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				Hoffmitz Milken Center for Typography (HMCT) at ArtCenter College of Design was founded in 2015 to honor Professor Leah Hoffmitz Milken, a renowned letterform designer, typographer, and esteemed faculty member at ArtCenter. The HMCT is dedicated to every aspect of the typographic field. Created to serve as a home and catalyst for the enhanced study of typography and letterform design, the Center serves as a design and typography laboratory, educational forum, research center, and archive. As a meeting place for learning, discussion, and the exchange of ideas and skills, the HMCT hosts workshops, special classes, symposia, lectures, exhibitions, and residency programs.

				The mission of the Hoffmitz Milken Center for Typography is to set the standard of excellence in typography education; elevate and advance the teaching and understanding of both letterform design and typographic practice; provide valuable support and service to the educational and professional communities, reinforcing the meaning and value of typog-raphy; and to honor the past and anticipate the future of typography in a society of rapidly changing visual communication methods.

				www.hmctartcenter.org 
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				The History of Letterforms and Typography 

				explores and examines the formal evolution 

				of written language. 

				The content is based upon the research and pedagogy of noted typographer and educator Professor Leah Hoffmitz Milken and is expanded with additional analysis and anno-tations by Dr. Shelley Gruendler. Through lectures, readings, essays, and projects, this class provides a broad overview of the history and theory of typography, as it contributes to, and is affected by, technology, art, and modern culture.

				 The History of Letterforms and Typography begins with the evolution of the letterform from symbols used in Egypt nearly 4000 years ago to the old Greek – and Latin-based capital letters 2000 years later. It then ex-amines the invention of the lowercase Latin alphabet and the move towards the uncial form, then the subsequent shift to the condensed blackletter and fraktur forms. More recent transformations, including didones, connect-ed scripts, reverse stress, sans serif, monospace, and more, are also covered. The Latin letter in Europe and the United States is the focus.

				 Included are the influences on typography and visual communication from the printing processes of the time including: wood carving, copperplate engraving, wood type, lithography, hot and cold typecasting, and then the ensuing explosion of photographic and digital methods in the twentieth-century.

				 Also covered will be typographic systems used over time, starting with the wax tablet, then moving from to the papyrus scroll to the vellum and paper codex, and then from the page to the screen.
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				Clay 

				tablets, papyrus scrolls, and 

				the vellum codex
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				The growth of civilization initiated the need for the invention and expansion of written communication. The earliest form of written communication was developed around 8000 BCE in the Mesopotamian region and it evolved into the Cuneiform writing system. This evolved into the Phoenician letterforms, which was the first alphabet. A different civilization developed Pictograms, direct representations of the concept, and Ideograms, simplified abstract ones. Hieroglyphics were pictograms that represented sounds, syllables, objects, and ideas.

				 The Rosetta Stone was a bilingual artifact that featured three scripts: Demotic script (informal), Hieroglyphic (formal), and Greek. Through this significant artifact, it was determined that Hieroglyphics was not a pictorial language but instead a representation of sounds. 

				 Greek letterforms demonstrated a step forward in design as they now related more to their surrounding letters than they did to their former evolutionary pictograms. The alphabet was now moving beyond its pictorial inception to become an object that was a complementary system of corresponding forms. 

				 The concept of proportionality and connectivity in alphabetic letterforms remained when Greek was adopted into the Roman writing system. The lettering on the portico of Trajan’s Column in Rome, is the ultimate example of the Roman Letterform. 

				 The evolution of writing surfaces and structures, from papyrus scrolls to the vellum codex, signified an enormous shift in the structure of documents and the letterforms used within them.
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				As civilizations grew, the need for administrative records increased and the fragments of communication from this period that exist today are often tallies of taxes or property. New tools and methods of mark making were needed.

				The earliest form of written communication was developed around 8000 BCE by the Sumerians in the Mesopotamian region. Their pro-cess consisted of pushing symbols into clay tablets to represent ob-jects or transactions. Around 3000 BCE to 100 BCE, they developed a writing system called cuneiform to write their language.

				The Phoenician civilization, from around 1500 BCE to 300 BCE, thrived in the Mediterranean coastal areas of the Middle East. They evolved the cuneiform script into their own writing system, which became the first alphabetic system ever. Each glyph represented a consonant sound, there were no vowels, and words were written from right to left. The Phoenician alphabet was widely disseminated due to their extensive trading and became the source of many of the scripts in use today, notably Greek and Hebrew.

				At around the same time – 3500 to 3100 BCE – the Egyptians were developing their own civilization with a centralized government that required a substantial number of scribes. They developed a series of pictograms and ideograms structured on a grid and were read left to right, right to left, or even up and down. Pictograms are direct representations of the concept and ideograms are simplified abstract ones. Hieroglyphics were pictograms that represented sounds, sylla-bles, objects, and ideas.

				As both the Sumerians and Egyptians refined their scripts from picto-grams to ideograms, it was the Egyptians that took it one step further. They advanced the alphabetical symbols that represented a sole consonant, yet still utilized them alongside their own hieroglyphics. One of the earliest artifacts of hieroglyphics is the Narmer Palette.

				Hieroglyphics and cuneiform faded as the former was forbidden when Egypt shifted to Christianity in the 4th century and the latter as alphabetic marks gained in popularity. We have evidence of this from around 1850 BCE when writing moved away from pictographs, ideographs, and even syllabic hieroglyphics, and became a series of elements that communicated more abstract concepts.

			

		

		
			
				Learn more about 

				the history of 

				the alphabet.

				Learn more about 

				Sumerian cuneiform. 

				And see some here. 

				And try this out. 

				Learn more about the Narmer Palette.

			

		

		
			
				Chapter 1. Clay tablets, papyrus scrolls, and the vellum codex

			

		

	
		
			
				9

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				The Rosetta Stone was erected in 196 CE and is essentially a tax exemption decree. However, it is neither the contents nor the typo-graphic structure that is significant for this history, but that it was a bilingual artifact that featured three scripts. By comparing the an-cient Greek to the Egyptian, which was written in their two different scripts of hieroglyphics (formal, for government or priests) and the Demotic script (informal, for the public), scholars and paleographers were able to finally decipher this historic language. They were able to discern that hieroglyphics was not a pictorial language but instead a representation of sounds.

				There was an additional script in ancient Egypt, the Hieratic Script. It was a simplified cursive script, meaning that it was connected, portraying hieroglyphics that developed alongside it. This more streamlined form was used by priests or for business purposes, and was written from right to left. The Egyptians primarily used black ink on their papyrus documents but also utilized a hierarchy of color for titles, headings, and the start of paragraphs through rubrication: the addition of red ink on a manuscript in order to accentuate certain features.

			

		

		
			
				Watch this video for more information about the Rosetta Stone.
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				Details of Demotic script, written with 

				a reed pen on a 

				papyrus scroll.
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				Details of Demotic script, written with 

				a reed pen on a 

				papyrus scroll.
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				Above: Detail of 

				Greek inscription

				with wedge serifs. 

				c.100 BCE

				Below: Detail of Greek inscription with rounded terminals. 

				c 100 BCE

			

		

		
			
				The Greeks had been using a syllabic writing system since around 1400 BCE, based on the Phoenician script. Over the next 500 years, they evolved it into a simpler system that also communicated vowels, in order to better communicate with other language systems.

				The Greek alphabet was originally written left to right, but it transi-tioned on occasion to boustrophedon (as the ox plows), and then from left to right. By this time, the reed brush was fading in popular-ity and the reed pen was replacing it. The tool shift and the writing direction shift could have developed symbiotically because if one is right handed, the process of writing from right to left with a reed pen on papyrus becomes difficult due to the possibility of smearing

				the writing; and because reed pens don’t allow for the pushing of the tool, but rather for the pulling of it.

				Early Greek alphabetical lettering is comprised of simple monoline shapes that were carefully considered. The letters required each stroke to be proportional to the other strokes within the letter as well as in relation to the other letters. 

				The letterforms now related more to their surrounding letters than they did to their former evolutionary pictograms. The alphabet was now moving beyond its pictorial inception to become an object that was a complementary system of corresponding forms. This concept of proportionality and connectivity remained associated with the alphabet as it was adopted into the Roman writing system.

				Roman Letterforms

				Although the Greek letterforms remained monolinear and geomet-ric, the Romans improved the alphabet as they began to adjust for optical balance. In terms of the letterforms themselves: A B E Z I K M N O T X Y remained the same in the transition from Greek to Roman; C G L S P R D were slightly altered; and V F Q were Greek letters, but were now obsolete in Greek. The Romans lengthened the A and V so that the point would extend beyond the cap height or the baseline to compensate for the negative space. If this had not happened, both would have appeared to be smaller than their surrounding letters. In addition, the M was widened to appear more sturdy; the B, R, P, and S were narrowed slightly in order to have less empty counterspace; and the L, E, and F were narrowed substantially to create a more vertical form. 
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				Watch a super 

				short video on 

				boustrophedon.
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				ABOVE: Rustic 

				capitals in a detail of grafitti on walls 

				of Pompei, 

				79 CE.

				MIDDLE: Imperial and rustic capitals in detail of grafitti on walls of Pompei, 

				79 CE.

				RIGHT: Arch of Titus inscriptional letters previously filled with bronze. Note the plug holes and the thicker letter strokes.
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				The thicks and thins that developed were the result of how the scribes held their flat-tipped brushes. When the scribe holds the brush at a consistent angle, the strokes vary based on the direc-tion in which they were made. Note that hieroglyphics and other Egyptian writing had thicks and thins as well; both reeds and brushes were used as well.

				The Romans also used space well, and many typographers con-sider the negative space of the letterform more important than the positive space(more on this in coming classes). Letterspacing, word spacing, and interlinear spacing were all well-considered in the Roman layout, which cannot be mathematically measured, but can be sensed aesthetically.

				The Roman Empire plays a major role in the history of Latinbased writing. Their approach to the structure and aesthetics of Latin let-terforms spread dramatically throughout the entire empire, which included nearly all of Europe and much of the Middle East. The ad-ministrative needs for such a large empire were massive as they had chanceries that were defined for government, merchants, inscrip-tions, legal, foreign, decrees, personal secretaries and more.

				Roman Inscriptional Majuscules

				As the empire grew, the need for written communication grew along with it. New letterforms were needed for new purposes and audienc-es. This continued to be a theme throughout the next two thousand years, and still exists today.

				The existing letterforms were readable, but modifications to the letters had to be made to allow for the new scale and tone of inscrip-tions. Emperors were using monuments as billboards to announce their various victories, financial donations, family dedications, and other accomplishments. The inscriptional letterform, letters de-signed specifically to be carved into stone, were a large part of Roman life as they communicated both to residents and visitors. The letters increased in size, not only to be more readable when written on walls but also to communicate an imposing majesty when placed on the top of tall imposing triumphal arches and monuments.

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

	
		
			
				14

			

		

		
			
				Once one had entered a city the public lettering carved into the façades of buildings was equally significant and visible. From the way that monumental architecture was arranged within towns, facing the main road in complexes, jostling around the Forum through which this road always ran, it is clear that trav-ellers were consciously shown the city’s best side. Triumphal arches crowned the entrance to certain spaces, and milestones and statuary lined the route, inscribed with the names and titles of builders or donors. A city’s public buildings, its bene-factors and famous sons and daughters, gave it status.

				Euan Clayton

				Inscriptional letterforms were painted onto the stone directly and then carved, oftentimes by two different craftspersons. Note that what appeared in stone was due to the painter, not the carver. Many people thought that the serif is for ornamentation purposes or was due to the letterforms being carved in stone. However, we now know that the serifs were deliberate and painted with two separate strokes emerging from the stem. There are also examples of early Christian burial tombs during Imperial Rome that feature sans serif forms as well as letters with rounded terminals or wedge serifs.

				Roman decrees were also carved into wood and bronze tablets and some of those carved in stone were infilled with bronze, as on the Arch of Titus. The purpose was to make the words appear even more majestic and definitive. This meant that the letters were drawn thicker than usual and more squat in order to allow for the additional mass.

				Trajan’s Column

				The lettering on the portico of Trajan’s Column, erected in 113 CE, is often thought of as the ultimate example of the Roman Inscriptional Majuscule. The column itself memorializes the military conquests of the emperor Trajan, in a similar manner as the other triumphal arches around Rome during this era. The images are scenes arranged in a winding scroll-like continuous pictorial linear structure. The thicks and thins, as well as the serifs and perfectly proportional let-terspacing, demonstrate that these letters were presumably painted on the stone before they were carved.
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				ABOVE: Detail of (formerly) bronze-infilled letterform inscription.

				BELOW: Trajan’s Column, detail.

			

		

		
			
				Chapter 1. Clay tablets, papyrus scrolls, and the vellum codex

			

		

	
		
			
				15

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				Roman Rustics

				Note that hieroglyphics and other Egyptian writing had thicks and thins as well, and they used both reeds and brushes. Rustic capitals were the first Roman book hand and predate written majuscules by three centuries.

				Both the Roman Inscriptional Imperial Majuscules and the Roman Rustic Majuscules evolved from the monoline form, independently of each other. While the Inscriptional Imperial form was wide with thicker verticals, the Rustic was more condensed with thicker hori-zontals, and often referred to as “reverse stres” letterforms.

				Rustics were less formal (one level lower) than the inscription-als in the hierarchy of Roman letterforms. There are examples of inscribed rustic capitals as well, with equal attention to the let-terspacing and wordbreaks, and both forms could exist within the same manuscript or inscription.

			

		

		
			[image: ]
		

		
			
				Watch this video to learn more about 

				Trajan’s Column.

			

		

		
			
				Septimus Severus inscription. Note the imperial and rustic forms together.
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				ABOVE: Rustic capitals in a detail of grafit-ti on walls of Pompei, 79 CE.

				RIGHT ABOVE: Imperial and rustic capitals in detail of grafitti on walls of Pompei, 79 CE.

				RIGHT BELOW: Arch of Titus inscriptional letters previously filled with bronze. Note the plug holes and the thicker letter strokes.
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				Old Roman Cursive and New Roman Cursive

				The wax tablets of Pompeii and much of the city’s graffiti are written in a form of Old Roman Cursive handwriting that was less formal than the scripts used for public monuments and books. Note that the term is not a cursive as we define it today because many of the let-ters were not connected, and the majority were comprised of several separate strokes and not a continuous one. It was from Old Roman Cursive that New Roman Cursive evolved and it was also the infor-mal script used as the everyday writing of the Roman Empire. It was written quickly, involved multiple connections, and we start to see loops and ligatures emerge. The exaggerated strokes signaled the increased speed of the writing from the Old Roman Cursive.

				Papyrus

				Papyrus, similar to a reed, grows in freshwater and had been in use as the source for a form of papermaking in the eastern Mediterranean from 4000–3000 BCE. The Greek city of Biblos was known for its papyrus exporting business, which gave us the word “biblios: (book), and the word “papyrus” (paper). Also related is the Roman word “liber” (book, library), which was the inner bark of a tree that was presumably another writing material.

				Once harvested, the triangular stems are peeled and the stalk’s core is sliced into strips. After they are soaked in water, they become pli-able. Strips are then layered in alternating directions

				and then pounded in order to force the fibers to intertwine and re-main more durable. Once dry, it is polished to procure a smooth writ-ing surface. Papyrus was also used for making rope, baskets, mats, boats, sandals, and more.

				Scrolls

				Scrolls were unrolled on the left and rolled up on the right. The inner and outer ends were wrapped around an “umbilicus” (wooden rod) and usually written in vertical sections from right to left in vertical lines. The scroll was a “rotulus” (something rolled) or “volumen” (a volume aor what we now call a book), and some sections were named “capitulum” (chapters) with smaller sections called “parara-phous” (paragraphs).
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				ABOVE: Early Roman Cursive on papyrus, 167 CE.

				ABOVE RIGHT: Later Roman Cursive, 

				4th century.
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				The layout allowed for large margins at the top and bottom so that if there were damage, it would not affect the text. Around 2000 BCE, a new structural layout evolved where they began to utilize narrow ver-tical columns for their horizontal text. However, shorter documents would have a vertical roll with just one horizontal column running the width of the papyrus. Rome was mainly a literate society, excluding the poor and women. Boys learned math on an abacus and writing on a wax tablet where they used a stylus made out of metal or bone with a tapered end for writing and a broad one for burnishing an error. Once their writing skills were determined to be sufficient, they were allowed to write on papyrus, the next level up.

				Wax tablets were hollowed-out blocks of wood that were filled with beeswax and weren’t always solitary. Some surviving note-book-sized examples, made from strips of wood, were several frames with tablets folded “concertina style” These wax tablet books were the starting point for the codex – the next big step towards the book as it exists today.
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				Read about the move from the scroll to the codex in ancient Rome.

			

		

		
			
				Vellum and Parchment

				Vellum was made from animal skin, usually calf, and was extremely expensive due to the limited amount of product per animal and the length of time it took to produce. The skin was removed and soaked in lime for six weeks to disintegrate the hair and flesh. It was then scraped, stretched, and dried. Sheepskin could be split into two layers but calfskin remained whole. Split-skin sheets are parchment, whole-skin sheets are vellum; both are extremely durable.

				The Codex

				A codex is a book made from pages (papyrus, vellum, parchment, pa-per), or quires that are stacked and then bound on one side. A quire is a group of 24 similar pages that have been written or printed.

				The structure for documents in the ancient world was the scroll, but documents in the codex form equaled them by 300 CE and within the next two hundred years overtook them. The parchment codex soon overshadowed the other formats as papyrus was over-harvested and political strife affected the area where it was farmed. By the fourth and early fifth centuries, much of the information previously written on papyrus scrolls was recopied onto vellum codex.

				There was no defined jump from the papyrus scroll to the vellum codex, as the papyrus-to-vellum and scroll-to-codex transition was not particularly linear. There were codices made of papyrus and likely a few vellum scrolls as well. We know that parchment had been used for nearly 5000 years since some examples exist from 2500 BCE Egypt. (Note that the Dead Sea Scrolls were on parchment.)

				The codex appears to have developed from the wax tablets that the Romans used for their informal writings, which in turn developed from Egypt. The codex was a huge structural and functional advance-ment for the written, and eventually printed, word. Attention now turned to the letterforms on the page, rather than the composition or the structure of the pages themselves.
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				Uncial and half-uncial were the main book scripts used for several centuries before and after the fall of the Roman Empire. From these Roman uncials, lowercase letters were invented with an aim of legibility. Gothic textura was a new style of letterform that emerged from using a quill, rather than a reed pen, on vellum, rather than papyrus.

				 Printing did not create the Renaissance but the Renaissance helped printing to spread. Legibility began to symbolize new ideas of thinking as well as new ideas of aesthetics and form.

				 Johannes Gutenberg was the inventor of a method of casting and printing with moveable metal type outside of Asia. His 42-line Bible was a masterpiece of typography and printing. Gutenberg was not the inventor of printing.

				 William Caxton was the first printer in England and the first printer in (vernacular) English. Aldus Manutius and Francesco Griffo developed the first italic type, allowing for hierarchy through type style.

				 Scribes and scholars from regional chanceries created instructional texts on handwriting and document layout. Many people changed their handwriting to this new chancery hand. Today’s handwriting and type designs are based on the chancery hand.
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				As the Roman Empire crumbled, Christian churches and monasteries were able to preserve recent advancements in writing. Uncial and half-uncial were the main book scripts used for several centuries before and after the fall of the Roman Empire. They evolved from New Roman Cursive, but they were squat and round and lacked the majesty of their predecessors. These forms were not related to the vernacular handwritten scripts of the time which had developed along their own trajectory.

				By the end of the 600s, these uncial and half-uncial Roman book scripts had become as fragmented as the European regions them-selves. Because the monasteries were hidden away, they were able to survive the constant raids and battles so prevalent during this early medieval era. The isolation resulted in distinct variations on their letterforms that we now call Insular in Britain and Ireland, Merovingian in France, Visigothic in Spain, and Beneventan in southern Italy.

				Charlemagne (Charles the Great) reigned in Germany, France, and the Low Countries (Netherlands, Luxembourg, Belgium) from approx-imately 771 to 814. His reign ended much of the discord in Northern and Central Europe, and with a newly unified Europe, created what has been referred to as the Carolingian Renaissance.

				As the political strife settled, people were able to look outwards, beyond mere survival, once more. He aimed to improve the quality of life of his subjects in numerous aspects, including intellectual pursuits. Although it is assumed that Charlemagne promoted a new approach to letterforms, the adaption of writing was actually due to Alcuin of York, who, after his time in the court of Charlemagne, later managed a notable scriptorium in Tours, France.

				The letterforms of the previous era had become increasingly con-nected and at times unreadable. There was not much regularity as the letterforms themselves were still fluid, and this, plus the frequent abbreviations and numerous textual errors in the manuscripts, creat-ed problems that continued as the manuscripts were recopied.

				With an aim of legibility, the Carolingian miniscule developed primarily from Roman uncials, and not from the variations that had developed in the past 500 years. Their open counters and wider forms were light in comparison to their heavy predecessors and the ascenders had thick tops.

			

		

		
			
				Watch the second 

				half of the film you started in the first class, from minute 28 to the end.

			

		

		
			
				Download the Words 

				that Changed the World app (free in iTunes) to view some of these books discussed in 

				this section in high resolution.

				For more on 

				Charlemagne’s 

				reign, watch this 

				video. Or you could watch this video.
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				ABOVE: Roman Capitals, Virgil, 4th century. Straight pen angle.

				MIDDLE: Roman Capitals, Virgil, 

				4th century. Slanted pen angle.

				BELOW: Rustic Capitals, 5th century. Slanted pen angle.
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				ABOVE: Uncial, 

				8th century.

				BELOW: Half-Uncial, 6th century.

				RIGHT ABOVE: 

				Carolingian Miniscule, 

				c. 870.

				RIGHT BELOW: 

				Carolingian Miniscule, 

				9–10th century.
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				As the political and geographical situation in Europe settled, so did the letterforms, with focus on legibility and structural standards. Word spacing and punctuation were used with purpose, and conven-tions were established and enforced. The resulting manuscripts were as unobstructed as were the new approaches to culture and society.

				Alcuin created a new edition of the Bible that aligned with Charlem-agne’s ideas of: accessible and accurate texts; a focus on function with a very distinct hierarchy by utilizing form and space rather than solely color or size; and deleting abbreviations and errors. 

				However, the advances of the various monasteries (Lindesfarne) and scriptoriums (Tours, under the guidance of Alcuin), were all destroyed with the next round of Viking raids. As England and North-ern Europe recovered, their replacement books from other parts of Europe featured the Carolingian miniscule, and the form survived.

				Writing in Western Europe from the eleventh through the thirteenth century grew beyond private religious texts that required slow, some-times laborious reading, and towards public documents that necessi-tated speed and ease of use. Ornamentation was still prevalent, but a rethinking of the structure of the text itself was increasing. 

				Eventually, the Carolingian letterforms began to compress slight-ly and weight was added at the bottom. By the end of the next two centuries, the letterforms had lost their rounded arches and gained pointed tops. 

				Part of this new gothic textura was due to using a quill pen on parch-ment, as it allowed more dexterity and purpose with thicks and thins than the reed pen on the rough papyrus. A more stylised form with greater detail was created through the new speed gained from the quill in addition to holding it at a slightly different angle. The quill had entirely replaced the reed pen by around 500 Ce. 

				Another era in the letterform was beginning to form as a result of the scholar Petrarch (Francesco Petrarca), often thought of as the found-er of Humanism. He had a profound interest in the ‘‘classics’’ of Im-perial Rome, and his poetry demonstrated and typified many of these values. Through his studies, teachings, and writings, he expanded the aims and purpose of knowledge, encouraged an augmentation of the arts, and stimulated an appreciation of human culture.
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				All of this knowledge required better access to literature, without the unreliability of pre-Carolingian manuscripts. Legibility became even more important as it began to symbolise new ideas of thinking as well as new ideas of aesthetics and form.

				In the late 1300s, a shift happened in how space on the page was utilized. Instead of writing the text in two columns, a practice that demanded multiple abbreviations and brought about many of the difficulties in deciphering earlier manuscripts, some scholars began to utilize one single block of text. As the distance the eye needed to horizontally travel increased, the need for increased interlinear spacing, now known as “leading,” was born. 

				The Roman approach to letterforms and documents grew in renais-sance Italy, the center of these new ways of thinking. Some book fea-tures directly imitated the inscriptional letterforms seen 1400 years previously in classic Rome. In turn, Roman artifacts and aesthetics soon swept through the Italian manuscript industry, just at the time when an inventor in Mainz was developing a new idea.

				Printing and Gutenberg

				Printing is presumed to have been invented in China around the third century CE, possibly even earlier. Printing blocks were made from stone, clay, or metal, although wood was the prevalent material in Europe. Woodblock printing on textiles was common in Europe, but transitioned to paper as papermaking gradually became more wide-spread. Because printing was generally limited to places with access to papermaking, the two industries were intricately intertwined. 

				Xylographic printing, printing on paper with a block that featured both the text and the image carved and printed together, was a cheaper, and therefore more accessible artifact for mass production. The average person could own short books that were not always printed well, heavy on illustration with the text in only a secondary role. Pictorial bibles were the most prevalent examples of this. These would evolve over the next few centuries into “chapbooks,” crudely printed folios designed to be for the everyday person to easily obtain. Chapbooks and other heavily illustrated woodcut books (and incu-nabula, such as the Nurenberg Chronicle), often repeated the same images with different texts.

			

		

		
			
				View images from 

				the Eadwine psalter because it demonstrates how all of the various scripts of the past millenium were being used simultaneously, and had their own 

				hierarchy:

				Eadwine_1

				Eadwine_2

				Eadwine_3
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				Gothic textura. 

				Note the balance

				of negative (white) space and positive

				(black) space. This is achieved by having

				the counter width equal to the space

				between the letter.
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				ABOVE: Carolingian miniscule, after 873.

				Note the rustics, and drawn capitals.

				RIGHT: Late 

				Carolingian miniscule. Mid-12th century. 

				This demonstrates 

				the transition 

				towards gothic.
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				Humanistic miniscule, handwritten, 

				15th century
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				Incunabula is the plural word for a piece of printed material that was printed before 1501 in Europe. Some of the most influential pubica-tions in western history fit into this category of early printed books.

				Johannes Gutenberg was the inventor of a method of casting and printing with moveable metal type outside of Asia; he was not the inventor of printing. His invention could be thought of as an ex-tension of the gothic manner of thought, and the beginning of the industrial age.

				The Chinese had been printing since around 500 CE, and reproducing images of writing in ‘‘movable characters’’ of wood, metal, and ce-ramics from around 1000 to 1300 CE. Gutenberg did not build upon what was happening in Asia, but created his own method of casting and printing by experimenting with his own metalworking skills.

				Gutenberg was born in Mainz, Germany around 1395, and trained as a goldsmith. By 1455, at the time that he printed the 42-line Bible, he had already experimented with his invention for nearly 15 years and had procured loans to subsidize it.

				Gutenberg developed: a method of casting the letterforms in metal; a method to set them with the correct inter-character spacing; as well as inter-linear spacing, the right consistency of ink that would adhere to the small letterforms, yet would still offprint onto paper; the structure of the press that holds the set metal type, the method of efficiently handling the pages before and after they are printed, and the mechanics and intricacies of the printing press itself. It is likely that he also invented a method to print two colors, elaborate ornamented caps, and two additional typefaces, although this wasn’t to be seen until the publication of the Mainz Psalter described in an upcoming section.

				The 42-line Bible was 11.5 x 16 inches and generally had 42 lines of text per page, hence its name. The text is remarkably even in both positive and negative space, and communicates a weight of topic as well as letterform and ink. The form of his Bible was designed to be as conservative as possible in order to increase its sellability. It mimicked the best manuscripts of the time with an even texture and letterspacing, two columns of justified text, proportional margins that framed the text, and a heavy letterform that communicated religious authority. It was a masterpiece.

			

		

		
			
				Watch this excellent BBC film on Gutenberg, filmed of the Typography department at The University of Reading
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				The importance of printing

				Printing did not create the Renaissance, but the Renaissance helped printing to spread. As the demand for knowledge was burgeon-ing, the resulting universities prospered, printing was needed, and scribes were in high demand. However, making a living as a printer was not a sure thing. Hand lettering scholar Euan Clayton compares this to the dot.com boom of the 1990s:

				In the mid-1470s […] enthusiasm for the new medium ran up hard against the reality of how money could be made from the business. The seats of learning, university towns, which had been the focus for the manuscript trade were not the places that could sustain a lively printing industry. There were too few scholars there to buy even a modest print run of several hun-dred books, and no means of raising the large sums of capital that the printing trade required for its smooth operation, so all different from the one-man scribe or small atelier that the manuscript industry had been based upon. […] Gutenberg’s personal story of increasing debt, which he tried to finance with quick editions of single-sheet indulgences or popular calendars, was to be prophetic for the industry as a whole. New mechanisms of finance and distribution had to be evolved.

				In order to make money, printers needed to sell their products; therefore, at the start of this newly expanded industry, they stuck to what they knew would sell. Religious texts or medieval classics were the primary focus and new subjects for learning were far from a priority. In addition, they were hesitant to deviate from the current look of manuscripts and the gothic lettering style and page structure of the time. They wanted them to look written, as they presumed that would be the most familiar for the readers, and therefore more com-fortable to actually be read, i.e., readability. Early incunabula were predominantly blackletter, and as the manuscript styles varied from area to area, so were the typographic style variations used in these early printed books. 

				The majority of incunabula were published in Latin as it had a wider reading audience for scholars, royals, and the church, compared to the other singular languages. The success of 

				a published book was due to numerous factors: marketing, political situations, religious power, and even professional preference.
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				Gutenberg was fully aware of the importance of his creation and, through litigation, dedicated two decades of his life to copyright protection. Despite his financial problems, his influence was ob-viously notable. Even his former printing assistants were able to perpetuate their skill at other locations as printing with moveable type quickly expanded.

				Tragically, Gutenberg’s invention bankrupted him, as his loans for the type and the paper on which to print the 42-line Bible were called in (after numerous advances in money and delays in repayment) immediately after it was printed. He was forced to give up everything to Johan Fust, who had become his business partner as a result of his significant financial assistance. Gutenberg never recovered from bankruptcy and died in Mainz in 1468. 

				Fust was a distributor of manuscripts and block books and quickly connected with Peter Schoeffer, a calligrapher from Paris who was also one of Gutenberg’s former assistants. Together, they produced the Mainz Psalter, reaping the benefits of Gutenberg’s experimenta-tions in producing two-color printing. The Mainz Psalter is a stunning example of early printing as it it has a different format from the 42-line Bible: it features one column of text, printed capital letters for each sentence in red, and elaborate initial caps. 

				Nuremberg Chronicle (Liber Chronicarum) 

				Anton Koberger was one of the most successful printers in Nurem-berg, Germany in the late 1400s, from one of the wealthiest families in the city. He focused on printing, publishing, and selling books with high production values, usually in Latin. Because of this reputation, local merchants Sebald Schreyer and Sebastian Kammermeister wanted him to produce their chronicle of the (Christian) world with abundant wood cut illustrations. 

				After extensive planning, the Liber Chronicarum (“Nuremberg Chronicle”) was published by 1493 in both Latin and German. It was the most illustrated printed book of the century. Because of the numerous illustrations (over 1,800), many were reused from the 652 woodblocks in multiple locations of the book. The Chronicle had a notably large print run with many still in existance today. This book is noteworthy because the scope of the topic and scale of the produc-tion demonstrated a new approach to the marketability of books.
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				The first printer in England was William Caxton, who set up his printing press in Westminster, London in 1476. Caxton is significant because he helped to cement and standardize the still-evolving language by printing in vernacular English, rather than formal Latin. However, his aesthetics and production values were far below what was happening in Italy and Germany at the same time.

				Caxton started as a cloth dealer in Bruges and then became a trans-lator, a calligrapher, and finally a successful printer. He had signif-icant patronage and was able to publish over 100 books including well-known authors Chaucer and Malory. Use this site and this site to look at his work in detail. His printing assistant was the charmingly named Wynkyn de Worde.

				The first printing press in Italy began in 1465 by two Germans, Conrad Sweynheym from Mainz, and Arnold Pannartz of Cologne. It was in a scriptorium in a Benedictine Monastery in Subiaco, near Rome, staffed with German monks. They created a typeface that was a ‘‘Roman’’ but had significant gothic German qualities and is now referred to as Subiaco. In 1467, they moved to Rome and created a new type that was closer to the calligraphic style in Italy, and then closed six years later after publishing over 40 titles.

				However, neither Rome nor Florence was the center of printing, but rather Venice, because it stood as the major trading hub of the region. The first printer in Venice was Johannes de Spira (Johann von Speyer), who printed an edition of Cicero with a humanist type design that still retained structural characteristics of the manuscript. Typographic scholars believe that this type was de-signed by Nicolas Jenson.

				Nicolas Jenson, born in France c. 1420, was a master engraver at Tours. He travelled to Germany to learn printing (possibly from Fust & Schoeffer) and then moved to Venice to create his own printing and publishing house. He published books in Roman types, gothic types, and even Greek types, but is most noted for the type he designed for his 1470 Eusebius. The type, now known as Jenson, is remarkably legible and elegant, with the charm of the manuscript letter, but all of the readability of the modern one. The capitals were based on the Roman Inscriptional letter and the lowercase was designed to work alongside it. It was a modern humanist roman type and it was the first one. 
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				Jenson, 1470
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				In 1490, Italian Aldus Manutius also moved to Venice, which had now become the printing capital of Europe, and within five years had established the Aldine Press. He was the first printer/publisher to abandon the medieval manuscript format and aesthetics and to rethink the possibilities of the printed book. Manutius focused on Greek and Latin classics that were ‘‘pocket-sized,’’ and therefore less expensive and more accessible to those other than the wealthy. Typefaces referred to as ‘‘Aldine’’ indicate that they were used and printed at this press. 

				Manutius hired Francesco Griffo from Bologna to cut his types, most notably the types used for Pietro Bembo’s Da Aetna, in 1495 ; the same type that the Bembo (1928, Monotype) typeface is based upon. 

				Manutius and Griffo also developed the first italic type, opening up a new world of creating hierarchies through type style (not just size or color) on a page during a time of limited type and weight choices. This condensed cursive was based on the cursive scripts of the day and was created with an aim of getting more text on the page. It was functional and humanist, it was the beginning of scholarly books, and it influenced type design for the next 200 years.

				While the 42-line Bible is an exquisite example of the end of the gothic era, the Hypnerotomachia Poliphili, printed at the Aldine Press, is viewed as the perfect example of the soon-to-be-domi-nant humanist renaissance book. The margins, letterforms, il-lustrations, and page structure are all indicative of the new era of knowledge and enlightenment in their attempt to recreate the aesthetics of Imperial Rome.

				As it is based upon a dream, the contents are both eccentric and erratic. However, it is not the content that is notable, but rather the design, printing, and production of it. The integration of the text and image created an evenness and a similar gray on the page that had not been seen before in book printing. The types designed by Griffo are even and not dull, rhythmic and not distracting: a marvel when considering the early era in which it was printed. 

				The Hypnerotomachia Poliphili ushered in a new era of high quality in book printing through special attention to the typefaces, text and image integration, text structure, and page layout. Book design would never be the same again.
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				ABOVE: Textura miniscules (lowercase), 

				woodcut by Giambattista 

				Palatino, 1545.

				BELOW: Civilité type by Christopher Plantin, 

				c. late 1500s.
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				Italian Writing Manuals 

				The Reformation at the start of the 1500s helped to fuel an even greater expansion of the printing industry. The new ideas created new discussions that needed to be published in new books. Litera-cy was a new civic duty and reading was a priority as it enabled the reader to better understand religious texts.

				The market expanded for pamphlets and books on new topics and the common, informal languages — unlike the formal Latin — were more in demand than ever. Scribes and scholars from regional chanceries (“cancellarescas”) created instructional texts concerning documents and correspondence. Scholars, painters, and tutors were all changing their handwriting to this new chancery hand (“littera cancellaresca”), a style of handwriting based on the letterforms from scribes at writing offices. The inaugural manuals in the 1400s fo-cused on majiscules (capital letters) and were intended for scribes. The most notable ones were written by Felice Feliciano, Damiano da Moille, Luca Pacioli, and Niccoló Niccoli. 
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				Johann Schoeffer, 1509 

				(Textura above 

				Schwabacher below).
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				In 1523 Rome, Ludovico Vincente degli Arrighi published La Oper-ina, the first writing manual aimed toward an everyday audience. It was 32 pages printed from woodblocks, as the previous writing books had been. However unlike its predecessors, it focused on the miniscules (lowercase), with only a brief mention of the majiscules. Arrighi encouraged fewer ligatures (connected letters) and a greater focus on consistent shapes among all the letterforms. He published many more books in typefaces based upon his own script as well as a second writing manual in 1524.

				The following year in Venice, Giovanni Tagliente published Lo Presente Libro Insegna. He was an extremely skilled and notable writing master from Venice and his book demonstrated his abil-ities in other languages and scripts including Arabic, Greek, and Hebrew. Tagliente also presented regional gothic cursives, ‘‘mer-cantile (business) hands,’’ that were developed by notaries and merchants in other Italian cities.

				The next notable writing manual was published by Giovambattista Palatino, Libro Nuovo d’Impare a Scrivere Tutte Sorte Lettere in 1540, where he narrowed the letters and made them significantly taller. Palati-no also covered formal and business scripts from numerous other coun-tries, including Arabic, Indic, and Cyrillic. His featured letterforms had the rigid tone of the historic structured gothic, thus eroding the efforts of the past 150 years to create a more readable and legible letterform.

				Perhaps the most influential writing manual of the century was Essemplare di Piu Sorte Lettere in 1560 by Giovanni Francesco Cresci, a top-level scribe for the Vatican and Sistine Chapel. He had developed his own writing style that involved a lachrimal (tear-drop-shaped) terminal at the top of the ascenders. This was purely stylistic and not a product of the pen nib or an ink bleed. He demon-strated a script with rounder bodies and smaller counters than Palatino, which was also quicker to write. This was notable because it focused on speed over form, maintaining that despite the growth of the printing industry, writing was still a viable business.
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				During the second half of the 15th century, the title page came into being and never left. The era of experimentation was over and it was now time to refine the book, printing, type design, and even handwriting. The 16th century was the era of the French typography and book design.

				The first printed books were predominantly typeset in a gothic blackletter. Gothic letterforms faded in popularity as the humanist miniscule began to dominate type design and book production. 

				Copperplate engraving helped to expand what was possible in the reproduction of letterforms. It allowed for exaggerated curves, melodramatic thicks and thins, and the new prioritiza-tion of experimental typographic form over legibility. 

				Guyone Viart was one of the most influential people of French printing who established and administered the Esti-enne printing dynasty in France. Robert Granjean and Claude Garamont were the first independent type designers not associated with a publishing house. They created fonts and then sold them to printing workshops. Previously, contempo-rary handwriting influenced typefaces, but with Garamont, the typeforms now influenced the writing of the day. 

				The first press in the United States (British Colonies) was set up in 1638 by Elizabeth Glover. Two years later, they published the first book written and printed in the United States: The Whole Book of Psalms.
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				The renaissance and early modern printed book is not an article of manufacture, in the sense that it has been made by machine. At each stage of its making, its appearanceis the creation of individual craftsmen, working on copies one at a time. In their work and in each individual copy we may see their achieve-ments, and their failures; their standards, their lapses of atten-tion and their ingenuity. To examine an early printed book is to seek to understand not only how it was made, and why it looks as it does, but also to seek to understand the people who made, used and read this particular copy, in this particular edition and on this or that particular occasion. We may call books artifacts; but in so doing we should also remind ourselves of the humanity of their making, and be careful to distinguish how their artifactu-al nature is the creation of a group of individuals not all of whom will have known each other. 

				David McKitterick

				The Title Page

				As book printing production expanded and proliferated, the function of the elements needed to be reconsidered once again. During the second half of the 15th century, the title page came into being and never left.

				Every modern book has its title-page, but this was not always the case. The title-page as we know it was added to the book soon after printing became the principal way to produce books in the fifteenth century. Printing brought with it a number of changes in the design of books: the title-page is probably the best known of these. [...] For some practicing typographers it is the single most important feature of a book [...] [ f]or the histori-ans of printing and the book the title-page has often been claimed as the most prominent innovation in book design that is directly attributable to the printer. 

				Margaret M. Smith

				With manuscripts, the publishing and production information was printed on the final pages in the back. The producer, and occasionally the scribe, might be mentioned in the colophon, and most attention was paid to the first letter of the first word of the text. Scribes and printers would often create and sell the interiors without a cover that would then be transported to a separate bookbinder to be bound. However, with the expansion of the printing and publishing industry, books became a new commodity. They were no longer created as specifically custom-made items, but now for increasing numbers of academics and the public, signifying a need for a title page in the 
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				front to inform the reader of the contents. Today, the title page is both pervasive and predictable. Despite the simple elements that declare the tone of the typography and the producer at the onset, it demonstrates that it is foremost an element of commerce.

				[The title-page] drove its growth: first providing the opportunity, and then developing the features borrowed from elsewhere in the book, from modest pieces of information, to effective enticements to buy the book.

				[...] Whether the title-page was quickly recognised for its adver-tising potential is hard to know. Today the title – page is not the first feature of a book that the would-be purchaser or reader encounters. At first glance [one] observes a book’s size and the nature of its binding or cover, both of which can provide vital clues about the book’s nature. Next [one] may see the title, author and publisher on the spine, front cover or jacket, before ever looking at the title page. In early printed books we cannot be certain what the purchaser saw first. [...] It is plausible that the first verbal indicator [one] would encounter was whatever fell on the book’s first physical page, whether it was ready bound or inquires. 

				Margaret M. Smith

				This new “invention” of the title page in the 1500s brought with it an unfamiliar location for decorative printing. Title pages customarily utilized woodcuts, and occasionally wood engraving, for ornamenta-tion in a border around the title. These wood blocks were more costly and less durable than metal, leading to printers to search for other alternatives. Type designers began to add “fleurons” (typographic flowers) and various ornamentations to their fonts. This meant that title pages could be typeset and printed with both ornamentation and type simultaneously. This allowed for less austere and more decora-tive designs and, more importantly, quicker production and printing.

				The era of experimentation was over and it was now time to refine the book, printing, type design, and even handwriting. The 16th century was the era of French typography and book design.
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				Book Types of the 16th century

				The first printed books were predominantly typeset in a gothic blackletter. Printers preferred textura, a “formal gothic,” as it seemed more reverential and appeared suitable for the religious content prevalent at the time. Textura was angled, lacked rounds, and created a balanced pattern but lacked in readability. Despite this major flaw, it was the preferred typeface for Gutenburg and other German printers.

				As manuscript styles varied from region to region, so followed the book types. Gothic letterforms faded in popularity as the humanist miniscule began to dominate type design and book production. The exception to this was Germany as they remained resistant to human-ist letterforms until the mid–twentieth century.

				Italy, Spain, and Southern France used a rounded form of Gothic known as rotunda for a short time, which was comprised of rounded elements instead of segmented angular ones. By the 1520s, France had adopted the humanist roman form and combined it with the contemporary legal script to create bastarda, a cursive gothic type, used both for secular and vernacular texts. Caxton also used this type in England. France then evolved it further to create a late gothic civilité, which replaced the previous Bastarda.

				The German form of the cursive gothic was Schwabacher, which was wider and rounder. It evolved into the narrow and angular fraktur because its condensed form allowed for more characters on the page. Germany would continue to use it for the next two hundred years.

				The Italian Humanists, preferred the “antiqua” to the “moderna.” Petrarch wrote in a late medieval gothic, while his followers used a true humanistic miniscule (a small round Carolingian script) with Inscriptional Roman majiscules.
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				above : Detail of 

				Gothic Textura, 

				England, 

				c. early 1300s.

				below : Detail of 

				Gothic Textura, 

				England, 

				c. late 1300s.
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				Typecasting

				Type is something that you can pick up and hold in your hand. [Graphic designers] mostly belong to a class of people for whom it is an abstraction: an unseen thing that leaves its mark on paper. For their convenience it has long been the practice to talk about a typeface, meaning, not the top surface of a piece of type, nor even of many pieces of assembled type, but the mark made by that surface inked and pressed into paper. [...] So the face comes loose from the metal, especially among those who do not handle or often see it. Nevertheless there are times when it is important to remember that a 3-dimentional thing carries it, and that there are other things that matter about type. 

				Harry Carter

				Goldsmiths and numismatists (coin and medal engravers) often made excellent punchcutters as they were comfortable with the small scale required for making metal type. The first thing to do is to cut the punch, a long and thin piece of steel with the letter engraved right-reading at the exact final size, on the end of it. The counter-punch, another thin long piece of steel, was used to create just the counters in the punch. It was the counter in positive to be pushed into the punch to make them negative.

				The punch was then pushed into a small slab of copper to create the letter in reverse and in negative, called the matrix. This is inserted in the mold and when the molten lead is poured in, it will fill the nega-tive space to create a positive of the letter with which to print. Although we refer to it as ‘‘lead type,’’ the metal was not pure lead, as it also contained tin and antimony. The mold was needed to make sure that all the letters were the same height: “type-high.”

				The French Baroque typographic book

				The French were adopting the new Renaissance-based ideas emerg-ing from Italy, including their lettering and typography. Books had now escaped the limiting structure of their manuscript heritage and were focusing instead on communication. Their aim was readability and legibility using black and white space, and avoiding superfluous ornamentation throughout the text.

				Printing in France began when a press was established at the Sor-bonne library. Three German printers produced texts for the universi-ty students and faculty and created typefaces based on the Sweyn-heym & Pannartz gothic form. Within a few years, the printers left to set up a new press in Paris where they produced books for the church typeset inBastarda. The first French book printed in France was in this Bastarda type.
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				above : Diagram of the punch process by Fred Smeijers.

			

		

		
			
				Watch punchcutting video 1.

				Watch punchcutting video 2.

				And watch this video on the last punchcutter.
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				Women in the printing and publishing industry

				There were at least twenty-five female printer-publishers in France in the first half of the 16th century because the guild system allowed women to take over businesses if their husbands died. The women would have needed an education and managerial experience in order to administer the print shop and publishing house. They also needed to have legal, financial, and marketing skills. Charlotte Guillard was a printer in Paris for over 50 years. She was part of the French Humanism movement with aesthetics and printing expertise at the highest level of the day.

				Guillard was born around 1490 and in her mid-teens, married Ber-thold Rembolt who had been a business associate of the distin-guished Parisian printing house, the Soleil d’Or. Rembolt died around 1518 and within two or three years, Guillard had married and was working with bookseller Claude Chevallon, who had a shop near the Soleil d’Or. There are around 200 books published under the mark of Berthold Rembolt.

				The French Printing Dynasty of Guyone Viart

				Guyone Viart was one of the most influential people of French print-ing who over the course of her career published over 150 books. She first married printer Jean/Johannes Higman in the late 1400s. They had a son, Damien Higman, who became a bookseller and a daugh-ter, Geneviéve, who married Reginald Chaudiére, also a printer/publisher. After Higman died, she married Henri Estienne, Higman’s business partner, in 1501. They had three sons and one daughter, and the printing business was able to continue. 

				When Henri died around 20 years later, Viart married his business partner, punchcutter Simon de Colines. Colines was an exceptional punch-cutter and typefounder, an accomplished printer, and a skillful book publisher all at the pinnacle of Parisian Humanism. His types, both Roman and Italic, based on Griffo’s Aldine Italic and the Arrighi letterforms, introduced a lighter typographic look to publications from Viart. De Colines and Viart managed the Rue Saint-Jacques shop, the heart of the Paris book industry, until one of Henri’s sons, Robert Estienne, was able to take it over in 1526.

				With Robert at the helm and presumably Viart and de Colines con-tributing in their own right, they published around 450 books with around 50 employees including type casters, compositors, readers, pressmen, and paper handlers. They demonstrated both excellent scholarship and excellent craft and Estienne became one of the best printers of the century.
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				During this time, as a result of religious upheaval after the Protestant Reformation, printers in France and other European countries were being accused of heresy. To avoid this, Robert Estienne moved the business to Geneva to produce even more books without the political and religious interference. He died in 1559 and his son, Henri II, continued to publish in both Latin and Greek using Garamond’s Roman, Italic, and Greek typefaces. Their books came in many sizes, some small pocket editions, octavos, and even quartos and large folio sizes. As these books were designed in a straightforward manner with comfortable page proportion, mini-mal decoration, and exceptional presswork, they were not intend-ed to be collected, but intended to be read.

				The French Typefounders

				A contemporary of the Estienne printing house was Geoffroy Tory, a Renaissance artist and scholar extremely interested in illuminated manuscripts, some of which he illustrated himself. He aimed to publish books in French that previously had only been published in Latin. His 1525 Book of Hours is known for its medieval structure in a Renaissance manner. Although Tory cut all the borders, it was Colines who printed it. Tory’s Book of Hours was unlike any that had come before because it utilized white space as a design element rather than something to be filled in.

				It was Tory’s Champfleury (“Paradise”) that gained him well – de-served fame and contributed to this impressive era of French printing. The content centered on French grammar and language and influenced it forever when he introduced the accent, cedilla, and apostrophe to the French language. Typographically speaking, the Champfleury brought attention to fine printing, encouraged design thinking with regard to letterform design and layout, and expanded the use of the Roman letter over the gothic. The majis-cules that he designed for this book continued to be used by Robert Estienne years later.

				This golden age of French typography produced something else beyond new typefaces, new handwriting scripts, and new book publishing: it invented type designers. This signified that the printer no longer had to be the publisher and the type foundry, but could purchase or commission type from others. This allowed for quicker production and access to a wider range of typefaces. 

				Robert Granjean and Claude Garamont were the first independent type designers not associated with a publishing house. They created fonts and then sold them to printing workshops.

			

		

		
			
				See Tory’s Champfleury here.
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				Robert Granjean (Granjon) was an expert punchcutter and type-founder most known for converting the current French Civilité script to a typeface in 1557. One of Geoffroy Tory’s apprentices was Claude Garamont (“Garamond”). Today, we tend to refer to the person as Garamont, and his typefaces as Garamond.

				 

				Garamont based his own typefaces on the work of Aldus Manutius from the previous century. His typeface, what we now call “Gara-mond,” was more open than his predecessor Jenson's, and was more refined than the work of his contemporary, Estienne.

				Garamont’s typefaces were yet another endorsement of the move away from replicating the manuscript form from previous centuries, and were now their own typographic forms. Previously, contemporary handwriting influenced typefaces, but with Garamond, now the typeforms influenced the writing of the day.

				Similar to many of this humanist era, Garamont was not limited to the Latin script. He was hired to create a Greek font for Robert Estienne which is still considered one of the best in history.

				After Garamont died, his punches, matrices, and types were pur-chased not by printers, but by other typefounders: Christophe Plantin in the Netherlands, Guillame Le Bé in France, and other European foundries. This ensured the continuation of his ideas and allowed type designers to use them and to build upon them.

				Guillame Le Bé was a student of Garamont and Estienne and became known for his exquisite punchcutting and type designs. He mastered Hebrew types and through the course of his lifetime, cut 17 different versions. Estienne used Le Bé’s Hebrew types for his publications. Le Bé’s son and grandson continued his business after his death, after which the Fourniers purchased it and ab-sorbed it into their own.

				The Dutch Era 1600s

				Christophe Plantin was French, but moved to Antwerp in his mid-thirties to be a bookseller and bookbinder. He was the most progressive printer/publisher of the 17th century. He valued high-quality typefaces and commissioned numerous typefounders to contribute to his productions. He collected not only types, but also the newly developed ornaments and fleurons. He had the largest printing/publishing buisness of the time: he ran 20 press-es, employed more than 150 employees, and produced around 2,000 books that covered classics, Bibles, medical books, geogra-
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				Read Garamont’s will.
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				Watch this video on copperplate engraving up to 28 minutes.

			

		

	
		
			
				45

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				phers, cartographers, botanists, and music printing. Plantin’s workshop elevated Antwerp into becoming the center for book production in the second half of the sixteenth-century, replacing Paris which led for the first half.

				In 1567, he produced what is thought to be the first type speci-men ever. It featured typefaces by his contemporaries: Granjean, Garamont, Estienne, Le Bé, and others. He often used Granjean’s italics with Garamont’s romans, starting a trend that continues today where both are designed as part of a single font. His books were readable with strong text blocks and an elaborate copperplate-engraved title page.

				Plantin is most known for the massive size and scope of his eight-vol-ume Polyglot Bible using Le Bé’s Hebrew in Latin, Greek, Hebrew, Syriac, and Aramaic. After he died, his daughter’s husband, Jan Moretus, took over his printing and publishing house, which still exists today.

				British North America

				The first press in the United States (British Colonies at that time) was set up in 1638 at Harvard College. It was originally owned by Rever-end Jose Glover who emigrated from England with his printing press and metal type. He died during the journey, and his widow Elizabeth established the press in Cambridge with Glover’s apprentice, a locksmith with minimal printing abilities (and even worse spelling), in charge. Two years later, they published the first book written and printed in the United States: The Whole Book of Psalms.

				The 1600s was a slow period for book publishing as the religious fervor and fear of the time brought forth government censorship. Churches also impeded and prevented printing and distribution. However, during this era, both major literary talent (Shakespeare, Cervantes) and major typographic and printing skills (King James Bible) were also present.

				Hand lettering and handwriting during the 1600s 

				Copperplate engraving, invented around the time of Gutenberg’s process, was a more direct method of reproduction process than its precursors. The engraver scratches and carves into a thin sheet of copper, which is soft enough to allow for smooth curves and varia-tions in depth. Because it was essentially a printing plate, it had to be engraved wrong-reading so that it would print right-reading.
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				Anton Neudörffer, Three versions of “R,” from Schreibkunst, 1601.
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				Copperplate engraving helped to expand what was possible in the reproduction of letterforms. The ungainly method of wood cuts in early Italian writing books to communicate handwritten scripts was replaced with meticulous and intricate copperplate engraving. It allowed for exaggerated curves, melodramatic thicks and thins, and the prioritization of experimental typographic form over legibility. Popularity of copperplate engraving expanded in the 1600s thanks to Plantin and the new interest in ornamented title pages.

				Most writing masters hired experienced engravers to produce their copperplates. The copperplate engraving process for letterforms was similar to the Italian writing books carved in wood and the inscrip-tional letterform in Imperial Rome: the designer is separate from the maker. In this case, the engraver was not always the letterer and could affect the lettering with both positive and negative results. This continues to be the case with other printing and typographic process-es up to the present day.

				Elaborate flourishes and exaggerated letterforms were intended for formal documents and demonstrated a mastery of the pen and the engraving process; everyday handwriting followed this lead. The work of Dutch writing master Van de Velde is the ultimate illustration of this dexterity. He adapted the gothic letterform and used extended strokes and line width variation to bring in an unsteady, yet success-ful, rhythm into the text. It created a pattern that was unconcerned with being read and instead wanted to be viewed: another step in the back and forth between the form and the function of the letterform.
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				Louis Barbedor 

				(Paris), copperplate engraving demonstrating “Italian Bastarda” 

				calligraphy, 1646.
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				Jan Van de Velde, 

				engraving of calligraphy from Spieghel der 

				Schrijftkonste, 1605.

			

		

		
			[image: ]
		

	
		
			
				48

			

		

		
			[image: ]
		

		
			
				Chapter 4. 

				Competitive details 

				and 

				the modern 

				letterform 

			

		

		
			
				HOFFMITZ MILKEN CENTER FOR TYPOGRAPHY

			

		

	
		
			
				49

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				The flamboyant forms of the previous century were now transitioning into more practical styles as the edge pen had been replaced by the pointed pen. English roundhand developed from the simplified Italian script of the day and the writing masters – George Shelley, Charles Snell, George Bickham – all contributed to publicizing this new simplified style. Fournier le jeune’s specimen book on printing types established a points and picas system of measuring type, the foundation for the typogaphic measuring system we use today.

				The Romain du Roi was a new rational approach to letterform design that led to the modern typefaces of the 1700s. With this, the Didot family of typefounders ended the Baroque era of Estienne, Garamont, and Fournier, and birthed the ‘modern’ letter. Giambattista Bodoni furthered this shift as his types were the bridge between the French Baroque letterform and the 19th–century modern letterform.

				Joseph Moxon published Mechanick Exercises, the first type founding and printing manual in the world. William Caslon was the first person to cast type in England. The types and processes of John Baskerville were a forerunner of the Industrial Revolution in England and began a new era of British typography.

				Old style typefaces had an angled thick and thin stress, bracketed serifs, and smaller counters and x-heights. Modern style typefaces had a vertical stress, hairline serifs, and larger counters and x–heights.
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				Handwriting & lettering of the 1700s

				Despite the arrival of printing, handwriting’s role expanded in the sixteenth and seventeenth centuries. New forms of hand-written documents began to appear and scribal publication re-mained a feature of literary life into the early eighteenth century. Education in writing was more widely available. Books on how to conduct a correspondence made an appearance. European postal services developed. And finally, as part of the intellectual awakening that the Renaissance had stimulated, a new empha-sis came to be placed upon collecting first-hand accounts of the observable world; handwriting served this need. Systematic note-taking and international correspondence underpinned the scientific revolution of the seventeeth century. Paradoxically, 150 years after the invention of printing, handwriting had never been so popular or widespread. 

				Euan Clayton

				Notwithstanding the prevalence of print, manuscript books were still being produced and hand-generated letterforms were still valued. As countries developed their own postal industry, both letterwriting as an art and penmanship broadened as well, particularly in the Euro-pean lowlands (Belgium, Netherlands, Luxemburg), with the Nether-lands leading the way.

				Literacy was growing in Europe, but slowly. As colonies expanded and grew, so did paperwork, and faster methods of documentation were needed. It was the academics, business owners, and scientists in particular who were encouraging a simple script for speed.

				The modern sociologist Anthony Gibbons has called this activity of interlocking material and social processes struc-turation, a word for describing the way the activity of doing something, the thing done and the institution itself are all mutually constitutive – interdependent. Each helps create the other. The consideration paid to structuring the deci-sion-making process and its related documentation illus-trates a significant characteristic of the world of the written word in the seventeenth century. Documents of all kinds, in academic and civil society, were now increasingly important to how European societies functioned. 

				Euan Clayton
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				The edge pen (quill) had been replaced by the pointed pen (metal nib) so the fine details of contrasts with pressure were even more noticeable. Metal nibs and metal pens had existed in Imperial Rome but were not prevalent. Steel pen nibs start-ed around the early 1700s and made it to England in the next hundred years. By 1835, 100,000 steel pen nibs were being produced in the north of England, the center of the steel indus-try, every week. Quill pens were still being used, but they were less durable and use diminished significantly by the end of the ninteenth century.

				English roundhand developed from the simplified Italian script of the day and seems to have spread through scholars and intellectuals as they needed a simplified script to provide speed. It had a narrow body with pronounced thicks and thins. The letterforms were not made with a continuous line but were actually individual letters that overlapped to give the appearance of joining. The writing masters George Shelley, Charles Snell, and George Bickham all contributed to publicizing this new simplified style.

				The flamboyant forms of the previous century were now transi-tioning into more practical styles. Scholars needed more articulate vessels for their studies, and both typography and printing had de-veloped enough to rethink what was possible with page structure and information design.

				The pared-down presentation of the text on the printed page also allowed for faster reading and clearer lines of argument to be flagged up in the way the structure of the text was articulat-ed. Verse numbers were introduced for the Bible and classical writings. Text, which had been printed in solid blocks, began to be divided into paragraphs. Because printing produced iden-tical texts across an edition, new paraphernalia for reference evolved. Indexes with page references, footnotes, and agreed conventions for punctuation made printed books easier to consult. Indexes were a significant introduction because they enabled books to be read in new ways. 

				Euan Clayton
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				above: Diagram by Gerrit Noorzij, a Dutch typographical theorist, on the dif-ferentiation between translation (left) where the angle of the pen never changes so the stroke varies based on direction and expansion (right) where pressure is applied to vary the stroke. This explains why the shift to metal nibs altered the forms of the letters.

				below: Present-day Adobe typeface based on the work of George Bickham.
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				Types in France

				Letterforms increased in weight in the 1600s and are referred to as ‘‘old style.’’ Old style typefaces had an angled thick and thin stress, bracketed serifs, and smaller counters and x-heights. By the 1700s, both the letterforms and the layout became lighter with what was deemed the ‘‘modern’’ letterform. Modern style typefaces had a vertical stress, hairline serifs, and larger counters and x-heights.

				Romain du Roi

				As the age of science immersed Europe, the printed word was the next in line to be rationalized. Geometry and mathematics were now used to define the perfect print style, which was the antithesis of the fading Baroque and Rococo era.

				The Romain du Roi, the “King's Roman,” was a new rational ap-proach to letterform design that led to the modern typefaces of the 1700s. It was yet another indication that the forms of letters did not always have to relate to the tools that created them. The Romain du Roi was requested and established in 1692 by King Louis XIV but was not used for printing until nearly 10 years later. The types were cut by the Royal Punchcutter, Phillipe Grandjean (don’t con-fuse him with Robert Granjon!). Letterforms of that time, the 1600s, were transposed onto a 48” x 48” grid of 2,304 squares to allow for better comprehension of the shapes. However, since the letterforms had originated in Imperial Rome from aesthetic — not geometric — means, this logic was tenuous at best.

				The Romain du Roi project required exacting craft and precise print-ing, as high-quality was the aim, not speed. The entire family of 82 fonts was finally completed in 1745. These types were used for the “Imprimerie Royale” (later known as the “Imprimerie Natio-nale”), the national printers for France, and were subsidized by the King. Every element of their product was superb: the types were large, the margins were wide, the images were intricate, and the printing was exquisite.

				The Fournier Dynasty

				Printing knowledge was valuable and trade secrets were protected through medieval guilds and family lines. Jean Claude Fournier managed the Le Bé Foundry for around 30 years, and purchased it outright in 1730. With Anne Catherine Guyou, he had three sons: one became a printer, one was named Jean Pierre (“l’aîné”), and the third was Pierre Simon (“le jeune”). Jean Pierre was an engraver and type founder and with his wife Charlotte, had a son Jean François (“fils”). Future generations either became printers or married them. After Fournier l’aîné died, his three daughters (Elizabeth Francoise, Marie, and Adélaide), managed the printing office.
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				above: Romain du Roi lowercase latin diagrams (copperplate engraved).

			

		

		
			
				RIGHT above: Detail of ornamented capitals type specimen of Pierre Simon Fournier, c. 1735.

				RIGHT below: Detail of type specimen of Pierre Simon Fournier, c. 1788.
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				Once they aged out of the business, some of the punches, matrices, and moulds went to his son, Fournier fils, with the remainder sold to local typefounders.

				Fournier le jeune studied painting and then moved into punch cut-ting larger sizes of cap ital letters in wood , and eventually developed typefaces and fleurons. He married Marie Madeline Borde, the sister of a renown ed printer. After le jeune died, his wife Marie and his older son Simon Pierre continued the company, but the younger son Antoine was not a part of it. Fournier l’aîné and Fournier le jeune had dealings with Ben Franklin while he was in France.

				Fournier le jeune is most known for his 1742 specimen book on printing types: Modéles de Caracteres de L’Imprimerie. This book was revolutionary , as it greatly contri buted to French typefounding , with its up-to-date information and historical information on type, typefounding, and printing. He describes the processes of punch cutting, matrices, typefounding, typesetting, characters for Roman, Hebrew, Greek fonts, historical scripts and ancient alphabets, music type, and images of the tools required for all of them.

				The Fournier types were mostly old style, similar to those of Gara-mont, and common of the time; however, Fournier was able to ex-pand the offering. He created ornamented, shaded, and drop-shad-owed letters, unseen before in metal.

				Fournier le jeune also created ornaments inspired by the work of French engraver Nicolas Cochin. He saw the potential of replicat-ing the intricate copperplate engraving embellishment in metal for printing use. His fleurons included flowers, knots, garlands, medal-lions, braces, and rules; all of which could be rotated and repeated to create unlimited variations on borders and headpieces. These styles remained in use for centuries afterwards. But most importantly, in Modéles de Caracteres, Fournier le jeune established his points and picas system of measuring type, which was the foundation for the typogaphic measuring system that we use today.

				Type sizes up to this time were random and seemingly haphazard. As type is measured by the body of the letterform (the block on which the letterform rests, not the letterform itself), measure-ments varied from each individual type caster and printer. To address this, in 1737, Pierre Simon Fournier created a “point sys-tem” that introduced a fixed and quasi–accurate method of com-paring type sizes. It was a significant improvement that assigned numerical amounts to type sizes previously named with words (i.e., Nonpareille, Petite–Romain, Gros-Canon, etc.), not entirely consistent, as it allowed for paper shrinkage.
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				The Didot Dynasty

				French typographic history in the book arts is comprised of three fa-milial industrious and scholarly dynasties: Estienne, Fournier, Didot. The Didots put an end to the Baroque era of Estienne, Garamont, and Fournier, and ushered in a new approach to typography of the second half of the eighteenth century. It was the neoclassical era and was the inception of the “modern” letter.

				Denis Didot opened his printing and bookselling business in 1713 in Paris and his son, François (1689–1757), followed his father. François’ two sons, Pierre François and François Ambroise, continued the business, and they had sons who also had sons that continued the business as well.

				Pierre François Didot was a typefounder and publisher. One of his sons was a typefounder, another was a typefounder known for his extremely small sized types, another son was also a type founder and invented a new process of producing paper. Brother of Pierre François, François Ambroise Didot built upon the Fournier points system and applied Fournier’s 72 “point” increments to the (French) inch. However, Didot also introduced more complexity, as he altered the “Cicero,” a measurement for larger letterforms that had been around for centuries. The Cicero unit evolved into what we now refer to as the”pica.” Today’s system is a refined version of the Didot system, which was a refined version of the Fournier system. François Ambroise had two sons, Pierre l’aîne, who managed the printing office, and Firmin, who managed the typefounding. Firmin’s sons continued the publishing side of the business for decades after-wards. Their work was so successful that Napoleon appointed Firmin the director of the national foundry at the Imprimerie Imperiale. Firmin marked the start of the “modern” letter, in that every letter had vertical stress with extended ascenders and descenders. These letterforms were not related to the pen — once again a big break with what had come before.

				Italy

				Giambattista Bodoni was born into a printing family in 1740. He worked at the Propaganda Fide in Rome, a missionary press start-ed in 1622 that published Catholic texts in numerous languages throughout the world. This exposed Bodoni to an unusually wide variety of international types and scripts. He opened his own type foundry when he was 30, and was the printer to the Duke of Parma. This indicates that his press was funded, allowing him to experiment and develop his own style outside the trends of the day. Because of this, Bodoni was able to build upon the work of Fournier, and to con-tinue developing the modern letterform.
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				Detail of type by Firmin Didot, c. 1800.
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				Bodoni was very influenced by Fournier, and expanded upon his style by perfecting the neoclassical letterform. Bodoni’s romans and italics had an even more extreme approach to thicks and thins than Fournier; they were the ultimate display typefaces. In his lifetime, he created around 300 typefaces and cut more than 20,000 punches with 40,000 matrices.

				His life’s work, the sizeable tome Manuale Tipografico, was pub-lished in 1788, and then expanded and republished by his widow five years after his death in 1813. It featured type furniture, musical typesetting elements, symbols, fleurons, and multiple scripts includ-ing Roman, Gothic, Greek, Cyrillic, and Asian.

				Bodoni was an expert printer and type designer, and his large format books quickly became collectable items more for their appearance than for their content — his types were high on form and low on func-tion as they were very unreadable at small sizes. Bodoni’s types were the bridge between the French Baroque letterform and the 19th-cen-tury modern letterform.

				England

				Joseph Moxon, son of a printer, was a scholar and map-maker, known for his 1693 publication Mechanick Exercises. This was the first manual in the world that emancipated the secrets of the type and printing trade by describing the tools, machines, construction, process, management, and craft. With this book, anyone could build their own press, design and found their own type, and create their own viable business. The secrets hidden by the medieval guilds and the printing families were now revealed.

				The first English typefounder was William Caslon. Although Caxton and his assistant de Worde were the first printers in England, the birth of English typefounding begins with Caslon, as he was the first to cast type in England. He began as an engraver, moved into type-founding, and established his foundry in 1720. This is significant be-cause England no longer had to be satisfied with types from Europe; they could now produce their own styles of types.

				John Baskerville, perhaps the most notable of English typefound-ers of this era, was a writing master and expert stone cutter. Around 1750, he set up a successful foundry and press in Birmingham, En-gland. Baskerville’s types were drawn by pointed pen, his tool of the trade as a writing master. They had a vertical stress, like Fournier and Didot, but unlike them, Baskerville’s types were readable in small sizes for book texts. Over the course of his career, he printed 56 dif-ferent books, and his 1763 Bible, is one of his best works.
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				Details of Bauer Typefoundry recut of Bodoni types, 1818.
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				The significance of Baskerville goes beyond his typefaces as he was a true forerunner of the Industrial Revolution; he also developed and manufactured his own ink, and worked with paper mills to create a smoother sheet without the ripples created by woven fibers. His paper-making process involved rolling the paper between polished metal plates. Baskerville believed that all of the elements in the process of book making (printing, ink, type, paper, binding) should be of the highest quality. The combination of his extremely black ink, remarkably smooth paper, and acutely well-crafted types created a brilliance in printing that had not been seen before. His pages were direct and clean and did not rely on fleurons and borders because to him, ornamentation was secondary to the content.

				With John Baskerville, we enter a new era of British typography that will last for nearly two centuries. His attention towards craft and his holistic approach to the product would resurface again 100 years later.
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				Dedication page 

				designed and printed by Bodoni, 1816.
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				Read here about the history of the Caslon typeface.

			

		

		
			
				Page from Bible 

				printed by 

				Baskerville, 

				1763.
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				At the start of the 19th century, printing methods had been generally unchanged for 350 years. But by the end of the 19th century, nearly all of the processes for printing and the allied trades were mechanized. The Industrial Revolution changed the printing trade “from craft to technology.”

				The printing process that revolutionized graphic design, even more than the iron press, was lithography. Its primary advantage was that the text and the image could be printed simultaneously, which was not as easily done with the other processes. As the printing processes of the nineteenth century increased in complexity, a divide grew between the people that designed the composition and the people that produced it. 

				The invention of mechanized typesetting, the Linotype Machine and the Monotype Machine, made an enormous impact on the printing industry. The jobbing printer and compositor were now creating low quality consumables for the average person with a new visual hierarchy, rather than books for the wealthy. People read the new advertising and packaging in a different manner than they had previously read printed text. The focus was not on book typography, but on display typography. Display letterforms appeared everywhere, rapidly multiplied, and became more and more ingenious. Throughout the entire century, new letterform designs were created both as a response to the times and to outpace the competition, pushing both the field of typography and visual communication forward.

			

		

		
			
				1800–1890

			

		

	
		
			
				60

			

		

		
			
				An effective nation-wide commercial structure and the active involvement of the people in government both depend on there being an efficient means of communication. In the nineteenth century this really meant printing and printing implies a literate public. The development of education and the growth of literacy were therefore closely linked with the expansion of society generally. […] Society was becom-ing increasingly dependent on the printed word in everyday affairs, and by the middle of the nineteenth century most people would have been brought face to face with new kinds of printing — forms to fill in, timetables to read, instructions to follow, puzzles to solve, advertisements to understand. All this meant a growing market for the printers’ wares. 

				The growth of printing in England in the late eighteenth and nineteenth centuries was more closely related to the expan-sion of industry and trade….The reorganization of English manufacturing from cottage-based industry to centralised factories in urban areas brought with it a society much more dependent on organized commerce and created a demand for new kinds of printing. Large firms needed printing in order to identify, describe, and advertise their products, and labels, trade catalogues, and circulars were printed in lengths of run previously required only for newspaper and periodical work. The organization of trade involved correspondence and accounting, and this created the need for letterheads, invoic-es, receipts, statements, bills of lading, and other business printing which had in the past often been written by hand. In its turn the expansion of business and trade conducted on a national and international level necessitated the printing of postage stamps, cheques, and a reliable paper currency. 

				Michael Twyman

				At the start of the 19th century, printing methods had been generally unchanged for 350 years. Type founding, type setting, paper-making, and printing were nearly all as they had been since they began. The growth of commerce in this new era demanded an increase in volume for all of these processes; the abundance of engineering ideas as well as the ability to apply and manufacture them made it happen. By the end of the 19th century, nearly all of the processes for printing and the allied trades were mechanized. 
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				above: Composing room, c.1900.

				middle: Artist 

				rendering of London bill posting, 1835.

				below: Artist 

				rendering of London train station, 1874.
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				The Industrial Revolution changed everything, especially the print-ing trade. In England, this age of mechanization had actually begun in the late 1700s with the invention of the steam engine, a machine for spinning thread, and a power loom for weaving cloth. They produced a substantial amount of the world’s iron, which allowed for the manufacturing of the machines themselves. As new goods were manufactured, new transportation frameworks were required. In the early 1800s, railways and canal systems were started and then rapidly expanded. 

				Infrastructure for communication, particularly related to the expo-nentially increasing commerce, was also needed. The postal service already existed, but the Penny Post, a more affordable option, was created. The telegraph was invented, and then the typewriter and the telephone followed. 

				As printing broadened in England, so did literacy, which grew to near-ly ninety percent because education was now free and required for all children. This dramatic increase drove the growth of newspapers, magazines, and chapbooks. The mass production, quick delivery, fast turnaround, and scale of typesetting – all particularly required of newspapers – pushed the mechanization of the printing industry forward. Printing had now moved “from craft to technology”

			

		

		
			
				above: British poster, 1850.

				middle: British train schedule, 1850.

				RIGHT: British poster, 1874.
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				Printing processes and mechanization

				Iron presses were made possible due to increased iron production in England. Stanhope created the first iron press around 1800. The Albion hand press appeared in 1817 and the Columbian in 1822. 

				The iron press was the typical machine of choice for book and job-bing printers of this era. It was also used for poster printing for over a hundred more years.

				The advantage of an iron press was that it allowed for more pressure to be applied to the printed item, which allowed for more consistent inking over a larger printing area. This, plus the increased speed of steam power, significantly increased the output. Newspapers were quick to adapt to this mechanized technology, as they are often the first to adopt new printing processes. 

				However, as newspapers in the United States and Europe increased circulation, production with the new iron presses was limited by the difficulties in procuring cotton rag, the primary material for paper-making up to the 19th century. Experiments with esparto grass and wood as a replacement were successful, and entered the mass-market by the mid-1800s. Within a few decades, they nearly entirely supplanted cotton rag for everyday printing.

				The process for stereotyping also developed at this time. As the need for printing increased, there was often a scarcity of printing types for the job at hand. Stereotyping involved making sturdy paper maché molds, called “flongs” of the typeset pages that could be wrapped around the (cylindrical printing drum) presses. Pages were printed from the flong while the types were redistributed and then reused to set the next page. This dramatically increased the produc-tivity for any printer that utilized it, and saved considerable money in purchasing larger fonts. 

				Lithography

				The printing process that revolutionized graphic design even more than the iron press was lithography. It was developed in 1796 by Alois Senefelder in Germany, who received the patent in England in 1801, and primarily intended it to be a method of reproducing music. He quickly published books on the how-tos of the process in German, French, and English that contributed to its popularity.
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				above: An Albion iron press.

				middle: A Stanhope iron press.

				below: A stereotyped flong.
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				This first ever planographic technique involved drawing on a block of limestone with a wax-like crayon; the ink adheres to the marks, and is repelled by the water-covered stone surface. The surface of the stone was reused multiple times by simply grinding off the image. Lithography allowed for lettering to become more ornamented and for non-Latin scripts to be used alongside Latin ones without having to cast type for them.

				Lithographic printing was less expensive than copper engraving and slower than letterpress printing. The primary advantage was that the text and the image could be printed simultaneously, which was not as easily done with the other processes. Within 50 years, lithography became the primary printing method for music, as well as for greet-ing cards and art reproduction.

				Color printing

				As far as the [average person] was concerned, the discovery of cheap methods of making colour prints must have been one of the most exciting developments in nineteenth-century printing. […] For the first time in history cheap pictorial images printed in full colour were readily available and, however crude they may appear to our eyes, their impact on the public at the time must have been considerable. 

				Michael Twyman

				Color printing increased in popularity and desirability, partially due to the Victorian interest in antiquities and medieval art. As the scientific and technological pursuits grew, identical illustration and diagram reproduction were needed as well. Images had been seen in color previously, but they had been printed monochromatically and then colored by hand.

				Just as paper production influenced the spread of the book, colored ink manufacturing affected the proliferation of color printing. Most printers had always created their own inks, but as the demand for color increased, they no longer had the time or the materials to make them. Ink manufacturers turned their attention to the demand for colored inks, and as they became easily accessible by mid-century, color printing proliferated.

				The push and pull of technology is visible again as wood type manufacturers took note of the arrival of color printing. They be-gan to sell letters designed specifically to be printed in color with interlocking parts. 
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				London street scene, 1899.
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				British type specimen, advertising wood

				type with color ink, 1870.
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				Chromolithography was patented in Paris in 1837, although oth-ers had been experimenting with the process in England. The pro-cess was the same as lithography and began as areas of solid color combining and aligning to create images. The image was divided into color, from three or four to a dozen or more, and then translated to textures in dots, lines, or solid patches. This was a precursor of the impressionist painters 50 years later, and then of four-color process printing shortly after that, which is still in use today. 

				Another process invented during this era was rainbow printing where one printing roller was used with multiple inks (in a stripe format) at the same time.

				With the increase in printed documents, security and authentication for official documents was increasingly difficult. Compound plate printing was developed so that one pass through the press could yield multiple colors. This process involved engraving one pattern on two interconnected metal plates. They were then pulled apart, inked separately with two or more different colors, and then reconnected for printing. Paper money, seals, borders, and other security docu-ments were printed with this technique for many decades.

				As the printing processes of the nineteenth century increased in complexity, a divide grew between the people that designed the composition and the people that produced it. Lithographic artists re-produced the artists’ work, just as printers today reproduce the work of the graphic designer. 

				The paper-making machine that Pierre-Francois Didot

				(Firmin’s brother) had created last century was now having an im-pact. Paper was no longer made in sheets, but in rolls. Newspaper printing altered their production methods so that they could utilize this benefit and expand their printing output exponentially. The previ-ous daily rate of printing became the hourly rate.

				Mechanical Typesetting: “hot metal”

				While all of these new methods influenced typography and graphic design, it was mechanized typesetting that was to have the biggest impact of the century. The linotype machine was invented by 

				Ottmar Mergenthaler, a german who emigrated to the united states, in 1884-1886. It involved a typesetter at a keyboard who entered in the text. As they typed, the machine would then cast it with its own matrices, one line at a time (“line-of-type”). The met-al would be melted down after each job and reused indefinitely. The Monotype Machine, patented in the united states by Tolbert 
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				An example of British jobbing (color 

				lithographic) 

				printing, 1880.
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				Lanston, arrived a few years later and cast the type with indi-vidual matrices, allowing for better spacing as it could simul-taneously cast and compose type. Generally, linotype was used for newspapers and monotype for books. Both are referred to as “hot metal,” as they cast type at the moment of composition (rather than hand casting long before use) allowing the type to cool off before use with “cold type.” Others, such as the inter-type machine, were of a similar design, but never achieved the success of monotype and the world-wide predominance of lino-type. These machines were so well engineered and pervasive that they were the typesetting tool for nearly every newspaper around the world, used for much of the next century.
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				ABOVE: Early compound plate printing and Monotype Keyboard and Caster. 

				RIGHT: Linotype 

				caster.
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				Handwriting 

				Although communication was becoming mechanized and electrified, writing remained important for commerce and business correspon-dence. The prevalent style in england was the English Roundhand, based upon the copperplate letterform from the late 1700s, while the united states created their own approach to handwriting. Platt Rogers spencer developed spencerian script from older styles in the 1840s and encouraged varying ascenders and descenders as well as thicks and thins in the oval letterforms (the coca-cola wordmark is an example of the spencerian style). Once he published his writing style in the 1860s, it quickly spread across the u.S. And became the preferred style for business colleges. 

				The Palmer Method, developed by Austin Palmer, was published in 1894 and featured simplified letterforms which allowed for more speed while writing. It eventually replaced Spencerian in the early 1910s, and became the method for children’s writing by the 1920s, where it remained in style until the 1950s.

				Type for Advertising

				The jobbing printer and compositor were now busy creating consum-ables (cards, tickets, timetables, packaging, labels) for the average person, rather than books for the wealthy. These were neither works of beauty nor examples of fine printing, but they did communicate a new approach to visual hierarchy. Readability and legibility were not the priority, and book design declined dramatically; but lettering gained a flamboyant and imaginative life of its own.

				For the first time in printing type history, the focus was not on book typography, but on display typography. Display letterforms appeared everywhere, rapidly multiplied, and became more and more inge-nious. Fournier’s ornamented letters of the previous century had set the tone for a new era of decorated forms.

				Display types were in high demand, so printers rushed to produce them. Until now, book types had been used for posters, and the posters essentially replicated the title page. However, in the 1800s, typefaces were now specifically conceived of, designed, and manu-factured for display purposes. 

			

		

		
			
				Watch this 1947 educa-tional film on typeset-ting and printing.

				Watch this film on how the Monotype keyboard and caster work.

				Watch this film on the last letterpress shop in Los Angeles.

			

		

		
			
				above: Example of English Roundhand Script,now known as Copperplate Script, because it was scratched into 

				copper plates.

				middle: The Coca-Cola wordmark, an example

				of Spencerian Script.

				below: A British type specimen demonstrating Victorian-era letter-forms and borders.
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				This century was the peak of the British type founding and printing profession. Although William Caslon in the 1700s was inspired by Dutch letterforms, the major typefounders of England in the 18th century – Edmund Fry and Vincent Figgins-were inspired by Baskerville. Throughout the entire century, new letterform designs were created both as a response to the times and to outpace the competition, resulting in pushing both typography and visual com-munication forward.

				The variety of letterforms created during this century were numer-ous, and most-including the ornamented letterform-survive today. However, it was the revival of the sans serif letterform and the invention of the “fat face” letter that had the most impact on the future of typography. 

				The sans serif letterform, also called “Egyptians” or “Grots” (“Gro-tesques”), were revived from nearly two thousand years earlier and marketed in the 1830s. This happened simultaneously in Germany, England, and the United States. [See Section 1 for information on the source of the serif.]
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				Watch Sara Soskolne explain how the sans serif was resurrected in the 1800s.
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				The Fat Face form appears to have started with Figgins and William Thorowgood a fellow typefounder, in the early part of the century, and had spread to most English printers by 1820. They were also in competition with each other to create an even more noticeable typeface amongst a sea of letterforms clamoring for the viewer’s attention. The slab serif, the reverse stress(sometimes referred to as “Italian”), and the reverse stress arrived around this time, and the three-dimensional and shaded letters that Fournier had started earli-er were now being elaborated upon to the extreme. 

				Blackletter returned both as a method of contrast and a symbol of authority. This time, however, blackletter was utilized as a decorative typeface, not as a text face as it was centuries earlier. Copperplate and lithographic letterforms now had a far larger scope than ever with cast type.

				New methods of reading

				Printing now had a greater impact because both the surface and the letterforms could be bigger, thus requiring copywriting and display text to be rethought. The resulting typefaces became stronger, louder, and bolder. 

				As a result, people read the new advertising and packaging in a dif-ferent manner than they had previously read printed text. This new structure required text to be organized with different aims based on a process called non-linear directed viewing, wherein the reader did not start at the top left and continue to the bottom right (as when reading a codex in English), but instead jumped around, based on the hierarchical structure of what was more visually prominent.

				Printing was prevalent, images were entertaining, and typography had a voice in the public as it never had before. The 19th century moved printing away from craft and towards technology. However, some people — over the next fifty years — were determined to move it right back.
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				As the printing industry became more industrialized, the private press movement responded by making the craft of the artifact as important or even more so than the object itself. These ideas permeated to type foundries and corporate design, specifically Monotype and the London Underground. The private press printers of this era paid 

				attention to both craft and history. They revived Renaissance typography and layout and introduced Modernism to book design. William Morris founded the Kelmscott Press with the aim of an appreciation of the process of the making of the product, more than the product itself. The most notable of all of their publications was the “Kelmscott Chaucer” (The Canterbury Tales). Morris wanted his books to be read as much as they were to be admired for their beauty. The result of his aesthetics started a counter culture in the typographic, printing, and publishing world.

				In the 1920s, Stanley Morrison, a typographic advisor to the Monotype Corporation, continued this craft revival. One of the most successful Monotype typefaces of the 20th century is Gill Sans, a sans serif designed by Eric Gill. Part of the success of Gill Sans was due to the publicity campaign lead by Beatrice Warde, Monotype Publicity Manager. Warde is most known for her accessible essay concerning typographic theory, “The Crystal Goblet.”
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				As with much of history and also typographic trends, this next era in England was a reaction – this time to the industrialization and mech-anization of the previous era. As the printing industry became more industrialized, the private press movement responded by making the craft of the artifact as important or even more so than the object itself. The results of their ideas permeated to type foundries and cor-porate design, specifically Monotype and the London Underground.

				New industrial lifestyles affected nearly every aspect of daily life in England and the United States in the 1800s and many feared the social impact of these “improvements” The same goes for the rap-idly advancing printing industry in that the technology seemed to go against aesthetics and “good design.”

				John Ruskin was an art critic from the middle of the century whose art and architectural criticism emphasized the social, moral, and spiritual aspects of art and craft. This inspired the gothic revival which then grew into the Arts and Crafts movement. The person most often associated with these movements is William Morris, who was directly inspired by Ruskin, was concerned with the func-tion of art and beauty, and desired a return the traditional crafts from the renaissance.

				William Morris was independently wealthy, which allowed him to pursue his interests in all aspects of writing, art, architecture, and design. He believed that the recent industrial advances lessened the idea of “work.” In 1861, he set up a shop that created furniture, tap-estries, stained glass, and wallpaper, all in a traditional manner from previous centuries. 

				Morris was also a fierce socialist, and believed that craft was more philosophically just, although ironically, only the wealthy could afford his products. 

				Thirty years later, after meeting historical typography and printing expert Emery Walker, he founded the Kelmscott Press with an aim of an appreciation of the process of the making of the product more than the product itself. Kelmscott Press, a network of craftspeople including Morris’ daughter May, was an elaborate establishment that was not designed to be cost effective, as they made their own paper, ground their own ink, bound their own books, and designed, cast, and set their own types. Morris died in 1896, and the press ceased operations a few months later. During its short existence the press produced significant publications, which included Morris’ writings, as well as classics of the past: Keats, Shelley, and Ruskin.

			

		

		
			
				Read more about 

				May Morris

				Flip through a copy of the Kelmscott Chaucer at the British Library.

			

		

		
			
				William Morris/Kelm-scott Press, detail of the Kelmscott Chaucer,

				1896.
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				Look through books f

				rom the Kelmscott Press, the Ashendene Press, the Doves Press, and others from this Arts and Crafts era of private press printing in England.
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				The most notable of all of their publications was the “Kelmscott Chaucer” (The Canterbury Tales). Morris wanted his books to be read as much as admired for their beauty, and The Canterbury Tales was truly magnificent. It featured his most well-known type, Golden, a design based on Jenson. To create this type, Morris, a calligrapher with enormous interest in medieval manuscripts, had extensively re-searched the letterforms of previous centuries. The Golden typeface appears heavy to the modern eye, but demonstrated how to apply a scholarly interest to typeface design with a specific outcome in mind. 

				Morris recalled: ‘[Jenson’s] type I studied with much care, getting it photographed [with the help of Emery Walker] to a big scale, and drawing it over many times before I began designing my own letter; so that though I think I mastered the essence of it, I did not copy it servilely; in fact, my Roman type, especially in the lower case, tends rather more to the Gothic than does Jenson’s.’

				The result of Morris’ research and aesthetics started a counter culture in the typographic, printing, and publishing world. As other countries were experimenting with lettering and letterforms, England began a fairly significant push towards “classic” (Renaissance) book design. Some of this interest was due to the output of the Kelmscott Press, but was mostly due to the dreadful state of book design and publication by the end of the 19th century, a result of mechaniza-tion without aesthetic consideration. The private press printers that followed figured out how to use the recent inventions of the Linotype and Monotype machines to create products with a more considered level of craft and aesthetics.

				Ashendene Press 

				Charles Henry (C H) St. John Hornby, another colleague of Emery Walker, founded the Ashendene Press in 1895. Their publica-tion of Dante’s Divine Comedy (1903–1906 for all three volumes) featured Renaissance margins and text block proportions, and the typeface Subiaco. This type was designed by Hornby and another major player of this time, Sydney Cockerell, friend of Ruskin, and was based on the forms by previously-mentioned 15th-century printers Pannarz and Sweinheim.
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				ABOVE & MIDDLE: 

				William Morris/

				Kelmscott Press, spreads from The

				Canterbury Tales, 1896.

				BELOW: William 

				Morris/Kelmscott Press,spread from 

				The Order of Chivalry, 1893.
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				Emery Walker and the Doves Press

				William Morris was inspired by fellow socialist Emery Walker, a practical printing expert from London. At the time they met, Walker had been running a highly-esteemed photoengraving business, and was remarkably knowledgeable about the emerging photography field. Morris’ investigations into historical scripts and typefaces were aided, and perhaps only made possible, by Walker’s photographic expertise. Emery Walker was a also technical printing expert who helped private press printers, the Ashendene Press in particular. 

				TJ Cobden-Sanderson was a London book binder who established the Doves Bindery in 1893. Seven years later, he joined with Walker to establish The Doves Press. They are most known for the “Doves Press Bible” an exquisitely printed publication with modern aesthet-ics. The type stands out on the page in fairly high contrast, achieved through wide margins and a fairly robust letterform. Unlike the numerous Bibles that had come before it, it was devoid of ornament aside from the paragraph indicators, themselves a throw back to the manuscript and incunabulae technique of rubricating the first letter of a paragraph. The headings are printed in red in Roman capitals and were designed by Edward Johnston, designer of the London Transport typeface. 

				The Doves Press lasted only eight years because the working rela-tionship between Walker and Cobden-Sanderson was contentious. When the Doves Press dissolved, both men couldn’t agree on what to do with their very well-designed custom types. They tentatively decided that Cobden-Sanderson would use it and the ultimate owner would be whoever lived longer; however in 1916, Cobden-Sander-son became enraged and, while standing on Hammersmith Bridge, threw the type into the Thames river. For years this was assumed to be a legend, but within the past few years, Doves types were actually recovered from the bottom of the river. The designs have been redis-covered, recast, and are now being used once again. 

				This attention to craft and history had an influence on the upper lev-els of printing and publishing in London. Through a revival of renais-sance typography and layout, England had inadvertently introduced modernism to book design.

				Monotype revivals

				In the 1920s, the typographical advisor to the Monotype Corporation, Stanley Morison, continued this craft revival. His own interests in typographic history influenced the typefaces produced by the compa-ny, which were then used for books and printing materials throughout Great Britain and the world. They produced several typefaces as ex-act reproductions of historic types alongside contemporary typefaces from present-day designers.

			

		

		
			
				Watch the Doves Press Bible get appraised on the Antiques

				Roadshow

				Read about the Doves Press Bible in the newspaper from 10 March 1904.

				Read about the 

				recovery effort in the Thames here.
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				Poliphilous was one of the revivals, and it was identical to the type used for the Hypnerotomachia Poliphili [mentioned in section 2]. Both Bembo and Centaur followed a few years later, and found more public success as they were less reproductions and more historical starting points for typefaces destined for modern uses.

				The most famous of Morison’s Monotype “revivals” is by far Times New Roman, released in 1932, which is still popular and prevalent today, 85 years later. The design was based on Plantin, a typeface designed and released by Monotype based on letterfroms by Gran-jean. The letterforms were significantly redesigned to allow for the fast printing and ink spread on poor quality paper as is characteristic of newspapers.

				One of the most successful Monotype typefaces of the twenti-eth-century is Gill Sans, a sans serif designed by Eric Gill. He was a sculptor, wood engraver, and letterer. Although much of his lettering was noticeably humanist, he held that lettering needed to be rational and unadorned: “...we have to take the lettering of our own time and, if necessary, improve it by rationality and good workmanship. “His initial cap illustrations were an integral part of the The Four Gospels, published by the Golden Cockerell Press, another private press active during the interwar years in England.

				 

				Part of the success of Gill Sans was due to the publicity campaign lead by Beatrice Warde, Monotype Publicity Manager. She antic-ipated a new demand for typographic marketing publicity, wrote all the ad copy, designed all the advertisements, and created the strategy for the advertising campaign. Her designs for type spec-imens forever changed the way that type foundries promote their fonts to potential customers. Warde solidified her reputation with the poster specimen for Perpetua Titling Capitals, This is a Print-ing Office, as it was the first wide-spread type specimen poster, instead of a book or pamphlet.

				Beatrice Warde is most known for her accessible essay concerning typographic theory “The Crystal Goblet.” It encouraged beginners to aim for straightforward typography when setting books or large amounts of text. Note that Warde did not intend for this metaphor to apply to display text, only for book typography. The “Crystal Goblet” concept is still referred to today. 
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				London Underground

				One of the results of the aesthetics and ideologies of this era in England was the design and publicity of the London Underground. The commercial manager, Frank Pick, was determined to make sure that London Transport both supported and applied good design for the business and the community. His determination during his tenure from 1908-1940 ensured that the company established design as an integral element, one that helped to bridge the gap between design and industry. Pick recruited some of the top graphic designers of the day and encouraged up and coming ones as well, including women. 

				Advertising posters were pervasive at the start of the 20th century in London, although not all of them were well designed. As posters transformed from single color wood type to multicolor lithographs, they moved beyond their marketing purpose to become bright splashes of color in a dreary, fog-filled urban center. To unify the company’s image, Pick created a system to standardize the market-ing and promotional artifacts. The illustrations couldn’t be standard-ized, but the typography and typographic structure could.

				The London Underground uses a typeface by Edward Johnston, not Gill Sans by Eric Gill. Originally, the job was intended for both John-ston and Gill to work together, but Gill amicably dropped out due to other more pressing commissions.

				Pick was determined to see the end of the Victorian typographic era. He wanted a relevant, modern, and simple letterform that was easily read and was not Trajan. Johnston provided the perfect solu-tion that achieved all of these aims. Note that his letterforms were very similar in proportion to “Two lines English Egyptian” from Caslon in 1816, which was perhaps the first sans serif typeface of the mod-ern era. Johnston Sans was also used for the London Underground “bullseye,” still famous today.

				Perhaps the most well-known of the London Transport items is the underground map, designed (and redesigned again and again) by engineering draftsman Henry Beck. It made use of Johnston’s type and utilized elements of the new modernist thinking, new schematic design concepts (Isotype), and the new non-linear directed view-ing. Nearly every transportation system in the world uses a variant of this diagram and sans serif typographic approach.

				While Great Britain was vacillating between the craft and technology of typography and design, a new approach to letterforms and layout was proliferating in Europe: Art Nouveau.
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				ABOVE: Beatrice Warde, poster, 1932.

				BELOW: Image of Vic-toria train station, c. 1900.
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				ABOVE: London Underground

				map “folder,” 1932.

				BELOW: Henry Beck, London

				Underground map poster, 1933.
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				Image of London

				underground station 

				c. 1930.
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				Art Nouveau erupted in Europe between 1890 and 1900 and continued evolving until the 1930s. New lithographic processes allowed for letterforms to now be entirely integrated with the image, and advanced the concept of the letterforms to actually become the image.

				The ramifications of social change were felt in art and design all over the world during the same time period (around the start of WWI). The Futurists emerged and sparked a new wave of thought, outrage, and visual language. At the same time, a group of international artists formed the Dada movement. The Constructivist movement started in Russia, connecting mechanization and mass production to social reform and visual design. The De Stijl movement emerged in the Netherlands and embraced abstraction and geometry. With all of these groups, type and imagery were developed together and connected as form.

				In 1919, the Das Staatliche Bauhaus, an arts and crafts design school, opened in Weimar, Germany with an aim to connect technology, art, and craft by integrating the industrialism of the modern era with the life of the everyday person. Isotype, a pictograph-based structure for complex data, influenced information design in the future, and was a precursor of today’s emoji and emoticons. Jan Tschichold, a calligrapher and typographer, published Die Neue Typographie that mandated the relevancy of asymmetrical typography to modern life.
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				Europe and Art Nouveau

				Formal layout was disintegrating, and new “modern” style erupted in Europe between 1890 and 1900, and then evolved again and again. Art Nouveau (“New Art”) involved the heavy structure of the Arts and Crafts movement with stylized curves to simulate movement. It centered around themes of nature, and incorporated both Rococo and Gothic thinking. Art Nouveau was never really one style as it started with resonant swirls and evolved into structured rectangles after 1910. It then concluded in the 1930s as the remnants became the Art Deco movement, essentially industrialised visuals plus the aesthetics of rectilinear Art Nouveau without the theory from before.

				The origins of the Art Nouveau movement were a confluence of two primary influences into a reformation of design thinking: the opening of Japan’s trade borders in 1860 allowed the world to access a new method of aesthetics and technique; and the introduction of na-ture-based forms through the Arts and Crafts movement. Japanese art did not just change the aesthetics of the time, it also changed the perspective of space. The effect that Art Nouveau had on internation-al typographic style was that the design integrated letterforms with the central image as the lettering, and the typography was as well considered as the illustration.

				It was called “Jugendstijl” in Germany, “Secession” in Hungary and Austria, and “Modernismo” in Spain. Typographically, we will only briefly focus on styles of this period in Scotland, Belgium, Germany, and Austria.

				Scotland

				The structured style of the Arts and Crafts movement in England easily transitioned to the Scottish Art Nouveau movement. The proportions of this early version of Art Nouveau were rectilinear, with a narrow width and tall height. The letterforms, typically in all capital letters, reflected this ratio through their high-waisted (above the optical or mathematical vertical center) crossbars. Although the attention was on the image – as well as the structure of the image – the letterforms were a priority. This is in contrast to many of their contemporaries who seem to have added the typography at the end. With Art Nouveau, and specifically in Scotland, letterforms were cre-ated at the same time as the image, thus ensuring a stylistic connec-tion that had not previously existed for decades.

			

		

		
			
				Charles Rennie 

				Mackintosh, Glasgow School of Art, 1897.
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				Architectural structure was the dominant form as Charles Rennie Mackintosh and Herbert MacNair, the primary leaders of the move-ment in Scotland, were both architects. The two men partnered with and eventually married illustrator sisters Margaret Macdonald (Mackintosh) and Frances Macdonald (MacNair), thus becoming “The Four Macs.” Charles Rennie and Margaret Macdonald Mack-intosh worked together equally on interiors, graphic design, and architecture. Herbert MacNair recalled later that “not a line was drawn without purpose, and rarely was a single motif employed that had not some allegorical meaning.” This was in direct opposi-tion to the ornamented aesthetics in typography and layout of the previous Victorian era.

				Belgium and Netherlands

				Where the Scottish approach was geometric and structured, the Lowland countries of Europe were sinuous and serpentine. Legibility receded in importance and style came forward. The new feeling was of openness and movement, rather than the static layout of the pre-vious age. New lithographic processes allowed for letterforms to now be entirely integrated with the image, which advanced the concept of the letterforms to actually become the image.
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				ABOVE: Herbert 

				MacNair, Margaret 

				Macdonald, Frances Macdonald; poster, 1898.

				RIGHT: Margaret 

				Macdonald, menu, 

				1911.
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				Germany

				The Art Nouveau movement in Germany began with the striking covers of Jugend (“Youth”) magazine. The covers varied from issue to issue and moved in and out of different styles. Nearly all the typo-graphic treatments were noticeably different from the Victorian era lithographic letterforms that preceded it. The letters demonstrated experimentation and an oscillation between legibility and pure form.

				Austria

				At the turn of 20th-century Vienna, Austria was the center of a dis-cordant empire, yet remained a vibrant city full of numerous artistic outlets. Many artists bemoaned the aesthetic that was overly flour-ished with little attention to function. At the end of the 19th century, coffee houses were more than just a meeting place for counter-cul-ture artists and politicians; they were the focus for cultural thought and actions. The Vienna Secessionist movement began in a coffee house in 1897 with 50 members and painter Gustav Klimt as head. They were a more exaggerated, florid evolution of the Arts and Crafts movement, yet remained purely aesthetic with none of the ethical or political concerns of their predecessor. The mellifluous style of the Secessionists was applied to art more than objects. They were most known for their contemporary journal Ver Sacrum, where the letter-forms were less letter and more form.

				The Wiener Werkestätte began in a different Vienna coffee house after the Secessionists in 1903. It had a similar aim – to shift the aesthetics of the day – but function over form, as well as over the process of creating the form, prevailed. “Elegance, functionality, appropriateness” were applied to architecture and applied arts. It appears that Vienna and Scotland developed similar rectilinear Art Nouveau styles simultaneously and they both influenced each other. Small book production at the Werkestätte was focused on limited editions with extravagant bindings, and text and image were equally important. However, they struggled in finding an audience for their product, restructured within ten years, and went bankrupt within ten more.

				The importance of the Werkstätte is less the typographic contribu-tion, however, and more what it established – that a group of people together could influence the progression of style and the integration of form, all under an umbrella of theory. The Secessionists, and later the Werkstätte, laid the foundation for the next big wave of influence from Europe: The Bauhaus.
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				ABOVE: Bedroom of 

				Austrian Empress

				Elisabeth, 

				c. 1850–1900. 

				This interior

				is indicative of the era, with attention

				drawn to the grandiose decorations of nearly every object.

				BELOW: Otto Wagner, Post Office Savings Bank, Vienna, 1905. The focus of this 

				minimalist interior

				is the function. 

				As a result, the space

				is sparse and nearly entirely devoid

				of decoration.
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				See more Jugend covers here.
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				Jugend magazine 

				covers, 1899.

			

		

		
			[image: ]
		

	
		
			
				84

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				ABOVE: Koloman Moser, Ver Sacrum magazine cover, 1899.

				BELOW: Gustav Klimt, Ver Sacrum magazine cover, 1898.

				RIGHT: Alfred Roller, poster, 1903.

				ABOVE RIGHT: Wiener Werkstaette

				(New York) store sign, 1922.

				BELOW RIGHT: Henri van de Velde, poster for Tropon custard, 1899.
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				Filippo Marinetti, 

				Futurist magazine, cover and interior, 1914.
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				The avant-garde expands

				Just as other centuries before it, the 20th century brought with it many new ideas about many things, including visual form, visual language, and visual communication. Waves of social change were sweeping over the world and the ramifications were felt in art and design all over the world. Much of the innovation originated from those in the fine arts, and social change was as important as the visual results. Printed matter was prolific and pervasive, and collage became a new method for creating a visual language.

				In contrast to Art Nouveau, that was inspired by nature, Cubism introduced geometric and impressionistic representation to modern art. Graphic communication progressed in this direction as well, from sinuous to structural.

				Futurism

				Poet Filippo Marinetti published his Futurist Manifesto in 1909, and sparked a new wave of thought, outrage, and visual language. His fellow Futurists rejected the status quo and worshipped technology and manufacturing. Marinetti’s typographic constructs were visual representations of sound within a poetic structure, something previously unseen in terms of typography. He utilized a range of letterforms in his collages, but tended towards bold sans serif capitals for his publications.

				Dada

				A group of international artists formed the Dada movement, named with a nonsense word, as a representative of the absurdity of World War I. They also utilized collage, and with the inclusion of the newly emerging technology of photography, created photomontage. Their work was primarily pictorial but their techniques were to touch the graphic design and typographic worlds.

				Russian Constructivism

				This era of art and design, 1890–1929, was intrinsically connect-ed to social change because countries were still establishing how technology was integrated into their political and cultural estab-lishments. In Russia, it originated from the Suprematist fine art movement, an effort to reduce all forms to their most simple ge-ometry and few, if any, colors. The movement, aiming for complete reductivism, started in the early 1910s and continued to 1930. Constructivists connected mechanization and mass production to social reform, and communicated this via a new visual language in a similar manner as the Futurists.
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				ABOVE: Kurt 

				Schwitters, Merz

				magazine interior spreads, 1925.

				BELOW: El Lissitsky, For the Voice book 

				interior spread, 1923.
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				ABOVE LEFT: Enrico Prampolini,

				Futurismo broadsheet newspaper, 1933.

				ABOVE RIGHT: Wyndham Lewis, The Enemy 

				magazine cover, 1927.
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				Theo van Doesberg and Kurt Schwitters, 

				poster, 1923.

				BELOW: El Lissitsky, The Isms of Art book cover, 1924.

				Aleksandr Rodchenko, Lef magazine covers, 1923.
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				The primary designers were El Lissitsky, Alexander Rodchenko, and Lazlo Moholy-Nagy, all of whom were to become some of the most influential names of 20th-century graphic theory and design. They expanded the Suprematist look with more complex and layered compositions, all utilizing geometry, primarily red and black colors, and bold sans serif typography, usually in capital letters.

				One of the most innovative items that emerged from the Construc-tivists is Lissitsky’s design in 1923 of Vladimir Mayakovsky’s For the Voice, a poetry book designed to be read aloud. All of the elements for the illustrations were created from type furniture, el-ements used in letterpress in both metal and wood type. The book also applied the new schematic thinking with representational icons on the tabbed section dividers, another newly invented tex-tual navigation technique.

				Plakatstil

				WWI brought with it a new visual style for Germany, even while sur-rounded by post-Victorian and Art Nouveau aesthetics. Commercial artists were recruited for war propaganda and were able to apply and experiment with new visual vocabularies. The Plakatstil movement was – visually – a brief jump backwards towards the Arts and Crafts aesthetic of the United States and England.

				It seems to have emerged predominantly from the marketing sector as it first appeared in the advertising posters designed by Lucien Bernhard. The images were flat and simplified, the letterforms were stylized, bold, and had a square body. Most of the letterforms were sans serifs, but were occasionally in blackletter. When applied to wartime posters, such as the designs by Ludwig Holwein, it commu-nicated a tone that was well-suited for political and wartime propa-ganda. The look was strong and direct and demonstrated an alterna-tive to the undulating Art Nouveau swirling around the world at the time. Throughout history, as one typographic style emerged, there was nearly always an alternative approach that arrived alongside it, and Plakatstil was the brief counter to Art Nouveau. 

				 

				De Stijl

				The De Stijl (“The Style”) movement emerged in 1917 by painters and architects in the Netherlands: Theo van Doesberg, Piet Mon-drian, and others. They embraced abstraction and geometry as a symbol of purity or earnestness, much as the other movements of the time. In terms of lettering and typography, Van Doesberg eradicated curves and most diagonals, and the square became the starting point for alphabets. Image and type were developed together and connect-ed as form; and in many situations, the type became the image.
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				Lucien Bernhard, 

				poster, c. 1905.
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				Van Doesberg was a colleague of Kurt Schwitters and viewed Dada and De Stijl as opposing, yet harmonizing, pedagogies. In 1922, Van Doesberg gathered more of his contemporaries, the Dadaists and the Constructivists, in Weimar, Germany. Unfortunately, he died nine years later, and the movement diminished. However, the ideology and resulting visuals of the De Stijl movement became the basis of the educational system at the Bauhaus.

				The Bauhaus

				In 1919, the Das Staatliche Bauhaus, an Arts and Crafts design school, opened in Weimar, Germany under the head of Walter Gropius. The aim was to connect technology, art, and craft and integrate the industrialism of the modern era with the life of the everyday person.

				The school was open for only five years in Weimar, but it integrated crafts of numerous different fields and attracted famous indus-try names of the time as faculty. One of the innovative ideas that emerged from their educational approach was the general first year curricula where all students, regardless of their focus, learned the basic principles of design together, therefore erasing past knowledge and experience, and a rebuilding from zero in the present.

				 

				The school had problems with the local politicians and closed in 1925. They moved to nearby Dessau and opened the following year, but the Nazi party essentially closed the school in 1933. Some of the former faculty members had moved to Berlin, but the majority relocated to the United States where they introduced modernism to the country.

				Over the course of 14 years, the Bauhaus had 1,250 students, 22 in-structors, and influenced design education forever. The new modern-ist ideals were now cemented in the design industry; and even more importantly, in design education.

				Bauhaus Typography

				Typography at the Bauhaus emerged once it moved to Dessau. Former student Herbert Bayer became the head of the recently established Graphic Design and Typography course where he cov-ered psychological aspects of reading and advertising. In addition to his teaching, he designed and produced all school publicity with the students. Only sans serif typefaces were available in the small print shop in Dessau. When books were produced, however, serif faces were nearly always used for the main texts.
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				ABOVE: Vilmos Huszár (wordmark by Theo

				Van Doesberg), 

				De Stijl magazine 

				cover, 1927.

				BELOW: Designer 

				unknown, De Stijl magazine covers 3/4, 1923, and 87/88/89, 1928.
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				Bayer learned from the best, as his Bauhaus instructors Moho-ly-Nagy and Lissitsky influenced his new thoughts regarding typog-raphy. The school encouraged rational, yet dynamic, layouts with an aim of readability. As Bauhahus students and teachers rethought the process of reading, they also rethought the alphabet itself.

				The early 20th century in both Europe and the United States found many people questioning social norms of which language reform was a recurring theme. There had been several attempts at creating a universal language by this time, including Esperanto, and typographic experiments soon followed. These attempts included stencils, geo-metric sans serifs, and the eradication of capitals.

				Herbert Bayer wanted typography to demonstrate this new thinking and attempted universality of language alongside higher legibility. He stated “like modern machines, architecture and the cinema, so too must type be an expression of our exact times.” Although the De Stijl designers attempted it first, their letterforms were less practical for readability and legibility.

				In Bayer’s quest for legibility, he rethought how sounds were com-municated and how they were read. He created a predominantly lowercase alphabet and set them in a flush left layout. He then reinforced hierarchy through size and weight and allowed for the viewer to read in the order in which he had prioritized, rather than the typical top left to bottom right manner, just as the wood type printers of England had done 75 years previously.
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				ABOVE: Bauhaus campus, Dessau, Germany, 

				c. 1924–28.

				MIDDLE: Laszlo 

				Moholy-Nagy,book 

				series cover design, 1929.
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				ABOVE: Herbert Bayer, design for a

				universal typeface, 1926.

				MIDDLE and ABOVE: Josef Albers, designs for stencil lettering, 1926.

				RIGHT BELOW: Laszlo 

				Moholy-Nagy, JJ Oud, Arthur Müller Lehning, i10 magazine cover, 1928.
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				The New Typography

				Jan Tschichold, a German calligrapher, visited an exhibition of the Bauhaus in Weimar in 1923. It changed his life and 20th-centu-ry typography along with it. A few years later in 1925, Tschichold published a quasi-manifesto, “Elementare Typographie.” It displayed innovative asymmetrical typographic work alongside his commentary to printers, typesetters, and designers in how to achieve it and why it was necessary in the “modern” age.

				Within two years, he followed up with Die Neue Typographie (“The New Typography”), a book he authored that promoted the new peda-gogy of the time and his enthusiastic support of it. He mandated that asymmetrical typography was most relevant to modern life, and that the function of the typography must take precedence in an efficient and straightforward layout.

				Tschichold designed typefaces, but is better known for his typography. He unequivocally encouraged only sans serif typefaces in dynamic layouts, as they better connected with the new machine-based world. In opposition, symmetrical typography prioritized layout (form) over con-tent (function). He believed the function of the text was the priority and the ultimate aim was clarity, a common theme of the era. He also advo-cated alphabet reform and in the late 1920s and early 1930s designed several typefaces similar to those of his colleagues.

				In 1933, Tschichold escaped Germany and resettled in Basel, Swit-zerland. While there, he slowly incorporated other typefaces into his work, including scripts, serifs, and display faces. He then surpris-ingly and publicly rescinded his previously emphatic proclamation. Tschichold stated that no further developing of New Typography was possible, especially as it was a backlash against the turmoil of Ger-man life at the time. He now saw the design method as overly domi-nant and absolute, especially in the idea of ignoring or overlooking all aspects of historical design.

				When Tschichold became the head typographer for Penguin Books in England during the 1940s, he continued the British tradition from the past 50 years in promoting “classic” typography, and improved on it. This was in direct odds with the extreme modernist typography happening throughout the rest of Europe.

				By promoting and then renouncing both aspects of early 20th century typography; that is, asymmetrical sans serif letterforms and tradition-al humanist serif letterforms in justified or centered settings, he put an end to the theory that there was only one approach to typography. 
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				Jan Tschichold, 

				typeface design sketch, 1929.

			

		

		
			
				RIGHT ABOVE: Josef Albers, designs for stencil lettering, 1926.

				LEFT: Paul Renner, first sketches for

				Futura, undated.

				RIGHT: Futura proofs

				from the Bauer 

				typefoundry, c. 1927.
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				Tschichold’s career work demonstrates the need for knowledge of, and experimentation with, different historic and modern styles and pedagogies in order to find the solution that works best for the func-tional aim; that is, the reader and the message.

				Isotype

				Experiments in language weren’t always alphabetical. In 1934, Otto Neurath, a sociologist with a strong interest in visual communication, teamed up with Marie Reidermeister, a mathematician and scientist, and developed Isotype (“International System of Typographic Pic-ture Education”). The aim was to create a pictograph-based structure that allowed for clear understanding of complex data, usually related to significant social information. By 1940, they had designed 1,140 icons which were designed to be used on the letterpress and had found the recently designed Futura as the accompanying typeface.

				Isotype influenced the not-yet-invented information design of the future as it would be used on wayfinding and signage all over the world. It could even be thought of as a precursor to today’s emoti-cons and emoji.
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				ABOVE: Jan Tschichold’s description of his new typeface and respective

				phonetic orthography, 1930.

				ABOVE RIGHT: Geometric sans serif typeface

				by Jan Tschichold, 

				c. 1929.

				BELOW RIGHT: 

				Jan Tchichold, sketch layout for Penguin book covers, 1948.

				ABOVE RIGHT: 

				Jan Tchichold, Twelfth Night book cover, 1968.

				BELOW RIGHT: Otto and Marie Neurath, Isotype chart.
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				The American Type Founders Association formed in 1892 and became the world’s largest producer of foundry type. The explosion of commerce and printing types in England during the 1800s was nearly matched in Chicago, the new headquarters for commerce in the United States. A new thinking of marketing, and the ensuing growth of sales, caused a printing boom. Typesetters and printers, paper manufacturing and ink, all sprouted up around the rural-focused, mail-based consumerism that emerged from Chicago. Chicago had a successful populist style and advertising would remain one of their top industries for the rest of the century.

				In the United States, the Arts and Crafts movement percolated into the space that the Victorian era had left vacant, typified by the Roycroft Press. Art Nouveau brought the United States design and printing world firmly out of the Victorian age. Graphic design in the United States emerged from the confluence of the previously separate fields of printing, typography, and advertising.

				Frederic Goudy was the most prolific — but perhaps not the most original — type designer of the 20th century. Posters never took hold in the United States beyond the Works Progress Administration (WPA). Although posters were produced, it was the billboard that dominated. Design and typography during WWII, with the WPA posters as precursors, demonstrated an obvious influence from the emerging European aesthetics and the ideas of Modernism.
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				Arts and Crafts in the United States

				In the United States, the Arts and Crafts movement percolated into the space that the Victorian era had left vacant. The United States was not as eager to shun mechanized production as other countries were. There were attempts to integrate art and craft to elevate aes-thetic standards, therefore many publications would be feebly named “the art of printing” or “the art of publishing.”

				Arts and Crafts in the United States was almost entirely due to a vacation. Elbert Hubbard was a disenchanted salesman who left his job, travelled to England, and met William Morris. He became enamored with Morris’ “Kelmscott principles” and upon his return home began a similar endeavor in 1894. He started the Roycroft Press in East Aurora, New York in order to print his prolific writings on the philosophy of craft. The press soon grew beyond printing and into a center for crafts, including metalsmithing, book binding, and furniture making, with the five hundred employees at its height la-beled as “Roycrofters.” Hubbard and his wife died in the sinking of the Lusitania in 1915. Their son took over the Roycroft empire, but sales diminished and the enterprise closed in 1938.

				Roycroft typography was amateurish and clunky, but what was significant is that the letterforms were an integral part of their designs. The Roycrofters were another example of new approach-es to communicative compositions with integrated text that were emerging all over the world.

				The American Type Founders Association

				As a result of the Linotype machine’s success in the United States in the late 1800s, numerous typefoundries were going out of business. In order to standardize their prices and remain solvent, 23 of the larger companies consolidated to form the American Type Founders Association (ATF) in 1892, and they became the world’s largest pro-ducer of foundry type. They were located in Elizabeth, New Jersey, just at the edge of New York City.

				As various other typesetting firms were being dismantled, their valuable presses and metal type were being discarded. Henry Lewis Bullen, an established printer with scholarly interests, realized the importance of cataloguing and preserving their archives and mate-rials and persuaded the ATF to acquire and protect them. In 1908, the ATF opened their archive and library, which Bullen wanted to be known as “the professional printers’ library.” The library eventually had over 17,000 holdings, including one of the most complete collec-tions of type specimen books.

			

		

		
			
				See a Roycroft 

				publication from 1909.

			

		

		
			
				Examples of Roycroft typography and 

				printing.
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				Henry Lewis Bullen, born in Australia, learned printing from working in his uncle’s printing office. After several years of working in the United States and Great Britain as a writer, editor, composer, and printer, Bullen moved back to the United States to begin working for the Hamilton Type Manufacturing Company in Wisconsin in 1891. When the business was sold to the ATF in 1892, he became joint manager with Linn Boyd Benton, of the New York branch of the ATF offices. Bullen quickly worked his way up through high-level manage-ment and throughout his many years with the ATF held such posi-tions as Advertising Manager, Sales Manager, and Efficiency Manager. He left the ATF for 10 years, and then returned to begin the ATF Typography Library and Museum. The ATF began to crumble due to mismanagement during the Great Depression, and they filed for bankruptcy in 1933. In September 1936, the Library was placed at Columbia University in New York City, who purchased it in 1941.

				Monotype’s Beatrice Warde began her career in typography at the ATF as she was both Head Librarian and publicist, while Bul-len remained curator. Warde recalled that [Mr. Bullen] “was able to catch, permanently and solidly, glimpses of the dignity and historical significance of the printing crafts, and to pass such revelations on to others.”She felt that Bullen had made a “profound influence” on the world of typography and printing, since he “never lost that deep respect for the dignity of manual craftsmanship which made him a friend of compositors, young and old, though he was more concerned with young apprentices [since] they mattered the most.”

				Chicago, Illinois: the Second City

				As the United States grew, demands for new products grew. Mar-keting, and the resulting need for printing, spread rapidly. Although New York was a major player in the communication industry, Chica-go became equally important, if not more so, and had far more of an influence on typography during the late 1800s and early 1900s. The explosion of commerce and printing types in England during the 1800s was nearly matched in Chicago, the new center for commerce in the United States. This rapid growth indicated the new attentions of the country and Chicago remained the center of advertising for decades afterwards. The Chicago Fire occurred in 1871 and the rebuilding of the city helped to spark new approaches to (fireproof) building materials and new architectural structures. It was a place for a new start, and it attracted people to the rebirth: from 1880 to 1890, the population doubled to 1 million people.

			

		

		
			[image: ]
		

		
			
				Henry Lewis Bullen in the ATF Library and Archive.

			

		

		
			
				Hamilton Wood Type 

				Factory is still 

				running today.
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				Chicago was the meeting point of many agricultural industries in the center of the country, and their stockyards were the largest in the world. As a result of the new railroads, Chicago was the connection between east and west, and the region also became the center of the new industries of manufacturing; automobiles in particular. With transportation expanding, expenses related to mail delivery plummeted, and the ensuing growth of mail-order commerce made a new audience available – those in rural envi-ronments were now a target for advertising.

				Two of the most successful retail businesses of the 20th century, Montgomery Ward and (Richard Warren) Sears and (Alvah Cur-tis) Roebuck, began as Chicago-based mail order companies. Both produced catalogues with extensive illustrations and were geared to-wards people outside of cities. Advertising copywriter Richard Sears started selling watches in 1888, widened his scope of products, and within five years, he gained a publishing partner, Alvah Roebuck, and was printing in color. By 1900, he had $10 million in sales. Similarly, Montgomery Ward began to publish mail order cata-logues in 1892. Within 8 years the business had over $9 million in sales. Within the thirty years after the Fire, they were each pub-lishing around 5 million catalogues a year, and Chicago accounted for nearly half of all national advertising.

				This new thinking of marketing, and the ensuing tremendous growth of sales, caused the eruption of a printing boom. Typesetters and printers, paper manufacturing and ink, all sprouted up around the new rural-focused, mail-based consumerism that emerged from Chi-cago. Chicago had a populist style that differed from the east coast approach. Its success was proven, and advertising would remain one of their top industries for the rest of the century.

				Art Nouveau in the United States

				The United States, due to its vast geography, typically lagged be-hind European advances in art and design aesthetics and theory. The Art Nouveau movement was neither as prevalent nor as prom-inent as it was in Europe, but it did permeate the print culture via late 19th century magazine covers. Art Nouveau brought the United States design and printing world out of the Victorian age, and it cemented the new idea of planning a symbiotic design with both text and image considered.

				Chicago-based Will Bradley was perhaps the most prominent designer who bridged the Arts and Crafts and the Art Nouveau movements in the United States. He was a self-taught artist who briefly worked as a compositor for a newspaper. Bradley was highly 
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				Drawing of Beatrice Warde by Eric Gill, 

				c. 1930–40.
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				influenced by the work emerging from Great Britain and Europe, and his work in the late 1890s for the magazines The Chap-Book and The Inland Printer were imbued with repetitive swirls and flat colors. Although the letterforms were often separate from the illustrations, they were bold and stood out dramatically from the Victorian aesthetics prevalent at the time.

				The Inland Printer, the most influential industry magazine of the printing industry during its time, started in Chicago in 1883. It fea-tured regular columns on advertising but equally promoted typo-graphic issues, including type composition and type selection and educated many on typography. The Inland Printer appears to be the first publication to change their cover design with each issue.

				Industry magazines, including the Inland Printer and later the East Coast-based Printing Art, moved the industry away from eclectic Victorian embellishment and the heavy typography of the Arts and Crafts movement towards the lighter, cleaner, utilitarian aesthet-ic that ignited Modernism. They also moved away from how-to instruction with typesetting and design and towards a higher level of refinement and aesthetics, as the new professional designers and typographers, not just printers, who worked with layout and letterform design, demanded it.
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				ABOVE: Will Bradley, The Chap-Book, 

				magazine cover, c.1894.

				BELOW: Will Bradley, The Chap-Book, 

				magazine cover, 1895.

			

		

		
			
				Note the dramatic transformation 

				from the Arts and Crafts style of the earlier cover to the Art Nouveau style of the later one.
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				Between 1870 and 1920, graphic design in the United States emerged from the confluence of the previously separate fields of printing, typography, and advertising. The Arts and Crafts and the Art Nouveau movements helped to make this happen. 

				The Chicago advertising boom provided the base for a strong focus on communication for the new century. As magazines and newspa-pers emerged, they needed designers and printers to staff them, and industry technical and vocational education was now required. Art and illustration schools emerged to provide learners with letter-ing and layout skills to staff the growing industry, and typographers emerged from illustration and drafting backgrounds. From 1900 to 1940, there was a group of male typographers, printers, and pub-lishers that continued the Arts and Crafts/Modernism hybrid that emerged in England with their Private Press movement. The most well–known (and by far most prolific) was Frederic Goudy.
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				ABOVE: Frederic Goudy, type specimen, 1911. BELOW: Frederic Goudy family specimen, 

				American Type 

				Founders, 1923.
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				Frederic Goudy had always been interested in lettering and moved to Chicago from rural Illinois to further his career. He started a small press, bought type from Will Bradley, and even typeset The Chap-Book. Within a year, it folded and Goudy then started drawing typefaces. He was then asked to teach lettering and design at the newly-launched Frank Holme School of Illustra-tion in Chicago in 1899.

				Shortly thereafter, he left for the East Coast and quickly found his calling by prolifically writing and publishing articles and typefaces for the rest of his life. His wife Bertha was an equally accomplished type-setter and compositor. The fact that his writings were predominantly self-promotion had less to do with a hungry ego and more to do with the fact that he was not affiliated with a single press or type found-ry. He was an independent type designer and his promotion entirely determined his success.

				Goudy was a popular figure in the public sphere (as printers or type designers go), and he received awards from many different orga-nizations. By 1920, he had designed 40 typefaces, and 80 more before he died 27 years later, many produced by the ATF, Lanston Monotype, and other foundries. The faces were all quite similar and had the Arts and Crafts look of the late 1800s. Walter Tracy in his analysis of the history and profession of type design, Letters of Credit, eloquently described Goudy’s uneven output: “It is impos-sible to avoid the impression that he did not sufficiently distin-guish between quantity and quality.”

				One of Goudy’s students at the Holme school was Oswald Cooper, a letterer and type designer whose work defined the Chicago look of the early 20th century. His type drawing abilities combined with his talent for writing copy helped to make him a successful, all-around advertising designer.

				Cooper’s earlier lettering had an Arts and Crafts appearance, but presum-ably as the visual remnants of the European Plakatstil movement trickled into the United States' aesthetics, his letterforms gained the weight, mass, and visual strength of Bernhard’s style. While much of Oz Cooper’s advertising layouts foreshadowed the light and airy 1950s modernist style, his Cooper Black typeface was nearly the exact oppo-site. The typeface was a connection between Medieval Humanism and the 19th century British fat face, and brought them to the modernist new typography and composition. It was bold and heavy, attracting at-tention without depending on decoration or ornamentation, and dominat-ed the visual hierarchy in both magazine or newspaper ads.
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				ABOVE: Oswald Cooper, sketches for Cooper Black typeface, which was released in 1922 (above), and Lucien Bernhard, poster, 1912 (below). This is one of the most well-known examples of the German Plakatstijl movement.
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				Another student of Goudy’s (and a classmate of Oz Cooper) was William Addison Dwiggins. He is most known for coining the term “graphic designer” in 1922, although the term “designer” had been used for at least 25 years. He was an excellent type designer, and un-like his former instructor, produced a variety of great typefaces with different design considerations.

				After his time in Chicago, Dwiggins moved to Massachusetts to con-tinue his illustration and advertising design career. By the late 1920s, he moved towards book design. Dwiggins’ process for type design and lettering-based illustration for his books, as well as his advertis-ing and layout projects, was notable as he created his own celluloid stencils, perhaps being the first to do so in the industry. He would create the elements of the letters and then combine them with air-brushes and stencils to form the entire glyph. Dwiggins also used this process for his book illustrations and decorative borders. His typefac-es Electra and Caledonia were designed in this method.

				Chicago remained the leading edge of advertising, but traditional book design and many private presses were located in the North-eastern United States. Bruce Rogers was the first freelance book designer in the United States. He started as a textbook designer, then moved to various presses in the Northeast and even England, to serve as typographic advisor and book designer. He took book design out of the compositor’s hands and into those of the typog-rapher, presumably the first to do so. His elegant, humanist Cen-taur typeface is one of the top book typefaces of the 20th century, best known for being part of the now defunct typographic system at the Metropolitan Museum of Art.

				Daniel Berkeley (D.B.) Updike was essentially the United States’ version of Stanley Morison, in that he was part of the Private Press movement and was a skilled typographic writer and historian. Up-dike started the Merrymount Press and was known for being a skilled typographer and printer. He published essays and books on printing, and was most known for his life’s work, Printing Types, an exceed-ingly thorough historical account of typography.

				Women and minorities in the industry

				In the late 1800s, women were a part of the printing trade, but mostly in narrowly constrained roles. The predominantly male print-ing unions pushed women out by claiming that it was too physically difficult for women, although iron and steam presses negated this assertion. Women were also a part of the advertising industry, but since they were prevented from executive level positions, they are hidden to history.
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				ABOVE: Bruce 

				Rogers, details from a test print (above), and a recent printing specimen (below) for Centaur.
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				Ethel Reed, poster 

				designs. c. 1890–95.
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				ABOVE: Elizabeth 

				Colwell, hand lettered advertising for W.K. Cowan furniture store. Note how her design stands out from the others on the page of the magazine.

				ABOVE RIGHT: Elizabeth Colwell, hand lettered book cover, 1919.
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				However, some women were able to find their way through the barriers, usually as freelancers. Elizabeth Colwell attended the Art Institute in Chicago around the turn of the century and appears to have attended the Frank Holmes school under Goudy. She published frequently in trade journals on hand lettering, and did numerous advertising layouts and several book designs. Ethel Reed was the most well-known female graphic designer of the final decade of the 1800s. Based in Boston, her poster designs were extremely well-re-ceived and she became a media celebrity. She moved to London in 1896, designed for the influential periodical, The Yellow Book, and then slipped into obscurity. Her work, typical of the time, was image dominant, but the text was often integrated.

				The South Side of Chicago, a multi-ethnic area that was predom-inantly African-American, featured a commercial art office run by Charles Dawson. He was a prominent African–American printer and designer, geared towards local clients. There wouldn’t be Af-rican-American designers and printers integrated into the central Chicago adverting and design industry for another fifty years.

				The WPA : the design of the Depression

				The Great Depression (1929–1029) was catastrophic in the United States, with one-third of the population hungry, homeless, and jobless. Surprisingly, from all of this emerged a new interest in marketing and consumption of consumer goods. Efficiency be-came a focus during both wars as well as the interwar years, as it was perceived to communicate hope and optimism. Human behav-ior was changing, so the form and function of visual communica-tion had to change along with it.

				Brands turned to design in order to differentiate themselves from competitors, but even more so to communicate a lifestyle beyond the product. This approach wasn’t new in the United States, but the scale and all-pervasiveness of it certainly was. It wasn’t just product promotion, it was the communication of a desirable lifestyle during a grim time that cleverly transformed desires into requirements. Once again, with new functions, new aesthetics were needed. Modernism and the New Typography filled the void. They seeped into American culture via the European émigrés and were visible in advertising, magazine publishing, and book design.
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				ABOVE: Artist un-known, date unkown. Note the similarity to layouts from the New Typography, the Constructivists,

				or the Bauhaus.

				ABOVE LEFT AND RIGHT: Richard Floethe, posters, undated.

			

		

		
			
				See more WPA posters here.
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				The best example of this transition was the Works Progress [Proj-ects] Administration (WPA) posters. The WPA was a part of Pres-ident Franklin D. Roosevelt’s New Deal program to employ United States citizens in order to jumpstart the failing economy. The WPA was one of the first government sponsored agencies that support-ed the arts. Their posters, produced between 1936–1943, were designed as publicity for health campaigns, theatre performances, tourism destinations, art exhibits, and cultural community activities. There were also programs that supported writers, musicians, and the theater, to bring the arts to the everyday person.

				The posters featured hand lettered texts and hints of the new Mod-ernism filtering into the everyday commercial design world. The subjects were “American,” but the styles used to communicate it re-flected aspects of Europe. The abstracted images from the innovative European design movements recombined into a modernist approach with less pictorial or illustrative realism, and more stylized form and structured layout. Typography became more integrated into the image, sans serifs were prevalent, and lowercase was unconventional and attention-grabbing.
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				The United States used a literal approach to visual language in their advertising, in stark contrast to the innovative forms and structure emerging from Europe. Scale and speed of reading were now the priority: simple designs and typography would dominate for decades. Magazines were more dynamic and technology in printing and graphic arts helped magazines to reflect emerging design innovations.

				As Modernism morphed into clean design with a jaunty personality in the United States, in Europe it became the basis for a neutral and rational layout. This new twist was referred to as “The International Style” but is more commonly referred to as the “Swiss Style,” as it emerged from Switzerland.

				The International Style became a visual language that would cross international boundaries. Intended to be direct and devoid of superfluous elements, it was based on rational theory that prioritized function over form. The sans serif of choice of the International Typographic Style was Akzidenz Grotesk, although Helvetica and Univers were also used.

				The mass-market releases of the IBM Selectric typewriter (in the US) and the Olivetti Daisy Wheel (in Europe) dominated the office and design industry by allowing the user to make typographic choices. Phototypesetting, which involved shining light through a film negative scroll with reverse images of the letterforms, was also developed at this time.

			

		

		
			
				1940–1970
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				During World War II in England and much of Europe, product labeling was reduced due to paper shortages, and designs were simplified and austere. Sans serif was the type of choice and function was the priority. Decoration was perceived as unpatriotic. Design during the war was paradoxically dynamic, with an angled structure; yet re-strained, with separate typography, usually sans serif.

				In the United States, the design was less austere. The layouts were jaunty and the types were varied, from show card style with drop shadows and bouncing baselines, to bold and cheerful scripts on arcs.

				Magazines in the United States

				Magazine publishing exploded in the United States at the turn of the 20th century, and continued to grow after both World Wars. Design for advertising and promotion was viewed as a lesser art or skill, while book design and printing (which includes typography) were seen as a higher tier. Consumerism, and therefore advertising, grew rapidly and broadly. Many designers started in the advertising realm, and then moved “up” to books or magazines.

				Between the wars, advertising was traditional in appearance: head-line, illustration, text, signature, symmetric; reading from top to bottom, left to right. Modernism, although taking hold in Europe, was still suspicious to many in the industry in the United States.

				 

				The United States used a literal approach to visual language in their advertising, in stark contrast to the innovative forms and structure emerging from Europe. Magazines became the preferred media for visual communication in both countries, but the billboard was bur-geoning in the United States. Scale and speed of reading were now the priority; therefore simple designs and typography were necessary and would dominate for decades.

				While billboards and books generally remained static in their layout design and typographic structure, magazines — due to their size, fre-quency, and ephemeral nature — could be more dynamic. Technology in printing and graphic arts helped magazines to innovate. Photog-raphy, innovations in inks (metallic inks, varnishes), and photolitho-graphic printing advances combined with European art direction for attention-grabbing results. Arguably, the most influential art director ever in the United States was Alexey Brodovitch.

			

		

		
			
				Chapter 9. Information and typographic structure

			

		

	
		
			
				115

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				ABOVE: Alexey 

				Brodovitch, proposed Harper’s Bazaar 

				interior spreads, 

				December 1940–50.

				BELOW: Alexey 

				Brodovitch, 

				Harper’s Bazaar 

				interior spread, 

				February 1946.

				ABOVE RIGHT AND BELOW: Alexey Brodovitch, 

				Harper’s Bazaar 

				interior spreads, 

				December, 1949 and April, 1950 

			

		

		
			
				Though born in Russia, Alexey Brodovitch escaped to France after WWI during the time of Dada, Futurism, and Constructivism. He taught himself layout while designing for magazines, then moved up to designing catalogues and advertising for various businesses in Paris. Brodovitch moved to New York in 1930, and within four years became the art director for Harper’s Bazaar, where he worked for nearly thirty years. Brodovitch did more than introduce European modernism in photography, layout, and design — he integrated it into everyday culture and made it an aspiration.
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				ABOVE: Cipe Pineles, proposed Vogue 

				magazine cover, 

				December, 1939. 

				MIDDLE: Cipe Pineles, Seventeen magazine cover, July, 1949.

				RIGHT LEFT: Paul Rand, wordmark, 1981.
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				Mehemed Fehmy Agha, also from Russia (born a few years before Brodovitch), left after the Revolution, and also ended up in France. He worked for Vogue in Paris and Berlin, then went to the United States to continue as art director. Agha integrated editorial content with design direction, and elevated the art director role to a more cerebral position.

				Brodovitch and Agha were concerned with layout, image, typogra-phy, and content, all working together as a unit, rather than in sep-arate departments. They demonstrated how information could be creative, legible, and organized; and they arranged a system for it to grow. Personality, not austerity, was a different and welcome ap-proach to Modernism.

				Designer Cipe Pineles worked with Agha at Vogue and Vanity Fair during the 1930s. She actualized a lot of his ideas and came to contribute many of her own. With Pineles, layout was asymmetri-cal, typefaces were typically sans serif (if not, they were a didone or Clarendon), and the typography, though simple and direct, felt alive. Margins were inconsistent with photographs that bled (running off the page), and the eye would move freely around the page with no traditional top-left – to-bottom-right indications to be found. Through the 1940s and 50s, she was art director of Seventeen, Charm, and Glamour where she demonstrated reserved typographic treatment with articles, while the fashion pages were more spirited and experimental.

				The most well-known graphic designer of the 20th century in the United States was Paul Rand. He was an accomplished graphic de-signer, creating posters, books, logos, magazines, and packaging; his work was consistently playful, spirited, and clever. Rand bridged the pictorial, literal style of the pre–modernist 1930s with the repre-sentational and early abstractions of the 1940s and 50s. His layouts used asymmetry, the modernist approach to layout, and made them come alive. He often integrated modern art and modern concepts into his work and created visual interest from abstract shapes. Typo-graphically, Rand often relied on his own handwriting as an attempt to soften the design or to make it more friendly. He also taught at Yale University, and introduced many to his aims of simple and direct design, with a hint of whimsy.

				Alvin Lustig, another New York designer during the 1940s and 50s, had a similar playful approach. His work displayed an enormous range of style, all of which communicated personality and an affinity for the topic. His typography could be typeset on bouncing baselines, handwritten, or a historical reference.
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				Cipe Pineles, 

				interior Charm 

				magazine spreads, April, 1956.
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				Alvin Lustig, ad for Knoll, 1945.

			

		

		
			
				Book Design

				Modernism wasn’t as immediately visible in the book publishing industry and only a few publishers demonstrated an interest in the early years. Book design in the United States remained visually more connected to private press printers or book design of the recent century than to mass advertising. As book covers adjusted their style according to the fashionable trend of the day, the interiors remained fairly staid; book covers and interiors were — and still are — often designed by different people.

				The International Typographic Style

				As Modernism morphed into clean design with a jaunty personality in the United States, in Europe it became the basis for a neutral and rational layout.

				After World War II, Europe was fractured. Switzerland emerged fairly intact due to their neutral political stance. Some of their major indus-tries, such as precision manufacturing and banking, emerged stron-ger than ever. They had less rebuilding to do, and found strength and stability quicker than their European neighbors. The Swiss design community was able to capitalize on this.

				This new twist was referred to as “The International Style,” but is more commonly referred to as the “Swiss Style” as it emerged from Switzer-land. Although professionals adopted this style, Switzerland’s two main design schools, the School of Design in Basel and the Zurich School of Applied Art are where the style burgeoned.

				The International Style emerged from the confluence of the remnants of the previous art and design movements, and the need for a visu-al language that would cross international boundaries. The utopian ideals of the De Stijl and the Bauhaus, and even Jan Tchichold’s Die Neue Typographie now lived on in this new style. It was intended to be direct and devoid of superfluous elements, to be as functional as possible. It was based on rational theory that always prioritized the function of form.

				The style relied on strong obvious grid structures and asymmetrical layout. Sans serifs were thought to be the best symbol of mo-dernity, and were perceived to be the most legible, although the latter is not necessarily true today. The aim was to communicate universality devoid of sentimentality, but the result was a lack of charisma. The secondary aim was clarity, and consistency was a close third. The International Style was everywhere, and it was very successful. While the style was a professional one, it was the design school that perpetuated it. Most of the designers developed the style through their teaching, and then disseminated it through their professional practice.
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				ABOVE LEFT: Armin 

				Hoffman, poster, 1966.

				middle: Armin Hoffman, poster, 1959.

				ABOVE LEFT: Armin 

				Hoffman, wordmark.

				ABOVE LEFT: Rosemarie Tissi, poster, 1981.
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				Emil Ruder, a faculty member at Basel, encouraged students to aim for functional typography with high legibility and readability. He also encouraged systems of thought that integrated the typography with the design structure, also present in his professional work. He pub-lished Typography: A Manual of Design in 1967. Armin Hoffman was born in Switzerland and worked as a lithographer before he started teaching at Basel. There, he developed a design approach that re-moved the pictorial and replaced it with basic abstractions, much like the Russian Suprematists from the early 20th century. Hoffman then continued to teach at Yale University and was one of the most influ-ential instructors in the United States in the International Typograph-ic Style. He published Graphic Design Manual in 1965. Wolfgang Weingart also taught at Basel, but approached the concept of typo-graphic order in a different way. He questioned everything and went the opposite way: when they used tight letterspacing, he used wide; when they went clean and sparse, he filled spaces with collages. We-ingart utilized the emerging phototypesetting technology of the day by layering transparencies in order to create depth and dimension.
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				Watch a film on Armin Hoffman.
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				Josef Müller-Brockman was a designer and theorist who taught at the Zurich School of Arts and Crafts. He published two books on graphic design that communicated his thoughts regarding grid sys-tems — Grid Systems in Graphic Design — and design process — The Graphic Artist and His Problems. Rosemarie Tissi, a former student of the Zurich school and then founding partner with Siegfried Oder-matt in Zurich, built upon the Swiss Style and introduced a younger, less pedantic approach. Her work was more colorful, displayed less sterility, and considerably expanded the movement.

				Max Bill attended the Bauhaus in the late 1920s and became a major leader in the Swiss style. He approached design through “mathemat-ical thinking” and abstract imagery. Bill, along with Otl Aicher and Anthony Froshaug, created the semiotics-focused curriculum for the Institute of Design in Ulm, Germany.

				The Sans Serifs

				The sans serif of choice of the International Typographic Style was Akzidenz Grotesk, created in 1898 and expanded 60 years later. It was sold by the Berthold Foundry in Germany and was one of their top sellers. Helvetica and Univers were also designed in the 1950s, and were used by some of the designers in the movement.

				Helvetica was designed in 1957 by Max Miedinger, under the guidance of Eduard Hoffman, and marketed by the Stemple Found-ry in Germany. Within a few years, it became extremely popular all over the world and remains so today. It was originally perceived as a neutral typeface, but it is now so ubiquitous that it communicates a retro European tone. Univers, designed by Adrian Frutiger in 1954, was the first sans serif family to be designed in a width and weight variation matrix. Due to the extensive font family, it is used on many transportation signage and wayfinding systems.

				Both were based on Akzidenz Grotesk from late in the previous century, and both were developed independently of each other. When comparing individual letters, Univers appears to be iden-tical to Helvetica; however, when one compares a sequence of letters, one can see that the spacing and counters is noticeably different. There are subtle design differences in the terminals, in the weight along curves, and the joins of curves and stems. The primary difference is the width of the body and the spacing, which combine to greatly improve legibility and readability.

			

		

		
			
				Watch a film on 

				Wolfgang Weingart.
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				ABOVE: Rosemarie 

				Tissi, poster, 

				c. 1981.

				ABOVE RIGHT: Josef Müller-Brockman, 

				poster, 1955. 

				BELOW RIGHT: Josef Müller-Brockman, 

				poster, 1960.

				ABOVE RIGHT: 

				Wolfgang Weingart, poster, 1979.
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				The International Style in the United States

				The International Style was just as strong in the United States from the later 1960s. Muriel Cooper, a designer at Massachusetts Institute of Technology (MIT) in Boston, along with her colleague Jacqueline Casey, established the approach as cutting edge in the early 1970s. Cooper’s design for the MIT logo is an excellent example of the new schematic approach to language that moved beyond literal, abstract, or pictorial to informative representa-tion. Cooper was also one of the first to introduce computers to the graphic design fields. Through Cooper and Casey, Paul Rand’s influence on design in the United States had shifted to the Inter-national Style and was not returning.

				Information Design

				As digital technology slowly developed in the 1940s and 50s, infor-mation became a commodity. Isotype had started the process of communicating complex concepts but information needed more than its quantitative structures. In addition, scientific information needed to be communicated to people both inside and outside of the sci-entific industry, so it needed to communicate complex concepts in easily understood formats.

				Graphic design and typography combined to create a new language to communicate the new information. Rational approaches to com-munication and function had finally arrived in the United States, but through science, not political leanings or social theory, as it did in Europe. Data needed to communicate in a system, and it also need-ed to convey a feeling about that information. Hints of technology or science began to appear as communicating “modernity.” Much of the graphic design during this time used diagrams, formulas, and even the newly discovered atomic structures.

				 

				Will Burtin was the graphic designer that pioneered this new information design in the United States. Born in Germany, Burtin escaped to the U.S. after the Nazi regime requested him to serve as a design director for the Propaganda Ministry. He championed the International Style and adjusted it to suit the more open culture in his adopted country. Burtin believed that art and sci-ence could be combined into everyday life, and that typographers should focus on clear and quick transmission. He gradually moved into innovative exhibition design and multimedia that expanded information from something to look at to something one could walk through. He changed how information could be displayed in that it could be diagrammatic and schematic; not just literal.
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				ABOVE: Muriel Cooper, mid-1960s. 

				BELOW: Jacqueline 

				Casey, 1970.
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				Isotype Charts for The [British] National Health Service, 1950.
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				Typographic technology

				The IBM Selectric typewriter was released to the market in 1961. The typeball (or “golf ball” as it was commonly known) had either 88 or 96 glyphs, rotating before it struck the ribbon. This technol-ogy dominated the typewriting market, and allowed for the user to make typographic choices, though minor. There were two sizes of typefaces, 10 and 12 point; and type choices included versions of Univers, Bembo, Times, and others. However, changing the ball was cumbersome, so variations within the same document, in-cluding italics and bolds, were sporadic. Eight years later, in 1969, Italian manufacturer Olivetti released the Daisy Wheel, their ver-sion of a typewriter with type choices. It was of a similar quality to the Selectric, but significantly faster.

				One of the innovations that arose from the “golf ball typefaces” was that speakers of other languages, including many First Nations lan-guages and non-latin scripts, were able to purchase customized fonts with their own script. Communication and publishing within one’s own script is what can save a dying language, and the Selectric did just that. Many small communities used the typewriters for decades and were only replaced in the non-latin digital font boom that arrived in the early years of the next century. Mathematical typesetting was also advanced with this technology.

				It was time for an improvement on typographic technology, as Linotype and Monotype were 70 years old. Phototypesetting involved shining light through a film negative scroll with reverse images of the letterforms. The projector could enlarge or reduce the letter on the photographic paper. The result was a high con-trast black and white image that could then be used as a paste-up to be photographed with the image in order to create the negative that would then make the printing plate for offset printing. The de-signer would have to predict how the type would look as there was no way of knowing the outcome other than experience. An advan-tage of phototypesetting is that the letterform spacing could now be controlled by the designer, hence the proliferation of extremely tight display typesetting during the 1960s and 1970s.

				The type foundry International Typeface Corporation took ad-vantage of this technology and licensed their typefaces directly to manufacturers of phototypesetting machinery. U&lc (upper & lower-case) became the perfect tool for this new marketing to typesetters and designers. Started in 1974,it was published quarterly, printed in black on tabloid-sized newsprint. The simple production made it ide-al for quickly marketing new ITC typeface releases. Herb Lubalin’s creative touch as editor and art director made it a desirable object to own. The last issue was published in 1999.
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				ABOVE: Examples of Will Burtin’s design system for pharmaceu-ticals at Upjohn, c. 1950–55.

				BELOW: IBM Selectric typewriter and 

				typeface “golfball.”
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				ABOVE LEFT: U&lc 

				cover.

				ABOVE RIGHT: U&lc 

				interior page. 

				BELOW RIGHT AND LEFT:U&lc interior pages.

			

		

		
			
				Watch Herb Lubalin 

				discuss his design 

				process with 

				typographic logos.
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				ABOVE: Stanley Mouse, poster, 1966. 

				ABOVE: Wes Wilson, poster, 1966.

			

		

		
			
				Chicago in the 1960s

				Chicago remained a design hub outside of New York. Advertising agencies thrived in the growing commercial society. Numerous magazines and newspapers were based in Chicago. African-American magazines, including Jet and Ebony, were designed by art directors such as Leroy Winbush, Herbert Temple, and Norman Hunter.

				Chicago also continued with strong design schools; the Bauhaus relocated to Chicago in 1937, and was renamed the Institute of De-sign. Other former members of the Bauhaus relocated to New Haven, Connecticut (Yale University), and Asheville, North Carolina (Black Mountain College).

			

		

		
			
				RIGHT ABOVE: Victor Moscoso, poster, 1967. 

				RIGHT ABOVE: Wes 

				Wilson, poster, 1966. 

				RIGHT BELOW: Victor Moscoso, poster, 1967. 
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				above: Jamie Reed, 

				Sex Pistols album 

				cover. 1977.

				above RIGHT: Robert Massin, spread from Ionesco’s The Bald Soprano, 1965.
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				Alternative design

				The 1960s in the United States was a reactionary time in visual design. There was a substantial pushback against the Swiss Style and the clean, optimistic design of the 1950s corporate look. De-signs in this alternative approach in the United States were image focused, and the type was often hand lettered and manipulated, with no sans serif in sight. U&lc demonstrated that other ap-proaches were possible. In the United States, the Swiss Style was generally reserved for large wayfinding systems, such as transit maps or governmental agencies.

				 

				The two other movements that were referenced in the 1960s and 70s were Dada and Futurism. Aesthetics from the past and pent-up anger materialized as the Punk era that surfaced in the 1970s.

				In 1964, Robert Massin, a designer from France, designed a pictorial version of Ionesco’s absurdist play, The Bald Soprano. He used typesetting, photography, and collage to create a figura-tive typographical voice per character, in a schematic approach to narrative typography. It was innovative, yet a throwback to both content and style from 50 years earlier.

				Elements of surprise and shock from the 1960s counter-culture and 1970s Punk movements were now ingrained in pop culture, visual design, and typography.
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				A prevailing style during the 1980s and 1990s was the “Postmodern Semiotics Style.” Postmodernism was similar to all other movements in the industry as it demonstrated a desire for change and questioned what was a truly original idea. Many designers felt that nothing could ever be original as everything had already been designed, signifying a need for yet another visual language. The meaning of a sign or symbol was now separated from the object itself, and everything was up for interpretation.

				After the Punk movement, the next step in deconstructing language and form during the Semiotics Style was the Grunge movement. Not everything during this time was geometric and post-modern Swiss Style, because several designers sparked a retro movement in the 1980s and 1990s.

				The rules from centuries of typography and lettering were suddenly extinguished, resulting in a stylistic approach to aesthetics and function, particularly with typography. Personality had returned to graphic design, and it attracted both reader attention and involvement.

				Analog design — made with tangible materials — had all but disappeared, and the digital world rapidly filled its place, with the the proliferation and expansion of the web, perpetuating it even more.
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				Modernism had been the prevailing style in architecture from the 1930s to the 1970s. It was particularly dogmatic, and many felt it was stifling to experiment or attempt alternative perspectives. Post-modernism soon replaced it, reintroducing context, culture, person-ality, and ambiance in both three – and two-dimensional design.

				Postmodernism was similar to all other movements in the industry, in that it was based on a desire for change. The postmodern approach did not have the utopian aims of previous eras, but it did question what was a truly original idea. Many designers felt that nothing could ever be original, as everything had already been designed, signifying a need for yet another visual language. As one didn’t already exist in graphic design, semiotics was adopted from its use in French literary theory. The meaning of a sign or symbol was now separated from the object itself, and everything was up for interpretation: it was about reacting and resisting.

				An example of this is the punk movement, which relied on immediacy and emotion, as with Dada fifty years earlier. Their rough, aggressive, ransom-note style typography was less of an aesthetic intention and more about utilizing accessible resources. The movement was about social disobedience, self-empowerment, and urgent action , and the same applied to their own design and typography. However it was done before was not how it would be done now, as the rules were irrelevant. The result was loud, rebellious, and incredibly powerful.

				Technology was another way that postmodern typography differed from its modernist predecessor as new digital systems liberated ty-pography from the limitations of knowledge of materials. Typesetting, however rudimentary, was now in the hands of the user, and the user was now both designer and maker. 

				Two technological advances had an impact on typography in the 1980s: postscript software, and the increasing resolution of laser printers. By the early 1990s, TrueType allowed for better rendering, and fonts became integrated into the operating system.

				Postscript is a computer language that brought printed letterforms out of the dot matrix process. It turns data involving the letter-forms (and images) into printed lines that are scalable for multi-ple sizes. Scaling typefaces still involved additional information, called hinting, which instructed specific pixels to turn on or off when used at varying sizes. With Postscript, the printing of a com-plex letterform was possible, but it took a while for the graphic user interface (the design software) to catch up so that what you saw on screen was what printed out.
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				ABOVE: 'zine, 1977.

				BELOW: 'zine, 1977.
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				LEFT: Jamie Reid, poster, 1977. 

				BELOW LEFT: Jamie Reid, poster, 1976. 

				ABOVE RIGHT: flyer, 1976.
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				Typography in the 1980s, just as typography has always been, was entirely dictated by technology. The Apple MacIntosh (Mac) was first sold in January 1984 , and typography was never the same again.

				The first typefaces released with the early Macs were similar to the IBM Selectric choices twenty years earlier. Letterforms could now be proportional and not limited to monospace, with every character the same width, as it was with typewriters. 

				Susan Kare, a graphic designer at Apple, implemented typefaces Chicago, Monaco, Geneva, New York, and others named after in-ternational cities. Helvetica, Times New Roman, and Courier were released later as a PostScript core set. As the pixels were finite, many of the glyphs were limited in detail, particularly in small sizes. The curves in the letterforms were stairstepped pixels; and though the faces all had their own noticeable characteristics, they were rudimentary at best, and set the aesthetics of typography back significantly. Digital typographic technology would need 10 to 15 more years to advance aesthetically. 

				Apple also invented TrueType — a method of rendering letterforms in outlines first, and then filling them in, a follow-up to PostScript. This allowed the letterform to scale to any size or resolution. Before this, all digital typefaces were proprietary. When TrueType was launched in 1991, it even worked with Microsoft Windows. Now any person with a desktop computer was able to access high-quality fonts with excellent rendering on both screen and print. The first three TrueType fonts were Times New Roman, Helvetica, and Courier — typefaces were part of the operating system.

				New technology allowed for new typographic style. Gradually, what you saw on screen was what you would see at the end. Text and image were produced together once again. 

				April Greiman exemplified this shift from modernist to postmodern-inst typography. She studied at Basel in the early 1970s and used their formalist structure as a base for her work as she led a Califor-nian post-modernist revolution. Her graphic design work began as geometric and eclectic combinations of the Swiss typographic style, and evolved into digital experimentations into computer-processed images and letterforms. 

				1984 Los Angeles Olympics 

				As with every era, the 1980s and 1990s were reactions to the years before it. Where the previous International Style featured objective or restrained typography, the 1980s displayed a return of dynamic typography.

			

		

		
			
				Watch Steve Jobs unveil the new Mac with type on the screen.

				See a 1983 interview with Susan Kare about the process of this new technology, created by ad agency Chiat Day.
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				ABOVE: Examples of Times New Roman,

				Helvetica, and 

				Courier.

				BELOW: April 

				Greiman, US Postage stamp, 1995.
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				The design that best communicates the visual aesthetics of the 1980s is the Los Angeles Olympics. It retained the structured, un-derlying grid of the International Typographic Style from the previous twenty years, but added a new layer of deconstructed and divergent elements. This addition was to continue for the rest of the century.

				Just as corporate design of the past thirty years had focused on designing a system of visually and theoretically interconnected parts, the designers of the Los Angeles Olympics, Deborah Sussman and Paul Prejza, created elements that could be recombined in infinite ways, similar to the Italian Memphis movement in art. Sussman and Prejza created a bridge between where design and wayfinding had come from and where it was going: they demonstrated that wayfin-ding could feel dynamic yet still be functional, and the two were not mutually exclusive.

				Another style prevalent during the 1980s and 1990s was the 

				Postmodern Semiotics Style. Semiotics is the study of signs and symbols and how they are used. It incorporates linguistics, systems of communication, and how people interpret or translate spoken and visual language. The Postmodernism style of semiotics primarily emerged from the graduate graphic design program at Cranbrook Academy of Art, near Detroit, Michigan and faded from use by the end of the 1990s.

				Semiotics solidified the role of the designer as the one in control of how the viewer read and perceived the text. Style still mattered as letterforms disintegrated and blurred; typefaces, sizes, and weights were mixed; blocks of texts were fragmented.

				One drawback of the Semiotics style was that it introduced increas-ingly complex tiers of comprehension, most of which were beyond what the average person could discern, particularly in typographic situations. It separated readers into varying levels of ability and sep-arated texts into those to be read and those to be seen.

				Along these lines, Rudy Vanderlans and Zuzana Licko launched Emigré — a magazine with an aim for articles t o be seen as much as they were to be read. It started in 1984, the same year as the launch of the Apple Macintosh. Apple and Emigré were only sixty miles apart, on either end of the San Francisco Bay, and helped each other to evolve: Emigré needed Apple as a tool to create their fonts, and Apple needed Emigré to demonstrate what was possible. The magazine communicated the new digital experimentations that were dazzling designers everywhere. Vanderlans and Licko started a type foundry from the avant garde type-faces they had created for their magazine. 
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				Deborah Sussman & Paul

				Prezja: Signage for Los Angeles

				Olympics, 1984.
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				Emigré repeatedly addressed a typographic theoretical discourse that had been hovering around the United States at this time regarding legibility. Vanderlans and Licko, along with those of the Cranbrook and Semiotics way of thought, believed that typography should com-municate personal expression, and legibility was tied to familiarity: “you read best what you read most.”

				However, not everyone agreed, particularly in England at the Uni-versity of Reading. British typographer and information designer Paul Stiff believed that personal preference had no place next to “designer-centered ideology.” Robin Kinross, noted British typo-graphic historian theorist, agreed with Stiff and viewed the Semi-otics approach as a method of forcing the designer’s methodology onto the reader. This discussion was pervasive throughout the early 1990s and still continues today.

				The next step for the deconstruction of language and form was the Grunge movement. Visual language during this time was utterly changed as a result of the work of David Carson. Legibility was not the priority; style was. Carson was the designer/art director for pop culture magazines Beach Culture (c. 1988–1990) and Ray Gun (1992–2000), two publications that focused on style over substance. Style was everything, and this aligned perfectly with the audience of these magazines. 

				Both the semiotics style and the grunge movement were about re-claiming power for the designer. The priority was no longer immedi-acy; it was now about control over how the reader comprehended the text and how the designer was in command of it all. 

				The rules from centuries of typography and lettering were sud-denly subordinated resulting in a new approach to aesthetics and function, particularly with typography. Many of the designers of this era had been trained in the International Style yet transi-tioned to newer thinking that prioritized appearance over rule-bound functionality. Personality had returned to graphic design and it attracted both reader attention and involvement. There was less predictablity and more anarchy, although this faded in the next decade towards the end of the century. 
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				ABOVE: Katherine 

				McCoy, interior book spread of Cranbrook, The New Discourse, 1990.

				BELOW: Alan Hori, lecture poster, 1989.
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				ABOVE: Covers of 

				Emigré magazine.

				MIDDLE: Interior spread of Emigré, 1991.

				BELOW: Marketing for Emigré using Template Gothic.
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				Retro design

				Not everything during this time was geometric or grungy, because several designers sparked a retro movement in the 1980s and 1990s. Louise Fili had previously worked for Herb Lubalin and was an art director at Pantheon Books before she started her own compa-ny in 1990. She resurrected typefaces that had not been converted to phototype or to digital, and therefore seemed new to designers of the time. Historical styles, particularly the Art Deco and early modernist look, still dominate her approach. 

				In Minneapolis, Minnesota, Joe Duffy, along with his coworker Charles Anderson, who later started his own company, rebounded against the graphic geometric style of the 1980s. They changed for-ever how designers viewed food packaging with their design for Clas-sico spaghetti in 1985. Nothing else looked like it on the shelves, as their typography was hand generated or purposely “aged,” in sharp contrast to the crisp and loud surrounding packaging, and sales skyrocketed. The retro movement, yet another aspect of post-mod-ernism, had arrived. 

				During the 1990s, New Yorker Gail Anderson was a designer, deputy art director, and then senior art director for Rolling Stone magazine. Her layout work for the cover story varied in style depending on the subject; most were historically based, and all felt unique.

				Book design also felt reverberations from this deconstructiv-ist approach. In 1989, Richard Eckersley, book designer at the University of Nebraska Press, designed The Telephone Book. The traditional typographic approach was an underlying structure for the diverse layouts on every spread. Fragments of conversations were communicated with uneven spacing, broken text, and undu-lating column widths.

				Type Design

				The Swiss Style was still going strong in Europe in the 1980s but the Dutch found a way to experiment with postmodernist deconstructiv-ism without appearing messy. One of the most innovative design and typography firms in the world was Letterror, founded by Just Van Rossum and Eric Van Blokland. They released Beowolf in 1989 and it changed how people perceived typography and technology, and how they could work together. Since all digital fonts are made of code and the typeface rendered randomly, the outlines were never the same twice. Trixie, released in 1991, was another Letterror typeface that combined the new technology available with the grunge aes-thetics of the time. It was named after the letterforms from a friend’s typewriter, and was one of the first purposefully rough typefaces that wasn’t simulating a brush stroke.

			

		

		
			
				Read Stop Sitting Around and Start 

				Reading by Paul Stiff.
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				ABOVE: David Carson, covers of Ray Gun 

				magazine.

				LEFT: David Carson, contents page of Beach Culture magazine.

				BELOW: David Carson, interior spreads of Ray Gun magazine.
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				Watch an interview with David Carson.
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				ABOVE: Charles 

				Anderson, exhibition poster, 1990.

				MIDDLE: Louise Fili, The Lover, book cover, 1984.

				RIGHT: Duffy 

				Design Group, Classico spaghetti packaging, 1985.

			

		

		
			
				Watch an interview

				with Louise Fili.

				Watch an interview with Charles Anderson.
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				In 1991, Berlin typographer Eric Spiekermann released the typeface Meta through the FontShop Type Foundry, named after his design firm Metadesign, founded in Berlin in 1983. It was prevalent in the 1990s as it was a clean counterpoint to grunge type and a more lively Helvetica. Because the weights and widths were versatile enough to be used in large scale signage or small scale print, it is still used on transit systems today. 

				Some type designers used the new technology to better design the details of typefaces, such as Matthew Carter with his Bell Cen-tennial, Verdana, and Georgia. Bell Centennial was created for use in the telephone book, so it had to work extremely small and remain readable, while being printed on poor quality paper. In order to facilitate legibility in such reading conditions, Car-ter exaggerated the ink traps (hollowed-out junctions of letter-form strokes that prevent the joins from clogging even if the ink spreads). Others, such as Zuzana Licko and April Greiman, used the pixels to communicate that it was designed digitally.

				As the computer allowed for perfect execution, some designers went the other way by creating messy, blurry, and ragged designs and letter forms. The typefaces of this era, for example, Blur by Britain's Neville Brody (1992), and Template Gothic (1989) by California's Barry Deck, typify this approach.

				The profession was also dramatically expanding as typography was no longer limited to print items, and now included motion graph-ics and digital design. Once again, with new applications, a new language was required. Digital design and the technical languages required to make it function, again separated the designer from the craftsperson. A designer could see a screen and then print out a re-sult, so the user was the designer, but not the craftsperson. In some situations, a graphic interface allowed for the user to be the designer.

				 

				Analog design, made with tangible materials, had all but disap-peared, and the digital world rapidly filled its place. 

				The domain of typography [...] opened up, as never before, and there [was] a much wider interest in the activity [...] than there was even twenty years ago. The internet provides the platform for this enlarged and changed culture of typography: of practi-cal example, of sales and exchange of tools, of discussion and sharing of knowledge. The printed page becomes less prevalent (overtaken by electronic transfer and display) and more import-ant (a stable record of knowledge that will outlast the transience of digital formats).

				Robin Kinross
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				Gail Anderson, 

				interior feature spreads for Rolling Stone magazine, 1997, 1999, 2001 

				Note how all three reference a different era of typographic history.
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				Read more about 

				Beowolf. 

				Read more about Trixie.

			

		

		
			
				ABOVE: Erik 

				Spiekermann, design notes for Meta.

				BELOW: Matthew Carter, Bell Centennial 

				(1975-78),

				Verdan (1996), 

				Georgia (1993).
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				Neville Brody, dis-integrating headings over multiple issues, The Face magazine, 1981-86.
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				ABOVE: Poster 

				using Blur.

				LEFT ABOVE:

				Marketing for Beowolf.

				BELOW: Eye 

				magazine cover 

				featuring Trixie.

				LEFT BELOW: Barry Deck, Template Gothic, 1989.

			

		

		
			[image: ]
		

	
		
			
				148

			

		

		
			[image: ]
		

		
			
				Selected 

				Bibliography

			

		

		
			
				HOFFMITZ MILKEN CENTER FOR TYPOGRAPHY

			

		

	
		
			
				149

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				Badaracco, Claire Hoertz. Trading Words: Poetry, Typography, and Illustrated Books in the Modern Literary Economy. Johns Hopkins University Press, 1995.

				Baines, Phil. Penguin by Design: A Cover Story 1935–2005. Penguin, 2006.

				Banham, Rob, Fiona Ross. Non-Latin Typography. St. Bride Library, University of Reading, 2008.

				Barker, Nicolas. Stanley Morison. Macmillan, 1972.

				Baron, Sabrina, Eric Lindquist, Eds. Agent of Change: Print Culture after Elizabeth Eisenstein. University of Massachusetts Press, 2007

				Becker, Beatrice. “Charlotte Guillard, Printer of the Renaissance.” Inland Printer, December, 1923.

				Bennett, Paul, Ed. Books and Printing: A Treasury for Typophiles. World Publishing Company, 1951.

				Berry, John, Ed. Language, Culture, Type. ATypI, 2002.

				Berry, John. U&lc: Influencing Design and typography. Mark Batty Publisher, 2005.

				Blackwell, Lewis. End of Print. Lawrence King, 1995. 

				Bringhurst, Robert, Peter Koch, Eds. The California Tradition in Type Design. Book Club of California, 2015.

				Bringhurst, Robert. The Elements of Typographic Style. Hartley & Marks, 1992.

				Burke, Christopher. Active Literature: Jan Tschichold and New Typography. Hyphen Press, 2008.

				Burke, Christopher, Erik Kindel, Sue Walker. Isotype: design and contexts, 1925–1971. Hyphen Press, 2014.

				Burke, Christopher. Paul Renner. London: Hyphen Press, 1998. 

				Carter, Harry. A View of Early Typography. Hyphen Press, 2002.

				Carter, Sebastian. Twentieth Century Type Designers. New Edition, Norton, 1995.

				 

				Clayton, Euan. The Golden Thread: The story of writing. Counterpoint, 2015.

				Cohen, Elaine Lusti, Stephen Heller. Born Modern: Alvin Lustig. Chronicle Books, 2010.

				Davis, Meredith. Graphic Design Theory. Thames & Hudson, 2012.

			

		

		
			
				Day, Kenneth, Ed. Book Typography 1815–1965 in Europe and the United States of America. Ernest Benn Ltd., 1966. 

				Denoon, Christopher. Posters of the WPA, 1987.

				Diringer, David. The Alphabet: The Key to the History of Mankind. 1968, 1996.

				Dowding, Geoffrey. An Introduction to the History of Printing Types. Oak Knoll Press, 1998.

				Dreyfus, John. Into Print: Selected Writings on Printing History, Typography, and Book Production, Godine 1996.

				Droste, Magdalena. Bauhaus 1919-1933. Taschen, 1998. 

				Drucker, Johanna. McVarish, Emily. Graphic Design History: A Critical Guide. Pearson, 2009.

				Dwiggins, W. A. Layout in Advertising. Harper, 1928, 1948. 

				Dyson, Mary, Ching Suen, Eds. Digital Fonts and Reading. World Scientific Publishing, 2016.

				Eisenstein, Elizabeth. The Printing Press as an Agent of Change. Cambridge University Press, 1980.

				Feather, John. A History of British Publishing. Routledge, 1988. 

				Fraser, James. The American Billboard: 100 Years. Abrams, 1991. 

				Francis, Daniel. Selling Canada: Three Propaganda Campaigns that shaped the Nation. Stanton, Atlkins & Dosil, 2011. 

				Friedman, Mildred. Graphic Design in America: A Visual Language. Abram, 1989.

				Frostick, Michael. Advertising and the Motorcar. London: Lund Humphries, 1970.

				 

				Garland, Ken. Mr Beck’s Underground Map. Capital Transport Publishing, 1994.

				Gaskill. Philip. A New Introduction to Bibliography. Oak Knoll, 1995.

				Gill, Eric. An Essay on Typography. 1931. Godine, 1988. 

				Havinden, Ashley. Advertising and the Artist. London: The Studio Publications, 1956.

				Heller, Stephen. Merz to Emigre and Beyond: Avant-Garde Magazine Design. Phaidon, 2003.

				Heyman, Therese Thau. Posters American Style. Abrams, 1998. 

			

		

	
		
			
				150

			

		

		
			
				Horst, Moser. Surprise Me: Editorial Design. Mark Batty Publisher, 2003.

				Howes, Justin. Johnston’s Underground Type. Capital Transport, 2000.

				Greiman, April. Hybrid Imagery. Watson Guptill, 1990.

				Jackson, Donald. The Story of Writing. Taplinger, 1981.

				Johnston, Alistair. Alphabets to Order: The Literature of Nineteenth-Century Typefounders’ Specimens. Oak Knoll Press, 2000.

				Johnston, Edward. Writing & Illuminating & Lettering. 1906. 

				Kinross, Robin. Modern Typography: An Essay in Critical History. Hyphen Press, 1992, 1994.

				Kinross, Robin. Neurath, Marie. The Transformer: Principles Of Making Isotype Charts. Hyphen Press, 2009.

				Kinross, Robin. Unjustified Texts: Perspectives on Typography. Hyphen Press, 2002.

				Lee, Marshall. Books for Our Time. Oxford University Press, 1951.

				Leonardi, Alessio. From the Cow to the Typewriter: The (True) History of Writing. Buymyfonts.com.

				Lewis Blackwell. The End of Print. Lawrence King Publishing, 1995.

				Lewis, John. Typography: Basic Principles: Influences and Trends since the 19th Century. Studio Books, 1963.

				Lupton, Ellen. Mixing Messages: Graphic Design in Contemporary Culture. Princeton Architectural Press, 1996.

				Mallison, David. Henry Lewis Bullen and the Typographic Library and Museum of the American Type Founders Company. Dissertation. Columbia University, 1976.

				Manguel, Alberto. A History of Reading. Penguin, 2014. 

				Marchand, Roland. Advertising and the American Dream. University of California Press, 1998, 2007. 

				McCarthy, Fiona, Eric Gill. Faber and Faber, 1989.

				McKitterick, David, Ed. Stanley Morison & D.B. Updike: Selected Correspondence. Scolar Press, 1979.

			

		

		
			
				McKitterick, David. Print, Manuscript, and the Search for Order 1450–1830. Cambridge University Press, 2005.

				McLean, Ruari. Modern Book Design: From William Morris to the Present Day. Faber & Faber, 1958.

				McLean, Ruari. Typographers on Type. Norton, 1995. 

				McMurtrie, Douglas. The Book: The Story of Printing and Bookmaking. Bracken Books, 1989.

				McQuiston, Liz. Women in Design. A Contemporary View. Rizzoli, 1988.

				Meggs, Philip B. A History of Graphic Design. Fourth edition. Wiley, 2005.

				Moran, James. Stanley Morison: His Typographic Achievement. London: Lund Humphries, 1978.

				Morison, Stanley. Early Italian Writing Books. Ed. Nicolas Barker. Boston: Godine, 1990.

				Morison, Stanley. First Principles of Typography. 1929. New edition. Leiden: Academic Press, 1996.

				Morison, Stanley. Four Centuries of Fine Printing. New York: Barnes & Noble, 1960.

				 

				Mosley, James. The Nymph and the Grot: The Revival of the Sans Serif Letter. St Bride Printing Library, 1999.

				Mosley, James. “Acceptance Remarks for the American Printing History Association Individual Award.” http://www. printinghistory.org/htm/misc/awards/2003-james-mosley. htm. 25 January, 2003.

				Mosley, James, Johanna Drucker. Typographically Speaking, The Art of Matthew Carter. Princeton Architectural Press, 2003. 

				Nicolete Gray, Ray Nash. Nineteenth Century Ornamented Type Faces. University of California Press, 1976.

				Ogg, Oscar. Three Classics of Italian Calligraphy: An Unabridged Reissue of the Writing Books of Arrighi, Tagliente, and Palatino. New York: Dover Publications, 1953.

				Ogilvy, David. Ogilvy on Advertising. Vintage, 1985.

				Opie, Robert. Historical Scrapbook Series, 1980–2000.

				Papanek, Victor. Design for the Real World. Chicago Review Press, 2005.

			

		

		
			
				Bibliography 

			

		

	
		
			
				151

			

		

		
			
				HISTORY OF LETTERFORMS AND TYPOGRAPHY

			

		

		
			
				Pevsner, Nikolaus. Pioneers of Modern Design: From William Morris to Walter Gropius. Pelican, 1975.

				Pineles Golden, Cipe. The Visual Craft of William Golden. George Brazilier, Inc., 1962.

				Poynor, Rick. Design Without Boundaries. Visual Communication in Transition. Booth-Clibborn, 2000.

				Poynor, Rick. No More Rules: Graphic Design and Post Modernism. Yale University Press, 2003.

				Poynor, Rick. Typography Now. Booth-Clibborn, 1991.

				Purcell, Kerry William. Alexey Brodovitch. Phaidon. 2011.

				Rand, Paul. Design, Form, & Chaos. Yale University Press, 1993. Rand, Paul. Thoughts on Design. Chronicle. New ed., 2014. 

				Remington, R. Roger. American Modernism: 1920–1960. Yale University Press, 2003.

				Rennie, Paul. Modern British Posters: Art, Design, & Communication. Black Dog Publishing, 2010.

				Rodenberg, Julius. Oliver Simon. Printing of To-Day: An Illustrated Survey of Post-War Typography in Europe and the United States. Peter Davies, 1928.

				Romano, Frank. History of the Linotype Company. RIT Cary Graphic Arts Press, 2014.

				Sandhaus, Louise. Earthquakes, Mudslides, Fires & Riots: California & Graphic Design, 1936–1986. Metropolis, 2014. 

				Scotford, Martha. Cipe Pineles: A life of Design. Norton, 1999. 

				Smeijers, Fred. Counterpunch: Making Type in the Sixteenth Century, Designing Typefaces Now. Hyphen Press. 2011. 

				Steinberg, S.H. 500 Years of Printing. Penguin, 1956.

				Stiff, Paul. “Stop sitting around and start reading.” Eye. Vol. 3, No. 11, 1993.

				Tebbel, John, Mary Ellen Zuckerman. The Magazine in America, 1741–1990. Zuckerman. Oxford University Press, 1991.

				Thomas, Isaiah. A History of Printing in America, 1874. 

				Thomson, Ellen Mazur. American Graphic Design: A Guide to the Literature. Greenwood Press, 1992.

			

		

		
			
				Thomson, Ellen Mazur. The Origins of Graphic Design in America, 1870–1920. Yale University Press, 1997.

				Tracy, Walter. Letters of Credit. Godine, 1994.

				Tracy, Walter. The Typographic Scene. Gordon Fraser, 1988. 

				Tschichold, Jan. The New Typography. 1928. Trans. Ruari McLean. University of California Press, 1998.

				Tufte, Edward. Envisioning Information. Graphics Press, 1997. 

				Tufte, Edward. The Visual Display of Quantitative Information. Graphics Press, 1987.

				Twyman, Michael. Printing 1770-1970. British Library, 1998.

				Unger, Gerard. While You’re Reading. Mark Batty Publisher, 2007.

				Updike, Daniel Berkeley. Printing Types: Their History, Form, and Use; a Study in Survivals. Second edition. 2 vols. Harvard University Press, 1937.

				Updike, Daniel Berkeley. Some Aspects of Printing Old and New. William Edwin Rudge, 1941.

				Wallis, Lawrence, Andrew Boag, Eds. “One Hundred Years of Type Making, 1897-1997.” The Monotype Recorder, No. 10, New series, 1997.

				Warde, Beatrice. The Crystal Goblet: Sixteen Essays on Typography. The World Publishing Company, 1956.

				Wild, Lorraine, KatherineMcCoy, et al., Eds. Cranbrook Design: The New Discourse. Rizzoli, 1990.

				Williamson, Hugh. Methods of Book Design: The practice of an industrial craft. 2nd edition. Oxford University Press, 1966.

				Wilson, Adrian. The Design of Books. Studio Vista, 1967. 

				Wozencraft, Jon. Graphic Language of Neville Brody. Rizzoli,

				1989.

				 

			

		

		
			[image: ]
		

	
		
			
				152

			

		

		
			[image: ]
		

	
		
		Bookmarks

			
					Table of Contents

					Introduction

					Chapter 1: Clay tablets, papyrus scrolls, and the vellum codex

					Chapter 2: The scribe, the printer, and the reader

					Chapter 3: Type, typographic structure, and the commercial book

					Chapter 4: Competitive details and the modern letterform

					Chapter 5: Mechanization and the jobbing printer

					Chapter 6: The Return to craft in England

					Chapter 7: Building the Bauhaus: ideology and reform

					Chapter 8: The United States and the move to Modernism

					Chapter 9: Information and typographic structure

					Chapter 10: Deconstruction and reconstruction

					Selected  Bibliography

			

		
		
		PageList

			
					1

					2

					3

					4

					5

					6

					7

					8

					9

					10

					11

					12

					13

					14

					15

					16

					17

					18

					19

					20

					21

					22

					23

					24

					25

					26

					27

					28

					29

					30

					31

					32

					33

					34

					35

					36

					37

					38

					39

					40

					41

					42

					43

					44

					45

					46

					47

					48

					49

					50

					51

					52

					53

					54

					55

					56

					57

					58

					59

					60

					61

					62

					63

					64

					65

					66

					67

					68

					69

					70

					71

					72

					73

					74

					75

					76

					77

					78

					79

					80

					81

					82

					83

					84

					85

					86

					87

					88

					89

					90

					91

					92

					93

					94

					95

					96

					97

					98

					99

					100

					101

					102

					103

					104

					105

					106

					107

					108

					109

					110

					111

					112

					113

					114

					115

					116

					117

					118

					119

					120

					121

					122

					123

					124

					125

					126

					127

					128

					129

					130

					131

					132

					133

					134

					135

					136

					137

					138

					139

					140

					141

					142

					143

					144

					145

					146

					147

					148

					149

					150

					151

					152

			

		
		
		Landmarks

			
					Cover

			

		
	