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Introduction
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On 12th June 2005, a fifty-year-old man stood up in front of a crowd of students at Stanford University and spoke of his campus days at a lesser institution, Reed College in Portland, Oregon. ‘Throughout the campus,’ he remembered, ‘every poster, every label on every drawer, was beautifully hand calligraphed. Because I had dropped out and didn’t have to take the normal classes, I decided to take a calligraphy class to learn how to do this. I learned about serif and sans serif typefaces, about varying the amount of space between different letter combinations, about what makes great typography great. It was beautiful, historical, artistically subtle in a way that science can’t capture, and I found it fascinating.’

At the time, the student drop-out believed that nothing he had learned would find a practical application in his life. But things changed. Ten years after college, that man, by the name of Steve Jobs, designed his first Macintosh computer, a machine that came with something unprecedented – a wide choice of fonts. As well as including familiar types such as Times New Roman and Helvetica, Jobs introduced several new designs, and had evidently taken some care in their appearance and names. They were called after cities he loved such as Chicago and Toronto. He wanted each of them to be as distinct and beautiful as the calligraphy he had encountered a decade before, and at least two of the fonts, Venice and Los Angeles, had a handwritten look to them.

It was the beginning of something – a seismic shift in our everyday relationship with letters and with type. An innovation that, within a decade or so, would place the word ‘font’ – previously a piece of technical language limited to the design and printing trade – in the vocabulary of every computer user.

You can’t easily find Jobs’s original typefaces these days, which may be just as well: they are coarsely pixelated and cumbersome to manipulate. But the ability to change fonts at all seemed like technology from another planet. Before the Macintosh of 1984, primitive computers offered up one dull face, and good luck trying to italicize it. But now there was a choice of alphabets that did their best to recreate something we were used to from the real world. The chief among them was [image: Image] which Apple used for all its menus and dialogs on screen, right through to the early iPods. But you could also opt for old black letters that resembled the work of Chaucerian scribes [image: Image] clean Swiss letters that reflected corporate modernism [image: Image] tall and airy letters that could have graced the menus of ocean liners [image: Image] There was even [image: Image] a font that looked as if it had been torn from newspapers – useful for tedious school projects and ransom notes.

IBM and Microsoft would soon do their best to copy Apple’s lead, while domestic printers (a novel concept at the time) began to be marketed not only on speed but for the variety of their fonts. These days the concept of ‘desktop publishing’ conjures up a world of dodgy party invitations and soggy community magazines, but it marked a glorious freedom from the tyranny of professional typesetters and the frustrations of rubbing a sheet of Letraset. A personal change of typeface really said something: a creative move towards expressiveness, a liberating playfulness with words.

And today we can imagine no simpler everyday artistic freedom than that pull-down font menu. Here is the spill of history, the echo of Johannes Gutenberg with every key tap. Here are names we recognize: Helvetica, Times New Roman, Palatino and Gill Sans. Here are the names from folios and flaking manuscripts: Bembo, Baskerville and Caslon. Here are possibilities for flair: Bodoni, Didot and Book Antiqua. And here are the risks of ridicule: Brush Script, Herculanum and Braggadocio. Twenty years ago we hardly knew them, but now we all have favourites. Computers have rendered us all gods of type, a privilege we could never have anticipated in the age of the typewriter.
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Chicago on an early iPod

Yet when we choose [image: Image] over [image: Image] or the designer of an advertisement picks Centaur rather than Franklin Gothic, what lies behind our choice and what impression do we hope to create? When we choose a typeface, what are we really saying? Who makes these fonts and how do they work? And just why do we need so many? What are we to do with Alligators, Accolade, Amigo, Alpha Charlie, Acid Queen, Arbuckle, Art Gallery, Ashley Crawford, Arnold Bocklin, Andreena, Amorpheus, Angry and Anytime Now? Or Banjoman, Bannikova, Baylac, Binner, Bingo, Blacklight, Blippo or Bubble Bath? (And how lovely does Bubble Bath sound, with its thin floating linked circles ready to pop and dampen the page?)

There are more than 100,000 fonts in the world. But why can’t we keep to a half-dozen or so – perhaps familiar faces like Times New Roman, Helvetica, Calibri, Gill Sans, Frutiger or Palatino? Or the classic Garamond, named after the type designer Claude Garamond, active in Paris in the first half of the sixteenth century, whose highly legible roman type blew away the heavy fustiness of his German predecessors, and later, adapted by William Caslon in England, would provide the letters for the American Declaration of Independence.
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Bubble Bath – light, regular and bold

Typefaces are now 560 years old. So when a Brit called Matthew Carter constructed Verdana and Georgia on his computer in the 1990s, what could he possibly be doing to an A and a B that had never been done before? And how did a friend of his make the typeface Gotham, which eased Barack Obama into the Presidency? And what exactly makes a font presidential or American, or British, French, German, Swiss or Jewish?

These are arcane mysteries and it is the job of this book to get to the heart of them. But we should begin with a cautionary tale, a story of what happens when a typeface gets out of control. 
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A duck walks into a bar and says, ‘I’ll have a beer please!’ And the barman says, ‘Shall I put it on your bill?’

How funny is that? Quite funny. The first time you heard it. It’s the sort of joke you can remember – one that shows people you are not totally unable to tell a joke. A joke that a child can tell, or an uncle. The sort of joke that if you saw it on a greetings card would appear – as it does above – in Comic Sans.

Even if you didn’t know what it was called, you will be familiar with Comic Sans. It looks as if it was written neatly by an eleven-year-old: smooth and rounded letters, nothing unexpected, the sort of shape that could appear in alphabet soup or as magnets on fridges, or in Adrian Mole’s diary. If you see a word somewhere with each letter in a different colour, that word is usually in Comic Sans.

Comic Sans is type that has gone wrong. It was designed with strict intentions by a professional man with a solid philosophical grounding in graphic arts, and it was unleashed upon the world with a kind heart. It was never intended to cause revulsion or loathing, much less end up (as it has) on the side of an ambulance or a gravestone. It was intended to be fun. And, oddly enough, it was never intended to be a typeface at all.

The man to blame – although you wouldn’t be the first to do so, and he takes any criticism with a genial shrug of his shoulders – is Vincent Connare. In 1994, Connare sat at his computer terminal and started to think that he could improve the human condition. Most good type starts out this way. In Connare’s case, he wanted to fix a problem his employers had stumbled into without thinking.

Connare worked at Microsoft Corporation. He joined not long after the company had started to dominate the digital world, but before it became known as the Evil Empire. His job title was not ‘font designer’, for that might have implied some sort of old-world arts-and-crafts chair whittler, but ‘typographic engineer’. He had arrived from Agfa/ Compugraphic, where he worked on many type designs, some of them licensed to Microsoft’s rival, Apple, and had trained first as a photographer and painter.

One day early in 1994, Connare looked at his computer screen and saw something strange. He was clicking his way through an unreleased trial copy of Microsoft Bob, a software package designed to be particularly user-friendly. It included a finance manager and a word processor, and for a time was the responsibility of Melinda French, who later became Mrs Bill Gates.

Connare spotted that there was one thing particularly wrong with Bob: its typeface. The instructions, designed in accessible language and with appealing illustrations (designed, in fact, for people who might otherwise be scared of computers), were set in Times New Roman. This looked ugly, because the software was warm and fuzzy and held your hand, while Times New Roman was traditional and chilly. It appeared an even stranger choice when paired with the child-friendly illustrations that accompanied it, not least of Bob himself – a waggy, sweet-talking dog.

Connare suggested to Microsoft Bob’s designers that his experience of working with the company’s educational and kids’ software might render him suitable for revamping the look of their newest product. He probably didn’t need to list the reasons why Times New Roman was unsuitable, but the first was that it was ubiquitous, and the second was that it was boring. It had been designed in the early 1930s by Stanley Morison, a brilliant typographer whose influence on modern publishing was immense, to update The Times newspaper. This work had nothing in common with the way papers are updated today – redesigns intended primarily to increase the impression of youthfulness and upend a decline in circulation. Its prime intention was clarity; Morison maintained that ‘a type which is to have anything like a present, let alone a future, will neither be very “different” nor very “jolly”.’
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Microsoft Bob, a dog in search of a font

But types have their time, and in the middle of the 1990s, at what was still the dawn of the digital age, Vincent Connare set about proving Morison wrong.

In many ways, Comic Sans existed before Connare made it legitimate by giving it a name. It existed, naturally enough, in comics and comic books (indeed the typeface was originally called Comic Book). One of the books that Connare had by his desk at Microsoft was Batman: The Dark Knight Returns, by Frank Miller with Klaus Janson and Lynn Varley. This told the tale of the elderly justice-doer jumping from his anxious retirement to take on terrible foes, only to find that he was even more unpopular with Gotham authorities than ever. The book was a huge crossover hit, reaching people who would previously have been embarrassed to carry what was then becoming an acceptable art form, the graphic novel. Along with Alan Moore’s and Dave Gibbon’s Watchmen, another influence on Connare, it marked the point where comics staked their claim as both literature and art.
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Watchmen – a dark inspiration for Comic Sans

Batman: The Dark Knight Returns was not that dissimilar from DC and Marvel comics of old, although it was now increasingly sinister, its characters taunted by terrible inner demons. Its value to the typographer was that it achieved that near-sublime melding of visuals and text, where one didn’t swamp the other, and both could be absorbed simultaneously. It was like watching a perfectly subtitled film. When the Joker, seemingly dying, spits out ‘I’LL … SEE YOU … IN HELL—’ the reader skips from box to box gasping. This is perfect type, or at least perfect type suited to the medium; it might look odd in a Bible.

This was Connare’s goal too, but he was aware that comic-book text was not always used so seamlessly. Those not exposed to comic books for years would perhaps be more familiar with Roy Lichtenstein’s pop art type, inspired both by comics of the 1950s and the poetry of Phil Spector records. There was a primitive irony in Lichtenstein’s use of the words ‘WHAAM!’ and ‘AAARRRGGGHHH!!!’, and a knowing humour in his yellow-haired damsels sobbing, ‘That’s the way it should have begun! But it’s hopeless!’ But this was obtrusive type, type with an arresting message.

Of course, Connare knew that both Lichtenstein and Frank Miller’s Batman didn’t use type at all, but letters that had been hand-drawn for each box. This gave it great flexibility and variety – no two letters exactly the same, the possibility of stressing a syllable by gently increasing the pressure on the nib – but Connare’s appreciation of the craftsmanship did nothing to solve the problem of Microsoft Bob. This new software required a new type interface that looked as if it had been drawn by a creative and friendly hand (a hand that would hold your hand as you clicked through). His letters would be the same every time they were used but they would still look human.

Connare used the then-standard tool for designing type on a computer – Macromedia Fontographer – drawing each letter repeatedly within a grid until he got the style he required. He chose the equivalent of a child’s blunted scissors – soft, rounded letters, with no sharp points to snag you. He drew both capitals and lower case, and printed them out to examine their dimensions when placed next to each other. Like most designers, he had a way of relaxing his eyes so that he could concentrate on the white paper behind the letters, gauging the space between the characters, the space between lines of text and their ‘weight’ – how light or bold they were, how much ink they used on a page, how many pixels they occupied on screen.
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Comic Sans in all its childlike glory

He then sent what he had made to the people working on Microsoft Bob, and they replied with bad news. Everything in the software package had been set with Times New Roman measurements – not only the choice and size of the type, but also the size of the speech bubbles that contained it. Comic Sans was slightly larger than Times New Roman, so it couldn’t just be slotted in.

Microsoft Bob duly appeared in its formal state, and was not a success. No one officially blamed the unsuitable typeface. But not long afterwards, Connare’s work was adopted for Microsoft Movie Maker, a distinct hit. And thus the typeface intended only as a solution to a problem took off.

Comic Sans went global after it was included as a supplementary typeface in Windows 95. Now everyone in the world could not only see it, but use it. Because it was irreverent and naive, it may have appeared better suited to the heading of your student essay than something with a heavier formality like Clarendon (which dates back to 1845). People also began to use it on restaurant menus, greeting cards and birthday invitations, and self-printed posters stapled to trees. It was viral advertising before such a thing existed, and like a good joke it was funny at first. Connare explained why it worked so well. ‘Because it’s sometimes better than Times New Roman, that’s why.’

Then Comic Sans began to appear in other places: on the sides of ambulances, on online porn sites, on the backs of the shirts worn by the Portuguese national basketball team, on the BBC and in Time magazine, in adverts for Adidas boots. It became corporate, and suddenly Times New Roman didn’t seem so bad any more.

In the new century, people began to get upset with Comic Sans, at first in a comic way, and then in a more emetic one. Bloggers turned against it, a dangerous thing, and Vincent Connare found himself at the centre of an Internet hate campaign. A husband and wife cottage industry sprang up around it, with Holly and David Combs offering mail-order ‘Ban Comic Sans’ mugs, caps and T-shirts. Alongside their own manifesto:
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The bunny gets it – hard-hitting propaganda from the Ban Comic Sans website

We understand font selection is a matter of personal preference and that many people may disagree with us. We believe in the sanctity of typography and that the traditions and established standards of this craft should be upheld throughout all time … Type’s very qualities and characteristics communicate to readers a meaning beyond mere syntax.

The Combs, joint authors of a book called Peel, which documents the social history of the sticker, met one Saturday at a synagogue in Indianapolis; Holly says she was smitten as soon as they started discussing fonts. Both of them were clearly fans of type with authenticity and purpose, as their manifesto makes clear:

When designing a ‘Do Not Enter’ sign, the use of a heavy-stroked, attention-commanding font such as [image: Image] or Arial Black is appropriate. Typesetting such a message in Comic Sans would be ludicrous … analogous to showing up for a black tie event in a clown costume.

The Combs’ manifesto then began to sound like something the Futurists would write after too much absinthe, calling on the proletariat to rise up against the evil of Comic Sans, and to sign a petition for its prohibition.

Their website has attracted international feedback, highlighting the far-reaching and rapid spread of a font in the digital world. One post from South Africa lamented, ‘I am forced to study a national language called Afrikaans, which is similar to Flemish. Almost every textbook is printed ENTIRELY in Comic Sans.’

The campaign also neatly demonstrated that the public, beyond the world of type design, has an awareness and an opinion about the everyday appearance of words. The Wall Street Journal wrote a column about Comic Sans and the banning movement on its front page (in its dour Dow Text font with a crisp Retina headline), explaining that the typeface was so unpopular that it was becoming retro chic, like lava lamps. Design Week went so far as to put Comic Sans on its cover, with a provocative Lichtenstein-style speech bubble asking, ‘The world’s favourite font!?’

The Combs don’t really believe that Comic Sans is the plague of our time. In interviews they sound reasonable: ‘Comic Sans looks great on a candy packet,’ says Dave Combs. ‘A place where it doesn’t look great, in my opinion, is on a tombstone.’ You’ve actually seen that? ‘Yes, actually I have.’ Where else was no good? ‘I was in a doctor’s office,’ Holly Combs remembers, ‘and there was a whole brochure describing irritable bowel syndrome…’

Connare could have taken this one of two ways, but he was smart and appreciated the attention. He came to Comic Sans’ defence, but also acknowledged its strict limitations. Like Dr Johnson’s lexicographers, type designers can rarely expect acclaim, but they do well if they avoid recriminations. And they rarely receive even ignominious fame, unlike Connare, who for a while became the most famous type designer in the world.

In the sixteen years after he developed Comic Sans, Connare has designed several other noteworthy typefaces, notably Trebuchet, which is a nicely rounded semi-formal humanist font ideal for web design.* But his fame rests with his original creation. ‘Most everyday people that aren’t in my industry know the font,’ he says. I get introduced as the Comic Sans Guy. “What do you do?” they ask. “I design type.” “What do you design?” “You might have heard of Comic Sans.” And everybody says yes.’

One reason for this may be Comic Sans’ emotional attributes, not least its warmth. Connare has written a monograph about his own type hero, William Addison Dwiggins, who in 1935 designed [image: Image] a sturdy book face that he intended to reflect the clanking machine age, its edges like the sparks and spits from a furnace. This too was emotional type, and Dwiggins envisaged a conversation in which he would justify his ambitions. ‘If you don’t get your type warm it will be no use at all for setting down warm human ideas – just a box full of rivets … By jickity, I’d like to make a type that fitted 1935 all right enough, but I’d like to make it warm – so full of blood and personality that it would jump at you.’ (Dwiggins was a man for the catchy phrase: he is credited with inventing the term ‘graphic design’.)

Connare can sometimes be elliptical about his fame. ‘If you love Comic Sans, you don’t know much about typography. If you hate it, you really don’t know much about typography, either, and you should get another hobby.’ And sometimes, rather than regale new acquaintances with the whole naive saga, he can email them a pdf slideshow. This shows not only odd uses of his font, but also a letter he received from the Ban Comic Sans campaigners thanking him for being ‘a good sport’; on subsequent slides he showed a letter of appreciation from Disney after it used Comic Sans at its theme parks (it was signed by Mickey Mouse). His conclusion as to why Comic Sans has become one of the most widely used fonts in the world is arresting: people like it, he says, ‘because it’s not like a typeface’.

By jickity indeed. This suggests that, even in the digital age, we don’t know very much about type, and may in fact be frightened of it. Here is something that has always been central to our lives, but when the pull-down menu offers us the opportunity to choose type for our own ends we appear to opt for the one that most reminds us of the schoolroom. At every opportunity our computer asks whether we might like to spend the day with Baskerville, [image: Image] Century, [image: Image] Gill Sans, Lucida, [image: Image] or Tahoma. But we choose old Comic Sans.

Perhaps this is just as it should be. In its attempt to resemble handwriting, Comic Sans has its roots in type from the Middle Ages. It is the logical conclusion to a technological breakthrough that transformed everything. Of course, if Johannes Gutenberg had imagined that his greatest endeavour would end up as a funny sign above a funeral parlour he might just have wrapped his plump stained fingers around all the printer’s ink in Europe and thrown it in the sea.

But come on Johannes, loosen up! Tell us a joke! As the Wall Street Journal observed, at least Comic Sans has stepped out from under a computer’s toolbar to become a punchline:

Comic Sans walks into a bar and the bartender says, ‘We don’t serve your type.’
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On 25th September 2007, a woman named Vicki Walker committed a type crime so calamitous that it cost her not only her job, but almost her sanity. Walker was working as an accountant in a New Zealand health agency, and there was an email to send. Regrettably, she ignored the only rule that everyone who has ever emailed knows: CAPITAL LETTERS LOOK LIKE YOU HATE SOMEONE AND ARE SHOUTING.

It was a Tuesday afternoon. Walker pressed ‘Send’ on this instruction:

TO ENSURE YOUR STAFF CLAIM IS PROCESSED AND PAID, PLEASE DO FOLLOW THE BELOW CHECKLIST

Not the written word’s finest hour in lots of ways, but hardly a sackable offence. The letters were in blue, and elsewhere her email contained bold black and red. She worked for ProCare in Auckland, a company which clearly placed great pride in knowing when and when not to hold down the Caps button, though it did not have an email etiquette guide at the time Vicki Walker splurged on upper case.

Upper and lower case? The term comes from the position of the loose metal or wooden letters laid in front of the traditional compositor’s hands before they were used to form a word – the commonly used ones on an accessible lower level, the capitals above them, waiting their turn. Even with this distinction, the compositor would still have to ‘mind their ps and qs’, so alike were they when each letter was dismantled from a block of type and then tossed back into the compartments of a tray.

The correct use of type varies over time. These days, corporate edicts are common, and memos come down from on high like tablets of stone: thou shalt use only Arial on both internal and external communications. But who is to say that lower-case Arial from 1982 is preferable to the way we communicated in TRAJAN CAPITALS on the pediments of public buildings in ancient Rome? And how did our eyes switch from accepting one over the other, to the point where a thoughtless choice of capitals-all-the-way became a cause of headaches and dismissals?
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The upper and lower case

Vicki Walker was sacked three months after her email was deemed to have caused ‘disharmony in the workplace’, which would have been laughable had it not caused her so much distress. Twenty months later, after re-mortgaging her house and borrowing money from her sister to fight her case, Walker appealed successfully for unfair dismissal, and was awarded $17,000.

There have always been rules of type, and type etiquette. Say you are designing a jacket for a new edition of Jane Austen’s Pride and Prejudice. The book is out of copyright and so has cost you nothing, the beautiful jacket illustration of a secret garden has been done by a friend, and now all you have to do is find a suitable typeface for the title and author, and then the text inside. For the jacket type, conventional wisdom would be to choose something like [image: Image] which first appeared at around the time Austen was writing and looks very classy with its extreme range of fine and stronger lines, especially in italics (Pride and Prejudice). This font will fit right in, and will sell books to people who like classic editions. But if you wanted to reach a different market, the sort who might read Kate Atkinson or Sebastian Faulks, you may opt for something less fusty, perhaps Abroise Light, which, like Didot, has a stylish French pedigree.

For the text of the book, you might consider a digital update of Bembo – perhaps [image: Image] Originally cut from metal in the 1490s, this classic roman typeface retains a consistent readability. And it fits the overriding principle that typefaces should mostly pass unrecognized in daily life; that they should inform but not alarm. A font on a book jacket should merely pull you in; once it has created the desired atmosphere it does well to slink away, like the host at a party.

There are exceptions, of course, and a brilliant one is John Gray’s bestseller, Men Are From Mars, Women Are From Venus, in which the designer Andrew Newman chose Arquitectura for the male lines and Centaur for the female ones. Arquitectura looks manly because it is tall, solid, slightly space-age, rooted and implacable. Centaur, despite its bullish name, looks like it has been written by hand, has thin and thick strokes, and is charming and elegant (obviously this is gross sexual stereotyping, but Men Are From Mars, Women Are From Venus is pop-psychology).
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Fonts have sexual stereotypes, too

This then is another rule: type can have gender. The understanding is that heavy bold jagged fonts are mostly male (try Colossalis), and whimsical, lighter curly fonts are mostly female (perhaps ITC Brioso Pro Italic Display from the Adobe Wedding Collection). You can subvert this form, but never the automatic associations that type infers. It’s the same with colour: you see a baby dressed in pink – that’s a girl. Type has us conditioned from birth, and it has taken more than five hundred years to begin to shake it free.

Johannes Gutenberg didn’t pay much regard to the gender of type when he made his first letters in the 1440s. And he didn’t much care about finding a suitable font for each new project, or even changing the course of Western history. What he cared about was making money.

Gutenberg was born in Mainz, near Frankfurt, the son of a wealthy merchant with links to the local mint. His family moved to Strasbourg when Gutenberg was young, but the details of his early working life are cloudy. There are records of his involvement with gems, metalwork and mirrors, but by the late 1440s he was known to be back in Mainz borrowing money to make ink and printing equipment.

Gutenberg’s vision concerned automation, consistency and recycling. He is unlikely to have known of the far earlier printing methods in China and Korea, most of which involved the one-off production of books with woodblocks and cast bronze type. Certainly he was the first to have mastered the principles of mass production in Europe, and his innovations with casting reusable letters set the pattern for printing for the next five hundred years. The book became cheaper and more available, and what was once the sole province of the church and the wealthy became in time a source of pleasure and enlightenment for all educated classes. What a dangerous tool he unleashed.

How was this achieved? With dexterity, patience and some ingenuity. Gutenberg’s experience of smithery had taught him the principles of hard and soft metals, and of hammering hallmarks and other symbols into silver and gold. He was equally familiar with liquid alloys, and at some point in the late 1440s it is likely that an idea forged in his mind: what if all these combined techniques could be applied to printing?
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Early printers at work in this engraving from 1568. Cast type is being arranged by compositors in the background.

All the books Gutenberg had seen up to this point would have been handwritten. To modern eyes, their script can often look almost mechanical, though this was a result of painstaking work by a professional scribe hunched for months over a single volume. Complete words could be engraved into individual blocks of metal or wood and then inked, but this would take even longer to create a book. But what if it were possible to transform this process by casting an alphabet in small pieces of movable type that could be reused and reconfigured as often as each new page of a document or book required?

Gutenberg’s precise method of typefounding is unknown, but popular wisdom suggests that it was at least similar to the first documented process two decades later (and the method that dominated printing up until 1900). This begins with punchcutting – carving a letter in reverse on the end of a steel rod a few inches long. The punch is then hammered into softer metal, often copper, forming an indented ‘matrix’ to be fitted into a hand-held wooden mould with the aid of a spring. Hot metal – a mixture of lead, tin and antimony – is poured into the mould with a ladle, and hardens swiftly into a single letter at the tip of a slither of type, ready to be aligned into words. Taken as a whole, a font is born, although the process of spacing, moulding and finishing is a lot more skilled than suggested here. The single regular alphabet would be augmented by many duplicate letters, as well as punctuation and spaces; it is believed that Gutenberg cast almost three hundred different letterforms for his two-volume 1,282-page Bible of 1454 – 55.

Once the font was ready, a page would be carefully assembled (in its mirror image), and tightened in a wooden frame or ‘chase’, and once enough copies had been printed, the block was broken up and the type used again. The printing made the process swift, while the type made it economical; thus did we witness the birth of mass production.

The scale of Gutenberg’s achievements is inestimable. He advanced not only the printing press but also new oil-based inks (thinner water-based inks failed to adhere to metal) in addition to what may be considered to be the first example of book marketing. He employed twenty assistants, some of them in a sales capacity; in an early version of the Frankfurt Book Fair in 1454, all 180 printed copies of his Bible were sold ahead of publication.

Gutenberg’s role in the dissemination of debate, science and dissent – printing as the dual mouthpiece of human sense and human folly – was already being felt by the time of his death in 1468. (He did not die wealthy, having surrendered his printing equipment after an unsuccessful legal battle with his principal benefactor Johannes Fust.) But his role in the cutting of type is less clear, and certainly another name deserves equal recognition. Peter Schoeffer, who joined Gutenberg in Mainz after studying calligraphy at the Sorbonne, is believed to have had a significant role in the earliest experiments in punchcutting, though his contribution is largely forgotten.
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The world’s first font – Gutenberg’s Textura

Gutenberg’s and Schoeffer’s first texts resembled – in fact imitated – handwritten scripts, in part because this was what people were used to, and in part because he believed it would be the only way for his books to achieve the same market price as the ones they were replacing. The type used for their famous Bible has come to be known as Textura – taking its name from one of the ‘writing hands’ of the time, part of a group known as Schwabacher (blackletter) script favoured by monkish scribes. But for other work, including the Mainz Indulgences (church documents purchased by a ‘sinner’ marking a suitable period of penance), their type had a more open and human feel which has become known as Bastarda.

At the British Library in London, a copy of Gutenberg’s Bible lies under thick glass in a dimly lit room on the first floor, where it shares hushed space with other treasures, including the Magna Carta, the Lindisfarne Gospels and the Sherborne Missal, as well as Captain Scott’s diary, a manuscript by Harold Pinter and handwritten lyrics by the Beatles. The Bible is printed on paper (the Library has another printed on vellum) and has a provenance shrouded in intrigue and crossings out on title pages. It is one of just forty-eight known surviving copies (most of these are incomplete – only twelve intact paper copies and four complete vellum copies exist), and each has variations in text, lineage, spacing and illumination. Spectroscopy has revealed the exact pigments used in the illuminated capitals and opening lines, a combination of lead tin yellow, vermillion, verdigris, chalk, gypsum, lead white and carbon black.

These days, digitization enables us to view the copies online without the need for a trip to the Euston Road, although to do so would be to deny oneself one of the great pleasures in life. The first book ever printed in Europe – heavy, luxurious, pungent and creaky – does not read particularly well on an iPhone.

Fonts were once known as founts. Fonts and founts weren’t the same as typefaces, and typefaces weren’t the same as type. In Europe the transition from fount to font was essentially complete by the 1970s, a grudging acceptance of the Americanization of the word. The two were used interchangeably as early as the 1920s, although some whiskered English traditionalists will still insist on ‘fount’ in an elitist way, in the hope that it will stretch their authenticity all the way back to Caxton, the great British printer of Chaucer. But most people have stopped caring. There are more important things to worry about, such as what the word actually means.

In the days when type was set by hand, a font was a complete set of letters of a typeface in one particular size and style – every different a, b and c in upper and lower case, each pound or dollar sign and punctuation mark. There would be many duplicates, the exact amount dependent on their common usage, but always more Es than Js. The word is derived from ‘fund’, the fund (amount) of type from which the letters are selected. These days a font refers simply to a particular typeface, which may have ten or twenty fonts, each weight and style on the page a little different. But in common parlance we use font and typeface interchangeably, and there are worse sins.

Definitions should not cloud our appreciation of type, but some classifications can be useful in understanding the subject’s history and usage. Just as it is entirely possible to have a pleasant afternoon in a gallery with no knowledge of art theory or an artist’s place in the firmament, one can wander around the streets admiring typefaces on signs and shops with not a care for their history. But it may increase our love of them if we know who made them, and what they were aiming for. And for this we need to define a few words in the typographic language.

In 1977, the Guardian ran an elaborate and now famous April Fools’ Day hoax marking the tenth anniversary of the independence of San Serriffe: a republic whose every name was taken from the world of fonts. Floating freely in the Indian Ocean, the state had undergone a period of rapid prosperity (due in no small part to its phosphate reserves), and the seven-page supplement was full of intriguing information about the benign union-busting activities of General Che Pica and the port of Clarendon, and the Caslon-speaking, theatre-going activities of the native Flongs.

The hoax was a cross between Woody Allen’s Bananas and the BBC radio game ‘Mornington Crescent’ – a parallel world where only the most steel-hearted would litter its beaches (Gill Sands) with cynicism. Some readers, it is said, tried to book a holiday there, though travel agents were unable to locate Bodoni International Airport, the quaint inlet of Garamondo or the vaste swathe of uninhabitable Perpetua. They even had trouble locating the islands themselves, both the round Caissa Superiore and the curlier Caissa Inferiore, which together formed the shape of a semi-colon. San Serriffe drifted into legend, and it may have caused those readers unfamiliar with type lore to dig out the dictionary.
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San Serriffe’s archipelago: the islands of Upper and Lower Caisse. Note the enticing beach of Gill Sands in the sweep of the lower isle.

Bodoni and Baskerville are both serif fonts, while Gill Sans is a sans serif. The difference lies at the feet or tips of the letters, with a serif typeface carrying a finishing stroke often appearing to ground the letter on the page. This could be the base of an E, M, N or P, but it could also be the left-upper flick of an r or the roof of a k. It makes the letters look traditional, square, honest and carved – and their lineage can be traced back as far as the Roman emperor Trajan, whose Column in Rome, completed in 113, bears an inscription in his honour and serves as the most influential piece of anonymous stone carving in 2,000 years.

Sans serif faces may appear less formal and more contemporary, but they can be as redolent of tradition as a brass band. Many have a very classical and Roman form – indeed sans serif lettering existed in the Ancient World – and when they appeared on buildings in fascist Italy between the wars they fitted right in, as if they had been there for centuries. They are durable and may be monumental, and while Futura, Helvetica and Gill Sans are the best known, there are countless numbers in our daily lives. The oldest sans serif type is probably CASLON EGYPTIAN from 1816 and through the nineteenth century they became popular mainly as display fonts, for use on posters.
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It’s all in the feet and tips: remove those dark areas (the serifs) and you get a sans serif
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Trajan’s Column – the classic (serif) font of the classical world

However, in the following century sans serif type took on a very different character, as a new generation of designers fused the Roman and display traditions with modern style. Nothing looked so good stuck on the side of a new machine, or, as with Edward Johnston’s typeface, on the London Underground. The roots of this new sans serif lay in Germany, in a font known as Akzidenz Grotesk, released in 1898. But it was given a new life in Britain by Johnston and by Eric Gill’s Gill Sans, and by others in Germany, Holland and – most notably – in post-war Switzerland, where Univers and Helvetica arose to spearhead modernism’s spread across the world. So we’d best think of the type now as European.

Because there are so many typefaces, there have been many attempts to classify them into definable groups. But type is a living element, and it will resist absolute categorization until it is worn thin; a good single letter in a vivid typeface has enough energy in itself to leap free from any box. Still, a few loose categories can at least make visible the host of variations in type, and help us cope with the possibility of explaining a font to someone who can’t see it (which, before email attachments, was a real bonus).

The key system of type classifications is called Vox, after its French originator, Maximilien Vox. It appeared in the 1950s and was the basis for the 1967 British Standards Classification of Typefaces. This delineated nine basic forms, from Humanist, Didone and Slab-serif to Lineale and Graphic (Lineale was another word for sans serif). It tried to be strict in its definitions, but often reverted to vagueness: ‘The R usually has a curved leg,’ it observed of the Grotesques. ‘The ends of the curved strokes are usually oblique,’ it said of the Neo-grotesques.

More recently, the big suppliers of digital type, such as Adobe and ITC, have attempted their own systems of clarification. This is intended to help with searches and sales at their online sites, but generally shows the near impossibility (and perhaps futility) of accurate categorization.
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Lesson one in the anatomy of type: ascenders and descenders (top), ligature and x-height.

Within each typeface, a single letter has its own geography. This requires an exact language that is charming and unforgiving, jargon which began with the punchcutter from the fifteenth century and has resisted all attempts at digital corruption. We have already encountered some of these – counters being the enclosed or semi-enclosed areas of a letter, within an o, b or n, for example; while the bowl is the curved shape of the g, b, etc; and stems are the main constructional elements – which may be thick or thin depending on design.

A bracketed serif has a curved element like a tree trunk, an unbracketed one is a straight line, while a wedge serif falls at a geometric angle. The x-height of a letter is the distance between the base line (the line in an exercise book) and the mean line (the top of a lower-case letter); an ascender rises above the mean line, a descender below the base line.

Some type vocabulary has an internal beauty of its own (or it did when all type was metal). Much of this is anthropomorphic, treating letters as living life-forms: the whole character is known as the body, the blank space below the raised letter is the beard, the flat side of the metal type is the shoulder, while the whole raised letterform is the face. At the San Serriffe hospital you could have a ligature, and the result would often be grotesque. Traditionally, a ligature has meant a light linking flourish between two letters that are joined together (such as fl or ae, which require less white space between them than if the letters were used on their own). These days, commonly, a ligature (a feature of both serif and sans serif faces) refers to the two letters themselves, used as if they were one.
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A depth scale – once a key part of a typographer’s toolkit

A grotesque face is not necessarily an ugly one; a grot is a name applied to a certain type of sans serif type, usually from the nineteenth century, with some variation in the thickness of letter strokes. A neo-grotesque is more uniform, has less of a square look to the curved letters, and works very well in lower case in small point sizes.

And then there is maths. The point size can be used both as a unit of measuring type and the space between it. For regular newspaper and book text, 8pt to 12pt usually satisfies. There are 72pts to an inch. 1pt is 0.013833 inches. Typographers group them in picas: 12pts to a pica and 6 picas to an inch. There have been many historical and national variations, and metal and digital measures differ slightly, but today we almost have an international standard: in the US, 1pt = 0.351mm; in Europe 1pt = 0.376mm.

But the maths, geography and vocabulary of type should never obscure the most basic fact of all: regular or italics, light or bold, upper or lower case – the fonts that work best are the ones that allow us to read without ruining our eyes.


Fontbreak

Gill Sans

Eric Gill is remembered for many things: his engravings in wood and stone, his lifelong passion for lettering, his devotion to English craftsmanship – and his typefaces, notably Gill Sans, one of the twentieth century’s earliest and classic sans serif fonts.

And then there is that other thing: Gill’s scandalous and ceaseless sexual experimentation. In 1989, Fiona MacCarthy published a biography of the artist that featured stomach-curdling detail of his dramatically outré meanderings with his daughters, sister and dog, as recorded in his own diaries. The photographs of Gill in his full-length smock were unsettling enough, but then came the descriptions of his incestuous and canine arousals (‘Continued experiment with dog … and discovered that a dog will join with a man’).

MacCarthy argues that Eric Gill’s priapism was as much a product of an inquisitive mind as his exquisite craftsmanship, that ‘the urge to try things out, to push experience to limits was part of his nature and part of his importance as a social and religious commentator and an artist’. Possibly true, although some still shudder with revulsion at the mention of his name – a recent online forum at Typophile debating a boycott of Gill Sans on account of its creator’s past. Most have taken a more bemused view. Indeed, the American designer Barry Deck, who achieved fame for Template Gothic, a fancifully fluid sans font, in 1990, designed a loose tribute to Gill called Canicopulus.

Oddly enough, Gill Sans is itself a curiously sexless font. It began to take shape when Gill was living in the Welsh mountains in the mid-1920s. Here he tried out sans serif forms in his notebooks and on signs to guide tourists around the monastery in Capel-y-ffin. In his autobiography, Gill explained that sans serif was the obvious choice when ‘a forward-minded bookseller of Bristol asked me to paint his shop fascia’. The long wooden sign in question, for Douglas Cleverdon, led to something else – for after seeing a sketch of these letters, Gill’s old friend Stanley Morison commissioned him to design an original sans face for Monotype.

Its impact was instant and is still reverberating. Gill Sans appeared in 1928, when its creator was forty-four. It was the most British of types, not only in its appearance (spare, proper and reservedly proud), but also in its usage – adopted by the Church of England, the BBC, the first Penguin book jackets and British Railways (where it was used on everything from timetables to restaurant menus). Each showed Gill Sans to be a supremely workable text face, carefully structured for mass reproduction. It wasn’t the most charming or radiant, and not perhaps the most endearing choice for literary fiction, but it was ideal for catalogues and academia. It was an inherently trustworthy font, never fussy, consistently practical.
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Gill Sans begins to take shape on a Bristol shopfront

Despite his big hit, Gill never thought much of himself as a typeface man. His gravestone, which implores the visitor to ‘Pray For Me’, casts him merely as a stone carver, one of the rarest representations of modesty in the world of graphic design. In fact, Gill designed twelve other typefaces, including the popular classical serifs Perpetua and Joanna, as well as Felicity, Solus, Golden Cockerel, Aries, Jubilee and Bunyan.

Joanna was named after his youngest daughter, with whom, MacCarthy suggests, he had less of a dubious relationship than with his other two. He used it beautifully to set his Essay on Typography, which was really a treatise on the effects of mechanization on the purity of the soul. It reveals a demonstratively exact character (‘The title page should be set in the same style of type as the book and preferably in the same size’), and his pronouncements elsewhere suggest a wholly unromantic one. ‘The shapes of letters do not derive their beauty from any sensual or sentimental reminiscences,’ he wrote. ‘No one can say that the O’s roundness appeals to us only because it is like that of an apple or of a girl’s breast or of the full moon. Letters are things, not pictures of things.’
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The first Penguin book, printed in 1935, with title and author set in quintessentially British Gill Sans. The Penguin logo here is Bodoni Ultra Bold but was itself later changed to Gill Sans.
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Eric Gill in his smock, c. 1908

Gill died in 1940, just as his most famous font began appearing on the Ministry of Information’s wartime warnings about blackouts, careless talk and the recruitment of the Home Guard.
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In a wood, somewhere in England, rifles in hand, you have been watching

Arthur Lowe (proud, pompous walk)

John Le Mesurier (leafy camouflaged helmet, looking nervous)

Clive Dunn (brave gaze, cold steel)

John Laurie (anxious, doomed)

James Beck (crafty draw on cheeky fag)

Arnold Ridley (may need to be excused)

Ian Lavender (blue scarf, mum’s insistence)

This is the closing sequence to Dad’s Army, Britain’s much-loved TV comedy about the Second World War, produced in the late 1960s/early 1970s and repeated ever since. The actors’ credits are in Cooper Black, which sells not only things we now consider to be retro and classic, such as Kickers or Spacehoppers, but also anything intended to be warm, fuzzy, homely, reliable and reassuring, like easyJet.

The lettering on the side of planes had rarely implied fun (‘we’re one of you! climb aboard!’) before easyJet tried it, and so strong is this typographic branding that no one has successfully imitated it. (Although the budget airline’s chief rival, Ryanair, once used Arial Extra Bold – attracted perhaps by its name – before moving to a proprietary font.)

EasyJet’s branding soon extended to the easyGroup’s other products, and was discussed in the company’s mission statement:

Our visual identity, known as the ‘Getup’, is an essential part of the easyJet Brand Licence and is cast in stone! It is defined as: a) white lettering on an orange background (Pantone 021c on glossy print materials; on other surfaces the nearest practicable equivalent), and b) in Cooper Black font (not bold, italics, outline nor underlined), the word ‘easy’ in lower case, followed (without space) by another word …

Cooper Black was a good find. It is rare for a new company to select a pre-digital unmodernized classic face from the shelf and not revive or tweak it in some way, but here was an exception. Like so many fonts that have stuck, it was designed in the 1920s, and became instantly popular. Oswald Bruce Cooper, a former Chicago advertising man, was commissioned by the foundry Barnhart Brothers & Spindler to make something that they could sell to advertisers (and something that looked suspiciously similar to Pabst Extra Bold, designed several years before by Frederic W Goudy for the American brewing firm).

Its success soon allayed Cooper’s fear that he would only achieve ‘a tiresome effect from the too frequent repetition of the same quirk and curve’. In fact he achieved something spectacular – a serif face that looked like a sans serif. Cooper Black is the sort of font the oils in a lava lamp would form if smashed to the floor. Its creator believed it ideal ‘for far-sighted printers with near-sighted customers’. There are little nicks at the tops and bases of letters, and they give the font a solid flat weight on a page; without them, the type would always have been appearing to roll away. For a font with such a thickset look, it retains a remarkably unthreatening demeanour. Partly this is due to its stout and pudgy descenders, its large lower-case letters in relation to its capitals, and the limited white peering through the counters of the a, b, d, e and g. It is usually employed quite bunched up, for excessive spacing between letters would make it break up very fast, confusing the eye.*

Cooper Black looks best from afar, as easyJet recognized. Before then, its most famous appearance was probably on the classic Beach Boys album Pet Sounds. Like many record covers of the time, this printed each song title on the front of the sleeve – above the photograph of the band feeding goats at the zoo. Cooper Black for the band name and title is iconic, not least because the letters are touching, and reflect Robert Indiana’s then very much in-vogue ‘Love’ logo. But its weakness as a text font is immediately clear. ‘Wouldn’t It Be Nice/You Still Believe In Me,’ the first line runs, before our brain unscrambles the rest of the offering, ‘God Only Knows’, ‘Sloop John B’ and the others. The 12-inch record sleeve gets away with it; the CD cover is very hard work.
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Cooper Black counters strut their stuff (the d and g are Cooper Hilite)

The graphics people responsible for the Dad’s Army credits knew they’d have problems once the big stars with the big lettering left our screens; the show’s lesser characters are credited for a briefer period, and with no pictures: ‘Featuring Philip Madoc as the U-Boat Captain … with Bill Pertwee as Chief Warden Hodges …’ Before 42-inch widescreens, viewers couldn’t possibly handle all of this in small Cooper Black, so only the actors’ names appear in this font, and the parts they’re playing are in something resembling Helvetica.

This is one difference between legibility and readability: at small sizes, Cooper Black is legible but not very readable. But some type is meant to be seen rather than read (a type designer once compared this attribute to a dress designed to look great on the catwalk but provide no protection against the elements). Font-as-couture is a common analogy. Adrian Frutiger, designer of one of the most popular modern fonts, Univers, had another: ‘The work of a type designer is just like that of a dressmaker,’ he noted. ‘Clothing the constant, human form.’ Or as the book designer Alan Fletcher put it, ‘a typeface is an alphabet in a straitjacket’.
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Cooper Black – looks great from afar, and the bigger the better

As with fashion, the design of type is an alarmingly vibrant art form. It refuses ossification. Like the wildest genres of modern art, it is the newest things that upset the traditionalists (although they will seldom admit this, criticizing instead its manners or its lack of proper schooling). The traditionalist will argue that no one buys a typeface to hang on the wall, while the more traditional still may argue that only when a typeface is beautiful enough to be displayed in a gallery may it also be considered suitable for print.

But beauty demands discipline. It is possible that the amateur creatively unleashed by the computer may produce something beautiful, but will it work on the page as practical type? Will all the letters look equally good next to any other letter, or will the spacing between them create textual migraine? (The science of proportional spacing between pairs of letters is known as kerning – ensuring, for example, that slanting letters such as A or V nudge up to adjacent letters, consistently more pleasing to the eye; the ‘kern’ is that part of a character that overhangs or underhangs its body and invades the space of the letter next to it.)

Tastes change, thank heavens. A typeface that would once have been regarded as too tight, its letters nuzzling each other and its words colliding, may now, through the power of advertising and familiarity, appear the height of modernity and legibility. It may hold this exalted position for a decade or so, before something dangerously over-spaced renders it passé. A sign or a slogan set entirely in lower case (perhaps McDonald’s i’m lovin’ it) was once considered blasphemous; now it is merely dull. And the old principle of legibility, once the prime factor in any consideration of good type, and defined with terrible severity by the French ophthalmologist Dr Louis Emile Javal at the beginning of the last century (and then slavishly followed by many designers), seems very outdated; our eyes and brains appreciate far more than the first scientists of type thought possible.

One of Dr Javal’s theories now seems particularly absurd – that the most legible type is also the most beautiful.

In the 1940s, the most popular test of a font’s legibility was the ‘blink test’. Blinking relieves tired eyes in the same way as putting down heavy shopping relieves pressure on our palms; our eyes blink more when tired or under strain, and a familiar typeface will cause less fatigue. Under laboratory conditions – where light and type size are regulated, and the ‘patient’ (reader) is presented with the same text in many faces (the optician’s sight chart yielding to the pursuit of both art and universal clarity) – the number of involuntary blinks was monitored on a handheld clicker.

According to a series of lectures given by John Biggs at the London College of Printing, the types that fared best in the blink tests were those that had survived for centuries and were always being revived and slightly modified: Bembo, Bodoni, Garamond. It might have been easier to ask the patient which text they comprehended better, or which gave them less eyestrain, but such methods would have been subjective and unscientific.

Fortunately we also have more recent investigations. Many of these occurred in the 1970s at the Royal College of Art’s Readability of Print Research Unit (in the computer age it became the slightly less ungainly Graphic Information Research Unit). Among its conclusions: people found type with strong distinctive strokes easier to read than flattened styles; and a greater distinction between letters led to a clearer (and faster) digest of information. The research confirmed that the key areas that make a letter most distinctive are its top half and right side, the eye using these flagposts to confirm what it anticipates may be there.

Other surveys suggested that most readers prefer bold faces over regular ones, although their legibility is about the same. Serif and sans serif faces are also equally legible, so long as the serifs aren’t too heavy and thick. Typefaces with larger counters – the very opposite of Cooper Black – are also regarded as more legible, especially at smaller sizes where these counters could fill with ink.
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The old faithfuls – scientifically proven in the 1940s

Legibility is also defined by a less formal characteristic: taste. This is not the same as trendiness; rather it is popularity demonstrated by mass consumption. We like to think of our cultural tastes improving and maturing with age, but in the case of type design something else also happens: we are simply worn down by over-exposure.

The radical Californian type designer Zuzana Licko has a popular theory that ‘you read best what you read most’. Heavy blackletter type was once considered more readable than a softer, less formal script, but merely through ubiquity. ‘You need to use something that is not necessarily intrinsically more legible, but that people are used to seeing,’ Licko observes, echoing the 1940s conclusions. ‘Preferences for typefaces such as Times Roman exist by habit, because those typefaces have been around longest. When those typefaces first came out, they were not what people were used to either. But because they got used, they have become extremely legible.’

Eric Gill had been of much the same mind (‘Legibility, in practice, amounts simply to what one is accustomed to’). But the fact that this theory has gained Licko’s a imprimatur is significant, as she and her partner Rudy VanderLans are among the most respected contemporary type designers in the United States. The duo published a magazine, Emigre, which inspired a whole generation of graphic design students. Licko believes that when designing a typeface one must – as Matthew Carter put it – find ‘the fascination greater than the frustration’. At the beginning, she says, as a typeface is conceptualized, ‘every detail gets questioned. This process is fascinating because it makes you realize how each detail affects the resulting work, as many details are repeated among characters, which multiplies the effect. Eventually this can turn to frustration because it seems the process will never end …’
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Zuzana Licko and Rudy VanderLans

An email conversation with Licko will elicit responses such as the one above, but the big question she won’t help you with is why there are relatively few women type designers. ‘Sorry,’ she typed. ‘I have no idea.’

Licko and her designer friends acknowledge that readability of any text font is best conferred by a number of features, ideally occurring concurrently (if these appear obvious, it is only because we take them for granted). Every letter of the alphabet must be distinct from each other to avoid confusion. The effect of letters on a reader should best be judged in context – as sentences and paragraphs – as it is only the overall shape of combined letters that may be judged either readable or not.

Such readability will be aided by regular paragraphs and sufficient margins, and by an acceptable line length (this is naturally dependent on the size of the text, but is ideally considered to be between ten and twelve words). The space between letters and their relationship to each other is as important as the space between lines (leading or pointing). There should be a contrast between thick and thin strokes, and letters should be in a regular proportion to each other. Variety in width is particularly important, with the upper half of letters being more readable than the lower half. The weight of letters in a block of text should generally be medium – too light a type will cause letters to appear grey and indistinct, while too dark will cause the letters to appear overly thick, wrecking distinguishing details and blocking out the background.

The simplicity of these observations is not reflected in the simplicity of their execution. Still harder to grasp is the realization that confronts every novice when designing a text font for the first time: despite all appearances, letters that appear to be of equal height may in fact be subtly different.

Reading a book or computer screen about a foot away from the eye, this is a difficult element to perceive, but when letters are enlarged to a couple of inches or more and set upon parallel lines, the slightly longer depth of round letters such as O, S and B becomes more apparent. Our brain demands evenness and certainty, but our eyes play tricks on us. If all letters were exactly the same height they wouldn’t appear so: round and pointed letters would appear shorter.
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‘Totally Gothic’ by Zuzana Licko shown in the 1996 Emigre fonts catalogue
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Left to right, Baskerville, Goudy Old Style, Sabon and Times New Roman undergo the stem test and dot test

It’s an interesting party game: the dot of a dotted i in a traditional serif font is usually not directly over the top of the stem but slightly to the left. And the stem of a lower-case t will be slightly thicker at the base to avoid the appearance of frailty and the risk of toppling over backwards. In type, the appearance of beauty and elegance depends on trickery and skill – perhaps the most fruitful and longest-lasting collision of science and art.

The single most famous pronouncement on type was written in 1932 by a woman called Beatrice Warde, a friend (and sometime lover) of Eric Gill who was the face and voice of the Monotype Corporation in the 1920s and 30s.

There is a revealing photograph of Warde taken during a party in 1923. She is surrounded by more than thirty type men in sombre suits, all looking rather proud of themselves, and justly so: they ran the cream of American type foundries and were jointly responsible for the look of American letters. But none look quite as confident as Warde, the one person in a dress, sitting with a wry smile and her hands in her lap, fairly sure that she was actually in charge. In her early twenties, she was already an extremely busy woman, not only writing extensively about type in the leading graphic design journal The Fleuron, but also producing challenging manifestos (originally under the pseudonym Paul Beaujon, out of concern that the typographic community would pay little attention to a woman).

On 7th October 1930, Beatrice Warde addressed the British Typographers Guild at the St Bride Institute, just behind Fleet Street in London. Warde was an American, and her skill was communication. She found the perfect job as publicity manager for the Monotype Corporation in Surrey, one of the leading companies that produced typesetting machinery and typefaces. Her greatest feat may have been inspirational, lifting the spirits of her customers – printers and designers – by emphasizing the grandeur and responsibilities of their calling. ‘What I’m really good at,’ she reckoned, not long before she died in 1969, ‘is standing up in front of an audience with no preparation at all, then for 50 minutes refusing to let them even wriggle an ankle.’

Why was she so strict? Because she had an unwavering belief in her own teaching, which itself displayed an element of the straitjacket. Despite her boasts, her talk to the British typographers had clearly undergone a lot of preparation, not least in its title, ‘The Crystal Goblet, or Printing Should Be Invisible’.
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Strong words from a strong-minded woman (in Albertus). Just about every printer in the country had a copy of Warde’s broadside on display.

Her simple and sound theory was that the best type existed merely to communicate an idea. It was not there to be noticed, much less admired. The more a reader becomes aware of a typeface or a layout on a page, the worse that typography is. Her wine analogy was cool and mature, and perhaps now appears a little trite: the clearer the glass, the more its contents could be appreciated; not for her the lavish opaque golden goblet symbolized by old gothic script where the heavily barred E resembles a portcullis.

She also made a fine point distinguishing legibility from readability. A type in a larger size is not necessarily more readable, although taken by itself in an optician’s chair it might be more legible. A speaker who bellows might be more audible: ‘But a good speaking voice is one which is inaudible as a voice. I need not warn you that if you begin listening to the inflections and speaking rhythms of a voice from a platform, you are falling asleep.’

Likewise with printing. ‘The most important thing,’ Warde said, ‘is that it conveys thought, ideas, images, from one mind to other minds. This statement is what you might call the front door of the science of typography.’

She explained that the book typographer’s job was building a window between the reader inside a room and ‘that landscape which is the author’s words. He may put up a stained-glass window of marvelous beauty, but a failure as a window; that is, he may use some rich superb type like text gothic that is something to be looked at, not through. Or he may work in what I call transparent or invisible typography. I have a book at home, of which I have no visual recollection whatever as far as its typography goes; when I think of it, all I see is the Three Musketeers and their comrades swaggering up and down the streets of Paris.’

It is easy to agree with Warde as she sits down to big applause. No one wants a book that’s hard to read or offends the eye. But her eighty-year-old viewpoint now seems restrictive, and while her theories chide the flashy they do not reward the curious or the experimental. Warde may have been fearful of the effects of new artistic movements on traditional typographic values; if so, this was a form of xenophobia. To deny the idea that type can itself be the message (to deny that it is enough for it to be exciting and arresting) is to deaden excitement and progress. Warde’s severe view has long been abandoned, and now the most important questions when selecting or appreciating type have become: Does it fit the role it was intended for? Does it get its message across? And does it add something of beauty to the world?




End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   


ops/images/f0092-01.jpg





ops/images/Bliss.jpg
Bliss





ops/images/NimbusSansBold.jpg














ops/images/f0125-01.jpg





ops/images/f0183-01.jpg





ops/images/f0240-01.jpg





ops/images/impact.jpg





ops/images/f0022-01.jpg
Aa Bb Cc Dd Ee Ff
Gg Hh Ii Jj Kk LI Mm Nn
Oo Pp Qq Rr Ss Tt Uu

Vv Ww Xx Yy Zz





ops/images/f0286-01.jpg





ops/images/ITCOfficinaSerif.jpg
ITC Officina Serif





ops/images/f0308-01.jpg
Kisrmet





ops/images/f0275-01.jpg





ops/images/f0241-01.jpg





ops/images/Braggadoccio.jpg





ops/images/f0056-01.jpg





ops/images/Schwabacher_190.jpg
Stratford-upon-





ops/images/f0113-01.jpg





ops/images/f0229-01.jpg
Segoe Ul

The quick brown
fox jumped over
the lazy dog.





ops/images/f0309-02.jpg
BBas@n NOI@





ops/images/bembobook.jpg
Bembo Book?





ops/images/f0309-01.jpg
#2BBas@m NOtE





ops/images/f0309-04.jpg
iar b
S,

; <
= THE l?m(r)sl:iJOCKh





ops/images/f0309-03.jpg
28g WP





ops/images/NewYork.jpg
New York





ops/images/f0161-01.jpg
e

L st

The Poisheld bytheuumbiand

heindefingorand s
nthe il

Songm

Netangefthepaper b harszntal





ops/images/DotMatrix.jpg
Dot Matrix





ops/images/f0045-01.jpg
shadv
A 1





ops/images/f0263-01.jpg
m_mmmm m"\‘

2:: m__: i

e
)
=.
i
=
—
Al





ops/images/f0204-01.jpg





ops/images/f0195-01.jpg
FUTURA

die Schriftunserer Zeit
BEGLEITE
das Bild unserer Zeit






ops/images/f0218-01.jpg





ops/images/f0252-01.jpg
Sﬂ]]ﬁ
hAaek





ops/images/AvantGarde.jpg
Avant Garde:






ops/images/f0182-01.jpg





ops/images/f0182-02.jpg
Foloaels





ops/images/palatino.jpg





ops/images/Avalon.jpg
iaton,





ops/images/f0115-01.jpg
ODBEFHIJKLMN
PQURSTVWCG
QU WA &YXZJ|

T T






ops/images/f0138-01.jpg
AmericanAirlines’





ops/images/FSLola.jpg
FS Lola,





ops/images/f0276-01.jpg
1 BLAME COCO

Ca
Fon Aejleﬂv





ops/images/f0299-01.jpg
ecofont”






ops/images/f0307-01.jpg





ops/images/Blur.jpg
Blur.





ops/images/ITCOfficinaSans.jpg





ops/images/c0307-01.jpg
# SNEULAND INLINE





ops/images/antiqueolive1.jpg
Antique Olive,





ops/images/f0149-01.jpg





ops/images/Parisine.jpg
(Parisine),





ops/images/JazzLET.jpg





ops/images/MARTINIJOES.jpg
MARTINI @ JOoE'S





ops/images/f0319-01.jpg





ops/images/f0264-01.jpg





ops/images/f0203-01.jpg





ops/images/f0171-01.jpg





ops/images/f0033-01.jpg
MEN ARE
FROM MARS,

Wm%//l
AFrom Venus





ops/images/NEULAND.jpg





ops/images/f0104-01.jpg
Uo te, Moeri,
Q/W. O Lycida,
Quod numquam v
Diceret: Hac mea





ops/images/Scrawiz.jpg
Scrwlz,





ops/images/meta1.jpg
Meta





ops/images/f0055-01.jpg
abedg





ops/images/f0330-01.jpg
Calibri The quick
brown fox jumps

over the lazy dog
abcdefgABCDEFG





ops/images/f0126-01.jpg





ops/images/f0157-01.jpg
WATFORD
A405

RADLETT
A5

Watford
A405

| Radlett
AS

BIRMINGHAM
M1

ST.ALBANS
A5

Birmingham

M1

St Albans






ops/images/f0300-01.jpg





ops/images/f0077-01.jpg





ops/images/f0323-01.jpg
Avt by Juia Ky (jais@studojaliakay oom)






ops/images/ch_14a.jpg
Moderns,
Egyptians
and Fat Faces





ops/images/f0192-01.jpg
DOeutfdye Shrift
ift fite bie Auslandsdeutfdhen eine
unentbehelidhe Sdhugtoeh gegen
die drofende Enedeutfdhung





ops/images/c0iii-01.jpg
HST ME TYLE

A book about fonts  Simon Garfield





ops/images/f0031-01.jpg





ops/images/c0308-04b.jpg
Kisrmet





ops/images/Begart.jpg
Bogart





ops/images/f0043-01.jpg
A[AN(’)‘ GGERMD,
xnvtoml POTXVIIK
DECLARA NDVME ANI






ops/images/f0248-01.jpg
ABCDEF
GHIJKLIJ
MNOPQR





ops/images/f0261-01.jpg
Times New Roman—a most
enduring font
Georgia—not so different,
great on screen





ops/images/antiqueolive.jpg
Antique Olive.





ops/images/f0145-01.jpg





ops/images/f0088-01.jpg
William Caxton 1476





ops/images/SAPHIR.jpg





ops/images/f0042-01.jpg
1N111





ops/images/f0311-01.jpg





ops/images/f0019-01.jpg





ops/images/playbill.jpg
Plaghill





ops/images/MustangTurbo.jpg





ops/images/Insignia.jpg
Insignia





ops/images/DailySpecial.jpg





ops/images/f0283-01.jpg





ops/images/f0226-01.jpg





ops/images/Profile.jpg
Profile,





ops/images/f0100-01.jpg





ops/images/f0133-01.jpg





ops/images/RETABLE.jpg
RETABLS





ops/images/f0020-01.jpg





ops/images/calibri.jpg
Calibri,





ops/images/f0207-01.jpg





ops/images/f0065-01.jpg
THIS IS A
PRINTING-OFFICE

CROSS-ROADS OF CIVILIZATION
REFUGE OF ALL THE ARTS

AGAINST THE RAVAGES OF TIME

ARMOURY OF FEARLESS TRUTH
AGAINST WHISPERING RUMOUR

INCESSANT TRUMPET OF TRADE

o s race \WORDS Har i asons

NOT TO RIS AS WAVES OF SOUND BUT FOXID N TE
NOT CORRUPTED Y THE HURKYING HAND IIT VERFED BN PROGK

FRIEND, YOU STAND ON SACRED GROUND:

THIS IS A PRINTING-OFFICE





ops/images/OldEnglish.jpg
Old English)





ops/images/ch_09.jpg
Whatis it about the Swi






ops/images/ch_08.jpg
Tunnel Visions





ops/images/ch_07.jpg
Baskerville is Dead
(Long Live Baskerville)





ops/images/erbar.jpg





ops/images/ch_06.jpg
"The Ampersand's
Final Twist





ops/images/f0096-01.jpg





ops/images/f0041-01.jpg
N
v
nISSA SUPERIORY
-7 {upren carsse)

&)

CNISSA INFERIGAES
, (LOWER CAISSE)






ops/images/f0310-02.jpg
18 s LBupnE 8,011 @5






ops/images/f0310-01.jpg
o th@ Nit@n @@ts ft.





ops/images/Rotis.jpg
Rotis





ops/images/FFMeta.jpg
FF Meta,





ops/images/ch_12.jpg
What the Font?





ops/images/ch_11.jpg





ops/images/f0310-05.jpg





ops/images/ch_10.jpg
Road
Akzidenz





ops/images/f0310-04.jpg
Bty — PIEBs@ 10 O






ops/images/f0310-03.jpg
bioaig PEtbBIl.g bithiBg





ops/images/ch_16.jpg
C.Zjé/%iej and Clones





ops/images/ch_15.jpg
GOTHAM

IS GO





ops/images/ch_14.jpg
American’ Scottish





ops/images/ch_13.jpg
Can a Fout be German,
or Jewish?





ops/images/c000i-01.jpg
JUST ME TYVE





ops/images/f0206-01.jpg





ops/images/cafe.jpg
(Cafe Mimi, Calliope, and HT Gelateria)





ops/images/ParkinsonCondensedBold.jpg
Parkinson Condensed Bold.





ops/images/ch_01.jpg
We don't
serve

your type





ops/images/THESMITHS.jpg
THE SMITHS





ops/images/ch_05.jpg
The HANDS of
UNLETTERED
MEN





ops/images/ch_04.jpg
Qamefont
popedar?





ops/images/ch_03.jpg
Legibility = .






ops/images/ch_02.jpg
CAPITAL OFFENCE





ops/images/f0216-01.jpg
()

[2

()





ops/images/f0075-01.jpg





ops/images/f0216-03.jpg
Ifrcg\l





ops/images/f0216-02.jpg
PSS IGOIS: I





ops/images/Garamond.jpg
Garamond





ops/images/f0321-02.jpg





ops/images/f0321-01.jpg





ops/images/Parisine1.jpg





ops/images/f0146-01.jpg
ROONEY \ ?
\ 9 |
|
/,






ops/images/c0014-01.jpg
Calibri





ops/images/c0014-02.jpg
Century,





ops/images/universal.jpg
universal





ops/images/f0123-01.jpg





ops/images/Hands.jpg
Hand(





ops/images/ch_19.jpg
THESERIF OF
LIVERPOOL





ops/images/ch_18.jpg





ops/images/ch_17.jpg





ops/images/freightsansblack.jpg
Freight Sans Black





ops/images/f0284-01.jpg
i





ops/images/transport.jpg
Transport,





ops/images/f0112-01.jpg
Gleeful Romp—Back Alley

HE LOVE LUM
clagp such cheeky a giggler

Sticky Sweets

in red as beet, chills to feet

Chocolate Brown

Aquamarine

LIGHT DELPHINIUM

Reddish Purple
Strawberry






ops/images/f0168-01.jpg





ops/images/ch_22.jpg
Just My
Type





ops/images/MonotypeDante.jpg
Monotype Dante,





ops/images/ch_21.jpg





ops/images/ch_20.jpg





ops/styles/page-template.xpgt
 

   

     
	 
    

     
	 
    

     
	 
	 
    

     
	 
    

     
	 
	 
    

     
         
            
             
        
    

  

   
     
  





ops/images/bookman.jpg
Bookman,





ops/images/f0281-01.jpg





ops/images/f0337-01.jpg





ops/images/f0211-01.jpg





ops/images/f0234-01.jpg
et






ops/images/f0257-01.jpg
Lt UMANYII i1
TYPEFACES

AS THOU WANTETH TO!

i HIRORING
IF ALL WE USED WAS ONE FONT FOR

HEADLINES

ANOTHER FOR s
SUBHEADER S

THE LORD GIVETH

FONT Es}';b”‘s

BEFURETbKﬁT
THEM AWAY






ops/images/f0177-01.jpg





ops/images/f0166-01.jpg





ops/images/Homage.jpg
Homage





ops/images/meta.jpg
Meta,





ops/images/f0063-01.jpg
1t 1t 1t 1t





ops/images/c0013-02.jpg
(Geneva),





ops/images/c0013-03.jpg
(WNew York).





ops/images/c0013-01.jpg
(Tondon),





ops/images/c0013-04.jpg





ops/images/f0107-01.jpg





ops/images/Grassy.jpg





ops/images/f0098-01.jpg
€ Quiscredidic Auditut noftro:&

uelacumeft, Ecafcendicficurvirguleum
radixdeterradeferci: Non eracformaet,

72 PeoiCroonde Gumont.
Afpeximusautem eum, & non eratafpectus, & No

Gusfuic& Reicttus incerviros  -dolorum, &expert
faciel Ab co,defpe@usinguam,  0n putauimus cu
& dolores noftros portauit, nos Autem reputauimus

Deo&k HVMILIATVM. & V





ops/images/f0325-01.jpg





ops/images/f0155-01.jpg





ops/images/f0190-01.jpg





ops/images/f0062-01.jpg
It is the reader's familiarity
that accounts for legibility;

itis the reader's &
with tgpefaces tha

IT IS THE READER'S FAI)
WITH TYPEFACES THAT





ops/images/f0142-01.jpg
Zeitplan
Calendrier

Schedule

e

26.8.-10.9.1972

e ]






ops/images/f0051-01.jpg





ops/images/f0108-01.jpg





ops/images/f0280-01.jpg
Tom Rounds
Qs KFRC

WHERE'S THE Y FROMMONTEREY? 1P rees






ops/images/f0119-01.jpg
oli





ops/images/f0189-01.jpg





ops/images/f0189-02.jpg
Ehe New Jork

Tos Angeles Ghmes

Irish Examiner

he Sduey Forning Heral
The Daity Telegraph





ops/images/f0050-01.jpg
ARIEL

ANDRE
MAUROIS






ops/images/f0073-01.jpg





ops/images/f0247-01.jpg
MARCUS AU T AUGUITINE

RELIUS MED  CONFESSIONS
ITATIONS A Gp A'SiNER

LITTLE FLES

H, A LITTLE WD D O
BREAH, AN  fOhCHTVAND IAD GWIE
D A REASON CHATTIY
TO RULE AL ONIINENCE
L—HATIS M gg
YSEIF-PENG W
UIN BOOKS

GREAT IDEAS

]
PENGUIN BOOKS

JONATHAN swWirT
anuews WHY

TOE 1 WRITE

SOILLTO ORDER AFFAIRS,

s ko pase fora

J‘\D\D&-

GEORGE
ORWELL

GREAT IDEAS






ops/images/f0224-01.jpg
<FFKTBTEOOIIFHN@HHD
7000/ VYV XRXXEd4w1
(XX o= ofe ofo ods 4 > K Yo O K Kk
ke e 3 38K K 3K KON I e K ok K
e o P &8 O ki ks Sk ok ik k- 3k











ops/images/BoldItalicTechnoFFInfo.jpg
Bold Italic Techno; FF Info;








ops/images/c0012-01.jpg
Chicago,





ops/images/f0121-01.jpg





ops/images/f0099-01.jpg





ops/images/f0110-01.jpg
estcemed since those who know bim
gve him s mak of ther
apprecition.”

"Gaod! sid Holmes. "Excellcnt™

I think also that the probabily i
in favour of his beiog & country
praceitoner who docs a great deal of
hisisiting on foor

pr—

Bocase s sick,  though
eriginally  very handsome ore has
been 5o knocked about that 1 can
hardy imagine a town pracisoner
carrying it The thick-iron ferrale s
worn down, so it s evident that he.
has dane a great smount of wakking
withit,

And then again, there s the
“fiends of the C.C.H 1 should guess
hat o be the Something Hun, the
Jocal hunt o whose members he has
possbly given some  surgical

ch has made i
« small presentaion i retorn."

“Really, Watson, you excel
yourslf,"ssid Holmes, pushisg back
His chair and lighting a cigarett. "1
am bound 1o say hat in all the
accounts which you have been 50
od a5 1o give of my own small
achievements you have  habitully
underrated your own abilies. I may.
e that you are not yourself Tuminous,






ops/images/f0301-01.jpg
good
U
Souvenir

Light





ops/images/f0187-01.jpg
Twenty years from now you will
be more disappointed by the
things that you didn’t do than by
the ones you did do. So throw off
the bowlines. Sail away from the
safe harbor. Catch the trade
winds in your sails. Explore.
Dream. Discover. — Mark Twain











ops/images/BLACKSHIRSTS.jpg









ops/images/f0084-01.jpg
- & Ulse. vmiem.
~&degallis, trbuit:trant,
1am pefté nonc  ogreflus ut often
bus intulerunt.! 1manz inquitab e
nexortacredita  leo dantur:&ab/
“atoi pefhl” ‘ar fa?tus é:0°





ops/images/f0271-01.jpg





ops/images/f0302-01.jpg
OIYJ‘E%I@’&"‘
JQA of trnrk,

SUGAR!?

ueﬁn & Country





ops/images/STENCH.jpg





ops/images/f0259-01.jpg
“THE TIMES™ IN
NEW TYPE

HOW THE CHANGE

‘WAS MADE

The change o type completed with this
rmoring's ssue of The Times bas in-
volied one of the biggest undertakings
cver accomplished io & newspaper offce.
More than two years have been devoted
(o designing and cuttiog the type charsc-
e o ulimate use inthe (w0 ystcms of
mechanical composition wsed o The
Tines—fnotype and monotype. To equip
e batiery of linotype Gncludin iner.

“THE TIMES”

LAST DAY OF THE
OLD TYPE

MONDAY'S CHANGES

The Tines appears o-dny fo the last
e in e ypo to which the present
penaration has rown accustomed.

On Monday the changes sy as-
pounced i thete<t and the i il wil
be made. Theirobjot i 0 secure grester
egibility on every page i 10 give tho
oo A Aoy cophumes





ops/images/f0165-01.jpg





ops/images/f0293-01.jpg





ops/images/f0236-01.jpg





ops/images/f0324-01.jpg
Wights.
Founry
Designer.
Typoace
Power.

- h

o

ousioues

U J

Foundry

desidner

e

ot

Ledibitiry

Fperce
eidhrs
price
s

Boger

, . \

T
foay
o

Gm
iy
Sdelbomer






ops/images/f0049-01.jpg









ops/images/NEULANDINLINE.jpg










ops/images/JUNIPER.jpg






ops/images/ch_05a.jpg
Doves





ops/images/f0199-01.jpg
Bear s Movitiictls Jutey 18 27

VYo fuver J Heo 57 is oty veclovest amd snth o 2
oy § Hoa Spesiman. f sy Typo, o i hssapt s T ke
athha’ irereasing dadnlily warns ma Haot Ot cannet be Long.
lefore Ha lramsashims ff Hho swortol urll elone ugrom s,
it il arslanst witen for WhaecomBirsast prrogress fsionce
anst R ants, amat He coniquanit-addianconons 4 fha lappmimart
Poman. hon | Lok bach o Pelt' edisbim f Plachlore. (wrd
1779) and compare ke with your Tipor, ams eom by lhe prresrer
fhwwmumw{?himwﬂm
Y s cheared i propects § vmprrsernint in fhe hismman
Condhim, i athhs mdl onfindte ame. comtuinly mdifinte.
& shffomast wmist, s comasquimen § o former dailocation, verery
ming s anB vt I coon. ety sk sy frossyen o Ho
uminal advariammant f iy comtvy To Haatroranios o 17y
g great anslpiandly respests T yourred.





ops/images/c0011-01.jpg





ops/images/pub.jpg
P

PROFILE BOOKS





ops/images/FFInfo.jpg
FF Info





ops/images/GORiLLaZ.jpg
GRUBZ.





ops/images/c0308-02.jpg
ENO’S FRUIT SALTS: AMERICAN SPIRIT





ops/images/LIBRA.jpg
Lisra,





ops/images/AFTERSHOCKDEBRIS.jpg





ops/images/f0317-01.jpg












ops/images/HoeflerText.jpg
Hoefler Text






ops/images/f0060-01.jpg






ops/images/didot.jpg
Iidot





ops/images/Mistral.jpg
Misthal,






ops/images/f0163-01.jpg





ops/images/electra.jpg
Electra,





ops/images/f0152-01.jpg
(Grotesk





ops/images/peignot.jpg
Peignor.










ops/images/9781847652928.jpg
TYJE

SIMON GARFIELD










ops/images/f0329-01.jpg





ops/images/e0268-01.jpg





ops/images/Vivaldi.jpg
Yinadldr





ops/images/VOLTAGE.jpg






ops/images/Swiss.jpg
Swiss.












ops/images/f0014-01.jpg
o 0w

Fogod

o o o

b ogid








ops/images/f0037-01.jpg
- JVRD “JVORN ~ SN N = SR
w88 w8 oo Bua
w 88w B o B e
c 88..89 088
aB8B8..8. o886





ops/images/f0127-01.jpg
Smoouwn | Broadway Nassau |






ops/images/BANCO.jpg





ops/images/f0213-01.jpg
Dress Like
AWinner

The Young

QBs

"The Future
Of The Game
Is Horo






ops/images/f0328-01.jpg





ops/images/Blur1.jpg
Blur





ops/images/f0255-01.jpg





ops/images/FLOYDIAN.jpg
FLoy piaw,





ops/images/ExpandedAntique.jpg
Expanded Antigque.





ops/images/Riva.jpg
Rav.





ops/images/f0175-01.jpg







ops/images/f0116-01.jpg







ops/images/f0277-01.jpg










ops/images/f0059-01.jpg
Bembo

Bodoni
Garamond






ops/images/f0164-01.jpg





ops/images/f0306-01.jpg
My HoBBY:
GETTING TYPOGRAPHY GEEXS
HEARTFELT CARDS PRNTED IN
*PRPYRUS ANO ATCHING THEM
STRUGGLE. TO ACT GRATEFUL.

THANK YOU FOR THE
SO oELY.
BIRTHDAY CARD!

\

o

A






ops/images/f0327-01.jpg
ABCDEFGHIJKLA
PQRSTUVWXYZ
[OP U ABCDEFGHIJIKI
OPORSTUVWXYZAAF





ops/images/f0304-01.jpg





ops/images/COLOPLAY.jpg
COLOPLAY,





ops/images/f0130-01.jpg
iAII
| trains
! 4






ops/images/Ehrhardt.jpg
Ehrhardt





ops/images/georgia.jpg
Georgia,





ops/images/f0035-01.jpg





ops/images/f0196-01.jpg
HERE MEN FROM THE PLANET EARTH

FIRST SET FOOT UPON THE MOON
JULY 1969, A. D.

WE CAME IN PEACE FOR ALL MANKIND

A

s suons towon ot .






ops/images/ZzppelinII.jpg
Leppeln,





ops/images/f0070-01.jpg
COLDPLAY-PARACHUTES

PUDDING
LANE





ops/images/f0244-01.jpg
ORD thy God giuech thee,

13 ¥ Thou fhalrnotkille

‘14 Thou flwlecemmit adultery,

&5 Thou ihaltnot ficale.

§ Thou thalt not beare falfe w
v neighbont. - .





ops/images/f0091-01.jpg
THE BEGINNING

GOD CREATED THE HEAVEN AND THE EARTH. (AND
THE EARTH WAS WITHOUT FORM, AND VOID: AND
DARKNESS WAS UPON THE FACE OF THE DEEP, & THE
SPIRIT OF GOD MOVED UPON THE FACE OF THE WATERS.
(And God sud, Leshere belight: & ther waslight. And Godsaw helight,
that it was good': & God divided che lightfrom the darkness. And God called
the lighe Day, and the darkness he calld Night. And the evening and the
‘moming were thefirst day. ([ And Goslsad, Lec therebea frmament n the
midst of the waters, & et it dividethe watersfrom the waters. And God made
thefirmamens,and divided che waters which were unde thefrmament from
che waters which were above thefirmamen: & it wasso. And God alled the
firmament Heaven. And the evening & the morning were the sccond day.
([And God said, Lecche warers undet th heaven be gathered togeeherunto
one plce, andleche dry ind appears and i was s. And God caed the dy
Land Earch; and the gachering togecher ofthe waters called h Sas: and God
saw thatit was good. And God said, Lecthe earch bring forch grass, che herb
yielding sed. and the frue e yiekling fric afte his kind, whose seed s in
el upon the earch: & i was 0. And the earch broughe forch gras, & herb
yiekding sced afer his kind, & the tre yieldin frui, whose seed wasin ek,
Sfer hiskind.:and God saw that e was good. And the evening & the moning

werethe hind day. ([ And God said, Lec there belights in the frmament o

the heaven to dividethe day from the nighe: and lechem be forsigns, and for
seasons,and for days, & years:and et them be forlighs in the rmament of
the heaven to give light upon the arch; & i was so. And God made cwo great
Tights:che greaterlight o rulecheday, and the leserlight o rulechenigh he
made the starsalso. And Gow e chem inche imament of the heaven to give
light upon the earth, and o rule over the day and over the nigh, & to divide
chelight from the darkness:and God saw that it was good. And the evening
and the morning were the fourch day. ([ And Goslsai, et the waters bing
forch abundandy he moving cratur thathath e, and fowthat may iy
above the careh in the open firmament of heaven. And God created great
whales, & every living creacure that movech, which the waters roughe forch
sbundanely, afer their kind, & cvery winged fowl afee his kind: & God saw
thatitwas good. And God blssed chem. saying, Be fuicul, & mulciply, and
il che waters i the seas, and lec fowl muliply i che carch. And the cveny

themorming wer she i oy [ And G i, Lt the et bring forth
the living creature afer his kind, catce, and cresping thing, and beasc of che
careh afer his kind.: and it was . And God made the beast ofthe arch afer
s kind, and catee afcer cheir kind, and every ching that crespech upon the
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