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Kurt Weidemann

Adrian Frutiger — The standard-setter

With Gutenberg’s invention of the adjustable hand mould, no less was achieved than the
industrial-scale production of a commodity — metal type — in any desired quantity and
with consistent quality, effectively ushering in the modern era. Master scribes were re-
placed by master printers. This invention would last half a millennium before it, in turn,
was pushed aside by photosetting, by information being transmitted at the speed of light.
The end result, however, was still a printed letter on a page. Unfortunately a correspond-
ingly fast improvement in human comprehension has not been forthcoming. The composi-
tion of our brains is basically unchanged since the time of Adam &Eve. An a is an a, and
always will be.

At the threshold of this new era in printing technology, one name stood out: Adrian
Frutiger. The measurer and standard-setter of all things typographic. In his 1951 diploma
submission, Adrian Frutiger produced nine wooden panels on which he had engraved,
letter by letter, examples of Western alphabets — from Greek inscriptional capitals to
humanistic minuscules and cursives. It was already apparent in this work that he was a
master of space, proportion and order. It was clear even then that his career path would
be characterised by his passion for the criteria of legibility and the beauty of form. During
his time in France, typefaces such as Méridien, Serifa, Iridium and Linotype Centennial
were produced, typefaces that captured the zeitgeist, and which are still proving their
worth today.

Around the middle of the last century work began on the production of a typeface
family with the name Univers. A system ordered and classified into 21 members was a
totally new approach at the time. These 21 members would find their application in every
area of use: from gracing posters to appearing on the smallest packaging leaflet. The first
step in the generation of every printed product developed by a highly specialised profes-
sionis the choice of a typeface and its design.As much for movable type as for photosetting
and the compositor, this typeface is still the lynchpin at the end of those 500 years. It
represents both the end of an era and the beginning of a new one. If survival down the
ages is an important criterion for art, then this is also true for the art of typography. And
it is all the more true for a typographic art that neither displays nor has need of modish
showiness.

With Adrian Frutiger there has always been a seamless transition between applied
and fine art. The glyphs of his Indian typeface and of his logotypes have also been applied
in his sculptures, reliefs and woodcuts in a free and unique manner. They spring from the
same sense of form and strength of expression as his applied art. Everything that takes
and assumes shape in his works has been filtered through his depth of knowledge and his
power of thought. However, Adrian Frutiger has always remained a great, yet modest man,
a man who, in his dedication to his work in the service of type and the word, and in his
ceaseless invention in the form and material of his fine art works has been, and will remain,
a standard-setter.

6 PREFACE



Adrian Frutiger
A typeface is a tool

Working with hot metal was my first experience of the power of type to make the whole
world of thought legible simply by re-arranging the same letters over and over again. This
made it clear to me that optimum readability should always be foremost when developing
a typeface. But then we found ourselves in an era in which type was no longer set using
lead characters, but with beams of light. Transforming the typefaces of the old masters
from the old to the new process was the best learning experience for me. But when it came
to the grotesques, I had an idea of my own. And from that idea arose the Univers family.
Technical progress took a great leap forward. Moving typefaces to electronic representa-
tion brought with it the jaggies and later the vectorisation of the outlines. Given my sense
of form, it was quite a painful experience. Now, though, with font creation programmes
and their resolution-independent Bézier curves, and with lasersetting, it looks to me like
our journey through the desert is finally over.

Other tasks fell to me. OCR-B set me the problem of designing characters that were
readable not only to the human eye, but also to mechanical ones — something that stirred
up, shall we say, an aesthetic conflict that taught me how to think about things in a dif-
ferent way. With the signage concepts for the airports and the Paris Métro I worked on
large-scale typefaces.That's how I came to realise that, in all sizes, readability follows the
same rules about counters and sidebearings. When I was asked to think about the Indian
typefaces, this uncharted territory amazed me. Only when I began to write and draw the
characters, did Ibecome aware of the deep-seated connections between the Indo-European
cultures. It took only a short time for me to grasp that my task consisted of imparting
500 years of Western experience in setting and printing technology. My Indian colleagues
would have to find their own way forward from there.

The evolution of these letters — this continual simplification from symbol to sound - is
something that has always preoccupied me. I was always fascinated by the symbol as the
expression of a signature, a brand, and above all, a cipher. This connection between letters
and symbols brought me into the commercial world of the logo as an area of operation. In
the course of my working life I built up knowledge and skill. To impart those achievements
and experiences to the next generation became the most important thing. In May 1968 the
intellectual climate changed. In their impetuousness, the students pushed their craft to
one side and tried to solve problems simply by force of intellect. I could never express
myself only through words, without using my hands and the tools of my trade. So I have
chronicled my legacy in my books, through my writing and my drawing.

On my career path I learned to understand that beauty and readability — and up to a
certain point, banality — are close bedfellows: the best typeface is the one that impinges
least on the reader’s consciousness, becoming the sole tool that communicates the mean-
ing of the writer to the understanding of the reader.

from Adrian Frutiger. Denken und Schaffen einer Typographie

The book that you are holding is the result of many conversations between myself and
friends from the profession, conducted over a period of two years at my studio in Bremgar-
ten near Bern. Erich Alb, Rudolf Barmettler and Philipp Stamm used their subtle but — at
the same time — direct questioning and discussing to awake in me memories that, for years,
had been deeply buried. For that I am grateful to them. We met once a month, and talked
about my typeface design work in chronological order. It was almost like living my profes-
sional life all over again, beginning with the school in Zurich, through my time at Deberny
&Peignot and then on to Linotype.

Without the discussions between specialists, my friends in the profession, and other
advisors, this book would never have happened. My thanks go to Heidrun Osterer, Philipp
Stamm, my above-mentioned colleagues, and to Silvia Werfel, who transformed the tran-
scripts into proper German.

PREFACE 7



Introduction
How to use this book

Book structure

This book is divided into three sections: typeface chap-
ters, explanations of typesetting technologies, and
pages dedicated tologos.They have been ordered chron-
ologically. In order to follow the development of Adrian
Frutiger's type designs clearly, the typeface chapter se-
quenceis based on the year of the design of the typeface,
not of its publication or production; in many cases the
dates are very widely separated. Since the designs are
seldom dated, and the correspondence does not always
provide the relevant information, in some cases the se-
quence cannot be definitively verified. In addition, many
typefaces were developed in parallel.

Typeface chapter structure

The structure within the chapters themselves is largely
chronological, from the conception of a typeface through
to its development, publishing and marketing. For the
analysis atthe end of every chapter (sample text, typeface
dimensions, typeface comparison, height comparison),
the digital version of the typeface was used, since it
contains the character sets of every available weight.

Chapter titles

Lowercase letters are not available in every one of
Adrian Frutiger's typefaces. To maintain visual cohesion
throughout the book all chapter titles were set in capi-
tals.

Column titles

Adrian Frutiger’s typefaces are classified as book type-
faces, jobbing typefaces, signage typefaces, corporate
typefaces and type-design projects. This classification
can be found next to the page number. Additionally,
logos, wordmarks and typeface production are similarly
annotated.

Typesetting technology pages

Adrian Frutiger developed many of his typefaces in light
of the then-current typesetting technologies, beginning
with Egyptienne F through to OCR-B and to Frutiger
Neonscript. So that readers who are not overly familiar
with the technology may better understand the reasons
behind a particular typeface design, the mostimportant
typesetting technologies have been given short descrip-
tions in this book. Each technique is introduced before
the typeface chapter where it is first used.

Logo pages

The myriad logos and wordmarks produced by Adrian
Frutiger and his co-workers are extremely hard to date.
Often the companies are no longer in business, or they
do not keep an archive or record of such things. Often it
is simply not possible to find out for whom a particular
logo was designed,and whetheritwas indeed ever used.
For this reason the logos are gathered together in un-
equal time periods on a single page. The arrangement
and descriptions are as precise as the available informa-
tion allows.
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Wide text columns

These contain Adrian Frutiger’s own words from the con-
versations with Erich Alb, Rudolf Barmettler und Philipp
Stamm. The editors have checked the accuracy of the
names, dates and other facts as far as possible, and have
also expanded the information where necessary. Addition-
ally, where necessary, the text has been supplemented
with quotations by Frutiger from other sources.

The first-person text has been set in Egyptienne F. By
doing this, this typeface — which had fallen somewhat
out of fashion when it was chosen in 2002 - should reach
anew audience.Indeed,inthe lastfew yearsithas become
a popular body text for magazines in Switzerland.

Narrow text columns

The text in these columns is set in the sober, geometric
Avenir. Written by the editors, it illuminates the further
interrelation of Adrian Frutiger's type design work with
reference to context, creation and use. It also contains
each typeface’s history and technology.

Character set comparison

Each chapter contains a comparison of the character
set in the original setting technology and in the digital
font.

Sample text

As an illustration of the text image, each typeface avail-
ablein digital form is given a page with trilingual sample
text in various point sizes. The sizes are adjusted from
chapter to chapter for optical consistency. The kerning
and leading are harmonised with each other. The respec-
tive details are found underneath the sample text.

Typeface measured analysis

For typefaces with several weights, the proportions of
height to width of the normal face are given as well as
the black and oblique. For the calculation of the propor-
tions a fixed cap height of 10 cm was chosen. The letter
proportions of Hno were measured, along with the
weight of vertical and horizontal strokes.

Typeface comparison

This compares Adrian Frutiger's typeface with two other
similar typefaces from different designers. The choice of
comparison typefaces was made according to similarities
in character and form, as well as the year of creation. The
printing typeface classification plays only a subsidiary
role. Using the chosen characters, the differences be-
tween Adrian Frutiger's typefaces and the others are
demonstrated.

Height comparison

In the more comprehensive chapters the typeface com-
parison is supplemented by a height comparison. For
the measurement of typeface height (red figures), a cap
height of 1cm was used. Additionally, the proportional
relationship of ascenders and descenders to the x-height
is given (black figures).
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Linotype Univers**
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Deberny & Peignot

As work on the Lumitype progressed and the first classic fonts had been drawn, we turned
our attention to sans serif fonts. Charles Peignot was in no doubt that the foundry's best-
selling typeface, Futura — known in France as Europe — ought to be included in the range.
Isuggested another project to him because I felt that Europe was no longer contemporary.
In the ‘Univers special edition’ of TM 1/1961 /33/ I stated my reasons:

“[...] The simple rhythm of classical architecture is reflected in the typefaces of the
time; inner spaces and blank spaces have the same value, their arrangement is determined
by one unit of space. Modern architecture seeks new rhythms. Even sans serifs no longer
possess the classical equal space for counters and right side bearings; the counters are
more open and the spaces between letters narrower. This is one of the most pressing ques-
tions of design asked of new sans serifs. The influence sans serif type has had on typo-
graphy has gone hand in hand with all other kinds of revolutions over the course of the
last hundred years. Lithographic business card fonts were cut by most type foundries at
the end of the last century. Some of these old sans serifs have had a real renaissance with-
in the last twenty years, once the reaction of the ‘New Objectivity’, with its geometrical
principles of construction, had been overcome. A purely geometrical form of type is un-
sustainable over a larger period of time. The eye sees horizontal lines thicker than vertical
ones, a perfect circle looks misshapen when used as an O in a word. Our time seems to
have found its expression in concrete. Modern concrete buildings aren’t necessarily geo-
metrical; their forms have tension and liveliness. Type has to have these things too.[...]""

Ihad learned as a student under Walter Kach in Zurich to model sans serif shapes on
those of classical antiquas. My first drafts of a sans serif face date from this period (see
page 21). As a continuation of these studies I finished the first drawings for Univers in
winter 1953 with the word ‘monde’ /167, which I sent to Emil Ruder, the typography teacher
at the Allgemeine Gewerbeschule in Basel, for his opinion. He suggested minimally widen-
ing the characters /06/. He also thought that the letter shapes should be oriented around
classical — antiquas. We determined that “in the regular weight, applying the roman prin-
ciple to the capitals would be desirable, that is narrow letters with two square shapes on
top of one another (BEFPRS) in contrast to the wide shapes that touch on being square
(OCGNH). Looking to the planned narrow and expanded weights, all letters would have
to be more or less evenly balanced.”? So I came up with some designs based on Capitalis
Monumentalis 709/, because even the M with its spread legs /157 wasn’t consistent in the
various degrees of width and boldness. The classical double loop shape of the g was re-
jected for similar reasons, it looks forced in narrow, small and italic weights.

Before I started drawing the typeface I designed a construction diagram for myself
112/. These are only sketches, as I wanted to know first of all whether it was doable to go

88 TEXT TYPEFACE

Photon-Lumitype photosetting
Machine setting | photosetting
CRT and laser digital typesetting
PostScript digital typesetting

— Deberny & Peignot 20

— Deberny & Peignot 20121
- Monotype 21
- D.Stempel AG | Linotype 21
- Adobe | Linotype 27
Bitstream® 22
Linotype™ 63

Univers owes its existence to the cour-
age and progressive spirit of Charles Peignot, who had
the foresight to back such an unprecented project. For
the first time ever a large typeface family was launched
without first testing a few weights on the market.? Fruti-
ger’s sans serif design from his time as a student at the
Kunstgewerbeschule in Zurich in 1950/51 served as the
starting point.* (see page 21). Made easier by new in-
expensive type production methods for Lumitype photo-
setting, 21 weights /01/ were conceived in the sense and
knowledge of a demand for a functional, contemporary
typeface.

Inthe Swiss Typographic Magazine TM/STM 5/1957, Emil
Ruder writes that “it seemed hopeless to embark upon
such a huge venture that would try the endurance of both
the designers and the company. What convinced us that
it would be a success? We believe in the need for a big
step in the field of type design. One can feel the urge to
rise above the superficiality of the day and create some-
thing of real substance. Moreover we believe in a sans
serif renaissance.”®

Emil Ruder is talking about sans serif in the sense of a
universal typeface for all kinds of uses including book
and newspaper setting. He thought Univers was proving
versatile enough to fit the bill, and it was proved so when
TM editor, Rudolf Hostettler, started setting his magazine
entirely in Univers from 1961 onward. Other exemplary
designs and publications followed, particularly from the
Basel school, giving Univers ever more exposure and so
contributing to the worldwide reputation of ‘Swiss Typo-
graphy’. Special merit goes to Emil Ruder and some of
his Basel students who would go on to be famous typo-
graphers: Fritz Gottschalk, Hans-Jiirg Hunziker, Hans-
Rudolf Lutz, Bruno Pfaffli and Helmut Schmid to name
but a few.®

In the plain, objective, unembellished world of ‘Swiss
Typography’, asymmetrically arranged and set in only a
few, contrasting weights and point sizes, the elegance
of Univers was especially noticeable. Univers brought
international fame to Adrian Frutiger. It showed that a
great type designer was at work.
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P _ _ ) . : ...5_ S ) Adrian Frutiger (seated) inspects
T T ey f - a s - the final artwork of Univers 83
| by Ladislas Mandel, with Lucette
|

: | Girard in the foreground.
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First artwork of Univers 55

for Deberny & Peignot, 1953/54 —
the curves are rounder and
smoother in the finished version.

104/

Paste-up of Univers 49 with photo-
graphic reductions of the hand-
drawn originals — the upper-case X
has been stuck on upside down.

vez-vous goute le fameux whisky que 'ai beaucoup
vendu
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/05/

Final artwork with baseline and
widths marked — black ink on card
with corrections in pencil.

6

107/

The diagonal 6 was rejected,
the deep cuts in the 8 for photo-
setting make it appear like a
caricature.

108/

The curved end was drawn
according to the sketch, but the
transition from the long s to
the round s is much smoother.

=

r’ﬁ*—r

106/

Widened counters, at Emil Ruder’s
suggestion, made by cutting

the card and inserting a strip.
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from tight, fine letters to wide, bold ones. I just wanted to check the whole spectrum. I de-
cided that the vertical axis should be the right side of the stem.The line had to be the same
for each weight. The stroke width was on the left, it was exactly the same within each
weight. On the right were the widths, from narrow to wide. This ‘accordion’ wasn’t math-
ematical, I determined the stroke widths of the single weights and also the letter widths
by feel. The letters became almost equally wide in their corresponding widths.That means
that an n from the light weight had — from the right edge of the first to the right edge of
the second downstroke — almost the same width as an n from the bold weight.This diagram
represents the idea, the whole thing isn't identical to the finished Univers shapes.I used
the n for the diagram published in TM 5/1957, but I changed it to h in later publications
because of its ascender. There too the letter widths were presented as being mathemati-
cally identical, which looked more scientific /33/7

During my first visit to Photon Inc. in the USA, who, after Méridien, had also taken
on Univers, one of the people responsible for type came up to me and showed me a whole
batch of films with Univers letters. He laid them one on top of each other on a light box
and confronted me with lots of calculations. He was looking for a mathematical connec-
tion between boldness and width and couldn’t figure out how I'd calculated it. Some of his
results coincidently led to a connection with the Golden Section. When I told him that I
had worked out the basic type grid by intuition, he was nonplussed, not to say disap-
pointed.

I constructed Univers on a horizontal-vertical axis. That was my starting point. All
the different weights of width and boldness came from this cross, even the terminals fit
inside in /33/. Univers has horizontal terminals at the ends of the curves like uncials /09/.
was aware that in the regular weight a diagonal, classic curved end would have been nicer,
but I wanted to make 21 weights and I couldn’t cut the narrow weights diagonally, it just
didn't look good. The horizontal ending was a matter of consistency for me, with respect
to the whole font family. The t is an exception. The t arc ends vertically rather than hori-
zontally /11/. All letters with a tight radius have this ending, that’s fjr and t. The slanted
cut of the t demonstrates my respect for writing with a pen. I never liked it horizontal, a
tisnotacross.Ididn't do a slanted cut in the ampersand /28/, because to me that character
is composed of two capitals, E and T.

Much later, in the 70s, there was a further diagram s14/. This study for the Linotype
company, with the title ‘“The Definition of Medium' had the following problem: readers are
used to a certain proportion between black and white. As soon as that proportion changes
a bit, readers find it unpleasant. It's a subconscious thing. A lot of foundries had to add
another weight, the so-called ‘book’, to the regular one because of that. They'd seen that

109/

Historical scripts:

Greek lapidary, 5th—4th century BC;
Roman Capitalis Monumentalis,

st century AD; Anglo-Irish
semi-uncials, 8th century.
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Greek lapidary script /09/ is the
origin of sans serif type. The idea was seized upon some
2000 years later for typefaces in the early 19th century.
In France, sans serifs are known as antiques, in reference
to their ancient origin, and some contemporary type-
faces include it in their names, such as Antique Olive by
Fonderie Olive, or Antique Presse by Deberny & Peignot
/40/. Universtoo, prior to being named, was known simply
as Antique 715/ at Deberny & Peignot.®
The Roman form principle of letters, based on square,
circle, triangle and upright double square /09/, may seem
an ideal archetype for Univers, but impractical for plan-
ning a typeface family made up of four different widths
and two slopes. Frutiger brought the cap widths into
line like Greek lapidary script and unlike Futura, which is
based on the Roman principle of Capitalis Monumenta-
lis. In doing this, he conformed to the neoclassical sans
serif proportions of the 19th century.

Uncials originated in the 3rd century AD.The use of parch-
ment paper and pen changed the shapes of capitals.
They became rounder and softer, and some ascenders
and descenders started to appear. Small letters began
to emerge from the capitals. This was perfected in the
Irish-Roman semi-uncials /09/, where the stroke ends are
broader with horizontal terminals. This is what Adrian
Frutigeris referring to when he speaks of uncial terminals
in Univers /11/.

Adrian Frutiger always lets his visual intuition guide him,
and only afterwards does he try to find principles to
explain the facts. A comparison he made between the
proportions of classic and modern typefaces relates
them to classicand modern architecture (Greek temples,
Bauhaus) /10/. The missing serifs mean that sans serif
faces do not have equal spaces for counters and side
bearings any more as they had before. The counters are
more open, the spaces between letters (sidebearings)
narrower. This reflects the thoughts of his tutor, Walter
Kéch. Some of the essential form principles of Univers
were adopted by Frutiger from Walter Kach.?

/10/

The downstrokes are evenly spaced
in serif typefaces — sans serifs
have a more varied rhythm like
modern architecture.

mund
mundi

Adrian Frutiger talks of uncial
terminals since uncial is the
only historical script with letters
that sometimes have horizontal
curved ends.



their first version was too delicate or too strong for a text face. That's why I found it
interesting to define what a regular weight is.Ilaid a grid over the letters of classic type-
faces and could later see exactly what relationship there was between both parts. I now
had the means to apply this ratio to a sans serif typeface. Converted into a grid with units
it gives a lowercase n with the stroke width of one unit a counter width of three units and
one unit each for left and right side bearing. A whole letter is then five units wide, with a
relation of five and a half units in height.

I determined the regular weight of Univers together with Emil Ruder. He was a great
help to me.We looked at it in the reduction and discussed it for a long time, how the width
should be in relation to height and white space. He'd written his corrections, like opening
the counters, on card in the final artwork. That's how Univers was made, after many
constructive discussions with Emil Ruder. Univers 55 is my most successful ‘Medium’.

The choice of name was important commercially. It was talked about early on, when
the project was first laid on the table and journalists started to write about it. By 1956 it
couldn’t simply be called the ‘the new sans serif by Deberny &Peignot’ any longer. Gener-
al director Stanislas Boyer, Charles and Rémy Peignot and I chose the name.” We started
with my test word ‘monde’ — after Europe we were anxious to branch out further than
Europe —Iwas sure that ‘monde’ wouldn't work, because it would be understood as ‘Mond’
(moon) in German. Boyer suggested ‘Galaxy’, and Rémy came up with ‘Universal’. If we
were talking large dimensions, then why not go all the way? So Charles Peignot turned it
into ‘Univers’, French for the universe.

To represent the 21 weights of the Univers font family I used uppercase H and E and
the word ‘monde’ in my diagram s16/. I would show the regular weight first and put the
four bold weights next to each other. At the bottom I put the narrower weights and right
at the very bottom I added the wide ones.I quickly realised that the wide weights belonged
at the top instead /17/. Then I mirrored the whole diagram and turned it 90 degrees, so that
the bolds were at the bottom, the lights at the top and the wides on the left with the narrows
on the right. That's how the weights were numbered in ascending order /1s;.

As already mentioned in the ‘Caractéres Lumitype’ chapter, there was trouble in
naming the weights /16/. I had already introduced a numbering system for Lumitype fonts
in order to make ordering easier (see page 76). That served as the basis for the Univers
numbering, the first digit stands for the stroke width and the last digit is width and slope.
Uneven last digits are upright weights, evens are italics. Univers is constructed like a star.
“55was the starting point; its black-white relation is meant for book setting. Its neighbours
to the left and right (all the fifties) have exactly the same stroke thickness. What changes
aretheinnerspaces and side-bearings, which result in the narrow and compressed weights

13/

Identical stroke widths in different
widths and near-identical widths
in different weights of Univers

by Deberny & Peignot.

14/

Frutiger’s definition of the Medium
(1970s) showing the ratios of the
x-height to stroke width, counter
and character width —

Univers 55 is behind it in grey.

335=

A

™

55

n2/
Schematic diagram in four

weights — development of curves
and counters of the compressed,
condensed, regular and 7
extended typefaces.
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115/

First type sample of Univers from
1954 with text in four weights —
the uppercase M still has spread
legs.

Les périodes de grandes architectures correspondent
a des sommets de la civilisation et c'est un lieu com-
mun que d'apprécier les nuances de la forme des civi-
lisations au style de leur architecture respective.

Mais I'architecture d'une époque reste.en tant que
moyen d'expression d'un idéal, celui d'un groupe
d’hommes,d'une communauté, d'un peuple.

La typographie est un moyen d'expression non moins
complet.

abcdefgh Rien de surprenant au fait que le graphisme
ikl d'une époque, correspondant a une évolution de
Frstuvwxyz la culture chez un peuple, détermine, révéle ou
B CDEF exprime un tempérament ou une tendance do-
minante de la culture de ce peuple. Il est notoi-
SR rement évident que la typographie allemande a
été tres longtemps marquée par la gothique,
considérée comme caractére représentatif

antique
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Le vingtieme siécle cherche son expression typo- e

Le vingtiame siécle cherche son axpression typo-
i doute sttend-t.il Ii
machines & composer photographiques qui ne

1l existe une évolution de la typographie pa-

a des sommers de |a civihsation et Cest un lieu com
graphique; sans doute attend-til lintervention des e ke
machines @ composer photographiques qui ne
manqueront pas d'influencer le graphisme de la
deuxieme moitié du siécle. Enfin il faut considérer
qu'il existe aussi une typographie dont le rythme
de renouvellement accéléré correspond aux appé-
tits démesurés de la publicité

hisations au style de leur

Mars Farchiiecture d une epoque reste en tant que
moyen d expression d un ideal. celu d un groupe
dhommes.d une communaute. 6 un peuple

La typographie est un moyen d expression non moins

Riea de surprenant au fait que le graphisme
dune époque. correspondant & une évolution de
1a culture chez un peuple. détermine. révele ou
exprime un tempérament ou une tendance o
minante de la culture de ce peuple. I est notoi-
rement évident que la typographie allemande a
&16 tres fongtemps marquee par la gothique,
considérée comme caractére représentatit

pas dinfluancer le graphisme de la
itié du siecle. Enfin il i

quiit existe aussi une typagraphie dont le rythme
de renouvellement accéléré correspond aux appé-
tits démesurés de la publicité

une évolution de la typographie pa-
celle de l'architecture, sa puissance
d'expression est plus subtile sans doute mais
#vidente, Elle se manifeste dans tous les do-
maines et co o

cher la typogra,
livres 4dités & I a
lettre est par définition une création spirituetie

ralléle a celle de Farchitecture, sa puissance

" d'expression est plus subtile sans doute mais

évidente. Elle se manifeste dans tous les do-
maines et ce serait une erreur que de recher-
cher la typographie exclusivement dans les
livres édités a lintention des bibliophiles. La

lettre est par définition une création spirituelle
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The 'HE monde’ diagram 716/
shows the 21 Univers weights in a first undated slightly
rough depiction. The handwritten names of each weight
in two languages are still numberless on the yellowed
photographic print. Two slightly reworked diagrams in
English titled ‘Universal family’ and ‘Sanseri’ /17/ proba-
bly followed soon after, accompanying a memorandum
by Louis Rosenblum from February 1956. The weights
have different names in all three samples, which shows
how problematic the definitions were. In the same note
some names are mooted about for the new ‘Sans Serif’
by Deberny & Peignot. ‘Universal’, ‘Constellation’ and
‘Cosmos’ are suggested."

In TM/STM 5/1957 there is an improved, more clearly ar-
ranged version.? Itis the first to include Adrian Frutiger's
(Lumitype) numbering system, integrated in the ‘'monde’
diagram /18/.This weights diagram would become a sort
of trademark for Univers. D&P, ATF, and, later on, Haas
foundry used it for type samples and advertisements.
Rémy Peignot in particular created innovative versions
of this diagram: sometimes the rectangles are frames,
sometimes they are black or coloured areas, and some-
times they serve as a window to the universe /37/.Rémy
was also responsible for the ‘univers’ /19/ diagram with
empty spaces for possible extensions of the type family.
It served to demonstrate the dimensions of the Univers
concept.®

Bruno Pfaffli, typographic designer and colleague (later
to be studio partner) of Adrian Frutiger's, also made a
Universdiagram /01/ which later became a real trademark
of Univers. Designed for American Type Founders ATF
in 1962, it was first displayed in Monotype Newsletter
130/1963. Reduced to the essentials, with only the letter
u in all weights, he takes on the task of designing the
arrangement of the diagram. What stands out is the 16°
incline of the Univers italic weight, unusual for a sans
serif.* Along with its large variety of weights, this eye-
catching italic became one of the main typographic
merits of Univers, as can be seen in the advertisements
for Monotype by Hans-Rudolf Lutz /36/," but also as a
working typeface. Words set in Univers italics can be
found most easily in text bodies, which, sadly, is normally
not the case with other sans serifs.

/18/

The diagram from TM 5/1957

has the correct arrangement of the
21 Univers weights, which are
numbered accordingly.

monde | monde
g monde ._ﬁﬂ-é;dem;&na’e
::nnnde Iinonde -Tnnde
;F'nnnde monde monde
monde

A3

appear semi-bold and bold. In the extended weights, on the other hand, this makes them
look thin. This principle was applied to all weights. For this reason it was necessary to
attach a bold 80 for the extended widths and a 30 for the compressed ones.”" The 83 ap-
pears nearly as bold as the 75. The same goes for 39 in comparison with 47. Later I asked
myself whether it was right that this way a light stroke width appeared to become a regu-
lar stroke width in a compressed weight, or whether it would have been better to adapt
the stroke width optically. I happened to have it like that in my diagram, and figured if I
corrected anything the grading wouldn't be right anymore. In the end it was more of a
matter of logic for me than harmony. It could be regarded as an error, but I did it con-
sciously. In later adaptations for photosetting this was changed.

Initially Univers was intended for Lumitype. Nevertheless I did my final artwork inde-
pendently of photosetting methods, on Bristol board with opaque white paint. For me the
only way was to deliver drawings ready for cutting and casting. At that time I already had
colleagues to help with the final artwork. My best helper was Lucette Girard. I finished all
the regular weights with her, based on the drawings stuck together, which Emil Ruder had
reviewed. Ladislas Mandel tackled the wide weights /03/. He introduced new working meth-
ods, scraperboards and stencils for drawing curves. Albert Boton, who was new in the
studio, did the narrow weights, which were slightly easier to draw. Only once the final art-
work was ready were the optical corrections for photosetting addressed.The regular weight
was more or less okay, but the bold and compressed weights were pretty bad.Ihad to draw
some awful caricatures, put serifs on and make huge cuts in the angles so that the type
would look right when exposed /07/. It was one heck of an ordeal!

The fact that Charles Peignot had taken on the Univers project was an enormous gift
for me. It took quite some courage on his part to decide to make it for hot metal too. I
worked out that there were 35000 punches to cut. Peignot saw that sales of Europe were
dwindling rapidly and that the foundry was in danger of going down. Univers gave the
many engravers much-needed work and the foundry could survive another few years.”

When manufacturing the lead characters, we determined that Univers had a good set
on Lumitype, so we kept the character widths. So that they always remained the same, I
devised a system of steel templates. They were inserted in the casting device with the
corresponding width and then the letter was cast.The casters worked in the morning when
they were still sober and tidy. In the afternoons there were some who filled their bellies
with a few litres of wine. Unfortunately I left too much right side bearing and they had to
be recast.

Of the originally planned 21 weights for hot metal setting, 20 were made, though not
the 49 weight under 10 pt. There were only 20 weights for Lumitype photosetting, the 39

19/

Rémy Peignot’s Univers diagram
from 1957 — published in TM
11/1963 — shows possible extensions
to the 21 weights.
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weight was missing as it led to problems with exposure. The entire range was completed
for Monotype and Monophoto. The vast number of font weights — the first time for ones
based on the same basic concept — enabled the designers to fit the ‘clothing’ to the content
and not the other way round. Something light and dainty could be set in light condensed,
something very heavy in black extended Univers. Later Linotype and other manufacturers
added more weights — whatever they may be called, they're not all mine. I felt like the
sorceror’s apprentice who forgets the magic word.

One of the things to decide about shape was the size of the capitals. The different cap
heights was just theory in the Univers project /33/, it would have complicated the whole
hot metal production. The engravers would tell me that it was out of the question for a
caster to take an E that wasn't on the base line, it had never occured in their lifetimes. I
instantly backed down. However, Emil Ruder thought it was good to draw the uppercase
letters slightly smaller than the ascender, which was also discarded because of the rela-
tively tall x-height. He was of the opinion that a text image ought to look roughly the same
in any language, no matter if it was German with lots of capitals or a romance language
with few of them /35/. In TM 1/1961 Ruder demonstrates a text in three languages — German,
French and English — and says that Univers works for all of them, which is not entirely
true in my opinion. Anyway I've changed my views on it with the passage of time, because
the reader benefits from a clear distinction between upper- and lowercase. The capitals
aren’t conspicuous in Univers because of the white spaces. In M and N, for example, the
leg isn’t covered by the main stem, it's next to it. This sideways shift allows as much light
to enter as possible. There is no concentration of black, due also to the conical shape of
the downstrokes /33/. This was important for the project as a whole and for the gray areas
of the text. Univers doesn’t form patches in print, like Akzidenz Grotesk for example, be-
cause the uppercase letters are only drawn slightly bolder than the lowercase.

Imade myself stencils in order to get the curves, like the o exactly right.I remembered
just how much time we used to spend drawing under Walter Kach until he was satisfied. I
would draw an o and cut a stencil out of tracing paper from the best quarter. I would then
hold the tracing paper against the edge of the table and sand it until the curve was perfect.
I drew my o using this stencil, both inner and outer shapes. I also drew gpgdb the same
way.The inner shapes of both round and half-round letters were the same in principle. What
varied, on the other hand, were the curves in the stem connections. As long as the counters
were equally round, that was the main thing. Ascender and descender were just added. It
doesn’t require different letter widths. It’s simply like a knitting mesh, and each square
in the mesh is the same. I always stuck to this basic principle. Apart from the c, which I
drew narrower. Because of the white entering it, the narrow c looks as wide as the o.

120/ 122/
Breite Magere Grotesk by
Schelter & Giesecke around 1870 —
the version shown is by
Haas'sche Schriftgiesserei.

BORNE: Hatte die Weltgeschichte ein
Sachregister, wie ihr Namensverzeich-

nis, so kdnnte man sie besser beniitzen. News Gothic

Venus Grotesk
Monotype Grotesque

Record Gothic

121/

The a shapes of the original
Akzidenz Grotesk vary greatly in
comparison to Univers, which was
conceived of as one family.

ddada Adaa ddaa
dadad daaa dda
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Sans serif faces from the first half of
the 20th century have diagonally cut
curved ends — they look as though they
have not been properly executed yet.

Akzidenz Grotesk

Reform Grotesque

The first sans serif typeface dates
back to William Caslon IV in England, 1816 (see page
335). Going by the circular O, it can be classified as
geometricin style. Some twenty years later English type
foundries started engraving more and more static
grotesques, based on the classical fundamental shapes
of rectangle and oval. The capitals are of the same width
optically, round letters tend to have the closed form, like
in classical roman and uncial. The stroke contrast varies
greatly among early sans serifs, sometimes strong and
sometimes low contrast.

To begin with, sans serifs were jobbing faces for posters,
advertisements and packaging, mostly in bold or bold
condensed type, always capitals only. Outline and
shadow varieties appeared early on.In1834 the first sans
serif face with lowercase appeared, Thorowgood'’s bold
condensed Seven-line Grotesque.'® The leap from job-
bing fonts to text fonts would take another forty years.
In 1870 Schelter & Giesecke in Leipzig released Breite
Magere Grotesk and in 1880, Breite Fette Grotesk."? De-
spite the width implied by their names, both typefaces
have normal widths - in the lowercase at any rate — and
are only wide compared to other sans serifs, which were
mostly bold condensed. The Schelter grotesque is the
mother of all static grotesques. Royal Grotesk by Ferdi-
nand Theinhardt was very important to the next gen-
eration. It, too, was released in 1880, and has been avail-
able as Akzidenz Grotesk light from Hermann Berthold
in Berlin since 1908.2°

The British, German and American static grotesque type-
faces from the 19th century and early 20th century that
are still well-known, such as Akzidenz Grotesk, Monotype
Grotesque, Venus Grotesk, Franklin Gothic, News Gothic
etc. all feature the same diagonally cut curve ends /22/.
There was, however,no consistency.In old type specimens,
horizontally and diagonally cut curve ends alternate,
even within the same character set /21/. The ends are
inconsistent in both upper- and lowercase. This comes
as no surprise, because fonts by several different manu-
facturers were slung together to form a ‘family’. There
is yet no sign of the uniformity that was to become so
characteristic of sans serif design in the 1950s.

It was this essential aspect that split Swiss designers
forever into two camps. Emil Ruder extolled the advan-
tages and optical measurements of Universin TM/STM
5/1957 and in the special edition 1/1961, /33/ and let

123/

Sans serif faces from 1954-62
have horizontally cut curved ends
and are more balanced and
matter-of-fact.

Univers
Helvetica
Folio
Mercator
Recta
Permanent

124/

The uppercase M of Maxima

by Gert Wunderlich has spread legs
like the original Univers design.

Maxima



students experiment with Univers. On the other hand,
some designers —for example the Zurich school - regard
italongside Berthold Akzidenz Grotesk or Helvetica. They
deem Universtoo smooth and conformist. The same goes
for former Basel students Karl Gerstner —who designed
a system for Akzidenz Grotesk?' — and Wolfgang Wein-
gart. The latter, who taught typography at the Schule fir
Gestaltung in Basel from 1968, prefer the lively, more
archaic character of original sans serifs. Weingart writes;
“Univers became an untouchable, almost sacred institu-
tion, while Akzidenz Grotesk lay forgotten in dusty old
cases.” 22

It would appear that Swiss type design had not achieved
a great deal in the intervening fifty years when Emil
Ruderwrote, “One has the impression that most of these
typefaces weren’t made to last. Type design often runs
dangerously parallel to fashion crazes and the restless-
ness of our times. Thus we see more than afew typefaces
whose style is dated long before their technical applica-
tion is. This hunger for change and for all things unusual
is a genuine need, and to some degree we ought to
honour that. However, in the face of changing fashions
we have to create something really durable, in our case
a standard typeface.” 23

Folio, Mercatorand Neue Haas Grotesk (which was taken
over by D.Stempel AG in 1961 and named Helvetica)
were released at the same time as Univers in 1957. Recta
followed in 1958 and Permanent in 1962. All of these
typefaces have horizontally cut curve ends in common.?*
A Univers-like face called Maxima was released in East
Germany in 1970. Univers was also one of the starting
points for Haas Unica, a reconceived version of Helvetica
in 1980.%

125/ 126/

Univers was consulted for the
reworking of Helvetica into

Haas Unica by A. Gilirtler, Ch. Mengelt
and E.Gschwind.

Unica

Compared to Akzidenz Grotesk
(left) and Helvetica (right),
Univers (middle) has the simplest
form.

111
777

Ris aligature of the long s

and the round s — in Adobe Caslon
(left and middle) the long s

is included in the character set.

{s1313

129/ /30/

Univers (below) appears more
harmonious and much smoother
than the earlier sans serif faces
like Akzidenz Grotesk (top).

GKR
GKR

Imade the numerals narrow on purpose.Their character widths vary in the hot metal
version, but for Lumitype photosetting they're all 10 units. This is most noticeable with
the zero, which is impossible to confuse with the O. My numerals were always narrower
than the uppercase alphabet. This is also the case with classic typefaces, apart from old
style numerals, of course. On Lumitype we only had lining figures to start with because
there wasn’t enough room on the Lumitype disk. So there was only one 1. Monotype made
an alternative narrow version with less side bearing.

There are differences to other typefaces in the Univers individual letters. With Capi-
talis Monumentalis /097 in mind, I attached the Q tail to the exterior shape. I didn't want
to disturb the counter. The fact that the tail emerges horizontally from the Q is one of my
characteristics, it's in most of my typefaces. The curved indent in the upstroke of the 1,
like in Akzidenz Grotesk /297, was something alien to me. An upstroke is something simple
and not so fanciful, horizontal with a bump in it. Accordingly, my 1is simple, like the 7 is
too. I always clearly distinguished symbols, numerals and letters. The same goes for the
question mark /27/; its curve is cut vertically at the top, and not horizontally like the numer-
als and letters. On the printed page it should look more like an exclamation mark and less
like a 2. My ampersand /28/ was adopted by the European typesetting systems; only when
Linotype took over my Univers for photosetting for the American market did it get swapped
for the looped ‘meat-hook ampersand’. The Americans were radical, they didn't want my
ampersand at all. The diaereses on &, 6, i 132/ were designed with technical considerations
in mind. They're arranged by cap height for reasons of even alignment. The Germans criti-
cised this, because diaeresis and letter are always one unit to them where everything has
to be close together. However, I couldn’t set the dots any lower because although the
x-height for all Lumitype fonts was variable, the position of flying accents was set to a
specific height.

The best Univers remains the hot metal one cast by Deberny & Peignot. All the other
adaptations are something of a sorry tale.In 1959 the contract with Monotype was signed
—a wise move for Peignot because the expansion of these machines was a worldwide sen-
sation. Stanley Morison made the decision for Monotype. He said that Univers was the
least bad sans serif face. In their adverts advertisements they wrote, “Univers — a synthe-
sis of Swiss thoroughness, French elegance and British precision in pattern manufac-
ture.”?* The version for machine setting from 1960, where I even had some influence, is
already incoherent. There were technical difficulties. Transferring the 36 unit system of
Lumitype to the 18 Monotype units didn’t work very well. The small {, the t, the capitals —
they all seem squashed.Iwould discuss it for hours with John Dreyfus and the technicians.
I could point out that they needed to be wider than the t, but nothing could be done about

127/ 128/
One of the few inconsistencies of
Univers — in two weights the
curve is cut vertically, while in the
others it is horizontal. alternative.

227 & &

131/ 132/

Curve endings have been unified The heights of the letters are not uni-
on Univers lowercase — they form in Akzidenz Grotesk (above),
are cut off horizontally at the whereas in Univers, unusually, even
same height. the accents are aligned.

acegs HOSalie
acegs Hbalie

Because his ampersand was largely
unaccepted, Frutiger designed a
traditional looped one as an
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TM 1/1961 is devoted entirely to
Univers — A.Frutiger, E.Ruder and
P Heuer write about its conception
and production over 60 pages.
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Dve Grotesk als Drucktype. Eine Druckschrift st aufge-
baut suf gine alte geschichiliche und technische Tradi-
Bian. Al kimsische, das heilt davernde Schrifformen
kianan diejenigen buzeichnot werden, wolche aul rich.
tiger Grundlags dar historischen Schriftontwicklung
auigebaut sind und ruglsich matarislgurach pearbeise
wurden. Diose. beiden Bodingungen schieSon slizu
persénliche .Qnsncﬂnm des Schritigestalters in Hinsicht
der Farmgebung aus
Der formale Iu’cﬂu»k der bildenden Kiinste jecer
Epoche wurde von den verwendeton Mateishen be
sinflul. Im Altertum sind es rober Stein und Hole;
spbtar wurden die Steine poliert und das Holz gehobet
das Metall kam dazu; heute sind es Beton. Glas,
Plastic usf. “walche die Konstruktionsméglichkeiten
unendich arweitarn. — In jedem Zeitalter hat des
bearbeitete Matarisl auch der Schrift Rhythmus und
Form verfishen: Sioin — Lapidarschrity
Kapitaks, Pergamant — van dar Rumi
und Blsigus
wich - Antigua und Schreibschrift, Litho - alla Pransa.
und

Jecde Schrift trisgt das Wesentliche ihrer Zoit in sich,
Dig gedisgens Form der Korosse aus dem 18l

Schriften der Gegenwart wisderfinden. (8}
Der einfache Rhythmes dor ksssiichen Architokur
i o 2 i

und hetehan War,
i Gliderurg ist von einer Raumeinhen bestimmt. Dis
i Asich

da Gratesk hat nicht mehr den Klassischen, glekch
wertigen Raum fir Punen und Flsisch; dw Punzen
sind offener, dis Twischenrbums swischan Buchstaben
enger gahahion. Dies is1 eino der wichtigaten Gu\nl-
dia sinar [i]
bnr EIHFIuEdll Groteskschrift suf dis Typograghis he
0 letrien hundaert Jahren ganz lllmﬂhhch uM

n. ndin
Dia lithographischen Kartonschrifton wurden !mmcm
letcton g -

in Druckschrift gescheinen, Einige disser shen Gro-
tesken erlobten in Gen leteten Twanzig Jahran sing
g in Roaktion dar Newen

mit ihren g
prinzipen lberstanden warden war.

Eire rein geometrische Schriftform ist suf die Daver
nicht haitbar. Das Auge horizantate Striche dicker
sls vertikale, der parlakie Zirkalkrais als O scheint un-
frmig und sticht im gesetzisn Wort haraus. — Unsars
Zuit scheint ihren Ausdruck im Beton gelunden zu
haben. Der moderna Betonbau ist aber nicht unbedingt
‘eometrisch; dis Farmen sind gespannt, lstendig. Die
Schrift mub os auch sein. Auf geometrischen Grund-
iagon sufgebaut, ki die Linden frei spielen, zum
Zwecks, dab sich die einmslnen Buchstaben in ikrem
Ausdruck findon und in Wart, Zeile und Seite v sinor
2usammenhangenden Struktur verbindsn,

s L A

e e i b i e b e e e o

Dir maderns Resarses hat neos, e
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jon. Otven: At
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Der Werdegang der Univers
Adrian Frutiger, Paris

Uber die Grafesk im aligemeinen. Meing ersio Begeg-
nung mit der Lapidarschriftform geht zuriick in den
Antang meiner Schriftsotzerlahraeit. Die Mengen Blei-

mich noch gegebane Dings. welche unverdnden go-
hardhabit wisrdan, Dor Sine Tar ihe ordnendes Zussm-
mansatzon fehite mir Ganz, ich fihite keine schéperl-
3chy Ancegung, die Buchstaben sls Bauslemants 2u er-
Kenmen wnd damit 2u gestalten, mit andern Worten: ich
war kein Typograph.

kraft wverloihan kdente. Die Lust fehite nicht. neve
Schriften zu gustalter. dio dem Bilde niher kommen.
Diu ist o8 nicht mbgheh, snders varzugehen, s sul
den Ursprung rurickiugredfon. Das Problem Grod-
und Klsinbuchstaben taucht dabel aul. Die formal und
Intelieituell komplizierts Verbindung zweler so grund.
warschisdenor Elemente macht es von Anfang an
schwer, an sinen kiaren, einheitichen Formenaufbau
2u schreiten. Seit Anfang des Jahrhanderts hat es stats
spurisios; gegeben, walcha ontwedar nus mit Grofl-

oder pur mis arbaiteten.

Dagegen fihize ich von Anfang an grobe Lust zum
Schriftschreiban. Micht sigenthch im Sinne des kalli-
wraphischen Viel: und Schénschreibons. sondern im
Sinne \‘ln&hralbwrslnman sich, in der notwendi-

Charles Peignot und Cassandre hatten den Mut. ein

e 2ur Gastaltung
authartischen Form.

und der Karolinger Minuskel,

Die Mathode, den mit
Groteskiormen zu beginaen, die mét der Redisfoder
geschrisben warden, habe ich erst viele Jahre spiter

in allar . die nach
Vereintachung streban, fragt man sich. ob es noch ge-
rechfertigt sei, zum Sm aines normalen Textes funf

bate o Versalion, Go-

als villig falsch orkannt. lm fidhite ich
aber schon damals, bei unzahligen Ansitzen zum
«Schinschreibem, die Unlust. welche in sinem Wark-

zeug lisgt das nicht vom Material her geforme wurde,
umdnm eine inteliekiuelie Erfindung ist. Olnle I!Nm!

imaine [garadestsbend n Kursiv) und Kapitalchan.
Toloschroiber und -setaes arbsiton in direkiar Linis um
i ganze Erde; ihre Ausdrucksminal sind baschrinkt;
beschriinken helt nicht verarmen: oft sind aus der

runde Fliche, die in jeder
Dicke ziekt mi rikdaren Ansst

neus, lebendige. der Zeit angepafite
. (4]

bisibt mir in unangenehmer Erinnecung. Meine e
Begegrung mit Grotosk war also eine schlechin: sie hat
mir abar spdtor viel geholon rur Erkenmiris, dad
Seheiftfarmen mur dann gut sind. wenn Matseisl und

Als ich spitar selbst dazy kam, Schriliumarricht zu er-
tedlen, ersetrie ich als VorGbung das Papier durch flach-
gestrichare Tonerde und die Fedar durch eine Zwei-
puniireglette. Die sinfachste Formgebung durch Ein-
driscken eines elemantaren Striches richiet die volle
Kanzentration auf die Bastimmung der lanan- und Zwi-
schanriume. van welchen dis Schénheit siner Schrift
2um groBan Tail sbhaege, (1)

D Lapidarschedlt oder Grotesk ist in ihrem eiganll-
ehen Weson eino geritzte oder gemeiSelis Form. Inre
Sirengo und Reinheit liegt im Widerstand, den das Ma-
torial (Schiefor, Stain} dom Werkzoug (Griffel, Meifiel}
beim Arbeitsvorgang leistet. Je groSer der Widerstand
ist. desto klarer werden die Formen. Die sinheitliche
Formgebung aines gleichenifigen Striches i das ele-
mantare urd natarfichsts Ausdrocksminal: mit sinem
Stuckon oder Stain fitzen, mit Kohle oder Kreide schrel-
ban. Auch Blolsaift und Kugelschreibss haben diese
Eigenschatten, und sie sind unsers meissgebrauchten
Schreibizsuge. |3)

Diesa Lisbe zur Urform und dieser Hang zur klarsten,
strongston Art, Schriftiormen suszudricken, wurdan
in mir wach bei dor Begegnung mit Alfred Willmann
in mainer an der Kunstigewerbeschule Zurich, Seine
grobe Einsicht Gber Formenwerte, sein strenges Aul-
bawen, saire schipfarische Kralt iborhaups warsn i
mich grundlagends Erfahrungan. {2)

In Gegaewart ven artiken oder such modernen Kunst-
warken groSer Reinbeit suchta ich oft verzwaifelt nach
winer Druckschritt, wedche such dem Text Ausdrucks-

= = oo | e [ e
e | | e
L ) )|

junivers |
w
Die Unérars. Im Jahre 1958 wurda mir die Aufgabo
gesteli, di Markt
dar Lusmitype-Phcton 2 traffen und die Zeichnurgen
suszufihren. Beim Kapisel Grotesk wuBte ich, da8 a3
natwendig war, dem gegenwirtigen Bedirinis nach
verschisdenan Variamton von Fette und Breise nach-
Fukomeen, leh erinnare mich, sls Setzor stets ein Ge-
fishl von Verworrenhait gehabt ru haben vor der Ver.
schiscenheit in Heekuntt, Form und Austihrurs aller
Groteskarton, welche sich im gleichen Botris vor-
fanden. Aus diesen und andaen Ubarlegungen sntstand
dar Gedanks. sine Syrthese dar meistverwendeton
Schine zu machan. (9)
Die sraten Bamihungen gingon dahin, dis richtigen
Fatton zu finden, Ferie hest Dicks des Striches und ihr
Varhdltnis zum Weiiraum. Die 55 war der Ausgangs-
pankt; ihr Schwarz-Weilk-Verhdionis ist fir Buchsac
Die Mochbarn links und rechts dor 68 (alle
Funlzigar] haban genou dee selbo Mrn'\dlm ‘was sich
Bindert. sind i Innen- und Zwischonsiume, welche in
schmalen und engen Schnitien sin n-ll-mm und fatos
Bild ergaben, in dan braiten hngegen en magares. {10}
Dissos Prinzip wurde in allen verschiodonen Dickon
durchgestaliet. Aus diesem Grunda war s auch nétig.
sina Fette O 1ir dis Breun und eine 30 Kir die Engen

e beziehan irs Formen aus siner Basisiorm. Dia M.
Fatten sind mit
daren Beoitan und Lagen mit Emersteilen bezeschnat.
Ungerade Zitfarn bedeutsn geradestehende Schnitte,
gerade Ziftarn Kursivachnitto, In dar Taballenmits sind
die acht Schnitte narmaber Broitn gerads und kursiy in
vier Fotten: mager (45, 46), normal (55, 58], halbtett
{85, 86) und fett (78, T6). Links sind dis Eraiten Schnits:
normal (53), halbéett (63), fett (73) und doppelfen (83},
rachs die schmaken Schnitte garade und kursiv: mager
{47, 48). normal (57, 58) und halbfest (67, 68} Ganz
rechts auBen befinden sich dis angen Schnitta: fein
139}. mager {43} und normal (53). Wichlige optische
Probleme, dis sich beim Schrifientwerten stollen, mus-
o im Hinblick auf die Gesamaplanung gelést werdon.
Im Normatschoitt wire die Anwendung des rimischen
Prinips in den Versslien winschenswert. das heilit
schmale Buchitsben mit swei Quadratiormen iber-
winander (B. E. F, P, R. 5] in Komrastwirkung 1 den
breiton Forman, die auf einer quadratischen Form be-
rubn (0, C, G, N, H). Im Hinblick sber auf die neben
dom normalen Schnitt geplanten echmalen und breiten
Schnite mutizen alle Buchstaben mehr odes warigor
gleichgewichtig gohalten werden. Aus Bhrkehen Grin-
chen muskite auf dée klassische Form des g verzichist wer -
den; diwsn Form eignat sich wobl fiir narmale Scheitts,
wird seina

Zaichnung gerwungen.

1dor
ungewohnten MAufung von Versalien ist das Varhaltais
wan Versalien zu Gemeinon von groter Bedeutung, 5
st miglich, dia Versalion nisderer als die Oberlangen zu
hahen, was imn Normalschaitt dee dUnivers: relovol ge-
wesen wire. Fir allo woitersn Schaitse wire dioss Lo-
sung nicht anwendbar gewesen. Lim die Vorsalian picht

"




2 stark warden ru lsssen, antschioll man sich fir sine
wverhditnismatlsg groBe n-Héhe, was in allen Schnitien
durchgetinrt werden kann. Dadurch erhilt sich die

sina kisire Offnung proportional waniger Licht durch-
@eht als durch sine groBae Offnung. Es ist slso notwen-
i, dall zum Baesspiel i-Punkoe und Pusktisren, haupt-

Schrift hat das sogemannte «grofe Bild. Gegeniber
dur knappen Oberlinge ist cie Untseibngs noch sinmal
wverkiirat. Dissss Vorhilinis st in allen Sehnition das
selbe. Dio Versalion sind nur wenig fester als die Ge-
mainen, wis sabr viel zu sinem ruhigen Schrifthild bei-
1rign, selban bsi einar Hisilung von Vorsalen, (12}

Di Ziffern sind aul Verssihobe in dar Fitto der Gemei-

shchlich Schriften, soha stark vardickt wer -
den missen. Dagegen missen Verdichtungen, wis fum
Baispial ein W. in siner schmaletten Serie sohr stark
gedlinet werden, sbec auch nur 50 viel dall in grofien
Graden die Ubsrtreibungen nicht als Fabler gussben
wardan. {18}

Somsgedfen; e Taichikrg ki oo = eyt

Ziftern Rechaung 2u wlnln. !llﬂﬁ Planung der ver-

nmuﬁ.mu-mq;m-mumr
wasgracht zu hahen wian, £ hat

nickit zisfliotie. dagegon im Carps 28

-wn récht ainar ausainandargerarien Eindruck macht,

Bz kommt, daB sich an die Fotografie des Films dis

Kopée aut Offsetplatte oder Kupforzylinder anschiesit.
’ B i

Lbsung far alle Schnitta der wuwudm .i.h-
nd||nl In Sanne der Unzialschrif i (13}
Dia Art der Hllhuman

Fusn Wart it ent-

im andarn
aufweiten oder brechen! Ein weiterss Problem ist
dasjanige der Breilenbestimmung der Buchstaben, 73
Einbwilan stehen in der Lumitype zur Verfugung, ein
annzes Alphabat van i bis W zu gestalten.
Das st nicht i Hathati-

sind sich zu Shalich: das Licht dringt 2u stark swischan
die Buchstaben und gelshrdet die Bandwirkung der
Zeile. Dieser Febler wurde behoben. Die

sches Problem, sondern zum gro‘cn Tod #in Varstoben
der technischen heiten, aud walchen din For-
mven audgsbisut warden, Und dee Sehrif i1 dann schdn,
wenn sie richtig im Dienste. einer Gosetz.

Tlcn.

sind varbrsitar: wordon und damit auch dio woiBan

gazsichnot. Das frain Balkenarsdu ist bescht vardickt, das

tnders Enda verdinen. um die Schwarzanhbufung -
arhindarn. (14)
mmlmlnmm Vorsslen, die min
dar Schmalusite der Balken die Héhe begrenzen [H],
sind grofar als solche. die mit der Bredseie der Balen
dia Héha ainnehmen (EL. (15]
Dio Dicke sines Striches (s wobl optisch von sinem
Buchstshen zum andern identisch, prakiisch wurden
sbar an kompakten Zeichan, wis 8, R, M il die Dicke
verringert. wodurch sinem dunkleren Hervarstechan
lnuzcbwhntwu ml

lwmn. Aul siner henlenulm Mittellinie dreht
sich die Vertikale zur Schebge. Des pewihite Winkel
list ziemlich grof, demit dor Linterschisd zwischan Ga-
radestehander und Kursiv besser betant ist. Mit dieserm
Korsstruklionsgringip hat dée Kursie genau die glsiche
Woite win die Gerade. das heibt. die Grauwirkung ist
dia selbe. (17)

Dwr Fotossiz stelit noch andore Forderungan an die

hindurch balichtet mit sinem Blitz von der Daver von §
Millionstein siner Sekunde. Dabei mub die Lichistarke
sahr grok sein. Das fotografische Gesotz ist. dall durch
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Die Univers in der Typographie
Emil Ruder, Basel

o Prigung.

‘gangenar Epochen sind Schrifttypen von hohen Guali-
tioen, dis dis

ik s1oht,

auch hisr wiedor das Mogative herasussubicen. Fir
Raninar ging es darum, den Ballast vergangonar Jahe-
haunderts abruwerfen und sich vom Dikst kKlnssischer

machan. Dia Antiqua dar ialienischon Renaissancs,
din Barock- und die Massizistische Antiqua, M
in furksonller i frmaer Hirsicht und

In den ersten Sehninen der Futira waltet weitgshend

das Prinzip der Konstruktion, wenn auch Renner in den
snitaren fitien einsehen mutite, dab optische

Der richtiq dosiart
von Mistol-, Obul urd I.Imnlbmn unﬂ die “MM

» . Dio Futura bleibt lb'f

dar. Betrachior wird un letian sﬂ-m ﬂu

ban nicht rur eine. W‘ Wﬂ

walche in

dee Mediival alle Tugenden einer Druckschilt ver-
finden. Oft

Varssl ickwie-
kung sehen, w i Tirkelrundungen aul dis. Gluﬂn
aufgsollen.

winigt Do Futura
der micht mehs zu i [ alter Druck- Jahire, und mis di
lattern dberhaupt. sam demonstrinrte sle fir eine Uberwindung des indi-

Bai aller objoktivan Wardigung unbeitrailbaror Quali-
titon darf micht Gbarsshen warden. da Schriftan wie
dis Bombao, die Garsmond, die Caslon, die Baskerville
odor dis Bodeni Schriften vergangendr Epachan sind,
kniptt, Din Baskerville in englischer Sprache gesatzt,
Teigt dort ikre volle Schonbei, und im deutschen Saz
wrlnﬂm sich ihr Charakter. I(lldllml der \hﬂillun

viduolien {in den Kinstlerschrifton des Buchdrucks)
restivele . Konatruktion. Dee demonatrtive C'llllll.r
regativen Man ibrar Zest haben mnm. uu Beo-
deutung der Futura fur unsers Zeit in Frage 1w stellen.
Din Cruckrypo, wolcha das Auge als irichtigy empfinden
#oll, kanm nicht komstruiert sen. Das menschliche Auge
hat die Tmu. alle wasgrecht gelagerion Worte zu

n.mu Ihror tormalen ﬂullhlbm DwMIlmn klnn allon

Tolle als schwicher zu
registriaren; |II rechion oder spetzen Winkel auteinan-

Balken missan korisch verjingt und ver-

mikssen, inar Zoit, far die J ' i hilf die wirzgingr Teils
Warbung und Publizitik o wnd  varmeidan. Ebsano dor
ihew urapeinghehe Form zeign nur sine Normaloreite, i1 dia Ebene der Emplindung Gberlagert, ouf welcher

und kursiven Schaitt. the Wesen ist Intimitit.
und micht ohng Bedenkan kann sie fur

im Gogeneinander von Schwarz und Wess dia dafini-

chan und fir Arbeiten in gréfarem Fomm singesetrt
warden. uen Boisgiel

W|l hﬂiﬂm Iiait grole Buchataben, halblots, fite,

i Dorartigs

In der Schweiz {ll\dun Gestshtor und Drucker in der
Tugenden,

welche der Futura Mtlﬂn Sachlichken, undemon-
Erative und unpersbaliche Halung. Robusthait in der

i Mum nur die Unear- anul die srmm

orokes B ind daent Offvahtang Gre
! Grads. Disse

Punzen b |

artiillen, nicht irgs

wnd die Akzidenzgrotosk hat ihre Brauchbarkeit be-
wiesan, ist s doch sait swei Jahrrehnten die bevor-

gon susbdigten. Die Schrifibereschnung Grosesk |~ ab-
sondich, At Bis ol dié b

Es ity wben Art b
grindst sin, dat de offensichlichen Mangel dor

tigen Tag wurda disss Bezsichnung baharrlich auf e
Schrift angewandt, und es ist offensichilich, dab dor
diffamisrende Name an der negstiven Einstallug rur

be-
m.m ypische Merkmal der Grotesk immer mn

nicht 8o deutlich in Erscheinung tre-
ten. thr Mangel an Sensibilitst arklart sich aus der Zeit
ikrer Entstshung. In der Zaitipanne van 1850 bis 1900
snistanden Typen banaler Art bie zu solchen schlimen-
e tmnw und &3 I8t elgentiich erstnunich, wie gut
dio Akzidenzgrotesk im U-rudm zu ihren zeitge-

mehlﬂ Diese Bltma'kms st aligemain wtulllt um‘l

uhmlmmuuﬁmmw-
lichen und nwr im Negativen Urtedl mit

din Einsicht. dal awch din Dﬂer wam geschriebe-

men Buchstaben abruleiten sei und dab die Gesetze dos

Schreibars, chwohl miuv! durch die Technik dos
sichibar blsibon sollan. Der Fetten-

zur Vierfamung cer Grotesk bearagen. Der Wert einer
Sm kans nharmwumm{nrm mangelr,
Futura:
tUnsore Zeit Tieht den kunstiosen Workbestand, die
technische Form, jeder Kunst vor.s Sympathio urd Ver-
‘stindnis fir diese Formulierung darfen nicht hindern,

18

wechsal in der Akzidenzgrotesk ist mehr oder wensger
willirlich wnd micht durch dan Fetsmwachsel dor
Schraibfedor bedingt. In sinigen Graden und Schnition
sind din Versalian im Verhdltnis 2u den Gemainen su
grofl oder Tu fest, was vor allem im deutschen Sate tu
schlechten Satzbidern fihrt

(]

Dor Gréenunterachiod smiachen Geol- und
ksrituchutaben st siemiich gerng. dam wie
@0 rubiges Satteld srhabien

13

Do Sbmehiinse vor o, 8t nd wmomo
i Seneas dur Linguphchnile. Das Pricsp wurds i
aten Schries durchgehates

"

Balken, e wch saammantugen, end leeht

Die Herstellung einer Drucktype
Adrian Frutiger, Paris

buchstabens wurde von den ersten GieSlern des
16. Jahrhunderts erfunden und erlebte seither keine
fundamantale ng. auler derjanigen, walche rur
dirakten Matrizenbohrung fihra,

Das Erddprodukt ist sin erhabenar Buchitsbe. Er snt-

#in Muttersaiick, de Matrize, gegossen wird. Aus siner

sine drei- bis Kinffacher Ver-

Kl A i i i

oelriat

it Hille des Pmnerwhn die Dl'lnlulnomanl

-rougse “'rv-ﬂ' sm 18,
sind durch dia baiden Mutﬁomn

i Twanh
wom Fohler ’mn

tachaischan Vorwandan ist os richtiger, disse nnun
mit Hilfa sines arhaboren Originalmodea, des Stem-

als sio direhn vertedl Tu Bohsen,

schon ausgetigt sind. Tratzdem werdn diese Rioh-
scheitte vom Stempelschneider unser dem Mikroskop
uned inksl werdan

pals.
Warum? Es ist schwer und
i 2

I, im dor Vartietureg 2u ge-
stahten. was erhaben arschainen soll. Die feinste Frase
orlaht o8 nichl, rechte und spitte Winkel bis aufs
AuBarste e i

Zudem
Matrize unméglich. Lotrie Feinheiten konnen abar nur
Fichtig und sauber ausgearbeitet werden in der definl-

imohe odar waniger batont, was dem Zuschmisron baim
Druck vorbougl. Dar Konus der Graviden kst sehr msil
{gehaiten, was einem raschen Verdicken des Schrifbd.
dus bal starker Abaltrung vorbeugt. Die Rauchabrisge
der retuschisrien Schnitte ergeben ein ganz klares
Bild des Zustandes vom Schriftauge, (8) (9) Das garce
Alghabaet wird sa im ungetshren Weitankaut dar Schrif
= =

L grainia ot hautout des betires fe 001 p 3

Kentrollméglichkeit vor der Fabrikation. Avi dissen
Grinden hat die Gioliared Deberny & Paignet min der
alten Tradition ni

Stempol gehiriet und in Kupfarbibcke geschiagen. (6}
wrolien

hmmn Schriftschnition dom Stahlssempal freu ge-

tm abun Sehrift srmaht legischerwaise suerst im
maﬁumu Bevor der erste Strich (borhapt

Iurnr.llw Mr der slementaren Stilfrage ist zwerst
digjenige i Handalt s sich

agebs des kit optaen
w
Ln inabay o e dies TN, Sur une

in wrator Linio um wine Tastschrift, um sing Ausssich-
nungsschrift 7 Walche Grada sind in der Abstidung die
In weichen Druckverfahgen mul die

Exsgérations mécesssirm pour s desin dene
#etitume dastivda b 18 phal
L [ ————

lbe s s 1 forcds pas un Mg

Schrift am beston reproduktionsfiihig sein 7 kst mecha-
nischer Bisi- oder Fatosatz vorsusahen 7 uww. Die Ba-
dingungen o deeser Fragon umgrenzan schon vom
Antang an das Bild dar 2y schaftenden Scheilt

Dis arsten Skizen wardon fir din farmal wichiigstsn
Buchstaben erstelit: i, o, n, v, p. d, H, 0, A, ma welchen

Tha end strckes of ¢ n. 5 o2 wre
i s B il Tl st 0 S L

Jw-'mm very sy thickersd
Patchiness is svouded By sy consel swches
e poirn

sofort. werden, wm die Schrift von Be-
ﬂlmlnmmwm

D arsten Schwarzweiizsichnungen (1). die ungefahr
10 em hoch misgefahr snd, wieden min Hille sines

Dis Fotoabuige

Grada komemen in sin gal-

Qunausn Angaben dber um- Wails, Flotsch und Stel-
bang in wanem

meter angegeben. Die Mlm\nﬂ ‘werden nach diesan
Roforsnzen mit Hilfe vines Prasisionsmikroskops
justiert und geprif,

Din fertige Matrize kommt in die Giefmaschine. (10}
Nachadem 5 im Anschlagwinkel befessigt worden ist,
balindut sis sioh actomatisch in der richtigen Stellang
wor dem Giollmund. Der Gieflar braucht nur noch die
angegebene Dickte sinzustellan. (7]

Probeguli argefartit. Davon warden Probesiuzs har-
gustel, sul Grund doran fotrs Korroklsren ange-

Dar l‘wn wriolgt mi erprobien Legier

Schritigrad verschisden sind. Die Legisrung besisht
sich auf den Widerstand urohr odor kleingr Flachen,
fainar, Grober odes aueh Gberhbngeedar Formen. Der
fartigs Gul wird mit Fehlertolaranzen von 1 bis 3 Hun-
e nach Schriftart und

sl dis
tan Braiden den Wifslinien nach susgeschniien und zu

e s comabderably. whis ha cutasla in
Shghiy stisegihened

Schrifigrad.

I:h michte dists Gelegmnhait pickl unbondtzt lasen,

ol von winem solchon Probesstz ein

oder sine Offsetplatte bergemtellt wird, um dem Druck-
ragultat nkhor zu kommen.

Mach den nddigen Koerskiuran oder Anderungen sul

und dritten Klabesatz, werden Vergrafierungen der

wrdan
Mealiplane -ulndolml v dle Buchstabsnlorm mit
nlmmmm-nmm PﬂlHnnmmnl

Diie tinieers, Mit der Univers wird sine neos Wertung
dor Grotesk singebeisol. Ihro Formen graifen weder aul

wolche &n der Entstehung
wuﬂmmmuwmm Lucatte Girard

Ladistas Mandel s Schriftzsichner und Marcel
Mm-l als Leiter der Gravorabssilung Deberny &
Poignot.

Die Einwirkungen der Univers auf die F)\quﬂv

Partnar dar Gbrigen Druckschriften.

robelliars. Die Univers wurde aus sinem

i subailen
geschaffen. In ihr ist die Erkenninis wirksam, dall  Subtéait der Form, richtiger Fettenwechsel, Verbun-
Schrift oin von unseren Unr{ahrmuh.mnm Kul-  denheit mit der ummmun-n Schrifientwicklung wnd
Rurgut ist. walches weder h gewalt-
Sam pukndirt warcin dacl und dnu\mm Nachkom.  den eine guta Ll-urkull gewihrisistan. Die Univers

m
Es zwichnet sich so die W ab, den Gegensatz
Antiqua Grotesk zu dberbricken, ja ihn illusorisch
zumachen.

@ibt den AslsS zu einer neuen Uberprithung der von
Vorurisilon atwas verbouten Frage. ob eine Grotesk
In grodier Merga {im Buche beispiclywsise] miibelos
peleson worcen kénna.

ntfalten kann. Eine

Dis bisharige negative Deutung dor Grotesk, shr Wesan  Die Qualitit der sinzeinen Type bedingt sine Kompo-

Mmmmmdmdmmm sitioesar, in dor sich dio Sehrify 1

Die Farmaen dor Grelosk seigon : ciner

Sehrife, Keano Jmimar windar dazu werleiten, satweder
Ausge van der Form ab. g Schrift ihe wiees chelko-

auberordentiich emplindlich is1 und kisinste formate

registriert. Anstells eines stursn Konstruk-
Honaprinzips waltet in allen Buchstaben der Univers
oin vieltshiges Spiel von optischen Warten. Die verhih-

rative Rolle !wumhun. oder aber mit siner virtucsan

Din Typographis der Bauhsuszen in den Arbeiten von
) Lissitzky. Moholy: Nagy. Joast Schmidt, Piet Zwaart

Die Whaite der Buchataben regelt des Verhahnis dcr
wiiien Rbume in und swischen den

aus, in der e, den i Flichanbe-
sivhurgen und in den Ricktungskontrasien. Die Typen,
nro\n oder geiichtalods Antiqua- und Groteskschnitte

Weilmange im Buchsnban ist deullich gréBar als eu
Wi rwischen den Buchstaben. Dia Typen haien sich
= B'IIm.mu wie die. Eﬂ.dur.m-r Kette; dee Zaile ist

Schwarrashiulungen ‘llld ﬂurﬁwnn. sulbst in don
schmalstan und latesten Schnaen, sulgelackert wos
daa Zuschmiaren verhindort.

Reich ditforenziert sind die Ferton, van danen grund-

fettast. dor wasgrechie der dinnate. und die Fotte dor
iste. Dio drai
Esind pri bk H.

waren vom Elen jener Zoit

jonigen der A podmiot: Ol Dogradierung dar Druck.
typen zu i

deror Qualitit gerechtfortigt. Es soll nicht bestriten
werdan. dal jede Schrift und Satzart ihre Grauwerts
RS e VO N MR TSN
wirkung it die formal une lunl:kwl richlige Sateart.
Es ist ein Sympiom beruflcher Unseile und moderni-
sischen Gebarens. die Grautlbche als Ausgangspurikt
und Basis der Gestaliung zu nehmen. mﬁmw

Bek dsinon Punzen (8] sind aile Siriche dinnar alb bei
qgrofien Punzen (O). Der Balken des | it stwas fatter,
damit sich der Buchstabe neben den andern behsupien

kann.

Ins sinem gréBaren Grade ist keicht erkennbar, dab die
Buchstabon ein- und ausfBalon. Einliule snd an den
absren Teilan ven g, m. n, p, q urd u. Ausliute in den
unseren Parten von a, b, d und u.

Das ¢ is1 schmalor als das o, damit es durch das von
rochts einliellends Waill nicht brestor scheint lnmn n

sich die 2u fligen und zu

Eine Druckschrift, in dor Grofle von 6 Punkt aul du
Breitn von 40 Cicero gustzt. ergibit ein schénes und
viplisicht sogar kostbares Grau und ist trotzdem ein
typographisches Gebilde mit schweren lunkiicnellen

ngein.
Die gras 99 und din e klai

Ober- und & Bad
im kdeinon Grad ein weitires, hochst srwinichses Er-
qgebnis: Dia Varsalian sind weder zu grod noch zu far

HieBande Weifk

Varsalion zu den Gemainen gestatiet den

Bwim
Zum uunu Male in der Geschichto des Evﬁhﬂm

sm in Sprachen, ohne da sich das
sntscheidersd Sndert, Im Beispial 1 fihrt der
nw-w- Teat von Adalbert Siiier mit starkar Varsal.

wurda sine resch warzweigio
Grund dor ersten srfoigreichen Schnists, mnm\wn

Beginn an planmatig aufgebaut. und
Mwmr Schnitt ist dor. normale (Univers S5). von
Wichtige
aul diase

optische
Gmwmwmmﬂ

‘onglische Text, sus der selben
Schrift gosecrt (Beisplote 2 und 3}, srysban anndfernd
din gleiche Satzstruktur, und es kann daraus gafolgert
warden, da8 sich dio Univers in dan verschisdanen
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137/

Publicity material by Deberny &
Peignot for Univers — designed
by Rémy Peignot in the 1950s and
'60s, it shows a spiral galaxy.

einflut. Im Altertum sind es roher Stein und Holz;
spater wurden die Steine poliert und das Holz gehobeit;
das Metall kam dazu; heute sind es Beton, Glas,
Plastic usf., welche die Konstruktionsmdglichkeiten
unaendlich erweitern. — In jedem Zeitalter hat das
bearbeitete Material auch der Schrift Rhythmus und

g Dutsrsy s Prgron prissrasn
Form wverliehen: Stein — Lapidarschrift, Marmor -

Ende 1962 durften die vier erwdhnten Grundschnitte mit
Kursiv in den meisten Graden zwischen 6 und 48 Punkt
zur Verfilgung stehen, und zwar mit samtlichen euro-
pdischen Akzenten und in den Kleinkegelgraden mit
liniehaltenden Bruchziffernligaturen, hoch- und tief-
stehenden Ziffern und Buchstaben und den dblichen
Spezialzeichen.

AGJrvwyz

ACJOWgirvweyz AJVXaegwxy

univers

/34/

Monotype Univers in TM 1/1961
(above) and some characters with
side bearing corrected in

TM 1/1962 (below ).

/38/

Otl Aicher’s corporate design for
the 1972 Olympic Games in Munich
used Univers throughout.

136/

Advertisements by Hans-Rudolf
Lutz from the 1960s for Monotype
showing the spatial modulation

of Univers.

135/

Texts in different languages appear
homogenous in Univers, unlike
Futura (left) — the relation of x-height
to ascenders and descenders is

the key.

Sie fragen sich, warum es notwendig ist, so viele Schriften zur
Verfigung zu haben. Sie dienen alle zum selben, aber machen
die Vielfalt des Menschen aus. Diese Vielfalt ist wie beim Wein.
Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-
Weinen aus dem selben Jahr.

You may ask why so many different typefaces. They all serve the
same purpose but they express mans diversity. It is the same
diversity we find in wine. | once saw a list of Médoc wines featur-
ing sixty different Médocs all of the same year. All of them were
wines but each was different.

Pourquoi tant d’Alphabets différents! Tous servent au méme but,
mais aussi & exprimer la diversité de |’'homme. C'est cette méme
diversité que nous retrouvons dans les vins de Médoc. J'ai pu,
un jour, relever soixante crus, tous de la méme année. Il s’agissait
certes de vins, mais tous étaient différents.
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Sie fragen sich, warum es notwendig ist, so viele Schriften zur
Verfligung zu haben. Sie dienen alle zum selben, aber machen
die Vielfalt des Menschen aus. Diese Vielfalt ist wie beim Wein.
Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-
Weinen aus dem selben Jahr.

You may ask why so many different typefaces. They all serve
the same purpose but they express mans diversity. It is the
same diversity we find in wine. | once saw a list of Médoc
wines featuring sixty different Médocs all of the same year. All
of them were wines but each was different.

Pourquoi tant d’Alphabets différents! Tous servent au méme
but, mais aussi a exprimer la diversité de 'homme. C'est cette
méme diversité que nous retrouvons dans les vins de Médoc.
J'ai pu, un jour, relever soixante crus, tous de la méme année.
Il s"agissait certes de vins, mais tous étaient différents.



Dieu dit: Voicl, je v
gui se trouve sur la
et tout arbre qui a ¢
ce sera votre nourri
A toute béte sauvac
a tout ce qui bouge
je donne toute herb
Il en fut ainsi.

Dieu vit tout ce qu’i



it, the character set in the die case just wouldn't allow it. Some things were corrected in
1962, but it still wasn't optimal /34/. Nevertheless Univers was influenced by Monotype in
the end because many small foundries simply cast the Monotype matrices, used it for hand
composition as well, even though it was a poor second-hand copy to start with.

The Univers versions for the various photo- or lasersetting systems, be they Compu-
graphic, Linotype, Adobe or Bitstream, are all based on the inferior Monotype matrices.
The best Univers adaptation is by Giinter Gerhard Lange, initially for Diatype by Berthold.
It comes very close to the original Univers, even though Lange allows himself some mini-
mal liberties.

Linotype's early adaptations, on the other hand, were a catastrophe. I can vividly re-
call the fruitless discussions at D.Stempel AG when the first Univers adaptations for
Linofilm were produced.The uppercaseitalics were just slanted uprights withno reworking
whatsoever. There wasn't enough room on the master for italics. The tilt angle, which was
originally 16°, became 12°. The reduced tilt angle was for linecasting. The original angle of
16°, however, came from Lumitype photosetting. The first time it didn’t matter technically
whether there was an overshoot or not. I found that for photosetting, having no physical
body, one could try a completely different slope, so that it would really show a clear con-
trast. Univers came about at the same time that PR and advertising agencies emerged —
that's why I wanted a snappy typeface, and that’s why there are so many weights and such
astrong tilt angle. Maybe I went a bit too far, that’s arguable, 15° might have been sufficient,
but it's precisely the 16° that has become one of the features of Univers. At Deberny &
Peignot I could also insist upon the 16°. The sharp inclination was immediately criticised.
They said it was on the verge of falling over, it was always a topic of discussion. Some of
them thought it was fun, while to others it was a thorn in their side. I stuck to my opinion
that there ought to be a real difference between an upright and an oblique.

At Linotype Univers was for a long time a necessary evil, an orphan that nobody really
cared for.Ireally suffered forit. Helvetica, however, was preened and constantly improved,
so becoming a top successful product. It was only Bruno Steinert, managing director at
Linotype, who initiated the reworked Linotype Univers in 1994, which actually went back
to the hot metal originals. The impetus for renewal came from Deutsche Bank, who were
changing their corporate design. The agency responsible for the corporate design chose
the Univers — like Anton Stankowski — as their inhouse typeface. They choose the Berthold
version, but that wasn't available worldwide, so they turned to Linotype. Thereupon I was
invited to work on it by Bruno Steinert and Otmar Hoefer. I was overwhelmed and felt a
certain amount of satisfaction. They asked me to help determine the extreme poles.
Interpolating was easy, but extrapolating was impossible. I corrected the slanted fonts by

- THE QUICK BROWN FOX JUMPS
L 1l L' L OVER THE LAZY DOG
the quick brown fox jumps
I I-l | over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ

In the early 1960s,
Antique Presse was made as foundry type after requests
from the sales department at Deberny & Peignot. Itis an
extension of Univers. It says in the Antique Presse bro-
chure that clients had complained they had no fonts for
large scale newspaper headline setting, and so they had
to make their own photographic enlargements and
photo-engraved plates.
An article about Ladislas Mandel in Etapes Graphiques
states: “Antique Presse, 1964.This is the first creation by
Mandel.”2¢ A design from 1963 titled ‘Antique Presse,
Mandel’ 740/ shows clear differences to later versions,
for example S and C, and in the whole arrangement.
Mandel explains that he designed non-classical shapes
fora,Sand G, so as to fill the empty spaces and achieve
a homogenous colour.?’ The design was rejected, and it
was reworked along the lines of Univers. The undated
‘Univers bis’ sheet 740/ shows the reworked version.
Antique Presse was made in three weights with upper-
and lowercase letters from 48 to 94 pt. The lowercase 69
and 89 were omitted after being transferred to the
Haas'sche type library. The typeface disappeared alto-
gether with the demise of hot metal setting. Linotype
did not make it for photosetting.Adrian Frutiger included
Antique Presse in a list of his own creations for the first
and only time in 1988.2% In conversation dated 28 May,
2001 he has reaffirmed the attribution.
Another relative of Univers is Univad /41/, a typeface
designed by Ladislas Mandel in 1974 for photosetting on
Photon in the smallest point sizes. The counters are as
open as possible in order to be acceptably legible in such
small sizes. Its increased stroke contrast and widening
of letters also improved legibility. As a result, Univad 55
looks like Univers 55 but is strictly speaking a 53.
The shapes of some letters were altered from those of
Univers. R has a straight downstroke, W is steeper, 5, 6
and 9 are more open. Q, like Antique Presse, has a slight-
ly downward offset cross-stroke. This typeface has been
unavailable since photosetting stopped being used.

THE QUICK BROWN FOX JUMPS
OVER THE LAZY DOG

the quick brown fox jumps
over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ

AE & 1234567890° £$% §tRfiflece AE & 1234567890° fS% §Tf5f|flace

-
abcdefghljklmnopqrstuvwx
[1?..0 == =] (Ys'2%) C@O*

CONSIGNE chumpignes

Univars B9bis ¢, B0/73

ANTIQUE PRESSE antique presse

Antique Presse 59 bis c.60/48

ANTIQUE PRESSE antique presse

Antique Presse 69 bis c.60/48

ANTIQUE PRESSE antigue presse

Antique Presse 89 bis ¢.60/48

ANTIQUE PRESSE antique presse
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THE QUICK BROWN FOX JUMPS
OVER THE LAZY DOG

the quick brown fox jumps
over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ
ACE & 1234567890° £$% §tRfiflaece
abcdefghukImnopqrstuvwxyz
-i='—-1 (Ya¥2%) C@O*

Univers 63

140/

Design by Ladislas Mandel, 1962/63

(top), Univers-style corrected

version (middle), finished version of
Antique Presse from an undated

brochure (bottom).

abcdefghuklmno
[1?.. m=='—] (V-'A%A’/-%’/u%) C@©"

Univad 755-55

THE QUICK BROWN FOX JUMPS

OVER THE LAZY DOG

the quick brown fox jumps

over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ

AGE & 1234 6789.0 /

abcdefghl,klmno

[12.. (‘/a‘/z’/.‘/a’/as/n"/.‘/:) @©'§1‘
Univad 755-65

141/

Univad (right), a Univers designed
by Ladislas Mandel for agate sizes —
here in 5 pt — was made in 1974 for
photosetting on Photon machines.



In the 20th century there was
increasing modernisation of non-Latin typefaces, whose
shapes were simplified to sans serif shapes. They were
based on roman models in proportion, rhythm, stroke
contrast and also form. Among others, Univers is the
source of many adaptations.

From 1973-76, Frutiger drew what was to be Univers
Cyrillic/43/ together with Alexei Chekoulaev for Stempel
foundry. Seeing as only a few letters coincide between
the Cyrillic and Latin (roman) alphabets, Adrian Frutiger
explained in a letter to Walter Greisner that he regarded
this design as a new creation.?® Compugraphic made a
new version too, which led to an issue of copyright in-
fringement.®

Ladislas Mandel had already designed a Cyrillic version
of Univers in 1967 called Mir 742/ for the International
Photon Corporation. He took his cue from the Cyrillic
cursive script, whose letter shapes often vary greatly
from the printed forms. Adrian Frutiger consulted this
typeface before working on his, but was critical of Man-
del’s stance because “in my opinion 15-20 of the shapes
are unusual for the reader.” 32 He decided to stick with
the more common printed upright alphabet.®?

Given that Greek lapidary script /09/ is the basis of sans
serif faces, it is interesting to note Frutiger’s adaptation
of Universto the Greek alphabet. The O of Univers Greek
/44/,drawnbyAdrian Frutigeraround1967for Monotype 3
is oval, whereas in lapidary script it is a circle.

In1968 Asher Oron?®® designed Oron /45/,a Hebrew type-
face based on Univers. He adapted his typeface to match
the Univers widths. The traditionally strong horizontal
strokes of Hebrew were made thinner than the vertical
strokes, following the Latin rhythm.3¢ Yet the Hebrew
alphabet has little in common with its Latin counterpart.
Itruns along two lines only, with some exceptions. Having
Oron adjusted to Univers’ x-height makes it appear a
little small next to it. The square basic shapes of its
characters are hard to reconcile with the proportions of
Univers. It seems appropriate that this typeface is not
called "Univers Hebrew’ since their differences are so
great.

142/

Cyrillic Univers for photosetting
called Mir from 1967 by Ladislas
Mandel for the International
Photon Corporation.

ABBT [LEMK3KAMHOMNPCTYOXL]
YLULL BbIb3KOAVIA

abeBagekzuliknmHonpecmTtydxy,
YW bbIb3atOA

143/

Linotype digital font Univers
Cyrillic by Adrian Frutiger and
Alexei Chekoulaev in four weights
with corresponding Oblique.

rounding off the outer shapes with scissors and drawing strokes with a felt-tip pen on
the insides. This Univers enlargement was, despite help from software programs, a mam-
moth task. After two years of intensive work with Reinhard Haus, the monumental project
was complete. The new Linotype Univers is, on the whole, better than most other versions,
but to be frank I find it a little exaggerated to develop such a huge family.

A stolen version was released by Bitstream.They gave Univers a different name: Swiss
722% Today it's called Zurich. All the different adaptations for various systems are a real
muddle. What should young designers do when confronted by them? I just hope they have
an educated eye, so they can see and feel the differences intuitively, and not with their

heads.

/44/

Univers Greek upright and
oblique, drawn by Adrian Frutiger
for English Monotype in 1967.

ABBIAEX3UUKJIMHOMPCTY®XL|

YU BbbIb3HOA

abBroeX3nnKIMHONPCTYdXUYLW LW bbib3tOA

AndaseT Andaset Andasetr AncaBer
Ancasetr Angpaset Ancgaser AnchaBser

ABTAEZHOIKAMNZONPETYDXYQC
aByéelnBikApvEonpoTupxwweBly
QUOBOLOOG000
ABFAEZHOIKAMN=ZOMNPETYQXWOQC

afydelnBikAuvEompoTu@xwwst s
nuuUiooooooy

145/

The Israeli graphic designer Asher
Oron designed the Hebrew sans
serif typeface family Oron, which
matches Univers, in 1968.

MU MILNIALANT M2 NN This type face, the first
TNEN2 A, Apwn auxna in Hebrew to be available
.notn oA Mo oy win'w infour weights, is also
nMaY NINW NIwNYa Dvoa NNt the first designed specially
2107 N2 N2 RPN NN anxnin- to align with the lower case
ooopoa T2, TR It > of a Latin type face, for use
NN WInWn Dn2 0NN omIwT 1T together in bilingual printing
_NINTP2 TIND W29 7372 (caps) Nimain of extended texts.
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146/
Stuck-on ‘daggers’ from Haas'sche
Schriftgiesserei, used to prevent

Further weights were added to
the initial 21, Univers 69 for Photon in 1965, and later on
Univers 93 by Haas for photosetting /47/. It was a very

corners of their photosetting fonts
from being rounded off during
exposure.

A AAA AA

different story over at Linotype, even though Adrian
Frutiger worked almost exclusively for Linotype from the
end of the '60s.1n 1984, fifteen years after the first Univers
weights were released by Linotype, there were still only
19 weights in their type specimen, including Univers 65
reversed. Compugraphic also had two reversed weights,
Berthold had three outline weights. In 1987 the extra-
black Univers 85 was re-released, Univers 93 followed
five years later, but Univers 83 is still missing. Only in
1990 was the Universfamily extended by Adobe/Linotype
for PostScript technology with four new wide italics /48/.
Altogether there have been 35 weights produced by
various manufacturers,®® not including Univers 55 pho-
netic /53/, which is no longer available.

Adobe went back to the Linotype version when digitising
the typefaces for PostScript. Unfortunately this tends to
be the case with manufacturers, because users want the
same fonts they were used to from the previous version,
but at the same time they need them adapted quickly
for the new technology. Repeated adaptations make
typefaces differ from the originals, as is the case with
Univers. The oblique weights changed the most. Lino-
type made two versions3? prior to PostScript, one with
a12° tilt (which was used for the PostScript version since
it was the only one that included narrow obliques) and

Uies 39 Univers 69 Umivers 93
iy hamburg hamburg

{iWB0kc HAMBURG HAMBURG
-6 1234-5780 1245 -6758

147/

Univers 69 was made in 1965 for

Photon — much later, Haas'sche

Schriftgiesserei produced weights

39, 69 and 93 for their own

photosetting machine. 148/

27 weights of the digital Univers LT
by Linotype — the numbers for
roman and oblique are the same,

39 Thin as the obliques are only inclined at
Ultra Cond o , ..
12°, unlike the original.
45 Light 45 Light 47 Condensed 47 Cond 49 Light
Oblique Light LightOblique  Ultra Cond
53 53 55 Roman 55 Roman 57 57 Cond 59
Extended Extended Oblique Oblique Condensed Oblique Ultra Cond
63 Bold 63 Bold 65 Bold 65 Bold 67 Condensed 67 Cond 66 Bold
Extended Extended Oblique Oblique Bold Bold Italic
Oblique
149/
The only Linotype TrueType font
to retain the original 16° angle is the

66 Bold Italic.

73 Black Extended 73 Black

Extended Oblique

93 Extra Black
Extended Oblique

75 Black
Oblique

85 Extra Black
Oblique

85 Extra Black

93 Extra Black
Extended
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a second one with the original 16°. The naming of the
12° oblique weights is good, even though they are ac-
tually given incorrect odd numbers, and so is the added

The first PostScript version of Univers by Adobe from 1987

Lfﬁive[,s Flair

aq, AAAAAABBBCC GDDDE

is full of mistakes.*® Hans-Jirg Hunziker intervened at

Adobe, and in 1994 a slight reworking was finally under- Hl-L HGH“'L |i1q Jag J-
taken.The result was more or less the same as the current

Univers by Adobe/Linotype /48/. ‘l('

In1993 Linotype agreed to Adrian Frutiger’s proposal to ' LLLJ‘Lb%MI I lml I 'I I !l I lll I l‘mcn

undertake a TrueType GX character extension for Univers,

similar to HelveticaGX with 596 characters instead of ‘M Nn n ‘n‘n M. Ma
the usual 256 for PostScript.*! The extension is done in
part by using existing characters for photosetting such

as the special | and a for use in schoolbooks /51/, small /50/

caps /52/ and the different varieties of ampersand, and Univers Flair by American

also by using new characters. Extended characters in- Phil Martin (Alphabet Innovations)
clude old-style figures (like small caps still in demand), for the VGC Photo-Typositor

more f ligatures*?, the most frequently used accents in photosetting machine, 1970s.

European languages, as well as swashes and mathemat-
ical symbols. Whether Adrian Frutiger had Univers Flair
/50/ in mind“® for the swashes is unclear from the letter.
The typeface Geschriebene Initialen zur Grotesk (Written
Initials for Grotesque) (see page 400) is enclosed as an
alternative, combined with Kabel by Rudolf Koch.

/51/

Linotype final artwork for the 12 pt
design size of schoolbook and
phonetic characters in Univers 55.

LR it i Hpdosasy BF - i

sdirariicionn

=il

Italy Italy Italy Italy

/52/

Small caps for Univers 55

are available from Monotype and
Linotype; the latter also has
alternative shapes for 4,6 and 9.

NN NR 46

W S W

o

/53/

Linotype final artwork of

letters from the international
phonetic alphabet corresponding
to Univers 55.

i Bien T i BEE] -
[R—

ey -
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The fact that Univers, Helvetica
and Folio (all shown below) were released practically at
the same time demonstrates that there was a real need
for a modern sans serif face.*® Univers, unlike Helvetica
and Folio, was conceived of and developed as a large
family right from the beginning.*?

All three typefaces have similar characters to tradition-
al 19th-century sans serif faces. The closed shape of the
curves, which is unlike other existing sans serifs, is a typi-
cal feature, as are the consistently balanced character
widths and ascenders reduced to the cap height through-
out the typeface. The x-height of Univers is halfway be-
tween that of Helvetica and Folio, although all three have
rather tall x-heights /70/. Helvetica regular is slightly
heavier than Univers, whereas Folio is lighter. The fact
that there is no Folio roman weight has to be taken into
account. In the example shown Folio light is used.

That Univers has something lively about it in spite of its
static appearance is due to its stroke width contrast,
which is highly pronounced. On the whole, Univers s the
most balanced typeface of the three, due not only to its
optimal black and white relationship, but also to its clear
shapes free of excess elements, most clearly visible in
GKaandy.

169/

168/

Measurements of stroke widths and
proportions of the Linotype Univers
430 Basic Regular weight.

The black and white relation
of Univers is optimally balanced
when compared with the other

two typefaces.

Hofstainberg

1957

G

Angular connection
to the stem, stem
without spur

Hofstainberg

1957

Hofstainberg

1957
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Legs come to  Horizontal tail Straight Oblique start,
with slightly connection into  end of loop is
concave shape  stem vertical
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Adrian Frutiger
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Horizontal  Ligatureform

terminal long s and
round s
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Upstroke on 1
slightly hollow; arc
on 2 with straight
finish
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Height comparison showing the
differences of x-heights to
ascenders and descenders — the cap
height is the starting point.

Linotype Univers
39.5 pt

cm  Folio
40 pt

Neue Helvetica
40 pt

127
100

64

-35

127
100
73

-28

vl o o
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OCR-B European Computer Since 1963 | since 1965

Manufacturers Association

OCR-B

Adrian Frutiger

In 1961 thirteen computer and typewriter manufacturers founded the ‘European Computer
Manufacturers Association’ — ECMA - based in Geneva.' The main objective for its found-
ing members was the creation of an international standard for optical character recogni-
tion to be used, for instance, in payment transactions. But most of all they wanted to avoid
the wider adoption of OCR-A /02/ — we used to call it ‘robot type’ — in Europe. It was one of
the first machine-readable typefaces that came from the United States. For the European
OCR manufacturers it was a given that the shape of its capitals would never be accepted
over here, and they were intent on coming up with a European answer, OCR-B, that would
be aesthetic and pleasant to the human eye. In 1963 I was approached by Robert Ranc,
director of the Ecole Estienne, and Gilbert Weill? an engineer from the R&D department
at Compagnie des Machines Bull, asking me to develop OCR-B. In a first meeting they ex-
plained their goals: they wanted to suggest an international standard using a non-stylised
form of the alphabet. The problem with this task was that all companies that were mem-
bers of ECMA had developed their own readers and each of those worked in a different
way; some read the counter, others the contours and yet others the centreline.

Over a space of five years we would meet up every three months at one of the compa-
nies’ offices. First they had to agree on a common grid. Then, at one of the following meet-
ings, they gave me a template and said the typeface would be read according to these
points. The cells were only a few millimetres big and the system was considerably finer
than the matrix of OCR-A with its 5 by 9 cells /03/.Iwould always draw curves in my designs.
The engineers said that adjusting them to the grid wasn't the task of the designer, it was
the task of the computer. In my studio we created hundreds of drawings, all filled in with
black.The grid was only superimposed later for copying purposes, so that the manufactur-
ers could read the character’'s mass precisely. If a cell was more than half full it counted
as a plus, if it was less than half full it counted as a minus. Initially only horizontal steps
were possible but later the cells could also be divided diagonally. The resulting computa-
tions were done by the computer firms. They looked after legibility and the typewriter
manufacturers looked after the execution of the typeface.The characters had a consistent
line weight and the most important thing was to determine the form-giving ‘centreline’.
It was needed for the milling of the typewriter face /01/.

Since I insisted, it was agreed to develop a differentiated ‘letterpress font’ for book
printing in addition to the font with the consistent weight. Up until this point only numer-
als and capitals had been important but now we also had to deal with lower case charac-
ters. As far as the letterpress shapes were concerned, it was important that I built them
up from the centreline. The shape of the type around it, the difference between fine and
bold, didn't matter in technological terms. The discussion revolved around the question
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Letterpress, Computer Composition,
Typewriter Composition
PostScript digital typesetting

- Several computer and 1
typewriter manufacturers

- Adobe | Linotype
Bitstream
Elsner+Flake

Since the beginning of
the 20th century many countries have devised national
standards - for electrical sockets or paper sizes, for ex-
ample. Due to growing globalisation an increasing need
emerged to make these national standards compatible
with each other. This resulted in the foundation of the
International Organisation for Standardisation — ISO in
1947.3
Itis this organisation to which ECMA* submits its applica-
tions for the certification of worldwide standards. The
increasing use of computers, which were being produced
by a growing number of manufacturers to their own
standards, created the need to standardise basic oper-
ating technologies for software applications. With the
main objective of coordinating the different computer
standards, three companies — Compagnie des Machines
Bull, IBM World Trade Europe Corporation and Interna-
tional Computers and Tabulators Limited — initiated a
meeting of all major European computer manufacturers
that led to the foundation of ECMA in 1961, a private
standards organisation for the standardisation of infor-
mation and communication systems.

One of ECMA'’s projects dealt with automatic character
recognition. Adrian Frutiger developed two versions of
OCR-B: the first one featured constant stroke weight and
round terminations. In the second, called ‘Letterpress’,
the stroke weight was adapted according to optical cri-
teria and the terminations were angular. Initially OCR-B
was monospaced. Additionally the width of the glyphs
varied, i.e. it was a proportional typeface.

Besides the drawing and manufacture of the typeface,
the technology for reading and processing information
was important. The computer manufacturers agreed on
the ‘system curve of merit’ as a common basis for the
differentiation of individual characters.

OCR-B, which was initially developed for typewriter set-
ting, was swiftly adapted to other typesetting systems
(for example Monotype in 1971)° and is still used in con-
temporary computerised technologies. Frutiger was one
of the first designers worldwide who — with regards to
machine-readable typefaces — dealt with questions of
aesthetics in combination with technology. This led to his
giving numerous talks on the subject, the first of which
took place in 1967 in Paris at the ATypl conference.
After a first recommendation by the ISO committee in
1966, OCR-B was declared a worldwide standard in 1973.



101/

The greatest possible difference
in shape of the difficult character
group D O and the numeral 0 -
with centreline for the milling of
the typewriter matrices.
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of what machine-readers would be able to read in the future: only typewriter faces or also
typefaces for book work or even handwriting? The people responsible at the time under-
stood that there were two different worlds: the simpler shapes of letters typed on a type-
writer —that was the reality we were dealing with — and the more complicated typographic
shapes in bookprinting. Back in the 1960s, being able to machine-read books was still a
dream. But we all agreed that this would be ideal. There was a fountain of ideas, we were
eventalking about automatic translation. But even the most far-sighted engineers wouldn't
have been able to predict desktop publishing.

In the meetings I would always hand out photocopies of the drawings produced in
my studio to each participant. Each of them would then go off and do their own maths in
their respective companies and come up with a different result. Initially it was just some
impenetrable gobbledygook for me when the engineers were discussing all their paper
computer print-outs full of numbers, but after a while I began to understand what they
were talking about. I never interfered with the finer details of the engineers’ work. If they
came to the conclusion that part of a shape was too wide, too narrow, too high or too low,
we would note the changes with a pencil on the drawings right there and then in the meet-
ing. The translation into coordinates /20/ was carried out by the participating firms.

For the readers the distance between the characters was very important /16/, each
character had to be clearly separated from the next one. The shapes had to be clearly dis-
tinguishable too s11/. To check this there was the so-called ‘system curve of merit’: each
character was compared with every other in the computer by superimposing them two-
by-two /107 based on the centreline /o08/.

102/

The standard character set of OCR-A
developed in the USA from 1961
onwards and given USASI standard
status in 1966.

ABCDEFGHIJKLMNOPARSTUVWXYZ
AOUACRINLS<Y¥0L23U45E789. 13
| 27— {}%@+=""/7Z YA |

/04/ 105/ 106/
Stylised characters for the printing Progenitors of the numerals in
of banking forms with magnetic OCR-A: Farrington 12F1, RCA,
ink — E13B (top) USA and Canada; NCR C6000, IBM X9A-120, Remington
CMC-7 (bottom) Europe. Rand NS-69-8, Burroughs B2A,

GE 59A-04, Farrington 7BI.

1234567890
1234567890

12445617890
12345678190
L2345b7890

hied %¥556./890)

1234567390
12345671890

unknown.
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Machine-readable numerals
and capitals, based on a
grid of 7 by 9 cells — manufacturer

0L23456789
ABCDEFGHIJ
KLMNOPQERST
UVWXVYZACEILE

Initially the shapes
of OCR typefaces (optical character recognition) were
solely determined by the reading technology of comput-
ers. They had to be simplified or stylised. The only crite-
rion was that of correct recognition.

The numerals face E13B (MICR) of the American Bankers
Association /04/ was part of the ‘first generation’ of
stylised, machine-readable typefaces. It was based on
a matrix of 7 by 10 cells. Another typeface for magnetic
readers was CMC-7 (Caractéres Magnétiques Codés)
104/, developed in 1961 by the French Compagnie des
Machines Bull. Its numerals and capitals were each con-
structed using seven strokes of constant weight where-
as the counters varied.

In 1961 a committee of the USA Standards Institute
(USASI) agreed on the creation of OCR-A /02/ as a natio-
nal standard for machine-readers. This typeface with its
still extremely stylised shape based on a matrix of 5 by
9 cells 703/ belonged to the ‘'second generation’. OCR-A
was preceded by fonts from different manufacturers,
including Farrington, NCR (National Cash Register) and
IBM /05/.Initially it only contained numerals, capitals and
a few special characters but was later extended to in-
clude lowercase letters as well. Together with OCR-B it
was recommended by I1SO in 1966.

Like Adrian Frutiger’s typeface, Farrington 12L/12F /07/
belonged to the ‘third generation’ featuring a look that
was more pleasing to the human eye.

103/

The computer-readable shape of

the numeral 8 is based on a matrix of
5 by 9 cells in OCR-A, and 14 by 19
cells in OCR-B.

107/

Farrington 12L/12F Selfchek —
machine-readable character set by
the credit card company Farrington
Manufacturing Company.

0123456789
ABCDEFGHI JKL
MNOPQRSTUVWX
YZ A9rIkF]

-+/..% 1|
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The formal principle of
OCR-B was based on the premise that each character
must differ from another by at least 7 per cent in the
worst possible case. To check this, two characters were
superimposed in such a way that they covered each
other optimally 708/. Additionally, this test was carried
out using two different printing weights: a fine weight
caused by weak pressure on the keys of the typewriter
keyboard or through a lack of ink on the typewriter rib-
bon, as well as a fat, squashed weight caused by strong
pressure on the keys or by bleeding ink. Even if the fine
and fat weights were superimposed —the original weight
could be fattened by a factor of up to 1.5 — the difference
of 7 per cent still had to be guaranteed /12/. A test print
demonstrates the principle /10/. It shows a vastly fattened
N and a thin M, which the computer had to clearly iden-
tify as such based on the difference (shown in red).
Generous character spacing was needed to guarantee
correct processing /31/; serifs, on the other hand, were
rather detrimental to performance since they increased
the coverage ratio of the characters /09/. Furthermore,
the paper should not be reflective and the type should
not bear any stains.
There followed a period of rapid technological progress:
by 1970 standard typewriter faces were machine-read-
able, as are books, newsprint and handwriting today.

108/ 109/
All characters, here Hand T,

are compared according to their
greatest overlapping area.

| |

n M2/

Serifs increase the similarity
between characters and

are therefore less suitable for
machine-readers.

bh

While the width of each single character was the same for all manufacturers, the
height would partly differ /18/. Following the demands of the bigger companies, we would
eventually have three heights /19/, since it was cheaperto adapt the typeface than to change
the production of the machines. It made no difference to us, we just had to do the work three
times over. For one year we were practically fully occupied with the development of these
matrices. André Giirtler was part of the team at the time and in 1964 Nicole Delamarre
joined us as well. Of utmost importance was the difference between capitals and numerals.
For a long time we experimented with identical heights but there would always be pairs
that didn’t work. The B-8 combination caused us some major headache: specifically, the
machines that read the counter would never recognise the difference correctly. Eventually
Icameup with theidea to keep the numerals higher than the capitals —that was the solution
/23/. Since the numerals were of correct proportions right from the start and thus formed
the basis for the standard, all the capitals of the typeface were eventually scaled down.

For the typewriters all characters had to be of even width, these were monospaced
faces.Therefore we had to draw a narrow m /25/.I staunchly refused to introduce any serifs
if it wasn't absolutely necessary. But with i jand I we had no choice, because of the danger
of them being confused s15/; the 1 got a curve at the bottom. That the D eventually turned
out to be a bad shape might have been due to technical issues. In the first version it is very
beautiful /24/, in the final one it seems to be narrower 726/. The C too turned out far too nar-
row in the end. With the K, the arm and tail don't come to an acute point on the stem.I've
never done that anywhere else but there was no other option technically. If there had been
a gap in the centreline, the reader would possibly have read the X as a stroke and a chevron.

/10/

The computer printout shows the
difference (in red) — it has to

be at least 7% in order to clearly
differentiate the fine M from the N.

33

e ]

In the design, it is important to
strive for the greatest possible
differentiation whilst avoiding a
stylised look.

13/

B86& are difficult to differentiate
for a machine-reader — very similar
in Univers (top) compared to
OCR-B (bottom).

B8 &
B3&

The differentiation, and thus correct
recognition, must still be guaranteed
in the worst possible case where a

character is fattened by a factor of 1.5.

14/

With Univers (top), the majuscules
are wider and higher than the
numerals; the opposite is true for
OCR-B (bottom).

CDOAQO
cCboaoO

A3909000000FRIIIARE

LLTLEL TS PP LT
ERRRIIIOR0E BRI

FETELLTTT S8 B

AIRBBEEREOIIIA2ANALARERDN

OOBEBEEEREE
ST

CELIEELD
anee, .
aas,

]

15/ 16/

Characters that are very similar In contrast to the letters and to

in shape get a serif, horizontal bar Univers (top), the numerals

or curved stroke in OCR-B of OCR-B (bottom) feature dynamic
(bottom). curves.

11ijl!) 2359
1I3jL1) 2359
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nz/

OCR-B 1965 — Size I: Reference point
drawing, Letterpress version with
stroke contrast and outlined skeleton
letter shape with centreline.

121/

The numeral 1 leans slightly to
the right — construction drawing of
the ‘Constant stroke width font’

according to ECMA-I11.

SIZE I

120/

Cover and interior page of the
ECMA manual from 1965 — the table
lists the coordinates of the
reference points for R and S in um.

£re

S

i i1

REF. DRAWING NR. |

[P7)

180

TEXT TYPEFACE

18/

OCR-B 1965 — Size II: Letterpress
(angular) and linear version
(round) with taller proportions —
neither was developed further.

19/

OCR-B 1965 — Size III: Centreline
of the capital S in the linear
version with even greater vertical
scaling.

FEEEE §

[l

122/

Correct character recognition

of the skeleton line and contour in
spite of interference caused by
squashing or staining.

123/

Comparison method - point
resolution for data capture in
black; final artwork and difference
between B and 8 in colour.
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abcdefgh
ijklmnop
qrstuvwx

ABCDEFGH
IJKLMNOP
QRSTUVWX
YZ*+,-./ yz m 8ga
01234567 @%RES*T? !
89 <OR#2H

(=) [1:;°9
AORNUED "_+" "

the numeral 0.

125/

First published version of OCR-B

from 1965 with curved diagonals for W,
greater difference between O and zero
and different crossing for 8.

abcdefghijklmnopgrstuyv
wxyze8@ABCDEFGHIJKLMNO
PQRSTUVWXYZAOUERNOESO1
23456789 . vz 1 7=C) LY&*/
+xX=<><2+%H#adrE0O" """ """ —m

abcdefghijklmnopgrstu
vwxyz3d8a2ijgBABCDEFGHIJK
LMNOPQRSTUVWXYZAOQURELJ
NOEE1234567890. . ;4]
2= () LI{I&*/\+=<>%#r”"
§¥m_ """ 77

126/

OCR-B from 1971 with horizontal bar
for j, curved descender fory,

very wide B, and altered shapes for
capital O, lower case o and zero.
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First test version of OCR-B

from 1963 with dynamic curved
strokes for b g q, alternative m and
similar shapes for capital O and

The first test version of OCR-B
dates from 1963¢ and contained 109 characters /24/. The
bowl shapes of the majuscules were static, while there
are two types of bowl shapes in the minuscules: around,
static bowl, for instance in cd p, and a flat, dynamic one
inb gq.All numerals had dynamic shapes but the curves
varied: flat curves in 23, leaning towards the diagonal
in 5 and clearly diagonal in 6 9. Initially Frutiger designed
the majuscules so they were of the same height as the
numerals, but for the first test version the former were
scaled down to differentiate them more clearly.

The version published as Standard ECMA-11in 1965 con-
tained 112 characters including three additional letters
with diacritics /25/. Some characters had undergone con-
siderable correction. This is obvious with the W, whose
outer diagonals became curved; with the numeral 0,
which received a more oval shape to differentiate itself
better from the capital O; with j,which now had anormally
placed dot; as well as with the aforementioned bgq,
which now featured static bowl shapes. The same was
true for the $ sign. The @ had obviously changed, where-
as the slight incline in the numeral 1 was hardly visible.
Altogether the typeface now had a more consistent
shape compared to the test version.

A further extension and correction phase took place
from 1969 onwards /26/. Five more characters were add-
ed: the section mark §, the two Dutch ligatures 1Jij, the
German esszett 3 and the Japanese currency symbol ¥.

B3 Sub-as ] Emended siphsnumanks pebi-se

This gub-ge comgnisss B characiens, in particulae thoss of the 150 7-b8 coded chasscier wet 50 8481881 ; I‘l?

V"H#Ea$72&"' ()*+ ,-./
0123456789 :;<=>?
dABCDEFGHIJKLMNO
PQRSTUVWXYZL\1~A_
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parstuvwxyz{|2}~

| seace

6.4 Subraetd - Option bt
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127/

Extension of the alphabet from
1994 with additional accents and
diacritics for several European
languages.




The British pound sign £ was changed considerably. There
were still problems in differentiating DOO0 and B8 &.
With the D, the curved stroke now started directly at the
stem, the O was more oval; the zero, on the other hand,
had become more angular. The Q was adapted in shape
to the O and the tail of the Q was altered. The B now
featured a markedly wider shape that resolved the con-
flict with the 8, whereas the ampersand & got a smaller
lower bowl at the expense of the upper one. The j was
changed yet again and, similar to the i, it now had a
horizontal bar while the y received a curved descender.
Additionally, with the U, the trema was changed slightly
and so were the comma and the semicolon. Eventually
all corrections - those that are listed here and others —
were not beneficial in terms of shape; instead Frutiger
had acknowledged the overarching goal of character
recognition.

Even with the international standard 1SO1073/1l in 1976
the OCR-B project had not yet come to a close. Instead
the number of characters was successively extended.
From 121 characters in 1976 the font grew to 147 by 1994
/27/. The additional characters were mainly due to the
inclusion of special characters for different languages.

Some character shapes of Linotype’s digitised version
of OCR-B are not identical to the ECMA original — there
is more similarity in Berthold'’s, but only in the type-
writer version /33/.7

Le principal goulot d"étranglement dans la suite des opérations de traitement
réside dans l'obligation de préparer manuellement, & partir de documents
concus pour l"homme (états imprimés, fiches, registres) des documents direc-
tement exploitables par la machine, tels que des cartes perforées. Depuis de

The different national special characters were added successively /27/. Every now and
again the secretary general of ECMA, Dara Hekimi, asked us whether we wanted to draw
the ligatures for a particular country. These characters were no longer controlled by the
whole ECMA committee, they were defined as either legible or illegible by the respective
country.They were also no longer subject to that complicated comparison process. Special
national characters were only available in the respective countries. The ij ligature for in-
stance can only be found in Dutch machines. The French ligature ce was added in the nine-
ties 727/.The & however had been integrated earlier /24/, this ligature was important for the
Nordic languages. In French, on the other hand, it wasn’t seen as a mistake when ae and
oe were separated. Contrary to today, ceuvre without ligature was totally acceptable.

I've always slightly regretted that eventually only the numerals remained so open in
their shapes /13/. The rest appears to be fairly Univers-like, among other things because of
the horizontal termination, although the first drafts of the OCR-B actually looked quite
different /24/. One could have given the C endings, the bottom of the g and also the S a
vertical instead of a horizontal termination. This would certainly have been possible in
terms of technology and recognition. Although I already had experimented with open let-
ter shapes, as for example in the designs for ‘Delta’ and ‘Gespannte Grotesk’, I remained
close to the Univers-style when designing OCR-B. The open shape was already there but I
only became aware of its better legibility when I carried out the numerous legibility stud-
ies for the signage face Roissy. From that point onwards I felt the stroke endings of Univers
were too closed. But when all’s said and done, I'm pleased that at least the numerals of
the OCR-B are useable because these are the characters that get used almost exclusively.

128/

OCR-B as a proportional font in

the Letterpress version (top) and as
a monospaced font in the constant-
stroke version for typewriters

nombreuses années, les constructeurs de matériel électronique s'efforcent de

Les origines exactes de

Les caractéres romains, qui

phabet actuel, s'apparentent aux caractéres grecs lus,
a L'origine, alternativement de droite & gauche et de

gauche a droite.

129/

The search for an unambiguous
shape — the numeral zero (top) and
the capital O (bottom) in compari-
son from 1963, 1965 and 1971.

= 000
= 000

/33/

Slight incline of the 1in the
original (left) and in the digital
version by Berthold (right), but not
in Linotype’s version (centre).

INTERNATIONAL STANDARD @ LLUER

Alphanurers charstie 181 Foe 000l (S0 on
Part I : Charecter w1 OCA-B ~ Bhapei snd Smerion
of tha printed image

e e

T et O HTES WAL

132/

In 1973 OCR-B was declared an inter-
national standard by the International
Standards Organisation (ISO)

and was subsequently updated.

(bottom).
|l "2lphabet restent indistinctes.
sont & la base de notre al-
/30/ 131/

The digital ‘Letterpress’ version
by Linotype (left) and the
digital ‘constant-stroke’ version
by Berthold.

EKEK

A generous letter spacing is needed
for machine-readable characters —
the characters must not touch

each other.

Xy lon

134/ 135/

The numeral 6 appears to be The digital version of the lower case
wider in the diagonal in the digital  c by Linotype (centre) is rounder
version by Linotype (centre) — than the original version from 1976
original (left), Berthold (right). (left) and the Berthold version.

666 ccc
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136/

Use of OCR-B in a French paying-in
form from 1978 and a Swiss post
office form from 1999.

/38/

Adrian Frutiger giving a talk on
OCR-B in the Unesco building
in Paris at the ATypl conference,
10 November 1967.
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Applications  Since the 1960s machine-readable type-
faces have been used for data recognition and process-
ing. They can be found on cheques, bank statements,
postal forms and credit cards. They are, however, increas-
ingly being replaced by typefaces for typewriters and
newsprint or bookwork since those are now equally read-
able, and because data are no longer transferred via
printed type, but stored on magnetic strips or chips.
Adrian Frutiger's OCR-B can be found on paying-in forms
in some countries, forinstance in France and Switzerland,
/36/ butin the latter case it has, for some years now, only
been used in the encoding line. There are also three
encoding lines printed on the back of Swiss ID cards /39/.
Furthermore, the barcode numbers on the price tags of
consumer goods are often set in OCR-B /37/.

Atotally differentapplication for Frutiger's typeface could
be found — up until the 1980s — in text processing. For
example the IBM golfball typewriter could read texts
typed in OCR-B - so-called typoscripts — so they did not
have to be phototypeset a second time at the printer’s.
But this application disappeared with the arrival of data
exchange via floppy discs. OCR-A and OCR-B eventually
found their fashionable expressionin the graphic design
of the 1990s where they were seen as techno, cool and
trendy.

137/

Barcode EAN-13 of a book with
ISBN number and stock number set
in OCR-B.

ISBN 0-7148-3449-1

9 |780?14 834498'I

139/

Swiss Confederation ID card —
with three encoding lines

on the back in Adrian Frutiger’s
typeface OCR-B.

IDCHECDA34906<0<<<<<<<CLCL{L<{<L
6604123M1402265CHE<C<<<<<<<<<<8
STAMM<<PHILIPPL<<<<<<L<CL<<<<<



zu tauchen in diesen Schlund hinab.*PT.*PT.~-

Die haben wir heute nicht mehr, die Rittersmdnner und Knappen.
baflir haben wir einen Haufen mindestens so mutige Blrodamen
und Knédppinnen, wodnsowie BlUromadnner und Blroknappen. Alle
missen sie edelster Abstammung sein, bei dem Mut, den sie
tagtiglich beweisen, wenn sie mit dem Lift den Schlund hinauf-
tauchen, direkt dem modernen Drachenungeheuer<s <Computer<<

in den Rachen. Schaurig hallt es durch die geweihten Hallen,
wenn er allmorgendlich sein Opfer sucht. Die modernen Unge-
heuer fressen ihre Opfer nicht gerade auf, nein nein, aber

sie verwandeln durch ihren papierenen, Zahlengespicktennn
zahlengespickten Output die BprunBlromdnner und Damen auf
eigenartige Weise. Plétzlich wird ein sonst so munterer und
freundlicher Knappe oder eine ebensolche Kndppin, den der
Drache in seinen Bann gezogen hat, so merkwirindig. Mit irrem
Blick, unverstidndliches Zeug Uber die LiplermulLippen flisternd
oder rufend (je nach Stadium), wandeln sie durch die Gédnge.
Meistens steuern sie, einem untriglichen Instinkt folgend,
direkt auf des Ungeheuers Filiale, das Bliro des <EDV-Knappen<<
zu. Mit papierenen Tatsachen, diese durch wort—- jaund gesteing=m
gestenreiche Tiraden unterstutzt, verlangen sie Abhilfe,

auf dass der <EDV-Knappe<<, schwdchlich und unterndernadhrt

wie er ist, sofort mit stumpfem Schwert das Ungeheuer zur Ré&s-
on bringe.”*-

Meistens wird die Wut des Drachen durch die falsche FlGtterung

Original typescript in OCR-B; suitable
for OCR data capture — mistakes

like the one in line four are flagged
with deletion symbols.

OCR-B
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Breughel Adrian Frutiger 1978 | 1982

BREUGHEL

With Breughel, I actually managed to outsmart CRT technology. But running rings around
the technology wasn’t the main incentive, at least not consciously. First of all, I wanted to
design beautiful, new typefaces. I always felt obliged, however, to bring something new to
the type selection meetings at Linotype. There were two to three of these meetings per year
and I never went there without some sketches or a glued sample character string. But
neither D.Stempel AG nor Linotype explicitly commissioned the design of particularly
technology-friendly typefaces.All these things developed in my thinking, in my head. Each
day was different for me; each day brought a new idea. I was bubbling with ideas. There
was an inner urge to do creative work. But I wasn't desperately trying to find something
that was suited to the technology. That would have killed me. However, I could never totally
ignore the technical aspects.

There were no systematic explorative studies for Breughel. During this period, however,
many other sketches were developed. The calligraphic ‘Breughel Script’/04/, for instance, is
a design in its own right. It shows a few similarities but there are also differences.If I had
a good idea, I sketched it out for two to three days, polished it, filled the contours in with
black and had the letters glued together to make a word image. The ‘OHamburgefons’ was
only created once a proposal had been accepted in a meeting. After all, this represented a
first business investment. All sketches and glued samples that I created at home were my
own private explorations and didn't cost D.Stempel AG a penny.

Breughel’s digitisation-friendly shape played an important role in the decision to
implement it. The Bodoni shock with Lumitype during the mid-50s was followed by the
Meéridien shock at the beginning of the CRT age during the mid-70s. Back then, when I saw
the results of digitisation with all those stepped edges I was horrified. That caricature of
Meéridien was totally unacceptable /12/. It was the beginning of a period that I once called
the ‘dark ages’, the ‘wandering in the wilderness’. Today I'd rather call it the ‘experience
of change’. I couldn't really accept IBM's philosophy that technology would be able to do
everything one day, that it just needed a bit of patience. Should I have twiddled my thumbs
and simply waited? It took almost 20 years to get from the disk-space hungry, cathode-
ray-pixel technology to vector representation, which was considerably less data intensive,
and then to the Bézier curves of the 80s.

So Itried to circumvent the technological shortcomings by means of formgiving. The
long curves of the slightly tapered downstrokes and concave serifs had to be avoided. Just
as with Méridien, this would only have resulted in jagged pixels.Therefore, with Breughel,
Ikept the right contour of the downstroke vertical, while the left one was strongly concave
1017.Through the contrast between the straight line and the deep curve the typeface comes
alive; additionally, this allows for it to be digitised without suffering any damage. The
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Digital typesetting CRT
Digital typesetting PostScript

- D.Stempel AG | Linotype 6
— Linotype

At the end of the
1970s and the beginning of the 1980s, Adrian Frutiger
developed different but, in terms of shape, related typo-
graphic designs. The order in which they were created
is not obvious since not all of the designs are dated.
What they all have in common is a sturdy composition
with strongly tapered strokes, which gives them a certain
dynamic appearance.Emerging from these designs with
differently shaped serifs came not only Icone (see page
276) but also Breughel /01/, which was conceived in three
stroke weights /02/ with a corresponding cursive pub-
lished in 1982.2
The name appears initially as Breughel Script and refers
to a set of bold fonts in four weights dated May 1978.
The set is shown in Adrian Frutiger’s Type Sign Symbol
103/, where it is printed in red to differentiate it from the
black upright cuts. There are outline drawings with a
12.5cm x-height for some individual letters of Breughel
Script,some in four different weights and some showing
digitisation points /04/. This indicates that there were
plans to implement this typeface.

Also, the sample string ‘Hanover’, drawn in pencil, bears
similarities to the typeface Breughel /05/. There are dif-
ferences, however, in the shape of the serifs, in the angle
of the stress in the o and in the downstrokes, which are
tapered on both sides. The same drawings also serve as
templates for the adhesive letter set "Hobnail business’
/06/.0On the same sheet there is a second, similar design
called ‘Irma’s sombrero’ /06/ with triangular instead of
square serifs. The stress of the o is less oblique and
closer to that of Breughel. It is also interesting to com-
pare the lowercase a in both designs. In the top design,
the upper terminal is rather pointed, and the transition
from the bowl to the stem is strong and bent down in
the interior /06/. In the bottom design, the upper termi-
nal is pronounced, but the transition is fine and diagonal
/06/. In the later design of Breughel, both parts are kept
fine /18/.

The 1980 ‘Ritual project’ /07/ is a slab serif in the shape
of an italienne® but with slanted serifs as in Breughel.
Typical for this kind of typeface are the more pronounced
horizontal parts in comparison to the finer vertical ones
and often also the narrow proportionof the typeface. In
1989, Adrian Frutiger designed an italienne with his West-
side (see page 346).



101/

Folder and final artwork for
Breughel 55 — Linotype archived a
character set in three folders.

BREUGHEL




103/

Proportional template of the
design for ‘Breughel Script’ (red)
and the regular font (black) in
four weights each (1978).

288 TEXT TYPEFACE

102/

Proportional template of Breughel
for the data capture of the steps —
the strokes are tapered on one side,
the serifs are slanted.

104/

Pencil drawings for the design
of ‘Breughel Script’ - the original
drawings have an x-height

of 12.5cm.
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Hobnail business

/05/

A design similar to Breughel

with strokes tapered on both sides
and vertically cut serifs —

pencil drawing, original size.

Hanover

‘ Hobnail business

How is your unbelievable Hob-
nail business in Hanover going
over. Is your believable Home
going over your Hanoverbus.
How is your unbelievable Hob-
nail business in Hanover going
over. Is your believable Home
going over your.

How is your unbelievable Hob-
nail business in Hanover going
over. Is your believable Home
going over your Hanover.

Irmas sombrero

Have one sombrero

106/

when Irmas unborn boss

Irma
Hamburg

Heimat deine Firne scheinen wie goldene

Design of a typeface similar to 3 5
Breughel (top) and another version stave Hamb Uils Sallg
derived from it with wedge serifs
(bottom).
Heimat deine Firne
Ritual project

Flammen am abendlichen Firmament.

Hiigelreihen ziehen sich wie bewaldete
Inseln vom nahen Flusse bis ins Hohland.

107/

The design of Ritual (1980)

is reminiscent of Breughel but also
of an italienne such as the later
Westside.

Ritual project

BREUGHEL 289



upper and lower contours of the serifs could not be curved either, but I gave them slanted
side contours, so they wouldn’t be too similar to an egyptienne.

In a brochure of my typefaces available at Linotype in 1983, Horst Heiderhoff wrote
that Breughel was modelled on the early humanist typefaces, and in particular on Jenson
/28/.1didn’t say that. For a long time, I thought that this was an unsuitable statement but
now I have to admit that there’s some truth to it. If you compare a few lines from Jenson
with the bold Breughel, the relationship becomes obvious /09/.* These sample sentences,
developed at different times and using different technologies, also show that the quality
of the stroke is less important than the quality of the whitespace. In the regular cut, the
ratio of black to white in one line is approximately 25-30% black and 70-75% white.?
Therefore, a typeface mainly consists of counters and sidebearings.

With Breughel, b d p g have oval counters /14 while with hmn the transition from stem
to shoulderis slightly angular /15/. Having a rounded transition here would have made the
typeface altogether too soft. I could also have drawn an angle in the b, similar to the top
part of the g in order to emphasise the movement even more /14/. That would perhaps con-
form more closely to the overall style because angles and edges are part of the basic shape
of this typeface. The edginess, which is an intrinsic part, is missing in the lowercase b.
What has always been problematic is the letter X,which is influenced so much by the Roman
numeral. It is difficult to create a different X shape /16/.I would say that the upright amper-
sand is a compromise. It has neither my own nor a looped shape. It is a bit odd /17/.

Breughel was released in 1983, in six sets. There was a tendency at the time to extend
typefaces to larger families so that they could be sold at a higher price.® A typeface with

108/ 109/

A humanist minuscule Excerpt from the 1471 Fabius
from Ferrara (Italy), written
on parchment, first half of
15th century.

baront gocci/nonlapg_d azmo

Nicolas Jenson (top) and in

alormedefimi. Hauendo dicto lian
| ?mﬁcga:olc/hbam,nx;gocacbmn
fencr, comandorono che laliccera dr
Loro fofle dara nelle mane ditheoda

Quintilianus in the typography by

comparison with Breughel Bold.

Breughel, of course, is not
a redesign of Jenson; the differences between the two
typefaces are obvious /09/. There is also no indication
that Frutiger deliberately used the 15th-century typeface
as a starting point.” However, there are some character-
istics that justify the comparison made by Horst Heider-
hoff. Nicolas Jenson gave his antiqua a very even struc-
ture (see page 15). The serifs have a sturdy, asymmetri-
cal shape and the second and third downstrokes in the
lowercase m are concave on the left hand side. Through
its asymmetrical alignment, there is a slightly inclined
movement in Frutiger's typeface towards the reading
direction, and through the sturdy serifs it clearly defines
the line of text. This kind of design in typefaces goes back
to the handwritten humanist minuscule /08/.Thus, at the
beginning of the design process, we find the develop-
ment of a hand-lettered typeface: Breughel Script /10/. A
relationship in terms of shape to the earlier Ondine (see
page 50) is obvious.
With Apollo/22/,Frutiger had already used slightly asym-
metrical serifs and the italic Opéra/24/ already featured
unidirectional serifs. The humanistic shape of the tapered
downstrokes is another characteristic of many of Frutiger's
serif typefaces. Similar to Icone — which was developed
in parallel — the deep concave shape of the downstroke
allows for a smaller radius, distributing pixellation over
several steps. This results in a more agreeable appear-
ance, shown in the subsequent comparison /11/.

in primis exiftimetur ueniffe ad agmdum ductus officio uel cognatio~
nis uel amicitiz:maximeqg {1 fien poteft rei.pu.aur alicuius certe non
mediocris exempli. Quod fine dubio multo magss ipfis litigatoribus
faciendum eft: ur ad agendum magna atqz honefta ratione:aut eiam

in primis exiftimetur ueniffe ad agendum ductus officio uel cognatio-
nis uel amicitise:maximeg; {i fieri poteft rei.pu.aut alicuius certe non

mediocris exempli. Quod fine dubio multo magis ipfis litigatoribus
1o/ faciendum eft: ut ad agendum magna atqg; honefta ratione:aut etiam

Comparison between

Breughel Script (left), Breughel
Regular (centre)

and Regular Italic (right).

bbb eee uuu

2/

CRT output of Méridien

showing the typical jagged steps —
the tapered strokes look
unattractive.

ELF’T

n/

Majuscule I of Méridien, Icone and
Breughel at a low resolution of

300 dpi — comparison implemented
using today's technology.
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/13/

Humanist typeface suited for low
resolution thanks both to the strokes
being strongly tapered on one

side only, and to flat, slanted serifs.




In a letter bearing
the greeting ‘Lieber Freund Weidemann’ (Dear friend
Weidemann)® Frutiger responded to a 1984 survey?’ by
Eurographic Press.'® Among other points, the following
excerpt was published: “When drawing or designing, it
has become impossible for me to ignore or forget about
the digitisation process. The grid of dividing a curve into
single points has become second nature to me. The ex-
perience of pixellation has become part of my knowledge
and therefore it is an inevitable aspect of the creative
phaseinthe design process. Thus the creation of Breughel
was the result of the idea of a digitisation-friendly type-
face.”"Andin the Gutenberg-Jahrbuch 1985, Heiderhoff
quoted Frutiger: “Very wide-sweeping curves were de-
liberately avoided, since the memories of the difficulties
with the digital rendering of typefaces such as Meridien
were still fresh in my mind. Nonetheless however, for a
medieval antiqua, | was not prepared to replace the
swelling and shrinking of a lively downstroke with a hard
and straight line. This exploration resulted in the idea
of having a concave curve on only the one side, although
the concavity itself was more pronounced. The right-hand-
side contour of the stem is thus a perfectly straight line,
while the left-hand-side contour simulates a strong curve
that is achieved through a relatively large number of pix-
ellated steps. In the scaled-down version at reading size,
however, the eye perceives the curvature of the down-
stroke as an organic whole.”"?

only three cuts wasn't worth much. Besides the marketing, the cost factor played an im-
portant role as well. It takes a lot of time and money before you get a roman, italic and
bold right. Once these base shapes are done, further extension is easy.” I drew the regular
and bold cuts completely myself; the medium one was done by interpolation. We also used
the technological possibilities for the cursive. It was a mathematically sloped version,
which, however, I refined manually. I only redrew the letters aefg /18/. With its one-sided
serifs for the lowercase letters, the cursive is a bit special. It's so consistent — and unique
—that the left part of the r serif is also missing /20/. I didn't ask: what is allowed and what
isn't? If I thought something was good, I did it. Breughel had oldstyle numerals and small
capitals in the regular cut. Linotype did the initial work for this and I then corrected the
shapes.Idesigned only the oldstyle numerals 0,1and 2 myself, which have totally different
proportions /217 — that might have been a bit lazy.”

Apart from the technological aspects, Breughel has a character of its own. I used to
call it ‘rustic’, ‘gnarly’; I felt it had something in common with the pictures of the painter
Breughel™ - that's why I gave it his name. After Méridien and Iridium on the one hand,
and the grotesque typefaces on the other, I wanted to go in a different direction. Instead
of elegant and refined shapes, I was looking for something more grounded, with some meat
on its bones, as it were, and with robust serifs. For a long time I used to look down on
Breughel a bit, by seeing it as a transitional solution based on technological restrictions.
When Ilook back at it today, I discover its quality: it is sturdy yet well formed with a strong
character.

14/
The transitions from the bowl to
the stem in bdpq are round —

the b appears a little soft due to its

round shape at the bottom left.

bdpg

/18/

Only aefg were drawn from
scratch for Breughel Italic — all
other shapes were inclined
automatically and then refined.

s/

The curves of the lowercase hmnru
feature an angular transition into
the stem, which strengthens the
appearance of a handwritten shape.

hmnru

19/

While in the regular font the x has
double serifs and the y has single
serifs, this is exactly the opposite in
the italic font.

16/

It is a typographic challenge
to add some dynamic to

the strokes of the symmetrical
X-shape.

X

120/

Humanist typeface suited for
low resolution thanks both to
strokes tapered on one side only,
and flat, slanted serifs.

hr

n7/

In the regular font, the & of Breughel
features a slightly pretentious,
unlooped shape, which is not the case
for the 8 and the italic version.

S 3&

121/

As opposed to, for example,
Garamond (top), only 012 are
different in the two figure sets of
Breughel (bottom).

0123456789

aefgaefg

122/ 123/
Apollo (top) and Breughel (bottom)
display an obvious relationship

in shape and construction.

acehs
acehs

serifs.

Xyxy

The letters of the italic versions of
Opéra (top) and Breughel (bottom)
feature very similar shapes and

abdgpq
abdgpqg hmn

0123456789

) . 0123456789
Different to the earlier Opéra O I2 3 4 5 6789

(top), the transition from
the curves to the stem is angular
in Breughel (bottom).

hmn
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/25/

Characters of Breughel normal in
CRT (cathode ray technology)
photocomposition by Linotype.

ABCDEFGHIJKLMN

OPQRSTUVWXYZ&
abcdefghijklmnopqrs

tuvwxyzB1234567890

Adrian Frutiger’s Breughel reflects its origin in the early Humanist
typefaces of the 16th century; in particular, it has its roots in the Jenson
type. In designing Breughel, with its assymetric serifs, Frutiger took into
account the specific requirements of digitization. All vertical strokes are
strictly rectangular on the right side, while ending in marked curves on
the left side. The delicately modelled letterforms lend the typeface its
dynamic, lively appearance.

Als Vorbild fiir die Breughel dienten die frithen humanistischen
Schriften des 16. Jahrhunderts und dabei ganz besonders die »Jenson«.
Frutiger hat bei der Zeichnungsanlage der Schrift die Probleme der
verfeinerten Punkt- und Linienaufldsung im digitalen Bereich mit
eingeplant, indem er die Abstriche und Serifen asymmetrisch gestaltete.
Die rechten Stammbegrenzungen sind senkrecht und rechtwinkelig
gefiihrt, wahrend die linken in Kurven auslaufen und gut abgetastet und
wiedergegeben werden konnen. Dadurch werden stark modellierte
Formteile des Buchstabens betont und die Schrift erhélt eine scheinbar
nach rechts geneigte dynamische Schreib- und Lesebewegung.

Le Breughel refléte le tracé des premiers caracteres humanistes du
début du 16eme siécle, et plus particulierement celui du »Jenson«. En le
dessinant, Frutiger a tenu compte des contraintes auxquelles les formes
sont astreintes par la digitalisation. Ainsi les montants sont délimités a
droite d"'une maniére parfaitementrectiligne; a gauche par contre, ils sont
fortement incurvés, donc facilement digitalisables. Ses traits bien
modelés donnent au caractére un aspect dynamique et vivant.

You may ask why
so many differ-
ent typefaces. They
all serve the same

You may ask why so many different
typefaces. They all serve the same
purpose but they express man’s diver-
sity. It is the same diversity we find

You may ask why so many different typefaces. They all serve the
same purpose but they express man’s diversity. It is the same diver-
sity we find in wine. I once saw a list of Médoc wines featuring
sixty different Médocs all of the same year. All of them were wines
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126/

Leading plays a crucial part
in the overall look and feel of a typeface. If the leading
is too narrow, the beauty of a typeface has no room to
unfold /26/. Additionally, a change in leading changes
the optical colour of a typeface as well as the line rhythm,
which is so important for legibility. Today, a rather light
density is preferred /27/.

The amount of leading depends on the typeface, its size
and the line width. While early printers used to set their
typefaces with their long ascenders and descenders in
a compact form, i.e. without additional space between
the lines 709/, this would not be possible with most of
today's typefaces, without a loss in the quality of the
overall impression and legibility. Due to an increase in
x-height over time, and with a simultaneous reduction
in the length of the descender, line formation gets lost
in a compact composition and is replaced by a difficult-
to-read, dark block of text.

Typefaces with a vertical alignment, such as the modern
ones, and those with a large x-height or with wide coun-
ters, need generous leading. Line spacing is also depen-
dent on line width. In a narrow column the same line
spacing is perceived to be more open than in a wide
column/28/.Long lines therefore need more line spacing
than short ones. One rule of thumb: the space between
baseline and the following mean line should be at least
equal to the x-height.

Set with far too narrow line
spacing - text on Breughel from the
trilingual Linotype brochure
Typefaces by Adrian Frutiger (1983).

127/

Breughel LT Regular in 10.2 pt —
set solid with 1pt, 2pt und 3 pt
leading (from top to bottom).

You may ask why so many different typefaces.

They all serve the same purpose but they express man’s
diversity. It is the same diversity we find in wine.

I once saw a list of Médoc wines featuring sixty diffe

You may ask why so many different typefaces.

They all serve the same purpose but they express man’s
diversity. It is the same diversity we find in wine.

I once saw a list of Médoc wines featuring sixty diffe

You may ask why so many different typefaces.

They all serve the same purpose but they express man’s
diversity. It is the same diversity we find in wine.

I once saw a list of Médoc wines featuring sixty diffe

You may ask why so many different typefaces.

They all serve the same purpose but they express man'’s
diversity. It is the same diversity we find in wine.

I once saw a list of Médoc wines featuring sixty diffe

128/

Breughel LT Regular in
10.2 pt size and 12.2 line spacing —
the line spacing appears to be

different
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OPQRSTUVWXYZ&
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Sie fragen sich

warum es notwen
dig ist, so viele Schriften zu

r Verfligung zu haben. Sie dienen alle zu

m selben, aber machen die Vielfalt des Menschen aus. Diese
Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte s
tudiert mit sechzig Médoc- Weinenaus dem selben Jahr. Das
ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein.
Es hat eben gleichwohl Nuancen. So ist es auch mit der Schri

ft. You may ask why so many different typefaces. They all serve the same purpose but t
hey express man’s diversity. It is the same diversity we find in wine. I once saw a list
of Médoc wines featuring sixty different Médocs all of the same year. All of them we
re wines but each was different from the others. It’s the nuances that are important.
The same is true for typefaces. Pourquoi tant d’Alphabets différents! Tous servent au
méme but, mais aussi a exprimer la diversité de 'homme. C’est cette méme diversité
que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante crus, t

aces. They all serve the same purpose but they
express man’s diversity. It is the same diversit
y we find in wine. I once saw a list of Médoc
wines featuring sixty different Médocs all of t
he same year. All of them were wines but each
was different from the others. It’s the nuances
that are important. The same is true for typef
aces. Pourquoi tant d’Alphabets différents! Tous
servent au méme but, mais aussi a exprimer la
diversité de 'homme. C’est cette méme retrou

ous de la méme année. Il s’agissait certes de vins, mais tous étaient différe
nts. Tout est dans la nuance du bouquet. Il en est de méme pour les caracté
res! Sie fragen sich, warum es notwendig ist, so viele Schriften zur Verfiigung
zu haben. Sie dienen alle zum selben, aber machen die Vielfalt des Mensch
en aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte st
udiert mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslo
s Wein, aber doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nua
ncen. So is es auch mit der Schrift. You may ask why so many different typef

69pt|-25  53pt|-5  35pt|-5  23pt|0  15pt|19pt|5  10.5pt|13pt[10  7.5pt|10.2pt|20  6pt|8pt|30

Breughel™
Linotype
6 weights (6 SC| 6 OsF)

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
A E¥SEE
1234567890
abc¢défghij
klmndépqrs
tivwxyzB
fiflecold
[,/ -——]
(¢1%«on”1?)
{§°% @%0* 1}

Regular

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
A E¥SEE
1234567890
abc¢défghij
klmnopqrs
tivwxyzB
fifleceolo
[.,:5:7/-——1]
(ei“«on”!1?)
{§°% @%0* 1}

Bold

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
EE¥SEE
1234567890
abcdéfghij
kIminopqrs
tivwxyzB
fifl ecceolod
[.,:5-/-——1
(¢j“«on”1?)
{§° % @%0* 1}

Black

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
EE¥SEE
1234567890
db¢défghij
klmnopqrs
tivwxyzDB
fifl @eotd
[.,:5:7/-——]
(¢j“won”!l?)
{§°% @%0* T}

Regular Italic

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
EEYSEE
1234567890
db¢défghij
klmiopqrs
tivwxyzB
fifl @ceotod
[.,:5:7/-——1
(¢ci“w«on”l?)
{§°%@%0* T}

Bold Italic

ABCDEFG
HIJKLMN
OPQRSTU
VWXYZ&
EEY¥SEE
1234567890
abgcdéfghij
klmiopqrs
tiivwxyzB
fifleeceold
[-,:5°/-——1
(¢i“won”1?)
{§°% @%o* T}

Black Italic
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All three typefaces shown be-

low, Raleigh, Garth Graphic and Breughel, have a unique
look and feel. In all three typefaces we can find letters,
such as the capital K with its curved diagonal, that lend
a very special note to the design /30/. Additionally, all
three typefaces have a rather sturdy appearance and
pronounced, oblique serifs. In terms of shape, these ser-
ifs differentiate themselves from the usual, symmetrical
ones.The origin of the asymmetrical serifs can be traced
back to the use of a broad pen in the 15th-century hand-
written minuscule, as well as to Jenson’s 1470 antiqua—a
style that was soon to be replaced by the work of Aldus
Manutius and Claude Garamont and that would only re-
ceive renewed attention with the 19th-century Arts and
Crafts movement.
The most obvious difference to Adrian Frutiger’s Breughel
can be found in the straight downstrokes of Raleigh"
and Garth Graphic' (named after Bill Garth,'® founder
of Compugraphic and former president of Photon). But
there are also differences in the slanted serifs. In Raleigh
the transition from the stem to the serifs is curved and
the base flat, whereas itis concave in Garth Graphic. The
serifs are also flatter. In Breughel the serif transitions are
not concave which results in the serifs having a less
three-dimensional appearance. Additionally, the ascend-
er height and the cap height are identical in Frutiger's
typeface /32/.

/30/

129/

Measurements of stroke widths
and proportions of the Breughel
regular weight.

Roman Hh =10.00cm nh =6.39cm oh =6.81cm Hh : Hw =1:0.79 nh :nw=1:085
Hw = 7.87 nw = 5.43 ow = 6.30 Hw:Hs =1:0.15 nw:ns =1:0.18
Hs = 1.17 ns =098 os =118 Hs :Hgq =1:0.61 nh :oh =1:1.06
Hg = 0.72 ng =099 oq =0.53 nw:ow =1:1.16
nq oq
I D
——
S it Hh
nh
*—o >—4 >—o
Hs ns 0s
Hw nw ow

Due to the strokes being tapered on
one side only, Breughel appears softer
and more fragile than the comparison
typefaces Raleigh and Garth Graphic.

Hofstainberg

Raleigh
Robert Norton
1978

Hofstainberg

Garth Graphic
Constance Blanchard / Renee Le Winter
1979

Hofstainberg

Breughel
Adrian Frutiger

KPWabmy36
KPWabmy36

1982

294 TEXT TYPEFACE

KPWab

K P w a b

my36

Stem tapered on one Open counter, ~ With centre  Terminal Stroke transitions  Angular transition ~ Descender Open shape,
side, foot serif foot serifs serif without directly into the into the stem, with vertical ~ round counter
shorter on the right elongated on emphasis  curve dynamic curves serif

than on the left the right



131/

Comparison showing the
different weights and angle of
the italics.

Hh Hw Hs Hg
Roman 10.00cm 187=1 117 =1 0.72=1
Bold 10.00 8.49 =1.08 1.77 =151 092=128
Black 10.00 9.13 =116 240 =2.05 1.09 =1.51
Italic 10.00 7.61=097 1.04 =0.89 0.73=1.01

9.5°

1234567890
ABCDEFGHIJ
KLMNOPQRS
TUVWXYZSS
Regular SC

1234567890
ABGCDEFGHI)
KLMNOPQRS
TUVWXYZSS
Bold SC

1234567890
ABCDEFGHI]J
KLMNOPQRS
TUVWXYZSS
Black SC

1234567890
ABCDEFGHI]J
KLMNOPQRS
TUVWAXYZSS
Regular Italic SC

1234567890
ABCDEFGHI]
KLMNOPQRS
TUVWXYZSS
Bold Italic SC

1234567890
ABGCDEFGHI]
KLMNOPQRS
TUVWXYZSS
Black Italic SC

132/

Height comparison showing the
differences of x-heights to
ascenders and descenders — the cap
height is the starting point.

cm  Raleigh
44.7 pt

— 136
5.6
10
5.3

cm  Garth Graphic
41.9 pt

130
100 _
10
—32 50

cm  Breughel
40.5 pt
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