
Page 209 and 29 of  
The Universal Pen-
man. An example of  
Bickham's lettering 
and engraving skills.

Image 14

Image 15 Image 16
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Robert 
Clee

Robert Clee was an English engraver. He 
created typefaces as well as trade cards. 
Trade cards are the 18th century equiva-
lent of  a modern day business card. Like 
Fournier le Jeune, he was a follower of  
Rococo style, and the curved lines, elab-
orate decoration, and fine detail of  said 
style can be seen in both his visual work 
and his textual compositions.

Mid 1800’s

Image 14
Image 17

Image 18
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John 
Pine

John Pine was an English engraver. designer and 
cartographer often noted for his contribution 
to the Augustan style and Newtonian scientific 
model that thrived during British Enlighten-
ment. In 1773 John began to work on an edition 
of  the works of  Horace, which was condsidered 
a masterpiece of  18th century book art. Pine 
engraved hundred of  pages contatining both 
text and illustrations. 

1690–1756

‘A chart shewing the several Places of Action between the English and Spanish Fleets, with the places where several of the 
Spanish ships were destroyed in their return to Spain, North about the British Islands’

Image 19

Image 20
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Louis 
Rene 
Luce
Louis Rene Luce was a  French type designer and 
punch cutter. From the years 1740–1770 he de-
signed a series of  typeface that narrow and con-
densed accompanied by extremely sharp serifs. 
Luce designed a large series of  letterpress bor-
ders, ornaments, trophies, and other illustrations 
of  impressive variety with much emphasis on ex-
cellent printing quality. 

1695–1174

Image 19

Image 20

Image 21

Image 22
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John 
Baskerville

John Baskerville is most known for his  type de-
signs. His typefaces were greatly admired by Ben-
jamin Franklin , a printer and fellow member of  
the Royal  Society of  Arts who took the designs  
back to the newly created United States, where 
he adopted Baskerville’s typefaces for use in most 
federal government publishing. John’s work was 
heavily criticized at the time by competitors 
, but since the 1920’s there have been several 
revivals of  his work mostly called ‘Baskerville’.     

1706–1705

In Xanadu did Kubla Khan/A stately plea-
sure-dome decree:/Where Alph, the sacred river, ran/Through 

caverns measureless to man/Down to a sunless sea./So twice five 
miles of fertile ground/With walls and towers were girdled round;/And 
there were gardens bright with sinuous 
rills,/Where blossomed many an incense-bearing tree;/And here were for-
ests ancient as the hills,/Enfolding sunny 
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Giambatista
Bodoni

Often referred to as the king of  printers as a result 
of  his Manuel Typografico which was a compilation 
of  his  lifes work, which was published after his 
death . Bodoni designed a variety of  typefaces, 
ranging in type sizes. Giambatatista is greatly rec-
ognized for his role as a compositor,  and his great 
use of  subtle line spacing. Much  like Baskerville 
he sets off his texts with wide margins and uses very 
little illustrations or decorations. There have been 
several revivals of  his typefaces all called ‘Bodoni’.

1740–1830

In Xanadu did Kubla Khan/A stately plea-
sure-dome decree:/Where Alph, the sacred river, ran/Through caverns mea-

sureless to man/Down to a sunless sea./So twice five miles of 
fertile ground/With walls and towers were girdled round;/And there were 
gardens bright with sinuous rills,/Where 

blossomed many an incense-bearing tree;/And here were forests ancient as the 
hills,/Enfolding sunny spots 
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The Age 
of  Reason

1685–1816

Image 25

Image 26

In central Europe, the 18th century was known as 
the Age of  Reason, or the Age of  Enlightenment. 
Starting in France, but spreading as far as the 
Americas, the Age of  Reason championed logic 
and rational thought. Discourse opened on the 
relationships between man, nature, and God. The 
idea of  a civilization structured by tradition and 
faith was questioned, even rejected, as intellectuals 
sought to improve society through rational change.

The Enlightenment emphasized that the universe 
was composed of  logical patterns and principles 
that could be discovered by humans and used to 
better understand and interact with the world 
around them. Enlightenment ideas challenged 
tradition, God, and the power of  Kings. They di-
rectly sparked the American and French revolu-
tions and their influences can be seen in the Bill 
of  Rights and the Declaration of  Independence.
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Image 25

Image 26

In 1799, Nicolas-Louis Robert invented the pa-
permaking machine. Robert was a clerk at a 
French publishing company run by the Didot 
family. He was promoted and began to oversee 
the workers, vatmen, couchers, and laymen who 
toiled to make currency paper for the Ministry of  
Finance. Annoyed by the constant arguing of  the 
laborers, he was inspired to look for a mechanical 
solution to the paper making process. The ma-
chine could produce nearly 20 feet of  paper per 
minute, although it was somewhat inferior quality. 

Nicolas 
Robert
1761–1828

Image 27

Image 28
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The First Photographic 
Publishing Plate

By 1826 a man named Joseph Nicephore Niepce of France came 
up with a brilliant idea. He was the first one to accomplish a pro-
totype of what we now know as the photograph.  He calls it the 
heliograph, which was made by a chemical reaction between bitu-
men, light and his own solvent using a metal plate to capture the 
image displayed through an engraving. 

Joseph Nicephore Niepce’s 
first heliograph 

Joseph Nicepphore Niepce



The First Photographic 
Publishing Plate

By 1839 the first photograph 
was captured in Paris by a man 
named Louis Jacques Mande 
Daguerre. Niepce first went 
to Daguerre with his brilliant 
new discovery but died four 
years later. Daguerre took 
this idea further to create the 
photograph by using a sil-
ver-plated copper sheet coated 
in iodine (making it sensitive 
to light) and placed into his 
homemade camera obscura 
then letting it expose to light 
for a few minute. After it has 
captured the image, Daguerre 
refined it by letting it soak into 
silver chloride. These images 
became know as the “Da-
guerreotypes”. 

This shaped all art and design to 
come, considering images could 
then be captured right then and 
there in a matter of minutes. 
Popular trends in art and design 
began to switch to less tradition-
al more abstract values.

Daguerre’s camura obscura 

Daguerre’s first Daguerreotype 



Bodoni and his 
Manuale Tipografico
The “Manuale Tipografico “was 
a typography book created by 
Giammbattista Bodoni, the 
printer for the duke of Parma, 
Italy. In this book Bodoni cre-
ated four characteristics of a 
great typeface. First: “regolarità”, 
meaning the uniformity and reg-
ularity of the typeface. Second: 
“nettezza e forbitura”, meaning 
the clarity and smoothness of 
the punches. Third: “il sceglie le 
forme più veghe” which means 
the good taste necessary when 
choosing the shapes for the 
typeface. Finally: “grazia”, which 
means the charm or elegance of 
the typeface. Giambattista Bodoni



Bodoni and his 
Manuale 
Tipografico

Bodoni also introduced a widely popular 
typeface in this book named after himself, 
“Bodoni”. Each page is in fact decorated 
in the Bodoni typeface.

He designed this book however using large margins on each page 
so readers could appreciate his typeface. Bodoni even learned many 
different & exotic languages so he could eventually print his “Man-
uale Tipografico” in 142 different sets of Roman and italic typefaces.

Thick margins displayed in Manuale Tipographico

Bodoni Typeface



Originating from  lithography, chromolithography became 
a huge new technological device, widely used during the 
industrial revolution.

Chromolithography 
and Lithography

The growth of industry at this 
time also grew its demand for 
advertising which were primarily 
found through the use of chro-
molithography. On the back of 
many chromolithographic prints, 
growing, industrial corporations 
provided worded and pictorial 
advertisement for the better-
ment of their business.

Lithograpic advertising, 1888

In the early 1800’s, chromoli-
thography was used to reproduce 
thousands of artworks that look 
very similar to paintings. This was 
popular because the cost could 
be a lot cheaper compared to a 
regular painting because of the 
ability to mass-produce these 
prints. In the 1860s chromoli-
thography becomes an “industrial 
art”, mass-producing color prints, 
posters, trading cards and repro-
duced artworks.

Lithographic trading cards, 1860

Chromolithographic poster 1860’s



Chromolithography is a method 
of making multi-color prints. 
The process is easy. A chemical 
process creates a print by apply-
ing a greasy crayon to a zinc or 
limestone plate, then smothered 
in a gum Arabic solution along 
with nitric acid then applying 
oil-based paints to finally be 
passed through a press where 
it gets printed onto a piece of 
paper.

Chromo-
lithography and 
Lithography

The First person to discover 
Chromolithography was a Ger-
man lithographer name Gode-
froy Engelmann. He also played 
an important role in lithography. 
Considering lithography was 
invented in Germany, it was first 
introduced to France, the art 
capitol of the world at the time, 
by Engelmann himself. Engel-
mann’s innovation changed the 
future of art, design and typog-
raphy in a very positive way.

Gum Arabic plant

Chromolithograph on limestone and as a print

Godefroy Engelmann



Industrial 
Printers

Newspapers also played a huge role in the 1800’s. With the great-
er demand for newspapers came the greater necessity for more 
efficient printing presses. Right around the turn of the century a 
man by the name of Charles Stanhope built a cast iron press that 
could produce 480 prints per hour while using 90% less force all 
while double the output size capability.

Because this was such a success people began to think of even faster 
and more efficient ways of printing. The industrial revolution created 
a roar of new ways to think about production, so it came at no sur-
prise when Fredrick Koeing introduced the invention of the steam 
powered, rotary motion cylinder, flatbed printer. This printer had the 
capability to produce 1,100 
prints per hour making it they 
key printer used in London’s 
“The Times” press. This not 
only allowed a larger newspaper 
audience, it greatly improved 
literacy as well. By the time 
this printing revolution reached 
America, 40 years later, a man
 by the name Richard M. Hoe 
built a printer that allowed 
millions of copies to be read by 
citizens all over.  



Ornamental Type



Instead of just text characters, Ornamental 
typefaces contain decorative elements, pictures, or sym-
bols with the type. They are typically used for decorative 
embellishments or as a way to add 
pictures without really adding pictures. They 
usually are put on a page to decorate it and 
typically display floral borders, but sometimes 
contain animals and other objects. Some may also contain 
themes such as Wild West, Christmas, 
horror films, and others.

Ornamental Type



Fat Face/ Mon-
ster Fonts
and Slab Serif
As advertising grew, due to the 
growth of industrial goods, so 
did the creations of new typefac-
es. Thicker typefaces became key 
to good business because they 
attracted your attention easily 
and were easier to recognize. 
Companies also discovered that 
the more condensed the type-
faces were, the more information 
could be squeezed in. Thus came 
to be known as the monster 
fonts.

Monster fonts came in a huge variety of 
typefaces mostly concerning the fat face 
family and the slab serif family.

The us of slab serif fonts also became a huge deal. Basically the slab 
serif was a catagory of serifs that consisted of heavy ‘slab-like’ serifs. 
They carried a larger x-hight which had the ability to catch the eye, 
especially when combined with the fat face style.

Fat Face used in advertising, early 1800’s

Fat Face used in newspapers



Fat Face/ Mon-
ster Fonts
and Slab Serif
These new popular monster fonts were created by a number of 
designers, but most enthusiasts are more familiar with William 
Caslon, “The Grandfather of this revolution”, Robert Thorne, and 
Vincent Figgins during this period in the early 1800’s. 

Robert Thorne

William Caslon was known as the father of this revolution intro-
ducing beautiful slab serif typefaces such as “Caslon” and many of 
his san’s serif typefaces.

William Caslon

One of Caslon’s top competi-
tors, Robert Thorne, introduced 
fat face typefaces, which usu-
ally combined thick and think 
stroke (thicker, thick strokes, 
and thinner, thin strokes), 
which later grew into complete 
thick strokes.

Another competitor in the mix, Vincent Figgins, introduced the 
“Antique” typeface, which was a monster font that that carried the 
same heavy stroke throughout each letter and used rectangular slab 
serifs. Figgins was also known to create three dimensions into his 
typefaces

Vincent Figgins



Figgin’s Antique typeface

Caslon’s typeface ‘Caslon’

Robert Thorne’s Fat Face typeface

Fat Face/ 
Monster Fonts
and Slab Serif



In the Kelmscott Press, the layout and borders are meant to 
invoke the craft traditions of  medieval manuscript produc-
tion. The type is adapted from 15th-century Italian letterforms. 
William Morris, the innovator of the design was an imitator. Art 
Nouveau was a general term applied to the work of many art-
ists and designers in the 1890’s and 1900’s. It was originally the 
name of a Paris gallery established in 1895 by Siegfried Bing. 
Art Nouveau designs integrated novel shapes into the overall 
form of objects and structures. It associated commodities with a 
freer, modern lifestyle. Images of women with flowing hair, soft 
curves, and streamlines forms in positions of flight introduced a 
mildly erotic undertone to much Art Nouveau style.

Kelmscott Press 
& Art Nouveau



A
va

nt
-G

ar
de

 &
Im

pr
es

si
on

is
m

Industrial production radically altered everyday realities in the ninteenth 
century, but not until the early twentieth century did graphic designers 
engage modernity as a new cultural phase. Many modern approaches began 
with avant-garde artsists committed to formal and conceptual experimenta-
tion. Their graphic inventions came to have an enormous impact on com-
mercial practice as the visual forms of avant-garde art from the 1910s were 
assimilited, systematized, and defined in professional settings of the 1920s. 
Perhaps that no other movement in the history of graphic design have 
innovators had such a high public profile in artistic and commecial circles 
simultaneously. The artist who identified with the most adventurous visual 
experiments are known as the avante-garde. They did not have to make 
radical changes in 
technology, but they tried to find a visual language to translate the social 
meaning of these changes. In pursuit of this goal, they altered the look of 
graphic design for the rest of the twentieth century. They adopted a funtion-
alist, antihistorical approach in which organic, hand-drawn, and ornamen-
tal forms were replaced by sans serif faces, 
geometric designs, and photographic imagery.



After extensive educational pursuits at the Minneanap-
olis School of Art, Yale, and our very own University of 
Nebraska, Rob Roy Kelley went on to be a foundational 
figure in the world of typography.
Rob Roy Kelley is known for his exhaustive research 
and work on nineteenth century wood type. Driven and 
relentless, his published findings were gathered into a 
book entitled American Wood Type.

Rob Roy Kelley

In addition to his developments in the world of graphic design, Rob Roy Kelley 
was a grand innovator of education in the field as well. He was a driving force 
and major developer in several design programs, which were then used in 
schools across America. 

Teaching was a major passion of his. The curriculums and strategies for 
teaching graphic design are formulas that are still used today. He structured the 
foundation 



Inventor
Inventor of the linotype

The linotype machine 
allowed for the printing 
of type by line rather 
than by character. This 
allowed for the rapid pro-
duction of print media, 
far outpacing the 
previous industry
standard.
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Ottmar
Mergenthaler

Ottmar Mergenthaler was a 
German-born inventor, most 
famously referenced for his 
development of the linotype 
machine. The linotype was so 
revolutionary to typeography, 
Ottmar is known, by some, as 
the second Gutenberg. 



Creator
Creator of Monotype

Monotyping is a form of printmaking that involves the 
creation of a drawing, and then pressing it to paper with a 
printing press.

Tolbert Lanston

Tolbert Lanston, while 
having no background in 
engineering, was an inven-
tor. He patented the first de-
signs for monotype in 1887, 
designs for the hotpress 
typesetting just a few years 
following.

Hotpress typesetting involves the injection of liquid metal 
(hot) into molds and shapes of typeface.



British typographer and typefounder, Robert Thorne ac-
quired a small type foundry from the late Thomas Cottrel 
in 1794. 

After several years of small productions, the foundry was 
moved twice, to 11 Barbican, and then to an old brewery 
on Fann St. Renamed the “Fann St. Foundry,“ Robert 
Thorne’s type foundry remained active for several years, 
eventually being sold upon his death.

Robert Thorne



Vincent Figgins

British punch-cutter and 
typefounder, Vincent Fig-
gins bought his own foundry 
after his mentor and type 
founder, Joseph Jackson, 
passed away. Enjoying some 
success, Figgins is credited 
with the first slab-serif type-
face as well as a variety of 
sans-serifs, in fact he coined 
the term with his typeface 
“sans-serif.“



William Morris

William Morris was an 
English poet, textile design-
er, and novelist, involved in 
many different aspects of 
society, particularly the Arts 
and Crafts Movement. 

In the latter part of his life, 
he began his exploration into 
the world of type. In 1890, 
he set up the Kelmscott 
press and developed his own 
typeface, Kelmscott Chau-
cer, for the writing of his 
own works.



The Lumière 
Brothers

These “light“ brothers 
changed the visual world 
forever, bringing into ex-
istance whole other realms 
of creativity. 

“The Light Brothers”

The Lumiere brothers are known as the first film-makers 
in history. They patented the cinematograph and created 
the first motion picture.



Frederic
Goudy

At 40, Frederic Goudy onsidered himself a failure, employed as a bookeeper at the time, he 
bagan almost entirely with nothing in the world of typesetting. For the next three decades, 
Frederic Goudy cut more than 100 fonts of typeface, and made for himself a famous name in the 
type game. 

Frederic Goudy, a prolific 
American type designer, 
forming such designs as 
Copperplate Gothic, Goudy 
Old Style, and University of 
California Old Style. 

For the last few decades of his life, Fredereic Goudy 
served as art director for Lanston Monotype, becoming 
vice-president for Continental Type Founders Association 
for much of that time. He left the world 122 type designs 
and 59 literary works.



Bruce Rogers

Favoring classicism over modern ideas of design, Bruce 
Rogers was accepted by the design world as a wonderful 
type designer.

Known as the greatest 
book designer of his century

Bruce Rogers was a leading figure of book design, working 
in the industry for more than sixty years.
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Introduction
Late 19th Century & Early 20th Century

In the history of typograpy, this was a time where design was 
in transition from highly decorated and flowy in appearance 
in the late 19th century to the clean and geometric looking 
typography found in the early 20th centruy. This booklet will 
explain the designers and movements that influenced the 
changes that occoured throughought this time period. These 
events include the Arts and Crafts Movement, the Avant-Gar-
de, the De Stijl movement, Russian Constructivism and the 
advance of Swiss design.
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William Morris was born on March 24th, 1834 in Walthamstow, 
England. He was an artist, philosopher, and a political theorist 
where he then became a well-known typographer later in his 
career. Morris was one of the most influential designers in the Arts 
and Crafts Movement. “Inspired by a crisis of conscience, its mo-
tivations were social and moral, and its aesthetic values were de-
rived from the conviction that society produces the art and archi-
tecture that it deserves,” Naylor discusses in his book “The Arts 
and Crafts Movement”. Throughout Morris’ life he always stressed 
the equation that art is equal to work and pleasure. He disliked 
the poor quality of the products such as tapestries, furnishings, and 
wallpapers that were being produced so he decided to demon-
strate a sense of great quality and design in his own work. 

He also designed three typefaces later in his life that have become 
known today as Golden, Troy, and Chaucer. The Golden typeface 
was inspired by one of Morris’ design idols, Nicholas Jenson. In or-
der to create the typeface, Morris actually blew up letterforms of 
Jenson and based his forms off of them to mimic the dark density. 
Some critics have strong opinions on these typefaces describ-
ing them as too artsy and “not refined enough to be considered 
serious typography”. Although there was some criticism of the 
typefaces Morris created, many cannot dispute the success of the 
private press movement that he started where he not only gave 
fine printing a better appreciation but ultimately regained respect 
for typographic design. In just seven short years Morris’ Kelmscott 
hand operated press was able to produce 18,000 copies from 53 
different books that were published. As you can see Morris had a 
very lasting impact in the design world during this time period. 

William Morris

Examples of Morris’ three typefaces that he created.

Portrait of William Morris, an influential typographer and leader of the Arts 
and Crafts Movement.
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Portrait of William Morris, an influential typographer and leader of the Arts 
and Crafts Movement.

              Arts & Crafts 
Movement



Beginning as a British Movement, the Arts and Crafts Movement 
included the philosophical ideas of two major sources. The first being 
A. W. N. Pugin who was known in his early career as promoting the 
Gothic Revival and the second being John Ruskin who admired medi-
eval architecture. When the movement came to America from 1880 
until 1910, many of the beginning philosophical ideas created by the 
British were known through journal and newspaper writings. William 
Morris’ work was heavily aligned with the movement along with the 
works of both Charles Robert Ashbee and Charles Francis Annesley 
Voysey. Ashbee wrote, “The Arts and Crafts Movement means stan-
dards, whether of work or life; the protection of standards, whether 
in the product or the producer, and it means that these things must 
be taken together.” This summed up the mindset of those behind the 
Arts and Crafts Movement well and allowed for America to become a 
major contributor in the field of design. 

The reasons so many were behind this movement had to do with the 
Industrial revolution. In the beginning stages, people had to produce 
posters very quickly giving little to no thought of how they were being 
designed. With the rush of book publishing, the qualities of the printing 
of books were also given little thought to craftsmanship and more 
about getting the most amount of books produced. Morris wanted 
to stop all of this and dedicated himself to rediscovering standards of 
design. Because of his strong passion, today he is widely known as a 
man who helped establish the ethics of modern design. 

Another example of the change in typefaces and the deeper understanding 
of its importance.

An example of the change in typeface and design as it begins to be more well thought 
out and taken into consideration of the looks of the information being provided.
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              Arts & Crafts 
Movement



Edward Johnston was born on February 11th, 1872 in San Jose, 
Uruguay. He is best known for the design of the typeface Johnston 
that was widely used throughout the London Underground system 
until 1980. He is known as one of the fathers of modern calligra-
phy where he used a broad edged pen as his tool. Some give him 
credit for the revival of modern penmanship that some gained 
through his teachings and writings. 

One of his most popular publications of Johnston is his handbook 
titled “Writing & Illuminating, & Lettering” which was published in 
1906. In the book he is quoted saying, “The most important use of 
letters is in the making of books, and the foundations of typogra-
phy and book decoration may be mastered as they were laid–by 
the planning, writing, and illuminating of MSS in book form.” He 
talks about the scope of the handbook and how it should be used 
as a guide for the letter-craftsmen and students. Incorporated in 
the handbook, alongside his thoughts and advice are illustrations 
that he refers to through his writing. 

Edward
Johnston

Edward Johnston is most famous for his typeface Johnston which was most widely used in the Underground system of London until the 1980’s.

Portrait of Edward Johnston, an influential typographer during his time period.
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Charles-Edouard Jeanneret-Gris was born on October 6th, 1887 in 
Switzerland. Today is better known as Le Corbusier, which was anoth-
er form of his grandfather’s name. He took over this name because 
he believed in people being able to reinvent themselves.  He was very 
popular during his time and because of that, is considered a pioneer of 
modern architecture. His constructions of buildings were executed all 
over Europe, India, and the United States of America. One of his most 
influential pieces of architecture is the Villa Savoye, which is located in 
Paris, France. It is said to be the best of example of his five principles of 
new architecture. It is a common base for modern architecture and the 
beginning examples of the International style. With these five principles 
of architecture came the grid system providing a homogenous continu-
um that was the reason for such great and successful pieces of work.

Le Corbusier
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Portrait of Charles-Edouard Jeanneret-Gris, a famous architect and well known for his creation of the grid system like the 
examples pictured below.

Villa Savoye is a building constructed by Le Corbusier which is best known 
for utilizing his five principles of new architecture and focuses on staying 
within the grid system.



The De Stijl movement began as a small idea by a group of Dutch 
artists who were uninterrupted by World War I. De Stijl is Dutch for 
The Style, also known as Neoplasticsm. Their idea was to stop the 
chaos and destruction of design that was brought on by the war and 
ultimately simplify it by bringing out only neutral geometric shapes. In 
1917 the first issue of the De Stijl magazine was published by one of 
the influential figures of the movement, Theo Van Doesburg. Everything 
from painting, architecture, furniture, and graphic design was reinvent-
ed to reflect this strong style. Along with Doesburg, Piet Mondrian was 
also a big influence in the movement. His strong theories about color 
and space became the basics for the De Stijl style and his “new image 
in painting” help express the fundamental duality of life. He believed 
that the primary colors allowed art to be seen in a perfect harmony 
and was the overall essence of what reality really was. 

De Stijl
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A great example of what the De Stijl movement was all about.

The Red and Blue chair is known as being one of the first of the De Stijl move-
ment to be experiemented in the three dimensional form.

A great example of the De Stijl typeface.



A great example of the De Stijl typefaces that were created during the time, this 
is the first edition of the De Stijl magazine.

Another influential designer for the De Stijl movement was a 
Hungarian man by the name of Vilmos Huszar. He was born on 
January 5th, 1884 in Budapest, Hungary. He was largely influenced 
by both cubism and futurism and was the designer of the first 
cover of the avant-garde journal.

The typography of the movement was meant to show the true 
aesthetic design. Little kerning was used and some legibility issues 
can be made. However, the typefaces created during the De Stijl 
movement fit the style completely. It includes a sleek and mini-
malist design. Hans L.C. Jaffé said in an introduction, “Throughout 
De Stijl’s history, its various collaborations between painters and 
architects can now be understood as efforts to bring harmony to 
all areas of the environment.” 

Vilmos Huszar

Portrait of Vilmos Huszar.
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Born in 1889 in Wanstead, Essex, England, he was one of the most 
influential figures in modern British typography. Surprisingly, Stanley 
Morison was not a type designer himself but he did work as a typo-
graphical advisor for a number of Press companies. In 1918 he was the 
design supervisor at Pelican Press and Cloister Press. His placement at 
the Monotype corporation in 1922 began the creative phase for that 
firm. While maintaining his job at the Monotype Corporation, he was 
appointed as editorial assistant at The Imprint magazine in 1923 and in 
1925 Cambridge University Press appointed him as typographic advis-
er. During his time there, Morison published his book, First Principles 
of Typography in 1928. Throughout the years at Monotype, he released 
such typefaces as Rockwell, Gill Sans, Perpetua, Albertus, and the most 
well-known and successful, Times New Roman. After working as the 
typographic advisor to the Times of London for three years, the type-
face Times New Roman was commissioned by the Times of London 
in 1932. He also sponsored typeface revivals for Bembo, Baskerville, 
and others. In 1960, Morison was honored as an individual who had 
achieved “sustained excellence in aesthetic and efficient design for 
industry” through his election as a Royal Designer for Industry.

Stanley
Morison

Portrait of Stanley Morrison.

Times New Roman font commissioned by Stanley Morison for the Times of London.
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Stanley
Morison

 

Born in 1882 in Brighton, England, he is best known for this typeface 
design, Gill Sans. Before he became a type designer, he was a sculptor, 
stonecutter, and artist. He learned under Edward Johnston at the 
Central School of Arts and Crafts. He became a friend of Stanley 
Morison, who brought him into type design at the English Monotype 
Corporation. With a background in stonecutting, Gill could better 
understand the construction and purpose of serifs. Morison was the 
commissioner of Gill’s first two typeface designs. His first commis-
sioned serif typeface was Perpetua and his first sans-serif was Gill 
Sans. It was developed for the London Metro sign system and made 
for machine setting. It is a combination of humanist and geometric 
styles. The design of the Italic form of Gill Sans was a step outside 
of the usual standards. Unlike other Italics, Gill Sans’s strokes do not 
change in width between Regular and Italic. Gill Sans became very 
popular in the United Kingdom. In fact, it became the most popular 
sans-serif type to use in the United Kingdom. Other typefaces he 
created are Joanna and Pilgrim. Gill was also part of the first group of 
individuals to receive the title “Royal Designer of Industry” in 1936.

Eric Gill

Portrait of Eric Gill.
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The lowercase of Gill San. This typeface was designed by Eric Gill in 1926.



Jan Tschichold
Jan Tschichold used asymmetrical layouts in his earlier career.They represented 
the radical designs of the Bauhaus. In his earlier work he strictly used sans-ser-
ifs. He could combine simplicity and dynamic balance in one work.

 

He was born in 1902 in Leipzig, Germany and became an immigrant 
to Switzerland. He is known as one of the most controversial and 
influential typographers of the twentieth century. His study of 
typography began in his teenage years and he went on to study it 
at the Academy for Graphic Arts and Book Trades in Leipzig and at 
the School of Arts & Crafts in Dresden. Tschichold was influenced 
by the Bauhaus after an exhibition he attended. The abstract mod-
ernist principles like asymmetrical layouts and sans-serif typefaces 
inspired him. Tschichold then became an advocate for this “New 
Typography”. He was hired by Paul Renner to teach at the Ad-
vanced School of German Bookprinting until 1933 when the Nazis 
removed him from his post to be interned for “subversive typog-
raphy”. He created poster, book covers, advertisements, and even 
letterheads that give the best representation of asymmetric design. 
His designs were so influential that asymmetric typography became 
the style of choice for young designers at that time. His reputation 
as a type designer was established with his typeface named Sabon. 
Its first issue was in 1964 for Stempel in metal type for setting by 
hand. A few years later it was changed for machine setting. It is 
similar to the work of Claude Garamond and French Renaissance 
models. Unfortunately, Tschichold had created more phototype 
designs during the 20’s and 30’s as well, but they were not yet 
produced by the time they were destroyed during World War II. 
He received the American Institute of Graphic Arts’s highest honor, 
the AIGA Medal, in 1958 and he was also named the first Honorary 
Royal Designer for Industry by the Royal Society of Arts in London.
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Jan Tschichold was interested in the concept of “new typography”.



He was born in 1891 in Berlin, Germany. John Heartfield was a Ger-
man Communist artist. In 1933 he went into exile in Prague, where his 
work greatly found recognition. He generally designed book covers in 
photomontage and is credited as a founder of modern photomontage. 
His work was humorous and very political, sometimes too political for 
it wasn’t always accepted. His antifascism gained him a lot of support 
from Britain when he had to escape there because of the war. He 
became a follower of the Dada movement in 1917. He used straight-
forward modernist inflections of typography, diagonals, and perspective 
to convey a sense of the relentless impetus of the German military.

John Heartfield

Portrait of John Heartfield. Heartfield used Avant-Garde to create elaborate designs in his work.
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He was an Italian poet who wrote a document in 1909 called the 
Futurist Manifesto which was featured on the front page of the French 
newspaper, Le Figaro.  Marinetti wanted a radical new aesthetic sensibil-
ity in all arts. Shortly after this was published, a burst of avant-garde art 
came about. Everyone wanted to stray away from what they had learned 
in order to find this new aesthetic. Marinetti had his own incitement 
to use mathematics symbols in place of punctuation. He really wanted 
to be done with seeing any more 19th century styles such as elaborate 
motifs and borders because he thought they “cluttered” the page. The 
Futurist movement caused widespread change in design; more art began 
to look machine made in order to appear modern, anything else was 
unacceptable. His own work reflected typography as synesthesia where 
senses like sound, taste, smell are represented in other terms. He would 
use repetition as a representation of momentum or a repeating sound.

Filippo 
Marinetti

This is a poem by Marinetti titled, “Zang Tumb Tumb”. The typography seems to 
communicate the syllables and sounds expressed by the words. The words move 
across the page in rhythmic patterns. This is a prime example of Futurist art.

Portrait of Filippo Marinett
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Born in 1900 in Austria. His initiation into design began during 
his work-apprenticeship in package design through which he also 
learned the design of interiors, mosaics and graphics of a decorative 
expressionist style. He was dissatisfied with the “superficial” beauty 
of the decoration and started looking for something new. Bayer came 
across Kandisky’s book about the “spiritual in art” and read about 
the new school called the Bauhaus. He was intrigued so much about 
what he read that he left for the Bauhaus at once. Bayer’s time at the 
Bauhaus influenced his work from then on. He was a student at the 
Bauhaus for four years where he learned about the basic construc-
tion of the typographic layout and letterforms. The Bauhaus believed 
in innovations such as elimination of capital letters, the replacement 
of the archaic Gothic alphabet by a modern font, and the concept 
of a composition based on strong geometric elements and colors. 
Overall, the Bauhaus believed in a transition from the decorative, 
hand crafted look toward a cleaner, more manufactured look. Bayer 
was commissioned to design a typeface for all Bauhaus communica-
tions and the result was an “idealist typeface”. The name was Univer-
sal which is a simple geometric sans-serif font. Universal doesn’t have 
upper case and lower case for every letter because Bayer believed it 
would simplify typesetting and the keyboard layout.

Herbert Bayer
& the Bauhaus

This is a poster designed by Bayer for a Kandinsky exhibition. This poster rep-
resents all of the ideals and beliefs of what the Bauhaus believes design should 
be. It’s modern, abstract, formal, and geometric. All the elements look machine 
manufactured which was one of the biggest goals for the Bauhaus in breaking 
away from the decorated look of the late 19th century.
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Portrait of Herbert Bayer.



Best known for his 15 years as art director for the fashion mag-
azine Harper’s Bazaar, Brodovitch used boldly shaped text blocks 
which would communicate with the photographs chosen. He was 
a master of page layouts for typography. His use of simple and 
elegant text formations and white space were the signature of his 
designs. One thing that moved him forward in the design world was 
a poster contest. In his design he used black and white contrasting 
shapes. He placed first beating out Picasso who placed second in 
the contest. Brodovictch also taught design classes and workshops 
where he encouraged the students to think for themselves. One of 
his finest pieces of advice that he told to students was, “We learn 
by making mistakes. We must be critical of ourselves and have the 
courage to start all over again after each failure. Only then do we 
really absorb, really start to know.” Brodovitch’s layouts remain 
models of graphic design experience and inspiration still today.

Alexey Brodovitch

Portrait of Alexey Brodovitch, Art Director for the fashion magazine Harper’s Bazaar.
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Examples of Brodovitch’s text layouts in Harper’s Bazaar Fashion Magazine. The 
text layouts use strong forms which relate to the forms of the photography used.



Geometric abstraction, flat, hard-edged forms, formal simplification, 
nonrepresentational imagery, and mass production are all ideas 
combined into the movement called Russian Constructivism. The 
maid idea of this movement is that artists should take advantage of 
the tools they have available to them. From this movement came 
attempts at universal principles to explain the graphic elements of 
composition. Constructivists blurred the lines between fine and ap-
plied art and between theoretical concepts and their use. Characters 
that define Russian Constructivism are geometric forms, high con-
trast of black, white, and red inks, and boldly structured typographic 
arrangements. Word and image were united in some works.

Russian
Constructivism

Above is a poster based on a design by El Lissitzky. It was one of the greatest influences in the beginning of Russian Con-
structivism. The typography is used to create dramatic dynamics and the geometric forms accentuate that drama.
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Russian Constructivist posters use bold colors and geometric forms. The designs 
of the time were meant to celebrate the functionality of machine made aesthetics. 
They were bold and dynamic, using minimal colors but still bold. That boldness was 
usually reflected in the message of those posters as well, many had political themes. 



He was born in 1878 in Germany. He is best known as the designer 
of Futura. This typeface was a groundbreaking typographic landmark 
of modernist form still popular today. Futura was the first modern, 
geometric sans serif face.  Renner began as a book designer and 
author and worked under various Munich-based publishers. His 
books Typography as Art and The Art of Typography establish a new 
set of guidelines for balanced book design. He also established the 
Advanced School of German Bookprinting in Munich. One of the 
teachers he recruited to work there was Jan Tschichold. Although he 
shared the same beliefs of design as the Bauhaus, Renner was not a 
part of it. These beliefs were that modernism should be expressed 
within the typeface as a modern model and not a revival of the past.

Paul
Renner

A portrait of Paul Renner.
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Futura, the most successful and innovative typeface of its time was designed 
by Paul Renner in 1927. It was innovative because it was the first geometric 
sans-serif that shared the modern ideals of the time.



Born in 1914 in Switzerland. He is the publisher and editor of the peri-
odical Neue Grafik which embodies the principles of Swiss style of an 
ordered grid and tightly set sans-serif type. He was greatly influenced 
by Constructivism, De Stijl, Suprematism, and the Bauhaus. His designs 
are neutral, abstract typographic forms. He used color to separate the 
text from the background and established a hierarchy of information. 
One could easily read one of his posters for a musical event or festival. 
Brockmann was able to use patterned forms and maintain the same 
hierarchy. He would pay close attention to letter spacing and leading.

Josef Müller 
Brockmann

Portrait of Josef Muller Brockmann.
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Poster for a Music Event, a common theme of Brockmann’s work. He achieved 
typographic simplicity in his designs using mainly sans-serif  type and a single 
background color. Simple geometric forms were used for illustrations. He was 
successful in using a typographic grid and using text forms to represent rhythmic 
movement, especially in his music themed designs.
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Herb Lubalin
Art Directors Club, 1977
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A New Era

Saul Bass 
“Vertigo” 1958

Armin Hofmann
“Plakate aus der Sammlung des Gewerbe museums Basel”

 linocut 1964

Communication & Innovation

The years between 1960 
and 1990 represented an 
enormous leap in the fields of 
visual communication and how 
typography was approached.

The 1960s saw a birth of Swiss 
Style, International  minimalism, an 
innovation in the ways that visual 
communication could be taught 
and an introduction to the numerous 
typefaces that would then usher 

in a new era of Advertising, 
Environmental Signage and 
Cinema among others.

The creativity of individual designers 
coupled with the curiosity and 
the necessity to express ideas 
in revolutionary ways allowed for 
the time period to be an era of 
experimentation in typography that 
ultimately also led to many of the 
modern trends in graphic design.

Finally, this era also became an 
important era in typography with 
the introduction of modern digital 
communication. The advent of 
the Macintosh computer system 
alongside true word processing 
software and graphic software from 
Adobe allowed designers to change 
the way they designed and the way 
that type would be set for the future.
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Neville Brody
The Face, April 1988.

TBWA\Chiat\Day
“Think Different”, 1997

Wolfgang Weingart
“The Swiss Poster” 1990 –1983, Film Layering 

Philippe Apeloig
théâtre national de toulouse, 2012
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The Road Sign
How Typography Changed Travel

In the 1960s Designers, architects, 
urban planners and many others were 
interested in the ways that design 
could aid and transform transportation. 

Highway Gothic, the common name 
for the FHWA series of fonts is the 
typeface commonly used in signage 
for North American countries. Highway 
Gothic was developed in 1945 by Ted 
Forbes to be extremely legible from 
long distances and throughout the 
decades has had modifications and 
variations. The typeface is commonly 
used throughout the United States 
but as recently as the mid-2000s, has 
seen competition from Clearview.

Clearview was created by the 
Terminal Design Foundry to have 
larger counterspace than the Highway 
Gothic type family. Clearview is 
used by various states in positive 
contrast signs but the FHWA does 
not grant approval for Clearview’s 
use in negative contrast raod signs 
and widespread adaptation of the 
typeface remains under the scrutiny 
of readability and legibility research.

Between 1957 and 1963, Jock 
Kinneir and Margaret Calvert began 
to develop the typeface “Transport” 
commissioned by the Ministry of 
Transport to become the typeface for 
roadways in the United Kingdom. A 
wide variety of tests were conducted 
for legibility in far away distances 

and examples compared to other 
European roadway signage. Ultimately 
Transport was road-ready by 1963 
and began to be used in road signage 
for British Commonwealth countries. 
The typeface also made its way into 
countries that use Arabic script.

The majority of European countries 
do not have a unified typeface, 
though there are choices such as 
Frutiger by Adrian Frutiger that was 
originally commissioned for the 
Charles De Gaulle airport and soon 
made its way into print, that are 
found in a wide variety of countries 
in Europe..Interestingly, in France, 
the home of Charles De Gaulle 
airport instead of adopting Frutiger 
as the official typeface, the specially 
commissioned “Caracteres” is used 
for autoroutes. Another unique 
European road typeface to look at is 
the German DIN1451 family. 

DIN1451 was developed in 1931 by 
the DIN Institute. The typeface was to 
be used in a variety of environmental 
signage. Since its inception it has 
been adopted by other countries 
such as Austria and is modified 
slightly by a variety of different type 
foundries, making its way into various 
publications and logos.

Finally it is important to note how 
typography began to influence 
environmental signage in more than 

just roadways, it is also in public 
transportation serving the same 
exact purpose- to legibly and clearly 
provide directions. The New York City 
Subway system, for example, in the 
mid-twentieth century was a complex 
maze of three lines; the IRT, BMT and 
the IND. Mosaic signs and enamel 
signs in different typefaces created 
an inconsistent labyrinth to an already 
complicated transportation system. 

In 1965 Massimo Vignelli alongside 
Bob Noorda of Unimark International, 
a design firm in New York City 
received a commission from the 
New York City Transit Authority 
to redesign the subway signage 
system. The story of the NYC Subway 
System and Helvetica is one that 
that resulted in the creation of an 
NYCTA Standard Medium Typeface 
and a Manual that set the standard 
for the signage. In 1989 Helvetica 
Medium was officially designated as 
the official typeface for the NYCTA 
after many years of issues acquiring 
the typeface.. Through the years 
many elements such as the colored 
disks, text placement and graphical 
elements have remained the same as 
the original design manual, though 
there are variations. 

Today the signage is one of the most 
iconic examples of type in environmental 
signage and how legibility is important in 
public transportation environments.
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Transport
Typeface used in roadways for United Kingdom Commonwealth Countries and Middle Eastern Countries

Frutiger
Typeface used in various European Countries

Helvetica
Typeface used by the NYCTA Subway System.

Clearview Highway
New Typeface used in American Roadway Signage

Highway Gothic
Typeface used in North American roadway signage

DIN 1415
Typeface used in German Roadways with variants in other countries.
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Basel School of Design
An Institution of Good Design

Hermann Baur & Armin Hofman
The Armin Hofman designed building for the campus

Hermann Baur
Hermann Baur designed most of the spaces for the Campus

If there was one institution in the 
later half of the twentieth-century 
that produced more successful 
designers and became an icon of 
the Swiss Style, it’d be the Basel 
School of Design.

Established in 1968 in Basel, 
Switzerland, and designed by 
Hermann Baur, the school is a 
post-graduate school for design 
disciplines for designers who 
wished to expand their skill set. 

The buildings on the campus are heavily 
and boldly similar concrete blocks and 
shapes. In the center of the campus is a 
geometrical concrete Jean Arp sculpture.

The school had many influential 
designers teach and learn within its 
halls such as Armin Hofmann, Emil 
Ruder and Wolfgang Weingart. 

The School produced an “advanced 
class for Graphic Design” from 
1968 to 199 which was, in effect, an 
intensive design study that became 
the model for other schools to follow.

Following they year 2000, the school 
split into offering it’s international 
degree in a Bachelor’s as well as a 
Masters. The creation of the “Visual 
Communication” department ushered in 
a new era for the school by offering an 
international bachelor degree program. 

Today The Visual Communication 
department alongside the Basel 
School of Design offers  rigorous, 
research based bachelors and 
post-graduate degrees in design.

The international Master of Design 
degree is a collaboration with 
the University of Illinois, Chicago 
and the FHNW/HGK Visual 
Communication Institute that 
focuses on designers interested in 
the Swiss style that was pioneered by 
such ex-faculty as Armin Hofmann.
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Hermann Baur & Jean Arp
The Jean Arp sculpture in the center of the campus.
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Helvetica
The Typeface Darling

Aa Bb Cc 
Dd Ee Ff 
Gg Hh Ii 
Jj Kk Ll 
Mm Nn 
Oo Pp Qq 
Rr Ss Tt 
Uu Vv Ww 
Xx Yy Zz
1234567890

If there was ever a typeface with an “A”-list, 
household name status across western culture, it 
would be the Max Miedienger developed Helvetica. 

Helvetica is an extremely neutral sans-serif
typeface.Helvetica has only vertical or horizontal 
terminals in each stroke, one of the defining ways 
you can tell Helvetica and the similar Arial apart is 
that Helvetica will never have diagonal terminals. 
Helvetica has monotone stroke weights throughout its 
forms, and maintains interesting negative space with 
small apertures in letters such as the c and e, and a 
teardrop shape in the counter form of the lowercase 
a. There is also no true italic, but rather an oblique, 
slanted character set of variations. There is also an 
implied vertical axis to the characters of Helvetica, as 
is also the case with many other Sans Serif typefaces.

Helvetica is the birth of the type designer Max 
Miedinger who created it in 1960 for the Haas Type-
foundry. Originally, Helvetica was called Die Neue 
Hass Grotesk, which is actually a small variation on 
the modern Helvetica. Later the typeface changed 
slightly and became called Helvetica after the name 
Helvetia, Latin for Switzerland.

Helvetica soon became a commercial success 
and a common universal choice for typography in 
advertising and branding. Corporate logotypes fell 
in love with Helvetica, it also appeared in things 
such as the environmental signage of subways, 
and because of its neutral qualities and amount of 
varieties, has become one of the most commonly 
used typefaces in the world. 

Max Miedinger
Helvetica Bold Type Specimen at 48 / 51 pt 

Helvetica Regular at 40pt. for numbers   
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The Original
Akzidenz Grotesk

Aa Bb Cc 
Dd Ee Ff 
Gg Hh Ii 
Jj Kk Ll 
Mm Nn 
Oo Pp Qq 
Rr Ss Tt 
Uu Vv Ww 
Xx Yy Zz
1234567890

Though very similar, and often confused for 
Helvetica or Univers, the Akzidenz Grotesk 
typeface is actually a much oldar typeface 
developed in 1896 by the H. Berthold AG 
Foundry that was actually the inspiration for the 
previously mentioned typefaces.

Akzidenz Grotesk’s hot metal type family borrowed 
elements from various similar typefaces, as it 
actually originates from the typeface “Royal 
Grotesk” by Ferdinand Theinhardt. Theinhardt 
Foundry merged with Berthold and with that an 
expansion of bolder and medium variations of the 
typeface became developed.

The beginnings of contemporary Akzidenz 
Grotesk came in the late 1950s when Günter 
Gerhard Lange,the art director at Berthold 
Foundry began to expand the family. He 
eventually created a larger typeface with 
thirty-three variations in style in line with the 
idiosyncrasies of the original 1898 typeface.

Akzidenz Grotesk is distinct from similar 
typefaces like Helvetica with subtle qualities 
like the way that the uppercase Q tail touches 
the circle in Akzidenz vs passing it in Helvetica. 
Notably, for a sans serif typeface, Akzidenz also 
features a serif on the number 7. Perhaps one of 
Helvetica’s most distinctive features is the way 
that the leg of the uppercase R curves slightly 
and has a concave, versus in Akzidenz Grotesk 
which features a simple diagonal stroke.

Günter Gerhard Lange
Akzidenz Grotesk Bold Type Specimen at 48 /  51pt.

Akzidenz Grotesk Regular at 40pt for numbers   
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Father of Helvetica
Max Miedinger 

Max Miedinger was born on December 
24, 1910 in Zurich, Switzerland. 

Between the years of 1926 and 1930 
he began to train as a typesetter in 
Zurich, where he began taking evening 
classes at  Kunstgewerbeschule. From 
1936 to 1946 

It was finally in 1956 that he met 
Eduard Hoffmann, who was then 
director of the Haas Typefoundry. 
Miedinger began working as a 
salesman for the foundry but was 
commissioned, in his spare time 
by Eduard to design a new sans 
serif typeface based on Akzidenz 
Grotesk, an existing and popular 
sans serif typeface.

Together they developed Neue 
Haas Grotesk in 1957, the name 
would soon famously change to 
“Helvetica” in 1960. 

Haas Typefoundry had partnerships 
with both D. Stempel AG and 

Linotype. With the partnerships they 
were able to distribute Helvetica.

Helvetica proved to be one of the 
biggest successes of design in the 
twentieth century and Max became 
celebrated as a type designer. 
Linotype eventually paid him a 
stipend for his contribution to their 
success until his death in Zurich, 
Switzerland on August 3rd, 1980.

In his lifetime, Max designed 
variations of Helvetica including 
Helvetica Neue which was 
distributed by Linotype, he also 
designed the typeface families  
“Miedinger, “Monospace 821”, and 
“Swiss 721 / 921”

Max Miedinger
Courtesy / AIGA
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The Teacher of Design
Armin Hofmann

Armin Hofmann is one of the 
most influential design teachers 
in the professional field and also 
a leading Swiss Graphic Design 
practitioner that exemplifies the 
aesthetic ideals of minimalism. 

Max was born in June 29,1920 in 
Winterthur, Switzerland and began 
his career as a teacher at the Basel 
School of design in 1947 at the 
age of twenty-six. He would work 
at the school for forty years later 
becoming the head of the graphic 
design department in 1973. In 
1955 he taught at the Philadelphia 
College of Art and afterwards 
began working at Yale University 
until his resignation in 1991. 

Armin also published the “Graphic 
Design Manual” in 1965 which 
to this day continues to be an 
influential and in-print text source 
for graphic design instruction. 
 
Armin was an instrumental designer 
in the creation and development 
of Swiss style graphic design. His 
designs for posters for instance 
had an emphasis in typography 

Armin’s designs were typically stark 
black and white. Armin designed 
a large body of work that ranged 
from posters and logos to glass 

paintings, sculpture, and acoustic 
walls. His students included 
influential future designers and 

educators such as April Greiman, 
Robert Probst, and Kenneth Hiebert. 

Armin Hofmann 
“Giselle, Basler Freilichtspiele”

photolithograph, 1959

Armin Hofmann
“Stadt Theater Basel”

offset lithograph, 1963

Armin Hofmann 
Courtesy / AIGA
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Breaking the Limits of Cinema
Saul Bass

Saul Bass
Courtesy / AIGA

Saul Bass may best be remembered 
as an innovator of cinema, creating 
opening title sequences for films such 
as Alfred Hitchcock’s “Psycho” and 
movie posters for films such as “West 
Side Story” among many others.

Saul Bass redefined the 
conventionality of traditional film 
opening titles by creating visually 
stunning, intriguing title sequences 
with kinetic typography for everything 
from Alfred Hitchcock, Stanley 
Kubrick and Martin Scorsese 
among many other filmmakers. Saul 
is also remembered in the world of 

cinema for his poster designs that 
explored concepts of minimalism 
and bold typography.
 
Saul Bass did not just design for 
film, he also developed the logo 
for AT&T in 1969, the Continental 
Airlines logo in 1968 and the United 
Airlines logo in 1974, among others.

Saul had a career that spanned 
40 years and included creative 
endeavors that apart from typical 
poster and logo design and his 
famous career as a title designer 
for films included other endeavors 

such as Packaging, Products and 
Architecture as well.

Saul surprisingly only created one major 
motion picture in his entire life, a 1974 
science fiction film “Phase IV”. He was 
often credited as a “visual consultant” 
for films for his work in storyboarding 
and visualizing scenes. Saul also made 
a short film titled “The Searching Eye” 
that was shown in the 1964 New York 
World’s Fair and a short documentary, 
“Why Man Creates” (1968) that 
earned him an Academy Award in the  
Documentary Short Subject category.
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Saul Bass 
Opening Titles to Alfred Hitchcock’s “Psycho”, 1960

Saul Bass 
Opening Titles from (Clockwise from Upper Left) “Anatomy of Murder”, “Vertigo”, 

“Ocean’s Eleven” and “The Man with the Golden Arm”.
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Multiple Identities 
Paul Rand
Paul Rand was born on August 
15th, 1914 and died on November 
26th, 1996, within his lifetime he 
was able to construct the corporate 
identities of some of the most well 
known brands in the world.

Paul Rand attended the Pratt 
Institute, the Parsons School of 
Design and the Art Persons League 
between 1929 and 1934. Rand later 
began to teach design himself at Yale 
University between 1956 and 1969.

Paul Rand was known the world 
over for his corporate identities 
such as those for IBM, ABC, Enron, 
NeXT and UPC. 

One of Paul’s greatest talents was 
his ability to sell the brands and the 
concepts of branding. 

Paul believed in simplicity and 
minimalism saying once “ideas 
do not need to be esoteric to be 
original or exciting”.

In the 1990s he also famously 
collaborated with the late Steve 
Jobs on creating the branding and 
logo for Steve Job’s NeXT computer. 
Steve Jobs adored his designed and 
praised Paul saying he was “The 
greatest living graphic designer.”

Paul Rand
Courtesy / AIGA
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Corporate Identities designed by Paul Rand.



Pushing the Avant Garde
Herb Lubalin
In 1964 Herb Lubalin created his 
own design firm, Herb Lubalin, Inc.
In this business he created Eros 
Magazine and Fact Magazine. 

Eros Magazine was devoted to 
experimentation and creating 
a sense of sexuality and of 
counterculture. There was no 
advertising and the magazine came 
in a large 13 x 10 inch format. 

Fact Magazine was similar in 
experimentalism but instead 
focused on dynamic serifed type 
and illustrations on black and white. 

These magazine ventures were 
for the most part unsuccessful 
and it wasn’t until a little venture 
with a custom type-face named 
“Avant Garde”  in 1968 that Herb 
Lubalin created his most successful 
publication and a product of cult status 
and success, “Avant Garde Magazine”

Herb Lubalin was brilliant designer, 
art director and typographer, event 
becoming one of the founders of 
the ITC foundry. 

Contrary to Swiss minimalism, 
Lubalin was a fan of decoration 
and his unique style became 
sought after during the 60s and 
70s in a time where at times stark 
and minimalism were en vogue in 
Advertising and corporate identity. 

Herb Lubalin
Courtesy / AIGA

Herb Lubalin
Herb Lubalin Studio Logo

Herb Lubalin
Avant Garde Magazine cover, 1969
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Wolfgang Weingart
L’enfant Terrible
An enemy of conventional type and 
structure in design, Wolfgang We-
ingart is one of the many faces of 
bold creativity and experimentalism 
that taught at the Basel School of 
Design in 1968 and onwards.

Weingart is famous for his modern 
Swiss typography, unconvention-
ally, in his work Weingart breaks 
from the structured grid and instead 
introduces letterforms that are free 
to move around and become orga-
nized in groundbreaking ways.

Weingart would take the text and 
transform it, manipulate it into dif-
ferent forms that were unexpected 
and entirely new. He would expand 
line-spacing, letter spacing, curves.

Weingart also mounted halftone 
litho-films into collages, creating in 
a sense  post-modern “New Wave” 
creations that would, like much of 
his other works, connect the analog 
and the digital. The technique of 
using lithograph film combined with 
layers of type would create much 
of his signature works that would 
seamlessly transition typography 
and image graphics.

Wolfgang Weingart
Courtesy | AIGA

Wolfgang Weingart
“Kunstkredit Basel 1976/77” Worldformat post-

er for Kunsthalle Basel, film layering, 1977

Wolfgang Weingart
“18th Didacto / Eurodidac” World format poster 
for the convention on teaching aids, film layer-

ing, 1980/81.
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Karl Gerstner

Clean Posters
1957, Schwitter photoengraving

Modernist Design
He was a powerhouse in Swiss 
design. He was a commercial 
artist, and he was the man who 
remade many of the logos for 
corporations and businesses. 
For example. the gas company 
Shell, and the Swissair Airlines.

Gerstner pioneered many things, 
setting standards and transforming 
the design game. For example, he 
popularized the ragged right text, 
rather than having justified text.

Many standards and ideas were 
set by him, and so his work looks 
as contemporary as the day that 
they were created. For instance 
he was expanded the idea of 
Inte gral Typog ra phy.

The type set can convey a meaning 
on its own, but with the know-how 
and setting of type, the message 
can be  emphasized. Gerstner saw 
his type as a sum greater than the 
words and their meanings.

Gerstner set the bar for all future 
design with is clean and iconic 
work. His use of a complex, grid 
was revolutionary as well. His 
complex grid that he made for the 
Capital letter was comples and 
flexeible for unpredictable content.



Gerald Holtom

The Sign for Peace
This symbol, now culturally understood as the Peace Sign, is originally a symbol for nuclear 
disarmament. The D for disarmament, going straight up, and the N, for nuclear, going down at an 
angle.

For Peace
Gerald Holtom, a graduate from 
the Royal Academy of Art was a 
designer from London, who was a 
conscientious objector in World War II.

He was very much against the 
use of nuclear weapons, and 
he created the peace symbol 
for the use of the Direct Action 
Committee Against Nuclear War.

He pondered using other 
symbolism, such as the Christian 
cross, but overall decided with 
the flag representations of the 
letters. The angles of the arms 
create the symbol in its entirety.

Nuclear Protest
The symbol was used to give what the people were 

marching for an image, rather than just words.
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Emil Ruder
Swiss Design
A young man born in Zürich, 
Switzerland, Ruder started out 
his design life early. At the age 
of fifteen, he took the position 
of a compositors apprentice.

In his twenties, he started attending 
the Zürich School of Arts and Crafts, 
where he was taught the principles 
of typography. This left a deep 
impression on the young man.

Later in life, he chose to teach 
typography classes at the Basel 
School of Design. There, he was 
a highly desired teacher.

While he was at the school, he and 
Armin Hoffman created a program 
of typography that was slightly 
different from everyone before 
them. They created a program 
that was less about the style of 
the time, but instead focused on 
precision, proportions, and most 
importantly, the role of legibility 
and communication with type.

He was concerned mainly with 
asymmetry, and he wanted to achieve 
balance with it by using a very strict 
grid system. He favored clean sans-
serif typefaces,  such as Universe.

Typography has 
one plain duty 
before it and 

that is to convey 
information in 

writing.

Typographie
First edition of Rueder’s book. Published in 1967, printed using lead plates with offset printing methods.

Emil Ruder
Courtesy / XavierDevaughn.com
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Wim Crouwel
Gridwork

Type for Computers
Below is New Alphabet, 

created by Wim Crouwel in 1967

Posters with a Grid
Pictured above is Vormgevers,1968 

currently in Stedelijk Museum Amsterdam

After going to an Art School, 
Crouwel was originally going to be 
an expressionist painter. When he 
designed his first poster in 1952, 
he discovered that he enjoyed 
the arrangement of letters and 
making it aesthetically pleasing.

Crouwel was never arrogant, 
despite being one of the many 
designers that was inspired by 
swiss design. He was interested 
in the mass production of the 
time, valuing machines for their 
quickness, but believing that 
they could never replace the 
human eye and hand.

The work produced reflects that. 
It consists of two different parts 
that coexist. He balances the 
rational and the emotion both.

As Similar to Ruder, he valued the 
invisibility of the sans-serif typeface. 
The content of his posters could be 
read and understood, but the type 
itself would not attract attention. 

Though he created many posters, 
he has also created many different 
typefaces. The most commonly 
recognized face, is New Alphabet.

New Alphabet is inspired by printing 
and the computer. He thought it 
would be better to have a typeface 
that was well suited to computers, 
rather than trying to force familiar 
ones into the foreign media.

new alphabet
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Wim Crouwel
Leger Poster, 1957



Lo-Res Typefaces
The top and bottom left, are all Lo-Res 9 variatons, 

and the last on the bottom right is  Lo-Res 22
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Lo-Res Family
Created by Zuzana Licko
The Lo-Res family of typefaces is a series of 
pixelated designs, created for computers.

This family was only precursor by coarse typefaces, 
as pictured below, that were also created by Zuzana. 
While the coarse typefaces were very strict bitmap 
typefaces, created for the Macintosh that was a 72 
dots per inch resolution screen, with a dot matrix 
printer. The coarse typefaces were stuck with a 
single long stem, and three dots going out. There is 
a strict 3 to 1 ratio throughout all family variations..

Lo-Res is a vast improvement over that. Coming in a 
variety of styles and weights,this style of typeface was 
originally thought to be something more like a special 
effect rather than an usable typeface. With the limited 
applicability, designers and artists thought the type would 
quickly become obsolete, due to it’s limited applications.

Due to the new generation of designers, this 
typeface is quickly gaining popularity. Rather than 
being an eyesore and unnatural, this typeface is 
being used by a generation that has grown up and 
thrived on digital media, such as the Internet.

Eventually variants were created Lo-Res Minus 
and Lo-Res Plus. These typefaces added pixels 
or removed them, almost mimicking the look of an 
under or overexposed photo. This was ingeniously 
created by the use of a photocopy machine.

This type, unlike most, is created to be displayed 
at a specific resolution, relative to the size of the 
body. The variations all have a number in their 
name, like Lo-Res 9, and that number represents 
how many pixels are in the body of the letter.

So, on the digital display, these typefaces are best 
used when they are at their proper resolution, or 
proper integers thereof, but when they are being 
printed high quality on today’s printer, they can be 
scaled and sized to anything.

This bitmapped text is bound to stick around. Being 
a part of the ever expanding technology world, this 
type will never really go out of style.

Zuzana Licko
Courtesy / AIGA.org

Coarse Typefaces
Emperor 8, 10, 15 and 
19. The numbers in each 
refer to the number of 
pixels that make up the 
capital height
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His Type
Working with posters gives him 

some creative license. On top is 
a type sample, and the bottom is 

the typeface ABF Petite.

Philippe Apeloig
Courtesy / EuropeanDesign.org

Posters
This is a poster for the Théâtre National 
de Toulouse, made in 2013.

Pushing Posters
Philippe Apeloig

In 1993 to 1994, he was granted a 
residency at the French Academy 
of Art in the Villa Medici in Rome 
where he carried out research into 
the design and form of letters. 

Back in Paris, he became a design 
consultant for the Louvre, and later 
became the museum’s art director, a 
post he occupied from 2003 to 2008.

Apeloig has taught typography and 
graphic design at the École Nationale 
Supérieure des Arts Décoratifs in 
Paris from 1992 to 1999, and the 
Cooper Union School of Art in New 
York City from 1999 to 2002.

Apeloig studied at the École 
Supérieure des Arts Appliqués 
and the École Supérieure des Arts 
Décoratifs. In 1983 and 1985, he 
interned within the Total Design 
Studio in Amsterdam where 
his interest for typography was 
developed. 

In 1985, he was hired as a graphic 
designer by the Musée d’Orsay. 
In 1988, thanks to a grant from the 
French Ministry of Foreign Affairs, 
he went to Los Angeles to work 
with April Greiman. 

When he returned to Paris, he 
established his own studio.
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Brody studied at the London 
College of Printing in the late 
1970s, where he discovered and 
adored the spell of punk and the 
possibilities of non-conformity. He 
tested his limits there, as he was 
almost expelled for designing a 
stamp where the Queen’s head was 
sideways, rather than upright.

Neville Brody joined the London-
based magazine called The Face 
in 1981. Through it, he transformed 
not only the magazine design, but 
he changed it to a degree that 
would impact the world of books, 
music, and commercial product 
design for years to come.

In the Face he pushed, pulled, 
squeezed, and formed type in ways 
that were totally unconventional for 
the day. He tried his best to shake off 
restrictions suggested by Beatrice 
Warde, a typographer from the 1900s, 
and Jan Tschichold, a designer and 
typographer from the 1900s.

He challenged structure and 
readability, using intense geometry 
which fi t well with he magazine’s 
unusual choice to use Futura, Gill 
San Bold Condensed, and Albertus.

Although he is older now, he still carries 
a certain resentment for conformity. He 
hopes that the economic crisis of today 
would usher forth a comparable cultural 
rebellion to the one that fi red him, and 
many others, thirty years before.

The Face Magazine
This is a spread Brody did while 

he was with The Face. It features 
hand drawn typefaces and 

unique custom graphic symbols.

Breaking Rules
Neville Brody
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Everywhere you go 
has similar spaces and 
signs. As designers 
we are complicit in this 
– we have to look for 
new ways forward. It’s 
all about words that we 
don’t use any more, 
like revolution and 
progress.

Neville Brody
Courtesy / Royal Academy of Art
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The Rise of Digital

30

Before the computer, there was 
much more complex  method of 
designing and forming layouts.

First, it would start with s board 
with blue lines. These lines were 
non-reproductive, which meant 
that the stat camera wouldn’t 
actually see the lines. These layout 
boards enabled the designer to 
work in straight lines and right 
angles, keeping it clean.

The designers of the olden days 
would fix down the layout board 
to the drawing table.

Carefully using the instruments 
to make sure everything was cut 
just right, the artist would begin 
the process of collaging what 
goes on the page and how many 
lines of type would fit.

Around that point, the proportion 
wheel would have been used to 
order to tell what size of Photostats 
would have been needed, and 
figured out how many lines of text. 

With an adhesives the board would 
be coated and the dried. Once it 
was dried, the sticky stat and place 
it down on the board. If it wasn’t 
straight, the artist had to peel it up 
and place it down for a second time.

This was a long a arduous process, 
which some designer still cling to, 
but computers now make up the 
majority of the market. The process 
involved many cuts, chemicals, and 
thinners. Some designers blame 
this use of toxic chemicals for the 
“Criminally insane professors”.

Before Computers

The Old Days
The top image is a blue board. 

The middle image is the various tools 
used to make and design the layouts.
The bottom image is an artist at work 
on his art board, reviewing a layout.
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Adobe responded to Apple’s 
announcement by making PostScript 
fonts also render better on screen 
with the “Adobe Type Manager” add-
on (which would be integrated into 
operating systems a decade later), 
and even got to market fi rst with. 

Between these two moves, a 
second typography revolution 
occurred in the early 90s. Suddenly 
fonts looked great on screen 
and you could print them at full 
resolution to just about any printer.

While these have been improved 
upon since the time of Jobs, these 
ideas are ones he made mainstream 
and now are key to the functionality 
of desktop publishing for designers. 
He started revloution, and designers 
around the world are glad for it.

Macintosh made the NeXT computer 
next. He integrated PostScript as 
a part of the operating system. 
PostScript and other printing 
software were no longer separate 
programs, but instead worked 
seamlessly with the machine.

Even though there was much 
progress in the 1980s, it still 
looked bad on screen. Even if you 
had a PostScript typeface that 
printed cleanly, you still viewed 
the type as a bitmap. You couldn’t 
scale the type without destroying 
how it. No matter what you did, the 
type looked jagged and overall 
bad, no matter the point size.

In 1989–91, Macintosh developed 
True Type to remedy this problem. 
This gave the Macintosh users the 
ability to properly scale the type,  
without losing any quality. 

Technological Revolution

Macintosh
Below is an image of 

the original Macintosh, 
released in 1984

True Type
A True Type icon. This was a certain kind of 
font, use for mac and shared with Microsoft

Fonts for the Macintosh
Above is an example of Geneva, 
created by Susan Kare.

Communication



Pixel Based Fonts
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The original pixel based fonts 
were ultimately necessary. Due to 
the format of the computer, pixels 
per inches resolution, the pixel 
based font was a given.

Pixels, being the small squares 
that compose the entire computer 
screen, didn’t make for very good 
viewing of the traditional typefaces 
that were populate at the time.

To remedy this glaring problems, 
typographer and designers 
started to make the pixelated 
typefaces so that words and type 
could be seen and read clearly.

These functioned on a strict grid 
pattern, and they were stuck at 
the size that they were designed 
at. For example, if you took a nine 
point size typeface and blew it 
up, it would become distorted and 
ugly. So every point size created 
had to have an entire iteration of 
the family to go along with it.

Some of the benefits of the type 
include the clarity they have at 
their intended size, and they can 
be very easy and fast to render.

There are two different types 
of bitmap types. There is the 
monochrome and the type 
dubbed ‘shades of gray’.

The monochrome type is strictly 
black and white with no shades int 
he middle. An example of that would 
be the typefaces on the right, such 
as the Superscript and Technical.

The shades of gray feature the 
in-between shades of the letter to 
optically smooth out the letter. It 
make it less choppy for printing 
and smoother to the eye.

If you wanted to resize the 
typefaces, you would have to use 
the scaling that is provided to 
you by the type designer. 
These were the standard sizes.
Technicality 6

8, 

9, 

10, 

12, 

14, 

18, 

24, 

36, 

48, 

72, 

96.

Sticking Around

Bitmapped
These two ‘a’s are both 

bitmapped, but the top is 
monochrome and the bottom has 

shades of gray
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Super Script

Prophit Cell
Prophit Dot

Retro Rescued

Pxlvetica

Technicality

Free Fonts
The internet has many free pixel based fonts 
available for download. These are just a few.



PostScript

PostScript,created in 1984, by 
John Warnock, Chuck Greschke, 
who were the co-founders and 
developers for Adobe, Doug Brotz, 
Ed Taft, and finally Bill Paxton.

Boiled down to its core, PostScript 
is the page description language 
that is telling your printer what to 
actually print.It’s the software that 
actually does the communicating 
between computer and printer.

PostScript was created around 
the same time the first laser 
printer was created, in 1985. 
The creators needed a standard 
language for printing text and 
graphics that was flexible. 

Instead of having information that 
would be specific to a resolution 
of printer, embedded into the 
type, the PostScript description 
would be universal, independent 
of any printer settings or criteria. 
The same description, then, could 
be used for any printer. 

The printer is told to treat type and 
images as objects, rather than a 
bitmap. A bitmap was essentially 
just a grid that was filled in. This 
outlined the characters into lines 
with mathematical value. This 
caused the characters to have the 
ability to be blown up without the 
quality worsening.

PostScript typefaces are outline 
typefaces. Bitmap typefaces 
almost require a whole new set of 
letters for every size they are being 
set, because they are designed to 
be at a set size and the quality of 
the type wil l  suffer i f  you take i t 
out of that part icular size.

This revolutionized design 
and graphics. Designers and 
typographers could now print in 
as cleanly and precisely as the 
were working. It streamlined the 
entire process so people could 
work in one program and not 
have to depend on the hand or 
another program entirely.

The Language of Printing

No Competition
On the left is a PostScript letter 
and on the right is a bitmap letter.

Chuck Geschke
Courtesy / ComputerHistory.org

John Warnock
Courtesy / Wikipedia.org
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Typography From the 90’s to the Present
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Deconstruction In the 1990’s a new era of typography began–decon-
structivism. Deconstruction of typography began due 
to the growing forces of Digital Design Tools. With all 
of these new tools, it gave typographers and graphic 
designers the ability to manipulate, layer, and deconstruct 
text like never before. This new era made illegible and 
ugly typography popular. 

Chenchen Zhang and Stephanie Whitsett

Cover Art: Poster. Columbus Society of Communicating Arts, USA, 1990 / John Weber and Rudy VanderLans



3

Table of Contents
Digital Design Tools [Adobe]

Deconstruction and Typography

Barry Deck’s Typeface

Template Gothic

Emigre Fonts

Rudy VanderLans

Cranbrook Academy of Art

Edward Fella

P. Scott Makela

Stefan Sagmeister

Matthew Carter

David Carson

Martin Venezky

Rick Poynor

Hoefler & Frere Jones

Web Safe Fonts, HTML and CSS

Cell Phones and Hand Held Video Games

iPhone, iPad and Android

Responsive Typography

Typography Today

  4

  5

  6

  7

  8

  9

10

11

12

13

14

15

16

17

18

19

20

21

22

23



4

Digital Design Tools [Adobe]

software4students.co.uk 
Adobe launched Creative Suite 6 (CS6) in 2012. Now, 
most designers use Creative Cloud (CC), the new version.
The icons of these applications also develop from version 
to version.
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Deconstruction and Typography

Typography Now: The Next Wave / Rick Poynor and Edward Booth-Clibborn
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Barry Deck’s Typeface
If you’ve spent a few moments with a Coca-Cola, visiting 
the MoMA, flipping through a Conde Nast magazine or 
glancing at MTV, you’ve probably already spent a moment 
or two with Barry.

As designer of 20 typeface families, including Template 
Gothic (called “the typeface of the 90s” by Rick Poynor), 
Barry has been helping brands find their visual voice since 
he received his MFA in Visual Communications from the 
California Institute of the Arts back in 1989.

Since then, he has spent nearly two decades pushing 
edges and leading creative teams in innovative branding 
initiatives for global consumer brands and extending 
visual languages across media and platforms from envi-
ronments to interactive and TV.

In addition to two years at Ogilvy and Mather’s Brand Inte-
gration Group (BIG), his clients have included Coca-Cola, 
MTV Networks, DuPont, SAP, AT&T Wireless, Atlantic 
Records, Conde Nast Publishing, Sundance Channel, 
Monsanto, MCI, and MoMA.

His work has been published in numerous books, such 
as History of Graphic Design by Philip Meggs, as well 
as periodicals including the New York Times Magazine, 
Wired, Metropolis, Emigre, and Graphis. He has lectured 
and taught internationally and his work is in the permanent 
collection of the Cooper-Hewitt National Design Museum.

Every Good Boy Live, 1991 / emigre.com 
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Template Gothic

Template Gothic is an experimental, sans-serif typeface 
designed by Barry Deck. It is considered one of the most 
defining fonts of the 1990s grunge aesthetic.

When Emigre released Template Gothic, many de-
signers view it as radical and unreadable, or just ugly. 
But once people became familiar with it, this typeface 
proved quite readable. As the typeface was adopted, 
entire publications and advertising campaigns set in 
Template Gothic could be found. The typeface did not 
change, but the cultural systems changed.

Template Gothic. USA, 1990 / Barry Deck
Surfer. Magazine pages / Application of Template Gothic and Industry Sans Serif
Surfer Publications, USA, 1991 / David Carson

“ I was inspired to design a face 
that looked as if it had suffered 
the distortive ravages of photo-
mechanical reproduction. The 
resulting Template Gothic typeface 
reflects my interest in type that is 
not perfect; type that reflects more 
truly the imperfect language of an 
imperfect world, inhabited by im-
perfect beings.” –Barry Deck

Template Gothic in MoMA’s 2011 exhibit of digital typefaces / barrydeck.com
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Emigre Fonts

Emigre Type Catalog

Emigre, also known as Emigre Graphics, is a digital 
type foundry, publisher and distributor of graphic design 
centered information based in Berkeley, California, that 
was founded in 1984 by husband-and-wife team Rudy 
VanderLans and Zuzana Licko. The type foundry also 
published Emigre magazine between 1984 and 2005. 

Emigre Magazine was founded in 1984 and garnered 
much critical acclaim when it began to incorporate 
Licko’s digital typeface designs created with the first 
generation of the Macintosh computer. This exposure of 
her typefaces in Emigre magazine led to the manufac-
ture of Emigre Fonts, which Emigre now distributes as 
software, worldwide. 

As an early “alternative” foundry and creator of several 
unconventional fonts, Emigre holds exclusive license to 
over 300 original typeface designs created by a roster 
of contemporary designers.

Emigre Type Catalog
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Rudy VanderLans
Rudy VanderLans is the co-founder of Emigre, together 
with his wife Zuzana Licko. In 1984, VanderLans found-
ed Emigre Magazine, a journal for experimental graphic 
design. Vanderlans himself only designed three font 
families in the Emigre collection. Variex and Oblong were 
co-designed with Zuzuana Licko.

Typography corresponds to an array of tolerances that 
varies from reader to reader. Bitmap fonts designed in 
the mid-1980s made a comeback around 2001, despite 
their original reputation for being illegible and unread-
able. A generation of designers, people who grew up 
playing video games and “surfing the web” in the early 
days of the Internet, became quite comfortable reading 
low-resolution typefaces. The typefaces of the “crude 
computer phenomenon” that previous generations 
considered difficult to read were perfectly normal to the 
readers who encountered them. Most, in fact, grew up 
with them. The dynamic between readers and their cul-
tural environment affects the legibility and readability of 
typefaces and typography.

Detail of Lo-Res catalog, 2001 / safaribooksonline.com

“They enjoy giving form to ideas. If 
designers were made of ideas, they’d 
be their own clients.” –Rudy VanderLans

Emigre, no.3, 1985 / openspace.sfmoma.org
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Cranbrook Academy of Art
The Cranbrook Academy of Art, one of the nation’s 
leading graduate schools of architecture, art and design, 
was founded by the Booths in 1932. By 1984, the New 
York Times would say that “the effect of Cranbrook and 
its graduates and faculty on the physical environment of 
this country has been profound ... Cranbrook, surely more 
than any other institution, has a right to think of itself as 
synonymous with contemporary American design.”

The buildings were designed and the school first head-
ed by Eliel Saarinen, who integrated design practices 
and theories from the arts and crafts movement through 
the international style. The graduate program is unusual 
because there are no “courses”: all learning is self-direct-
ed under the guidance and supervision of the respective 
artist-in-residence.

Beginning in 1983, a major exhibition of works by Cran-
brook’s faculty and graduates, entitled “Design in America: 
The Cranbrook Vision 1925–1950”, toured major muse-
ums in the United States and Europe. The Detroit Institute 
of Arts and Metropolitan Museum of Art co-authored a 
book detailing the works in the exhibit.

cranbrookart.edu 

cranbrookart.edu 
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Edward Fella

Edward Fella was known to break every rule in typogra-
phy and design. He had a style that was unique to him 
at the time it was slightly base on the theory of decon-
struction, but he took that and pushed it even further. He 
distorted a style of sanserif with his own hand writing with 
various thicknesses, curves, and tails to each character 
so that each one is different from the one before. Fella is 
one of the most extreme example of a typographer who is 
able to achieve the same creative freedom as the painters 
and sculptors he promoted in catalogs and posters.

Over the years, Fella has created a body of work that’s 
as compelling as it is unique. Prodigiously mashing up 
low-culture sources with high-culture erudition, Fella’s 
work, perhaps more than that of any other contempo-
rary designer, makes visible the postmodern concept 
of deconstruction, which recognizes that behind every 
articulated meaning is a host of other, usually repressed 
meanings, some antithetical. By battering and mixing 
fonts, engaging in visual puns and generally violating the 
tenets of “good design,” Fella lets a thousand flowers 
bloom. His designs don’t cut through the clutter—they 
revel in it.

Work and/or/vs. / typography3.com Fragments of a City / iconolo.gy
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P. Scott Makela

P. Scott Makela (1960–1999) was a graphic designer, mul-
timedia designer and type designer. Among other work, 
he was especially noted for the design of Dead History, a 
postmodern typeface (issued by the Emigre digital type 
foundry) that combined features of a rounded sans serif 
typeface and a crisp neo-classical serif typeface. With the 
emergence of the personal computer in the mid-1980s, 
Makela was among the first to explore digital programs 
such as Photoshop and Adobe Illustrator. As a result, he 
created an idiosyncratic, original and highly controversial 
design aesthetic. 

In 1996, Makela and partner and wife, Laurie Haycock 
Makela became designers-in-residence and co-directors 
of the graduate program in Graphic Design at Cranbrook 
Academy of Art in Michigan, where they also ran their 
studio, Words + Pictures for Business + Culture. 

Makela’s graphic design was featured in design mag-
azines around the world including Eye magazine (No. 
12, Vol. 3, 1994). Makela and Haycock-Makela were the 
co-recipients of an AIGA Medal in 2000.

Graphis magazine Issue 303 / graphis.com
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Stefan Sagmeister

A celebrated poster announcing a winter lecture at 
Cranbrook Academy of Art display the Austrian designer 
Stefan Sagmeister with words scratched onto his arms, 
chest, and groin. The means (a pin) and medium (scratch-
es) of this format are not the most practical promotional 
device. To make the announcement functional, Sagmeis-
ter employed other tools and media for a more sensible 
format, one that could be reproduces in multiple, distribut-
able copies. So he used a camera to capture the freshly 
scratched words inscribed on his body, and printing press 
to create a reproduction of the image.

As technologies advance, exiting tools and media are 
perfected, and new ones emerge. The most fundamental 
typographic tools and media are the oldest, naturally: the 
incisions on skin, of course, but also a writing implement 
and pigment, a chisel and wood, a stylus and clay-each 
worked by hand.

“I am still mostly concerned with 
design that has the ability to touch 
the viewers heart.” –Stefan Sagmeister

Posters / greynotgrey.com 
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Matthew Carter
Matthew Carter is a type designer with fifty years’ experi-
ence of typographic technologies ranging from hand-cut 
punches to computer fonts. After a long association with 
the Linotype companies he was a co-founder in 1981 of 
Bitstream Inc., the digital type foundry, where he worked 
for ten years. He is now a principal of Carter & Cone Type 
Inc., in Cambridge, Massachusetts, designers and pro-
ducers of original typefaces.

His type designs include ITC Galliard, Snell Roundhand 
and Shelley scripts, Helvetica Compressed, Olympian (for 
newspaper text), Bell Centennial (for the US telephone di-
rectories), ITC Charter, and faces for Greek, Hebrew, Cy-
rillic and Devanagari. For Carter & Cone he has designed 
Mantinia, Sophia, Elephant, Big Caslon, Alisal and Miller.

Carter & Cone have produced types on commission for 
Time, Newsweek, Wired, U.S. News & World Report, 
Sports Illustrated, The Washington Post, The Boston 
Globe, The Philadelphia Inquirer, The New York Times, 
BusinessWeek, The Walker Art Center, the Museum of 
Modern Art, Yale University, and the Hamilton Wood 
Type Museum.

Starting in the mid-90s Carter has worked with Microsoft 
on a series of “screen fonts” designed to maximize the 
legibility of type on computer monitors. Of these, Verdana, 
Tahoma and Nina (a condensed face for hand-held devic-
es) are sanserif types; Georgia is a seriffed design.

Carter is a Royal Designer for Industry, and a Senior 
Critic on Yale’s Graphic Design faculty. He has received a 
Chrysler Award for Innovation in Design, the AIGA med-
al and the Type Directors Club medal. In 2010 he was 
awarded a MacArthur Fellowship, and in 2011 he received 
the Lifetime Achievement Award from the Smithsonian 
National Design Awards.

Matthew Carter Selection / linotype.com

“I’ve been serving a life sentence in 
type ever since.” –Matthew Carter

pressatcc.blogspot.com
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David Carson
David Carson is known for his innovative magazine 
design, and his strong use of experimental typography. 
Carson worked as the art director for two major maga-
zines that really set him up as a graphic designer. These 
magazines were called “Ray Gun” and “Beach Culture”. 
Carson would create a radically different cover for each 
issue of these magazines. David Carson embraced 
illegibility–and used it to his advantage. Carson started 
a new era of “grunge typography”. Though postmodern 
deconstructivism was particularly systematic, Carson 
believed his work should be unpredictably disruptive in 
as many different ways as possible. Another important 
magazine that contributed to David Carson’s career was 
“Transworld Skateboarding”. He became the art director 
for this magazine in 1984 and gave the magazine such 
a distinct look. It was his signature “dirty” typography 
that set Carson apart from others. David Carson’s use of 
non-conventional typography put him on the map as one 
of the main modern innovators of typography today.

“Carson’s typography serves not 
just to present and interpret editori-
al content, but often takes the place 
of content–in the traditional verbal 
sense– altogether.” –Ellen Lupton

“Mini Hamlet” / davidcarsondesign.com 

The Magazine Factory / davidcarsondesign.com
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Martin Venezky
Martin Venezky is a graphic designer & typographer who 
like to pay attention to the small details, probably more 
than some people do. Venezky takes interest in intricacy, 
ornament, complexity, and craft. While Venezky studied 
at Cranbrook, he really began to develop his own style. 
Venezky would mix Photostats, photocopies, wax, draw-
ings, laser proofs, etc. This method of mixing and crossing 
media was a defining characteristic for Venezky. As he 
mixed media throughout his work he used type to embody 
the crossing media. In one particular project, Martin worked 
with a Student to poke and twist the letter “E” using a range 
of materials and media. 

To Martin typography was a unifier throughout all of his 
media. Venezky believed type’s malleability is one of its 
great pleasures, as long as you keep its inner logic and 
workings, a lot can be changed with them without compro-
mising with their legibility. Today, Venezky runs his design 
firm Appetite Engineers.

New Orleans / behance.com

Letter E Expierment / It is beauitful then gone pg. 24
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Rick Poynor

First Things First Manifesto / Rick Poynor

Rick Poynor is a writer on graphic design, typography and 
visual culture in general.  He has worked with Blueprint 
magazine, and founded Eye magazine, which he edited for 
seven ears. Poynor liked to focus on visual communication 
while writing. Poynor can be most known for his First things 
First manifesto, which explains our philosophy and us as 
graphic designers. Poynor explains many different visual 
strategies of deconstructivism in typography and how lay-
ering capabilities of the computer drove these strategies.

“Designs function decoratively as a 
means of engaging, amusing, per-
suading and no doubt sometimes 
infuriating the reader, rather than as 
vehicles for extending meaning or 
exploring the text.” –Rick Poynor
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Hoefler & Frere Jones
Jonathan Hoefler and Tobias Frere Jones started Hoefler 
& Co. Around 1989. Hoefler & Co. is a type foundry in 
New York City. Hoefler & Co. Develops typefaces for the 
retail world and individual clients. Some of the clients 
Hoefler & Co. have worked with include: The Times, The 
Guardian, Rolling Stones, and Esquire. H&Co remains 
involved with editorial design, corporate business like 
Tiffany & Co., Nike, and many more. H&Co. started 
creating typefaces inspired by many different eras in his-
tory. The company specialized in creating complex and 
unique typefaces for use in newspapers and magazines. 
These required a wide range of styles, for instance, the 
Gotham typeface extends to 74 different styles for 
print alone. 

Their designs often were inspired by historical items 
including: soviet house numbers, metal lettering on bus 
terminals, engraved maps, and old gasoline pumps. 
H&Co. wanted to bring a historical revival in their typog-
raphy and to all of their clients. 

Like many other typographers in the 90’s the style of 
Grunge Typography, made famous by David Carson was 
rejected by H&Co. They wanted clean, trendy styled 
type. Today they continue that tradition by bringing us 
new traditional and historical type.

Obama “Change” Campaign / Gotham TypeFace

Gotham TypeFace Styles / typography.com
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Web safe fonts, HTML and CSS
Web typography is the typefaces used amongst the world 
wide web. When HTML (Hyper Text Markup Language) 
was first created, font faces and styles were controlled 
exclusively by the settings of each Web browser. There 
were no tools for making individual web pages control 
their typefaces. And then Netscape introduced the <font> 
tag in 1995, which was then standardized in the HTML 
2 specification. Web typography includes a broad range 
of typography because there are millions of web pages 
created by thousands of different people. In 1996 Micro-
soft introduced Core fonts for the web initiative. The fonts 
included in this initiative were: Arial, Courier New, Times 
New Roman, Comic Sans, Impact, Georgia, Trebuchet, 
Webdings, and Verdana. 

Web Safe Font Examples / creativebloq.com

These typefaces were considered the most legible and the 
most easiest to use on the web. Today we have a new era 
of typography emerging on the web and it ranges from any 
style we want. 

HTML is a written markup language used to create web 
pages. It consists of tags in different angle brackets, for 
example <html>. These tags usually come in pairs. The 
web browser can take these tags and compose them 
into visible or audible web pages. The HTML itself, is not 
shown, but used to interpret. CSS (cascading style sheets) 
is a language used for describing and creating the look and 
formate of a document written in a markup language (like 
HTML) It is most often used to change the style of web 
pages and user interfaces. 
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Cell Phones and Hand Held Video Games

After the creation of desktop publishing. Typography 
and design started to enter a new time period within 
themselves. These new letter forms were called “analog” 
made up of metal and photo type, they were converted 
to a variety of digital formats. The first creation of these 
were called “bitmap” which were also all used in early 
cell phones and handheld video games. These bitmap 
fonts had the advantage of being carefully edited for 
quality and readability, but they took up a lot of memory. 

Typography and Hand held video games have an in-
teresting history together. “Joystix” an early typeface 
used on various Nintendo games and is one of the most 
recognizable typefaces when associating it with video 
games. As video games evolved during modern times, 
the typeface would typically match the game. For exam-
ple, the video game “centipede” has a display face of 
long connected strokes that appear to have “centipede” 
features. Cell phones had more of a boring history with 
typefaces that were “pix elated” and that typeface mostly 
stuck, until around 2004 when the Motorola Razr was in-
troduced, typefaces started to evolve and become more 
what they look like today with the invention of modern 
cell phones.

Video Game Fonts / TypodermicFonts.com
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iPhone, iPad and Android
After the development of the cell phone, we move into the 
latest generations of phones and technology. Today it is 
the iPhone and the android phone. iPhone and android 
are very much compared to one another and are con-
stantly in competition of one another. Their typography 
separates them by a lot. Helvetica, probably the most 
popular typeface of today is used in the iPhone and iPad. 
Whereas Android uses a typeface called Roboto. Roboto 
was created specifically for the requirements of UI and 
high-resolution screens.

In todays technology we have the ability to download from 
our phones different typefaces and choose which one 
we want to set our phone’s workings in. In particular, the 
iPhone and iPad have a simplistic layout and they do not 
change much with their typography. Some android users 
come with a preset of the option to display their font in a 
different typeface that it comes with. Also with android and 
iPhone users, they have the chance to select the size at 
which they like to view the text on their phone. Comparing 
this to when the cell phone first arrived, we can see how 
technology has evolved to let us have more control on how 
we personalize our own typographic devices, which leads 
us to the topic of Responsive typography. How do we view 
the same web page on different screens?

Roboto / poderpda.com

apple.com
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Responsive  Typography

Responsive Web Design (RWD) is a design and devel-
opment methodology for creating websites that scale and 
adapt depending upon the size and capabilities of the 
device on which content is viewed. Responsive typogra-
phy was adopted by designers to avoid designing differ-
ent layouts for every possible screen size. This means 
that your layout will automatically adapt to the screen 
definition. We can see how this happens when looking 
at the iPhone and iPad. There are two type of layouts to 
define this. Adaptive layouts and Liquid Layouts. Adap-
tive layouts adjust the layout in steps to a limited number 
of sizes. Liquid layouts adjust the layout continuously to 
every possible width.  Content and design elements can 
re-flow, navigation patterns can change, and images can 
be scaled to provide the best experience on all devices 
without utilizing separate sites or apps. 

Responsive Typography Should Be

Performant
Progressive
Proportional

Polished

This approach was defined and popularized by Ethan 
Marcotte in an article on A List Apart and in a subse-
quent book titled Responsive Web Design published by 
A Book Apart in 2011.Ethan Defined the basic concepts 
of RWD as including three main techniques: a fluid grid 
(rather than fixed-width), flexible media (that would scale 
with the rest of the page), and incorporating media que-
ries to change the layout and flow based upon window or 
view port size. Responsive typography has given us the 
abilities to perform tasks that were quite difficult before. 
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Typography Today
Typography is an ever changing art form. Some of the 
popular methods that have been more evident in present 
times include Ligature discretion, simplistic forms, legible 
forms, slick designs, classics revived, and the use of 
lighter slab serifs are just a pinch of what has become 
popular today in typography. 

Typography today, in general has seemed to back to the 
basics when it come times to legibility, and elegance. 
One important factor of typography today is Open source 
typography. Open typography was created to have a 
goal of bringing better typography to every single type of 
digital screen. Instead of waiting around for web brows-
ers and coding to create something new and better. Ty-
pographers are putting the future of typography in their 
own hands by creating better suited typefaces specifical-
ly for the web. This idea of Open source typography is 
still being created and formed to work with everyone and 
every designer and typographers.

Open publishing is a process of creating news or oth-
er content that is transparent to the readers, basically 
anyone can contribute to publishing. Scribus is an open 
source program that brings professional page layout to 
desktops with a combination of press-ready output and 
new approaches to page design.

Typographers today are leaving a huge impact on how 
we will design in the future. David Carson started an 
era of “grunge typography” that has inspired almost 
everything we see today in typography. Craig Ward, a 
British designer is known for how he pioneers every ty-
pographic form that is put in front of him. Ward believes 
in creating unrepeatable letter forms, using various un-
controlled and unconventional means or materials–that 
sets Craig Ward out amongst many other contemporary 
designers today. 

Bad Typography is Everywhere / wordsarepictures.co.uk
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