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6 P r E FAC E

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, how ever, 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 basical ly 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 
Fru ti ger. 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-
sion is the choice of a typeface and its design. As much for movable type as for photo setting 
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. 

 

Adrian Frutiger – The standard-setter
Kurt Weidemann
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 P r E FAC E  7

 

A typeface is a tool
Adrian Frutiger

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 for ward. 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 side bearings. 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 I become 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 set ting 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 
ex pres sion 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 
cer tain 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 ques tioning 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 
advi sors, 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.
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How we made this book
introduction

This book is the product of a series of factors and happy coincidences. In 1999 Erich Alb, 
publisher of Syndor Press approached us to carry out the design of a book about the typo-
graphical work of Adrian Frutiger. We gladly agreed, little realising what the project would 
become – a task that would define our working lives for the next decade. 

The project began in 1994, at a dinner held to celebrate a Linotype typeface competi-
tion, during the course of which Friedrich Friedl suggested during a conversation with 
Adrian Fru tiger that he write his professional memoirs. Frutiger rose to the challenge and 
Syndor Press, publishers of Frutiger’s books between 1996 and 2001, undertook the planning 
of a multi-volume edition. The first volume, which dealt with Frutiger’s fine art works, 
appeared in 1998 under the title Forms and Counterforms. The content of the second vol-
ume, containing his typographical works, had burgeoned so much that we were brought 
in as designers in 1999. 

During the development of the design concept we were faced with many questions 
regarding content, simply because our involvement in Adrian Frutiger’s typeface creation 
runs so deep. Between 2001 and 2003, in a series of intensive discussions with Adrian 
 Frutiger, Erich Alb, Rudolf Barmettler and Philipp Stamm analysed and examined the ori-
gins and development of each of his typefaces. These conversations were recorded on tape. 
In 2001 we undertook a month-long re search journey through France, England and Ger-
many, to gather as much material as possible from libraries, museums and antiquarian 
booksellers, as well as from public and private collections. We also sought out people who 
had worked with Adrian Frutiger or who were still in contact with him, and during the 
course of some long and wide-ranging interviews we deepened our knowledge of Adrian 
Frutiger’s life’s work. 

In our discussions with Erich Alb we tried to exert a little more influence over the 
book’s concept. This wasn’t always successful, but the project was making progress –  until 
the moment at the end of 2001 when Syndor Press was forced into liquidation. At that time 
we were al ready far more familiar with the deeper material, and after securing Erich Alb 
and Adrian Frutiger’s agreement, decided to carry the project forward ourselves, becoming 
the book’s au thors as well as its designers.

The collected documents pertaining to Adrian Frutiger’s work were transferred from 
Syn dor Press in Cham to our offices in Basel, so that we would always have the originals 
at our disposal for consultation and reproduction. In order to get an overview of the 
 material and to see how we were going to organise the chapters in the book, we began to 
form an archive of all the documents from Adrian Frutiger, as well as those that we had 
collected on our travels. The question was, of course, what would ultimately become of all 
this  material? And so, starting in  October 2002, during many meetings over the course of 
two years, a group of six people prepared the establishment of Swiss Foundation Type and 
Typography, whose founding member was to be Adrian Frutiger.

The work on the book continued in parallel. We started, basically, at the beginning, 
throwing out a lot of original concepts, and completely reworking the ideas for the design 
and contents. Only the size format of the first volume of the originally planned series  
was retained. We presented our ideas to Adrian Frutiger, Erich Alb and Rudolf Barmettler. 
The reaction was very positive, and, above all, Adrian Frutiger was grateful that his typo-
graphical work would be so comprehensively documented.

The setting up of the Foundation was yet under way, and took up a lot of time and 
energy, so much so that the book was pushed somewhat into the background. But further 
research travels and interviews were also being conducted that enabled us to answer 
questions that were becoming ever more exacting and searching. The Linotype company 
opened up its archive and entrusted us with the remaining original design drawings of 
Adrian Frutiger’s typefaces for Swiss Foundation Type and Typography. We undertook 
research into type design and history and re-appraised the material we had on hand. We 
had Adrian Frutiger’s hot metal typefaces recast at Rainer Gerstenberg’s in Darmstadt, 
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 i n t r o d u ct i o n  9

then set them as alphabets at a hand compositor’s in Basel and printed them on barite 
paper. Our colleagues scanned in these typefaces and, over many hours, prepared them 
for the examples in the book. New typefaces by Adrian Frutiger for Linotype necessitated 
an ongoing enlargement of the book’s scope. We also needed to find a publisher for the 
book and draw up a contract. And still the questions rolled in, and the dis cussions contin-
ued. There were many delays, and many clarifications were necessary – including the 
question of who was actually now the author of the book.  

The tran scriptions of the interviews were edited by us before being sent to Silvia 
Werfel, a specialist journalist, who took Adrian Frutiger’s words and translated them into 
flowing prose. In summer 2007, the publishing contract with Birkhäuser was finally signed, 
and we began to compose the ancillary texts that would frame Adrian Frutiger’s typefac-
es against a background of typo graphic history and contemporary typographic design. As 
Silvia Werfel’s texts came in, we gave them the finishing touches. At this point, with the 
solid support of our co-workers, the available material for the chapters had already been 
sounded out, sorted, and built into the layout.

That the project has come to a successful conclusion with the book you are now hold-
ing is due to many people. First and foremost, we must thank the extreme patience and 
good will of Adrian Frutiger, who read every chapter and gave his input on each of them. 
Furthermore, we would like to thank the Foundation, which backed us financially; Linotype, 
in whose company archives we were allowed to research at any time without hindrance; 
Silvia Werfel, who captured the nuances of Adrian Fru tiger’s speech, and whose transcripts 
provided an excellent foundation for the chapters; Erich Alb and Bruno Pfäffli, who scrupu-
lously proofread the book using two very different ap  proaches; the translators and proof-
readers of the English and French editions, in particular Paul Shaw, who read the chapters 
in the already translated English version with a critical and scholarly eye – and who made 
small improvements here and there; Birkhäuser Verlag, for their appreciation and support 
of our work; and, naturally, our colleagues and co-workers, who, in spite of little compen-
sation, have given us their committed support, and who transformed our ideas and supple-
mented them with their own. And let us not forget the worldwide support – be it moral or 
in the form of further information and documents – that we have en countered everywhere, 
and which gave us the strength to bring together the three available language editions of 
this work. It was planned to be published in time for Adrian Frutiger’s 80th birthday in the 
spring of 2008 – but at least we managed it by autumn of the same year.

Basel, July 2008 – Heidrun Osterer and Philipp Stamm

With the second edition, we have striven to make improvements. Mistakes that were iden-
tified and about which we have been informed (for which our sincerest thanks) have been 
corrected. An essential improvement in relation to the first edition is the index. Wherever 
possible, we have updated material; now, for example, the digital version of Phoebus is 
shown in its complete form. Time constraints made it impossible to discuss the additional 
fonts that have meanwhile been published by Linotype (all of them reworked versions of 
earlier typefaces by Adrian Frutiger); they are however listed in the individual chapters 
and in an appendix.  

Basel, January 2014 – Heidrun Osterer and Philipp Stamm
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10 i n T r O d u CT i O n

Book structure
This book is divided into three sections: typeface chap
ters, explanations of typesetting technologies, and 
 pages dedicated to logos. They have been ordered chron
o logically. In order to follow the development of Adrian 
Frutiger' s type designs clearly, the typeface chapter se
quence is 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 at the 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 
throug hout 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 typedesign projects. This classification 
can be found next to the page number. Additionally, 
 logos, wordmarks and typeface production are similarly 
annotated.

Explanations of typesetting technologies
Adrian Frutiger developed many of his typefaces in light 
of the thencurrent 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 most important 
typesetting technologies have been given short descrip
tions in this book. Each technique is introduced before 
the typeface chapter where it is first used.

Logos and wordmarks
The myriad logos and wordmarks produced by Adrian 
Frutiger and his coworkers 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 whether it was 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.

Wide text columns
These contain Adrian Frutiger' s own words from the con
versations with Erich Alb, Rudolf Barmettler and Philipp 
Stamm. The authors 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 firstperson 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 
a new audience. Indeed, in the last few years it has 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 authors, it illuminates the further 
interrelation of Adrian Frutiger' s type design work with 
reference to context, creation and use as well as each 
typeface' s historical basis 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
able in 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 
for the bold fonts and the oblique. For the calculation 
of the proportions a fixed cap height of 10 cm was cho
sen. The letter proportions of H n o 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 simila r ities 
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 1 cm was used. Additionally, the proportional 
relationship of ascenders and descenders to the xheight 
is given (black figures).

 

How to use this book
introduction
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12 c a r e e r  pat h

/01/

Logo for Frutiger Heimtextil, 
designed around 1985 for  
the family weaving and cloth 
business in Interlaken.

/03/

Adrian Frutiger’s handwriting  
at age 13 (top) and 15 (bottom) –  
it became more upright,  
more rounded and more fluid.

/02/

At secondary school Frutiger learnt the 
Hulliger Schrift handwriting system, 
which was introduced in 1926 by  
the Basel schoolteacher Paul Hulliger.

Starting out

Adrian Frutiger was born on 24 May 1928 in Unterseen near Interlaken in Switzerland. He 
grew up as the second-youngest child, with his sister Charlotte and his brothers Roland 
and Erich. His mother, Johanna, a baker’s daughter, raised the children and ran the house-
hold. His father Johann, son of a carpenter, was at this time employed in a draper’s in 
Unterseen.1 The village itself is cut off from Interlaken by the river Aare, and lies on the 
valley floor between Lake Brienz in the east and Lake Thun in the west. Towards the south 
stands the imposing mountain panorama of the Berner Alps, with the Eiger, Mönch and 
Jungfrau peaks; towards the north the foothills of the Alps proper dominate the horizon. 
The wider world seems distant, yet the proximity of fashionable Interlaken means it is 
never far away. In 1934 Adrian Frutiger’s father opened a handloom workshop there, the 
Oberländer Webstube, whereupon the family moved to the health resort. Their house stood 
directly by the train tracks. To the rear could be seen a gasworks with its coal silos and 
loading cranes, and a little further away, the base station of a mountain cable car could 
be seen. Adrian Frutiger liked to look at this scenery through the window. With hindsight 
he has stated that this daily contact with all things mechanical – his passion for model 
traction engines and the interest in electricity that this awoke in him from an early age – 
proved to be a natural education. Even the simple Jacquard loom that his father acquired 
aroused his interest. This machine allowed semi-automatic weaving and, with the help of 
homemade punch cards, they were able to produce versions of the weaving samples that 
his father had collected over the years with a much finer warp and weft. Under its later 
name of Frutiger Heimtextil, the shop continued to be run by Frutiger’s younger brother 
Erich until 2006. In the mid 1980s Adrian Frutiger designed the logo for the family com-
pany /01/, one of almost 100 logos and wordmarks he made during his career.

Frutiger’s education began in 1935. His first years in school did little to fire his enthu-
siasm. Adolescence, however, brought about a great transformation: he discovered the joys 
of reading, drawing and painting. The children’s books of Ernst Eberhard, with their hand-
drawn ink illustrations, especially captivated him. One of these stories centred on a boy 
who inherited a great deal of money through his willingness to help other people. This 
legacy enabled the boy to attend the Kunstgewerbeschule (School of Applied Arts) in Bern, 
and the story ended with the boy continuing his studies in far-off Italy. This story captured 
Adrian Frutiger’s imagination so strongly that he wrote to Ernst Eberhard, who lived in 
Unterseen and worked as a secondary school teacher. The reply he received, with its invi-
tation to visit, was written in a beautiful script that Adrian Frutiger started immediately 
to imitate. Eberhard advised him to observe more closely while drawing from nature. 
Through yearly visits to Eberhard, Adrian Frutiger’s drawings received critical dissection. 
This father figure became his first mentor. In 1948, while Frutiger was working on his Die 
Kirchen am Thunersee, a deep friendship also developed with his for mer primary school 
teacher Franz Knuchel and his wife Leny. Inspired by them, he started reading classic 
literature. The works of Herman Hesse, particularly Steppenwolf, Narcissus and Gold-
mund and The Glass Bead Game, left a lasting impression on him. Even as a youth, Fruti-
ger already displayed a desire to travel further and wider, although home still remained 
important to him. After living in Paris for nearly 20 years, he still gladly designed the dust 
jacket for the Jahrbuch vom Thuner- und Brienzersee 1971 2, at the request of Franz Knuchel.

At the end of secondary school, Adrian Frutiger’s interest in letterform took firm root. 
Something in him rebelled against the stiff up-and-down strokes of the Hulliger Schrift 
/02/. This style of handwriting, developed by the Basel teacher Paul Hulliger was introduced 
into Basel schools in 1926, and by 1936 had been adopted by ten of Switzerland’s 25 cantons. 
It is a reworking of Ludwig Sütterlin’s handwriting style that had been used in German 
schools since 1911. Frutiger straightened the joined, rightward-sloping script, and mod-
elled his own rounder, more flowing hand on the writing of Ernst Eberhard /03/.

At the age of 15, Adrian Frutiger decided on his career path, but his father was firmly 
set against the profession of a ‘starving painter’. There was also no money available for a 

career path 

adrian Frutiger’s teachers and mentors
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/04/

Die Kirchen am Thunersee –  
cover and double-page spread from 
Adrian Frutiger’s final submission 
for his diploma in typesetting, 1948.
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/05/

Textbook for typesetters from 1945, 
co-authored by Walter Zerbe,  
Adrian Frutiger’s teacher at the 
Gewerbeschule in Bern.

/07/

Inscriptional capitals, carved  
in stone in 1949 by Adrian Frutiger 
during his further education as a 
type designer in Zurich.

/06/

Willow branch, designed by  
Adrian Frutiger in 1949 in the style of 
Chinese and Japanese woodcuts. 

scholarship. The then-current economic uncertainty was surely at the forefront of his 
father’s mind when he told his son, “first you learn a trade, then you can do what you 
want.”3 Adrian Frutiger had been supplementing his pocket money running errands for 
the Confiserie Deuschle in Interlaken, so it seemed an obvious choice to ask the owner for 
an apprenticeship. However, Eberhard persuaded him to take up a more artistic profession. 
Frutiger applied to Ernst Jordi, a friend of Eberhard, and head of the Otto Schlaefli Buch- 
und Kunstdruckerei AG (a book and fine art printer) in Interlaken. The printer already had 
taken another apprentice for typesetting, but made an exception and took him as well. It 
shows a certain normality, that in neutral Switzerland in the middle of the Second World 
War, a 15-year-old could decide against an already set apprenticeship as a pastry maker. 
Adrian Frutiger accepted readily, but once again he met with opposition from his father, 
who thought that all members of the printing trades belonged to the ranks of ‘the socialists’.

During the four-year typesetting apprenticeship from 1944 to 1948 Adrian Frutiger 
visited the Gewerbe schule in Bern. On the recommendation of the school’s governing body, 
the Otto Schlaefli Buch- und Kunstdruckerei AG agreed to grant him an additional day a 
week at the school to study drawing and woodcuts. Adrian Frutiger stood out, “due to his 
conscientious approach to work, his remarkable creative faculties and his extra ordinary 
initiative.”4 His typography teacher was Walter Zerbe, already well known for his book 
Satztechnik und Gestaltung /05/, written with Leo Davidshofer. Published in 1945 by the 
Bildungsverband Schweizerischer Buchdrucker (The Swiss Book Printers’ Educational 
Association),5 it was for many years the foremost Swiss textbook on typesetting. 

During his apprenticeship Adrian Frutiger had already produced two publications. 
In the fourth year he produced Die Rede des jungen Hediger.6 In the spring of 1948, at the 
Gewerbeschule, he presented as his final submission for his typesetting apprenticeship 
Die Kirchen am Thunersee /04/. Ernst Jordi, head of the printing company wrote the intro-
duction: “This little work before you must be judged, first and foremost, as an independent 
creation in words and pictures – his journeyman’s piece, as it were – of our young friend 
and colleague, Adrian Frutiger. On his journeys and walks, he has turned time and again 
to the homely, yet most beautiful building our small corner of the world, the churches on 
Lake Thun. With much love and dedication he has drawn it, made woodcuts of it, and then 
immersed himself in its history. It fills us with joy and pride to be present at the birth of 
this small volume, and to have been able to lend a hand in its printing. We express the 
hope that with it, this young craftsman will have taken a first step, upon which he can 
further build, gradually to take his place in the realm of the arts. That he succeeds in this, 
I wish him with all my heart. God bless Art!”7 The book was handset in Rudolf and Paul 
Koch’s blackletter typeface Claudius.8 Accompanied by Adrian Frutiger’s 12 woodcuts, it 
was printed in a run of 1  000 copies, 25 of which were bibliophile editions, linen-bound, 
individually numbered and coloured by hand. Additionally Adrian Frutiger also added the 
book’s title in calligraphy by hand.9 He received his initial instruction in writing with the 
broad-nib pen from Werner Wälchli, who was active as a typesetter in the same company.

After the successful conclusion of his typesetting apprenticeship Adrian Frutiger took 
up a six-month position as a hand compositor at the well known printing plant Gebr.  Fretz 
AG in Zurich. However, his goal was still entry into the Kunstgewerbeschule in Zurich.

Enrichment

Shortly before his 21st birthday in early 1949, Adrian Frutiger began his further education. 
After Max B. Kämpf,10 Frutiger was the second student at the Kunstgewerbeschule in  Zurich 
who wanted to study type design. (Another, earlier Zurich student who went on to become 
a type designer had been Hans Eduard Meier, whose Syntax Antiqua was issued in 1968.) 
During the week, Frutiger attended various type design courses given by Alfred Willimann. 
After a short time, he asked that his timetable be changed to enable him to attend Walter 
Käch’s courses for lettering as well. In addition he attended classes in other spe cialist 
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/08/

Nicolas Jenson’s roman typeface  
from 1470 – the balance of  
the text image was an example for  
Adrian Frutiger.
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/09/

Alfred Willimann, Adrian Frutiger’s  
teacher in the history of lettering and 
practice of calligraphy at the Kunst-
gewerbeschule in Zurich.

/10/

Wordmarks by Alfred Willimann for  
the carpenter and joiner Karl Steiner 
(top), for Lignoplast (middle) and  
for the paint manufacturer Gromalto 
(bottom).

/11/

Poster title by Alfred Willimann for  
a 1953 exhibition on Roman portrait 
sculpture at the Kunsthaus Zurich, 
designed using inscriptional capitals.

areas, like still life, life and perspective drawing. But he was most drawn to Karl Schmid’s 
botanical drawings and woodcuts /06/. In autumn 1949, Frutiger began engraving inscrip-
tional capitals in smoothly worn pebbles from the river Sihl /07/. 

Adrian Frutiger’s calligraphy teacher, Alfred Willimann, was a sculptor, graphic art-
ist and typographical designer who had been lecturer for drawing and lettering at the 
Kunstgewerbeschule in Zurich since 1930. He was also deeply involved in the well known 
photography class given by Hans Finsler.11 Willimann was self-taught in several fields. Due 
to financial and familial constraints he could only complete one year at the Kunstgewerbe-
schule in Zurich. In his notes Adrian Frutiger wrote: “When I presented Alfred Willimann 
with my little book about the churches, he greeted me with a good-natured smile and said 
something like: ‘you really are from the old typesetters’ guild, and are spoiling it already 
for the artists’. He ignored me for some weeks after that … I followed him anyway to all 
four preparation classes in letterform, each course four hours per week and obligatory. I 
listened to him, and looked over his shoulder when he was explaining calligraphy to the 
others at their desks. I was astounded at this glimpse into a new world of understanding 
lettering, so very different from what I had learned as a compositor at the Gewerbeschule. 
My first weeks in Zurich were like being in a maze. Everything that I had learned as a com-
positor and woodcut artist seemed so squalid and naïve, parochial and, well, a bit kitschy. 
My first encounter with Willimann had left my youthful pride in my work  severely dented; 
I only realised later that he did it on purpose, to give me a wake up call, to get me fired up 
from the very start.”12 Alfred Willimann’s teaching built on the history of lettering, which 
he illustrated with examples. He drew the historic scripts with a piece of chalk held flat 
against the board, imitating a broad-nib pen and then explained the pen grip, the drawing 
of the stroke and the rhythm of the various script examples. For him calligraphy meant a 
sort of two-dimensional architecture, as Frutiger once described it. For Alfred Willimann 
the essence of calligraphy was not building up the black, but rather covering the white, 
so that the light of the white page remains alive. That light, that white from the counters 
and side bearings, would, in time, become an important aspect of Adrian Frutiger’s entire 
work as a type designer. Under Willimann’s teaching he also learned to understand the 
quality of the downstrokes. So that these contain tension and life, pressure must be applied 
at both the beginning and end of the stroke, without the stroke ends becoming flat. /12/. The 
result of this waisted stroke can also be found in some of Adrian Frutiger’s type designs. 

In contrast to Alfred Willimann, Walter Käch /13/ graduated from a course of several 
years study in graphic design at the Kunstgewerbeschule in Zurich after completion of an 
apprenticeship as a lithograph. Towards the end of his studies in 1920, three of the great-
est European personalities, who brought about the definitive upheaval in typographic 
teaching and education at the beginning of the 20th century, were lecturing in Zurich. It 
was a singular stroke of luck for Walter Käch that Fritz Helmut Ehmcke, Rudolf von Larisch 
and Anna Simons were in Zurich for one year. Thanks to Anna Simons, a former student of 
Edward Johnston, Johnston’s seminal 1906 work, Writing and Illuminating and Lettering,13 
was available in German after 1910. Anna Simons’ translation was titled Schreibschrift, 
Zierschrift & angewandte Schrift.14 The Austrian Rudolf von Larisch was also responsible 
for many books on calligraphy and lettering, amongst them the standard work Unterricht 
in ornamentaler Schrift 15 first published in 1905. The title emphasises Larisch’s basic 
 approach to writing: understanding letters as a medium for graphic expression. Edward 
Johnston and Anna Simons put more emphasis on the role of readability in calligraphy. 
The graphic artist and type designer Fritz Helmut Ehmcke, from Germany like Anna Simons, 
was well known as an author of books on lettering. One of them was Ziele des Schriftunter-
richts,16 published in 1911. At the end of the 1921 academic year, Walter Käch accompanied 
Ehmcke to the Kunstgewerbe schule in Munich, and stayed there for a year as his assistant. 
From 1925 to 1929 Walter Käch lectured graphic design and woodcarving in the crafts-
department of the trade school in Zurich. After a break he lectured from 1940 to 1967 on 
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/12/

Instructions for correct lettering by 
Alfred Willimann, from his lettering 
course at the Kunstgewerbeschule  
in Zurich.
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/13/

Walter Käch, Adrian Frutiger’s 
teacher in lettering at the Kunst-
gewerbeschule in Zurich, taking a 
rubbing of Imperial Roman capitals.

/14/

Walter Käch’s 1956 textbook  
Rhythmus und Proportion contained 
analyses of the Roman Capitalis 
Monumentalis.

/16/

Instructions from Walter Käch’s 
Schriften Lettering Écritures –  
the basis for correct lettering is the 
Imperial Roman capitals. 

/15/

For Walter Käch, the uncial  
drawn with straight pen strokes 
informed his understanding of  
the design of sans serifs.

type and lettering at the Kunstgewerbeschule in Zurich.17 He subsequent ly published two 
standard works on type design: in 1949, as Frutiger’s further education was beginning, 
the ring-bound Schriften Lettering Écritures /17/, and in 1956, Rhythmus und Proportion 
in der Schrift / Rhythm and Proportion in Lettering /14/.18

Walter Käch divided the text sections of his first book into chapters on written script 
and drawn script. For the drawn scripts he demonstrated the tracing of the outlines of a 
script using illustrated examples. Using Roman Imperial capitals as a model, he  contrasted 
correctly and incorrectly drawn sans serif capitals /16/. Adrian Frutiger adopted many of 
the form-giving principles described in the book. They were instrumental in shaping his 
canonical forms. He also fell back on his teacher’s knowledge and insight when it came 
to the optical rules governing his letter shapes, refining them gradually, and culminating 
in 1953’s Univers. However, Adrian Frutiger and Walter Käch did not always see eye to eye. 
“One thing that always stirred up confrontation was the concept of rhythm in a line of text. 
Referring to an enlargement of Nicolas Jenson’s roman, I tried to demonstrate that the 
counters and side bearings were of equal weight,” Frutiger later said. “It seemed to me that 
Jenson, like Gutenberg, had adopted a grid system as a framework. Käch didn’t agree. He 
taught that the side bearings should be kept narrower, which is certainly valid for sign-
writing. My thoughts, however, lay in the direction of typefaces for reading. I later drew 
all my serif typefaces according to this concept, to avoid irregularity in the text flow.”19 
Frutiger’s appreciation for Nicolas Jenson’s roman /08/, designed in Venice in 1470, was a 
result of his study under Alfred Willimann. For Frutiger it was the regularity of the text 
image and not the individual letter shapes that is paramount. The quality lies in the inter-
play of form and counterform. “The letters should stand next to each other like links in a 
chain,”20 he has said.

Both Willimann and Käch had a different outlook on type design, said Adrian Frutiger. 
Both, however, based their principles on the history of lettering. Alfred Willimann often 
drew his wordmarks and titles on type in a linear sans serif /10/. His historical reference 
point was the antique Greek and Roman inscriptional capitals from the 5th to the 2nd 
century BC, based on the elementary shapes of circle, square, triangle and double square 
/11/. Walter Käch followed a completely different path in his teaching of lettering. He used 
as a model the Roman uncial and half-uncial of the 4th and 5th centuries AD, the letter 
widths of which exhibit a unifying principle /15/. This harmonisation of the proportions 
can also be found in the sans serifs of the 19th century, such as Akzidenz Grotesk. Walter 
Käch defined the symmetry of a letter on a grid to be a guiding principle. Stylistically, these 
were static scripts with square, oval and triangle as their elementary forms. The stroke 
contrast in the scripts is more pronounced than in the inscriptional letters. As with the 
uncials – drawn with a shallow pen angle – the curves close the letter shape. The curve 
terminals in Käch’s letters are therefore horizontally terminated /17/, which was a novelty 
in contrast to the majority of the grotesques that existed at the time. It is a characteristic 
that can also be seen in Adrian Frutiger’s sans serif design /19/, drawn in 1950–51, under 
Käch’s supervision. In 1953 at Deberny &  Peignot in Paris, this design formed the basis for 
the Univers typeface concept. “In my head, I always had this idea of completeness. And 
that had already started forming under Käch. Käch had taught us how to think in terms 
of typeface families.”21 With his first grotesque, Frutiger had gone beyond Käch’s ideas. He 
changed and considerably refined the typeface and, at Emil Ruder’s suggestion, opened 
out the counters. With his second grotesque, Concorde, designed 1961–64 in conjunction 
with André Gürtler, the differentiated letter proportions owed more to Alfred Willimann’s 
understanding of lettering.

Adrian Frutiger brought his further education at the Kunstgewerbeschule in Zurich 
to a close with his final diploma submission, which he had worked on for nearly a year. 
Like Max B. Kämpf he took as his subject the history of lettering, and cut 15 historical 
scripts, reversed out on nine wooden plates /18/. In order to get the stress of the strokes 
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/17/

Cover and inner pages of  
Walter Käch’s 1949 textbook 
Schriften Lettering Écritures, 
showing drawn sans serifs. 
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/18/

Adrian Frutiger’s 1951 final diploma 
submission for the Kunstgewerbeschule 
in Zurich – woodcut (top, reduced  
by approx. 50 %), accompanying booklet 
(left).

/19/

Sans serif design in three weights  
by Adrian Frutiger, produced during 
1950–1951 under the direction of 
Walter Käch – indian ink on Bristol 
board, original size.
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/18/

Adrian Frutiger’s 1951 final diploma 
submission for the Kunstgewerbeschule 
in Zurich – woodcut (top, reduced  
by approx. 50 %), accompanying booklet 
(left).

/19/

Sans serif design in three weights  
by Adrian Frutiger, produced during 
1950–1951 under the direction of 
Walter Käch – indian ink on Bristol 
board, original size.
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/21/

Groundbreaking: TM Sondernummer Univers 
(Univers Special Edition) 1/1961 (top), 
Emil Ruder’s 1967 Typographie – Ein Gestaltungs- 
  lehrbuch / Typography – A Manual of Design, 
(bottom), reprint.

/20/

Emil Ruder, lecturer in typography  
at the Kunstgewerbeschule in Basel 
and Adrian Frutiger’s mentor,  
who influenced the design of Univers.

exactly right, he first drew the scripts with water colour in the usual manner on well-sized 
paper, then fixed this onto the beech wood boards and transferred the images of the letters 
onto the wood by applying pressure in an etching press. In 1951 this diploma submission 
was published in Zurich by the Bildungsverband Schweizerischer Buchdrucker, under the 
title Schrift Écriture Lettering 22 /18/, with a short introductory text by Alfred Willimann  
in three languages. This work, printed as an accordion book, formed the second stage – in 
attaining the wish expressed by Ernst Jordi – that Adrian Frutiger could subsequently 
build upon. The dip loma submission enabled him to take his first step into the future – to 
Paris. He sent the work out to specialists in the field and also as an example of his work 
to various type foundries in Europe. He received a contract for a year’s employment from 
Charles Peignot, owner of Fonderies Deberny &  Peignot in Paris. At that time Frutiger had 
no idea that Peignot was in need of a type designer who could contribute to the develop-
ment of the Lumitype photosetting machine. In the end he would spend more than eight 
years at Deberny &  Peignot and, altogether, 40 in France.

Passing the baton

Late in the summer of 1952, twenty-four-year-old Adrian Frutiger began his career as a 
type designer at Deberny &  Peignot, at that time one of the most respected type foundries 
in Europe. From 1954 to 1957, after realising a few jobbing fonts and designing several 
typefaces that were never produced, Frutiger developed his first major textface Méridien, 
a Latin type style. Charles Peignot and his son, Rémy, encouraged Frutiger’s approach to 
the French Antiques. It was a very intense period for Frutiger: for one thing, he was able 
to put to use everything that he had learned, and for another, it gave him the opportunity 
continually to broaden his knowledge and experience in typeface production, first in hot 
metal, and then, from 1954 onwards, in photosetting. 

In 1952, while he was still employed at Deberny &  Peignot, Adrian Frutiger started 
teaching at the École Estienne, a vocational college for the graphic arts. The head of the 
school, Robert Ranc, was a friend of Charles Peignot, and employed Frutiger at the begin-
ning to give an evening course. Later, the teaching of type and typography was expanded, 
and in addition Frutiger also found himself teaching at the École Nationale Supérieure 
des Arts Décoratifs. Altogether, it came to a day and a half of teaching per week. Frutiger 
divided his teaching into three areas: the history of lettering and writing historical letter-
forms, drawing typefaces, and the history and meaning of signs and symbols. This teach-
ing eventually gave rise to the Signs and Symbols trilogy 23 /23/, edited by Horst Heiderhoff, 
which offered an introductory discussion about symbols. In the first volume, published in 
1978, Frutiger wrote, “… symbols that do not have enclosed areas awake in us more abstract 
feelings, while those with enclosed areas awake in us memories of objects.“24 To press the 
point home, he used the cross as an example of an abstract symbol that allows no spatial 
interpretation. He contrasted this with the square, which immediately offers a represen-
tation of an enclosure or cube /22/. Frutiger shared his knowledge in many other books 
such as Type Sign Symbol 25 /23/ (1980). In addition there have been countless articles and 
many lectures by Frutiger, all characterised by an easily understandable and succinct 
presentation of the subject. This quality has always marked his thinking. At the same time, 
there is a simplicity and directness in his books, even when detail and depth are needed. 

Adrian Frutiger first became known internationally with the Univers typeface concept, 
which, beginning in 1953, he had derived from his earlier design for a grotesque /19/. For 
the first time a comprehensive typeface family had been developed that included 21 cuts, 
each related to the others. Emil Ruder, the well-known typographer, teacher, and later 
director of the Allgemeine Gewerbeschule Basel (School of Applied Art), acted as mentor 
to Adrian Frutiger during this family’s creation. Frutiger had already met him during his 
further education, in the course of an exchange of ideas and critical appraisals of work 
and projects. Ruder, became for Frutiger another mentor and father figure. “His influence 
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/23/

Three Publications by  
Adrian Frutiger on symbols and 
logos, lettering and type design,  
and fine art.

/22/

Open shapes have an abstract  
character, whereas closed shapes are 
more like objects – an important 
distinction in the design of pictograms.

on my work as a type designer was decisive. At each one of our meetings, he was my point 
of reference,” Frutiger has said. “In appreciation and criticism he was always constructive, 
encouraging, but always with an eye to what he termed classical. His goal was to always 
respect the deep humanity of the past, to refrain from overly personal touches, to always 
work towards the possibility of purity, which still retained something for the future. Emil 
Ruder knew this and was able to achieve it, and I’m eternally grateful to him for it. It gave 
me joy and satisfaction when, years after the meetings about my first designs, he brought 
out all of them in typographical creations in hot metal.”26 Together with his students in 
the typography course at the Kunstgewerbeschule in Basel, Emil Ruder contributed much 
to the success of Univers. Another contributor was Rudolf Hostettler, the editor of the 
magazine Typographische Monatsblätter, which was published by the printing union. The 
typeface concept was comprehensively covered in the Univers Special Edition 1/1961 /21/. 
Beginning with this edition, the Monotype version of Univers was adopted as the sole type-
face for TM, and remained so for many years. Emil Ruder’s standard work, Typographie – 
ein Gestaltungslehrbuch / Typography – A Manual of Design, published in 1967 in three 
languages, was also set using Univers. Frutiger wrote the foreword.

Adrian Frutiger has subsequently gone on to further expand his wealth of experience 
in the field of type design. He has always been involved in the most important new type-
setting technologies, be it with the Lumitype photosetting machine, for which he reworked 
classic typefaces and designed his own, or with the ECMA,28 for whom, starting in 1963, he 
developed the machine-readable typeface OCR-B, or with the strike-on types for IBM’s 
golf ball Selectric Composer, or, from 1968 onwards, with the various digital typesetting 
procedures at Linotype. At age 42, challenges, like the development of the signage and 
orientation systems at Charles de Gaulle airport at Paris-Roissy, set in motion a funda-
mental analysis of symbol recognition. The typeface Alphabet Roissy first appeared in 1970, 
and became the benchmark for all other signage typefaces. In 1976 Linotype released it in 
a reworked form as Frutiger. In conjunction with his co-workers and the various typeface 
manufacturers, there have appeared, to date, 12 jobbing and 27 body typefaces, 8 signage 
typefaces and 5 corporate typefaces. For technical reasons and those related to marketing 
strategies, many of these fonts have been repeatedly reworked and expanded since being 
introduced. To some extent, as a result, they display strongly altered forms. This is under-
scored by comparisons between digitalized and original versions. A major portion of his 
achievement as a typographer consists of unrealized font designs, which are also discussed 
in the present publication.

The typefaces – especially the body typefaces – of Adrian Frutiger exhibit recurrent 
traits that are characteristic of him. Above all it is the text image that is characterised by 
balance and symmetry. As he has said in conversation, “You could call it a style, a personal 
form convention, that I can’t encapsulate; neither can I say, without difficulty, where it 
actually comes from. A mixture of the cross between the two personalities who were my 
teachers, and of course, my personality is in there somewhere. A mix. And the luck, that 
the mixing of the Germanic with the Latin produced such a personal expression.”29
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production of type 

handsetting

With his invention in 1455 of setting and printing 
moveable type (known in Korea since the 14th cen
tury), Johannes Gutenberg revolutionised the very 
nature of type design and printing, a technological 
shift that started in Germany. His method of produc
ing letters and printing was hardly improved upon 
until well into the 19th century. It created a whole new 
industry – printing – which divided itself into further 
subindustries over time: type foundries appeared, 
along with case rooms, printing plants and other sub
contractors, who, amongst other things, produced 
printing presses, papers, inks and related tools.
At Deberny & Peignot, Frutiger' s employers, type
face production started with original drawings /01/. 
They were produced with a cap height of around 
10 cm, rightreading, with indian ink on white Bristol 
board. Every character received the necessary width 
and weight. As a test of quality and overall impres
sion, the original drawings would be photographi
cally reduced and assembled into words. Then the 
original drawings would be corrected with opaque 

white paint and indian ink until the reduced sample 
would meet all expectations in terms of potential 
word combinations and form a perfect image. 
In the next stage of the process, the matrix – the 
master mould for the cast letters – was prepared. 
There were three different production methods for 
this stage. In the first, the punched matrix, the final 
artwork, was photographically reduced to the final 
letter size, etched onto a zinc plate. Then, using a 
transparent sheet of gelatine, its mirror image would 
be transferred onto the raw, polished face of the 
steel slug. Finally, the letter contours were directly 
handengraved on the steel slug, and the raised let
ter produced using files, gravers and  counterpunches. 
To check the appearance of the letter, a smoke proof 
was prepared. The steel letter, known as a punch, 
was held over a candle flame to blacken it. Pressed 
onto a sheet of paper, it gave a precise image of the 
letter. If this passed muster, the hardening of the 
punch took place. It was then punched into a block 
of copper /04/. The result was the master mould of 

the letter: the matrix. This is a variation on the old
est form of matrix production.
The second method, known as a galvanic matrix, 
began with hand engraving of the letter image onto 
a soft lead slug. Since the face could not be struck 
into metal, the ` master punch'  with the definitive 
face was then suspended in a galvanic nickel bath. 
The application of an electric current caused metal
lic nickel to be deposited onto the letter shape /07/. 
The resulting negative letter shape was cast into a 
zinc block and thus turned into the matrix for letter 
casting /08/. This is the method that Frutiger en
countered at Deberny & Peignot.
In the third procedure, the drilled matrix (a brass 
plate), onto which the letter image has been en
graved, served as the template /03/. The brass plate 
was clamped into a pantograph, with a metal slug at 
its other end. The deep outline of the letter, engraved 
into the brass template, would be traced using the 
pantograph' s guide stylus, and a sharp drill would 
cut the corresponding letter into the metal slug. The 

Initiales
Président
Page 26

Initiales
Phoebus
Page 38

Ondine
Page 50

Méridien
Page 60

Univers
Page 88

Antique  
Presse
Page 102

Serifa
Page 162

/01/

Original drawing for Univers 
(indian ink on Bristol board) with 
guide lines for handsetting by 
Deberny & Peignot.

/02/

Photographic enlargement of the 
original drawing, glued to card 
stock, and a brass template taken 
from the cardboard template.

/04/

Drilled and cleaned-up steel 
punches, struck and finished 
copper matrices and cast letters 
(right to left).

/03/

By tracing the brass template with  
a pantograph, the letter image is 
replicated as a reduced-scale matrix. 
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desired point size of the resulting letter could be 
dialled into the pantograph beforehand. Several 
point sizes could be produced from a single tem
plate. This method was extremely common, since it 
was very economical. It brought with it technical 
compromises, however. No matter how fine the drill, 
it was not possible to cut right or acute angles with 
full precision. These would have to be worked on 
later by hand /06/. Raised letter images could also 
be cut with a pantograph. These could then be sent 
for galvanising to produce matrices. An embossed 
brass block served as a template /05/.
Once produced, the matrices were adjusted to en
sure that the negative impressions had a uniform 
depth across the matrix and the baseline was paral
lel to the narrow edge of the lead slug. The matrix 
had to be worked to an accuracy of 100th of a milli
metre. Here a gauge needle provided muchneeded 
help for making sensitive measurements. 
After the matrices were prepared, the casting of the 
lead letters took place. In the mid19th century me

chanical casting machines replaced the earlier hand 
casting methods. Eventually, fully automatic casting 
machines appeared, which could not only cast the 
letters at great speed, but also automatically eject
ed the sprue and cleaned and polished the edges 
of the cast letter. Such a machine could produce up 
to 40  000 letters a day. Overshoots (letters that ex
tended beyond the lead slug) were still difficult to 
cast and to set, since they broke so easily. They were 
useful for letter kerning, so that there was not too 
much white space between the letters. These were 
employed particularly in the italics, but also in single 
letters of regular typefaces, for example T or f. 
The cast letters were ready to be set. An alphabet 
for hand composition consisted of some 120 charac
ters. Normally, a compositor could set around 1500 
characters at 10 pt in an hour. This performance was 
reduced with smaller point sizes or with complex 
texts. In time, methods were sought to improve the 
speed of hand composition. Larger type drawers as 
well as the ordering of the character compartments 

according to letter frequency contributed to an in
crease in output. Additionally, not only ligatures were 
cast, but also logotypes, i.e. commonly used words 
and syllables on a single slug. In the Wiener Staats
druckerei a system was used that required 1248 
separate compartments on the type drawer. In Guten
berg' s time, the setters were capable of a far lower 
output. However, with a type tray comprising 290 
characters, including varying weights and accented 
characters, as well as ligatures for letter pairs, a sub
tler level of typography was possible.
Frutiger also authored an article on letterpunch pro
duction at Deberny & Peignot (see page 99).

/06/

The corners of the pantograph- 
milled punch have to be cleaned up 
by hand using a graver.

/05/

The shape of the letter is traced 
around the raised template;  
and then the punch is cut by milling.

/07/

Galvanic matrix: master type 
punch (left) and raw matrix after 
ten-day galvanic nickel bath 
(right).

/08/

Reverse-cast and cleaned nickel 
matrix (left) and cast letter slugs 
(right).
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I arrived in Paris with a lust for life and a backpack full of knowledge in the late summer 
of 1952. That was quite some luggage that Alfred Willimann and Walter Käch had given me 
during my time at the Kunstgewerbeschule (School of Arts and Crafts) in Zurich. I had 
sent my diploma thesis1 to around a dozen major European type foundries. Thus Charles 
Peignot employed me and I received a contract for a year.

When I started at Deberny &  Peignot, the foundry depended 80 % on Futura, which at 
that time was called Europe in France. There were also many fantasy typefaces, shaded 
and outlined ones. What was missing was a new business card typeface. The salesmen 
said that such a typeface had to be designed first, because all the old ones were worn out, 
although they remained one of the safest investments. Smaller printers in particular had 
a steady demand for them. At the time the mostly all capitals business card typefaces were 
known in France as ‘Initiales’.2 That was the first kind of typeface I made for D &P.

There were around ten different Latin faces3 in the D &P type specimen book. I orient
ed myself around the Latins Larges /09/ for my design for Président. Something other than 
a Latin was out of the question. I worked intensively on it, as I didn’t yet know the shapes 
but found them fascinating. Latins were used primarily for jobbing type, particularly for 
letterheads and business cards but also for shop front signs /04/. It almost became fashion
able for grocery shops to use Latins /03/. Their advantage was that one could engrave or 
paint them broad or narrow, thick or thin. Like sans serif typefaces they were easy to modi
  fy. Latins originated around the mid19th century as a softer kind of Didot. Their serifs 
weren’t placed at right angles, they had a concave bracket. In the Art Nouveau era there 
were numerous variations with much frippery, including at D &P. The lowercase c for exam
p le had an inwardfacing hook, and wherever possible letters had tails curling inward /09/.

Président is a kind of remake. It wasn’t about trying to invent a new style of typeface. 
Deberny &  Peignot basically needed a cleanly cut business card typeface with a regular, 
almost strong weight. The contrast between thick and thin strokes in Président is some
what less than that of a Latin – business card typefaces do require a certain amount of 
strength. Charles Peignot let me get on with it. He did, however, request letter variations 
right from the start /22/. A typesetter must be allowed some space to play, he would say. He 
also wanted ligatures, superiors for abbreviations and logotypes; in other words, for fre
quent use, blocks cast for terms such as ‘Rue’, ‘Avenue’, ‘Boulevard’ or ‘Place’ /01/. That was 
something new – he really cared about making typesetters’ work easier.

First I drew a few letters on tracing paper with a sharp pencil, an H, two to three 
vowels, three to four consonants. There was no ‘OHamburgefons’ like there was later in 
Germany. The designs were roughly 24 point size. At that size I could control the shape at 
a glance. That became my typical way of working. Next to my studio was the block makers’ 

About Président    With his very first alphabet, the all- 
capitals Initiales Président, Adrian Frutiger created an 
enduring and mature work. The name of the typeface, 
chosen by Charles Peignot, is hardly presumptuous when 
compared with those of other typefaces; the Flinsch 
foundry4 had the likes of Aristokrat, Baron, Baronesse, 
Kavalier, and the Haas' sche Schriftgiesserei AG had one 
called Chevalier. 
The Initiales Président shapes are based on those of 
Latin typefaces. Frutiger mentions the Latins Larges /09/. 
It is also worth referring to the Caractères Antiques Lat
inés /08/, a kind of sans serif with triangular reinforced 
terminals. Like Président, it has little stroke contrast.
In Francis Thibaudeau' s 1924 classification of printing 
types /07/, Latins are classed as a subdivision of Elzévirs5, 
which encompassed all the old style and transitional 
romans. The neoclassical romans named after Didot 
comprise the second of four principle groups. The two 
other principle groups, Egyptienne and Grotesque – the 
latter called Antique6 in France – represent (along with 
Latins) the considerable innovations in type creation of 
the 19th century.
` Elzévirs'  is also used in the illustration for the index title 
page ` Latins'  in volume 2 of the type specimen book 
Spécimen Général of the Fonderies Deberny & Peignot 
from 1926.7  The reference to the index of the same name 
in volume 1 shows, however, that Latin types, as improve-
ments on neoclassical romans, represented a return to 
the older art of type creation. Latins can, in part, be re-
garded in the context of the neo-renaissance reform 
movement8 that in the 19th century sought to move away 
from dispassionate, classicist-influenced book typogra-
phy. 
In German-speaking countries, Latins played no role 
whatsoever by the time of Frutiger' s apprenticeship in 
the 1940s and 50s. In France, however, they remained up 
to date. Initiales Président, made as a jobbing typeface 
by Deberny & Peignot for foundry type in 1954 and adapt-
ed in 1965 to Photon-Lumitype photosetting is not Fruti-
ger' s only Latin typeface. Today it is sold in digital form 
by the type manufacturers Linotype as well as by URW++ 
under the name of President.

Name of typeface
Initiales Président
President •

Commissioned by
Deberny & Peignot

Designer
Adrian Frutiger

Design  | Publication
1952 | 1954

Typesetting technology
Handsetting
Photosetting Photon-Lumitype
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– Deberny & Peignot
– Deberny & Peignot | Photon Inc.
– D. Stempel AG | Linotype •

– Linotype •

 URW++ •

Weights
1
1
1
1
1
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/01/

Inside pages of the four-page 
brochure Le Président from 1958 
with specimen text, available 
weights and an example of use.

/02/

Deberny & Peignot stall at  
the TPG trade fair of 1956 in Paris –  
lettering in Initiales Président.

/03/

In the late 19th century  
Latin typefaces were very popular 
for company stationery and for 
shop fronts.

/04/

Wide, high-contast Latin typeface 
from the 19th century on  
a wall in Paris – ‘Bill posters 
prohibited’.
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department, there they also had repro equipment. I normally asked if I could quickly stick 
my sketches in the enlarger. Afterwards I would trace the shapes by hand with indian ink 
on Bristol board, correcting with white opaque paint. Always without a compass. These 
black and white drawings were at least 10 cm in size. Any smaller would have been too 
fiddly to manage. They had to be roughly the size of an apple or other fruit to be really 
workable. That’s what I was taught by Walter Käch at the Kunstgewerbeschule in Zurich.

With Président I had everything reduced to 24 point, which I then stuck together in 
order to see if it worked. I would straight away determine character width, side bearings 
and optical baseline, once again a discipline that Walter Käch had taught me. So I delivered 
clean drawings for about ten test letters, after which one brass template was engraved for 
the small to medium font sizes and another one for the large ones. They were drawn dif
ferently; the small sizes were a bit heavier and the larger ones a bit thinner. Then steel 
punches would be precut using a pantograph, and smoke proofs made, which I would 
check with Marcel Mouchel, director of the engraving department. One could still correct 
mistakes at this point because the steel wasn’t yet hard. Finally the punch was hardened, 
the matrix punched, justified and put in the casting machine. Unlike German type found
ries, they still used steel engraving in France. In Germany they were changing over to drill
 ing matrices, even in smaller point sizes (for more about the manufacture of matrices see 
page 24 manual typesetting and page 129 machine type casting).

Starting with these ten basic letters I drew the entire alphabet. For three or four 
months I worked daily until everything was ready, with French and Nordic ligatures and 
accents. Initiales Président has caps and small caps only. These were produced from the 

Latins, Runic, Etienne, Renaissance      The interest in 
Latins – a type form from the 19th century with pointed  
serifs – must have been considerable, as they appeared 
almost simultaneously and in near-identical form in 
France, England, Germany and Holland. The oldest ex-
ample, found by the Dutch type expert Gerrit W. Ovink, 
is a type specimen page of Latines grasses9 from 1854 
from the Laurent & Deberny type foundry of Paris. An-
other early example from the same type foundry is shown 
in the book, Nineteenth Century Ornamented Typefaces 
by Nicolete Gray. This is Lettres Latines10 from 1855, iden-
tified in the Spécimen Général of the Fonderies Deberny 
& Peignot type specimen book from 1926 as Initiales 
Latines Noires.
Despite this early evidence from Paris, the origin of Lat-
ins still cannot be solved conclusively, especially as the 
Handbuch der Schriftarten (Manual of Types)11 from 1926 
dates a Schmale Renaissance of the W. Woellmer type 
foundry, Berlin, to 1830. Known in France as Latines, these 
typefaces are called Latin, Antique or Runic in Britain, 
Latin or Runic in the US, and Etienne, Renaissance or 
Latines in Germany. The only common features of Latin 
typefaces are their pointed serifs /05/ and proportion-
ally adjusted widths. Other than that there are significant 
differences. Thus Latins may be jobbing or headline  fa ces 
but also text faces. Similarly, the stroke contrast may vary; 
very pronounced like a neoclassical roman, yet also very 
subtle like a sans serif /06/. 

/06/

Latins can vary from narrow  
to wide and high to low-contrast 
(vertical to horizontal stroke 
proportion).

/07/

Francis Thibaudeau’s classification 
of printing types from 1924 has  
Latins as a subdivision of Elzévir 
faces.

/05/

Serif shapes from left to right:  
Old Style, Transitional, Didone and 
two kinds of Latins, with and 
without bracketed serifs.
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Whereas the French Latines have always had bracketed 
transitions from the stem to the serif and only slightly 
concave serifs, the English runic and antique serifs are 
mostly very concave. The English Latins are headline 
faces with accentuated triangular serifs and flat bases. 
Well-known examples are Latin Condensed and Latin 
Wide, still available today. Unfortunately serif shapes 
cannot be determined by names, as there is no formal 
system for doing so. The same is true in Germany; simi-
lar or even identical typefaces may be given different 
descriptions depending on the foundry.
Deberny & Peignot' s type specimen book from 1926 has 
thirteen fonts described as Latins next to the Caractères 
Antiques Latinés /08/. They are called ` Latines'  in the 
female plural and ̀ Latins'  in the male plural, depending 
on whether ̀ Lettres' , or for instance, ̀ Initiales'  or ̀ Carac-
tères'  precede them. The Latin spectrum ranges from 
light through regular to bold, and from condensed, nar-
row, and regular to expanded. Only two Latins are slop-
ing. The type specimen book compo dp from 1961 in-
cludes the remaining half of the original Latins /09/ and 
five new ones in the form of Méridien, Initiales Président, 
Tiffany12 /18/, Cristal and Phoebus.

/09/

Older Latins still in use in  
the foundry type specimen book 
compo dp by Deberny & Peignot,  
c. 1961.

/08/

Possible sources of inspiration for 
Président: Caractères Antiques 
Latinés from the two-volume type 
specimen book by D & P, 1926 and 
Latins Larges (below).
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Business card typefaces       Well-known business card 
type  faces still available today include Chevalier, by Emil 
A. Neukomm 1944, Monotype Spartan13, Copperplate 
Gothic by Frederic W. Goudy 1903, and Engravers Roman14 
by Robert Wiebking 1899. 
Business card typefaces intend to radiate dignity; they 
are supposed to appear elegant and respectable. The 
epitome of fine type and printing would have to be en-
gravers'  fonts and copper plate engraved writing paper 
and business cards, more than a few of which involve 
some intricate embossing. Type foundries liked to emu-
late this quality, giving rise to an abundance of business 
card typefaces that are often placed in separate indexes 
in catalogues. 
Adrian Frutiger' s ‘Rhone’ design /10/ sought to give the 
appearance of an engraver' s font. However, this Latin – 
some of it cross-hatched – was never completed as the 
sleeker Président took its place. The extended character 
shapes, as well as setting in caps and small caps only, 
are typical of Latin and sans serif-style business card 
typefaces.
Deberny & Peignot' s brochure from c. 1948 /18/ has popu-
lar English scripts like Calligraphiques Noires, outlined 
or cross-hatched typefaces such as Initiales Typogravure 
and a few sans serifs, including Simples Larges. The only 
Latin face is Initiales Tiffany. Other Latin faces no longer 
seemed to meet the demands of the day as contempo-
rary business card typefaces.

/18/

A six-page folded card showing 
examples of jobbing typefaces  
in use – Deberny & Peignot, c. 1948.

/11/

Three basic ampersand shapes; 
roman capital shape (left),  
italic capital shape (middle) and  
italic lowercase shape (right).

/13/

Roman capital & of  
Clearface Gothic, 1907 with numeral- 
like shape (left), italic capital  
shape of Goudy Sans, 1929 (right).

/15/

The ampersand by Zurich teacher 
Walter Käch compared to  
that of his student Adrian Frutiger.

/14/

Frutiger achieves his typical 
ampersand by matching strokes 
and counters with other  
alpha-numerical characters.

/12/

Calligraphic and drawn ampersand 
shapes; Aldus, 1954 by the calli-
grapher and type designer Hermann 
Zapf (left) – Président (right).

/10/

Frutiger’s design for a business 
card typeface based upon the 
cross-hatched Initiales Typogravure, 
c. 1952/53.

/16/

In contrast to Président, the  
Univers ampersand has the shape  
of the lowercase t, and has two  
right angles in the lower counter.

/17/

André Gürtler, Frutiger’s co-worker  
in the 1960s, designed an ampersand 
based on the uncial E-shape for his 
Egyptian 505 in 1966.
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same template in principle. The 12 point for instance had three visual sizes, oeil 1, 2 and 3 
/21/. For an initial letter one would use 12 point oeil 1, and for the remaining letters of a 
name 12 point oeil 2 with a smaller size. Inserting small caps was normal in France, clients 
would insist upon it. At the end a test setting would be cast from the finished capital let
ters several of which would be set. Naturally Charles Peignot had to approve it himself. 
There was no further discussion about the shapes, I wouldn’t have shown anything I wasn’t 
sure about. I did, however, experiment a lot, especially with the ampersand. I was never 
keen on the classical shape, I found its lines too complicated. I wanted all characters to 
have the same style /14/, and eventually discovered this special new shape. First Peignot 
had to agree to it, seeing as the ampersand is particular ly important in French. ‘& Cie.’ is 
always written using an ampersand. Of course I checked Jan Tschichold’s book Formen-
wandlungen der et-Zeichen (Shape Variations of the Ampersand) to see what shapes there 
were to start with. For me the whole thing was above all a question of the counter shapes. 
These were supposed to be comparable to those of a B. I wanted the & to have a discreet 
and almost strict design, whereas for Hermann Zapf for example, being a type designer 
and calligrapher working at the same time as me, it provided a great chance to let his 
fantasy run free /12/. 

The H and O are about the same height and width optically. The numerals were meant 
to have the same character as the letters, only very slightly narrower. Therefore there’s  
no great difference between the capital O and the zero, both adhere to the same principle 
/34/. I  wanted as much white space as possible, that’s why the 2 is drawn so tall – maybe 
somewhat schoolboylike. The wide A clearly shows a Latin influence. The K doesn’t quite 

Basic forms of &  The ampersand, a ligature of the let-
ters e and t is used in Latin texts to denote the word ̀ et'  
(and) and also occasionally to substitute the letters e 
and t within words. According to the Duden dictionary, 
ampersands may only be used in German for trade 
names15 – a rule that barely anyone adheres to. In the US, 
Webster simply defines it as a character standing for the 
word ̀ and' . 
There are three predominant basic ampersand shapes 
in typefaces /11/. Most romans have the looped roman 
capital shape; italic in addition have the italic capital 
and italic lowercase shapes. Needless to say there are 
multiple variations.16

Type designers are sometimes trying to create a shape 
that looks more drawn as opposed to written. This should 
be simple and sleek like the curves and counters of letters 
and numerals. An example of this form – loop-oriented 
but simplified – is Clearface Gothic /13/ from c.  1907 by 
Morris Fuller Benton. It was a shape taught by Walter 
Käch, Adrian Frutiger' s tutor at the Kunstgewerbeschule 
in Zurich /15/. In contrast, Frederic W. Goudy chose the 
italic capital shape /13/ for his Goudy Sans in 1929.
Frutiger too uses the italic capital for his ampersand. 
Unlike Frederic W. Goudy, however, he closes the lower 
counter, thereby creating a modern shape – his charac-
teristic trademark. 
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 conform, it’s different from Latin Ks /25/. Its arms are the same length optically and don’t 
touch the stem. This, too, is a question of counter spaces and movement. I never have at
tached strokes that look like they’ve been stuck on. They always flow from another stroke 
/28/. Perhaps this is typical for the Alfred Willimann school. He regarded Greek lapidary 
script with its very simple clear shapes as the one true type. However, I didn’t bother too 
much about the history of type to start with. That only happened two years later when I 
had to copy all the classical typefaces for the Lumitype photosetting machine.

In the end Initiales Président was available in 8, 12, 16, 20 and – it was unusual but 
had commercial reasons – 24 point. The 8 and 12 point font sizes respectively consisted of 
oeil 1, 2 and 3 /21/. Additional lighter and bolder weights were superfluous in this case. They 
did, however, include ligatures such as LA, and on my request even overhangs, called  ‘sortes 
crénées’ /22/, were cast for combinations like VA, something that was otherwise only nor
mal for italic fonts. I suggested it because I was taught by Käch and Willimann that the 
space between letters is important, maybe even more so than the counter spaces. The type 
founders accepted this at once, after I showed them how ungraceful it looks when a V with 
no overhang is next to an A – there’s a massive hole. Needless to say there’s a normal V for 
the other combinations.

Initiales Président was very well received in France. Charles Peignot came up with 
the name. Back then I was still too unaccustomed to the French way of life. I had my first 
taste of it, which was really quite an emotional experience for me. I had the great fortune 
to learn my trade in a Swiss German, Germanicbased environment and then ply it in a 
Latinbased one, which can probably be detected in all of my typefaces.

Additions to Président   Adrian Frutiger remembers17 
that alternative characters were made for Initiales Prési
dent at Charles Peignot' s request. He mentions narrow 
and expanded letter variations, for instance for E and U. 
It was probably just a partial addition. There is an alter-
native V shape /26/, round at the bottom and thus half-
way between U and V. Also, in the type specimen book 
compo dp there are two Rs and Os pictured, although 
the narrow O is in fact the zero /19/. Real narrow and 
ex panded shapes were not included in Président.
On the other hand, words cast on blocks were offered 
in size 8, oeil 2 and 3. Le Président, a brochure from 1958 
shows the four words ` Rue' , ` Avenue' , ` Boulevard'  and 
` Place' . The A and V are very tightly kerned /01/. The kern-
ing is much less on the same four words in the Initiales 
Fantaisies brochure from 1956 /22/. It may just be a case 
of simply handset words rather than words cast on blocks. 
Neither brochure shows them well spaced.
Superior letters (supérieures) are very commonly used 
in French typography /22/. Abbreviations such as MMe, 
MLLe, No, St, 1er and 2eMe are set using these. Particular 
care needs to be taken with the typography for business 
cards and writing paper, as they serve a representative 
function. Unusually hole-tearing letter combinations are 
irritating. Characters with overhangs (sortes crénées), 
letters which are wider than the body /20/, ought to 
prevent this from happening. The example here, the 
business card in the Le Président brochure /01/, once 

/20/

Capitals with large side bearings 
were also cast with overhangs,  
for better fit.

/22/

D & P delivered commonly used words 
cast on blocks, superior characters 
(supérieures) and capital letters with 
overhangs (sortes crénées).

/23/

The smaller visual sizes within a 
given point size produced the 
small caps of the next bigger visual 
size.

/21/

Type in 12 and 8 point body size 
was available in three visual sizes, 
‘oeil 1, 2, 3’.

/19/

Initiales Président from the type 
specimen book compo dp;  
two different Rs in the first line, 
two different Os in the third line.
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For me it was a really nice job because it was always about the highest quality. Pré-
sident was supposed to be a means of expression for personalities and as beautiful and 
balanced as possible. I quickly forgot about it, with all that followed. Now though, when 
I look at it again, I’m quite astonished. It already clearly demonstrates my style – a mixture 
of both my teachers’ influence and my very own personal idea of form. I don’t mean con
vention or an ideal, that would be too philosophical. If a typeface looked good I simply felt 
real satisfaction. The tiniest mistake instantly hit my eye. I feel that the ‘look’ of type was 
complete inside me when I left the Kunstgewerbeschule. Of course I was to learn a lot 
more, but the style was already there.

again lacks well-balanced word shapes. It is not enough 
to deal with pairs of letters full of holes simply by setting 
them tightly. If pairs are too tight they must be letter- 
spaced, extended. 
Initiales Président was cast in 24, 20, 16, 12 and 8 corps 
sizes. However, the typeface is notably larger than usual, 
as Président has no lowercase, and therefore no ascend-
ers and descenders. Capitals fill the entire extent of the 
body: 12 and 8 point each have three visual sizes (oeil 1, 
2, 3) /21/. A process – other manufacturers use it for their 
business card faces – which enables the capitals to be 
set with small caps and then again with more small caps 
for those. When the same body size is used for all three 
` œils' , the baseline will remain constant without requiring 
extra lead to be placed above and below /23/. ̀ œil 3'  is 
used for the ` am'  in place names such as Frankfurt am 
Main, for example. 

/33/

The curve of the J is more delicate in 
its current version, while the K’s 
inner space is tighter and the top left 
serif of the N is noticeably thinner.

/31/

Both hot metal R shapes with 
vertical and virtually diagonal 
downstroke, as well as its current 
shape in the Linotype Library.

/28/

In contrast to Italian Old Style by 
Frederic W. Goudy, M, R and W  
are created from one movement  
in Président.

/32/

Comparison of the Œ ligature in 
hot metal and digital setting –  
its shape is noticeably wider in the 
original version.

/27/

Photosetting text specimen, 
1964/65: It took more than ten years 
after its hot metal version for 
Président to be made available for 
Photon-Lumitype.

/25/

The K-shape of Président  
is typical of Frutiger’s typefaces – 
but atypical of Latins with the  
two strokes to the right not offset.

/26/

Originally there was an alterna-
tive letter shape halfway between 
U and V, which is no longer 
available.

/24/

Frutiger’s design principle was 
already established with his first 
typeface – no spur on the G,  
the counter is not interrupted  
by the tail of the Q.

/30/

The capital A (brown) compared  
to the enlarged small caps A 
(black) of the digital Président by 
Linotype.

/29/

One original was used to engrave 
the three sizes 12 pt œil 1 (left), œil 2 
(centre) and œil 3 (right) –  
here all brought to the same size.
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Typeface comparison           Président is compared both 
to Augustea by the Italians Alessandro Butti and Aldo 
Novarese, and to ITC Friz Quadrata by the Swiss Ernst 
Friz. All three have serif forms found among Latin faces. 
They also share similar character shapes and a very slight 
contrast between the thick and thin strokes. The three 
typefaces are classed in the Incised group, which itself 
stems from inscriptions in stone and metal.
Président possesses the even character widths typical 
of a Latin typeface. In contrast, the principle of propor-
tion of Augustea visibly evokes Imperial Roman capitals. 
E, F and S are narrow, while H, N and O verge on square 
and circle. Friz Quadrata has an equally variable charac-
ter pitch, though not according to roman principles. The 
S is set wider, the N somewhat narrower.
The axis of contrast runs vertically in Augustea and Pré
sident, whereas it is slightly slanted in Friz Quadrata. In 
general Augustea and Friz Quadrata seem more dyna mic 
due to the extended terminals of the K and R. This is 
made even stronger by the asymmetry of the Y.
Augustea and Président are capitals-only typefaces, Friz 
Quadrata also has lowercase. For this typeface compari-
  son Augustea Open was transformed into a ̀Plain'  weight, 
since the regular weight of Augustea is only available for 
handsetting, but not digitally.

/34/

Characters of Initiales Président 
foundry type by  
Deberny & Peignot, Paris.

/35/

Although the letter shapes are 
relatively similar, the test word 
‘Hofstainberg’ clearly shows 
Président’s width.

K
Serifs concave, 
legs not 
connected, with 
bottom serif

M
Splayed 
stems, top 
shoulder 
with serifs

Q 
Wide oval shape, 
tail in the centre 
with horizontal 
finish

R 
Downstroke 
swerves out of 
the top bowl

S
Fairly wide 
form, rather 
shallow curve

Y
Short stem, 
symmetrical 
shape with  
top serifs

4
Slightly flattened 
top, deep horizon tal 
stroke with a half-
serif

8
Double-decker 
form, slender 
waist
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 why so many di
fferent typefaces. Th
ey all serve the same purpose bu

t. The same is true for typefaces. Pourquoi tant d’Alphabets différents ! 
Tous servent au même but, mais aussi à exprimer la diversité de l’homme. 
C’est cette même diversité que nous retrouvons dans les vins de Médoc. J’ 
ai pu, un jour, relever soixante crus, tous de la même année. Il s’agissait 
certes de vins, mais tous étaient différents. Tout est dans la nuance du b 
ouquet. Il en est de même pour les caractères ! Sie fragen sich warum es 
notwendig ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle 

zum selben, aber machen die Viel falt des Menschen aus. Dies 
e Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte 
studiert mit sechzig Médoc-Weinen aus dem selben Jahr. Das  
ist ausnahmslos Wein, aber doch nicht alles der gleiche Wei 
n. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Sc 
hrift. You may ask why so many different type  faces. They al 
l 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 Mé 

doc wines featuring sixty different Mé 
docs all of the same year. All of them 
were wines but each was different from  
the others. It’s the nuances that are im 
portant. The same is true for typefaces. 
Pourquoi tant d’Alphabets différents ! 
Tous servent au même but, mais aussi à e 
xprimer la diversité de l’homme. C’est c 
ette même diversité que nous retrovons 
dans les vins de Médoc. J’ai pu, un jour, 

t they express man’s diversity. It is the same diversi
ty we find in wine. I once saw a list of Médoc wines f 
eaturing sixty different Médocs all of the same ye 
ar. All of them were wines but each was different
from the others. It’s the nuances that are importan

 You may ask

 President ™
 Linotype
1 weight

Font production :
Digitised by Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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 Delta
1952

36 t y p e - D e s i g n  p r oj e Ct

Type-design project

/03/

Undated study of the single case 
typeface with combinations  
of different shapes of upper- and 
lowercase letters.

/02/

Two undated pencil drawings  
of a single case typeface (original 
size), c. 1952/53 – it was originally 
intended to have five weights.

/05/

‘Delta’ paste-up in two versions:  
A and E have been swapped;  
m, n and u have rounder arcs 
(right).

/04/

Based on Adrian Frutiger’s ‘Delta’ 
type-design project, Joan Barjau 
created the Jeune Adrian font,  
1991–97.

/01/

Alfred Willimann’s poster  
from 1953 employs archaic Roman 
capitals. 
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/07/

A. M. Cassandre in his studio (top) –  
he was responsible for Peignot 1937 
and Touraine 1947 (middle), its 
extension using lowercase letters,  
as well as Bifur 1929 (bottom).

/06/

Proof of a sans serif face  
based on Peignot with upper- and 
lowercase variants.

The ‘Delta’ style    ‘Delta’, one of Adrian Frutiger' s first 
typeface designs /05/ is in the style that he felt came 
most naturally to him. When comparing the two designs 
for this single case typeface, one notices that only the 
a and e actually change shapes from upper- to lowercase. 
Nevertheless, there is an impression that the alphabet 
on the left is uppercase and the one on the right is 
lowercase. The rounder character shapes of the right-
hand version contribute to this sense.
Already, at an early stage of the design, Frutiger looked 
at several weights and widths /02/, a discipline that he 
learnt as a student of Walter Käch in Zurich.
Charles Peignot' s desire to create a unicase typeface led 
to a meeting between Frutiger and Cassandre, in order 
to produce some tests using the Lumitype machine /06/, 
based on Cassandre' s own Peignot /07/ typeface. The 
uppercase version (top) was kept slightly more open, 
the middle version had lowercase letters added to match 
it, while the lower variant mixed upper-and lowercase, 
with some new character shapes. The Lumitype process 
was still in its experimental phase: the uppercase I of 
the top version and the m of the middle version appear 
to have suffered a spacing mistake. 
The Delta style accompanied Frutiger throughout his life, 
until Nami (see page 402), based on it, was finally pro-
duced by Linotype in 2007.

I’ve always been especially interested in the development of the transition of uppercase 
into lowercase shapes. With ‘Delta’ /05/, one of my earliest designs, I had in mind the re-
duction to one alphabet, such as existed in the 5th century.1 A line of letters ought to have 
a lowercase feel, in spite of the ‘capital’ G, R and T in it. I sketched different shapes for 
some of the letters /03/. I named the typeface ‘Delta’ because I liked the word; it sounded 
classical and fit the shapes. Its style – one could call it an uncial sans serif – has stuck 
with me throughout my whole life.

Charles Peignot had always dreamt of a new kind of typeface that would unite upper- 
and lowercase in one alphabet. He thought Peignot /07/ was marvellous, yet wanted to go 
fur ther and so brought A. M. Cassandre and myself together. I guess he figured that A. M.
Cassandre’s genius and my typographic knowledge would come up with something. Thus 
we met three or four times in 1954 / 55.

In my opinion a new typeface had to be built on the foundations of a classical typeface. 
I imagined, based on Peignot, transforming uncial and half-uncial shapes into a contem-
porary typeface. Cassandre didn’t follow, he didn’t really act on my suggestions. We always 
kind of talked at cross-purposes. Cassandre was an artist; he would take letters and play 
around with them. Even the way he talked was like an artist who has a head full of ideas. 
His Bifur typeface is in fact like a picture /07/. On the other hand I was the typographer 
who saw a skeleton with in letters, related to other characters. There are three samples 
with a text by Charles Baudelaire /06/. These were photosetting tests using Lumitype, which 
were produced after the conversations with Cassandre. However, he wasn’t happy with 
any of the results.

 D e lta  37
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PHOEBUS
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Designer
Adrian Frutiger

Commissioned by
Deberny & Peignot

Compared to Initiales Président, which took a long time to complete, Initiales Phoebus was 
very quick. When work started on it I already had a co-worker who did the drawings ac-
cording to my sketches. It was merely an uppercase alphabet, so basically not too much 
work. Charles Peignot simply wanted something for the swash section of his type speci  men 
book.1 That was the fashion at the time; one has only to think of Graphique by Hermann 
Eidenbenz for example /08/. Peignot was aware of that typeface and asked me to try some-
thing in that direction. He was always looking for something unusual to liven up the other-
 wise very classical selection that Deberny &  Peignot had to offer. 

I don’t remember whether I studied similar typefaces, but I do recall Luna /08/; may-
be I used the Encyclopaedia of Typefaces2 for some ideas, I’m not sure any more. It wasn’t 
that Charles Peignot was set on having a shadow typeface. He just asked me for a few sug-
gestions for a new fantasy typeface, in order to compete with Fonderie Olive. I also drew 
a shaded narrow sans serif as a test, ‘Rodin hat uns’/05/. In the end though, I found it too 
conventional. To make it more special, one would have had to add an italic, a semibold and 
so on. The italic Latin shape took my fancy a good deal more; all the up- and downstrokes 
presented an oppor tunity to add a little triangle. 

I started to sketch a titling face with deep shadows, but it looked somewhat banal 
standing straight up, so I tried an italic. The typeface gained a lot in dynamic thanks to the 
slanting character shapes against the slant of the deep shadows. I saw the letter shapes 
in my inner eye and sketched those deep shadows directly, off the cuff. It worked – a larger 
shadow would have been too bulky, anything thinner and the letters wouldn’t have stood 
out enough. It was really a matter of feeling, of intuition. It was clear that it had to be with 
serifs, and equally that it was to be a Latin-style typeface, serifs slanting right at the bot-
tom and left at the top. The capital I for example would collapse without the little triangle 
at the top. Phoebus, being without contours and whose shapes are completed by the eye 
itself, was quite to Peignot’s taste. He liked the fact that the typeface was entirely composed 
of shadows and seemed somehow to hover in the air. Nevertheless, the letter shapes are 
perfect, one can see that with a word such as ‘Lumineux’/03/. 

The final artwork – indian ink on Bristol board – was, as I said before, by my co- worker. 
She was very efficient. She probably made herself a template to make sure the angles were 
all the same. Other than that, the process was the same as it was for Président. Each letter 
was first reduced photographically, then everything was cut out and glued together. One 
could easily see in the prints whether any strokes were too thick or too thin, and whether 
they were too narrow or too wide. Strokes that indicated character width and lines had to 
be very thin so that one could cut very precisely using a sharp scalpel and steel ruler to 
achieve an accurate composition. This remained my own special work technique. I cut out 

About Phoebus  There are no any remaining designs or 
final artwork left for Initiales Phoebus. There is, however, 
one remaining study for a narrow, semibold sans serif. 
The ̀ Rodin hat uns'  /05/ design consists of some shadow 
type without contours. As opposed to Gill Shadow or 
Memphis Luna /08/, Adrian Frutiger matched the shadow 
depths with the same widths to the spacing between 
characters. Another interesting aspect of this design is 
the variation of single letters. Adrian Frutiger drew two 
differ ent N shapes, an uppercase and a lowercase one, 
and matched the A shape to that of the latter. It has a 
similarity of shape to the Phoebus A, which is rounded 
at the top left-hand corner. The M and N shape variations 
can also be found in Phoebus. 
Advertisements were commonly placed in trade publica-
tions by type manufacturers to publicise new typefaces. 
A special kind of marketing strategy can be found in the 
journal Caractère3. In the editorial section Rémy Peignot 
now and again presents an overview of newly released 
typefaces by Deberny & Peignot, under the title ̀ Pa rade 
typographique'  /02/. Over four to six pages, using special-
 ly designed examples, he demonstrates how the adver-
tised typefaces can be employed /12/. A very nice use of 
 Phoebus can be seen on the front page of Carac tère 12, 
1954 /01/. Presumably Rémy Peignot was responsible for 
this design, but there is no reference to its author any-
where in the publication. 
An article in the German trade journal Der Polygraph from 
1955/56 states that Initiales Phoebus was released in 1953, 
with Président and Ondine following in 1954. Taking into 
account documents that were consulted and conversa-
tions with Adrian Frutiger, we can assume that he drew 
Président first and then Phoebus and Ondine, suggest-
ing we ought to give preference to the latter order.4 The 
name ` Phoebus'  is not spelled consis tently by  Deberny 
& Peignot. In one advertisement from 1954 /12/ it is with-
out the œ dipthong, while another from 1955 /11/ has the 
œ dipthong. 
On the initiative of Erich Alb and financed by Linotype, 
Bruno Maag (Dalton Maag, London) produced a digital 
Beta version of Phoebus specially for the first edition of 
this book. Meanwhile, the font is available from Linotype.

Name of typeface
Initiales Phoebus
Phoebus •

Design | Publication
1953  | 1953

Typesetting technology
Handsetting 
Photosetting Starlettograph
Digital setting OpenType

 Manufacturers
– Deberny & Peignot
– Deberny & Peignot
– Linotype •

Weights
1
1
1
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/01/

Cover page of the small-format 
French trade journal  
Caractère, no. 12, 1954, designed by 
Rémy Peignot.

/03/

The character shapes appear well 
balanced, quiet and distinct in 
spite of their unusual distribution 
of black and white.

/02/

Deberny & Peignot’s column  
‘Parade typographique’, edited and 
designed by Rémy Peignot –  
Caractère, no. 3, 1955. 
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a lot, and if I cut something wrong I’d just have to go and do it again. For me that was the 
quickest and best way. I would never have dared to go straight to the type foundry with 
the final artwork. First I needed to secure an overall impression for myself. I would as-
semble letters together into words and whole sentences – I wanted to see how they worked 
together. 

Phoebus had a couple of alternate letters: I designed an upper- and lowercase shape 
for M and for N /13/. V and W are also somewhat lowercase in shape as they’re not pointed 
/14/. That arose from the basic premise of the Peignot typeface by A. M. Cassandre, who 
play ed around with this mix very consistently. Of course Phoebus was only usable in larg-
er point sizes – it was cut in 48, 36, 30, 24 and 18 point; any smaller size was meaningless. 

I worked on it for roughly two months. I was working on other things at the same 
time, as I was already busy with Méridien. I was at the company office from around 9 to 
6 and at home I would continue the search. I kept going constantly. I wasn’t even aware 
of it at the time. Then there was photosetting with Lumitype. I kept going stronger, and 
new discoveries brought about new insights and new possibilities. 

When I started, Deberny &  Peignot must have had some 450 people total working there. 
At the time being I was the only type designer. There were at least 15 engravers, around 
100 type-casters and a whole hall full of women packing type for shipping, using all the 
letters in the required amounts. In addition there were the people in the block-making 
factory, and on the top floor was the workshop for blind embossing and foil stamping. The 
École Estienne was a great school for engraving. There Charles Peignot soon trained ten 
young engravers, as it was his desire to create a pool of experts who could also cut type 

Swashes      Along with classical text faces, Deberny & 
Peignot introduced some cutting-edge jobbing type-
faces by important designers into their typeface selec-
tion. Typefaces mentioned are Bifur 1929, Acier Noir 1936 
and Peignot 1937, all three by A. M. Cassandre; Initiales 
Film /06/ 1934, a sans serif shadow face on a grid back-
ground by Mar cel Jacno; and Initiales Floride 1939 by 
Imre Reiner.
Frutiger' s Initiales Phoebus from 1953 must surely count 
as one of the most cutting edge swash faces of the 20th 
century. At the same time it continues the tradition of 
shadow Latin faces from the 19th century. In the ` Carac-
tères Éclairés'  index in volume 2 of Deberny & Peignot' s 
type specimen book from 1926, there are around two 
dozen shadow or outlined typefaces, nearly half of them 
Latins. Yet there are no faces which are shadow-only 
apart from Initiales Phoebus in either that book or in the 
compo dp type specimen book from 1961. 
Well known shadow-only faces available today would be 
the two sans serif faces Gill Sans Shadow /08/ by Eric Gill 
1936, which previously existed in three versions,5 and 
Umbra6 /23/ from 1935 by Robert H. Middleton. In 1937 
Rudolf Wolf designed Memphis Luna7 /08/, based on his 
own slab serif Memphis, for the D. Stempel AG type 
foundry. One year prior to Phoebus, Stridon /09/ from the 
Paris type foundry Fonderie Warnery et Cie was released. 
In contrast to the above-mentioned typefaces, Stridon –  
like Phoebus – is a slanting shadow-only typeface.

/05/

Uncompleted design for  
a jobbing typeface by  
Adrian Frutiger; photostat,  
c. 1953.

/04/

Deberny & Peignot monogram, 
presumably designed by Rémy 
Peignot; advertisement heading in 
La France Graphique, no. 45, 1950.

/06/

Selections from the wide range  
of older shadow faces in  
the compo dp type specimen  
book, 1961. 
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Gill Shadow

for other foundries. With this in mind he sought to make contact with German firms. He 
found it stupid for each  foundry to have its own specialists. It was only because we had 
so many good engravers that Univers was completed so quickly. Unfortunately, these won-
derful experts would later lose their jobs because nothing became of this pool. However, 
when photosetting came along, draftspeople had to be employed. 

The name Phoebus probably comes from Rémy Peignot. He would have been looking 
for a description which had something to do with light. Umbra or Luna for example – all 
of these typeface names have to do with light. Phoebus isn’t exactly common in French, 
but one gets the gist of its historical background. ‘Phoebus’ is the name of the god Apollo 
in Greek mythology and means ‘the pure one, the light one’. 

There were also the cinema posters by Jan Tschichold from the ’20s for the Phoebus- 
Palast, a cinema in Munich.8 At the time Tschichold was still propagating ‘New Typo graphy’ 
and sans serif type. Later he would do a complete U-turn, which was his every right. I 
would go so far as to say that it shows he was a very generous person in doing so. He lost 
his position as teacher of typography and calligraphy at the Meisterschule für Deutsch-
lands Buchdrucker, Schule der Stadt München und des Deutschen Buchdrucker-Vereins  
in Munich in 1933 – the National Socialists were responsible for his dismissal – and emi-
grated to Basel. He worked at the Benno Schwabe publishing house and had a small teach-
ing job at the Kunstgewerbeschule in Basel, then after that at the Birkhäuser publishing 
house, at Penguin Books in London, and then in Basel again at the pharmaceutical com-
pany Roche. When I first met him he had changed over entirely to the classical side. One 
can never know what goes on inside someone’s mind. Jan Tschichold simply felt more at 

Of particular interest in connection with Phoebus is the 
monogram d & p /04/ in an advertisement by Deberny  
& Peignot, which appeared in the La France Graphique 
trade publication, no. 45 from 1950. Like Adrian Fru tig er' s 
Phoebus the monogram has italic Latin shadow letters, 
although these are lowercase letters with outlined three- 
dimensional shapes. The angle is virtually the same, and 
even the shadow shapes have the same angle and dimen-
sion. There is no full alphabet for it, as they were prob-
ably charac ters drawn by Rémy Peignot. Whether or not 
they served to inspire Frutiger remains unanswered.

/09/

Stridon made in 1952 by the  
Fon  d  erie Warnery (Paris); adver-
tisement in Bulletin Officiel des  
Cours professionnels, no. 138, 1955.  

/08/

Selection of shadow faces from  
the 1930s and 40s; Gill Sans Shadow 
and Memphis Luna without 
contours, Ricardo and Graphique 
with contours, Profil with an  
additional outline.

/07/

Initiales Cristal by Rémy Peignot, 
made in 1953 for Typophane  
transfer sheets, and for handsetting 
in 1955.
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/11/

Advertisement with marketing  
text for Initiales Phoebus – Bulletin 
Officiel des Cours professionnels, 
no. 138, 1955.

/10/

Advertisement for the Starlettograph 
headline setting machine for setting 
continuous sizes on photographic 
material – Caractère, 1963.

/12/

Pages of ‘Parade typographique’  
by Deberny & Peignot with newly 
released foundry and Typophane 
typefaces – Caractère, no. 3, 1954.
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home with the classics towards the end. For me classical typo graphy is something lasting. 
Nevertheless I was wholly on Emil Ruder’s side, typographically speaking, at that time. 
I’m sure that stemmed from my upbringing and schooling – under Willimann, no less –  
even though my apprenticeship was steeped in the classics. Although we had different 
precepts, I got on very well with Jan Tschichold, though I probably appreciated him more 
than he did me. 

Designing Phoebus was fun, but success was not forthcoming. It didn’t sell as well 
as expected. It did however enrich Deberny &  Peignot’s range of typefaces. All in all it was 
a busy year for work. I also found time to help Rémy Peignot with the final artwork for his 
titling type face Initiales Cristal /07/. This very delicate typeface works well in larger point 
sizes, though unfortunately it’s seldom used as a headline face. At least it meant Rémy had 
his own typeface, that was enough for him and it made me happy. I was glad to help him, 
after all of the many times he had helped me.

Typophane transfer sheets        Adrian Frutiger' s early  
jobbing typefaces Initiales Président, Initiales Phoebus 
and Ondine are all produced by hot metal setting. Other 
jobbing faces made by Deberny & Peignot were released 
as Typophane transfer sheets, which may be regarded 
as forerunners of the successful Transfer Lettering by 
Letraset and Mecanorma (see Transfer setting technique, 
page 223).
Typophane presented the graphic studios and adver-
tising agencies with an easy means for headline setting. 
Charles Peignot was quick to recognise this and believed 
in the success of the various new setting methods. He 
started publicising them with adverts and articles in the 
French trade publications, in addition to appearances 
at trade fairs.
The first four typefaces on offer for Typophane transfer 
sheets by Deberny & Peignot were Initiales Cristal /07/ 
by Rémy Peignot 1953, Améthyste and Bolide by  Georges 
Vial 1954, and Chaillot 1954 by Marcel Jacno /12/. Initiales 
Cristal was released 1955 in addition for hot metal setting 
and was later – as were Initiales Phoebus and Méridien, 
among others – marketed for photosetting for the Star-
letto graph headline setting machine /10/. This machine 
is, in fact a Starsettograph, made by H. Berthold AG of 
Berlin, of which D & P had the rights of sale in France. A 
later model, Staromat, was also put on the French market 
by Deberny & Peignot.

/15/

The angularity of the serif shapes  
of the capitals is combined with the 
serif orientation of the lower case 
(left at the top, right at the bottom). 

/16/

Like the alternative shape  
of Initiales Président, the V from 
Initiales Phoebus is designed  
with a round vertex.

/18/

The typical Frutiger ampersand 
also radiates authority in the 
shaded Phoebus. 

/20/

The uppercase I and the numeral  
1 have identical shapes in  
Phoebus, as do the uppercase O  
and the zero.

/13/

As alternatives to the angular upper-  
case shapes of M and N, round 
lowercase shapes (somewhat similar 
to uncials) were included.

/14/

The rounded uppercase A V W  
and the lowercase M and N shapes 
give the font a handwritten  
character.

/19/

Président, Phoebus and Cristal  
all have contrasting upper  
and lower counter spaces in the 
numerals 5 and 2.

/17/

Phoebus has a clear stroke contrast 
between the downstrokes and  
the hairline strokes – the stroke width 
itself is not uniform.

/21/

M character of Initiales Phoebus  
in 36 pt size – in 2006 the typeface  
was recast from original  
Deberny & Peignot matrices.
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/22/

Characters of Initiales Phoebus 
foundry type by  
Deberny & Peignot, Paris.

A
Asymmetrical 
shape, 
rounded top

G
Spurless 
stem

K 
Arms do not 
touch the stem

M 
Slightly spread legs, 
visible stroke contrast 
in up- and down  -
strokes

O 
Inner and 
outer shadows 
overlap

S 
Continuous 
shadow on the 
diagonal stroke

5
Bar with serif

6
Diagonal shape, 
circle appears 
geometrically 
linear

Typeface comparison        The 19th century was rife with 
various kinds of shadow typefaces. However, there is  
no shadow face without an outline depicted in Nicolete 
Gray` s benchmark book Nineteenth Century  Ornamented 
Typefaces. Thus it is possible that the three sans serif 
shadow faces from around 1930, Plastica from 1929, Gill 
Sans Shadow from 1932/1936 /08/, and Umbra from 1932 
/23/, plus the slab serif Memphis Luna from 1937, belong 
to the first generation of this genre.9

The three typefaces shown below also have something 
else fundamentally different about them. In Umbra the 
reversed-out stroke width is very fine, but casts an even 
deeper shadow. On the other hand, Memphis Luna has 
an even balance between relief and shadow depth. Along-
side its emphasised serifs and other characteristics, this 
makes it very distinct. In Phoebus the stroke widths vary 
and the shadow depth is halfway between that of the 
other two typefaces. In addition, Frutiger chose  triangular 
serifs and also inclined the typeface /22/. The printing 
elements have been kept simple and are tilted once at 
most. They are always two-dimensional and never linear. 
The quality of Adrian Frutiger` s work can be particularly 
appreciated in K. The end of the upper arm is highlight-
ed by the serif, without creating too complex an inner 
space. 
Comparing the original to the digital version of Phoebus 
shows the newer version to be inaccurate in its detail.10

/23/

Available as a digital font are 
Umbra and Phoebus; Memphis Luna, 
originally released by D. Stempel AG, 
is shown here as a scan.
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YOU mAY ASK 
WHY SO mAnY DIFFER
EnT TYPEFACES. THEY ALL S 
ERVE THE SAmE PURPOSE BUT THEY

AT ARE ImPORTAnT. THE SAmE IS TRUE FOR TYPEFACES. POURQUOI TAnT D’ALPHA 
BETS DIFFÉREnTS ! TOUS SERVEnT AU mÊmE BUT, mAIS AUSSI À EXPRImER La DIVE 
RSITÉ DE L’HOmmE. C’EST CETTE mÊmE DIVERSITÉ QUE nOUS RETROUVOnS DAnS 
LES VInS DE mÉDOC. J’AI PU, Un JOUR, RELEVER SOIXAnTE CRUS, TOUS DE LA mÊmE 
AnnÉE. IL S’AGISSAIT CERTES DE VInS, mAIS TOUS ÉTAIEnT DIFFÉREnTS. TOUT EST  
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 Element-Grotesk
1953
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Type-design project

/02/

Test showing how the widths  
of characters could be changed by 
simply adding more of the same 
elements in the middle of each one. 

/01/

Sketch of an alphabet composed  
of elements (above); and sketch of 
the negative shapes of the  
elements (below).

/03/

The elements also make it possible 
to join letters. 
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A new approach to type     This alphabet design com
posed of elements is a search for a headline face to 
comply with Charles Peignot' s desire to create an entire
ly new sort of typeface. The demand brought about by 
advertising agencies for individual headline faces called 
for such a typeface, spurring Adrian Frutiger on to try 
out new designs.
An early sketch /01/ shows the letters divided into verti
cal elements, transformed at a later stage into negative 
shapes. Diagonal lines were a problem, as they cannot 
be extended with elements. Adrian Frutiger tried differ
ent widths for K and different elements for M, but in 
doing so drifted away from the initial concept. By test 
casting a few elements, words like ` Houtife'  /02/ could 
be set. Joining letters offers interesting choices, giving 
them the appearance of logos /03/.
This typeface design has similarities to the ` Rodin hat 
uns'  design from the same time for a headline face, which 
evolved into Initiales Phoebus (see page 40).
The details of ‘Element-Grotesk’ 1 were never elaborated, 
no doubt for financial as well as technical reasons. The 
questions regarding standardising shapes or character 
spacing remain unsolved.

Charles Peignot always encouraged me to scale new heights in my search for new ideas 
for alphabets. During my first period working for Deberny &  Peignot I was free from all 
constraints and allowed to search in all directions. This is how I came up with this idea. 
It was to design a stencil face for headline setting. Marcel Jacno, who had drawn several 
alphabets for  Deberny &  Peignot, had done a similar alphabet that was very successful.2 
It was released in 1954 as Chaillot /04/ – but only for Typophane transfer sheets (for more 
about the technology  transfer sheets see page 223). 

The squares on graph paper gave my design the possibility of making letters using 
construction elements. I sketched the entire alphabet with upper- and lowercase letters 
on such paper /01/, in order to see into how many and into what type of elements one could 
divide the letters. On a second sheet I then put the individual elements together. It pre-
sented a whole new possibility of setting different widths by repeating individual basic 
elements /02/. I showed Charles Peignot a few words I’d pieced together, and along with 
Marcel Mouchel, our engrav er, I tried engraving a couple of these stick-like individual ele-
 ments from which proofs were then made /02/.

The x-height became equal to the cap height /07/, which at this point had nothing to do 
with the search for a uni-case typeface. The shapes of individual characters, round on the 
out side and square on the inside, arose from the system. Some of the upper- and lower case 
letters could be set using the same elements /06/, which reduced the huge amount of indi-
vidual elements somewhat. In the end, however, it didn’t become a stencil face. The typeface 
was never produced either. It is pretty daring to break up letters into their constitu ent 
components. More than anything, the typesetters wouldn’t have had much fun with it.

/06/

Elements combined into letters 
(right), sorted by shapes (below) and 
numbered according to the sheet  
on the preceding page. 

/07/

Positive and negative letters 
constructed from the elements in 
the sketch on the left page  
without space between them. 

/04/

Chaillot by Marcel Jacno, a typeface 
produced for Typophane transfer 
sheets, released by Deberny & Peignot, 
1954.

/05/

Gill Cameo Ruled 1930, a foundry 
typeface by Eric Gill, in which  
the vertical lines are a purely deco r
ative element.
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 Federduktus
1953
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Type-design project

/02/

Adrian Frutiger in his office at 
Deberny & Peignot in Paris, 1955 –  
on his desk are a sketch for  
‘Federduktus’ and Jan Tschichold’s 
Meisterbuch der Schrift.

/01/

Typeface sketch written with a 
broad quill c. 1953 – 54 – two lines of 
text are also included in the  
design for ‘Delta’.

/03/

Logotype from the early 1950s  
for Kirchhofer watches and jewelery  
in Interlaken, Switzerland –  
still in use today.
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This design, based on broad pen writing, dates from my early years at Deberny &  Peignot. 
The search for new jobbing faces led me to try a pen, with which I wrote a few lines /01/. 
The impetus arose from Charles Peignot’s desire to have script fonts in the style of Roger 
Excoffon’s Mistral, released by Fonderie Olive. Being a salesman, Charles Peignot wanted 
to give printers the opportunity to offer their clients something new, seeing as the purchase 
of a minimum1 was fairly cheap. However, it was never realised.

It was a painstaking search. I couldn’t base it around Art Nouveau and its plethora 
of typefaces, as these were regarded as old-fashioned. I always came back to the classical 
forms. I never managed to produce a lively script typeface such as Peignot had imagined. 
I wasn’t capable of designing anything comparable to Excoffon’s typefaces. Also, I prefer 
pens to brushes. The experiments with a broad pen produced the uncial and half-uncial 
shapes. I made a paste-up /04/ of the best characters, which differ only in details, in order 
to test them. I hung a design on the wall behind my desk /02/. All of these experiments even-
 tually led to Ondine, which was produced in 1954.

The logo for the company of an acquaintance from my home town of Interlaken dates 
from this period of writing experiments /03/. Other characters were added later. I’m not 
sure whether a whole alphabet was ever produced for Kirchhofer, but at any rate the logo 
is still in use to this day.

/04/

Undated proofs of ‘Federduktus’ 
with alternates and overviews of 
the characters used in each.

Experiments and designs      Adrian Frutiger searched 
in many directions for new type designs for Deberny & 
Peignot. The source for most of his studies and designs 
were historical forms of writing. He had already studied 
them under Alfred Willimann – which led to his diploma 
thesis (see page 20) – and they also served as the basis 
for the ‘Federduktus’ design. As with historical uncials 
and half-uncials, upper- and lowercase shapes are mixed 
together on his calligraphic page /01/.
When transforming the written draft into a working type-
face, Adrian Frutiger picked only the lowercase forms of 
the characters /04/. In the draft version, only the r and s 
are altered slightly. On the whole this version has slight-
ly taller ascenders and a lighter weight. However, it  
was not the lively script face that Charles Peignot was 
looking for.
It is interesting to compare the line ̀ l' incomplet sera com-
plété'  /01/ written in broad pen with the same line for 
the design of ‘Delta’ (see page 36). As opposed to script, 
which Frutiger learnt under Alfred Willimann, drawn type 
is used here, a subject he learnt under Walter Käch. 
Rhythm and stroke contrast are purposefully set para-
meters in the pencil drawn version, rather than a result 
of the position of the pen, as it is in ‘Federduktus’.

 F e d e r d u k t u s  49
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Name of typeface
Ondine
Formal Script 421 •

Commissioned by
Deberny & Peignot

Design  | Publication
1953  | 1954

 Manufacturer
– Deberny & Peignot
– D. Stempel AG | Linotype
– Adobe | Linotype
 Bitstream •

 URW++

Weights
1
1
1
1
3

In my second year in Paris, Charles Peignot commissioned me to design a sturdy script face 

in the style of Mistral /05/. Roger Excoffon’s typeface had been released in 1953 by Fonderie 

Olive in Marseille and was an immediate success. Peignot wanted to counter it with something 

unique, seeing as the classically oriented Deberny &  Peignot range was lacking such a decora

tive alphabet.1 Up to that point in time I hadn’t dealt with script faces, but from my apprentice

ship I recalled Legende /05/ by F.  H. Ernst Schneidler very well. With that in mind, I did some 

first drafts with a broad pen, trading ideas with Peignot’s son Rémy.

I didn’t want to show Charles Peignot my first designs. I picked the shapes that worked 
best. To finish those with opaque white and black ink would have taken me too long, so I 
wrote the letters with a broad pen on tracing paper and put them in the enlarger (the 
capital letters then had a height of some 20 cm). I produced precise drawings from these, 
used white transfer paper to copy the type to black card, and then cut the letters out with 
scissors. That way I could spread them out in front of me. If a detail was incorrect I would 
cut something off or do letters again if need be. That way I quickly produced black and 
white originals, my speedy method for final artwork. Rémy Peignot alone knew that I  work ed 
in this manner, as his office where he designed the specimens was next to mine.

Cutting out things seems to be in my blood. After all, my name refers to the Frutig 
valley in the Bernese Oberland where scissor work is traditional. All of my uncommissioned 
artistic work2 was cut from paper. I was always happiest cutting rather than doing finished 
drawings. Of course I also worked very precisely with pencils. Cutting out works fine for 
a round  fantasy script like Ondine, but as soon as serifs come into the equation scissors 
won’t do.

I then composed words for Charles Peignot, cleanly mounted on card with both base
line and width marked. He immediately decided to test it by having the typeface engraved. 
What he liked most of all were the wide and narrow letter variations /13/ and also the Qu 
ligatures /14/. Engraving was easy, nothing like it was for my first typeface Président. Never
theless I could see from the first casting that the correct optical positioning of the lower
case baseline was difficult. I had to alter the pointed terminals, in particular the sharp 
ones of m and n, pointing downward, at least three times. In the end Ondine was also cut 
and cast in larger point sizes. For fantasy scripts one would gladly go up to five Cicero, 
that is 60 pt /03/, for example when setting for small posters. There weren’t any wooden 
letters for Ondine, although we did have some at Deberny &  Peignot that weren’t, however, 
made by us.

Interestingly, foundations for later typefaces can be seen in the first drafts for Ondine 
/02/. It hints at the italic shapes of Méridien. This must simply be my own style, my ‘hand
writing’. A photo inspired Rémy Peignot to name it Ondine. It shows a young woman with 

About Ondine            Undine, or Ondine in French, is a 
term for water nymphs. Presumably a creation of the late 
Middle  Ages, it was first mentioned by Paracelsus in the 
mid-16th century in his book Liber de Nymphis.3

The squared-off appearance connects Adrian Frutiger' s 
Ondine to the late Middle Ages. There are, however, many 
historical traits and references apparent, from the ma-
juscule italic of Roman antiquity and the semi-italic to the 
late gothic italic /04/. Consequently Ondine is not a rep-
lica of any specific historical letterform; rather it can be 
regarded as stylistic pluralism.
In contrast to influential script fonts of the 1950s such 
as Mistral, Choc and Bolide /07/ with their individual 
spon taneous forms of expression, Ondine seems some-
what rigid and harsh. This is due in part to the pointed, 
sharp-edged terminals, but also to the unconnected and, 
unusually for script fonts, upright appearance.
Adrian Frutiger drew the character shapes of Ondine with 
a broad pen. He then enlarged them and cut them out 
of black card stock with scissors. This is perhaps one of  
the reasons why nearly all of the closed character shapes 
have openings. In addition to the standard characters, 
Frutiger designed some alternative shapes /13/ which 
are unfortunately no longer available in today' s versions 
of the face.
Ondine, made as a jobbing face in foundry type in 1953 
by Deberny & Peignot, was available in eight sizes from 
12 to 60 Didot point /03/, as it still is to this day.4 Even 
though it was initially unsuccessful, it was taken over in 
1981 by D. Stempel AG in Frankfurt am Main and adapted 
for the photosetting machines of the Mergenthaler Lino-
type group, as well as for all other new set  ting methods. 
Frutiger himself only started to release historically based 
script fonts in the 1990s, starting with the project Type- 
before-Gutenberg (see page 370).
Ondine is available now as a standard character set and 
also as a CE Font (Central European) from Linotype and 
Adobe. URW++ have it as three variants: a regular, an 
outline and a relief version. Bitstream' s unlicensed ver-
sion is called Formal Script 421. Some of the characters 
differ wildly from each other in each manufacturer' s ver-
sion, as well as from the original.

Typesetting technology
Handsetting
CRT and lasersetting
Digital setting PostScript

Designer
Adrian Frutiger
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/01/

After sketching Ondine with a 
broad quill and enlarging it,  
it is cut out from black card stock.

/02/

Typeface design from the early 
1950s related in form to both 
Ondine and Méridien italique. 

/03/

Presentation of Ondine with  
fruit still life from the  
type specimen book compo dp by 
Deberny & Peignot, 1961.
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Brush

Choc
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/05/

Well known and successful script 
faces: Legende by F.  H. E. Schneidler, 
1937 and Mistral by R. Excoffon, 
1953.

/06/

Other script faces (e. g.):
Brush by R. Smith, 1942
Bravo by E. A. Neukomm, 1945
Impuls by L. Zimmermann, 1954
Choc by R. Excoffon, 1955

long flow  ing hair in the water, a water nymph, an undine. That same picture was put on 
the front page of the brochure /08/, which was later often reproduced in trade magazines.

Ondine is a mix of different forms. I used uncials /04/ as a starting point for the  capital  
letters, although I also designed alternative letters which are based on early Roman hand
written capitals. The lowercase letters have elements of uncials, Carolingian and Gothic 
minuscules in addition to a certain semblance to Schneidler’s Legende /05/, which in my 
opinion remains one of the best typefaces of its kind. A typical trait of Ondine is the at
tempt to draw lowercase letters as open gestures where possible. Apart from b and p this 
worked for all lowercase and, needless to say, for numerals. The inner spaces of the letters 
are a special detail of Ondine. Only uppercase A B D, the 8 and the & /17/ have closed shapes. 
Really I wanted all characters to have an opening. I wanted air to enter them. That was 
practically impossible for B and D, but the O, an equally typically closed shape, has a gap 
at the top left. I found it let the typeface breathe more easily.

As I say, Ondine also had alternative letters; there were two Es (uncialis and  capitalis 
rus ti ca), and I drew two widths for uppercase M N U V /13/. It was a lot of fun for me to 
devel op something like that, and Charles Peignot loved such things. Nowadays text faces 
in a handwritten style are designed with several alternative characters, so as to emulate 
handwriting as closely as possible. Such considerations played no part when it came to 
Ondine. I never felt the need to design a connected handwritten font. For foundry type it 
was extremely laborious and around three times as costly as normal fonts. Excoffon made 
his Mistral /05/ in that manner, with connectors that fit together with pinpoint accuracy. It 
was quite a work of art for its day. For me however, a text face was always composed of 

Formal derivation of Ondine   Ondine’s several histori-
cal sources go back to antiquity, to the very beginnings 
of written Latin. Therefore some shapes correspond to 
Roman cursive capitals /04/, for instance M and N. One 
of the main starting points for the uppercase shapes is 
uncials /04/. A feature typical of this is the round shape 
of the E, which also has an alternative shape for the 
foundry version of Ondine /10/.
Uncials, a development from the roman cursive capitals 
were part of the transition from capitals to minuscules.5 
This can clearly be seen in the subtle hints of ascenders 
and des cenders and in a few lowercase shapes such as 
a and d.
Particularly pertinent to the lowercase, and all the more 
so to the general appearance of Frutiger' s Ondine, are 
written semi-cursive and Gothic cursives, as well as the 
Civilité A2 typeface by Robert Granjon /04/. The down-
strokes with pointed terminals and the swelling of the 
curves in the latter are features it shares with Fruti ger' s 
typeface, as are its dark appearance and strong stroke 
contrast.
With its many formal references, Ondine could be de-
scribed as a historicised typeface, although precisely for 
that reason it should be regarded as an independent 
one.

/04/

Historical scripts: 
Roman cursive capitals, 2nd century, 
uncial, early form, 4th/5th century, 
semi-cursive, c. 700, 
Gothic cursive, mid-15th century,  
Civilité, printing type, mid-16th century
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/08/

Cover of the four-page Ondine type 
specimen brochure from 1956  
with character set and sample text. 

individual, unconnected elements. Roger Excoffon worked completely differently from the 
way I did. As it happens, we were good friends and would always meet in Paris at the  
bistro next door, but the ‘old timers’ weren’t supposed to know that. He was a painter and 
graphic designer and only came to type design through his stepfather 8. Unburdened by 
theoretical and historical specialist knowledge, he would design using his own creativity 
and came up with dynamic brushstyle letters based on his handwriting for jobbing  faces 
such as Mistral and Choc /06/, but also an unusual sans serif like Antique Olive (see page  
355), with its idiosyncratic proportions.

Ondine was released to the market very quickly. To be honest, I was never very com
fortable with that. I always had the feeling I was harming my teachers, Willimann even 
more so than Käch. My type conscience plagued me. I told Peignot that I simply mustn’t 
get ahead of myself and that he shouldn’t require anything of me that I couldn’t do. I 
worked on Ondine for six weeks at the most. I basically regarded it as a waste of time and 
effort. I knew it wouldn’t compete with Mistral, not in France, but Peignot didn’t mind, he 
merely wanted a handwritten font. Indeed, Ondine didn’t manage to stand up to the tough 
competition. Somehow it was alien to the French. They didn’t know that style of writing 
with a broad pen. French calligraphy continued along the lines of Calligraphiques noires 
/12/, which were produced in the 19th century using a pointed pen.9 

I didn’t want to design a historical type at all, instead I wanted to create something 
mod ern which flowed from the development of type that I had internalised. The lowercase 
letters were the most important thing for me, it was a case of matching the uppercase let
 ters to their rhythm. Funny that the capitals should later be employed more often. Ondine’s 

Script fonts by Deberny & Peignot     One trend of the 
1940s and 1950s was towards the flighty spontaneity of 
written type. These light-hearted and individual seeming 
typefaces sought to break with the austere uniformity 
and order of the Second World War and post-war period. 
The brush became the relevant tool, the popular and 
much-used writing instrument of the time.6

Frutiger, however, looked to historical forms written with 
a broad quill for his Ondine designs, thus setting himself 
apart from the trend. Ondine could not compete with the 
popular brush-like fonts Mistral /05/ and Choc /06/ by 
the Fonderie Olive. It is only since the 1990s that it has 
been used a lot, mostly for company branding and shop 
fronts of Asian and Arabic origin. 
At the same time as Ondine, Deberny & Peignot released 
the brush fonts Bolide and Améthyste /07/ by Georges 
Vial. The compo dp type catalogue from 1961 contains 
other typefaces in a handwritten style alongside Ondine 
such as Scribe /09/, Jacno and Contact /07/. The brush 
faces mentioned above are not included, as they were 
not made as foundry type. Instead they were produced 
for Typophane 7, which was much faster and cheaper to 
produce. It would appear that Deberny & Peignot meant 
to test these fonts first using the simpler technology. 
Possibly they were specifically aimed at a market outside 
of printing offices.

/07/

From the Deberny & Peignot  
typeface library:
Jacno by M. Jacno, 1950
Contact by I. Reiner, 1952
Bolide by G. Vial, 1954
Améthyste by G. Vial, 1954
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/09/

Full page advertisement by  
Deberny & Peignot showing com - 
pre  hensive range in La France 
Graphique, 1956.

/10/

Proof from the Haas’sche type 
foundry from September 11, 1975 
showing character widths, with 
alternate characters and ligatures.

/11/

The shortened character width 
mar k ers to the right of the lowercase f 
and the ff ligature demonstrate the  
only two overhangs (kerns) in Ondine.

lack of success was no great misfortune for the foundry. Nobody criticised me in any way. 
The only company to choose Ondine for its corporate design in the end was a mustard 
factory in Dijon, which used it on their tubes. I’ve always laughed about that and called 
it my mustard typeface.

It’s interesting that the typeface is so successful now. Ondine can’t be properly clas
sified, it has too many quirks, but that seems to be exactly what people now like about it. 
Free typefaces with a written style appear to be in fashion, a trend towards casual, per
sonal typefaces.

Deberny & Peignot market segments       Traditionally, 
the mainstay of the type range at Deberny & Peignot was 
fonts for handsetting of long copy. However, the appear-
ance of typesetting machines by Mergenthaler Linotype 
and Monotype increasingly ate up that market in the 
20th century. In addition, from the 1950s onwards design 
work started shifting away from the printers to the design 
studios. Deberny & Peignot reacted to this with two meas-
 ures:
For one thing, they invested in typesetting technology 
with the adoption of the Photon-Lumitype photosetting 
machine (see page 58) and the introduction of the Typo-
phane letter transfer sheets (see page 223).
For another, they tried to promote jobbing headline 
typefaces to compete with those of their competitor, the 
Fonderie Olive in Marseille, which led the market. For 
this important field alphabets were produced by differ-
ent designers for Deberny & Peignot.
An advertisement from 1956 /09/ shows: at this time 
Deberny & Peignot had other areas of enter prise along-
side type, among them the sale of printing machines, 
typesetting and printing equipment and furni ture by 
manufacturers in Europe and the USA. Also, type setting 
for clients was offered in their very own ̀ Atelier de com-
position' , as was the manufacture of printing plates 
(Sicoplast).
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/12/

Inside double-page spread of the 
four-page Ondine / Calligraphiques 
Noires brochure, 1956.

/17/

Only a few characters have closed 
counters. The numerals are 
significantly smaller than the 
uppercase letters.

/13/

Detail from the back page of the 
Ondine type specimen from 1956: 
U V E M N were additionally 
available as alternative letters.

/14/

Unfortunately, both Qu ligatures 
are no longer available in the 
current versions by Bitstream and 
Linotype.

/19/

Matching the pointed ends of the 
downstrokes to the optical 
baseline of other characters was 
quite a challenge.

/16/

The fl ligature by Linotype is not 
an independent form, but simply f 
and l joined together.

/15/

Three versions of the OE diphthong:
The foundry original has an uncial 
E while the Bitstream and Lino type 
versions use a roman capital E.

/18/

The Bitstream version is closer to  
the original (left), while the Linotype 
version is more pointed, its angles 
are more acute and the bowl of its p 
is separated.
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 Legende
 F.  H. Ernst Schneidler
 1937

 Palomba
 Georg Trump
 1954

 Ondine
 Adrian Frutiger
 1954

Hofstainberg

Hofstainberg

Hofstainberg

DK Wa d k n 5 8
DKWa d k n 5 8

D KWa d k n 5 8
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/20/

Characters of Ondine  
for foundry type  
by Deberny  &  Peignot, Paris.

/21/

Compared to these other  
script faces Ondine appears very 
even and rather static.

d
Uncial form, 
counter open

k
Ascender above 
cap-height, 
unconnected 
shape

n 5
Downstrokes 
almost terminate 
in a point, light 
strokes

8
Top counter 
open

D
Vertical, strict 
appearance

K
Downstroke ends 
obliquely, diagonal 
top bent bade

W
Very wide,  
diagonal stroke a 
little concave  
on the left

a
Diagonal form, 
large x-height, 
counter open at 
the bottom

Typeface comparison          The DIN 16518 classification 
for printing types has two groups of typefaces with a 
de  rived from writing: Group VIII Schreibschriften (scripts)  
and Group IX Handschriftliche Antiqua (script-like serif 
fa ces). “Scripts is what they call the Latin school and 
chan   cellery types that had been turned into printing type-
faces.”“Script-like serifs are those typefaces that come 
from traditional serifs or their italics, changing the alpha-
bet by adding a personal, hand-written touch.”10

Classifying typefaces with written properties is  extremely  
difficult, even for the experts. Hans Rudolf Bosshard' s 
Technische Grundlagen der Satzherstellung  puts Legen
de   into the script category, Ondine, however, into script-
like serifs – in spite of its lowercase, which are  obviously 
very close to Legende. The difference here is supposed 
to be the capitals, drawn with the flourish of a decorative 
script in Schneidler' s Legende, while Ondine’s caps look 
like a handwritten version of a normal printing type. Boss-
hard is aware of the problem in general and suggests a 
new classification model 11, proposing to merge the two 
groups.
All three broad pen scripts shown below appear upright 
and have similar characters. Ondine comes across as very 
regular, as opposed to Legende and Palomba; the differ-
ence in shape between capitals and lowercase is not very 
pronounced, the x-height is rather tall, as is ty pi  cal for  
Adrian Frutiger.
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{§°%@‰*†}  Pourquoi tant 

 d’Alphabets différ
ents ! Tous servent au mêm
e but, mais aussi à exprimer la diversit

s! Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung 
zu haben. Sie dienen alle zum selben, aber machen die Viel falt des Menschen 
aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert 
mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, 
aber doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist 
es auch mit der Schrift. You may ask why so many different type  faces. They 
all serve the same purpose but they express man’s diversity. It is the same dive 

rsity we find in wine. I once saw a list of Médoc wines featuring sixt 
y different Médocs all of the same year. All of them were wines but ea
ch was different from the others. It’s the nuances that are important.
The same is true for typefaces. Pourquoi tant d’Alphabets différents ! T
ous servent au même but, mais aussi à exprimer la diversité de l’hom 
me. C’est cette même diversité que nous retrouvons dans les vins de 
Médoc. J’ai pu, un jour, relever soixante crus, tous de la même année. 
Il s’agissait certes de vins, mais tous étaient différents. Tout est dans l

a nuance du bouquet. Il en est de même p 
our les caractères ! Sie fragen sich, warum 
es notwendig ist, so viele Schriften zur Ver 
fügung zu haben. Sie dienen alle zum selb 
en, aber machen die Viel falt des Mensche 
n aus. Diese Vielfalt ist wie beim Wein. Ich 
habe einmal eine Weinkarte studiert mit 
sechzig Médoc-Weinen aus dem selben Ja 
hr. Das ist ausnahmslos Wein, aber doch 
nicht alles der gleiche Wein. Es hat eben g 

é de l’homme. C’est cette même diversité que nous retro
uvons dans les vins de Médoc. J’ai pu, un jour, relever s
oixante crus, tous de la même année. Il s’agissait certes 
de vins, mais tous étaient différents. Tout est dans la n
uance du bouquet. Il en est de même pour les caractère 
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 abc defghijklmnopqrs
 tuvwx y zß 123 4 5 678 9 0

 Ondine ™
 Linotype
1 weight (+CE )

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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The Lumitype photosetting machine was invented 
by the French engineers René Higonnet and Louis 
Moyroud and was developed in Paris and Cambridge, 
Massachusetts. In the United States it was known 
as the Photon.
René Higonnet was a patent lawyer and amateur 
photographer. He conceived the idea for a photoset-
ting machine in 1944 during a visit to an offset print-
ing shop where text set in hot metal was used for 
the exposure of the printing plate. The hot metal 
text, transferred to barite paper and recorded on 
film using a repro camera, served as a template for 
the exposure.
Higonnet had the idea of mounting the letters on a 
glass plate. During the exposure this plate would 
turn quickly and precisely. As a photographer, he 
knew that a flash exposure could last for only a mil-
lionth of a second. A plate with a diameter of 20 cm 
and a speed of 600 RPM would move 6 µm in a mil-
lionth of a second. This would result in a blurring 
which would be imperceptible to the human eye. If 

the stroboscopic flash exposed at least one letter 
per revolution, then 36  000 exposures an hour would 
be possible. In this manner, Lumitype outstripped 
machine setting, which could cast up to 5  700 char-
acters an hour. In Louis Moyroud, Higonnet found 
an extremely hardworking partner, full of ideas. In 
1944 they registered their first patent in France.
The inventors soon realised that more was needed 
than a stable, high-speed exposure of a single char-
acter on a revolving plate. A whole series of charac-
ters would need to be processed quickly. Further-
more, they would need to be sharply captured in 
the correct order, aligned precisely on the baseline. 
The letters and words of differing, pre-defined widths 
must sit together cleanly, and must be justified over 
the entire width of the line. The precise identification 
of the desired character, and the rapid calculation 
of its size presented a particular problem. It needed 
a calculating device that could convert relative values 
into absolute ones, which the machine could then 
transpose into various point sizes. René Higonnet 

and Louis Moyroud developed the solution to this 
problem from 1946 to 1948, which represented one 
of their most important inventions.
With the help of Vannevar Bush and Bill Garth and 
his Lithomat company (later Photon, Inc.), they 
pressed ahead with development in the United 
States. Financed by members of the American News-
paper Publishers Association (ANPA), The Graphics 
Arts Research Foundation began its research pro-
gramme on the development of the photosetting 
machine. Now, instead of wanting an easy, quick and 
reasonably priced machine, the backers at ANPA put 
forward a catalogue of 19 requests meant to produce 
a then unparalleled typographical performance. For 
example, they stipulated an easy method of com-
bining various typefaces and a change in point size 
relative to the baseline. This actually slowed down 
development, and made the resulting machine ex-
pensive and prone to break down.
In 1951 the Photon 100 was launched in the USA /06/. 
The input station (keyboard) and the output station 

production of type

 photosetting photon-Lumitype

Méridien
Page 60

Caractères 
Lumitype
Page 74

Univers
Page 88

Egyptienne F
Page 118

Algol
Page 160

/01/

Page from Louis Moyroud’s 
workbook – attached are the first 
test exposures with stroboscopic 
flash, May 1944.

/03/

This construction schematic  
shows the path of the light flash  
in the first Industrial prototype  
of the Photon-Lumitype.

/05/

The Lumitype typeface disc 
contained 14 type weights  
on seven rings, with special  
characters on an eighth.

/04/

The lens disc of the  
Photon-Lumitype with 12 lenses  
for the exposure of type sizes  
from 5 up to 48 pt.

/06/

Right-hand view into the open 
exposure unit of a 1954 Photon 100, 
with the swappable typeface disc 
(left).

/02/

Industrial prototype of the Photon- 
Lumitype from 1949 – the cover of 
the exposure unit is raised.

Prism
Travelling lens

Lens turret

Photocell

Matrix disc

Exciter lamp Commutator

Row selection cam

Electronic flash tube

Window

Film

Leading drive
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(the exposure unit) were separate units. The input 
station consisted of a control panel, a paper tape 
punch and a typewriter. In the exposure unit there 
was a rotating glass plate (later replaced with a syn-
thetic one), which acted as the matrix plate /05/. The 
stroboscopic flash was so targeted and focused that 
it would hit the chosen letter precisely. Twelve lens-
es, behind which were mounted movable prisms, 
steered the light beam onto a film roll and exposed 
the image of the letter. 
Fixed and movable prisms behind 12 objective  lenses 
directed the light beam onto a roll of film and ex-
posed the letter image. One glass plate held 16 (or 
in the Lumitype, 14) interchangeable alphabets so, 
altogether, 17  280 characters were on each one, which 
offered then unheard-of typographical possibilities. 
Through collaboration with the well-established 
French type foundry of Deberny & Peignot both the 
throughput and output quality were subsequently 
improved. Unfortunately, the French Lumi type com-
pany and American Photon, Inc. ceased collaboration, 

and instead independently worked on the further 
development of the device. 
In general, Cambridge, Massachusetts-based Photon 
placed less emphasis on the typographic quality 
than did Lumitype in Paris. While in Cambridge   
metal types were copied and released under differ-
ent names, in Paris the creation of new typefaces 
and an appropriate redrawing of original ones was 
encouraged. Final designs for the Lumitype were 
produced with a cap height of 11 cm, in contrast to 
those for the Photon, which were taller but did not 
allow for accents on uppercase letters, since such 
accents are rarely needed in the American news-
paper market.
Whereas the designer was limited to an 18-unit divi-
sion for each of the characters when designing 
typefaces for photosetting on Monotype or Linotype 
systems, 36 units, i. e. twice as many, were available 
on the Lumitype. Overshooting characters were no 
longer a problem either. However, when producing 
original drawings, the characteristics of the photo-

setting system had to be taken into account: sharp 
incisions in the letter shapes always had to be made 
a little wider, since these had a tendency to fill in. In 
contrast, insufficient illumination of the type nega-
tive could result in the rounding-off of right-angled 
corners. By pulling out the corners into points, the 
type designer could mitigate this effect. Very fine 
hairlines could also pose problems, since they might 
not receive sufficient blackness during exposure, 
and could break off when copying the matrices. They 
needed to be drawn thicker. The camera that ex-
posed the characters on the matrix was mounted 
on a vibration-proof block of granite. Two to three 
hours of concentrated work were necessary until a 
plate – each character adjusted by hand – was ex-
posed and developed. Each plate was produced 
individually, and each client could choose their own 
combination of typeface and characters.

/08/

Table of levels and positions  
for character placement, drawn by 
Adrian Frutiger for Lumitype.

/07/

The Lumitype system with the  
input unit in the middle  
and exposure unit on the right- 
hand side.
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The impetus for Méridien came from Rémy, Charles Peignot’s son, in 1953. Once we had 
Président, a modern Latin jobbing typeface, in our repertoire, a Latin face for setting 
shorter text was to be designed in addition. Rémy said it was a pity for me to be designing 
fantasy typefaces and that my talents would be better spent on classical type. One of the 
considerations for including such a face may have been that the competition in Marseille, 
the Fonderie Olive, had brought out Vendôme /02/ by François Ganeau in 1951; a modern, 
good, strong and also success ful text face with a few Latin touches. However, it appears 
somewhat harsh; with its straight lines, the elegance of Latin typefaces is not expressed. 
In comparison, Méridien is much finer and more elegant.

Drawing this beautiful classical typeface was a wonderful task. The first year at  
Deberny &  Peignot was one of getting to know each other, feeling our way. Charles Peignot, 
a man of vision, had engaged me in 1952 because he already intended to take over the 
Lumitype production for Europe. So he needed somebody to be responsible for type design 
for the newfangled photosetting machines. This was the reason he brought me to Paris, 
although he didn’t tell me so. In the meantime I was occupied with all sorts of ‘gap-fillers’: 
drawing a typeface for business cards, fantasy typefaces, and working on the hot metal 
text typeface Méridien.

First I developed the normal, so-called light weight between January and May 1954.1 

I had discussed the character of the typeface with Rémy a great deal – we also studied old 
printing types to    gether – so that I already had the typeface completed in my head when I 
began sketching, as ever, around 24 point size, on tracing paper with a very hard pencil 
for the outlines and a softer one for filling in. The first letters were a few lowercase letters: 
‘mondegvr’ and the uppercase letters: H and O. I used a sharp knife to make corrections; 
I never used an eraser, I always scratched and scraped. I had a trick for final artwork with 
an x-height of 8 cm. Instead of drawing the same downstrokes umpteen times, I made one 
perfect downstroke, prepared a block and had around a hundred copies made on art paper 
at the proofing press. I then cut out and stuck together what I needed, using black paint 
on Bristol board to clean up the joins. 

After the Méridien regular weight, I started redrawing the classical hot metal type-
faces such as Bodoni and Garamont2 for the Lumitype photosetting machine. This meant 
I didn’t have enough time to complete the bold and semibold Méridien weights myself.  
So, along with the director of the engraving department, Marcel Mouchel, I determined 
the basic letters and the weights. He then completed the entire character set. An italic was 
initially made for Lumi type only; one for hot metal was added later. 

As early as 1949 the first prototype of a photosetting machine was unveiled in the USA 
by its inventors, René Higonnet and Louis Moyroud.3 It was named Photon. In France the 

About Méridien     The name ̀ Méridien'  was chosen by 
Rémy Peignot, lending it an association with the South. 
` Méridien'  (meridian in English) commonly means per
taining to midday or also to a circle on the Earth' s surface 
passing through the equator and connecting the poles.4 
Rémy Peignot designed the beautiful publicity brochures 
for Méridien on that theme in the late 1950s showing a 
globe of the Earth opened up, defined by lines of longi
tude that extend beyond the Earth and reach out to the 
edge of the page. /39/

The first design drafts /03–08/ should not be regarded 
merely in relation to Méridien, but also as containing 
important steps on the way to defining Frutiger' s type 
design. The influence of humanist roman typefaces can 
clearly be seen in the lowercase letters /03/. Ascenders 
and descenders are highly pronounced. The small count
ers of a and e, as well as the face' s rhythm and propor
tions are typical features. The unaccented beginning of 
the curve of the a has its origins in humanist roman type
faces. In the lowercase a one can also discern the influence 
of Walter Käch by the round transition of the bowl into 
the stem. However, in designing Méridien, Fru tiger over
came this influence and instead followed the example 
of the humanist minuscule /10/. On the whole he found 
his own shape for the a by drawing the bowl bigger, thus 
making both counters of equal size. This a became a 
hallmark of all of Frutiger' s text faces.
Also interesting is Frutiger' s search for serif shapes which, 
alternately pointing to one side in the ` novipa'  design 
/08/, brings to mind Phoebus. This design with its short
ened descenders and angular join of the a curve to the 
stem may be regarded as a precursor to Méridien. 
In 1954 work began on the foundry version of Méridien. 
The three upright weights were not completed until 1959, 
the italic not until 1966. On the other hand, all four weights 
for Lumitype photosetting were already finished in 1957. 
After Deberny & Peignot was liquidated,5 D. Stempel AG 
expanded Méridien to six weights for Linotype photo
setting. Today it is available as a digital font in PostScript, 
TrueType and OpenType formats. Bitstream has it in a 
plagia  rised version as Latin 725.

Name of typeface
Méridien
Latine•

Meridien• •

Latin 725• • •

Commissioned by
Deberny & Peignot

Designer
Adrian Frutiger

Design | Publication
1953 | 1957

Typesetting technology
Photosetting Lumitype
Photosetting Photon
Handsetting
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– Deberny & Peignot
– Photon Inc.•

– Deberny & Peignot
– D. Stempel AG | Linotype• •

– Adobe | Linotype• •

 Bitstream• • •

Weights
4
4

3 | 4
6
6
6
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/02/

Foundry type type specimen 
compo dp by Deberny & Peignot, 
1961: title page in Méridien; 
specimen pages of Vendôme by 
their competitor, Fonderie Olive, 
Marseille.

/01/

Text sample of foundry type 
Méridien demi-gras (enlarged): the 
capitals appear integrated into the 
text, thanks to the low cap height.
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/07/

Pencil drawing (slightly reduced): 
Méridien gras, drawn with a  
soft pencil for the shape and a hard 
one for the outline.

/05/

Pencil drawing, undated  
(reduced): this typeface design 
shows similarities to both  
Ondine and Méridien italique.

/03/

Pencil drawing, undated  
(original size): lowercase e and  
a have very small counters, 
atypical of Frutiger.

/04/

Pencil drawing, undated  
(reduced): design for an italic 
including features of  
the later Méridien italique.

/06/

Blueprint, c. 1953 (greatly reduced): 
only a few early drawings  
show Frutiger’s search for his 
typical a-shape.

/08/

Pencil drawing, undated  
(greatly reduced): design for a 
Méridien-like typeface in  
eight weights – the serifs of the 
uprights are asymmetrical.
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/09/

Dust jacket and inside page of  
Le Mariage de Figaro, 1957: the first 
book set on Lumitype in Méridien 
romain, italique and demi-gras.

Le Mariage de Figaro                The first book in Europe 
produced on Lumitype, La Folle Journée ou Le Mariage 
de Figaro was set in Méridien /09/. The choice of text 
was no coincidence; it is a comedy from 1775–78 by Pierre 
Au  gus  tin Caron de Beaumarchais6, a polemic against 
the politics and society of the ̀ Ancien régime'  in France, 
hence it was banned by the king and only premiered in 
1784. The book too, like so many on the eve of the French 
Revolution, underwent several changes by the censors 
before it was printed in 1785. Like the play, it was a huge 
success on release7 and just one year later was adapted 
to become the opera Le nozze di Figaro by Wolfgang 
Amadeus Mozart, whereby the piece is still world famous 
to this day. 
Thus, a book of rebellious content was chosen to present 
a revolutionary typesetting method (around 1454 Guten
berg printed the book of books, the Bible, to present 
his revolutionary method of publishing). That a new type
face like Méridien should be chosen ahead of a classic 
one for this new technology corresponds to the progres
sive thinking of the people involved.

Photon was adapted for the European market by Deberny &  Peignot and called ‘Lumitype’, 
with preparations beginning in the fall of 1953. It took many attempts before it could be 
presented at the Salon International des Techniques Papetières et Graphiques three years 
later. For the machine’s introduction to Europe,8 Deberny &  Peignot wanted to present a 
new font of their very own, Méridien, in addition to the classical ones. We began work on 
the Lumitype version during the course of 1955. It still appeared a bit thin. We subsequent-
ly ‘fattened’ it a little. The specialist book printers Berger &  Levrault in Nancy bought the 
first Lumitype and quickly pre  sented a book set in Lumitype Méridien – Beaumarchais’  
Le Mariage de Figaro /09/ – at the machine’s official inauguration in 1957.

When it came to Méridien there were a couple of fundamental considerations about 
form and character. The starting point on the one hand was the Latins with their triangu-
lar serifs. Due to its arched serifs, the sometimes slighty curvy strokes of the capitals /18/ 
and the minimal ly concave stems, Méridien is actually closer to written text and is both 
more elegant and more legible than traditional Latins (see page 29). The Venetian old style 
by Nicolas Jenson (c. 1470) was the other starting point /14/, being an important precedent 
for me. Alfred Willimann had always raved about it. Its even rhythm fascinated me from 
the start. It’s a question of stroke width and proportion. The hardest thing about a new 
typeface is finding the right proportions between black and white. The old Gothic type-
faces are a prime example of balance /11/. Even the curves end in  vertical strokes – which 
makes it hard to read – producing a uniquely even grid with consi stent white spacing /13/. 
One can also find attempts among the typefaces of the Renaissance to align the white 
contrast of counters and spaces between letters. This was my aim for Méridien too. 
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/11/

Although they have different shapes, 
both Gutenberg’s textura and Jenson’s 
roman typeface (right-hand page) 
have an evenly balanced text  
appearance.

/12/

The symmetry of strokes in  
gothic script and roman typefaces  
is made evident by using a grid –  
Old English, Adobe Jenson, Méridien.

/10/

Historical scripts: half-uncials, 
early 6th century, Carolingian 
minuscule, 8th century, humanist 
minuscule, 15th century.

/13/

Evenness of counters and spaces  
in gothic script, diversification  
in roman typefaces.

I had enlarged Jenson, drawn lines down the middle of the vertical strokes and seen 
that it too produced an even grid. Walter Käch, who, as a lettering artist, spent no time 
with printing types, always had a different opinion regarding spacing. His proof using the 
Golden Section /15/ was very complicated.9 Käch said that the counter spaces of the letters 
ought to be greater than the spaces between letters, while I contested that that wasn’t 
possible for a text typeface. His great model was the Imperial Roman capitals. They have 
a completely different rhythm from text faces and are also less vertically stressed. The 
spaces between letters have to be narrower in larger point sizes compared to smaller ones. 
This was also done in casting type for large sizes. However, Méridien was supposed to be 
a text typeface for setting long copy. The lowercase n and the o I placed in a precisely pro-
portioned rectangle /19/. If there wasn’t enough space, the reader would instantly find the 
type too tight. Like Jenson, and basically like the Carolingian minuscules or half- uncials 
/10/ before it, Méridien is fairly wide.

I wanted to avoid giving it too much of a rigid character. That’s why there are no re-
ally straight stems. They’re slightly concave, in other words they become slightly stronger 
at the top and bottom /18/. These barely noticeable swells are a lively expression of natural 
growth and, in my opinion, stop the reader from tiring too quickly. In order to further sup-
port the read ing flow, Méridien has relatively strong serifs. The serifs and terminals on 
curves (such as f and j) have an individual, consistent character /20/. I wanted neither the 
Art Nouveau-style curly pig’s tail of the Latins – that was out of place by the ’50s – nor the 
teardrop shapes. I really hated those. They seemed to me to be plump foreign objects. Per-
haps I was trying to be too consistent, I made no differences at all between the  individual 

Rhythm and proportion   Graphic designer Walter Käch, 
who taught Frutiger lettering at the Kunstgewerbeschule 
in Zurich, studied Ancient Roman capitals in detail and 
wrote general thoughts on the subject in his book Rhythm 
and Proportion in Lettering. He writes, “Thus in the bal
anced wordpicture we notice that the inner spaces of 
the letters and the spaces between the letters reveal the 
proportion of the Golden Section. The letter O should 
be considered as a basis for the width of all the other 
letters as well as for inner spaces. (…) Rhythm and pro
portion together form the basis for the harmonious 
aspect of the page.”10

Käch' s drawing /15/ shows the Golden Section for con
structing the o and, using the letter sequence ̀ rom' , for 
counters and spaces. Frutiger did not agree with Käch' s 
ratios for text typefaces: “The ideal face seemed to me 
to be ̀ Jenson'  typeface which, despite all the technical 
deficiencies of a 15th century typeface, may serve as the 
quality model of a perfect overall appearance. In order 
to better explain the secret of these laws, let us make a 
few basic reflections on the structure of a typeface. The 
true model of such a well balanced appearance we find 
in Gutenberg' s pages of text set in his black letter type. 
His type is called ̀ Textur'  because the page of type gives 
the appearance of a texture made of equal mashes. (…) 
The type designers of the Latin faces of the renaissance 
period maintained and further developed these struc
tural qualities by giving equal white value (deliberately 
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/16/

Compared to old style typefaces,  
the pointed serifs of Latins  
produce simpler counter shapes.

/17/

Concave serifs appear more  
elegant than ones with a flat base –  
serifs with a protruding base 
appear lumpy and misshapen.

/18/

Straight strokes appear  
technical, while tapered strokes  
look more sensitive and  
natural.

/14/

The evenly balanced rhythm  
of Nicolas Jenson’s roman typeface 
from 1471 remains a model today.

/15/

Walter Käch’s study for a typeface 
written with a broad pen,  
showing construction and proportion 
based on the Golden Section.

/19/

Méridien has mostly tapered  
strokes, slightly inclined  
stress and evenly sized counters.

serif shapes: a serif is a serif. Now, with the hindsight of lots of experience, I would prob-
ably choose the classical teardrop shapes. One looks at Garamond, its absolutely natural- 
seeming teardrops contain something like an ideal form, a truly simple, clear point-shaped 
terminal /20/.

From this point of view I would have to describe the y as a transgression of youth. At 
the time I just didn’t get it together to let the y end in a teardrop, while all other serifs are 
more or less pointed. So I placed a normal serif on the downstroke /21/. Another peculiar-
ity of Méridien is its low cap height. This was inspired by my discussions with Emil  Ruder 
in Basel. He was convinced that a typeface ought to appear the same in any language, 
whether it be an English text with few capitals or a German text full of them. The reduction 
in cap height reflects this desired optical adaptation. Today I’m no longer so sure about 
the merits of such equalisation. Diversity is where real wealth lies. Making these charac-
teristic differences valid is better than adapting everything to fit one another. An early 
Latin text sample of Méridien demonstrates just how harmoniously the few short capitals 
blend in /01/. Of course Latin text samples always look the nicest because there are very 
few diagonals in a line. K W and Z were only added to the alphabet later on, while X was 
seldom used. I must stress, however, that the most harmonious line is not automatically 
the most legible one. Only the diversity of individual letters with ascenders and descend-
ers, with straight or diagonal strokes or curves guarantees the best legibility. With later 
text samples I always insisted on showing German texts alongside French ones. That way 
one can see straight away whether a typeface is sufficiently versatile to meet different 
demands. 

or guided by their feeling for style) to all space within 
the characters (…). This is one of the paramount rules of 
the typographic aesthetics of a serifed typeface.” 11 
Thus, according to Frutiger, the spaces between letters 
ought to be equal to the counters, rather than being 
based, as Käch argued, on the Golden Section. When it 
comes to serif faces for text setting, Frutiger' s objection 
is understandable. Walter Käch' s method is, however, 
better for sans serifs. There is no contradiction here, as 
the spaces between letters should be smaller for sans 
serifs than for serif faces (see page 92), according to 
both Käch and Frutiger. In fact, Frutiger never employed 
the Golden Section in his typeface design.
Today there are new problems in typedesign. Optimum 
readability means that operators have to adjust tracking; 
the smaller the type, the bigger the spaces between 
letters. There is no fixed tracking for digital fonts. The 
basic proviso for a harmonious text appearance is, in any 
case, that the font be fitted properly by the designer or 
manufacturer.12 
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/23/

As is the norm for Latins, the dia go -
nal downstroke of R connects to  
the bowl, although unusually in this 
case it connects to a straight line 
rather than a curve.

/22/

For foundry type (left) the  
two letters P r are slightly inclined  
to the left; this was changed for  
Linotype.

/24/

The start of the a stroke is identical 
to the curve terminal without the  
semi-serif on e and c – for Linotype 
lowercase c was straightened.

/25/

The transition from stem to curve 
is round, the counter is vertically 
centered, making lowercase n 
appear rather static.

/30/

Changes of shape may have  
tech nical or aesthetic reasons –  
the cedilla by Linotype (below) is a 
product of convenience.

/27/

The original Méridien has  
very short descenders –  
these were later made longer  
for Linotype.

/29/

Diaereses in foundry type differ  
in size; this was corrected  
for Linotype, where they are also  
not so close.

/28/

The connection of long s and 
round s is more apparent in the 
original version (left) than  
in the Linotype version.

/26/

Méridien has no reversed or 
mirrored shapes, b and q have a 
corner in the counter, while d and 
p are round.

/20/

Compared to Adobe Garamond (left), 
Méridien looks very uniform  
and hard with semi-serifs on its 
terminals.

/21/

Adobe Garamond with teardrop 
shape at end of y – horizontal foot 
serifs are more of an exception: 
Bembo italic, Candida, Méridien.

Let’s look at the individual letters of Méridien. I purposely inclined the P stem  slightly 
to the left /22/. I wanted to avoid it from leaning forward. I did the same thing with the r. 
These things are details that one sorts out in one’s head, although they’re not really justi-
fied. The diagonal downstroke of the R doesn’t meet the stem but the arc, which is normal 
with Latin characters /23/. The search for the right a shape can be seen on the ‘elida’ /06/ 
blueprint. The boldly swinging connection I discarded quickly; it’s simply another shape 
altogether. Käch had drawn such a shape with his pen – which looked wonderful – but 
they don’t appear in any classical typefaces, which all have an angled connection. I asked 
myself, why couldn’t the a flow as nicely at the top as the e does at the bottom? I didn’t 
want a teardrop shape because those don’t exist in capitals, except maybe in the J. That 
was an intellectual decision. For reasons of legibility it would have been wiser to terminate 
the top of the a like the c, with a semi-serif /24/. I felt very strongly that the arc of the n 
should meet the stem on the curve /25/, which comes from my time spent drawing plants 
at school in Zurich under my teacher Karl Schmid.13 It was only in later life that I became 
conscious that there’s a new stroke in those places, that the stroke is simply attached 
straight to the stem.

The most difficult letter is the g, it has slightly too large an upper bowl in the regular 
weight of the hot metal Méridien. The spaces of the upper bowl, middle and loop were 
intend ed to be the same optically. That way the g looks a bit scrunched up. It’s more bal-
anced in the bold and semibold weights /31/, going back to Marcel Mouchel, the engraver. 
The f and j are purposely kept narrow, as I was still very influenced by type founding /20/. 
Overhangs were always a little problematic. Even though no ligatures were necessary for 

The multitude of originals   Méridien, Adrian Frutiger' s 
first text typeface, unites many of the substantial design 
findings that mark his entire work. He created a strict – he 
calls it purist – typeface that has a rather angular ex
pression (typical of Latins) made apparent by its  point ed 
serifs /20/ and further reinforced by the absence of the 
teardrop shape. At the same time it hints at a sensitive 
introverted touch thanks to a subtle diagonal stress, 
slightly concave serifs /17/ and downstrokes that taper 
in the middle /18/. These are details of shape that stem 
from Frutiger' s time writing with a broadedged pen in 
Alfred Willimann' s classes in Zurich.
Méridien was made for foundry type and photosetting 
at the same time. Four weights: romain, italique, demi
gras and gras were made for Lumitype photosetting in 
1957. Photon, the American company, which released the 
typeface under the name of Latine at the same time, 
named the same weights Medium, Medium Italic, Bold 
and Extrabold. 
The regular weight was given yet another name for found
 ry type, ` normal' . It was released in 1957; the bold fol
lowed in 1958 and the semibold in 1959. The italic did 
not exist until 1966, even though it was advertised in the 
Typografische Monatsblätter as early as 1958.14

The individual characters of Méridien sometimes vary 
strongly between handsetting and photosetting, but also 
with in photosetting between Lumitype and Photon. There 
are also major differences between early versions and 
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/31/

The upper bowl of the g is too large 
in the regular weight for foundry 
type (left); this was corrected  
for Linotype.

/32/

Along with Frutiger’s typical italic 
uppercase shape, the classic roman 
uppercase shape is also available  
as an alternative for foundry type.

/33/

The f ligatures are based on  
the width of the m; the digital 
version has only two of the  
original five.

/34/

f in regular, semibold and bold:  
from top to bottom – foundry type, 
Lumi type and Photon photosetting, 
PostScript Linotype and Bitstream.

/35/

Italics with and without serifs,  
from top to bottom: foundry type, 
Lumitype and Photon photosetting, 
PostScript Linotype and Bitstream.

/36/

Final artwork, undated: designs 
were made for a narrow Méridien 
for Lumitype that was never 
produced.

this narrow f, I drew them anyway and they became totally independent shapes /33/. When 
it came to the fi ligature, I naturally allowed myself to set a teardrop shape, because it was 
an i-dot. Nevertheless I have to say that looking at it properly now for the first time, it’s 
still a very nice f. The two downstrokes of the fi ligature should have at least the same 
space as the m. Perhaps it was a bit on the wide side, but I didn’t want to interrupt the 
rhythm of the type by making it any narrow er. Ligatures, which developed due to technical 
type-casting constraints, became increasingly narrow over the years, so that they almost 
looked like single letters. To my eyes they are often clearly too narrow. 

The most important thing about Méridien for me was its even rhythm. However, the 
over all impression wasn’t supposed to be rigid, but lively and organic and therefore  reader-  
friendly. I wanted readers to have the feeling they were strolling through a forest, rather 
than through a suburb with dour, straight houses.

 subsequent adaptations by Linotype and Bitstream. The 
dif fer ences can be seen especially clearly in lowercase f, 
on the one hand in the shape and width of the curve, but 
also in the quality of the crossstroke. The f curve, which 
was drawn protruding only slightly by Adrian Frutiger, in 
the Photon version appears pared down to a caricature. 
Likewise in the regular weight of the digital version by 
Linotype, the curve is far too tight, while slightly better 
by Bitstream /34/. The crossstroke is also different. In 
the ` originals'  (foundry type, Lumitype, Photon) Adrian 
Frutiger tapers the crossstroke towards both sides, like 
the shape of the serifs. Sadly there is none of this in the 
digital adaptations; it is now a stroke with parallel sides 
/34/. 
The shapes are more diverse still in the Méridien italics. 
The diagram of lowercase b d f p q shows different curve 
shapes and angles, long or short upstrokes, sometimes 
with stressed terminals ` only'  on the descenders, and 
sometimes with pronounced serifs /35/.
The likely reason for the various shapes and angles, and 
therefore for the differentiated character widths, is the 
adaptation to the width units of the different systems. 
Whether or not questions of design came into it, can no 
longer be gleaned after so many years.
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/39/

Title pages of Méridien type speci - 
 mens for foundry type: regular, 
gras 1958, demi-gras 1959 –  
the design is by Rémy Peignot.

/37/

Second page of the four-page type 
specimen for foundry type Méridien 
demi-gras by Deberny & Peignot,  
Paris 1959.

/38/

Jacket design by Adrian Frutiger 
from 1964 set in Méridien –  
pocket book series Miroirs de l’art 
by Editions Hermann, Paris.
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/40/

Characters of Méridien normal  
for foundry type by  
Deberny & Peignot, Paris.

/41/

Full page advertisements  
(1957 below, 1966 right): Méridien 
for foundry type was initially  
only released in three weights –  
the italic only followed, unlike the 
Lumitype version, in 1966. 

Dualism of shapes in nature   Frutiger' s first text type
face Méridien – indeed all of his type design – was in
fluenced by shapes in nature and people. In the Typo
grafische Monatsblätter he wrote, “A stroke in type that 
is not straight and taut but alive allows alternative forms 
to emerge from the white spaces between the black 
elements. This gives rise to a dualism that the eye is 
used to seeing in nature. For example, we think of the 
shapes of trees, and see the same fine curves in a forest 
that reach from root to bough, leaving convex empty 
spaces between trees that we do not consciously take 
in, yet they are part of our visual perception.”15 /18/

The human foot is also considered (instep and arch of 
the sole). He wrote of serif shapes that, “the triangular 
extension of a serif visually reinforces the line better 
than the classic form of parallel serifs. It has to be noted 
that two pointed serifs opposite one another make for 
a more consistent overall appearance by using the white 
spaces within or between letters better than thick, an
gular serifs that protrude conelike into the inner space 
sculpture, thus breaking the uniformity of a chain se
quence.”16 /17/
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 O P Q R S T U V W X Y Z & 
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Sie fragen sich
warum es notwen
dig ist, so viele Schriften zu
r Verfügung zu haben. Sie dienen alle z 

uch mit der Schrift. 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 different Médocs all of the 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 typefaces. Pourquoi tant d’Alphabets différents! Tous 
servent au même but, mais aussi à exprimer la diversité de l’homme. C’est cette mê 
me diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever

soixante crus, tous de la même année. Il s’agissait certes de vins, mais tous 
étaient différents. Tout est dans la nuance du bouquet. Il e n est de même 
pour les caractères! Sie fragen sich, w arum es notwendig ist, so viele Schriften 
zur Verfügung zu haben. Sie dienen alle zum selben, aber machen die Viel f 
alt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal 
eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selben Jahr. 
Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein. Es hat 
eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You may ask why

so many different type  faces. They all serve the s 
ame purpose but they express man’s divers 
ity. It is the same diversity we find in wine. I 
once saw a list of Médoc wines featuring six 
ty different Médocs all of the same year. All 
of them were wines but each was different f 
rom the others. It’s the nuances that are imp 
ortant. The same is true for typefaces. Pourq 
uoi tant d’Alphabets différents! Tous servent au 
même but, mais aussi à e eexprimer le divers 

um selben, aber machen die Vielfalt des Menschen aus. Di
ese Vielfalt ist wie beim Wein. Ich habe einmal eine Wein 
karte studiert mit sechzig Médoc- Weinen aus dem selben 
Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der 
gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es a 
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Hh = 10.00 cm
Hw = 7.43
Hs = 1.36
Hq = 0.62

Hh : Hw = 1 : 0.74
Hw : Hs = 1 : 0.18
Hs : Hq = 1 : 0.45

oh = 7.78 cm
ow = 7.43
os = 1.43
oq = 0.34

nh : nw = 1 : 0.87
nw : ns = 1 : 0.19
nh : oh = 1 : 1.08
nw : ow = 1 : 1.17

Roman
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/42/

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

/43/

Compared to the other two type- 
faces Méridien appears more 
delicate; it has fewer idiosyncratic 
letter shapes and a larger x-height.

Typeface comparison       Independence is what distin
guishes the three typefaces shown below. They do not 
really fit into old style (pointed serifs) nor Latins in the 
sense of typefaces evolved from the classical model 
(diagonal stress).
The Latinlike Vendôme by François Ganeau is used to 
compare with Méridien. It has long triangular serifs. Also 
shown is Trump Mediaeval by Georg Trump, basically a 
humanist typeface with angular, almost rigid shapes. Its 
serifs are relatively strong, their triangular shape and 
length form the connecting element here as well. 
Méridien oozes symmetry and calm, due to the even 
balance of the counters. This is particularly noticeable 
in the lowercase a which, in contrast to Vendôme, has a 
small bowl compared to the upper counter. The sym metry 
of the a shape in Trump Mediaeval is interrupted by the 
flattened top.
Méridien gets its restrained feel from its concave serifs 
and curved stems, whereas the lively dynamic of Ven
dôme is mainly due to its characters veering slightly to 
the right, as well as its tapered lines (e. g. R and J). Trump 
Mediaeval is brought to life chiefly by the previously 
mentioned breaks in its curves, visible in a e and n.

B
Hollow 
horizontals

J
Arch ends in a 
half serif

K 
Oblique down  -
stroke without 
curve

a 
Arch without serif 
or drop,  
hollow serif

b 
No serif at 
bottom counter

p 
Round connection, 
symmetrical 
counter

y
Horizontal 
serif  
at bottom

3 7
Open shape, 
diagonal
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HHH
H

13.5°

HÔhxp7
1.00

0

cm Vendôme
43.2 pt

133
100
65 5.4

10

5.4−35

HÔhxp7
1.00

0

cm Méridien
45.8 pt

135
110

73 5.1

10

4.7−34

HÔhxp7
1.00

0

cm Trump Mediaeval
40.9 pt

134
111

68 6.3

10

4.6−31

Roman
Medium
Bold
Italic

Hw
7.43 = 1
8.32 = 1.12
9.50 = 1.28
7.13 = 0.96

Hs
 1.36 = 1
1.82 = 1.34
2.42 = 1.78
1.09 = 0.80

Hq
 0.62 = 1
 0.86 = 1.39
 1.07 = 1.72
0.62 = 1

Hh
10.00 cm
10.00 
10.00 
10.00

/45/

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

/44/

Comparison showing the  
different weights and angle of  
the italics.
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Caractères Lumitype
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In New York in 1949, Frenchmen Louis M. Moyroud and René A. Higonnet presented their 
proto type for an electromechanical photosetting machine /35/. Thereupon, the Graphic Arts 
Research Foundation was founded in Cambridge, Massachusetts, in order to fund its de-
velopment.1 Charles Peignot, who knew about the Photon-Lumitype project, decided to take 
over its manufacture and sale in Europe. However, before the contract was signed a few 
things needed sorting out.2

When Peignot employed me in 1952 he already knew that he would soon be wanting 
somebody to design typefaces for this new machine. In March 1954 the first Photon deliv-
ered to Paris started to be assembled, whose individual components were sent directly 
from America. Deberny &  Peignot unveiled this machine in May 1954 at the Salon Interna-
tional des Techniques Papetières et Graphiques (TPG) in Paris /43/. In one advertisement 
it was called ‘La Composeuse Photographique Lumitype (Photon aux USA)’. It wasn’t a 
Lumitype, it was an American Photon.3 We couldn’t yet develop a machine plus typesetting 
disc for the French market because that was a major undertaking. Besides which some of 
the parts had to be adapted to European standards, for instance the character layout and 
the keyboard. Those sort of things were different on the American Photon and the French 
Lumitype. Overall they were the same, hence the term Photon-Lumitype was often used. 
The first Lumitype made in France was presented at the Salon TPG in Paris in 1956 /44/ and 
again a year later in Switzerland at Graphic 57 in Lausanne. On this occasion Charles 
Peignot founded the Association Typo graphique Internationale (ATypI).4

We had the Photon at Deberny &  Peignot and experimenting with it led to adjustments. 
The Photon typesetting discs contained eight rows with two fonts each, making sixteen 
fonts altogether. With twelve possible point sizes, that meant one disc had over 17  000 
characters available at any time. For the Lumitype we put special characters and flying 
accents on the inner  most row, so a disc consisted of fourteen alphabets plus one row of 
special characters /01/. One had a proper little composing room with fantastic possibilities 
for setting complicat ed textsetting and mixing type of any kind. Photosetting brought 
about far-reaching changes to the printing presses and composing rooms. One typesetting 
disc replaced many cases full of lead type, which weighed tons, film exposure replaced 
metal setting.

Charles Peignot determined the type selection for Lumitype, and I was responsible 
from the start for redrawing the typefaces; he trusted in me completely. He had other 
things to  attend to and was happy to leave the whole type bazaar to me. The very first thing 
I did was to develop a numbering system /03/, because names were out of the question. I 
was familiar with the classification using stylistic descriptions by Maximilien Vox /04/, 
and it was a great idea of his to simply give them names. – For an international business, 

About Lumitype  The idea of setting type by photogra
phic means was formulated by American Michael Alisoff 
as early as 1870, and the first patent for photosetting 
was given to Arthur Ferguson in England in 1893.
Numerous experiments and patents followed, most no
tably for the UherType by Edmund Uher, which was in
stal led in a few composing rooms and for which Jan 
Tschi chold designed some typefaces in the 1930s. The 
Rotofoto by George Westover was ready for production 
in the 1940s, but was never put on the market. George 
Westover al  ready wanted to adapt the Monotype system 
for photo  setting in the 1930s, but the company was not 
interested. They only came round to the idea in 1944, putt
ing Monophoto on the market in 1952. The Fotosetter by 
Intertype is another machine that was commercialised. 
Between 1950 and 1955 around 100 of them were sold 
in America. All of these machines were based on substi
tuting lead with photographic templates. These so called 
` first generation'  photosetting machines ceased to exist 
in the 1960s.
The second method was based on the developments of 
new techniques for type storage using changeable me
dia and simple binary systems for controlling commands. 
Higonnet and Moyroud were involved in this ` second 
generation'  when developing the PhotonLumitype. In 
1944 they were given their first patent. In due course 
over 80 more patents would follow, many of them after 
they emigrated to the United States in 1948.
In 1951 the Photon 100 was launched.  A year later it was 
used to produce the first book The Wonderful World of 
Insects to be set entirely on a photosetting machine.5 
Such a machine was also delivered to Deberny & Peignot 
in Paris, and formed the basis for the development of 
the French PhotonLumitype.6 The Lumitype 200 followed 
in 1956, first in stalled at BergerLevrault in Nancy. Then 
came the punchtape controlled Version 500, in addition 
to further improved models. Also worth mentioning are 
the Lumizip (1959), the fastest machine, which set 1–2 
million characters per hour, and the bestselling Paceset
ter. New models were constantly adapted to new techno
logical developments such as the laser and the cathode 
ray tube (CRT).
Photon was the market leader for a brief period, but its 
financial situation was dire. In 1975 Photon was bought 
by Dymo Graphic Systems.7

Name of typefaces
Garamont, Janson, 
Baskerville, Caslon, 
Perpetua, Times, 
Bodoni, Sphinx etc.

Commissioned by
Deberny & Peignot

Designer
Adrian Frutiger, 
Ladislas Mandel 
and others

Design  | Publication
starting 1954 | starting 1957

Typesetting technology
Photosetting Lumitype

 Manufacturer
– Deberny & Peignot

Weights
40–50

10 LUMI_35_DE_EN_2014_def.Druck.indd   74 20.02.14   01:18



/01/

Lumitype 200 disc; 14 fonts are 
arranged on seven rings, the inner 
ring having special characters  
and flying accents.

/02/

The Lumitype logo recalls the  
photosetting lens and also  
the font disc – design by Rémy  
Peignot, 1960.
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however, it just wasn’t prac tical. To Germans or Englishmen terms like ‘Garalde’ or  
‘Didone’8 meant nothing. Clearly naming the individual weights was a problem. Monotype 
had a numbering system that nobody could understand and that was a real mess. The 
Photon’s numbering system wasn’t much better either. It was important for my numbering 
system that, for example, humanistic and neo classical romans be easily differentiated.  
So instead of descriptions I used numbers.  Peignot thought it a pity that Vox’s stylistic  
descriptions /04/ were no longer employed, yet he straight away conceded that another 
pos si bility had to be found for easily understandable international communication. I also 
went along to the salesmen and explained to them how my numbering system was con-
structed. They immediately grasped that orders and correspondence would work well 
using it. They thought it ideal as a sales technique.

I had finished the numbering system when I arranged the fonts. – It consisted of three 
plus two digits /03/. The first digit of the three-digit number denoted the classification 
group. Group 100 was intended for all handwritten romans including broken (blackletter) 
typefaces. Group 200 was for humanist typefaces. All Renaissance romans were placed in 
group 300, all transitional typefaces in 400 and neoclassical romans in 500. Group 600 
was Egyptienne, 700 was sans serif, 800 was incised typefaces and 900 was script fonts. 
The second and third digits of the three-digit number divided the typefaces into classic 
ones and new ones. Numbers 01 to 50 were for classic typefaces, 51 to 99 for new ones. The 
two-digit number after the hyphen denoted width, weight and slant. So the regular weight 
of Renaissance Antiqua Garamont, for example, was given the number 301-55, its italic 
was 301-56 /13/.

Lumitype classification   The most important document 
for understanding Lumitype type classification, dated 
6. 14. 1954, is a note by Adrian Frutiger with calculations 
of the font sizes for Lumitype and with his numerical type 
classification /03/. The document9 confirms that the fa
mous Univers system stemmed from that of Lumitype. 
In his numbering system, Frutiger designated each font 
weight with a threedigit and a twodigit number. The 
first digit of the threedigit number stands for the type
face style, for example 500 for the ̀ Didone'  group (Neo
classical or ` Modern' ). This meant that each typeface 
style could have up to 99 typefaces. The second and 
third digits from 01 to 50 were reserved for classic type
faces, with 51 to 99 for new ones. The sequence of pro
duction, although not always precise, can thus be iden
tified.
The twodigit number after the hyphen describes the 
width, weight and slant of a font. The first digit denotes 
weight; from 30 ultralight to 80 extra bold. 90 is decora
tive weights, for instance. The last digit denotes width 
and slant, from 1 narrow to 9 expanded. Odd numbers 
stand for upright fonts, even ones for italics.
Without the above mentioned document, the Lumitype 
classification would not be totally comprehensible, as 
the Lumitype catalogue from 1961 does away with any 
sty listic descriptions in favour of the numbering system 
/13/. However, only five out of the nine groups in the 
catalogue contain fonts. In hindsight, it is not always 

/03/

Typeface classification  
for Lumi  type with nine groups; 
letter from Adrian Frutiger,  
dated June 14, 1954.

/04/

Typeface classification by  
Maxi milien Vox from 1954 with  
ten groups, the basis for Frutiger’s 
Lumitype classification.

Médièves Typefaces of the Middle Ages and earlier
Humanes Typefaces of the Jenson type
Garaldes Typefaces of the Aldus and Garamond type
Réales Typefaces of the Fournier and Baskerville type
Didones Typefaces of the Didot and Bodoni type
Simplices Typefaces without serifs
Mécanes Typefaces with emphasised serifs
Incises Typefaces based on inscriptions
Manuaires Typefaces with handwritten character
Scriptes Typefaces based on scripts
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I Venezianische Renaissance-Antiqua ( Typus Jenson )
II Französische Renaissance-Antiqua ( Typus Aldus / Garamond )
III Barock-Antiqua ( Typus Fournier / Baskerville )
IV Klassizistische Antiqua ( Typus Didot / Bodoni )
V Serifenbetonte Linear-Antiqua ( Egyptienne )
VI Serifenlose Linear-Antiqua ( Grotesk )
VII Antiqua-Varianten
VIII Schreibschriften ( Schönschriften ) 
IX Handschriftliche Antiqua
X Gebrochene Schriften Xa Gotisch ( Textura )
    Xb Rundgotisch ( Rotunda )
    Xc Schwabacher
    Xd Fraktur
    Xe Fraktur-Varianten
XI Fremde Schriften ( nicht lateinische Schriften )

So first there was the numbering system for Lumitype. Later I happily modified it for 
Univers. I gave one of my first lectures at the École Estienne in Paris. When I introduced 
the numbering system for Univers there was a great round of applause. Then I got to the 
system for classification and there was an uproar. Oh dear, the things that were said; it 
was called ‘blockheaded’ and ‘unrealistic’. The French were of the opinion that Vox’s clas-
sification was the best in the world.

The point was reached with Lumitype where I couldn’t do everything by myself and 
had to employ other people, as there were so many classic fonts to adapt for Lumitype. 
Lucette Girard, a student of mine from the first course I taught at the École Estienne, was 
one of my first co-workers. I recognised her talent and was able to send her to Walter Käch 
in Zurich for half a year, so that she could receive the same training as I’d had. Together 
we drew all the regular weights for Univers, using indian ink and opaque white the way it 
used to be done. In late 1954 Ladislas Mandel started at Deberny &  Peignot and he intro-
duced an entirely new method of drawing, using scraper boards. I used that method be-
cause I could see that it worked well. Another of the first co-workers was Albert Boton. He 
started on the narrow Univers, as it was easier to draw. Later he would become one of my 
best draftsmen. We also had Robert Meili and Annette Celso, my secretary’s sister. At first 
she was more of a dogsbody and only filled in the drawings with indian ink, but in time 
she became really skilled. Together we were quite a team.

The first typefaces we did for Lumitype were classics such as Garamont and Bodoni. 
After that came Baskerville and Janson as well as Caslon and Perpetua /13/. Although sans 
serifs were asked after pretty early on, we put them off for a while. In my head, of course, 

clear when a type  face is described as classic or as new. 
Hence Eric Gill' s Perpetua from 1928 is categorised as 
classic, while Stanley Morison' s Times Roman from 1932 
and Clarendon (number 653), originally a 19th century 
typeface, are classed as new.
Adrian Frutiger' s numerical font classification is based 
on that of Maximilien Vox from 1954, though it contains 
only nine instead of ten groups. While Maximilien Vox 
has two groups, ̀Mé diè   ves'  and ̀ Manuaires'  /04/, Frutiger 
puts them toge ther in one group. Moreover, he names 
some of the styles differently /03/. Vox' s classification 
from the following year, 1955, also has nine groups /05/. 
The stylistic descriptions also coincide with Frutiger' s, 
apart from ` Manuaires'  which is first in Frutiger' s and 
second to last in Vox' s. Thus Vox abandons his original 
historical sequence with gothic faces as the earliest type
faces in the first group, seeing as broken type (blacklet
ter) was hardly in use by the mid 20th century. The ̀ Vox 
Classification'  /06/ from 1963, revised once again, forms 
the basis for several natio nal typeface classifications, 
among them the classifica tion of the German industry 
standard, DIN 16518 /07/.10

/05/

Typeface classification by  
Maximilien Vox from 1955 with nine 
groups; ‘Médièves’ are included 
under ‘Manuaires’.

/06/

Typeface classification by Vox  
from 1963 with nine groups,  
but arranged differently and with 
the order changed slightly.

/07/

DIN classification 16518 from  
1964 with eleven groups, based on  
the ‘Vox Classification’, although  
the names are different.
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/09/

Font weights from the brochure 
La Lumitype, c. 1957, showing  
Photon rather than Lumitype fonts.

/08/

List of fonts available for the 
American Photon Inc. photosetting 
machine in February 1955.

/10/

Title page and inside page of the 
Lumitype brochure (undated,  
c. 1957); apart from Méridien only 
Photon fonts are used. 

/11/

Mixed type using 14 alphabets 
from 5 to 28 pt at the same time –  
sample text from the 1961  
catalogue.
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I started working on them during this period. The most pressing task was transferring the 
most used fonts, which took at least two years. I would normally use the Monotype lead 
versions as models.11 I found those to be the best fonts at the time, as opposed to those of 
Linotype. Those had aesthetic restrictions due to the double matrices, whereby the regular 
weight was combined with the italic or semibold on one matrix, giving them the same 
width. It was Hermann Zapf who laid the foundations for Linotype as a good setting ma-
chine with his book faces Palatino and Aldus. To this day many German paperbacks are 
still set in Aldus.

When it came to Garamont /16/ (spelled with a t at Deberny &  Peignot 14), I took the 
house-cut Deberny &  Peignot version as a master. That came from Georges Peignot, Charles 
Peingot’s father. The italic is beautiful, surely one of the best in the world. I learned a lot 
working on these clas sic fonts. They all had to be redrawn for that new technology. When 
copying and correcting them, a little bit of my own form perception crept in subcon sciously, 
even though I regarded myself as a worker who had to adapt fonts to a very particular 
system, and not at all as an ‘artist’. With hindsight I have to say that I wasn’t really the 
right man to draw classic fonts for photosetting. That only occured to me later when I was 
asked to redraw classic fonts for the photosetting machines for D. Stempel AG / Lino type. 
I proposed they use the Baskerville, which I had already redrawn for Lumi type /13/. Horst 
Heiderhoff, the artistic director at D. Stempel AG in Frankfurt, showed me a sheet that 
compar ed their Baskerville to mine and told me there was too much ‘Frutiger’ in my ver-
sion. He was right, one could tell that my one didn’t smell of the 18th century, it was too 
wide and open. 

Possibilities of Photon-Lumitype   “This disc replaces 
three tons of matrices (...), it weighs 1000 grammes and 
has a diameter of 20 cm.”12 This quote from the La Lumi
type brochure /10/ makes plain the fantastic potential 
of PhotonLumitype. 16, or 14, fonts could be combined 
at the same time and automatically aligned on the base 
line in 5 to 28 pt size /11/. With 80 characters per font and 
by reducing the tracking, many different patterns could 
be set.
The earliest use in print of Lumitype fonts was not before 
1956 or even 1957, which is what the records imply. The 
cover of the Lumitype brochure shows the French char
acter set of the typesetting disc. These are, however, 
Photon fonts. The typesetting examples do not include 
any Lumitype fonts either /10/. Only Frutiger' s Méri  dien 
is included in romain and demigras weights, as examples 
and as text. 
Understandably, French typesetting requires a different 
character set from its English counterpart, both on the 
typesetting disc and on the keyboard. In particular, a 
sizeable amount of accented letters had to be accomo
dated, which could not be achieved without excluding 
several characters. Among others, the f ligatures were 
dropped. These were reinstated on Lumitype 200 /13/, 
and flying accents13 enabled other Western European 
languages to be set.

/13/

Font index from 1961 of available 
Lumitype fonts; the number ing  
is also the typeface classi fication.

/12/

Inside title page of the Caractères 
Lumitype font catalogue, 1961 –  
the photo shows a section of the 
disc with Univers.
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I always looked to the future. I didn’t study the historical originals precisely enough 
like, for instance, Robert Slimbach, who compared old typefaces at the Plantin Moretus 
Museum in Antwerp for his Adobe Garamond. It’s perhaps worth pointing out that in 
1988/89 Slimbach had superior technology at his disposal in the form of outline software. 
Lumitype was photo setting in its infancy. With its technical conditions, all the details that 
are important to historians would never have come to light. One could say that I wasn’t 
satisfied with much, and yet I felt I had done my work properly. The Lumitype results were 
pretty good if one bears in mind the vectorised steps of the cathode-ray faces from the 
1970s (see page 275).

When drawing classic fonts I tried to be as considerate as I could, and was keen to 
get the best out of the new technology. Nevertheless, the fonts don’t have any historical 
worth. It would be wrong to make comparisons, because it was only thirty years later that 
producing beautiful classic fonts was made possible again thanks to drawing software. I 
preferred to look ahead, the beauty of Univers was more important to me than that of 
classic fonts. I had a hard time making Univers too. To think of the sort of aberrations I 
had to produce in order to see a good result on Lumitype! V and W needed huge crotches 
in order to stay open /29/. I nearly had to introduce serifs in order to prevent rounded-off 
corners – instead of a sans serif the drafts were a bunch of misshapen sausages!

The order of work was like this: first of all one of the typesetters at Deberny &  Peignot 
would set the alphabet in question for me in 10 pt. Then 1 pt brass rules were placed in this 
alphabet set in order to make the character width visible. 10 pt was a good size because 
Lumi type was set up for text fonts. For the time being one could set 5 to 28 pt, even up to 

Lumitype font range   There was never any agreement 
about font selection between the American Photon Inc. 
and Deberny & Peignot, although Méridien, under the 
name Latine, and Univers were taken on by Photon, clas
sic typefaces such Garamont, Caslon, Baskerville and 
Bodoni had distinct versions that corresponded to each 
one' s national habits. A letter sent by Photon refers to 
their Garamond as Cambridge Garamond /09/, as op
posed to Lumitype' s Paris Garamont 15 /13/. Times Roman 
went the other way, going from Photon to Lumitype.16 
For this reason there was no concordance about the 
uni   form cap height of Lumitype fonts.17 Both manufac
turers, including Lumitype' s succesor, the International 
Photon Corporation, constantly expanded their range of 
typefaces. Mostly they consisted of text fonts, but also 
agate fonts for very small point sizes, as well as non 
Latins.18

Exactly who redrew what is now almost impossible to say 
of classic fonts for Lumitype. Apart from Adrian Frutiger, 
who was responsible for the quality of font adaptions in 
his role as artistic director and who himself redrew a few 
fonts, others active at D & P in the mid50s and who parti
cipated were: Lucette Girard, Ladislas Mandel, Annette 
Celso, Albert Boton and Robert Meili.19

Adrian Frutiger says in conversation that originals by 
Deberny & Peignot and Monotype were used as the   
basis for redrawing classic fonts. That George Peignot' s 
Gara mont was used is obvious. Lumitype Bodoni, on the 

/16/

Comparison between Garamont for 
handsetting by Deberny & Peignot 
(top) and Lumitype Gara  mont, 
roman and italic.

/14/

Garamont 301-55 and 301-56,  
and also Janson 302-55 with small 
caps and 302-56 from the 1961 
Lumitype catalogue.

/15/

Comparison between the American 
Photon Garamond (left) and  
the French Lumitype Garamont.
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48 pt before the appearance of the Lumitype catalogue in 1961. Finally, together with the 
technical draftsman and photographer responsible for the typesetting discs, Monsieur 
Bernard, I would work on the enlargements that served as masters for the disc.

Secondly I would determine the cap heights. All Lumitype fonts, both wide and narrow, 
were to have the same H-height. This wouldn’t have been possible with lowercase letters, 
the x-heights varied too much, it would have given a false appearance. I chose 11 units as 
a predetermined size for the cap heights. Together with ascenders and descenders there 
were 18 height units and with the 18 width units this made a square /25/. The typeface with 
the widest dimensions from the hot metal catalogue was Sphinx, a very bold neoclassical 
face /27/. The narrowest must have been some sans serif or other. I took the average of both 
and determined the height as 11 cm. 12 cm would have been too much for the widest and 
10 cm too little for the narrowest. It was important to me that I use a grid (one unit equal 
to 1 cm). All Lumitype fonts were made to fit into this grid. This was me being logical, as 
it also made enlarging easier.

The system of units of all new typesetting machines was at the time based on the 18-
unit system, following the example of Monotype. So it was for Photon. However, I found it 
was too few and so I spoke to the engineer René Gréa about it, telling him one couldn’t get 
a nice image with 18 units. I explained to him that f t r and sometimes even i had the same 
number of units on Monotype, and that that just couldn’t be right. René Gréa was an 
 understanding man with a feel for artistic subtleties. He thought for a moment about my 
desire to have half units and then said that it wasn’t a problem, he would simply build in 
 another little cog. After a day spent experimenting we had our half units and that was a 

other hand, bears no real relation to that of any manu
facturer; some key letters are very different. A M S are 
more open /17/, G is angular and not round in the transi
tion from the arc to the downstroke /18/, the diagonal 
of the N is slightly offset downwards on the left and 
does not end in a point on the right, which balances the 
proportions of both triangular counters /19/. Also, the W 
does not have the usual crossed V shapes /21/. These are 
all features that visibly mirror Frutiger' s understanding 
of shape. Another difference is the 4, where the serif at 
the end of the crossstroke is missing, as is the terminal 
curl of the 5 /23/. The Lumitype Bodoni italic g is very 
un usual in that it does not have the typical double loop 
shape /22/. Did Adrian Frutiger study Bodoni' s Manuale 
Tipo  grafico of 1818? That contains the single loop g shape, 
albeit seldom.20

The Lumitype version of Bodoni is balanced and linear, 
cool and elegant. The grace typical of Giambattista  
Bo doni' s typefaces is, however, not achieved. That goes 
for most adaptations, unfortunately.21

/17/

Compared to Bodoni’s original or 
the Berthold Bodoni (left), the letters 
A M S of Lumitype Bodoni 501-65 
appear very wide and open.

/18/

The angular transition from the 
curve to the leg in the counter  
is not typical of Bodoni, but it is of 
Frutiger.

/19/

Frutiger evens the counters in the 
N by displacing the diagonal  
line downwards and not letting it 
run up to the tip at the right.

/21/

According to Frutiger, crossed  
V shapes do not correspond  
to the original form of capital 
alphabets.

/22/

The sleeker italic form of Lumitype 
Bodoni is unusual – it appears  
very rarely in Bodoni’s Manuale 
Tipografico (1818).

/23/

Frutiger omits the serif on the 
cross-stroke of the 4, while  
the cross-stroke of the 5 is barely 
bent towards the left.

/20/

Three weights of Bodoni 501 and 
also Bodoni 504 with slightly 
strengthened hairlines and serifs.
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real  advantage, because that way one could work much finer nuances. We started with four 
units for the i, four and a half units for the f and five units for the t /28/. We also made the 
u slightly  narrower than the n, which is better aesthetically because light flows in from 
above in the u.

Thanks to the half units we could work on flying accents. I drew the accents in such 
a way that they always stood exactly in the middle, whether they were wide, narrow or 
italics. The idea of having half units wasn’t there from the beginning. René Gréa’s labour 
consisted chiefly of organising the construction and adapting the machine for European 
requirements, that took some two years. Mike Parker, who at that time was responsible 
for redrawing fonts as Director of Typographic Development at Mergenthaler Linotype, 
told me ten or fifteen years later that it had been dumb not to have realised that 18 units 
weren’t enough to produce good typography with. The 36 units of the 1950s were a real 
step forward.

/27/

In wide typefaces such as  
Sphinx the W is bigger than the  
18 units or 36 half units of  
the em quad.

/26/

The cap height of Lumitype  
was based on the width of the  
W in the most important  
text faces.

/24/

Compared to the Photon Baskerville 
(top), the Lumitype Basker ville t  
has a better fit, thanks to the use of 
half units.

/25/

Character width diagram of  
Lumi type with 36 half units as  
opposed to the 18 units of Photon 
and other photosetting machines.

/28/

Univers light italic 751-46; height 
and stroke width dimensions  
are at the top, with half-unit char -  
acter width table below.

/29/

The corners and incisions are  
exag gerated in order to keep the 
counters open and the corners from 
being rounded off in photosetting.

Em square and units   The basic measurement for typo
graphy is the em square, a square the size of the body, 
i.e. the type size. The em square has a fixed proportion, 
but no fixed width. It grows and shrinks with the point 
size and that is its very advantage.
In Monotype machine setting and in photosetting the 
em square is divided into units. Initially these were 18 
units. Lumitype had 36. Such low divisions of the em 
square necessitated compromising the design in order 
to achieve a wellbalanced appearance. The characters 
have to deviate from their intended form or from the 
original and be drawn wider or narrower; serif widths 
have to be adjusted – or optically even spacing has to 
be forgone. This becomes most obvious with typewriter 
faces where all the characters have to fit onto the same
size unit.
When redrawing foundry types for photosetting, chang
es to the letter shapes cannot be avoided, as letters for 
handsetting have individual widths. Today, with 1000 
units per em square, this restriction does not apply any
more.
In order to define a common cap height for all Lumitype 
faces, Adrian Frutiger based it on the most important 
foundry types – on the one hand the widest letter W /26/, 
on the other, the greatest vertical distance from  ascender 
to descender /33/. This resulted in a cap height of 11 units.
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/30/

Some weights of Times, Egyptienne 
and Univers have the same  
tracking, as the table demonstrates.

/32/

The maximum possible height 
determines the size of a  
Photon font; there is no height 
uniformity.

/31/

Garamont and Sphinx compared:  
The same caps height produces 
visibly different ascenders, x-heights 
and descenders.

/34/

Lumitype fonts generally have  
a cap height of 110 mm in the final 
artwork – accents hover above  
the em quad.

/33/

The greatest distance from  
ascender to descender determines  
the size of the cap height of 
Lumitype fonts.
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/38/

The Photon model 1 was delivered 
to Deberny & Peignot in 1954  
from the USA – today it is in the 
Gutenberg museum in Mainz.

/35/

R. Higonnet and L. Moyroud’s 
prototype of the Photon-Lumitype 
from 1948 is now in the Musée  
de l’imprimerie in Lyon.

/36/

A look at the inside of the  
Photon 100 reveals its mechanical 
and electronic parts as well  
as its rotating disc.

/40/

René Higonnet (second from left), 
joint inventor of the Photon,  
explai n  ing the newly arrived photo-  
    setting machine to Charles Peignot  
(third from left) in 1954.

/39/

From left to right: Bill Garth,  
Louis Moyroud and René Higonnet  
with the first industrial prototype  
of the Photon-Lumitype in 1949.

/37/

Fonts are selected by pressing a key 
on the keyboard at the right – 
some of the font names can still  
be read.
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/45/

The first Lumitype 200 by  
Fonderies Deberny & Peignot can be 
seen at the Musée de l’impri me rie  
in Lyon.

/41/

René Grea, engineer at D & P, at the 
‘keyboard’ of the Lumitype, with 
Charles Peignot in the background 
explaining the exposure unit.

/42/

Adrian Frutiger (seated) with 
Robert Meili – behind them is final 
artwork of Lumitype Caslon  
(indian ink on board, c. 1958).

/43/

The Photon 100, first presented  
at the 4th Salon International des 
Techniques Papetières  
et Graphiques TPG in 1954.

/44/

Charles Peignot showing the  
French Lumitype 200 to an inter - 
ested audience at the 5th Salon  
TPG in Paris, 1956.
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production of type

 machine setting – single-letter casting

American engineer Tolbert Lanston began work on 
the development of the Monotype setting and cast
ing machine in 1887. Ten years later, it appeared on 
the market. The processes of casting type and setting 
it were housed in separate units. The link between 
the two was an 11cmwide punched tape that was 
produced by the setting machine /01/ – the ̀ keyboard 
apparatus' . The pattern of holes on this roll con
tained all the typographical information necessary 
to allow for the automatic operation of the casting 
machine. With the invention of the casting frame /05/, 
Lanston had got around the complicated handling 
of individual matrices, which is necessary with Lino
type machines. 
The keyboard of a Monotype machine contained 334 
keys, 30 of which were justification keys. This large 
number resulted from six alphabets: an alphabet 
pair (upper and lowercase) for regular weights, and 
two further pairs for italic and semibold (or, alter
nately, for a small caps alphabet). If the order of the 
keys was changed, this would have an effect on the 

matrix frame, the intermediate frame, and, with a 
change of typeface, on the unit setting. This would 
further affect the set or justifying drum. This light 
metal cylinder was divided into even fields, each of 
which contained two figures. At the end of the line, 
the justification pointer would point to one of these 
fields. After the compositor had transferred the fig
ure shown onto the red keys of his or her keyboard, 
the resulting set of holes on the punch tape would 
send to the caster the width of the justification 
wedge to be cast.
Due to this important, timesaving justification 
mechanism, the em widths were constrained to a 
system of 18 units since the associated adding 
indication mechanism worked on this mathematical 
principle. The second reason for the choice of an 
18unit system was the automated, mechanical regu
lation of the width of the casting nozzle.
The 18 units are a relative, not an absolute, measure. 
They depend on the body size, measured in typo
graphic points (p). All glyphs fall into one of 12 unit 

groupings, with widths from 4 to 18 units. While the 
drawings are made, the division of the units is re
solved on an alphabetbyalphabet basis. It has to 
be considered, however, that for each group of units, 
only a limited number of glyphs is possible. 
After casting, the letters were automatically lined 
up into readyjustified lines. The caster checked the 
text on the line and the setter then placed line after 
line together on a printing plate. The casting speed 
depended on the body size of the typeface being 
cast. An hourly rate of around 10  000 letters in 10 pt 
has to be viewed in relation to an arithmetical text 
capture of 6  500 characters.

Univers
Page 88

Devanagari
Page 206

Tamil
Page 212

/01/

The Monotype keyboard  
apparatus with over 300 keys for  
six alphabets and 30 additional 
justification keys.

/02/

The Monotype caster cast  
typefaces in sizes from 5 to 14 pt, 
with a large-slug apparatus  
for up to 36 pt.

/03/

Detail of the keyboard apparatus – 
above is the punched tape and  
in front is the justifying drum which 
displayed the justification units.

/05/

The matrix case contained up to 272 
interchangeable individual matrices 
(top) – in each row all the matrices 
had to have the same unit modules.

/04/

Detail of the casting machine with 
the punched tape for controlling the 
matrix case – in front is the lead 
ingot to be melted.
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production of type

 photosetting monophoto

In 1955 the Monotype Filmsetter, the first photoset
ting machine from Monotype, came onto the market 
/01/. It was based on the technology of the Monotype 
hot metal machine, so each em was still divided into 
18 units. The keyboard apparatus was constructed 
with little modification, and instead of controlling the 
casting, the punch tape now controlled the exposure. 
The exposure mechanism and removable film drum 
replaced the type metal pot, mould and pump. The 
matrices were now made out of film material instead 
of metal. As with the hot metal machines, only one 
width was available for each unit row. If there were 
more glyphs than spaces available, a further row with 
matrices of the same width needed to be added  
on.
During exposure the matrix case /04/ – the grid – 
moved accurately, using wellestablished technol ogy, 
to the area to be exposed. The chosen letter was 
then exposed onto the film with the aid of a flash 
tube and an optical system with two rotating mirrors 
/02/. By rotating the mirror, the letters were set one 

after the other in a line. The line feed was made pos
sible by the film' s controllable transport rollers.
The performance matched more or less that of the 
hot metal machines. Text could be set from 6 to 24 pt 
with a maximum line width of 56 cicero (252.6 mm). 
The film matrix case held 255 replaceable single 
matrices /04/. For most typefaces two matrix sets 
were available: from 6 to 7 pt and from 8 to 24 pt. 
There were, however, matrices that contained the 
entire range of point sizes for a particular typeface, 
as was the case with Frutiger' s Apollo. The setting 
performance was equal across all point sizes and 
averaged around 10  000 characters an hour. A dis
advantage in comparison with Monotype' s hot  metal 
machines was that corrections could not be made 
as quickly. Instead of simply exchanging the wrong 
character, now the whole film had to be corrected 
by pasteup.
Monotype produced a clear leap forward in perfor
mance with its 1969 Model 600. Instead of a single 
matrix, this filmsetting machine had four matrix 

plates, each of which contained  100 matrices in point 
sizes from 6 to 14. It also contained a word buffer so 
that corrections could be carried out before the 
paper tape was punched. The keyboard was also con
nected to an illuminated scale, which showed the 
distance remaining to the end of the line. The em had 
been changed over to ciceros, so that conversion 
into units was no longer necessary.
Thanks to its four matrix plates, the Model 600 had 
various design sizes of the same typeface simultane
ously available. It thus employed the principle of 
optical scaling. This changed the stroke weights ac
cording to point size: in light and regular weights, 
the strokes of smaller point sizes were made heavier, 
while in small sizes of bold weights the counters had 
more white space.

Univers
Page 88

Apollo
Page 138

Univers 
Greek
Page 103

/01/

The Monophoto setting machine 
worked by controlling the matrices 
according to the same principle  
as its hot-metal forebear.

/02/

This construction schematic shows  
the path of the light beam from  
its source to the film in the film drum.

/03/

Example of a matrix case layout 
with a specification of 5 to 18 unit 
widths in each row.

/04/

In the Monophoto system the metal 
matrices were replaced by photo-
graphic negatives – the matrix case 
remained unchanged.

Light source

Collecting lens

Negative case

Breech/gate

Mask

Optical wedgeFixed prism for 6 –12 pt
( adjustable for 14 – 24 pt )

Adjustable prism  
for 6 –12 pt ( fixed  
for 14 – 24 pt )

Film drum

Focal
length 
25.4 cm 

Lens set-up 
6 –12 pt

Mirror guideM
irr

orMirror

Lens set-up 
for 14 – 24 pt
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Designer
Adrian Frutiger

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. 
I suggested 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. [...]” 1

I had learned as a student under Walter Käch 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’ /16/, 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 de termined 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 (B E F P R S) in contrast to the wide shapes that touch on being square 
(O C G N H). Looking to the planned narrow and expanded weights, all letters would have 
to be more or less evenly balanced.” 2 So I came up with some designs based on Capitalis 
Monumentalis /09/, because even the M with its spread legs /15/ wasn’t consistent in the 
various degrees of width and boldness. The classi cal 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 
/12/. These are only sketches, as I wanted to know first of all whether it was doable to go 

About Univers   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.3 Fru ti
 ger' s sans serif design from his time as a student at the 
Kunstgewerbeschule in Zurich in 1950 / 51 served as the 
starting point.4 (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.
In the Swiss Typographic Magazine TM / STM 5 / 1957, Emil 
Ruder writes that “it seemed hope less 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.”5

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, HansJürg Hunziker, Hans 
Rudolf Lutz, Bruno Pfäffli and Helmut Schmid to name 
but a few.6

In the plain, objective, unembellished world of Swiss Style, 
asymmetrically arranged and set in only a few, contrast
ing 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.

Name of typeface
Univers
Swiss 722 | Zurich •

Linotype Univers • •

Univers Next  • • •

Commissioned by
Deberny & Peignot

Design  | Publication
1953 | 1957

 Manufacturer
– Deberny & Peignot
– Deberny & Peignot | Photon Inc.
– Monotype
– D. Stempel AG | Linotype
– Adobe | Linotype 
 Bitstream •

 Linotype • •  | • • •

Weights
20

20 | 21
21
21
27
22

63 | 63

Typesetting technology
Handsetting
Photosetting Photon-Lumitype
Machine setting | Photosetting
CRT and lasersetting
Digital setting PostScript
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/01/

Bruno Pfäffli’s diagram shows in a 
clever and concise manner the 
relational system of the 21 cuts of 
Univers.

 U n i v e r s  89
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/04/

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

/02/

First artwork of Univers 55  
for Deberny & Peignot, 1953/54 –  
the curves are rounder and 
smoother in the finished version.

/03/

Adrian Frutiger (seated) inspects 
the final artwork of Univers 83  
by Ladislas Mandel, with Lucette 
Girard in the foreground.
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/05/

Final artwork with baseline and 
widths marked – indian ink  
on Bristol board with corrections in 
pencil.

/07/

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

/08/

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

/06/

Widened counters, at Emil Ruder’s 
suggestion, made by cutting  
the Bristol board 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 confront ed 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 horizontalvertical axis. That was my starting point. All 
the dif ferent 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/. I 
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 curve ends vertically rather than hori
zontally /11/. All letters with a tight radius have this ending, that’s f j r and t. The slanted 
cut of the t demonstrates my respect for writing with a pen. I never liked it horizontal, a 
t is not a cross. I didn’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 /14/. 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 socalled ‘book’, to the regular one because of that. They’d seen that 

Historical background  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/. Univers too, prior to being named, was known simply 
as Antique /15/ at Deberny & Peignot.8

The Roman formal ordering 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 (compressed, condensed, regular, extended) 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 Monu mentalis. 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 
IrishRoman halfuncials /09/, where the curve terminals 
are broader and horizontal. This is what Adrian Frutiger 
is 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 classic and 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 (side bearings) 
narrower. This reflects the thoughts of his tutor, Walter 
Käch. Some of the essential form principles of Univers 
were adopted by Frutiger from Walter Käch.9

/09/

Historical scripts:  
Greek lapidary, 5th – 4th century BC; 
Roman Capitalis Monumentalis,  
1st century AD; Anglo-Irish  
half-uncial, 8th century. 

/10/

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

/11/

Adrian Frutiger talks of uncial 
terminals since uncial is the  
only historical script with letters 
that sometimes have horizontal  
curved ends.
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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. I laid 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 Bristol board 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.10 We started 
with my test word ‘monde’ – after Europe we were anxious to branch out further than 
Europe – I was 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 /16/. 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 in stead /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 /18/.

As already mentioned in the ‘Caractères 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. 
“55 was the starting point; its blackwhite relation is meant for book setting. Its neighbours 
to the left and right (all the fifties) have exactly the same stroke thickness. What changes 
are the inner spaces 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.

/12/

Schematic diagram in four 
weights – development of curves 
and counters of the compressed, 
condensed, regular and 
extended typefaces.
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/15/

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

/17/

Second Univers diagram from  
1956 with horizontal arrangement –  
the typeface is still nameless.

/16/

First Univers diagram c. 1955  
with descriptions of the 21 weights 
in French and English, but still 
unnumbered. 
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appear semibold 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.” 16 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 re gu
 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 any more. In the end it was more of a 
matter of logic for me than harmony. It could be regard ed 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
 pen dently 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. I had 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 35 000 punches to cut. Peignot saw that sales of Europe were 
dwindling rapid ly and that the foundry was in danger of going down. Univers gave the 
many engravers muchneeded work and the foundry could survive another few years.17

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 

Univers diagrams             The ̀ HE monde'  diagram /16/  
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 
photo graphic print. Two slightly reworked diagrams in 
English titled ̀ Universal family'  and ̀ Sanseri'  /17/ proba
b ly fol low ed soon after, accompanying a memorandum 
by Louis Rosenblum from February 1956. The weights 
have differ ent names in all three samples, which shows 
how proble matic 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.11

In TM / STM 5 / 1957 there is an improved, more clearly ar
 ranged version.12 It is 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.13

Bruno Pfäffli, typographic designer and colleague (later 
to be studio partner) of Adrian Frutiger' s, also made a 
Univers diagram /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.14 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 HansRudolf Lutz /36/,15 but also as a 
work ing 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.

/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 xheight. 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 side  ways 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.

I made 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 Käch 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 g p q d b the same 
way. The inner shapes of both round and halfround 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 equal ly 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.

Static 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 geometric in 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 ephem
era (posters, advertisements, packaging), mostly in bold 
or bold condensed type, always capitals only. Outline 
and  shadow varieties appeared early on. In 1834 the first 
sans serif face with lowercase appeared, Thorowgood' s 
bold condensed Seven Line Grotesque.18 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.19 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 1908.20

The British, German and American static grotesque type
faces from the 19th century and early 20th century that 
are still wellknown, such as Akzidenz Grotesk, Monotype 
Grotesque, Venus Grotesk, Franklin Gothic, News  Gothic 
etc. all feature the same diagonally cut curve terminals 
/22/. There was, however, no consistency. In old type 
specimens, horizontally and diagonally cut curve termi
nals 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 dif
ferent 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 Univers in TM / STM 

/22/

Sans serif faces from the first half  
of the 20th century have diagonally cut 
curved terminals – they look as though  
they have not been properly executed yet.

/21/

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

/24/

The uppercase M of Maxima  
by Gert Wunderlich has spread legs 
like the original Univers design.

/23/

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

/20/

Breite Magere Grotesk by  
Schelter & Giesecke around 1870 – 
the version shown is by  
Haas’sche Schriftgiesserei.
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I made the numerals narrow on purpose. Their character widths vary in the hot  metal 
ver sion, 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 /09/ 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 /29/, was something alien to me. An upstroke is something simple 
and not so fanciful, horizontal with a bump in it. Accordingly, my 1 is 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 vertical ly 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 ‘meathook ampersand’. The Americans were radical, they didn’t want my 
ampersand at all. The diaereses on ä, ö, ü /32/ were designed with technical considerations 
in mind. They’re arranged by cap height for reasons of even align ment. The Germans criti
cis ed 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 
xheight 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 
adap tations 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.”24 The version for machine set ting 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 f, the t, the capitals – 
they all seem squashed. I would 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 

5 / 1957 and in the special edition 1 / 1961, /33/ and let 
 students experiment with Univers. On the other hand, 
some designers – for example the Zurich school – regard 
it along side Berthold Akzidenz Grotesk or Helvetica. They 
deem Univers too smooth and conformist. The same goes 
for former Basel students Karl Gerstner – who designed 
a system for Akzidenz Grotesk21 – and Wolfgang Wein
gart. The latter, who taught typography at the Schule für 
Gestaltung in Basel from 1968, prefer the lively, more 
archaic character of original sans serifs. Wein gart 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 
Ruder wrote, “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 a few  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, Mercator and 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.24 
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 1980.25

/31/

Curve terminals have been unified  
on Univers lowercase – they  
are cut off horizontally at the  
same height.

/30/

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

/25/

Univers was consulted for the 
reworking of Helvetica into  
Haas Unica by A. Gürtler, Ch. Mengelt 
and E. Gschwind.

/29/

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

/27/

One of the few inconsistencies of 
Univers – in two weights the  
curve is cut vertically, while in the  
others it is horizontal.

/32/

The heights of the letters are not uni- 
form in Akzidenz Grotesk (above), 
whereas in Univers, unusually, even 
the accents are aligned.

/28/

Because his ampersand was largely 
unaccepted, Frutiger designed a 
traditional looped one as an 
alternative.

/26/

ß is a ligature of the long s  
and the round s – in Adobe Caslon  
(left and middle) the long s  
is included in the character set.
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/33/

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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Sie fragen sich, warum es notwendig ist, so viele Schriften zur   
Verfügung 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.

Sie fragen sich, warum es notwendig ist, so viele Schriften zur  
 Verfügung 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. I 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.

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. I 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 même but, 
mais aussi à exprimer la diversité de l’homme. C’est cette même 
diversité que nous retrouvons dans les vins de Médoc. J’ai pu, 
un jour, relever soixante crus, tous de la même année. Il s’agissait 
certes de vins, mais tous étaient différents.

Pourquoi tant d’Alphabets différents ! Tous servent au même 
but, mais aussi à exprimer la diversité de l’homme. C’est cette 
même diversité que nous retrouvons dans les vins de Médoc. 
J’ai pu, un jour, relever soixante crus, tous de la même année. 
Il s’agissait certes de vins, mais tous étaient différents.
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/36/

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

/35/

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

/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.

/37/

Publicity material by Deberny & 
Peignot for Univers – designed  
by Rémy Peignot in the 1950s and  
’60s, it shows a spiral galaxy.
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/39/

Excerpt from the book ‘Genesis’,  
set by Bruno Pfäffli in hot metal  
Univers and illustrated with  
wood cuts by Adrian Frutiger  
(heavily enlarged).
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THE QUICK BROWN FOX JUMPS
OVER THE LAZY DOG
the quick brown fox jumps
over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ
ÆŒ & 1234567890° £$% §†ßfiflæœ
abcdefghijklmnopqrstuvwxyz
[!?…’_.:-,;–‘—·] (¼½¾) Ç@©*

 Univers 55

THE QUICK BROWN FOX JUMPS
OVER THE LAZY DOG
the quick brown fox jumps
over the lazy dog

ABCDEFGHIJKLMNOPQRSTUVWXYZ
ÆŒ & 1234567890° £$% §†ßfiflæœ
abcdefghijklmnopqrstuvwxyz
[!?…’_.:-,;–‘—·] (¼½¾) Ç@©*

 Univers 63

Antique Presse 59 bis c. 60 / 48

Antique Presse 69 bis c. 60 / 48

Antique Presse 89 bis c. 60 / 48
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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 secondhand 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 Günter 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 Lino
film were produced. The uppercase italics were just slanted uprights with no 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 
a strong 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. I really suffered for it. 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 

Antique Presse and Univad              In the early 1960s, 
Antique Presse was made as foundry type after requests 
from the sales department at Deberny & Peignot. It is 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 
photoengraved plates. 
An article about Ladislas Mandel in Etapes Graphiques 
states: “Antique Presse, 1964. This is the first creation by 
Mandel.”26 A design from 1963 titled ` Antique Presse, 
Man del'  /40/ shows clear differences to later versions, 
for example S and C, and in the whole arrangement. 
Mandel explains that he designed nonclassical shapes 
for a, S and G, so as to fill the empty spaces and achieve 
a homogenous colour.27 The design was rejected, and it 
was reworked along the lines of Univers. The undated 
` Univers bis'  sheet /40/ 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 1988.29 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 crossstroke. This typeface has been 
unavailable since photosetting stopped being used.

/41/

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

/40/

Design by Ladislas Mandel, 1962 / 63 
(top), Universstyle corrected  
version (middle), finished version of 
Antique Presse from an undated 
brochure (bottom).
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rounding off the outer shapes with scissors and drawing strokes with a felttip 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 
72237. 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.

Non-Latin typefaces      In the 20th century there was 
increasing modernisation of nonLatin 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 
ex plained in a letter to Walter Greisner that he regarded 
this design as a new creation.30 Compugraphic made a 
new version too, which led to an issue of copyright in
fringement.31  
Ladislas Mandel had already designed a Cyrillic version 
of Univers in 1967 called Mir /42/ 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.33

Given that Greek lapidary script /09/ is the basis of sans 
ser if faces, it is interesting to note Frutiger' s adaptation 
of Univers to the Greek alphabet. The O of Univers Greek 
/44/, drawn by Adrian Frutiger around 1967 for  Monotype34 
is oval, whereas in lapidary script it is a circle.
In 1968 Asher Oron35 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.36 Yet the Hebrew 
alphabet has little in common with its Latin counterpart. 
It runs along two lines only, with some exceptions.  Having 
Oron adjusted to Univers’ xheight 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.

/44/

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

/43/

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

/45/

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

/42/

Cyrillic Univers for photosetting 
called Mir from 1967 by Ladislas 
Mandel for the International 
Photon Corporation.
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            Italic
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53 
Extended 

39 Thin 
Ultra Cond

63 Bold 
Extended 

73 Black Extended 

93 Extra Black 
Extended 

53 
     Extended Oblique 

63 Bold 
              Extended Oblique 

73 Black 
       Extended Oblique 

93 Extra Black
   Extended Oblique 

55 Roman

65 Bold 

75 Black 

85 Extra Black 

55 Roman 
          Oblique 

65 Bold 
                Oblique 

75 Black 
          Oblique 

85 Extra Black
             Oblique

45 Light
        Oblique

47 Condensed 
Light

57 
Condensed

67 Condensed 
Bold 

57 Cond 
            Oblique 

67 Cond
            Bold 
     Oblique 

47 Cond
      Light Oblique
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Ultra Cond

59 
Ultra Cond
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Univers extensions     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 
different story over at Linotype, even though Adrian 
Frutiger worked almost exclusively for Linotype from the 
end of the ' 60s. In 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 rereleased, Univers 93 followed 
five years later, but Univers 83 is still missing. Only in 
1990 was the Univers family extended by Adobe/Linotype 
for PostScript technology with four new wide italics /48/. 
Altogether there have been 35 weights produced by 
various manufacturers,38 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 versions39 prior to PostScript, one with 
a 12 ° tilt (which was used for the PostScript version since 
it was the only one that included narrow obliques) and 

/48/

27 weights of the digital Univers LT 
by Linotype – the numbers for 
roman and oblique are the same,  
as the obliques are only inclined at 
12 °, unlike the original.

/47/

Univers 69 was made in 1965 for 
Photon – much later, Haas’sche 
Schriftgiesserei produced weights 
39, 69 and 93 for their own 
photosetting machine.

/49/

The only Linotype TrueType font  
to retain the original 16 ° angle is the 
66 Bold Italic.

/46/

Stuck-on ‘daggers’ from Haas’sche 
Schriftgiesserei, used to prevent 
corners of their photosetting fonts 
from being rounded off during 
exposure.
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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 
ob lique /48/.
The first PostScript version of Univers by Adobe from 1987 
is full of mistakes.40 HansJürg Hunziker intervened at 
Adobe, and in 1994 a slight reworking was finally under
taken. The result was more or less the same as the current 
Univers by Adobe / Linotype /48/.
In 1993 Linotype agreed to Adrian Frutiger' s proposal to 
undertake a TrueType GX character extension for Univers, 
similar to Helvetica GX with 596 characters instead of 
the usual 256 for PostScript.41 The extension is done in 
part by using existing characters for photosetting such 
as the special I and a for use in schoolbooks /51/, small 
caps /52/ and the different varieties of ampersand, and 
also by using new characters. Extended characters in
clude old style figures (like small caps still in demand), 
more f ligatures42, the most frequently used accents in 
European languages, as well as swashes and mathemat
ical symbols. Whether Adrian Frutiger had Univers Flair 
/50/ in mind43 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.

/53/

Linotype final artwork of  
letters from the international 
phonetic alphabet corresponding 
to Univers 55.

/50/

Univers Flair by American  
Phil Martin (Alphabet Innovations) 
for the VGC Photo Typositor  
photosetting machine, 1970s.

/52/

Small caps for Univers 55  
are available from Monotype and 
Linotype; the latter also has 
alternative shapes for 4, 6 and 9.
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Linotype Univers     In 1996, Univers finally received the 
attention it deserved at Linotype, and was painstaking ly 
reworked using the original hot metal templates from 
1957. 
Reinhard Haus, artistic director at Linotype, took on the 
job together with Adrian Frutiger. Not only was the type
face extended from 27 weights and widths to 59 + 4, but 
the relationships of weights and widths were optimised 
/62/. The basis for that was the weight diagram for Neue 
Helvetica.44 The extension of Univers is in keeping with 
the zeitgeist, which also produced such superfamilies 
as Thesis and Fago. 
Frutiger drew the boldest and lightest weights, all the 
others in between were interpolated. While he was busy 
reworking the interpolated weights by cutting them out 
of black paper, remounting them and filling in missing 
parts with a felttip pen (and placing points for digitisa
tion) /54/, Reinhard Haus was digitising the masters /55/. 
All of the weights were reworked in that manner.
The starshaped numbering system of the many weights 
became problematic. The renumbering from 1997 (55 
became 550, the boldest weight was 1050) was not ac
cepted by users. In 1998 the current entirely threedigit 
system was established.45 It starts in the top left hand 
corner with the narrowest weight 110, and runs to the 
right in width up to 140 and down in boldness up to 940. 
The third position defines the slope; 0 is upright, 1 is 
ob lique.

/54/

Adrian Frutiger in his studio  
in 1996 busy cutting, sticking and 
retouching the artwork for the  
new Linotype Univers.

/55 /

Retouched paste-up designs  
with markings for digitising the 
new Linotype Univers  
920 condensed extra black.
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Univers

Univers

Univers

Univers

Univers

Univers
Univers
Univers
Univers
Univers

Univers
Univers
Univers

/57/

The title page, designed by Leonar di /  
Wollein, is based on com munist 
portraits that Hans-Rudolf Lutz 
‘drew’ in Univers in 1967.

/58/

In the Linotype Univers brochure 
from 2000 / 2001 some notable 
differences to the old Univers LT 
are clearly illustrated.

/56/

The regular weight of Univers LT 
(left) is slightly heavier than 
the new Linotype Univers (right).
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Univers 57, Univers LT 57, Linotype Univers 520 Univers 59, Univers LT 59, Linotype Univers 510Univers 56, Univers LT 55 Obl., Linotype Univers 431 Univers 58, Univers LT 57 Obl.,Linotype Univers 521

Univers 45, Univers LT 45, Linotype Univers 330 Univers 55, Univers LT 55, Linotype Univers 430 Univers 65, Univers LT 65, Linotype Univers 630 Univers 75, Univers LT 75, Linotype Univers 730

Kalksteinhöhle
Kalksteinhöhle Wasserkraftwerke

WasserkraftwerkeLuftkurorte
Luftkurorte Kartoffelernte

Kartoffelernte

Profondeurs Perspektive Maschinen Boxkampf
Profondeurs Perspektive Maschinen Boxkampf
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Univers original versus digital           When Deberny &  
Peignot was taken over in 1971, its matrices went to Haas, 
and in the course of being taken over by Linotype in 1989 
they went to Walter Fruttiger AG, where they remain 
today.46 The rights have been owned since then by Lino
type.
Although the original Univers was consulted, Linotype 
Univers diverges from the original in some important 
areas. The stroke widths of each weight are no longer 
mathematically equal. 
Linotype Univers has slightly less stroke width in the nar
row weights than in the wide ones in order to guarantee 
an even colour /60/. In the compressed weights the round 
let ters no longer have straight vertical strokes, which 
integrates them better into the character of the family 
/58/. Moreover, the stroke width contrast in the boldest 
weights has been raised to further accentuate the roman 
character /58/. To complete the extension, five totally 
new weights have been added /62/.
When comparing the foundry type original with the two 
digital fonts Univers LT and Linotype Univers /63/, it be
comes apparent that the alterations are more noticeable 
the narrower or wider the weight. In 630 one can see 
parti cularly well how Linotype Univers reverts to the 
original. This weight was clearly too narrow in Univers LT, 
aside from the fact that certain characters, like c, were 
insufficient in shape. 

/62/

Constant outline shapes of the 
individual weights through digital 
interpolation and subsequent 
drawing.

/63/

Comparison of weight, width and 
slope between Univers by Deberny & 
Peignot for handsetting,  
Univers LT and Linotype Univers.

/60/

Unlike the original concept,  
the stroke widths of the  
new digital Linotype Univers are 
made to match the widths 
optically.

/61/

The concept of width remaining 
almost the same in different 
weights – measured from the right 
edge of the downstroke –  
was retained.

/59/

Width relation of digital  
Univers LT – Univers 59 has a 
heavier stroke width than  
the other weights; the laws of 
optics were ignored.
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Univers adaptations Univers was an enormous success, 
produced by countless manufacturers for countless type
 setting machines. Made for photosetting on Lumi type 
and Photon in 1957, the foundry version followed in 1958 
by Deberny & Peignot. In 1961 Monotype released two 
parallel versions, one for their hot metal casting machines 
and one for Monophoto photosetting. 1961 was also the 
date of the American Type Founders foundry version, and 
another in 1970 (in anticipation of the Olympic Games in 
Munich 1972) /38/ by Ludwig & Mayer. 
As early as 1963 people other than printers could use the 
typeface, thanks to Letraset; and IBM Composer Univers 
(see page 190) was available on typewriters. Univers was 
released for linecasting by the British company Matro
type in 1967. Just seven years later Mergenthaler  Lino 
type followed suit with a linecasting version with only 
three weights, although the company had produced the 
type face for photo setting from 1969 on, albeit  hesitantly. 
Fru tiger was involved in this work. He wasn' t, however, 
in volved in adaptations by other manufacturers. The 
compugraphic version was drawn by André Gürtler and 
Christian Mengelt from 1967 on. Both Harris and Linotype 
prepared Univers for CRT setting, and Hell did so for its 
Digiset laser setter in 1977.
At the beginning of the new millennium the situation 
was only slightly less confusing, with six different digital 
versions by several suppliers. In the meantime there are 
three alternative versions of Univers available. 

Handsetting 

Deberny & Peignot | 1958 
American Type Founders | 1961 
Ludwig & Mayer | 1970 
Haas | 1971 
Stempel | 1973 

Machine setting  
Single-letter casting 

Monotype | 1961 
Ludlow 

Machine setting  
Line-casting 

Matrotype | 1967 
Neotype 
Mergenthaler Linotype | 1974 

Transfer type

Letraset | 1963
Mecanorma 

Strike-on composition

IBM | 1964
Varityper

Photosetting

Lumitype | 1957 
Photon | 1957 
Monophoto | 1961 
Compugraphic | 1967 
Mergenthaler Linotype | 1969 
Alphatype 
Berthold 
Dr. Böger 
Graphic Systems 
Haas 
Intertype 
Microtype 
Singer 
Stempel 
Wang

CRT setting

Linotype | 1969 
Harris
Hell

Lasersetting

Hell | 1977
Linotype
Scangraphic
 
Digital setting

Adobe / Linotype | 1987 
Bitstream | 1990 
Berthold •  
Scangraphic•  

URW •  
Linotype | 1998
Linotype |  2010

•  no longer available

Digital setting

Adobe / Linotype 
Univers LT 55 Roman / 55 Oblique

URW  
Univers Regular / Regular Italic

Berthold  
Univers BQ Regular / Italic

Scangraphic  
Sh Univers Roman / Italic

Bitstream  
Zurich BT Roman / Italic

Photon  
Univers Medium / Medium Italic

Monophoto  
Univers Medium 689

Berthold  
Univers 55 / 56

Compugraphic MCS 8600  
Univers Medium / Medium Italic

Linotype  
Linotype Univers 430 Basic Regular / 431 Basic Regular Italic

Photosetting

Lumitype 200  
Univers 751-55 / 751-56

Metal typesetting

Deberny & Peignot – Handsetting  
Univers 55 / 56

Monotype – Single-letter casting  
Univers Medium 689

Matrotype – Line-casting  
Univers 55 / 56

Mergenthaler V·I·P  
Univers 55 / Italic 56

Transfer type

Letraset ( Deberny & Peignot ) 
Univers 55 / 56

Mecanorma ( Deberny & Peignot )  
Univers 55 / Italic 56
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630 Bold
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/64/

This comparison shows the 
different weights and the angle  
of the italics.

Linotype Univers ™
Linotype
63 weights

11 UNIV_38_DE_EN_2014_def.Druck.indd   110 19.02.14   14:36



241 Thin Extended Italic240 Thin Extended

220 Thin Condensed

231 Thin Italic230 Thin

221 Thin Condensed Italic

141 UltraLight Extended Italic140 UltraLight Extended

120 UltraLight Condensed

131 UltraLight Italic130 UltraLight

121 UltraLight Condensed Italic

341 Light Extended Italic340 Light Extended

320 Light Condensed

331 Light Italic330 Light

321 Light Condensed Italic

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
  1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(  ¿ ¡ “ « ‹ › » ” ! ? ) 
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰ * † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰ * † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 12 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* †} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 12 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › »” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
  1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(  ¿ ¡ “ « ‹ › » ” ! ? ) 
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰ * † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰ * † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
  1234567890
å b ç d é fg h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(  ¿ ¡ “« ‹ › » ” ! ? ) 
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åb ç d é fgh i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿¡“ « ‹ › »” !? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰ * † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1 2 3 4 5 6 7 8 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ € 
 12 3 4 5 6 78 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › » ” ! ? )
{ § ° % @ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 12 3 4 5 6 78 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › »” ! ? )
{ § ° % @ ‰* †} 

 U n i v e r s  111

11 UNIV_38_DE_EN_2014_def.Druck.indd   111 19.02.14   14:36



Der Grundcharakter einer Schrift wird von einheitlichen Form
merkmalen aller Buchstaben eines Alphabets bestimmt. Er allein 
besagt noch nichts über das Niveau einer Druckschrift und die 
Qualität des Satzgefüges. Das Erscheinungsbild ist etwas Kom
plexes, das sich aus vielen Einzelheiten, wie Form, Proportionen

Der Grundcharakter einer Schrift wird von einheitlichen Formmerk 
malen aller Buchstaben eines Alphabets bestimmt. Er allein besagt 
noch nichts über das Niveau einer Druckschrift und die Qualität des 
Satzgefüges. Das Erscheinungsbild ist etwas Komplexes, das sich 
aus vielen Einzelheiten, wie Form, Proportionen, Duktus, Rhythmus

Der Grundcharakter einer Schrift wird von einheitlichen Formmerk -
malen aller Buchstaben eines Alphabets bestimmt. Er allein besagt 
noch nichts über das Niveau einer Druckschrift und die Qualität des 
Satzgefüges. Das Erscheinungsbild ist etwas Komplexes, das sich  
aus vielen Einzelheiten, wie Form, Proportionen, Duktus, Rhythmus

Der Grundcharakter einer Schrift wird von einheitlichen Form
merkmalen aller Buchstaben eines Alphabets bestimmt. Er allein 
besagt noch nichts über das Niveau einer Druckschrift und die 
Qualität des Satzgefüges. Das Erscheinungsbild ist etwas Kom
plexes, das sich aus vielen Einzelheiten, wie Form, Proportionen

 A B C D E F G H I J K L M N
O P Q R S T U V W X Y Z &
 ab c de fgh i j k l mnopq r s  
 t uvwxyzß12 3 4 5 6 78 9 0
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Characters of Univers 55  
for foundry type by  
Deberny & Peignot, Paris.

/66/

Characters of Univers LT 55  
by Linotype for  
digital typesetting.

/67/

Comparison between  
Univers for handsetting (top),  
Univers LT (middle)  
and Linotype Univers (bottom)  
in regular and bold weights.

Frutiger’s thoughts on the new Linotype Univers “The 
astonishing thing is Linotype' s position towards this new 
typeface family, which had its heyday and is still rated 
today. This in a period of time I would define as being 
a focal point of mighty worldwide change. [...] The young 
generation today is motivated by looking to the future 
[...] it' s not surprising that they often push the boun d
a ries of reason. The older generation looks on in horror, 
criticising graffitisprayed walls, closing their ears to the 
sound of loud dance music, and their eyes to the sight 
of posters full of blurry stencil fonts, bad typewriter  
fonts and letters twisted to the point of illegibility. They 
forget that today' s generation is the gateway between 
a world which is coming to an end and a future which 
will be very different. [...] The electronic age will have 
different requirements. New ways will forge a new world. 
[...] Why criticise it instead of trying to under stand it? 
Garamond has been one of the bestselling typefaces 
for some time (after thirty years of Times). Doesn' t that 
sound confident? I imagine a return to calm in a few 
dec  ades, perhaps to the love of designing a beautiful 
type face on a white piece of paper.”47
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 You may ask w
hy so many differen
t typefaces. They all serve th
e same purpose but they express man’s 

nts! Tous servent au même but, mais aussi à exprimer la diversité de l’homme. C’est  
cette même diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, re 
lever soixante crus, tous de la même année. Il s’agissait certes de vins, mais tous étai 
ent différents. Tout est dans la nuance du bouquet. Il en est de même pour les caractè 
res ! Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu hab 
en. Sie dienen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vie 
lfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-W 

einen aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alle 
s der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der 
Schrift. You may ask why so many different type  faces. They all serve the sam 
e 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 different Médocs a 
ll of the 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 typefaces. 
Pourquoi tant d’Alphabets différents ! Tous servent au même but, mais aussi 

à exprimer la diversité de l’homme. C’est cette 
même diversité que nous retrouvons dans les 
vins de Médoc. J’ai pu, un jour, relever soixante 
crus, tous de la même année. Il s’agissait certe 
s de vins, mais tous étaient différents. Tout est 
dans la nuance du bouquet. Il en est de même 
pour les caractères ! Sie fragen sich, w arum es n 
otwendig ist, so viele Schriften zur Verfügung zu 
haben. Sie dienen alle zum selben, aber machen 
die Viel falt des Menschen aus. Diese Vielfalt ist 

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 were wines but each was differ 
ent from the others. It’s the nuances that are important. The  
same is true for typefaces. Pourquoi tant d’Alphabets différe
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Helvetica
Max Miedinger
 1957

Linotype Univers
Adrian Frutiger
 1957

Folio
Konrad F. Bauer / Walter Baum
 1957

nh = 6.99 cm
nw = 5.96
ns = 1.21
nq = 0.93

Hh = 10.00 cm
Hw = 7.77
Hs = 1.30
Hq = 1.02

Hh : Hw = 1 : 0.77
Hw : Hs = 1 : 0.16
Hs : Hq = 1 : 0.78

Regular oh = 7.31 cm
ow = 6.90
os = 1.31
oq = 0.89

nh : nw = 1 : 0.85
nw : ns = 1 : 0.20
nh : oh = 1 : 1.06
nw : ow = 1 : 1.16

G K Q a t y ß 1 2

G K Q a t y ß 1 2Hofstainberg

Hofstainberg

G K Q a t y ß 1 2Hofstainberg

H noHq

Hs

Hw

Hh

nh

ns

nw

nq

os

ow

oq
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/69/

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

/68/

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

Typeface comparison    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.48 Univers, unlike Helvetica 
and Folio, was conceived of and developed as a large 
family right from the beginning.49

All three typefaces have similar characters to tradition
al 19thcentury 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 xheight of Univers is halfway be
tween that of Helvetica and Folio, although all three have 
rather tall xheights /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 is 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 
G K a and y.

K
Legs come to  
an angle

Q 
Horizontal tail 
with slightly 
concave shape

a 
Straight 
connection into 
stem

t 
Oblique start, 
end of curve is 
vertical

y 
Horizontal 
terminal

ß
Ligatureform 
long s and 
round s

1 2
Upstroke on 1  
slightly hollow; arc 
on 2 with straight 
finish

G
Angular connection 
to the stem, stem 
without spur
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HÔhxp7
1.00

0

cm Linotype Univers
39.5 pt

128
100
70 4.3

10

3.7−26

HÔhxp7
1.00

0

cm Folio
40 pt

127
100
64 5.6

10

5.5−35

HÔhxp71.00

0

cm Helvetica
39.9 pt

130
100
73 3.7

10

4.0−29

/70/

Height comparison showing the 
differences of x-heights to  
ascenders and descenders – the cap 
height is the starting point.
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EGYPTIENNE F
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Name of typeface
Egyptienne
Egyptienne F •

Humanist Slabserif 712 • •

Commissioned by
Deberny & Peignot 

Designer
Adrian Frutiger

Design  | Publication
c.  1956 | c.  1958

Typesetting technology
Photosetting Photon-Lumitype 
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– Deberny & Peignot | Photon Inc.
– D. Stempel AG | Linotype •

– Adobe | Linotype •

 Bitstream • •

Weights
3 | 6

4
4
4

Egyptienne is easily explained – it was made for one reason: publishers were using  Bodoni 
for their classic literature; however, they complained that their books set in Lumi type 
Bodoni didn’t look the same as the hot-metal versions. Printers also complained that 
Bodoni ended up too thin or too pointed if it wasn’t properly exposed /17/. I told them it 
was useless trying to make a Bodoni with bolder hairline strokes and bolder serifs. I would 
have to design a new typeface. For this reason I designed Egyptienne. The name is silly 
because the serifs were never as strong as the Egyptienne kind, it was just named like that. 
Maybe it has a certain kinship to Clarendon /10/, which also has rounded serifs. Egyptienne 
is a sort of strong neoclassical typeface, half way between a classical Antiqua and an 
Egyptienne, simply a strong book face.

The typeface was used a lot by publishers for a time; they were glad to have a  Bodoni- 
style typeface that they could rely upon to look good in print. So the typeface came about 
due to technical, rather than aesthetic considerations. Charles Peignot /02/ wanted to in-
clude the whole palette on his typesetting disk: classic fonts, an Egyptienne, a sans serif. 
He wanted to use all fourteen alphabets that were possible on the machine. Egyptienne 
was never made for hot-metal setting. I did try a few test castings of two or three letters 
with Marcel Mouchel, director of the engraving department. Peignot also thought it might 
be an interesting typeface for the foundry, but then along came Univers and took over 
everything, with the crazy task of cutting 35,000 punches. To my eyes Egyptienne is not a 
particularly important typeface. Al though to be fair, in the relatively short period of half 
a decade so much work had to be somehow pulled out of a hat so that the new machine 
could have the type it needed. The fact that not everything was perfect never bothered me, 
I just closed the book on it. 

One of the first drafts of Egyptienne /01/ stems from my first year at Deberny &  Peignot, 
that would be 1952 / 53. There’s still a lot of Walter Käch in there and it’s very student-like. 
One can see that in the lowercase a with its rounded shape, and the G with its spur, un-
typical of me, or the f with its hard top – it makes me surprised that it was really me who 
did it. I was experimenting so much at that time, every morning I’d arrive at the type 
foundry with a new idea. I was a free spirit. Apart from Charles Peignot’s requests, the 
business card face and later on the fantasy typefaces, nobody ever told me what to do. I 
was free to put my feelers out in any direction.

When the Bodoni problems with exposure arose I developed the preliminary designs 
using paste-ups /03/ and envisaged three weights from the start – like the Lumitype  Bodoni 
itself – although in the end only two were realised. 

In Egyptienne the lowercase ascenders are taller than the uppercase letters. I allowed 
my self to go my own way there /18/. Emil Ruder’s theory was behind that idea, that capitals 

A first typeface for photosetting                  Egyptienne,  
the first typeface designed exclusively for Lumitype, was 
dis played in the Lumitype catalogue in 1961 in three 
weights; romain /16/, italique and gras. The first year of 
its appear ance varies from source to source. The brochure 
for the Graphismes by Frutiger exhibition at Monotype 
House in 19641 has it as 1960. The brochure Typefaces 
designed by  Adrian Frutiger (D. Stempel AG, 1983) says 
1956 or 19582, and in ` Forms and Counterforms' 3 in the 
Gutenberg-Jahrbuch of 1985, Horst Heiderhoff lists the 
year of Egyptienne ' s appearance as 1955/56. 
Adrian Frutiger himself explains that Egyptienne came 
about due to exposure problems /17/ with Bodoni 501. 
Therefore it cannot have been produced before the in-
stallation of the first Lumitype machine in 1957. He cites 
1958 as the likely date.
Bodoni book C 504 for Photon-Lumitype (see page 81) 
also arose as a reaction to exposure problems which 
users had complained about. Thus this can only have 
appeared after 1961, as it is not included in the catalogue 
of the same year. We can therefore assume that Egyp-
tienne, made as a substitute for Bodoni, was adopted 
as a typeface in its own right, and that Bodoni received 
a second makeover in the end. 
It is a fact that Charles Peignot wanted to complement 
his classic typeface range with some new ones.4 This was 
reason enough to include Egyptienne in the range – 
alongside Méridien and Univers – as a new typeface, 
especially as Deberny & Peignot' s existing slab serif type-
faces were somewhat dated by then.5 In fact Egyptienne 
was the only slab serif face in the 1961 catalogue.
It is interesting to note the similarity between Egyptienne 
and Univers. Walter Greisner of D. Stempel AG in Frank-
furt noticed this kinship and in 1973 had the idea of incor-
porating Egyptienne as a text typeface with serifs into 
the Univers family.6 In 1976 Frutiger' s typeface was taken 
on by D. Stempel AG under the name of Egyptienne F 
(F stands for Frutiger) for Linotype photosetting, in four 
weights out of a total of six available on Photon. It is 
available as a digital font from Linotype and under the 
name of Humanist Slabserif 712 also from Bitstream.
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/03/

Paste-up on Bristol board –  
design for Egyptienne for Lumitype 
photosetting, probably mid 1950s.

/01/

Undated paste-up by Adrian 
Frutiger – design for a slab serif 
face showing features of the  
later Egyptienne F.

/02/

Businessman Charles Peignot –  
final artwork in the background is 
for Egyptienne by Adrian Frutiger 
for Lumitype photosetting.
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Ionic
Clarendon

Schadow

Rockwell
Memphis

Melior
Egyptienne F

Antique No.5
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ought to be small, making them more easily integrated. Nowadays I’m no longer so sure 
that Ruder’s theory is right. The x-height in practically all my early working typefaces is 
 relatively tall, but the proportions remain about the same. If you lay the typefaces over 
one another, you can see that clearly (see page 410). The fact that the proportions of my 
typefaces were similar wasn’t due to any concept. When you draw as much type as I did at 
Alfred Willimann, it  becomes second nature. My x-height is merely my personality, though 
I also like classic typefaces with their clearly smaller lowercase, their tall ascenders and 
large capitals. They just aren’t my pre ference. It has to do with people and space. I find 
that a person has a very defined vitality, the sort of person who just stands there with feet 
spread firmly on the ground. Not squarely like the Albrecht Dürer proportional construc-
tions, just naturally like a living person with their gait and their manner. I can’t express 
in numbers how I arrived at these proportions, it’s all a mat ter of feel. Numbers meant 
nothing to me. My eye always told me whether something was right or wrong.

For Lumitype I always started by making the cap height 11 cm (see page 83), no matter 
whether it was a light, bold or condensed face. I had determined that height for all weights, 
and based on that I then determined the x-height optically. I couldn’t always make those 
the same. If the serifs were bold I had to raise the x-height a bit so that the inner shapes 
would seem large enough, while I’d have to lower it for small typefaces. The lowercase  
x-height of Egyptienne, for instance, was slightly taller than that of Univers, precisely 
because I wanted the inner spaces to be more open /18/. I’d rather have used the x-height 
instead of the cap height as a standard, that way there would have been fixed consistency, 
but as soon as the serifs grew bolder there were problems. I kept the proportions of  classic 

Origins of Egyptian typefaces      Industrialisation first 
started in England in the late 18th century. Mechanical 
production lead to a surplus of products, giving rise to 
widespread advertising and marketing, which sought to 
distinguish products between competitors. This meant 
there was an abundance of printed advertisements and 
a broad spectrum of new jobbing typefaces.
At the same time both Britain and France were plunder-
ing Egypt' s antiquities, unleashing wild enthusiasm for 
Ancient Egypt at home.7 
Both events left their mark on the output of English type 
foundries. The first slab serif face appeared in 1815, Two 
Lines Pica Antique /04/ by the Vincent Figgins type found-
ry. It had unbracketed serifs. Figgins also produced the 
first clarendon-like typeface8 in 1815/17, with bracketed 
serifs. The name ` Egyptian'  was first applied in 1816, al-
beit to a sans serif.9 The Robert Thorne type foundry 
introduced a slab serif ̀ Egyptian'  in 1820, Two Line Great 
Primer Egyptian /05/ with unbracketed serifs. In 1843 the 
Alexander Wilson type foundry made an ̀ Egyptian'  with 
bracketed serifs /06/.
The term ̀ Egyptian'  was thus applied to a sans serif face 
and to some slab serif faces (mostly with unbracketed 
serif connections). In the 20th century ̀ Egyptienne'  gen-
erally refers to slab serif fonts or to their classification 
group.

/07/

Serifs with concave stem  
transitions: Double Pica Ionic, 
Henry Caslon, 1844.

/04/

Square serif transition: Two Lines 
Pica Antique, Vincent Figgins,  
1815/17.

/09/

Recut of the English Antique  
by Blake & Stephenson, c. 1838 – 
available from Bitstream as 
Egyptian 710 BT.

/06/

Serifs with concave stem  
transitions: Eight Line Egyptian 
Condensed, Alexander Wilson, 1843.

/08/

Serifs with concave stem  
transitions: Two Lines English  
Clarendon, William Thorowgood, 
1848.

/05/

Square serif transition:  
Two Line Great Primer Egyptian, 
Robert Thorne (W. Thorowgood), 
1820.

/12/

Precursor of a new style of type –  
matter of fact expression without 
drop shapes: Schadow by  
Georg Trump, 1937.

/10/

Ionic, recut by C. H. Griffith, 1926; 
Clarendon, recut by Hermann 
Eidenbenz, 1951–53; Egizio by Aldo 
Novarese 1955. 

/11/

Rockwell and Memphis from  
the 1930s were based on the early 
Egyptian faces from the 19th 
Century.

/13/

Static typefaces with reinforced 
serifs and concave transitions: 
Melior 1952 by Hermann Zapf and 
Egyptienne F.
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Problems of photosetting        Neoclassical typefaces 
such as Bodoni caused problems for photosetting due 
to their very fine serifs and hairlines. The danger that 
these fine details would not be reproduced in print was 
great. Nevertheless, this is a chain of problems which 
cannot entirely be attributed to photosetting alone: the 
process of photosetting for offset printing was more 
com plex than the direct process of hot metal setting for 
letterpress. There were more production stages that 
could potentially reduce the quality of reproduction. Prob-
lems arose due to the short time of exposure, contami-
nation of the developer and fluctuations in duration and 
temperature for developing and fixing photographic 
material. The same problems could recur in plate-making.
Another factor is that thin offset printing ink on smooth 
paper changed the appearance of type, compared to 
letterpress printing on uncoated paper.
The difficulty for type design lay in the fact that in photo-
setting, one character had to serve for continuous scaling 
from 4 up to 36 or even 72 pt. It was only in a later phase 
of photosetting that a solution was sought – particu- 
larly for neo-classical typefaces – by having three design 
sizes10 for small, regular and large point sizes. However, 
photosetting never attained the quality of foundry type, 
because each single point size in the latter method was 
cut for maximum legibility, and the set width adjusted 
accordingly. 

/18/

In relation to classic typefaces –  
Linotype Bodoni is shown here –  
Univers and Egyptienne F have a 
high x-height / cap height ratio.

/14/

‘Egyptienne’ as a description is  
for slab serifs in general,  
and certainly not for a precise kind 
of serif form.

/15/

Drop-shaped serifs in Bodoni  
and Clarendon compared  
to the angular serifs of Méridien 
and Egyptienne F.

/17/

This text sample of Lumitype  
Bodoni 501-55 demonstrates the 
problem of hairlines breaking up  
in photosetting.

/16/

Sample setting of Egyptienne F 
romain 651-55 from the Caractères 
Lumitype typeface catalogue by 
Deberny & Peignot, 1961.
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typefaces absolutely intact, though even there I always started with a cap height of 11 cm. 
I would never have let myself alter a Bodoni. The above goes only for my own typefaces.

I worked for around one and a half months on the regular and black weights of Egyp-
tienne, after which I made a proper italic with an italic g shape /26/. Egyptienne must have 
been one of the first typefaces on Lumitype. Later it was extended to six weights. Stem-
pel / Linotype adapted Egyptienne in 1976, naming it Egyptienne F /23/. I didn’t have a great 
deal to do with that, I only went there once a month, and when I did we mainly discussed 
new typefaces. We took the Lumitype type specimen and added the bold, the 65, to it /20/. 
The Stempel type people had tremendous high standards of quality. I could learn a lot 
from them about details. If a Stempel worker asked me whether they could change a letter 
slightly, I immediately consented. I knew they could do it better than me. They really im-
proved the italic. The lowercase k and p are still very student-like in the Lumitype version. 
Stempel added more of a handwritten character with the swinging lower k arc and the flat 
initial stroke of the p /26/. Unfortunately, the serifs in today’s DTP version are no longer 
concave, meaning that much of its liveliness disappears /22/, but I’ve never cared to argue 
about such matters.

I discovered much Universness in the typeface – I was apparently still trapped in the 
world of Univers and my teacher Walter Käch. The e end stroke, for example, has a typi-
cally thickened Univers terminal, which is absolutely unnecessary; in a classic typeface 
the e ought to have a thin end /16/. And the terminal at the top of the a is square, I could 
have made it round. Perhaps it would’ve been wiser to try and make a slighly stronger 
Bodoni ? It certainly would have been possible to make the serifs and hairlines slightly 

Development / adaptation of Egyptienne F  Although 
Adrian Frutiger had conceived four weights (55, 56, 65, 
75) for Egyptienne right from the start /03/, only 55,  
56 and 75 were initially produced for photosetting on  
Photon-Lumi type.
Later the bold 65 weight was added, plus the regular 
weight was extended to include small caps. In the un-
dated International Photon Corporation font catalogue 
(itself based on the Lumitype catalogue from 1961) there 
is an Egyptienne 656 next to Egyptienne 651. It is the 
same typeface; although all four weights have the same 
character width, they have simply been duplexed. The 
black 75 weight is missing. Instead there is the addition-
al 65 weight.
The American company Dymo Graphic Systems took  
over the five weights 55, 56, 65, 66 and 75 from Photon- 
Lumitype. In an undated ` Temporary specimen'  issued 
by the company an additional sixth weight, Egyptienne 
651-76, is shown.
Frutiger reworked the four originally conceived weights 
/03/ for Stempel photosetting in 1976, which were to be 
readapted for new techniques and machines repeat - 
edly. A new variant was made for f and j for the Linotron 
505 /23/, these are narrow letters without kerning. The 
curve of the f was narrowed, while the terminal serif of 
the j was simply cut off.

/21/

Comparison of diaereses and  
i-dot between Egyptienne F and  
Humanist Slabserif 712 (bottom) – 
the circular shapes are incongruous 
and clearly too small.

/19/

Extension of Egyptienne from three 
to six weights for photosetting by  
the International Photon Corp. and 
Dymo Graphic Systems.

/20/

Letter and accompanying draw-
ings of Egyptienne F 65 with 
corrections from Adrian Frutiger 
to Linotype, 1977.

/22/

Clear differences in the  
strokes, serif shapes and serif 
thickness between the three  
weights from Linotype (grey)  
and Bitstream.
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bolder. However, even if I had maintained the character of Bodoni, it still wouldn’t have 
been Bodoni anymore, and one couldn’t have called it as such. I probably did the Univers- 
style thickening because I simply didn’t like the drop shape, it always seemed alien to me. 
There is a certain consistency to it, one can also see that in the f and j /15/. It’s not as un-
considered as it first appeared to me after all. The y is a total mistake, but there, too, I just 
didn’t manage to do the drop shape. It was supposed to have a strong terminal at the bot-
tom, there’s still a lot of Méridien in there.

In the end, Egyptienne is no substitute for Bodoni, and I don’t think the clients were 
entirely satisfied with the solution. Yet it’s still a useful text face, as the baseline is very 
good, distinctive and stable under any exposure. It’s a shame it never received a proper 
name.

Formal differences between the versions   Egyptienne 
has a distinct similarity of shape to Univers. Despite its 
serifs, the counters appear to be the same size due to 
the x-height being raised /18/. On the other hand, the 
uppercase proportions of Adrian Frutiger' s Egyptienne 
are more diverse.
Compared to the first draft /01/ the produced version 
has a more dynamic expression, particularly the upper-
case letters. The stroke contrast is slightly greater, D O 
Q are slightly wider and thus appear less square. The 
serifs of the round letters flow from the curves. Single 
characters like G R a f g r t 3 6 7 9 have redesigned shapes 
(for instance the g has a double loop).
The serifs of Frutiger' s original Egyptienne for Photon- 
Lumitype are slightly curved /16/. This makes them appear 
less rigid than those of many slab serifs. The Egyptienne F 
reworking of the typeface by D. Stempel AG / Linotype 
in 1976 maintained the appearance of the original form 
and indeed improved the italics. This version is distin-
guished by a more pronounced handwritten touch, which 
can also be found in the later PostScript version, along 
with an asymmetrical counter space in the lowercase p 
/26/. Unfortunately, the bases of the serifs were straight-
ened when reworking the Adobe PostScript version, but 
not for the Bitstream version /21/. Even so, the latter has 
slightly stronger and more symmetrical serifs /22/, and 
the upstroke seems flatter /26/. More apparent differ-
ences can be discerned with the number 5 /24/.

/26/

Linotype’s italic (middle) appears 
more elegant and dynamic  
than the original – it has retained 
the asymmetric foot serif on p.

/25/

The Linotype (middle)  
and Bitstream (bottom) R is wider,  
its right leg has a square end; 
6 has a different arc shape.

/24/

The Lumitype 5 (top) has a down - 
stroke, Linotype (middle) only  
has it in black, Bitstream does not 
have it at all.

/27/

Bitstream’s version has an obvious 
error in lowercase u, the left 
downstroke is bolder than the  
one on the right.

/23/

Working drawings for the Linotype 
VIP typesetting machines (left) with 
overshot serifs, and also for 505 
without overshots.
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Les premiers hommes, témoins des mouvements convulsifs de la 
terre, encore récents et très fréquents, n’ayant que les monta- 
gnes pour asiles contre les inondations, chassés souvent de ces 
mêmes asiles par le feu des volcans, tremblants sur une terre qui 
abcdefghijklmnopqrstuvwxyz äbcdëfghijklmnöpqrstüvwxyz ab

Les premiers hommes, témoins des mouvements convulsifs de la 
terre, encore récents et très fréquents, n’ayant que les monta- 
gnes pour asiles contre les inondations, chassés souvent de ces 
mêmes asiles par le feu des volcans, tremblants sur une terre qui 
abcdefghijklmnopqrstuvwxyz abcdefghijklmnopqrstuvwxyz ab

Les premiers hommes, témoins des mouvements convulsifs de la 
terre, encore récents et très fréquents, n’ayant que les monta- 
gnes pour asiles contre les inondations, chassés souvent de ces 
mêmes asiles par le feu des volcans, tremblants sur une terre qui 
abcdefghijklmnopqrstuvwxyz abcdefghijklmnopqrstuvwxyz ab

Les premiers hommes, témoins des mouvements convulsifs de la 
terre, encore récents et très fréquents, n’ayant que les monta- 
gnes pour asiles contre les inondations, chassés souvent de ces 
mêmes asiles par le feu des volcans, tremblants sur une terre qui 
abcdefghijklmnopqrstuvwxyz äbcdëfghijklmnöpqrstüvwxyz ab

 ABCDEFGHIJKLMN
 OPQ RS T UVWXYZ & 
 abcdefghijklmnopqrs 
 tuvwxyzß1234567890

 

 

&

ß
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The quality of an atypical typeface         While Adrian 
Frutiger' s Egyptienne is considered to be a static type-
face, it does not necessarily create this impression. The 
curves on C G S appear slightly asymmetrical and the con-
 nections to the semi-serifs have no spurs on them. The 
leg of the capital R is extended diagonally, adding move-
ment to the face. On the whole Frutiger' s Egyptienne 
possesses varied and exciting rhythm. 
In the reading sizes the open appearance of Egyptienne 
with its accentuated base line promises to be extreme-
ly readable. The serifs are by no means dominant. Egyp-
tienne is more like a robust serif than a slab serif typeface. 
In the display sizes, the character of the face and the 
beauty of its shapes comes to the fore. Its appearance 
is succinct, the serifs deliver a strong expression. 
The widths of Linotype' s Egyptienne F are better fitted 
than to Bitstream' s Humanist Slabserif 712, which appears 
rather uneven /30/. As far as the curved serifs go, how-
ever, this cloned version is closer to the Lumitype orig-
inal. The regular weight is distinguished by a more pro-
nounced human touch, as the new given name implies.
When looking at the individual character shapes, the 
qualities are distributed unevenly between the two ver-
sions. Thus the Q tail of Bitstream' s regular weight flows 
more delicately out of the curve /29/, while the circular 
diareses /21/ disappear when set in smaller point sizes 
/30/.

/28/

Characters of Egyptienne romain 
751-55 for Lumitype photosetting 
by Deberny & Peignot.

/30/

Readability comparison between 
Egyptienne Lumitype (top),  
Egyptienne F Linotype (middle) and 
Humanist Slabserif 712 Bitstream 
(bottom).

/29/

Adrian Frutiger’s Egyptienne  
in the digital version, Humanist 
Slabserif 712 by Bitstream.

12 EGYP_32_DE_EN_2014_def.Druck.indd   124 20.02.14   08:04



66 pt | –40 52 pt | –15 35 pt | –10 23 pt | 0 15 pt | 19 pt | 0 10 pt | 13 pt | 2 8 pt | 10.2 pt | 10 6.5 pt | 8 pt | 15 75 Black

55 Roman

65 Bold

56 Italic

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
klmñôpqrš 
tüv w x yzß 
fi fl æ œ ø ł ð
[ . , : ; · ’/- – — ]
(¿¡“«‹ ›»”!?)
{§°%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å bçdéfgh ij 
k lm ñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’/- – — ]
( ¿ ¡ “« ‹ › » ” ! ? )
{ §° % @ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
k lmñôpqr š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; ·’/ - – — ]
( ¿¡“«‹ ›»”!? )
{ § ° %@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’/- – — ]
(¿¡“«‹ ›»”!?)
{§° %@ ‰*†} 

 Sie fragen sich
 warum es notwen
dig ist, so viele Schriften z
ur Verfügung zu haben. Sie dienen all 

s auch mit der Schrift. You may ask why so many different typefaces. They all serve t
he 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 different Médocs all of the sam
e year. All of them were wines but each was different from the others. It’s the nuance 
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mais tous étaient différents. Tout est dans la nuance du bouquet. Il 
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zum selben, aber machen die Viel falt des Menschen aus. Diese Vielf 
alt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert mit 
sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos W 
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 tuvwxyzß1234567890

Egyptienne F ™
Linotype
4 weights

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
XSF
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Egyptienne F
Adrian Frutiger
1958

Melior
Hermann Zapf
1952

Egyptian 505
André Gürtler
1966

nh = 6.97 cm
nw = 6.10
ns = 1.25
nq = 0.81

Hh = 10.00 cm
Hw = 7.91
Hs = 1.34
Hq = 0.97

Hh : Hw = 1 : 0.79
Hw : Hs = 1 : 0.17
Hs : Hq = 1 : 0.72

oh = 7.28 cm
ow = 7.38
os = 1.36
oq = 0.73

nh : nw = 1 : 0.87
nw : ns = 1 : 0.20
nh : oh = 1 : 1.04
nw : ow = 1 : 1.21

Roman

Q R Sa g y &2 5

QR S ag y &25

Q R S a g y & 2 5

Hofstainberg

Hofstainberg

Hofstainberg

H noHq

Hs

Hw

Hh

nh

ns

nw

os

ow

nq oq
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Typeface comparison     All three typefaces below are 
based on the neoclassical model, each showing vertical 
stress. However, they have a low thick-thin contrast and 
have strong serifs with bracketed connections to the 
stems. They also appear less static than most typefaces 
of this class due to varying capital widths.
Because of their strong serifs Egyptienne F and Egyptian 
505 may be classed as slab serif typefaces. On the whole 
though, classification is not straightforward, as there are 
various models of classification. In the book Technische 
Grundlagen zur Satzherstellung, the typefaces Melior and 
Egyp tienne F are placed in the Clarendon sub-group of 
slab serif linear roman fonts.11 In the brochure  Wegweiser 
Schrift, Hermann Zapf ' s Melior is in the newspaper font 
subgroup of static roman fonts, while Egyptienne F is in 
static Egyptienne fonts.12

In general Melior has a higher stroke contrast and more 
angular curves which sets it apart from the other two 
typefaces shown below. Egyptienne F and Egyptian 505 
have more in common with each other, which is not so 
surprising seeing as the designer of Egyptian 505, André 
Gürtler, spent six years working in Frutiger' s studio be-
fore teaching type design at the Basel School of Design. 
Egyptian 505 started life as part of a student project in 
room 505 of the Basel school.

/31/

Measurements of stroke width  
and proportions of Egyptienne F 
regular weight.

/32/

Compared to the other two  
slab serifs Melior and Egyptian 505, 
Egyptienne F is the strongest and 
most balanced.

Q
Oval shape, 
horizontal tail on 
baseline

R
Wide serif, 
extended leg

S 
Narrow form

a 
Horizontal 
terminal

g 
Round connection, 
counter 
symmetrical

y
Horizontal 
foot serif

&
Italic capital shape 
with connected 
cross-stroke

2 5
Horizontal 
terminals
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HÔhxp7
1.00

0

cm Melior
41.4 pt

132
109

67 6.3

10

5.5−37

HÔhxp7
1.00

0

cm Egyptienne F
43.9 pt

129
110

73 5.1

10

4.7−34

HÔhxp7
1.00

0

cm Egyptian 505
47 pt

140
102
70 4.5

10

4.4−31

Roman
Bold
Black
Italic

Hw
 7.72 = 1
7.82 = 1.07
8.40 = 1.15
7.39 = 1.02

Hs
1.35 = 1
 1.95 = 1.44
2.43 = 1.80
1.38 = 1.02

Hq
 0.89 = 1
 0.98 = 1.10
 1.28 = 1.44
0.91 = 1.02

Hh
10.00 cm
10.00 
10.00 
10.00

HHH
H
13.2°

/34/

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

/33/

Comparison showing the  
different weights and angle of  
the italics.
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128 log o s  a n d  w o r d m a r k s

Sciences
scientific publication
Paris (F)

Librairie Scientifique Hermann
scientific literature booksellers
Paris (F)

Georges Johannet
architect
Paris (F)
Design: André Gürtler

Deberny & Peignot
type foundry
Paris (F)

Éditions Scientifiques Hermann
scientific literature  
publishing house
Paris (F)

Kirchhofer
watches and jewelery
Interlaken (CH)

Pierre Berès
publisher
Paris (F)

logos and wordmarks 

 1957 – 1960
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/01/

Linotype Europa Quick line setting 
and casting machine – in the centre 
is the keyboard and above it the 
matrix magazine.

/04/

The obverse characters on the rear 
face of the matrices allowed the 
compositor to check the line of type 
before it went to casting.

/03/

The toothed rod over the magazine 
holds the matrices in place until they 
are sorted and fall back into their 
respective magazine channels.

/05/

The newly cast line hardened 
immediately and was then laid next 
to the previously cast lines on the 
make-up galley.

/02/

Duplex matrices in normal and 
semibold – for correct sorting each 
matrix has a distinctive tooth 
pattern.

production of type 

machine setting – line-casting

In 1884 Ottmar Mergenthaler, a watchmaker born  
in Germany, brought his first typesetting machine 
to market in the United States. In 1886 the name 
`  Linotype'  was introduced. The setting, casting and 
distribution mechanisms were united in a single 
machine /01/. The magazine with the matrices was 
located in the upper part of the machine, while the 
distributor mechanism was underneath. 
The matrices /02/ are the key part of Mergenthaler' s 
invention. They serve as a setting medium instead 
of lead characters, and are stored in a magazine 
above the keyboard. Released by a key press, they 
align themselves in the assembler into a line of text 
/02/. The typesetter can read the typed text repre-
sented by the assembled matrices and make any 
necessary corrections by hand.
Cone-shaped justification wedges were introduced 
into the spaces between words. Before casting could 
begin, these would be forced up between the letter 
groups, justifying the line and holding the matrices 
solid. A simple lever press took the matrix line to 

the casting nozzle, where they were cast. Complete 
lines were produced this way. The machine then 
automatically worked the cast matrices to an exact 
line height and body size, and would place them on 
the make-up galley /05/. Directly after casting, a part 
of the machine known as the elevator transported 
the used matrices up to the distributor /03/ where 
the single matrices were resorted back into their 
appropriate slots in the magazine through identifi-
cation by combination teeth, unique to each matrix. 
In this way they were ready to be used on the next 
line of text to be set. 
The characters were not subject to any limitation in 
units. However, a duplex matrix /02/ had to have two 
glyphs of equal width on its casting edge. Usually 
these were a roman, and either the italic or semibold 
cut of the same typeface. Therefore, the italic version 
had to be adjusted to the roman, and the angle of 
inclination was made steeper. In addition, this setting 
technology did not allow for any kerning. All matri-
ces must have a minimum wall thickness and there-

fore the side bearing must not vary by more than 
+/– 0.1 mm.
At the end of the 19th century, Linotype used pan-
tographs and pantographic milling machines for the 
production of their matrices. Engraved brass tem-
plates, 10–20 cm in size, were prepared for the punch- 
cutting machines. Using the pantograph' s pointer, 
the punch cutter would trace out the outline of the 
letter in order to mill it, with a prepared reduction 
factor, into the blank punch clamped at the other 
end. After the preparation of the master type punch, 
the actual matrix production could begin. In a pro-
cess of over 60 stages, the characteristic Linotype 
matrix was produced from a block of brass.
In the USA matrices were produced only by Linotype 
themselves, D. Stempel AG exclusively sold Linotype 
matrices in Germany. Matrotype in England and 
Sofratype in France also offered Linotype matrices, 
usually in combination with copies of Linotype type-
faces.

Opéra
Page 130

Concorde
Page 150
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Name of typeface
Opéra

Commissioned by
Sofratype

Designer
Adrian Frutiger

Design  | Publication
1958 | 1960

Typesetting technology
Machine line-casting

 Manufacturer
– Sofratype

Weights
3

I designed Opéra in 1958 at the request of Alfred Devolz. It was his ambition to have his 
small company Sofratype, which made matrices for line-casting, offer a newspaper type-
face of their very own. French newspapers were dominated by Excelsior, which was dis-
tributed by Linotype. Linotype was the main player for newspaper printers at the time; 
Monotype was pretty insignificant, and consequently Times was seldom used, not even 
once Linotype got a licence for it and sold it themselves.

I patiently set about drawing a proper newspaper typeface, clean and as good as I 
could muster, but to be frank I wasn’t really excited enough about it. It all happened very 
quickly. I simply did what I could with so little time and delivered the sketches /03/, while 
a colleague executed them. Although he showed me the drafts and we discussed them a 
little, we didn’t really go into the finest details. My colleague worked very independently, 
as well as he deemed fit. An upright weight was produced with matching small caps, an 
italic and a semibold, all from 8 to 12 pt.1 There was no special headline size. I determined 
that the character should follow the semibold weight as it had to share a matrix with the 
regular weight /05/ – the uniform spacing of fonts for technical reasons, always together 
on one matrix, was ever the shortcoming of Linotype fonts.

The italic is a cross between a real italic and a slanted upright. Instead of drawing 
real tails I made do with putting straight little feet on the end of the downstrokes /08/. The 
 numerals are on the narrow side; they were tabular figures to be used for setting stock 
exchange prices. The small caps look pretty narrow too, they appear to be almost indepen-
dent. I made a compromise with the lowercase shapes: for a c f  j and r I chose the usual 
teardrop shape. It would have seemed strange to use unusual ideas for a newspaper type-
face. The short descenders are also typical for use in newspapers, they’re normally much 
longer in my typefaces. Nevertheless there are a few details that perhaps recall Latin 
faces or Méridien in particular, such as the uppercase J. I had to give a little of myself 
after all.

The result was fine, but Sofratype was a small company and one couldn’t demand the 
very highest quality. So the serifs aren’t concave, as that would have been too much for 
the engravers. I just couldn’t have asked for it. However, Devolz was happy with it, and 
when the French daily paper Le Figaro bought Opéra he was also proud. Only one page of 
Le Figaro was set in it. It didn’t look any worse than other typefaces, but nor did it look 
any better – it was just an ordinary newspaper face.

Alfred Devolz was responsible for naming it, he wanted to name his own typefaces 
after major squares in Paris. Opéra was the starting point and springboard for Concorde 
(see page 150), but that’s another story altogether.

Development of Opéra       Alfred Devolz approached 
Frutiger' s employer Deberny & Peignot about producing 
a newspaper typeface. Devolz, from Switzerland, owned 
a company in Paris, Sofratype, which manufactured ma-
trices for line-casting machines. Charles Peignot agreed 
to allow his famous artistic director to work for another 
company under two conditions: first , that the name  
Adrian Frutiger be used only in connection with Deberny  
& Peignot, and second, that any designs by Adrian Fru tiger 
be personally approved by Peignot  himself.2

Alfred Devolz was very happy with this amicable accord 
to the problem mentioned, but not elaborated upon in 
a letter following the oral agreement.3 It is interesting 
to note that Adrian Frutiger sent a letter to Alfred Devolz 
from his private address two days prior to the agree ment 
between Sofratype and Deberny & Peignot, contain ing 
a drawing of the first three test letters for engraving 
/03/.4

Frutiger himself produced a sketch of Opéra in 1958 /02/, 
after which his colleague Ladislas Mandel produced the 
final artwork /04/. The test engravings made after the fi nal 
artwork were discussed between Frutiger and the Sofra-
type engraver.
In July 1960 Opéra was advertised as a typeface in a mar-
ginal note in the French trade publication Informations 
TG. Despite having the same character width in the romain 
and gras weights, it looks unconstrained, and Fruti ger 
even  manages the impossible by designing an italic which 
is not merely slanted. Opéra was declared to have excel-
lent legibility.5 Opéra was presented by Sofratype in a 
four-page leaflet, designed by Bruno Pfäffli, showing the 
testword ` Êhpà'  in three weights: romain, italique and 
gras. A sample setting and a character showing are, how-
ever, only shown for romain and italique.
Sofratype was bought by Mergenthaler Linotype in the 
USA in the mid-1960s under the aegis of Mike Parker. 
Opéra was never adapted to other typesetting systems.
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/01/

Title page of the Sofratype  
type specimen brochure for the  
newspaper typeface Opéra –  
early 1960s.
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/04/

Pencil drawings of Opéra on 
tracing paper and sketches 
of different letters with hatching 
between them.

/02/

Letter sketch showing heights for 
what was to become Opéra –  
the extremely short descenders in 
comparison to the ascenders  
are noteworthy.

/03/

Design of the first three characters 
for test casting Opéra – capital 
with accent, lowercase letters with 
ascender and descender.
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OPÉRA vous propose un jeu de capitales accen-
tuées plein œil, vous assurant ainsi dans votre 
texte, une image régulière, dans laquelle les 
accents se placent avec aisance. Vous y remar-
querez en plus, l’importance du corps de la lettre, 
l’equilibre des volumes, qui font

ABCDEFGHIJKLM
NOPQRSTUVWXYZ
abcdefghijklm
nopqrstuvwxyz
1234567890

Ehpa Ehpa Ehpa

nnn

Formal characteristics     There are three special formal 
characteristics of Opéra. Two of them are atypical of Fru-
tiger' s typeface design. One is its irregular appearance; 
in  particular the capital V and lowercase v seem narrow, 
whereas the lowercase k is wide and awkward in the re-
gular  weight /07/. The other is the angular connection of 
the curve to the stem in lowercase h m n u /06/, a feature 
unusual in Frutiger' s work as they are normally round ed. 
Furthermore, Frutiger uses teardrop shapes, after having 
emphatically spurned them in Méridien. However, he 
breaks the classical principle in the only capital with the 
teardrop shape, the J: here he opts for a semi-serif to 
match  the other characters /07/. Hence the teardrops 
only appear in lowercase, although not the s, as is often 
the case.
Apart from these special characteristics, Opéra is a typ-
ical Frutiger typeface with similarities in shape to Méri-
dien. Its general appearance is open and wide and contem - 
porary, as opposed to that of the antiquated Excelsior 
/07/. A noticeable feature of Opéra is that its lowercase 
italic has feet pointing in the reading direction which 
give it a more dynamic appearance compared to a sloped 
typeface /08/.
Due to its very tall x-height, even for a newspaper type-
face /10/, Opéra can be set small to save space without 
impairing its readability.

/09/

Specimen of Opéra in 8 pt in  
romain (top) and italique (middle) – 
in comparison with Excelsior  
in 8.7 pt (bottom).

/07/

The three Opéra weights with 
additional narrow small caps in 
regular (right) and Excelsior 
(below).

/05/

Diagram of Opéra – all three 
weights have the same character 
width, since two weights of 
a character are engraved on one 
line-casting matrix at a time.

/08/

The italics of serif typefaces Perpetua, 
Times, Melior and Opéra have 
different terminal shapes: serif, tail 
and foot respectively.

/10/

Compared with Excelsior, Times 
and Melior (from left), Opéra has a 
noticeably larger x-height, but 
shorter descenders.

/06/

Rather atypically of Frutiger 
and unlike Méridien, the curve 
connections to the stems 
are angular in Opéra (right).
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Design  | Publication
1959 | 1961

Typesetting technology
3d Neon Lettering
Adhesive letter set ( backlit )

Designer
Adrian Frutiger

Commissioned by
Aéroport de Paris
Orly Sud

Name of typeface
Alphabet Orly

Manufacturers
Unknown

Weights
2

The first designs for Alphabet Orly were created in 1959 for the opening of the new Aéroport 
d’Orly-Sud in 19611 /01/. Orly used to be a small airport in the south of Paris but after its 
extension  it became the most important. The airport’s director – I don’t remember his 
name – an elder ly gentleman and friend of Charles Peignot, contacted him to ask whether 
he could take care of the signage. Peignot then commissioned me with the design of the 
new alphabet specifying that I should design a signage face based on the typeface Peignot, 
which was named after him. The result was a kind of narrow Peignot, a pure capital letter 
typeface, which has much in common with Univers.

Additionally, Charles Peignot started to speak of colours: everything to do with de-
partures should have blue letters on a light blue background and everything to do with 
arrivals should have red letters on a pink background. But there were constantly new ad-
ditions: ‘Arrivées’ got a dark blue background to differentiate itself from ‘Départs’ with a 
light blue one. He tried to build a system but in the end he got everything mixed up /06/. I 
had no influence on the use of colours. I had absolutely no say in the matter. With his 
coloured boards Peignot acted a bit like an artist. In the end I thought it was akin to a 
bunch of flowers. This was Charles Peignot’s project. I only followed his instructions. The 
basic layout of the  boards was done by me, and Bruno Pfäffli then created the templates 
with the right order of  text. The panels, however, were done by different sign painters. One 
day one worker came, the  next day another. And you know what it’s like: the lettering starts 
on a particular day and then  it continues for years without you being present all the time. 
I wasn’t in Orly on a daily basis  to control the work. I was quite unhappy about it all be-
cause I could see that it was neither beautiful nor what the airport really needed. But 
exactly what it really needed I didn’t know at the time.

My criticism is this: capitals are too big for a signage system. If you have gigantic 
boards, then you can read capitals well, but you can never fit enough text on smaller boards. 
Regarding the space problem Charles Peignot asked me to develop two alphabets, a wider 
one and a narrower one. If they had lots of space, they took the wider one; if they had 
little space they chose the narrower one /06/. The second point of criticism is the differen-
tiation of the two  languages: French in regular and English in italics using the same co-
lours; that really wasn’t a good decision.

At that time I wasn’t interested at all in the problem of signage. The change from hot 
metal setting to photosetting, the adaptation of book- and newsprint to the new tech nology  
 – that was what fully occupied me. Only ten years later, for the large Roissy / Charles de 
Gaulle Airport in the north of Paris, was I really prepared to think about the problem of 
signage. There was nothing left of the original system at Orly when they took over  Alpha bet 
Roissy (see page 224). But Orly still exists as façade signage – Orly Sud, Orly-Ouest /02/.

A signalisation without a system          The first signage 
project in which Adrian Frutiger participated is mark   ed 
by memories of failure. Photographs from the archive at 
Airport Paris-Orly2 from the 1960s and 1970s /06/  clearly  
show a lack of consistency in implementation.
The typography on the panels in the two base colours – 
blue and red with a light or dark background – is incon-
sistent, thus creating confusion rather than helping orien-
 tation. There are left-aligned as well as centred lay outs 
with different letter-spacing. Even the two languages 
are not positioned the same way throughout. The French 
is above or – in the case of short words – to the left of 
the English. Furthermore, there are panels of varying 
sizes and proportions with one, two or three lines of text, 
as well as differently shaped arrows and several different 
fonts.
Another confusing aspect of the panels with Frutiger' s 
typeface is the different widths of the letters. It remains 
unclear whether this is due to the existence of a  condensed 
and expanded font, since narrow and wide letter shapes 
are mixed inconsistently in the panels. The differing stroke 
contrast of the typefaces is confusing too. Alphabet Orly 
exists on microfilm /05/ as capitals in re gular and italic 
cuts only, including the respective numerals.3

Alphabet Orly is based not only on the typeface Peignot 
/04/ by Adolphe Jean-Marie Mouron (more commonly 
known as Cassandre) but also on Univers. There was, 
how ever, another sans-serif signage face before the intro-
 duction of Alphabet Orly.4 The pictured typeface /03/ is 
likely to be this predecessor, and therefore could be 
regarded as another source of forms for Adrian Frutiger' s 
typeface, which can be seen in the shape of the G in 
Alphabet Orly  /05/.
Based on these examples – and at least in normal width 
and with generous letter-spacing – an elegant and beau-
tifully shaped typeface with a clear stroke contrast has 
been created; but not an ideal signage face. Because of 
the majuscules, Alphabet Orly needs generous letter- 
spacing and that means a lot of space. In addition, the 
counters are too closed, which can result in a somewhat 
messy appearance. The fine hairlines tend to blend into 
each other when lit from behind, leading to additional 
limitations in character recognition.
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/02/

Preserved façade signage in 
three-dimensional neon letters at 
Orly airport in Alphabet Orly.

/01/

Façade signage from 1961 for the 
airport – called at the time Aéroport 
de Paris – in Alphabet Orly and 
in 1977 combined with Frutiger’s logo.

 al p h a b e t  O r ly  135

14 ORLY_24_DE_EN_2014_def.Druck.indd   135 20.02.14   01:28



PORTES
GATES 31
PORTES
GATES 31

 

 

 

  

  

  

136 s i g n a g e  t y p e fac e

/03/

Signage at Orly airport – presum-
ably the board (left) does not show 
Frutiger’s typeface but an older 
sans-serif.

/06/

Inconsistent signage system – set 
in Alphabet Orly in various widths, 
letter-spacing and layouts.

/04/

Cassandre’s Peignot (above) 
and Frutiger’s Univers 
form another basis for Alphabet 
Orly.

/05/

Frutiger’s Alphabet Orly in regular 
and italic – the G features the 
base shape of the former signage 
face at Orly.

/07/

Preserved signage in the elevator 
area on the wall on the  
first floor of Aéroport de Paris,  
Orly Sud.
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“ type is like a spoon : if i remember in the evening the shape of the spoon  

 with which i ate my soup at lunch, then it was a bad spoon.”

 adrian frutiger
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Apollo was the first typeface that Monotype had designed for their new Monophoto photo
setting machine. Up to that point they had only adapted foundry types for it. I already 
knew John Dreyfus well, so one day he asked me whether I’d be prepared to draw a new 
typeface for Monophoto. I was still employed by Deberny &  Peignot, but Charles Peignot 
was glad to help his  friend in London, and a contract was made. Monophoto was a mistake 
in my opinion. It worked according to the mechanical principle  of  the old Monotype  casting 
machine, only using film matrices instead of metal. It still had only  18 units for the widths, 
and the text was still stored on punched tape.1 Afterwards the characters  were photogra
phically exposed, instead of casting each letter like the casting machine.  At any rate,   other 
manufacturers were further advanced in the early ’60s, not to mention Lumitype.2 

John Dreyfus wanted a strong typeface that could withstand any photosetting com
plication – that was the job description. He was no typeface designer himself, and he let 
me get on with  the design by myself, but not the execution. John would sit with me for 
hours on end as we  discussed every single shape. He was a diligent type expert who knew 
exactly what he wanted. Before work started on production, test exposures of my drafts 
were made, always under  his watchful, controlling eye. I was his ‘tool’, his hand. I suppose 
it was like Times and Stanley Morison, who would also tell his draftsman how he wanted 
everything. Sometimes I had  the impression that John wished to make himself a little 
monument, as Morison had done with  Times. For me it was just a regular grind. I was 
probably a bit phlegmatic and didn’t think it was worth the effort to argue with John, I 
wasn’t interested in giving the typeface my personal touch. John’s willpower was prob 
ably greater than my aesthetic feeling. Nevertheless, Apollo has a few of my typical details, 
even though I’ve never regarded this serif face as being truly mine. It’s really a joint effort 
by John Dreyfus and myself.

I did the final artwork together with Ladislas Mandel in Paris /01/. It was done, as 
usual, with indian ink on thick white cardboard with a cap height of 11 cm. The draftsmen 
at Monotype in Salfords would draw the ‘sheets’ in pencil from this. The masters for expo
sure – known as friskets – cut from masking film, were made from these drawings, around 
27 cm in size. One of the difficulties  was that one master was used for exposing the typeface 
in all sizes from 6 to 24 pt. This affected the stroke widths. I discussed the stroke widths 
at length with John Dreyfus, but I can’t remember anymore how we arrived at these weights. 
John was very sure of what he wanted in  the details and I just followed his instructions. 
In the end the semibold should have been bolder when you compare it to the regular weight. 
Both weights are perhaps a bit too similar /08/. Actually, the semibold is used very little for 
text display type, instead the italic is used. The semibold is more often applied to headlines 
and initials.

Production stages of Apollo     Following the adoption 
of Univers for Monotype and the Monophoto system, 
type  manufacturers Monotype and Deberny & Peignot 
re  ached a further agreement. John Dreyfus, Stanley 
Morison' s successor as typographic advisor at Monotype 
and co-founder of ATypI with Charles Peignot, wanted a 
typeface made exclusively for the Monophoto photoset-
ting machine. He wanted Adrian Frutiger to design it, as 
he was one of the few designers with knowledge and 
experience of photosetting.
After Egyptienne, the first typeface specific to Photon- 
Lumitype photosetting, Adrian Frutiger turned his atten-
tion to Monophoto with Apollo. Prior to that only existing 
typefaces had been adapted for the machine, as was 
usual.
The test stage of Apollo began on 25 March 1960 with 
test exposures /02/ based on Frutiger' s first 14 drawings. 
On 5 January 1961 Monotype obtained a large number 
of originals /01/, a total of 69 characters in roman, 66 in 
italic and 12 in semibold, but no complete character set. 
Characters were reworked where necessary until early 
autumn, adapted to the inflexible 18 unit matrix, which 
Frutiger disliked. Production of Apollo was halted at the 
end of September 1961 in order to give precedence to 
another exclusive typeface, Albertina by Chris Brand. 
Monotype production records do not state why.3

Work resumed on Apollo in April 1962, with greater con-
tinuity and more test exposures, drawings, reworkings 
and adaptations to the 18 unit system. On several occa-
sions Monotype draftsmen designed letters, not always 
to Frutiger' s satisfaction. He particularly disliked the ß 
/14/. Monotype was also unhappy that things were pro-
ceeding so slowly. Frutiger was occasionally re-correcting 
characters that had already been approved. In autumn 
1964, four and a half years after work commenced on it, 
yet still before Albertina, the three weights were complet-
 ed. The roman includes small caps, which are also avail-
able in the PostScript fonts. All three Apollo MT weights 
include old style figures.

Name of typeface
Apollo

Commissioned by
Monotype

Designer
Adrian Frutiger
John Dreyfus

Design  | Publication
1960 | 1964

Typesetting technology
Photosetting Monophoto
Digital setting PostScript

 Manufacturer
– Monotype
– Monotype

Weights
3
3
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/01/

Final artwork, indian ink on  
Bristol board (original size) – the 
production of Apollo, including 
interruptions, took over four years 
to complete.
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/02/

Test exposure of the first 14  
characters of Apollo with an alt er
native C and shorter descenders  
for g and p.

/03/

Final artwork on Bristol board 
(greatly reduced) – alternative 
versions of lowercase g j p q y with 
shorter descenders were offered.

/04/

Apollo capital C has the same 
basic shape as lowercase c – the 
alternative version (right) 
with additional bottom semiserif 
was not produced.

/05/

Frutiger redrew the descender of 
lowercase y to be like j, thereby 
changing it from the shape used for 
Méridien and Opéra.
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On the greatest and most useful of all inventions,  
the invention of alphabetical writing, Plato did not look 
with much complacency. He seems to have thought  
that the use of letters had operated on the human mind  
as the use of the go-cart in learning to walk.

On the greatest and most useful of all inventions,  
the invention of alphabetical writing, Plato did not look 
with much complacency. He seems to have thought  
that the use of letters had operated on the human mind  
as the use of the go-cart in learning to walk.

On the greatest and most useful of all inventions,  
the invention of alphabetical writing, Plato did not look 
with much complacency. He seems to have thought  
that the use of letters had operated on the human mind  
as the use of the gocart in learning to walk.
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Ehpa          Ehpa          

On closer inspection there are a couple of peculiarities in Apollo. For example, the 
fact that the transitions from stroke to serif in the lowercase letters are angular on the 
right but round on the left /07/. I wanted to create movement which would give the typeface 
a certain elegance. Like Méridien, the stems aren’t rigidly vertical. This can only be seen 
in the larger point  sizes. In the smaller sizes one can only feel a degree of softness, which 
may be a characteristic of mine. I don’t like the right end of the stroke of a /10/. The hard 
point bothers me, it  looks down because the stem isn’t curved to the right before the   
serif connects to it. On the other hand, I like the really small counters of a and e, which 
recall Garamond. I find them elegant. I didn’t use the same drawing for the counters of 
b d p q, as I normally would /11/. You can  do that with a sans serif but not with an old style. 
The q is a little wide, but b I find very nice.  K embodies my style /12/. Another typical trait 
of mine is the alignment of the horizontal middle strokes in E and F /13/. I’ve never liked 
them to be too short. Horizontals are always roughly the same width in my typefaces, with 
the bottom stroke the longest and the middle the shortest. G J W, R with its straight down
stroke in all weights, S and lowercase a are all visibly cooked up by me. 

The italic has different angles of inclination /20/, as was usual in the French school. A 
Garamond italic always dances a little. The tiny end of the italic g is special, the ear, it 
looks somewhat shrivelled /18/. On the whole, the text appearance of the italic is rather 
uneven.

Apollo is a very classical typeface – although perhaps a bit boring. In my opinion 
some other Monotype text faces do have a lot more character. Moreover, there are irregu
larities in some letters. These aren’t expressions of my personality, they’re more likely 

/07/

Asymmetric placing of stem and 
serif – Bruce Rogers’ Centaur (left), 
based on Jenson, and Apollo.

/06/

Nicolas Jenson’s roman of 1471  
has asymmetric serifs and in part 
has strokes that are concave  
on one side.

/09/

Compared to Méridien (left) and 
Opéra (middle), Apollo clearly has 
longer descenders.

/08/

Apollo (middle) is related in shape 
to Méridien (top), while sharing 
its dark appearance on the page 
with Egyptienne F (bottom).

/13/

The arms of E and F typically 
have similar lengths in Frutiger’s 
typefaces – this is especially 
noticeable in Apollo.

/12/

The principle of balance and 
simplicity: no spur for G, 
serifs instead of teardrops for J, 
clear triangles for K and W.

/11/

Different curve shapes and 
connections are commonplace 
in dynamic typefaces like the  
old style face Apollo.

/10/

Differering of open and 
close counter spaces in Garamond 
(left) – adjusted counters in 
Apollo (right).

Stylistic elements of Apollo       Adrian Frutiger designed 
the Apollo regular weight to be quite heavy, to ensure 
consistency under exposure and also printed offset on 
smooth paper. In this respect it is similar to Egyptienne 
/08/, made for Photon-Lumitype. It looks similar in shape, 
however, to Méridien. 
Apart from Méridien, old style Apollo also recalls Adrian 
Frutiger' s favourite historical model Jenson /06/. This is 
due to its strokes being curved on one side, asymmet-
rical serifs, long descenders and absence of true tear-
drop shapes. All of these attributes add to a written feel. 
For Adrian Frutiger this is an essential requirement of a 
good text typeface. 
What was new to Frutiger' s work was the design of an 
alternative descender depth. The final artwork for the 
very first 14 characters and their test exposures /02/ al-
ready included shortened descenders for lowercase g 
and p /03/. Whether this was due to Frutiger or to John 
Dreyfus is not noted in the production records of the 
Monotype Type Drawing Office. In the end both versions 
were released, the more elegant standard version with 
long descenders, and the more economical ` modified'  
version with shorter descenders.4 The current digital 
Apollo MT has the long descenders, meaning it can be 
set with minimum leading.
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irregu larities due to photosetting methods and the small number of units. Still, Apollo was 
used quite a lot,5 and it was advertised properly. ‘The first lettering for phototypesetting’–  
John Dreyfus made sure that the fanfares were blown. It was released in 1964, at the same 
time that an exhibition of my work was shown at Monotype in London, called Graphismes 
by Frutiger.6 Among others, drawings for Apollo were displayed there. This typeface was 
my only commission for Monotype.

/20/

The downstrokes of italic 
Apollo have different angles; 
character spacing is 
optimised in the case of f.

/16/

The semiserif in capital C of 
Apollo is slightly diagonal 
and longer in comparison to G 
and S.

/22/

Rounded transition from stem 
to curve in n of the digital 
Apollo MT Regular, and h of Apollo 
Semibold.

/21/

q is too wide due to the Monophoto 
18 unit system; this has not been 
corrected in the current Apollo MT 
digital version.

/15/

In the current digital version 
Apollo MT, the ligature 
widths have been corrected and 
ß has the curvy shape.

/14/

Test print of an interim version of 
Apollo from 1962 – M is clearly 
too wide, Æ Œ are too narrow, the ß 
shape does not fit.

/17/

When adapted to the 18 unit 
system of Monophoto, a 
was widened (too much) and c 
compressed.

/18/

The ear of lowercase italic g is 
too thin compared to the upstroke; 
very wide and idiosyncratic 
shape of k.

/23/

Monophoto Filmsetter Faces, 
undated type catalogue with Apollo 
645 (right).

/19/

Although Apollo and Méridien 
are similar in appearance, formal 
differences are equally easy 
to spot.

Apollo as a book typeface        The British Monotype 
Corporation was famous for the good quality of its type-
faces. They were particularly often used in book typogra-
phy – especially as foundry type was often un affordable 
for extensive typesetting jobs. The Monophoto photo-
setting machine, too, was aimed at book typesetting, 
and with Apollo the company sought to target its tradi-
tional market sector.7 
To match the requirements of subtle book typography, 
the  three weights were supplemented with small caps 
and old style figures. This is uncommon for Frutiger' s 
typefaces. Some of the Apollo letters have inharmonious 
proportions. The counters of q and b do not correspond 
in the roman weight /21/, and a in the italic is too wide 
compared with e and c /17/. The rigid 18 unit system is 
to blame. Frutiger' s lowercase c, for example, was made 
much narrower in the process. Generally though, letters 
tended to be made wider rather than narrower when 
trans ferred from original drawings to the 18 unit system, 
which is true of the a. Moreover, whole rows of units were 
shifted, for instance from 14 to 15 units, meaning that 
Apollo retains an open, generous feel typical of Frutiger' s 
typefaces, in spite of its solid text appearance. 
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/26/

Typesetting sample from 6 to 
9 pt from the Monotype Recorder 
No. 1/1979 with a text about the 
creation of Apollo by John Dreyfus.

/25/

The photosetting typeface Apollo 
was named after Apollo,  
the ancient Greek god of light, 
reason and youth.

/24/

Characters of Apollo 645 normal  
for photosetting by  
the Monotype Corporation.

Marketing Apollo   At the same time as Apollo ' s release, 
an exhibition of Frutiger' s graphic work opened at Mono-
type House in London. In the exhibition brochure the 
typeface is introduced across a double page under the 
heading ̀ New face for filmsetting'  and all of its weights 
are displayed a few pages later.8 It was also promoted in 
the Monotype Recorder and the Monotype Newsletter, 
Monotype' s customer magazines, and continued to be 
mentioned there for many years.9

Allen Hutt was referring to a text in the Monotype Re-
corder when he wrote in the British Printer: “The Mono-
type Corporation announce Apollo as a ̀ bread and but-
ter'  face; if so, it' s deliciously exotic French bread and 
creamy Norman butter. The description is in fact mislead-
ing. Apollo is a face of chic, of panache; it will, in Morison' s 
phrase, demonstrably ` confer distinction, authority, ele-
gance'  to the texts it presents.”10

In 1971 the Gutenberg-Jahrbuch was set in Apollo, with 
additional special characters made for it. Among others, 
a long s was required for historic texts.11

The 1971 Gutenberg-Jahrbuch also poetically expounds 
upon the origin of the name ` Apollo'  with a full page 
ad  vertisement for Monotype /25/. A small detail: direct-
ly on the page opposite, the caption notes the “use of 
the typeface ̀ Apollo'  by Albert [sic!] Frutiger”.12
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 warum es notwen
dig ist, so viele Schriften zu
r Verfügung zu haben. Sie dienen alle zu

ift. 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 li 
st of Médoc wines featuring sixty different Médocs all of the same year. All of them 
were wines but each was different from the others. It’s the nuances that are importa 
nt. The same is true for typefaces. Pourquoi tant d’Alphabets différents ! Tous servent 
au même but, mais aussi à exprimer la diversité de l’homme. C’est cette même diversi 
té que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante cr 
us, tous de la même année. Il s’agissait certes de vins, mais tous étaient 
différents. Tout est dans la nuance du bouquet. Il en est de même pour 
les caractères ! Sie fragen sich, w arum es notwendig ist, so viele Schriften 
zur Verfügung zu haben. Sie dienen alle zum selben, aber machen die Vie 
l falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einm 
al eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selben 
Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein. 
Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You may 

ask why so many different type  faces. They all s 
erve the same purpose but they express man’s 
diversity. It is the same diversity we find in w 
ine. I once saw a list of Médoc wines featuring 
sixty different Médocs all of the same year. Al 
l of them were wines but each was different f 
rom the others. It’s the nuances that are impo 
rtant. The same is true for typefaces. Pourquoi 
tant d’Alphabets différents ! Tous servent au m 
ême but, mais aussi à exprimer le diversité de 

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-Weinen aus 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 Schr 

 AB C DE FG H IJ KLM N 
 O P Q R S T U VWXY Z & 
 abcdefghijklmnopqrs
 tuvwxyzß1234567890

 {§ ° % @ ‰ * † }

 {§ ° %@ ‰*†}

 { § ° % @ ‰* †} 

Apollo ™
Monotype
3 weights ( +1 SC | +3 OsF | +3 Exp )

Font production :
Adobe Font

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Std
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 Albertina
 Chris Brand
 1965

 Apollo
 Adrian Frutiger
 1964

 Bembo
 Monotype ( Francesco Griffo )
 1929 (1496 )

nh = 6.99 cm
nw = 5.94
ns = 1.20
nq = 0.92

Hh = 10.00 cm
Hw = 8.15
Hs = 1.46
Hq = 0.80

Hh : Hw = 1 : 0.81
Hw : Hs = 1 : 0.18
Hs : Hq = 1 : 0.55

Roman oh = 7.51 cm
ow = 7.24
os = 1.45
oq = 0.54

nh : nw = 1 : 0.85
nw : ns = 1 : 0.20
nh : oh = 1 : 1.07
nw : ow = 1 : 1.22

Hofstainberg

Hofstainberg

Hofstainberg

C RWa f nq 5 6

C RWa f n q 5 6

C RWa f n q 5 6

H nonq oq

Hq

Hs

Hw

Hh

nh

ns

nw

os

ow

146 t e xt  t y p e fac e

/28/

A look at details of Apollo in 
comparison with two other related 
typefaces from Monotype –  
Bembo and Albertina. 

/27/

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

C
Diagonal axis  
of contrast, 
upward curve  
at bottom

R
Straight 
downstroke 
with semi-
serif

W
V-shapes do not 
overlap, no middle 
serif

a 
Curve ends in a 
point, main stem 
leans slightly to  
the left

f
Inside curve 
symmetrical,  
vertical  
semi-serif

n
Asymmetric serif 
connections, 
bracketed on one 
side

5 6
Curve 
terminates 
horizontally

q
No spur, smooth 
connection to 
stem

Typeface comparison    There are only a few typefaces 
like Apollo, made at the beginning of the photosetting 
era exclusively for that method. Chris Brand' s Albertina 
was also made for photosetting only, although it was 
originally designed for foundry type.13 Bembo was based 
on a typeface by Francesco Griffo cut during the Incuna-
bula and adapted by Monotype for single letter casting 
in 1929. All three book faces are old style and were avail-
able on Monophoto.
Apollo seems rounder than the other two typefaces, due 
to its flat upstrokes and rounded transitions from curve 
to stem, plus the q without a spur. The curved left sides 
of its stems add to this impression of roundness. Alber-
tina was also designed with slightly concave stems, but 
they were straightened during production by Mono-
type.14

The stroke width contrast of Apollo is lower than that of 
Bembo and Albertina; thus it looks fairly dark on the page. 
Asymmetrical serifs and the curved terminal of n give 
both Bembo and Apollo a semblance of writing. The 
Albertina n, on the other hand, has nothing very hand-
written about it, although the 5 does. 
Apollo is wider than the other two, but only wider than 
Albertina if brought to the same x-height.
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Roman
Semibold
Italic

Hw
 8.15 = 1
8.71 = 1.07
7.93 = 0.97

Hs
 1.46 = 1
 2.01 = 1.38
1.34 = 0.92

Hq
 0.80 = 1
 0.81 = 1.01
 0.73 = 0.91

Hh
10.00 cm
10.00 
10.00

HÔhxp7
1.00

0

cm Apollo 
49.8 pt

139
111

70 5.9

10

6.6−46

HÔhxp7
1.00

0

cm Albertina
43.8 pt

131
113

69 6.4

10

5.7−39

HÔhxp7
1.00

0

cm Bembo
46 pt

145

105

64 6.4

10

5.9−38

HH
13.5°

H
/30/

Height comparison showing the 
differences of xheights to  
ascenders and descenders – the cap 
height is the starting point.

/29/

Comparison showing the  
different weights and angle of  
the italics.
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 Alphabet Entreprise Francis Bouygues
1961

148 t y p E - d E s i g n  p r oj E Ct

/01/

Alphabet for Enterprise 
Francis Bouygues with alternate- 
capital shapes.

/02/

Design of a wide, slab serif roman 
from student days, c. 1950;  
basis for the EFB typeface design.

/05/

Suggestions for logos for 
two business areas of Enterprise 
Francis Bouygues.

/04/

Logo with connected, slightly 
modified shapes – the counters of 
the B are rectangular and 
the letters narrower in general.

/03/

A Clarendon-like typeface  
by Walter Käch, from his 1949 
typedesign textbook  
Schriften Lettering Écritures. 

type-design project
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Collaboration              After the failed attempt by Charles 
Peignot to set up an internal graphic design studio,  
Adrian Frutiger became self-employed in 1961. He got a 
few jobs through the Parisian advertising agency Syner-
gie, among them that of designing an alphabet for Enter-
prise Francis Bouygues /01/, today one of the biggest 
businesses in France.
Adrian Frutiger suggested a constructed typeface apt 
for a con struc tion company, the basis of which he adapt-
ed to op  ti  cal  criteria. Thus the stroke widths are not all 
the same, the vertical lines are thicker than the horizon-
tals, easily recognisable by the fine guidelines, which 
can still be made out in one reproduction /06/. There are 
optical corrections in the details worth noting; the upper 
serif of the C, for example, is lower than the bottom one; 
the cross-stroke of the G is finer than the other horizon-
tal lines.
Adrian Frutiger had already drawn a slab serif typeface 
in his student days /02/. This design shows the influence 
of his teacher Walter Käch, even though Frutiger made 
it outside of the classroom. He frequently worked at the 
school' s composing room, where he also engraved the 
design in lead. Particularly the J, ampersand and numer-
als have typical Käch shapes /03/. This alphabet formed 
the basis of the ‘Bouygues’ typeface design, with such 
typical Frutiger traits such as the spurless G and the 
sharp-angled K.

We were already in our studio at the Place d’Italie when I was contacted by the construc-
tion company Enterprise Francis Bouygues. They needed a company logo, and as ever when 
I did a logo, I suggested designing their own company typeface. I surprised them with one 
of those placards which are used in the construction industry: “Ici nous construisons pour 
la maison ...” was written on it for instance. This was a design with letters around 20 cm 
in size, cut out of black paper and stuck on a yellow background.

The character of the typeface was based on elements like beams, steel girders and 
metal construction. I was also thinking of concrete moulds with their slightly rounded 
edges. It was in the style of the time – the fifties and its ‘Frigidaire style’ 1 was still influ-
ential. The EFB word mark /04/ was meant to look like a picture. The B has rectangular 
counters to match those of E and F. In the alphabet they’re slightly rounded so as to be 
more legible /01/. The very long se rifs recall I-beams, everything looks very technical as it 
was intended to. I mixed the upper- and lowercase shapes, with a uniform height. Lower-
case a m n are more harmonious than the uppercase obliques and are absolutely legible. 
Once again Charles Peignot’s influence can be discerned. From an historical point of view 
it goes back to uncials (see page 52), like all my one-alphabet attempts. I also designed 
an outline typeface /07/. I fan  cied drawing a light type face so that the managers’ letterheads 
would have finer, more elegant letters.

I don’t think the alphabet was actually used as a company typeface. I’ve certainly 
nev er seen it in use.2 There are just a few words that I cut out and stuck together /08/. I drew 
the ba sics of this typeface while still at the Kunstgewerbeschule in Zurich, a design in the 
Egyptienne style /02/.

/08/

Proof with the letters F and B in 
outline form, representing Francis 
Bouygues’ initials.

/07/

Design of an outline version for 
lighter, more elegant use such as 
management letterheads.

/06/

Enlargement (bottom) of the figure 
on the left  – construction and 
optical correction are visible thanks 
to the guidelines.
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After the newsprint type Opéra (see page 130), we did another typeface, Concorde, for the 
Paris-based company Sofratype, who manufactured matrices for line-casting machines. 
Alfred Devolz, the company’s director, was keen to have his own sans serif, and so he came 
to me. Usually, he would take over the typefaces from other typesetting machine manu-
facturers. But he was of the opinion that there was no decent grotesque for the line- casting 
machines. He wanted a jobbing type for newsprint but it shouldn’t be a copy of Univers. 
This would have been impossible anyway since the rights were with Deberny &  Peignot 
and thus its use would have incurred royalties.

Concorde was always meant to have only three cuts; therefore I had much more free-
dom with the shapes during the design compared to Univers with its 21 cuts. I felt I was 
on the right track with this grotesque; it was a truly novel typeface. It wasn’t as close to 
the classical form as Syntax /09/ by Hans Eduard Meier, which was developed at the same 
time but only released in 1968. But it wasn’t meant to be too far removed from Univers 
either; the round junctures at the stem, for instance, were maintained. It was important 
to me to remain within the right shape of grotesque with little stroke contrast. I was look-
ing for elegance and I wanted a connection to the round style of the 1950s.

I only drew one curved terminal myself /03/. Everything else was taken over by André 
Gürtler. He’d had good training. He’d been a student of Emil Ruder’s in Basel and he’d 
gained  practical experience at Monotype in England. But he received his final training for 
drawing typefaces from me. In 1959 I employed him as typographer for Deberny &  Peignot. 
When Devolz gave us his commission in 1961, I handed the task to André. I myself was still 
bound to Deberny &  Peignot. It took him two years to complete Concorde at Sofratype – he 
remained my employee but was paid by Devolz. He always came to my studio for meetings. 
We completely trusted each other and he immediately understood what I wanted to achieve 
with Concorde. André took over the implementation including the punchcutting – that was 
some tedious detailed work.

Concorde was designed for job composition in newsprint. It was introduced in a 
special type specimen in the body text sizes 8 pt and 10 pt /01/. The three originally envis-
aged cuts – regular, italic and bold – were developed simultaneously. This was important 
because of the adjustments. They had to have the same letter-spacing since the regular and 
bold cuts, and the regular and italic cuts respectively, were on the same matrice. The  regular 
cut, therefore, appears to be a bit loosely tracked. We also deliberately kept it fairly fine; 
through the mechanics of high pressure there was always a certain percentage of ink gain, 
called slur, which resulted in a slight increase in stroke weight. Finding the absolutely 
perfect stroke weight in relation to the letter-spacing is the most difficult part in design-
ing a typeface. The reader is very sensitive regarding this point. He has a clear feeling for 

The development of Concorde          The start of work 
on Concorde is documented by a 1961 letter from Alfred 
De volz to Deberny & Peignot, in which he confirms the 
agree ment regarding a sans-serif typeface.1 This letter 
demonstrates that Frutiger – although self-employed 
with his own studio since 1960 – was still closely  connected  
to Deberny & Peignot through his role as external art 
director.
André Gürtler, who was significantly involved in the design 
of Concorde, remembers: “At some point Adrian said  to 
me: Would you like to design a typeface? I already had 
quite a lot of experience with typefaces under his direc-
tion of course. He really whetted my appetite when he 
showed me a sheet with a curved terminal. It was a so- 
called whisky-sketch. Every now and again a whisky was 
had in the studio and then the atmosphere loosened up 
a bit. He showed me the sheet and I instantly understood, 
not 90 %, but 100 % what he meant to do with this termi-
nal /03/. Although this style didn' t exist in grotesques at 
the time, except for Gill Sans. When he showed me how 
he would draw it, something wonderful happened, an 
energetic cur rent flowed through me. He trusted me and 
I knew what he wanted. That was something really spe-
cial. I did identify strongly with Adrian Frutiger; he was 
a father figure for me.”2

Gürtler created all drawings with a soft pencil on tracing 
paper using a cap height of 135 millimetres (5.3 in). It 
took  him a long time to develop the minuscule g /02/. His 
suggestion to try out a classical g as in Gill Sans was ac-
cepted by Frutiger. Gürtler was delighted because he 
thought that the classical g “is the most awesome letter 
to  write with a broad pen because it is a powerful shape, 
historically as well as in terms of calligraphy”. With the 
so- called last smoke proof 3 his work at Sofratype was 
finished after two years. 
The name ̀ Concorde'  was used for another typeface as 
well.  In 1968, Günter Gerhard Lange, art director at Ber-
thold, used it for a robust transitional typeface designed 
for hand, machine and photosetting. He was referencing 
the Concorde, the novel supersonic aircraft that was 
being developed at the time. However, if he had known  
that the name was already in use, he would have chosen 
a different one.4 

Name of typeface
Concorde

Client
Sofratype

Designer
Adrian Frutiger
André Gürtler

Design  | Publication
1961 | 1964

Typesetting technology
Machine line-casting

 Manufacturer
– Sofratype

Weights
3
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/01/

Cover of the four-page type specimen 
by Sofratype using the regular 
and bold cuts of Concorde, circa 1964, 
design Bruno Pfäffli.
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/03/

Initial sketch as a design idea for 
Concorde – drawn by André Gürtler 
from memory of the ‘whisky-sketch’ 
curve terminal.

/02/

Original designs for the g  
in three cuts by André Gürtler –  
the simple shape was rejected  
for Concorde.
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AFGMNOSUV abefghprst

A dynamic sans serif           With his 1915 / 16 sans serif 
/05/ for London Transport, Edward Johnston created  
the basis for  two new styles of typefaces, the geometric  
(see page 330) and the dynamic sans serif. The difference 
be tween these two styles becomes obvious in the S- 
shapes. The majuscule S features diagonally cut circles 
and the minuscule s has long flat curves.
As opposed to Johnston' s sans serif, Gill Sans (1928) /07/ 
by his former student and colleague5 Eric Gill was no 
longer dominated by a circular shape but by a  written 
impression. The dynamic style is obvious in the regular 
font but even more so in the cursive, a true Italic with a 
narrower ductus and varying minuscule shapes. From  
1931 onwards, the Dutch designer Jan van Krimpen de-
veloped a first extended type family with Romulus Serif 
and the sample cut of Romulus Sans Serif /08/. Since its 
implementation was terminated, it is almost unknown.6 
Also very little known is Stellar /06/ by Robert Hunter 
Middleton from 1929. Its strokes are waisted and – similar 
to the 1968 Syntax /09/ by Hans Eduard Meier – its curves 
and diagonal strokes are  angular. Syntax clearly displays 
a relationship to the dynamic Renaissance antiqua. The 
glyph widths vary considerably, the curve of the n is 
clearly asymmetrical and features an angular joint with 
the stem; with the e, it points to the next letter.7

the right relationship between white and black. When Univers was transferred to photo-
setting at Linotype, I did calculations concerning this point as well as numerous studies 
(see page 93). I think I did the stroke weight quite well with Univers, and also with Concorde 
it’s about right when I look at it now.

Concerning Concorde, the classical minuscule g is worth mentioning. There were dif-
ferent designs for that /02/. The r runs remarkably wide /09/. This hasn’t got anything to do 
with the matrice. First, it benefited the bold version and secondly, I simply liked the wide 
r, even if it might cause a little gap in some words. For optical reasons, the upper curve of 
the p is slightly  lowered and thus a bit lower than in the a and h. In the bold cut it goes 
up higher /11/. 

As opposed to the later Frutiger typeface, Concorde features a splayed M /09/, which 
has a classical feel to it, although Roman Imperial capitals did not influence me in this 
case /04/. The U is slightly narrower than the N; this is usually done that way. The V might 
be a bit too wide; if you look at the interior and exterior white space, then it could defi-
nitely be a bit narrower. The S, too, is designed quite wide; if it was narrower, it would 
appear contrived.

The numerals, on the other hand, are fairly narrow compared to the capitals. They all 
stand on a half unit, a half em in other words, and therefore have a narrower spacing than, 
for example, the Frutiger numerals. This was pre-determined for technical reasons, main-
ly due to the tabular setting. However, not only in these three cuts, but in all typefaces, 
columns of figures should stand evenly below each other – we even talked about full stops 
and commas, which should stand on a quarter em. The looped numeral 8 /13/ has got its very 

/07/

Gill Sans with a true Italic – from 
1928 onwards Eric Gill designed one 
of the most significant dynamic 
sans serifs. 

/04/

Capitalis Monumentalis,  
1st century BC – square, circle, 
triangle and vertical double square 
result in heavily varying widths.

/06/

Robert H. Middleton’s Stellar (1929) 
has waisted strokes as well as 
rectangular-cut terminals in the 
curves and diagonals.

/09/

Typefaces by two Willimann  
students – Adrian Frutiger’s Concorde 
(1964, top) and Hans Eduard Meier’s 
Syntax (1968, bottom).

/05/

Edward Johnston’s geometrical 
sans serif (1916) – the minuscules 
however are not geometrical  
but dynamic.

/08/

A first extended type family –  
the Renaissance antiqua Romulus 
and Romulus Sans Serif 
by Jan van Krimpen (1931–37).
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8

The static aspects in the dynamic Concorde  Concorde 
has dynamic but also static aspects. Compared, for in-
stance, to Gill Sans and the later Syntax it features a less 
dynamic expression. The differences in the widths of its 
majuscules are less significant and – not quite understand-
ably – also more unsystematic. This becomes apparent 
when looking at the letters based on a circle, such as C D 
G O and Q /14/. Unlike the G, the O does not have a round 
but an oval shape and the S is not half the width of the 
O but almost the same. The already mentioned propor-
tional relationships can be found in the F and G. André 
Gürt ler drew the M according to a Renaissance antiqua 
with  spread legs although he considered this as unsuit-
able for a sans serif. Frutiger, however, who would have 
liked to use the spread shape in Univers (see page 94), 
was delighted to be able to use it in this case. 
With the minuscules, the curves join the stem in a round 
form and therefore appear almost symmetrical and only 
slightly dynamic. Totally static, and devoid of any written 
impression, are the mirrored or rotated letters b d p q, the 
stresses of which are vertical and the counters oval. The  
dynamic style thus becomes only truly apparent in the  
flat curve terminals of a c e and s.
The numerals, too, are clearly dynamic; the looped 8, for 
instance, demonstrates an origin in handwriting /13/.

own design without any reference to Univers; the same is true for the common ampersand, 
which is better suited to newsprint than my otherwise preferred unique version.

The cursive Concorde, which was never finished, isn’t a true italic. We put some effort 
into designing it as beautifully as possible in terms of shape but on no account did we 
want to imitate a classical cursive. I’ve always preferred simply to set a grotesque type at 
an oblique angle. My oblique sans serifs are corrected in terms of shape, of course, but 
they don’t have a narrower letter-spacing than the regular ones. This has been consistent-
ly implemented with all my grotesque typefaces. That wasn’t coincidence, however, it was 
well considered. I did studies and drew other grotesque shapes, which were closer to a 
cursive, but for me that simply didn’t feel right. With a grotesque, the oblique version for 
me is just an enforced necessity. That’s different with the classical typefaces. There has 
always been the concept of a cursive in its own right. I’ve calligraphed the humanist cur-
sives often enough, they were in my hand and in my head, but I wouldn’t have been able to 
transform them into a grotesque form. I would have had to make too many compromises. 
Grotesque and antiqua are simply two different worlds.

The name of the typeface refers to Place de la Concorde in Paris, in the same way as 
Opéra is named after Place de l’Opéra. Concorde was finished in 1964 but it was only re-
leased in the romain (regular) and gras (bold) cuts. Only a few years later, at the end of 
the 1960s, Sofratype was taken over by the typesetting machine manufacturer  Mergenthaler. 
They weren’t aware of the fact that with Concorde they had a totally up-to-date typeface. 
It silently disappeared with the sale. 

/11/

Proportional template of 
Concorde – the upper curve of the p 
in the regular and oblique 
cuts is slightly below the guide.

/16/

Type sample from the type specimen 
by Sofratype – only the regular  
and bold cuts of Concorde were 
implemented.

/14/

Alphabet (without punctuation 
marks) of Concorde romain 
in 10 pt from the four-page type 
specimen by Sofratype.

/12/

Smoke proof of some letters of 
Concorde romain, italique and gras 
in order to check the engraved 
punches.

/10/

Riveted brass stencils of 
Concorde as templates for the 
engraving of the punches with the 
pantograph.

/13/

As opposed to Univers (left),  
the numerals of Concorde have a 
half-em width and the 8 has a 
dynamic, looped shape.

/15/

Minuscule a of Concorde romain 
with all diacritics – final 
artwork with measurements in 
millimetres (opposite page).
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 Serifen-Grotesk
 1962

copperplate gothic
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Type-design project

/01/

Belonging to the group of inscrip
tional romans, ‘Serifen-Grotesk’  
has very short serifs, waisted strokes, 
little stroke contrast and almost 
vertical curve terminals.

An inscriptional roman for text setting       In his 1962 
designs for ‘Serifen-Grotesk’ Frutiger drew on Copper-
plate Gothic /03/ by Frederic W. Goudy, which was cut in 
by American Type Founders. Similar to a grotesque, this 
very popular stationery typeface shows hardly any stroke 
contrast; its short, fine serifs have their own charisma. 
Formally it belongs to the group of inscrip tional romans, 
i. e. to the engraved types. 
Copperplate Gothic comprises eight majuscule alpha-
bets. Frutiger, however, designed minuscules. His inter-
esting approach was that of an inscriptional roman for 
text setting with waisted strokes. The type sample ‘une 
pomme du monde’ /04/ gives a first impression.
About thirty years later, in May 1993, Adrian Frutiger sent 
a reworked and extended version of ‘Serifen-Grotesk’ 
to Gerhard Höhl of Linotype.1 In the accompanying letter 
it is referred to by the working title ‘Cooperline’ 2. The 
minuscule alphabet was almost completely present, and 
of the majuscules the sample set contained D H V /02/. 
They were slightly thinner than in the 1962 design. Due to 
the short, fine serifs the typeface appears hard in spite 
of the waisted strokes. Furthermore, it leaves a somewhat 
unsteady, messy impression. The reason for this might be 
a lack of stroke contrast in the e and o, for instance; the 
o is also too big and the w too strong. The special shape 
of the comma, and the round dots on the i presumably 
add to this impression. According to Frutiger it was the 
right decision that this design was never implemented. 

/04/

Typeface design ‘Serifen-Grotesk’ 
from 1962 in three cuts – the 
inclined cut lacks the character  
of a real italic.

/02/

Extended typeface design with  
the working title ‘Cooperline’ –  
included in a 1993 letter to Linotype, 
in which Frutiger sug  gested it as  
a potential project.

/03/

The name of Goudy’s inscriptional  
roman Copperplate Gothic as well as 
its very short, fine serifs derive  
from copperplate engraving.
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  Gespannte Grotesk
 1962

du monde
du monde

Clearface Gothic

Optima
 

type-design project

/05/

Template of ‘Gespannte Grotesk’ 
from 1962 – the twelve cuts of this 
dynamic grotesque are ordered 
according to the Univers template.

/06/

nshape cut out from tracing 
paper and construction drawing 
of the pronounced ending of  
the inclined down stroke.

/09/

The cuts of the 1962 designs of 
‘Gespannte Grotesk’ form the basis 
for the shapes of ‘Serifen-Grotesk’ 
(opposite page).

/07/

Pronounced endings and concave 
down strokes can be found in 
Clearface Gothic 1910, Colonia 1938, 
Optima 1958 and Post Marcato 1963.

/08/

According to Adrian Frutiger, 
‘Gespannte Grotesk’ is not  
so much related to Optima (top)  
but rather to Syntax (bottom).
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The humane in the grotesque    Adrian Frutiger' s main 
concern is a humane typeface – this is also particularly 
true for the grotesques. With Univers he demonstrated 
a consideration for human optical perception through 
subtle differences in stroke contrast; with the 1962 design 
of ‘Gespannte Grotesk’ he took that concept a clear step 
further by additionally using waisted down strokes /09/. 
He had already used this approach in 1954 with Méridien, 
his first typeface for text setting.
The best-known example of typefaces with waisted termi-
 nals is Optima /08/ by Hermann Zapf from 1958. In terms 
of approach, however, Optima is a sans-serif antiqua 
with distinct stroke contrast and additionally waisted 
stroke endings, and not a linear grotesque.
With the twelve cuts of ‘Gespannte Grotesk’ Frutiger 
designed another large font family /05/ as he had done 
before with Univers. He developed this design of his own 
accord – there was no client brief or specified setting 
technology. Since he had opened his own studio at the 
beginning of 1961 he had to find sponsors for his design 
ideas in order to be able to realise them, which, at that 
time, was all but impossible at Deberny & Peignot.3

On the one hand, ‘Gespannte Grotesk’ formed the basis 
for ‘Serifen-Grotesk’, also from 1961, with its short endings 
and a slightly less pronounced waisting /02/; on the  other, 
there were several reworkings of the typeface, which 
Adrian Frutiger called a ̀ softer'  grotesque, in the follow-
ing thirty years.

When drawing the designs called ‘SerifenGrotesk’ and ‘Gespannte Grotesk’ my aim was 
to get away from the hard design of Univers and to create some slightly more lively type-
faces – a type of Copperplate Gothic /03/ with short, fine serifs as well as a softer grotesque. 
Both designs were created in 1962 and are based on the same basic shape; the down strokes 
are not straight but waisted, and the curves end vertically. These typefaces embody the 
Willimann spirit and not the principles of Walter Käch as was the case with Univers –  
because drawing all down strokes straight and cutting off the rounded endings horizon-
tally had always repelled me. It didn’t conform to my innermost feeling for form.

The project ‘SerifenGrotesk’, which I later called ‘Cooperline’, is firmly rooted in the 
world of aesthetics and technology. It is a hybrid, half antiqua and half grotesque – a 
typical product of the early 1960s. I’m glad it wasn’t implemented because it lacks har-
mony. It looks loveless. The o is too dark, the stroke contrast isn’t distinct enough /02/ and 
the e lacks a fine serif at the end of the curve. If you compare it to the designs of ‘Serifen 
Grotesk’ /04/ and ‘Schmale Méridien’ (see page 67), the lack of quality becomes obvious. It 
looks too arty with its waisted strokes and short serifs.

Just like Univers, ‘Gespannte Grotesk’ is designed as an extended family. The concept 
included twelve cuts here: four weights in normal width with the respective italics, three 
condensed cuts and one expanded extra bold cut /05/.

The success of Univers had put me in a spin, it had made me slightly greedy. I want-
ed more of the same. I was only 30 years old and within five or six years I had had this 
success. From an inner, personal point of view it was difficult to get to grips with that. You 
think it’s going to last forever, that it’ll keep going on like this. With every new task I 

/10/

1991 design of ‘University’ for a 
multiple master typeface – the curve 
terminal of the a is diagonal,  
the transitions from the stem to the 
curve or shoulder in b g m r u  
are angular.

/11/

Adrian Frutiger 1995 in his  
studio with designs for a waisted 
grotesque on the wall.

/12/

Shape comparison –  
e of ‘Gespannte Grotesk’ (top left),  
a of ‘University’ (bottom left)  
and a trio of e a of ‘Prima vera’ 
(right).

/13/

Comparison of curve terminals  
and transitions in the a and e  
of Univers 1957, Frutiger 1976 and 
Vectora 1990 (from left to right).
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Although the designs look similar at first glance, they 
differ in quite essential aspects that contribute to their 
overall character. In terms of style, ‘Gespannte Grotesk’ 
/05/ belongs to the dynamic grotesques; the e and f fea-
ture flat curve shapes – and therefore open counters – 
and the curves end vertically. The shape of the counters, 
however, appears static because the transition from the 
stem to the curve is round and the stress is vertical. The 
second version from 1991, called ‘University’, /10/ is very 
different due to its diagonally cut curve terminals and 
the angular transition from the stem to the curve. Here, 
its relationship to Vectora from 1990 becomes apparent 
(see page 352). A third version from 1993 with the work-
ing title ‘Primavera’ can be categorised as a static gro-
tesque. The curve shapes are round and closed, and the 
curve terminals are horizontal /14/ or, in one instance, 
diago nal /16/. The transitions from the stem to the curve 
are here round again. It is interesting to look at the mi-
nuscule a in one of the three ‘Primavera’ versions, the 
projecting tail is atypical for Frutiger' s sans serif type-
faces /14/.
Surprisingly, Frutiger has never succeeded in realising 
his project of a softer grotesque,4 although all his sans- 
serifs have been extremely successful and there would 
be room enough for another waisted linear grotesque 
in addition to Optima.

thought that something big might come of it. But when I look at proofs of ‘Gespannte 
Grotesk’ now, I realise that I used the 1960s to come to terms with that success, to get back 
to myself. 

‘Gespannte Grotesk’ is more closely related to Syntax /08/ by Hans Eduard Meier, who  
was a student of Alfred Willimann’s – like myself. It has less in common with Optima by 
Hermann Zapf. In the type sample ‘une pomme du monde’ the regular cut looks quite good 
actually, but the italic version is a mess. The same is true for the italics of ‘SerifenGrotesk’ 
/04/. The project wasn’t implemented. But I couldn’t quite let go of this humane form of a 
grotesque, even much later on I still couldn’t.

At the beginning of the nineties I returned to the designs for ‘universite’ and showed 
it to Otmar Hoefer and Reinhard Haus from Linotype under the working title ‘University’. 
Since this project was just a suggestion, I only used the word ‘Hamburgo’ as a sample set-
 ting /10/. Compared to the original designs, the letters were either expanded or condensed. 
I had drawn them in four cuts – as a basis for a computer-generated typeface family – be-
cause I had planned this project for the new multiple master programme. The sample 
settings represented the four cornerstones for all continuous interim steps – in the hori-
zontal axis from expanded to condensed and in the vertical axis from thin to bold. In 1993, 
I tried again to place my designs with Linotype. First, a slightly revised serif version, the 
earlier mentioned ‘Cooperline’ /02/, and second, an altered sans version with the working 
name ‘Primavera’ /14/. Yet again I was unsuccessful with my suggestions. It simply wasn’t 
meant to be. 

/15/

Design for a waisted grotesque – 
meant as part of an extended type 
family including Linotype Centennial 
(top), from the 1990s (no date).

/14/

Typeface design ‘Primavera’ from 
1993 with horizontal curve terminals 
compared to vertical ones in  
‘Cooperline’ and ‘Gespannte Grotesk’.

/16/

Typeface design (no date) with  
diagonal curve terminals for a c e s and 
vertical ones for r; rounded transition 
from down stroke to bowl / curve. 

 S e r i f e n - G r o t e S k  /  G e S pan n t e  G r o t e S k  159

18 COOP-GGRO_19_DE_EN_2014_def.Druck.indd   159 20.02.14   08:20



160 j o b b i n g  t y p e fac e

I designed Algol for a single book.1 It was about a new programming language. I  suggest ed 
developing a new alphabet because this technical language was something special. At that 
time I was already working on the OCR typeface, but had heard about these things and 
had a pretty good idea of what we would have to deal with.

Usually you had to design 110 glyphs for one alphabet but for Algol there were fewer: 
capitals and lowercase letters, the numerals and a few mathematical symbols. There were 
no diacritics for different languages. The designs for Algol were done quickly. I sort of had 
my own technique: pasting lines instead of drawing them, or instead of creating many bowl 
shapes just drawing one and using the same one all over again. One of the draftsmen then 
implemented the designs. All that took three months at most including the manufactur ing 
of the font disc. Two cuts of the typeface, thin and semibold, were created for Lumitype; 
the font disc was manufactured at Deberny &  Peignot but the drawings were done in my 
studio. Initially I was thinking of setting the whole book in Algol but it soon turned out 
that it wasn’t suitable as a typeface for reading. It was suitable for formulae that had to 
stand out from the text. The whole book was full of them, there were as many formulae as 
there was text /01/. A formula isn’t read in the same way as a word, it is read symbol by 
symbol and the more clearly they differentiate themselves from each other the better.

In terms of style I wanted to change something mechanical into something logical; 
logical in the sense of unity of thought. I knew Microgramma2 but Algol couldn’t be a 
grotesque typeface – that would have been too naked, a formula has to hang together like 
a word. I also thought that a kind of Egyptienne F wouldn’t be suitable either because that 
was a pure text typeface but I was looking for a very particular type of ‘fantasy typeface’. 
After several trials I decided on these angular curves and slab serifs because they connect 
the formulae. I thought the angular and square-edged appearance was succinct and attrac-
tive. This interplay between the ends of the serifs and the angular curves was beneficial for 
the formulae. It should also be clearly recognisable when compared with other slab serif 
typefaces. The straight terminals for example with the a and t suited that too. I don’t know 
how I arrived at these shapes; I had lots of ideas. There were loads of things flowing through 
my head and out of my pencil … Somehow I was ‘feeling’ the construction of the typeface, 
which is somewhat close to a mathematical problem, but to describe this feeling is  actually 
quite difficult; I could have easily had little incisions at the top and bottom of the g but 
that would have looked too conservative, although I wanted to remain a bit classical.

Reductions were quite fashionable at the time. Algol was my personal fashion of de-
liberately leaving the normal classic play behind. That was quite characteristic for the time. 
To get away from the classical but remain legible. I would say that’s actually the typical 
Swiss graphic design: this grid-like, cube-like appearance.

Typeface for a computer language    Only a few years 
after the development of Univers, which was a typeface 
for universal application in many languages and typeset
ting technologies, and which had met with general ap
proval and international success, Frutiger drew a type
face for one single language.
` Algol' , the abbreviation for ̀ algorithmic language' , is the 
name for a family of programming languages that had 
been developed from 1958 onwards. Algol 60 was devel
oped from 1958 to 1963: the ` 60'  stands for the year of 
` almostcompletion' , the final version was created in 1963. 
Algol 60 represents a milestone in the history of program
ming languages and served as a foundation for many 
subsequent languages such as Pascal, C, Ada and even 
Java.3

Shortly after the completion of the final version of Algol 
60, the book algol was published in 1964 by Éditions 
Hermann in Paris, a publishing house specialising in scien
tific publications.4 Adrian Frutiger had been working for 
Éditions Hermann5 since 1956 when it was taken over by 
Pierre Berès. He mainly designed covers for existing 
books that were being republished. In 1957 Marcel  Nebel, 
Frutiger' s first coworker, a graduate from the Basel 
School of Design, assisted him for half a year. Adrian 
Frutiger also directed the design work for the newly 
founded scientific magazine sciences, the fourvolume 
monumental work Art de France and the paperback 
series Miroirs de l’art (see page 68).6

Exclusively for the design of the book algol, Adrian Fruti
ger developed the typeface of the same name, which 
was used for setting the mathematical formulae and 
comments. In addition to the 92 glyphs, which included 
capitals and lowercase letters, numerals and a few math
ematical symbols, whole words such as ̀ valeur' , ̀Boolean'  
or `  alors'  were produced /02/. Altogether, Algol thus 
comprises 116 glyphs.7 The oftused Bodoni, which was 
available on Lumitype early on, was selected for the text 
of the book algol. It was a revised version, called  Bodoni 
book C 504-55, which had been adapted to the technical 
problems of photosetting and included its italic and bold 
cuts. 
The production of Algol for Lumitype took three months 
from idea to photosetting the book.8 This was consider
ably shorter than using traditional hot metal typesetting 
and also less costly, which made it possible to develop 
a typeface for a single book.

Weights
2

 Manufacturer
– Deberny & Peignot

Typesetting technology
Photosetting Lumitype

Design  | Release
1963  | 1963

Designer
Adrian Frutiger

Client
Éditions Hermann

Name of typeface
Algol
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/03/

The horizontal bowl shapes 
without incisions and the  
right-angled joints are typical  
of the typeface Algol.

/01/

Cover and interior page of  
the publication algol by  
Éditions Hermann, Paris 1964.

/02/

Some additional glyphs  
including numerals,  
mathematical symbols and  
words.
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In the early 1960s I briefly had less work for my colleagues, so I asked André Gürtler in 
1963 whether he’d like to do a study for an Egyptienne as a counterpart to Univers, based 
on its style. The outcome consisted of eight weights with the name ‘Champion’ /05/. Max 
Caflisch, type adviser to the Bauer type foundry, knew about the project. He had a lot of 
curiosity, and always wanted to know everything. One day he suggested my design to 
Bauer. Walter Greisner was managing director there at the time and he was looking for a 
modern slab serif typeface. Even though the art director, Konrad Friedrich Bauer, wasn’t 
too keen on the typeface, a contract was drawn up. He named it Serifa.

It was no big deal for Charles Peignot that Serifa wasn’t released by Deberny &  Peignot. 
I was no longer employed by them (from 1960 to 1963 I was the outside art director there, 
while still doing my own studio work), and they weren’t interested in new typefaces any-
more; plus Charles Peignot was no longer there anyway. René-Paul Higonnet, son of René 
Higonnet, one of the two inventors of Photon-Lumitype, had taken over as director and 
kicked him out.1

Serifa was constructed like Univers, and I thought it would be similarly successful. 
I expected every new project to turn into something really big. Each time it was used I 
thought it would be really big. After the huge success of Univers, I found it difficult to 
readjust. This expressed itself in my being very restless, full of ideas and anxious to achieve 
even more. Working on Serifa was relatively easy; the ‘Champion’ designs were already 
there. Of course, it wasn’t a case of simply adding on serifs in order to achieve the aim of 
making an Egyptienne that corresponded to Univers. The whole typeface had to be rethought 
/09/. However, it was no epic task. Serifa was quite clearly a modern typeface.

I never compared it to any historical typefaces, but nevertheless it’s possible that it 
was subconsciously influenced by existing slab serif faces. After all, the Egyptian style 
had been around since the early 19th century (see page 120). Compared to other slab serif 
faces such as Rockwell and Memphis /25/, Serifa was always something of an outcast child. 
It wasn’t really comparable to those new, geometrically constructed slab serifs; and the 
older Egyptians like Ionic or Clarendon /23/ had a classical foundation. 

So I drew the first weights of Serifa, light and semibold, for foundry type. There were 
moulds made for all sizes of these two alphabets, and a test was carried out /01/. The hot 
metal version was released in 1967, but by then the foundries were aware that their time 
was up. Some of them reoriented themselves, but the Bauer type foundry was liquidated 
in 1972. The foundry range was taken on by Wolfgang Hartmann, director of the Fundición 
Tipográfica Neufville2 in Barcelona, who also oversaw the licensing of the Bauer fonts. 
Hartmann showed some interest in Serifa. He sold licences to companies that had already 
started photosetting, but he didn’t produce any typefaces for photosetting himself. Serifa 

Beginning of Serifa   André Gürtler, who was employed 
as a lettering artist from 1959 to 1965 by Adrian Frutiger, 
worked out the range of weights for Serifa in 1963 /05/. 
When asked about the beginnings of the typeface he 
said that there “wasn' t enough work around at the time, 
so Adrian gave me a word and told me we were going 
to make an Egyptienne. I went and transformed the word 
into a family. Regular, regular italic, semibold, bold, there 
were around eight weights of this word; it was sort of a 
way to pass the time. It interested him to see what could 
be done with an Egyptienne. Whilst working on that 
project – it was only a pre-project – the Univers shape 
crept in, which I went along with naturally.”3

Adrian Frutiger offered the typeface to ATF4, who were 
interested, but pulled out shortly before sealing the 
contract. Serifa was put on the shelf.5 Max Caflisch, type 
advisor at the Bauer type foundry, drew managing direc-
tor Walter Greisner' s attention to the ‘Champion’ family. 
Greisner was looking for a Memphis-style typeface with 
a modern feel.6 Starting in 1966, the typeface was pro-
duced in two weights.7 The reason that Konrad F.  Bauer 
was not particularly enthusiastic about Serifa may be due 
to the fact that Bauersche already had two slab serifs in 
their range: Volta, a Clarendon-like typeface by Konrad 
F.  Bauer and Walter Baum from 1957, and also Beton, 
created by Heinrich Jost in 1930 /25/.
D. Stempel AG had Frutiger adapt Serifa for photoset-
ting. The light weight was renamed regular. It was shown 
in five weights – regular, italic, semibold, bold and semi-
bold condensed – in an advertisement in Typografische 
Monatsblätter in 1977.8 The typeface was expanded to 
nine weights with the addition of thin, thin italic, light 
and light italic.9 In later years Linotype10 dropped both 
thin weights and the semibold condensed weight for 
digital readaptation. Adobe sold Serifa in the same six 
weights, while Elsner + Flake and Scangraphic have the 
two thin weights in their range. URW++ have Serifa in 
thin, light, regular, semibold and bold upright weights, 
plus a unique stencil weight. Bitstream has it under its 
proper name in all nine original Stempel weights.

Design  | Publication
1963  | 1967

Designer
Adrian Frutiger

Name of typeface
Serifa

Typesetting technology
Handsetting
Photosetting

Digital setting PostScript

 Manufacturers
– Bauersche Giesserei
– D. Stempel AG | Linotype 
 Compugraphic
– Adobe | Linotype
 Bitstream 
 Elsner + Flake
 Scangraphic
 URW++

Weights
2
9

10
6
9
8
8

11
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/02/

Design sketches for Serifa – pencil 
on tracing paper, original size, 
undated.

/05/

Overall concept of what was to 
become Serifa – diagram with eight, 
or nine, intended variants in five 
weights and three widths.

/03/

Study for Serifa in three widths – 
pencil on tracing paper, mounted on 
card, undated.

/04/

Design for Serifa – unlike the  
design on the left, the a has the 
roman shape and the curve is  
open and dynamic.
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was available for a handful of headline setting machines, but the transfer sheets sold bet-
ter.11 Seeing as I had a proper contract with Bauer, taken over by Hartmann, I still received 
royalties for 25 years.

After the first two hot metal cuts, it was extended to nine weights for photosetting 
/30/. Walter Greisner, who in the meantime had finished at Bauer and become managing 
director at D. Stempel AG, wanted a proper typeface family. He couldn’t get anywhere with 
a mere two weights. So along with three further weights, italic versions were also made 
of the thin, light and regular weights. Serifa doesn’t have a true italic, but rather an oblique, 
that is, it’s slanted /10/. You can tell that by the way the serifs are placed, just like in the 
upright version. Plus, the cursive shapes of a and g, for example, look different in an  italic. 
But watch out: a slanted typeface has to be reworked too. I would never have let the shapes 
simply be sloped. I redrew all the curves. If you tilt a round o like that, it becomes  strangely 
oval. It needs correcting.

The skeleton of Serifa corresponds to Univers. I had two basic structures. They’re like 
two lines running through me: one follows the Univers skeleton, where every letter has 
roughly the same width, while the other follows the more classical principle with differ-
ing letter widths. This shows the old dilemma between Walter Käch and Alfred Willimann. 
The pair of them had completely different concepts of type (see page 16). In any case, the 
classical skeleton is better than the one with consistent widths when it comes to reading 
flow. Univers, however, would have been unthinkable without a constant width skeleton, 
it was only the concept of systematic widths that made the many varieties possible. I guess 
there are two spirits inside me, and they’ve probably always been slightly in conflict.

Serifa designs As usual, the first designs were made in 
pencil on tracing paper /02/ with an x-height of between 
7.5 and 15 millimetres. And, as usual, several weights were 
designed. A study of what was to become Serifa shows 
three weights with three respective widths /03/. The 
lowercase italic a is noteworthy; it is like its coun terpart 
in the geometrical Memphis. A later design shows the 
a with a roman shape, typical of Frutiger /04/. Here, too, 
one can recognise the search for the typeface' s charac-
teristic form and the dynamic shape of the a, similar to 
the ‘Serifen-Grotesk’ design from 1962 (see page 156). 
In Serifa /06/ however, the closing, static curve shape is 
given precedence, which is found in Univers and in the 
‘Champion’ design /05/ from 1963.
The design encompasses eight weights, while a possible 
ninth is referred to. Apart from the two wide weights, the 
project appears to be based around earlier slab serif 
faces like the Schadow Antiqua typeface family by Georg 
Trump for the C. E. Weber type foundry /26/. This typeface 
also has four weights in regular width with just one 
oblique and a bold condensed version. The wide, ultra 
bold design of Serifa veers more towards the extra bold 
weight of Rockwell. However, the wide weights were 
never produced, although the sloped weights were de-
veloped by D. Stempel AG /30/.

/06/

Inner page of the six-page type 
specimen for Serifa light and 
semibold by Bauersche Giesserei in 
1967, with a text by Emil Ruder.

/07/

Back page of the first Serifa 
specimen with a text by typeface 
designer and typographer Hermann 
Zapf (title page see page 163).
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Twelve Serifa theses                        The German design  
magazine Gebrauchsgraphik from June 1968 includes 
some basic considerations by Adrian Frutiger regarding 
the design of text faces, illustrated with three sketch 
pages for  Serifa, dated 3 September 1963 and 28 January 
1964. These construction drafts were integrated into one 
illustra   tion in Frutiger' s 1980 book Type Sign Symbol and 
comment  ed upon thus:
“There is relatively little room for play in the search for 
a new text face. The first movement towards a new type 
image is, in any case, not a spontaneous creative act (as, 
for example, in calligraphic exercises) but an intellectual 
process aimed at recognising the connections during 
the reading process. The typesetting technique  envisaged 
and the requirements of the market must, accordingly, 
be included in the planning. These components make it 
possible for the type designer to reach new conclusions. 
The following basic considerations are included in a 
sketchbook for the design of the Egyptian face Serifa: 
A. Determination of the character height and the propor-
tions of ascenders and descenders. – B. Proportioning 
of the black and white values of the basic design, to-
gether with the harmonisation of the total width with 
the character height. – C. The thickness of the horizontal 
strokes and serifs is the main factor for the definition of 
the type style. – D. The pivoting point and degree of 
slope of the italics are defined on the basis of the roman 
face. – E. Logical grading of the various styles. – F. The 

/09/

Although similar in shape,  
Serifa (top) has noticeably wider 
proportions than Univers 
(bottom).

/08/

Diagram depicting the form 
principles for Serifa –  
1979 reworking of the original 
drawings from 1963/64.

/10/

Egyptienne F (top) italic  
has a true italic form,  
where as Serifa (bottom) has  
an oblique form.

/11/

Unusual features for Frutiger are 
the spur on the G and the offset leg 
of lowercase k in Serifa (bottom) –  
Egyptienne F (top).

/12/

Typical Frutiger features:  
trian gular K, Q with a horizontal 
tail, R with a curved leg –  
Egyptienne F (top), Serifa (bottom).

/13/

Unlike Egyptienne F (top),  
Serifa (bottom) does not have the 
characteristic ß and & shapes  
of Adrian Frutiger.
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Serifa is very suitable for headline typesetting, but not for text composition. It doesn’t 
flow properly, besides which it’s too wide. It’s much wider than Univers or Egytienne. I 
don’t think I was entirely true to myself with Serifa. For instance, there’s the G with its 
spur /11/, which has always been a thorn in my side, so why didn’t I stop myself from using 
it? The legs of lowercase k are displaced /11/, which was necessary with Serifa, otherwise 
both serif connections at the bottom would have been much too acute. Nevertheless, it still 
pained me to displace the legs like that. I didn’t do it with uppercase K /12/. Neither ß nor 
& is my style /13/; though in Germany my typical ß would never have been accepted. I did 
stay true to myself with uppercase R for example, where the freestanding leg is slightly 
curled. Even my special Q was accepted /12/, and the £ symbol is very much in my style /17/. 
The diaereses are interesting /18/. In the Bauer hot metal version the uppercase diaereses 
have the same cap height, they were incorporated into the letters: Ü on the inside, Ä and 
Ö on the outside. That was at the type founders’ request; they didn’t want any overshots. 
This was changed later for the photo setting version by Stempel / Linotype.

What I find really baffling with hindsight is the slightly curved diagonal stroke of the 
7 /15/. I did the same thing later with OCR-B, for reasons of recognition, but I’m at a loss as 
to why I did it with Serifa. There are different designs for the dollar symbol. In an early 
pasted-up version of the reduced final artwork the S has a vertical stroke going through 
it /29/; this way the counters are very small and the character becomes too black. Later I 
just added a stroke above and below the S /17/, the Americans accepted the dollar symbol 
in this form straight away. Otherwise the salesmen would have complained about it, be-
cause it’s an important symbol for them.

stroke thicknesses in relation to counters and letter-
spaces follow definite rules. – G. The length of the serifs 
does not follow the same criteria as those for the thick-
ness of strokes. – H. The construction of the curve of the 
n provides the plan for a symmetrical construction of all 
other curves. – I. Convex and concave outlines of the 
curves are affected by matching with the basic plan. –  
J. The curves are higher than the straight lines. – K. The 
curves of the various weights are related in form. – L. The 
geometry of curves is the primary consideration for  
the determination of a style. Serifa is not built up from 
the perfect circle; it is slightly oval and only a little angu-
lar.”12

In addition to the two publications referred to above, 
six points for typeface design are listed by means of six 
detailed illustrations of individual Serifa characters /14/: 
“1. Precise balancing of stroke thicknesses, horizontal and 
vertical. – 2. The serifs are not parallel but slightly tapered 
inwards. – 3. Displacements necessary for the achieve-
ment of good optical spacing. – 4. The inner angles are 
opened up where possible, to avoid filling-in of black. – 5. 
Incisions of standard depth are indispensable for good 
legibility. – 6. All curves are in harmonious accord.”13

/14/

Details of the original Serifa 
drawings with important optical 
principles for type design.

/16/

Stymie (top) has varying widths, 
like the classical principle  
of proportion; Serifa (bottom)  
has regularized widths.

/17/

The sleek £ shape of the original 
foundry type Serifa (top) has been 
retained in the digital version  
by Linotype (bottom), but the $ has 
been changed.

/18/

Diaereses and ring accents are 
placed at cap height in Serifa 
foundry type (top); in the Linotype 
digital version (bottom) they are 
above the capitals.

/15/

Straight diagonal stroke of the 
Egyptienne F 7, increasing slightly 
in thickness towards the bottom 
(top); slight curve in Serifa 7 
(bottom).
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Slab serif typeface group     Egyptienne, or slab serif, 
typefaces are characterised by their strong serifs. There 
is no rule to determine how thick serifs have to be in 
order to be classed as slab serifs.14 This can lead to much 
confusion in type specimens and instruction texts.15 As 
a guide, the regular weight should have a serif thickness 
which is at least 50 per cent of the stem width.
In order to do justice to the multitude of slab serifs, Hans 
Rudolf Bosshard in 1980 suggested dividing the group 
into subgroups.16 He called the first subgroup Egyptienne 
and the second one Clarendon. Both have a historic 
basis (see page 120), but nevertheless this leads to con-
fusion because on the one hand Egyptienne is common-
ly used to describe the main group, and on the other 
hand both terms are names of typefaces. This becomes 
particularly confusing when typefaces with the name 
` Egyptienne' , such as Egyptienne F, are classed in the 
Clarendon subgroup due to their stem to serif transitions 
being concave. Serif shape alone is not enough for a 
satisfactory classification.
A different approach is taken in the student' s manual 
Schriften erkennen. Slab serif faces are placed in four 
subgroups: those derived from Renaissance or old style 
typefaces, newspaper faces and constructed faces.17 
Hans Peter Willberg published a reworked division into 
four groups in 2001 in Wegweiser Schrift; dynamic,  static, 
geometric and decorative Egyptienne.18 In this book we 
have chosen a division that makes the connecting and 

/22/

As opposed to Memphis (left),  
both Clarendon (middle) and Serifa 
(right) have a consistency of form 
throughout the different weights.

/26/

Georg Trump’s Schadow-Antiqua 
1937 introduced the era of  
static Egyptiennes with its angular- 
oval curve shapes.

/25/

Slab serif with low stroke contrast, 
geometric style – Beton 1931, 
Rockwell 1934, Memphis 1935.

/24/

Basic forms of slab serifs – high  
stroke contrast: old style, transitional,  
neoclassical; low stroke contrast:  
geometric, static, dynamic (l to r).

/23/

Slab serif with high stroke contrast, 
static style (derivative  
neoclassical) – Schadow 1937,  
Clarendon 1951, Impressum 1963.

/19/

Slab serif with high stroke contrast, 
dynamic style (derivative old style) –  
Joanna by stonecutter and  
typeface designer Eric Gill, 1930.

/21/

Slab serif with high stroke contrast 
(derivative transitional) –  
New Century Schoolbook 1917,  
Excelsior 1931, Candida 1936.

/27/

Slab serif with low stroke contrast, 
static style (derivative neoclassical) –  
Venus Egyptienne before 1950,  
Serifa 1967.

/20/

The transitions from stem to  
serif differ between concave and 
angular, which is not synonymous  
with right angled.

/28/

Slab serif with low stroke contrast, 
dynamic style (derivative old style) –  
PMN Caecilia by typeface designer  
Peter Matthias Noordzij, 1990.

20 SERI_36_DE_EN_2014_def.Druck.indd   168 19.02.14   15:31



Serifa is one of my worst attempts at a typeface, I think it’s fair to say. Not because 
of the characters that were unusual for me, but because my idea of a constructivist slab 
serif face was wrong for the eye. I always wanted to make readable typefaces. And Serifa 
just isn’t comfortable to read, it doesn’t flow well enough because of its wide fit. One could 
use it for  posters. Serifa is pretty meaningless and yet it endures. That’s the tragic thing 
about typefaces, they stick around and always will. Once you design one you have to be 
able to stand by it. In the six-page article of the Gebrauchsgraphik trade magazine from 
June 1968 it said that at least Serifa was released at the right time, seeing as Egyptienne 
faces were increasingly being used by graphic designers.20 I only hope they used it prop-
erly.

separating characteristics visibly clear. The groups have 
a historical basis. However, they do not refer to the devel-
opment of Egyptian faces.
Slab serif Renaissance faces /19/ are derived from Renais-
sance old style faces; their style is dynamic. Their upper-
case letters have differentiated proportions, the curve 
of the e points to the letters that follow and the stress 
is diagonal /24/.
Neoclassical slab serifs derived from neoclassical faces 
are characterised by even proportions, a curve shape 
that closes in on itself and a vertical stress /23/. Baroque 
slab serifs /21/ have features of both groups. The clear 
stroke contrast is a common feature of all three of these 
groups. On the other hand, serif shape and angular or 
concave transitions from stem to serif are not important 
for classification /20/.
Slab serif faces with a low stroke contrast are divided 
into three further groups. One can distinguish geomet-
ric /25/ (based on circles) /24/ static with a vertical stress 
/27/ and dynamic with a slightly diagonal stress /28/. The 
latter were first produced in the 1980s in the Nether-
lands.19

/30/

The Stempel / Linotype brochure 
Schriften von Adrian Frutiger 1983 
shows all nine Serifa variants  
for photosetting.

/29/

Testing ‘setability’ was achieved by 
sticking together photographic 
reductions of the original drawings.
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Advertising Serifa    Serifa was the last typeface to be 
included in the Bauersche Giesserei collection, and it was 
advertised intensely. In 1967 a six-page teaser appeared 
/01/. This depicted the light weight in thirteen point sizes 
from 6 to 48 pt and semibold in eight sizes from 12 to 
48 pt. The 6 to 10 pt sizes were still in production. Some 
advertisements appeared, chiefly in the print magazine 
Deutscher Drucker in 1968. The modern character of 
Serifa is repeatedly alluded to, reinforced in part by a 
design inspired by Univers. Bruno Pfäffli, one of Adrian 
Frutiger' s studio colleagues, designed the specimen and 
the advertisements. The ad with the repetitive sequence 
of the typeface name clearly demonstrates its typo-
graphic language /32/. Articles in the trade press also 
served to publicise the typeface, such as the exhaustive 
trilingual article ̀ Aus der Werkstatt einer Schriftgiesserei'  
(` From a type foundry' s workshop' ) by Hans Kuh in Ge-
brauchsgraphik of June 1968.21

/31/

Characters of Serifa light 
for foundry type by  
Bauersche Giesserei, Frankfurt.

/34/

Serifa for foundry type –  
advertisement by Bauer sche 
Giesserei in Deutscher Drucker,  
30 May 1968.

/33/

Serifa for foundry type –  
advertisement by Bauersche 
Giesserei in Deutscher Drucker,  
11 November 1968.

/32/

Serifa for foundry type –  
advertisement by Bauersche 
Giesserei in Deutscher Drucker,  
29 February 1968.
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  ABC DE FG H IJ K LM N 
  O PQ R S T U V W XY Z & 
  abcdefghijklmnopqrs 
 tuvwxyzß1234567890

 Pourquoi tan
 t d’Alphabets dif 
 férents ! Tous servent au m 
 ême but, mais aussi à exprimer la dive

e fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu ha
ben. Sie dienen alle zum selben, aber machen die Viel falt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert mi 
t sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, ab  
er doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist 
es auch mit der Schrift. You may ask why so many different type  faces. They a 
ll serve the same purpose but they express man’s diversity. It is the same di

versity 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 
but each was different from the others. It’s the nuances that are im 
portant. The same is true for typefaces. Pourquoi tant d’Alphabets 
différents ! Tous servent au même but, mais aussi à exprimer la div 
ersité de l’homme. C’est cette même diversité que nous retrouvons 
dans les vins de Médoc. J’ai pu, un jour, relever soixante crus, tous 
de la même année. Il s’agissait certes de vins, mais tous étaient dif  

férents. Tout est dans la nuance du bouqu
et. Il en est de même pour les caractères ! 
Sie fragen sich, w arum es notwendig ist, so 
viele Schriften zur Verfügung zu haben. Sie 
dienen alle zum selben, aber machen die 
Viel falt des Menschen aus. Diese Vielfalt i 
st wie beim Wein. Ich habe einmal eine W
einkarte studiert mit sechzig Médoc-Wein 
en aus dem selben Jahr. Das ist ausnahm 
slos Wein, aber doch nicht alles der gleich

rsité de l’homme. C’est cette même diversité que nous re  
trouvons dans les vins de Médoc. J’ai pu, un jour, relever 
soixante crus, tous de la même année. Il s’agissait certes  
de vins, mais tous étaient différents. Tout est dans la nua
nce du bouquet. Il en est de même pour les caractères! Si 

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Std

Serifa ®
Linotype – 6 weights
Bitstream – 9 weights
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Venus Egyptienne
Bauersche Giesserei / H. Berthold AG

 Schadow
 Georg Trump
 1937

 Serifa
 Adrian Frutiger
 1967

nh = 6.97 cm
nw = 6.10
ns = 1.25
nq = 0.99

Hh = 10.00 cm
Hw = 7.91
Hs = 1.34
Hq = 0.97

Hh : Hw = 1 : 0.79
Hw : Hs = 1 : 0.17
Hs : Hq = 1 : 0.72

Roman oh = 7.28 cm
ow = 7.38
os = 1.36
oq = 0.99

nh : nw = 1 : 0.87
nw : ns = 1 : 0.20
nh : oh = 1 : 1.04
nw : ow = 1 : 1.21
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/35/

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

/36/

Serifa’s broad proportions  
and strong serifs  
create well-defined lines.

Typeface comparison            All three typefaces shown 
below belong to the slab serif (Egyptienne) classification 
group. According to Hans Peter Willberg they should 
be placed in the ̀ static'  subgroup. Their origins can be 
traced back to classic typefaces, noticeable by their ver-
tical stress and even character widths.22

Schadow by Georg Trump is the oldest of the three type-
faces. It has a strong stroke width contrast, and its serifs 
have angular transitions to the stem. Venus  Egyptienne,23 
on the other hand, has curved transitions and barely has 
any stroke width contrast. Serifa has features of both 
type faces. It has a very low stroke width contrast like 
Venus Egyptienne, and its serifs have angular stem tran-
sitions like Schadow. Its broad appearance looks alto-
gether geo metric, comparable to Rockwell or Memphis, 
putting it in danger of landing in the wrong classification 
group. Its even character widths, however, plainly demon-
strate that it pertains to the static Egyptienne typeface 
group.
The basic shape of the curves of the three typefaces can 
be seen in uppercase G. In Serifa its curves are slightly 
pull ed into the corners, in accordance with Frutiger' s 
basic design principle /08/. This is much more  pronounc ed 
in Schadow. In contrast, Venus Egyptienne has a clear ly 
defined oval shape.

E
Middle horizontal 
stroke has  
terminal serif

G
Stem with spur, 
cross stroke 
optically 
symmetrical

R
Diagonal right leg, 
terminal semi-serif

ä
Rectangular 
diaeresis,  
drop-shaped 
counter

g
Single loop  shape,  
flat descender,  
with ear

k m
Offset legs, 
symmetrical  
serifs

2
Terminal serif, 
straight 
diagonal stroke

5
Inclined 
vertical 
stroke

before 1950
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Bold Condensed – Bitstream

75 Black

65 Bold

Light
Roman
Bold
Black
Italic

Hw
 7.42 = 0.94
7.91 = 1
8.53 = 1.08
9.34 = 1.18
7.71 = 0.97

Hs
 0.85 = 0.63
 1.34 = 1
2.11 = 1.57
2.48 = 1.85
1.36 = 1.01

Hq
 0.66 = 0.68
 0.97 = 1
 1.44 = 1.48
1.82 = 1.88
0.98 = 1.01

Hh
10.00 cm
10.00 
10.00 
10.00
10.00

HÔhxp7
1.00

0

cm Schadow
40 pt

135
100
70 4.3

10

3.7 −26

HÔhxp7
1.00

0

cm Serifa 
43.7 pt

130
100
70 4.3

10

3.6−25

HÔhxp7
1.00

0

cm Venus Egyptienne
42.9 pt

130
100
66 5.2

10

4.7 −31
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11.9°

/38/

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

/37/

Comparison showing the  
different weights and angle of  
the obliques.
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“ the skeleton of a letter is like a keyhole engraved on the reader’s memory. 

 the letter that is read is the key that seeks and finds its lock. When the designer strays 

 too far from the base form, then you get friction, frustration or unreadability.”

 adrian frutiger
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production of type

ocr technology

/05/

A 1974 machine for reading OCR-B 
typescript – the reading speed 
could reach 500 characters  
a second.

/06/

Coordinate table produced by 
measurements of the letter R of  
OCR-B – the five XY columns are for 
the three proportional variations.

/03/

The central line became the 
guideline for the engraving of  
the typewriter typeface with  
a constant stroke weight.

/04/

The measuring points placed on  
the central line and the outline 
served as reference points for the 
digitising of the typeface.

/01/

This original drawing of OCR-B 
appears to be a book face. 

/02/

After various tests and corrections 
the central line was derived from 
the shape of the book face.

Thanks to special typefaces, Optical Character Rec-
ognition (OCR) machines for typesetting were able 
automatically to recognise text and encodings writ-
ten by typewriters. These OCR machines transferred 
the scanned data offline (either on punched or mag-
netic tape) or online (via cable) to a computer down-
stream that set the text. The data were then prepared 
for further processing so that the desired text could 
be set using either hot metal or phototype. 
OCR machines were preceded in the 1950s by me-
chanical document processing systems. These sys-
tems were needed to read payment forms, cheques, 
prescriptions, aeroplane tickets, pay slips, material 
receipts etc. However, the large quantity of docu-
ments to be processed outstripped the capacity of 
the mechanical systems and they were soon super-
seded by the OCR machines, which had a processing 
capacity of over 100  000 documents an hour.
In order to guarantee correct machine reading at 
high processing speeds, the producers of documents 
had to take into account a whole slew of factors 

regarding paper, ink, printing and design. To ensure 
this workflow, IBM, one of the pioneers in the field 
of plain text reading, set up a test lab. The quality of 
the symbols as well as the design and shape of forms 
were tested along with the composition of the paper 
and the spectral-isometric measurement of ink ratios. 
The human brain' s flexibility in recog nition cannot be 
fully matched by OCR machines. However, through 
standardisation (the extensive curtailing of differ-
ences between the glyphs of a particular class) and 
stylisation (choosing a character' s form according 
to criteria of recognisability for OCR machines), this 
lower flexibility could be mitigated.
Machine-readable typefaces are placed in the optical 
and magnetic typeface classification group.  OCR-A 
(DIN 66008) belongs to the first group, and is com-
posed of only uppercase characters in addition to 
numbers and some special glyphs. The code is com-
posed of 13 elements (10 vertical and 3 horizontal 
strokes arranged on a grid). Far less stylised is the 
later OCR-B /01/, designed by Adrian Frutiger in col-

laboration with European Computer Manufactures 
Association (ECMA). It is little different from the 
then-current typewriter and printing typefaces.  
The character set is composed of numbers, special  
characters and upper- and lowercase characters. In 
1973 OCR-B was declared a worldwide standard in 
ISO 1073/II. 
Alongside OCR-A and OCR-B there are still a number 
of other optically readable typefaces, like Farrington 
12 L / 12 F. 
Within the group of magnetic typefaces, CMC-7 (DIN 
66007) and E-13-B are notable. Both are printed with 
ink containing iron oxide allowing the data to be 
captured by  magnetic scanning heads.

OCR-B
Page 176

Documenta
Page 218
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OCR-B
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In 1961 thirteen computer and typewriter manufacturers founded the ‘European  Computer 
Manufacturers Association’ – ECMA – based in Geneva.1 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 École Estienne, and Gilbert Weill2, 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/. I would 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 

Worldwide standardisation       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

It is this organisation to which ECMA4 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 Inter
national 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)5 and is still used in con
temporary computerised technologies. Frutiger was one 
of the first designers worldwide who – with regards to 
machinereadable 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 ATypI conference.
After a first recommendation by the ISO committee in 
1966, OCR-B was declared a worldwide standard in 1973.

Client
European Computer 
Manufacturers Association

Design  | Publication
Since 1963 | since 1965

Typesetting technology
Letterpress, Computer composition, 
Strike-on composition
Digital setting PostScript

 Manufacturer
– Several computer and 
 typewriter manufacturers
– Adobe | Linotype
 Bitstream
 Elsner + Flake

Name of typeface
OCR-B

Designer
Adrian Frutiger

Weights
1

1
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/01/

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 
even talking 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 /11/. 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 /10/ based on the centreline /08/.

Machine-readable typefaces             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, machinereadable typefaces. It was based on 
a matrix of 7 by 10 cells. Another typeface for magnetic 
readers was CMC-7 (Caractères Magnétiques Codés) 
/04/, 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 machinereaders. This typeface with its 
still extremely stylised shape based on a matrix of 5 by 
9 cells /03/ 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 ISO in 1966.
Like Adrian Frutiger' s typeface, Farrington 12 L / 12 F /07/ 
belonged to the ̀ third generation'  featuring a look that 
was more pleasing to the human eye.

/02/

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

/03/

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.

/04/

Stylised characters for the printing 
of banking forms with magnetic 
ink – E13B (top) USA and Canada; 
CMC-7 (bottom) Europe.

/06/

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

/07/

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

/05/

Progenitors of the numerals in  
OCR-A: Farrington 12FI, RCA,  
NCR C6000, IBM X9A-120, Remington  
Rand NS-69-8, Burroughs B2A,  
GE 59A-04, Farrington 7BI.
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CDOQ0
CDOQ0

2359
2359

1Iijl!)
1I i j l !)

B8&
B8&

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 cheaper to 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 Gürtler 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 
I came up with the idea 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 j and I we had no choice, because of the  danger 
of them being confused /15/; the l 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 /26/. 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 K as a stroke and a  chevron.

Character recognition                    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 /08/. 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  fatten ed 
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 machineread
able, as are books, newsprint and handwriting today.

/16/

In contrast to the letters and to 
Univers (top), the numerals  
of OCR-B (bottom) feature dynamic 
curves. 

/15/

Characters that are very similar  
in shape get a serif, horizontal bar 
or curved stroke in OCR-B  
(bottom).

/14/

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

/08/

All characters, here H and T,  
are compared according to their 
greatest overlapping area.

/11/

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

/09/

Serifs increase the similarity 
bet ween characters and  
are therefore less suitable for 
machine-readers. 

/12/

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.

/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.

/13/

B 8 & are difficult to differentiate  
for a machine-reader – very similar 
in Univers (top) compared to  
OCR-B (bottom).
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/22/

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

/17/

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

/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.

/20/

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

/21/

The numeral 1 leans slightly to  
the right – construction drawing of 
the ‘Constant stroke width font’ 
according to ECMA-11.

/23/

Comparison method – point 
resolution for data capture in  
black; final artwork and difference 
between B and 8 in colour.
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Designing OCR-B        The first test version of OCR-B 
dates from 1963 6 and contained 109 characters /24/. The 
curve shapes of the majuscules were static, while there 
are two types of curve shapes in the minuscules: a round, 
static curve, for instance in c d p, and a flat, dynamic one 
in b g q. All numerals had dynamic shapes but the curves 
varied: flat curves in 2 3, 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 ECMA11 in 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 a  normally 
placed dot; as well as with the aforementioned b g q, 
which now featured static curve 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 IJ ij, the 
German esszett ß and the Japanese currency symbol ¥. 

/24/

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 numeral 0.

/25/

First published version of OCR-B  
from 1965 with curved diagonals for W, 
greater difference between O and zero 
and different crossing for 8.

/26/

OCR-B from 1971 with horizontal bar 
for j, curved descender for y,  
very wide B, and altered shapes for 
capital O, lower case o and zero.

/27/

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

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 œ was added in the nine-
ties /27/. The æ 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, œuvre 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.

The British pound sign £ was changed considerably. There 
were still problems in differentiating D O 0 and B 8 &. 
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 Ü, 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 ISO 1073/II 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 charac
ters 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

/31/

A generous letter-spacing is needed 
for machine-readable characters – 
the characters must not touch  
each other.

/29/

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

/28/

OCR-B as a proportional font in the 
Letterpress version (top) and as  
a monospaced font in the constant- 
stroke version for typewriters 
(bottom).

/35/

The digital version of the lower case 
c by Linotype (centre) is rounder 
than the original version from 1976 
(left) and the Berthold version.

/30/

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

/33/

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

/34/

The numeral 6 appears to be  
wider in the diagonal in the digital 
version by Linotype (centre) –  
original (left), Berthold (right).

/32/

In 1973 OCR-B was declared an inter - 
national standard by the International 
Standards Organisation (ISO)  
and was subsequently updated. 
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Applications      Since the 1960s machinereadable 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 payingin forms 
in some countries, for instance in France and Switzerland, 
/36/ but in 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/. 
A totally different application for Adrian Frutiger' s type
face could be found – up until the 1980s – in text process
ing. Text typed and coded on an IBM golfball  typewriter 
in OCR-B – socalled typoscripts /40/ – were registered 
by machine so they did not have to be phototypeset a 
second time at the printer' s. But this application disap
peared soon with the arrival of data exchange via floppy 
discs. 
OCR-A and OCR-B eventually found their fashionable 
expression in the graphic design of the 1990s where they 
were seen as techno, cool and trendy.

/36/

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

/37/

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

/39/

Swiss Confederation ID card –  
with three encoding lines  
on the back in Adrian Frutiger’s 
typeface OCR-B.

/38/

Adrian Frutiger giving a talk on 
OCR-B in the Unesco building  
in Paris at the ATypI conference,  
10 November 1967.
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/40/

Original typescript in OCR-B; suitable 
for OCR data capture – mistakes  
like the one in line four are flagged 
with deletion symbols.
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OCRBczyk
Alexander Branczyk ( Adrian Frutiger )
1994

OCR-B
Adrian Frutiger
1971

OCR-A
USA Bureau of Standards
1968

Ä D W efg m 20

Ä D W e f g m 20Hofstainberg

Hofstainberg

Hofstainberg

ÄDWefg m 20
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/42/

The aesthetics of the computer 
typefaces from the 1960s still had  
a following at the end of the  
20th century.

/41/

Character register of OCR-B, 
reproduced using final artwork  
by ECMA from 1976.

Ä
Consistent height 
of capitals, 
vertical trema

D
The curve  
traces almost a 
semicircle

W 
Slightly 
curved outer 
diagonals

e 
Sharply 
foreshortened 
curve terminal

f 
Mathematically 
equal cross 
lengths on right 
and left side

g 
Flattened 
curved stroke

m
Narrow shape

2 0
Open shape, 
varying curve 
shapes

Typeface comparison             The three typefaces below 
demonstrate the progress in OCR technology. While with 
OCR-A the only decisive parameter concerning its design 
was simple machinereading technology, OCR-B profits 
from a more sophisticated recognition technology, thus 
allowing for a shape that is closer to the optical criteria 
for human readability. Frutiger' s OCR-B was the direct 
basis for OCRBczyk from 1994. It features a much finer 
visual character but still remains true to the aesthetics 
of the OCR typeface from the 1960s, although this is no 
longer necessary in technological terms; it is geared 
towards the zeitgeist.8

Both typefaces are socalled ` monospace'  faces, while 
OCRBczyk is a proportional typeface. This particularly 
benefits the lowercase m, which no longer appears so 
squeezed. 
The difference in shape between OCR-A and OCR-B be
comes obvious in the curved strokes. Whereas in OCR-A 
almost all curves are transformed into angles, they are 
rounded in OCR-B – if not always in a harmonious way. 
It is also interesting to look at the implementation of 
the tremata: in OCR-A the capitals are scaled down so 
that – together with the tremata – they conform to the 
cap height. With OCR-B, the cap height remains and the 
oblong tremata are positioned above the cap height. In 
the case of OCRBczyk the capitals are slightly scaled 
down and the tremata – here as horizontal rectangles –  
move above the cap height too.
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Regular

Alternate

 Pourquoi tan
  t  d’Alphabets diff 
 érents ! Tous servent au mê 
  me but, mais aussi à exprimer la divers 

fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu haben. S 
ie dienen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vie 
lfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Méd
oc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alles 
der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. 
You may ask why so many different type  faces. They all serve the same purpose but 
they express man’s diversity. It is the same diversity we find in wine. I once sa

w a list of Médoc wines featuring sixty different Médocs all of the 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 typefaces. Pourquo 
i tant d’Alphabets différents ! Tous servent au même but, mais aussi à ex 
primer la diversité de l’homme. C’est cette même diversité que nous ret 
rouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante cru 
s, tous de la même année. Il s’agis sait certes de vins, mais tous étaie 
nt différents. Tout est dans la nuance du bouquet. Il en est de même nua 

nce du bouquet. Il en est de même pour les 
caractères ! Sie fragen sich, w arum es not 
wendig ist, so viele Schriften zur Verfü 
gung zu haben. Sie dienen alle zum selben, 
aber machen die Viel falt des Menschen au 
s. Diese Viel falt ist wie beim Wein. Ich h 
abe einmal eine Weinkarte studiert mit se 
chzig Médoc-Weinen aus dem selben Jahr. 
Das ist ausnahmslos Wein, aber doch nicht 
alles der gleiche Wein. Es hat eben gleich 

ité de l’homme. C’est cette même diversité que nous retro
uvons dans les vins de Médoc. J’ai pu, un jour, relever so
ixante crus, tous de la même année. Il s’agissait certes d
e vins, mais tous étaient différents. Tout est dans la nua
nce du bouquet. Il en est de même pour les caractères! Sie 

Å B C D E F G 
H IJ K L M Ñ 
O P Q R S T Ü 
V W X Y Z & 
Æ Æ ¥ $ £ €
 1234567890
åbcdefghij 
klmnopqrs
tuvwxyzß
æ æ æ ø ø æ ø 
[.,:;• ’/---]
(..“....”!?)
{§^%@^*†} 

Å B Ç D È F G 
H IJ K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
klmñôpqrš 
tüvwxyzß 
fi fl æ œ ø łð
[.,:;·’/-––]
 (¿¡“«‹›»”!?)
 {§°%@‰*†}

 ABCDEFG HIJKLM N
 OPQ RSTU V W XYZ& 
  abcdefghijklmnopqrs
  tuvwxyzß1234567890

OCR-B 
Linotype
1 weight (+CE ) 
 + Alternate typeface

Font production :
Adobe Font digitised by 
Linotype

Font Format :
PostScript Type 1

Also available : 
TrueType
OpenType Std
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“ the great stroke of luck in my life is to have been blessed  

 first with an artistic feeling for shapes,  

 and second with an easy grasp of technical processes and of mathematics.”

 adrian frutiger
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/02/

The 1961 IBM Selectric was the first 
electric golfball typewriter from 
the company. The golfball allowed 
the typeface to be changed.

/01/

The type cylinder from the 1895 
Blickensderfer No. 5 typewriter 
already presages the later golfball.

/04/

Detail of the mechanism of a 
golfball typewriter – the golfball 
easily permits the typeface  
to be swapped out.

/03/

The IBM-72 Composer was able to 
cheaply produce repro-ready text in 
small and medium point sizes.

/05/

The IBM Magnetic Tape Selectric 
Composer allowed the simultaneous 
recording of keystrokes on tape as 
the operator typed.

From 1887 on there were several attempts to use 
typewriters as composing machines. Some of the 
machines created between 1920 and 1940 were the 
Typary, the Orotype machine and the Varityper. The 
Varityper, based on the Hammond typewriter, was 
manufactured by the Frederick Hepburn Company. 
In 1947 it incorporated differentially spaced charac
ters. In the 1940s the International Business Machines 
company (IBM) joined the field as it began manu
facturing typewriters with typesetting capabilities. 
Their machines had four proportional typeface 
widths; and were capable of typing left or right
aligned text with ragged margins or fullyjustified 
text (achieved by spacing out words on a line). Type
writer setting gradually took over areas previously 
served by smallrun offset printing (e.g. press re
leases, brochures, or circulars). 
IBM was the leader in this field. In 1966 the com pany 
launched a muchimproved desktop typesetter, the 
IBM Magnetic Tape Selectric Composer /03/, as well 
as the IBM Composer System /05/, with the golf ball 

typehead (which the company had developed in  
1961) /04/. The 9unit proportional system bridged 
the gap between a traditional typewriter with a  
single, monospaced font and the higherquality sys
tems used in photosetting and hotmetal typeset
ting that had 18 or more units. However, only seven 
of the Composer' s nine units were usable (units 3 to 
9) compared to the 13 (of 18) usable character widths 
in hot metal and photosetting. Consequently, line 
composition suffered due to the absence of fine 
typographic ad justments. 
A further limitation was the narrow range of point 
sizes. Typefaces for the Composer were available 
only in sizes between 6 and 12 pt. Headlines could 
be produced either by user other typesetting tech
nologies, or by subsequent enlargement with a repro 
camera. An advantage of the golfball machines over 
traditional typewriters was that the typeface could 
be changed quickly by switching out the golfball. At 
first, five typefaces were available, but more were 
continually added. 

The typed text was used in one of two ways: either 
it was saved for further processing on punched 
paper or magnetic tape, or it was output as readable 
text, printed on barite paper or on a special film. 
Barite paper could be used as a starting point in 
repro for offset printing. The film could, according 
to its particular specification, take 10  000 to 30  000 
direct copies, and was used for less typographi cally 
demanding printing. 
When drawing typefaces for the Composer, one 
needed to remember that the fixed character width 
in each typeface had to be adopted. Consequently, 
a g remained 5 units wide, no matter if it formed part 
of Press Roman (i. e. Times New Roman) or Univers. 
Likewise, the number of characters per unit was also 
fixed, which presented a special problem for the 
adaptation of nonLatin typefaces. 
Following the rapid acceptance of personal com
puters starting in the mid1980s, the Composer' s 
prominence began to wane. The last iteration – the 
IBM Personal Selectric – was introduced in 1983.

production of type 

Strike-on composition

Univers  
IBM Composer
Page 190
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Name of typeface
Univers

Client
International Business 
Machines IBM

Designer
Adrian Frutiger

Design  | Publication
1964  | 1966

Typesetting technology
Strike-on composition

 Manufacturer
– International Business  
 Machines IBM

Weights
8

In 1964 a representative of the European headquarters of IBM appeared at my studio and 
asked me to cooperate in the design of a typeface for a machine, the name of which was 
still being kept  secret. First of all I had to sign a non-disclosure agreement (NDA). Then he 
pulled out another sheet of paper and asked: do you know this typeface? That was pretty 
easy for me, it was  Times. Fritz Kern then explained to me that Univers had also been select-
 ed for their new golfball typewriter. Two weeks later the contract was signed and I was 
invited over to the factory in Lexington (Kentucky), where the typewriters were manufac-
tured. When I arrived there I was presented with yet another NDA. Stanley Morison, who 
was in Lexington before me, hadn’t signed this paper. If they didn’t trust him, he didn’t 
want to see anything, he’s quoted as saying. So they took him straight back to the airport 
without showing him anything. I had no problem with the NDA and so I signed. Then a 
golfball was brought in /01/ and a secretary typed something on a big, wide typewriter. They 
gave me the completed sheet of paper. It was Times all right. To see a typed Times instead 
of the usual monospaced faces for typewriters was like a miracle to me, simply extra ordi-
nary. During the course of the day I was given a tour of the factory where they showed me 
everything in a very detailed way including the golfball made of nickel-plated plastic – a 
miracle of mechanical engineering, which was very difficult to manufacture. 

There was a bit of a problem with the copyrights for the typefaces. For Times, the IBM 
guys didn’t have a licence from Monotype, so it appeared under the name Press /02/. Concern-
ing Bodoni, they said it was a reproduction by IBM based on the original by  Giambattista 
Bodoni. Pyramid 1 was introduced as IBM’s Egyptienne version and Aldine was an adap-
tation of Monotype’s Bembo. But with Univers /04/ my name was registered. Its rights lay 
with Deberny &  Peignot, and I recall very clearly the deal that was struck with René-Paul 
Higonnet, the new director. I already knew about the IBM project but wasn’t allowed to say 
anything. The young Higonnet wanted to give a licence for Univers to the English com  - 
pany Matrotype, a company that – just like Sofratype in France – produced matrices for 
typesetting machines. I took advantage of the situation and suggested that I would waive 
my licensing fees for the Matrotype Univers if he in turn would grant me the right to use 
Univers for a machine by IBM that was still under wraps. And that’s what we did. 

My task was to adapt Univers to the new IBM Composer technology, which had nine 
units. That’s half of the 18 Monotype units, I thought immediately. The advantage compared 
to Monotype was that there were no limits concerning the number of letters per unit. But 
the biggest problem was that each letter of the alphabet was given a fixed unit, no matter 
which typeface was used /06/. They had used Times as the basis, and texts that were typed 
using a classic typeface didn’t look like they were done on a typewriter – they printed well. 
With Egyptienne and grotesque typefaces, i.e. with all other styles, however, there was a 

Cooperation with IBM       Adrian Frutiger and IBM had 
cooperated even before his reworking of Univers for the 
Composer. As a member of ECMA2, IBM had adopted 
Frutiger' s machine-readable typeface OCR-B (developed 
from 1963 onwards) for its typewriters (see page 176). 
This project was,  however, managed by another depart-
ment of the company and had no influence on subsequent 
projects. 
A milestone on the way to the Composer typesetting 
machine  was the 1961 development of the electric ̀ golf-
ball'  typewriter, which would supplant the traditional 
type writer with typebars. Three years later it was fitted 
with magnetic tape for the memory unit. Eventually in 
1966,  after seven years of development, IBM introduced 
the Selectric Composer and the Magnetic Tape Selectric 
Composer. These typesetting machines allowed for set-
ting text with ragged margins flush left or right, centred 
or justified.3 While IBM targeted the office market with 
its golfball typewriters, the Composer was aimed at small- 
format offset printing shops that would accept a reduc-
tion in printing quality in favour of a quick and low-cost 
production process. 
Max Caflisch, a Swiss typographer and typography expert, 
who was also working as a typography consultant to IBM 
World Trade in New York and Lexington (Kentucky), was 
instrumental in the selection of typefaces for the Com-
poser. One typeface each was picked from the five classi-
fication groups renaissance, transitional, neoclassical, 
slab serif and sans serif /02/.4 In 1964 it was decided  to 
use Univers as the sans serif face.
Adrian Frutiger was asked to carry out the reworking of 
Univers himself. His studio was also commissioned to 
adapt  non-Latin alphabets such as Greek, Cyrillic /13/, 
Arabic, Hebrew and Thai for the golfball, which Frutiger 
regarded as an extremely difficult task. For this job, he 
was   even given a one-day private seminar in Thai.5  Frutiger  
was also charged with training employees in Lexington 
and at the French factory in Orléans. Additionally, he gave 
talks on type design and manufacturing, aesthetics and 
proportion as well as on the history of typography and 
printing for IBM employees around the world.6 
Adrian Frutiger worked for IBM until 1981, in particular in 
the USA, France and Germany.7
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/01/ 

‘Golfballs’ made of nickel-plated 
plastic (about 32 mm in diameter) 
showing different languages in 
monospace or proportional fonts. 
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problem. Let’s take the s for instance: in Times it’s relatively narrow, but in a grotesque 
like Univers it’s wide /09/. And that’s exactly where it started to get difficult. The Univers 
s should have had five instead of the allocated four units. The g is too narrow as well. The 
classic g has a narrow form but the grotesque g has a wide one, just like a d or q. The 
crippled g is a typical characteristic of the Composer-Univers /03/. But it was worse with 
the F and T. You can clearly see the big gaps. The condensed Univers looks a lot better than 
the regular cut because it was overall closer to an antiqua /04/. For the IBM Composer a 
humanistic grotesque in the style of Sofratype’s Concorde (see page 150) would have been 
better, actually. But IBM wanted Univers and at that time Concorde only existed in my and 
André Gürtler’s heads. I only discovered the qualities of that typeface later. 

In order to get a better idea about the problem of units I eventually conducted a study 
into  this issue on my own. I compared the classic Lumitype and Monotype faces with each 
other /07/ and calculated the average values for individual letters. On the basis of these 
calculations I defined seven different glyph widths /08/. I put all that down in writing to 
get a better idea myself but also to explain to the experts what the problem was. This was 
acknowledged at IBM but it was impossible to change anything. The whole machine would 
have had to be rebuilt. Another problem was that not all letters were printed using the 
same force of impact. Although the spring system would allow for three different impact 
levels, some letters were simply too fine /11/. We drew these letters a bit fatter. Furthermore, 
the impact of the golfball would not hit the right position with all letters. The lowercase 
s, for instance, which had the longest way to go until it reached the paper, was always a 
bit off-centre and stuck to the following letter /04/. I suggested slightly moving letters with 

Typesetting and typeface quality          When compared 
to traditional constant-width typewriter faces, IBM' s 
typewriter faces with their nine units and seven glyph 
widths respectively represented a substantial improve-
ment.8 But in relation to print and compared to Univers 
for photosetting with its 36 units for the Lumitype and 
18 for the Monophoto, this represented another massive 
loss in quality. Adrian Frutiger accepted this challenge 
in full knowledge of the fact that he would not be able 
to meet the demands for a mature typesetting face with 
his adaptation for the IBM Composer. IBM, however, de-
liberately used the comparison with existing typesetting 
technologies in their brochures: “On the one hand: hot 
metal setting and photosetting with high print quality 
and offering all typographic possibilities – but often in-
efficient, for example in small-format offset printing. On 
the other hand: typewriter setting, quick and cost-effec-
tive but with limited print quality, and often insufficient 
for high typographic demands. This situation has now 
changed. Here is a new typesetting machine: the  IBM 
Magnetic Tape Composer. It fills the gap between hot 
metal and typewriter setting. It unites many of the ben-
efits of these technologies but stays clear of their dis-
advantages. We incorporated all those elements from 
typewriter setting that facilitate usage and lower costs 
and all those of hot metal and photosetting that enable 
the selection of beautiful typefaces and typographic 
options.”9 

/02/ 

The first typefaces, including Univers, 
implemented for the IBM Composer: 
(from top to bottom) Press (Times), 
Aldine (Bembo), Bodoni, Pyramid. 

/04/ 

The regular cut of Univers IBM in 
10 pt (top) and the condensed 
cut in 11 pt (bottom) feature the 
same line length. 

/03/ 

A golfball contains 88 symbols 
with varying key configurations – 
American (top), German 
(bottom). 

/06/ 

Widths table of the IBM Composer 
with 9 units and 7 widths  
res pectively – U V X q u x are missing, 
as are all numerals. 

/05/ 

In order to guarantee a harmonious 
text image in the various sizes 
and weights, the force of impact is 
altered.
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that kind of problem within the unit. But, my, did that set off the technologists. These were 
ideas typical of an artist, they said, that kind of thing wasn’t allowed. The problem had to 
be solved technologically, not through drawing. On that point they were right, though. 

Eight cuts were developed for this machine: the normal and condensed versions each 
in light, medium, medium italic and bold /12/; we didn’t use the expanded and extra con-
densed cuts, that would have been difficult. There were up to four, and later five, sizes per 
cut. They were roughly one point smaller than the ones for handsetting. 

IBM didn’t hire me only as a type designer – I also had a consulting contract. Up 
until 1981 I went to Lexington every three months and stayed for about a week. This also 
included training the employees. The IBM draftsmen were specialising in typewriter faces 
after all, and therefore mainly drew typefaces with a constant width and without stroke 
contrast. I taught them a bit about the history of typography, about printing machines 
and technologies and about handsetting, machinesetting and photosetting. But most of 
all I wanted them to know what a metal letter looks like. I couldn’t, however, give compre-
hensive lectures on drawing typefaces, but everyone had to draw a letter according to the 
typographic laws at least once. That was how I trained the employees at the factory; I 
always had two days of my stay allocated to that. At IBM’s French factory in Orléans I did 
similar training. 

Univers is the only one of my typefaces that was used by IBM. Although I suggested 
a modern, semi-condensed semi-Egyptienne /14/, which was tuned to the width system of 
the Composer and was very similar to a classic face. A golfball was even manufactured 
and a proof created – it never sold, it simply remained an internal trial. 

As far as printing quality was concerned, typewriter set-
ting could not compete with handsetting or photosetting. 
The  text – especially in Univers – appeared messy due to 
letter combinations that either looked lumpy or  exhibited  
gaps. The counters were not always harmonious either. 
The P for instance featured a distinctly smaller coun ter 
than the R; the g was clearly too small as well and   the y, 
on the other hand, appeared too open /03/.
Given that the width was pre-determined by Press, the 
choice of Univers was not ideal because its principle –  
like that of static typefaces in general – is based on the 
adjustment of letter width and not on their differences. 
Therefore, a dynamic sans-serif, i.e. a typeface based on 
a Renaissance roman such as Adrian Frutiger' s 1962 de-
sign ‘Ge spannte Grotesk’ or Gill Sans by Eric Gill, would 
have been better suited. Frutiger integrated the latter in 
his study of character width /07/. It is not known  whether 
Max Caflisch, who was responsible for the selection of 
typefaces for the IBM Composer, was also considering 
the use of Gill Sans. 
Initially, thirteen golfballs were manufactured for eight 
cuts and three sizes of Univers /12/. Later there were  
at least twenty-two in five sizes from 7 to 12 point.10  

If a change of typeface was necessary, the golfballs –  
weighing only nine grammes – were easily and quickly 
exchangeable. 

/07/ 

Width comparison of 40 alphabets 
(Lumitype and Monotype) with 
a calculation of average values in 
units per em. 

/08/ 

Representation of average 
values from the analysis shown 
opposite divided into 9 units – 
IBM did not use this. 
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/12/ 

This early typeface sample (no 
date) for the IBM Composer features 
Univers in 8 cuts besides Press, 
Bodoni, Aldine and Pyramid. 

/11/ 

The i of the regular cut of Univers 
for the Composer – the three 
different forces of impact signifi-
cantly change the weight. 

/09/ 

The defined units per 
character for the Composer 
require adjustments in 
width. 

/10/ 

Not only sans-serif but 
also italic letters have different 
widths compared to a regular 
antiqua. 
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The effort that went into the manufacturing of the golfball was enormous since the 
technologists wanted absolute precision. The final artwork was one hundred times bigger 
than the golfball. At IBM each drawing was additionally checked with a magnifying glass. 
There I learned what exaggerated quality means. The better part of the final artwork was 
done in my studio. I had to hire another employee, Sylvain Robin, who – together with 
Nicole Delamarre and later also with Hans-Jürg Hunziker – did the drawings for the Com-
poser. André Gürtler finished his work on the normal cut in Switzerland because he had 
started teaching type design at the Kunstgewerbeschule Basel. Together with Henri  Fried-
laender, the adaptation of his Hebrew scripts was carried out. 

Overall, the Composer was an ingenious invention at the time. But eventually it was 
overtaken by the rapid pace of technological development, and so it remained only a tran-
sitional phenomenon. 

Typeface design for the Composer        In 1969 Frutiger 
designed a new typeface that was adjusted to the unit 
widths of the Composer /14/. He drew a semi-Egyptienne, 
which was typical for a typewriter face. This choice be-
comes understandable when considering Pyramid, then 
the only Egyptienne for the Composer. Frutiger' s type-
face is slightly less strong than Pyramid, and it is more 
harmonious and less messy. With Pyramid it is noticeable 
that the serifs are not finer than the terminals, as should 
be the case. This can be seen in the A M and N for instance 
/02/ (this clearly shows how necessary Frutiger' s seminars 
were for the typeface designers at IBM). 
The semi-Egyptienne was developed comprehensively 
and  comprised the whole alphabet with numerals, dia-
critics and special characters. Exactly why it was never 
im plemented remains unclear given its obvious improve-
ments over Pyramid. In an undated letter Emil Ruder, then 
director of the Kunstgewerbeschule Basel, listed the qua-
lities of this typeface.11 On the evidence of this letter, the 
working title ‘Delta’ can   be con firmed. A formal relation-
ship to the design ‘Delta’ (see page 36) from the begin-
ning of the 1950s cannot, however, be established. 
‘Delta’ is clearly similar to Adrian Frutiger' s Egyptienne 
(see page 118). The only significant difference is that 
‘Delta’ is available as  an oblique with inclined shapes, 
whereas Egyptienne features a true italic. 

/13/ 

Character map, proof and  
kerning sample – Cyrillic italic with 
manual corrections by Adrian 
Frutiger.

/14/ 

Inclined semi-Egyptienne in 10 pt 
with the working title ‘Delta’, 
and adjusted to the seven character 
widths of the Composer. 
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Jacqueline Iribe
Textile Designer
Paris (F)

Agence Arma Publicité
advertising agency
Paris (F)

Centre International de  
Généralisation du Mont Canisi  
organisers of symposia  
for heavy industry
France

Hang Druck
printing firm
Frankfurt am Main (D)

Agence Information et Entreprise
Public Relations Agency
Paris (F)

Mills-K –  
Constructions tubulaires 
scaffolding construction firm
Paris (F) 

Imprimerie Hofer
printing firm
Paris (F)
Design: André Gürtler

Europe Industrie
union of European industrialists
Paris (F)

Association de fabricants  
d’encres d’imprimerie
printing ink manufacturers 
association
Paris (F)

Dernières Nouvelles de Colmar
newspaper
Colmar (F)
Design: Bruno Pfäffli

Éditions Tallandier
book and magazine publisher 
booksellers
Paris (F)

Druckerei Winterthur
printing firm
Winterthur (CH)
Design: Bruno Pfäffli

Jean Cartier-Bresson
printing agency
Paris (F)

Institut professionel  
de recherches et d‘études des 
industries graphiques
research institute for the  
graphic industry
Paris (F)

Cantador Watch
watchmaker
Switzerland

Club Europe Industrie
union of European industrialists
Paris (F)
Design not implemented

Cusenier liqueurs
liqueur and spirits distillery
France

Scripta Pantographes
machine tool manufacturer
Paris (F), Düsseldorf (D),  
Milan (I)

Brancher Frères
printing ink manufacturers
Vélizy (F)
Design not implemented

Mélpomène
architectural students’ magazine, 
École Nationale Supérieure des 
Beaux-Arts
Paris (F)

logos and wordmarks

1961  – 1964

22 IBMU_28_DE_EN_2014_def.Druck.indd   196 20.02.14   02:08



 log o s  a n d  w o r d M a r k s  197

Electricité de France 
et Gaz de France
national electricity and gas 
companies
France

Henowatch
watchmaker
Interlaken (CH)

Villeroy & Boch
articles for kitchen, table and 
bathroom
Mettlach (D)

Atelier Frutiger
typographic studio
Arcueil (F)

Urbanisation du  
District de Paris
urbanisation and planning 
for the Paris region
Paris (F)

American Type Founders
New Jersey (USA)
Design: Bruno Pfäffli

Formus
design agency
Paris (F)
Design: Bruno Pfäffli

Ministry of the interior –  
National External Trade Centre 
France

Ministry of the interior –  
Society for Agricultural Research
France

Ministry of the interior – 
National Centre for Small- to 
Medium-sized Businesses
France

Compagnie Générale de  
Télégraphie Sans Fil
wireless telecommunications 
company
Paris (F)

Europe
economics magazine
Paris (F)

Beaufour 
pharmaceutical laboratory
 Dreux (F)

Éditions du Griffon
publishing house
Neuenburg (CH)

Europrint
printing company
Paris (F)
Design: André Gürtler

Compagnies Bancaires
union of credit institutes
France

Prache – Auger – de Franclieu
commercial bookbinder, 
specializing in spiral binding
Choisy-le-Roi (F)

Prache – Auger – de Franclieu
commercial bookbinder, 
specialising in spiral binding
Choisy-le-Roi (F)
Design not implemented
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Name of typeface
Alphabet EDF-GDF

Client
Électricité de France

Designer
Adrian Frutiger

Design  | Publication
1964 | 1967

Typesetting technology
Transfer type

 Manufacturer
– Esselte Letraset Ltd.

Weights
2

The monogram EDF-GDF is well-known to the French people. Consciously or subconscious-
ly they  associate it with their main energy suppliers. But which concrete images are con-
jur ed up  in consumers’ minds by those letters? How is it possible to make it clear to them 
that all the facilities of the different sectors are parts of one single service enterprise, and 
how is it possible  to communicate that this public company also has an industrial and 
commercial person ality with a highly developed dynamic? 1 This problem represented the 
start of my project for the  French  energy supplier Électricité de France (EDF) /  Gaz de France 
(GDF) at the beginning of  the 1960s. Under the direction of Jacques Veuillet I designed a 
monogram logotype /02/, the form of which was subject to clearly defined guidelines. Apart 
from other aspects, it had to be  suited to three-dimensional representation on office and 
factory façades /03/. Right from the beginning, we also created full-length company name 
logos with the wordmarks ‘Électricité de France’ and ‘Gaz de France’ in their very own 
typeface /04/. 

The differentiated inner structure of this gigantic corporation very soon required an 
ex tension of the EDF typeface to include the whole alphabet in order to be able to signify 
not only,  for example, the geographic areas of a sector, but also the functions of a large 
power plant.  So I started to develop the capitals with the help of André Gürtler /05/. All 
individual letters were constructed on the basis of a rectangle; the round movements were 
divided into vertical and horizontal ones and the angles rounded. In terms of legibility 
this is not a good thing. This  project, however, wasn’t mainly concerned with the reading 
process but with architectural signage and the titling of print material – the written word 
became a monumental ornament in  its own right. 

In terms of proportions, the first EDF alphabet is comparable to a fairly bold cut. It 
was necessary to create enough space in the stroke itself to be able to build in light  sources. 
For use  in print material, the typeface was extended with lowercase letters, numerals and 
symbols /05/.  But for subtitles or subcategories it was regarded as too bold and so EDF 
asked for an additional thin version. Unfortunately, it’s a bit naked. During the following 
years condensed characters were added as well /06/. 

Every now and again we also did some small jobs for the group, such as different 
print materials, exhibition lettering or signage /09/. And of course there was a lot to update 
such as the  building signage in the whole of France /03/ and the letterheads /04/ for each 
site – we had quite a lot to do and worked together with Veuillet until the end of the 1970s. 
During the 1980s EDF  changed to another typeface, something ‘modern’: EDF as a cursive 
and ad ditionally posi tioned in a rectangle /01/.2 What that looks like on the buildings I don’t 
dare to imagine. But when  you’ve come to the end of your tenure, then you should call it 
a day really.

Architecture and typography      One of the guidelines 
for the typographic branding of EDF was its  adaptability  
to the architectural sphere.3 EDF owned different types 
of  buildings. On the one hand, there were the monu-
mental, electricity-producing power plants situated in 
the coun try side, and also the first gigantic nuclear  power  
plants were  being planned; on the other, there was      the 
mod ern, light-flooded architecture of the public  build-
ings. 
Adrian Frutiger picked up the already existing letterform 
/01/ with  rounded angles and from this basis developed 
the logotype EDF-GDF with the two monograms posi-
tioned vertically one above the other /02/.4 Applied to 
the    light-flooded public buildings it signified the monu-
mental power plants. On the façades of the power plants, 
however, only the monogram EDF was used in combina-
tion with the logogram /01/, a thunderbolt framed by a 
cir c  l  e.    
In terms of signage for the public buildings, it was not so  
much about the compact EDF-GDF sign but about the  
line-forming wordmarks /03/. Their harmonious letters, 
which hardly differed in width, formed a mutual rhythm 
with  the structure of the fenestration. 
There were different stages of the typeface development 
over a long period of cooperation. When exactly the lower-
 case letters and numerals, and the thin and condensed 
fonts were created cannot be established. The typeface 
was supplied in the form of rubdown sheets that were 
used to create printing templates for brochures, letter-
heads and the like. Univers by Deberny & Peignot was 
selected for running text.5 
EDF was the project owner but Gaz de France, a  company  
in its own right, also participated in it. At the level of di  - 
rector ate general and public buildings, the two compa-
nies appeared as a single entity; concerning the service 
sectors and products, however, they acted separately. 
Although EDF wanted a coherent branding, there were 
a number of inconsistencies. The G sometimes had a 
horizontal bar and different G-shapes could even be 
found on the same building /03/. The R appeared with 
a diagonal leg on one building. Expanded versions were 
created, and sometimes the A was condensed /03/. Also, 
the letter-spacing was not always consistent. But in spite 
of all this, EDF – virtually a monopoly – was groundbreak-
ing in France as far as its efforts for a uniform branding 
were concerned. 
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/03/ 

In the façade signage the shapes 
of A F G R vary and in places 
differ significantly from Frutiger’s 
typeface.

/02/ 

The logotype monogram with white 
letters on a blue background is
used as neon signage on building 
façades.

/01/ 

Logo development for the public 
enterprise Électricité de France 
(founded 1946) – (from left  
to right) 1958, 1967, 1987, 2005. 

/04/ 

Letterhead Électricité de France –  
Gaz de France set in Alphabet  
EDF-GDF and combined  
with Univers.
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/07/ 

Wordmark ‘information’ – 
implemented in an inclined, 
version of the light font of 
Alphabet EDF-GDF.

/10/ 

Table sign made of acrylic glass 
featuring the heavy font of 
Alphabet EDF-GDF and the logotype 
monogram in a circle. 

/06/ 

Condensed version of  
the wordmark in the regular font –  
a complete alphabet cannot 
be found. 

/09/ 

Signage – the information 
is engraved on the aluminium 
plate and then coloured 
black.

/08/

EDF-GDF documented their new 
branding – architecture, 
interior design and typographic 
styles – in a 1968 book.

/05/ 

Alphabet EDF-GDF gras and  
maigre – the heavy font also 
contains the logogram designed  
by Giulio Confalonieri. 
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“ I make the bricks, I am not the architect.

 I just make good bricks that graphic artists can build with.”

 adrian frutiger
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Katalog
 1965
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/01/ 

Typeface design ‘Katalog’ with  
a horizontal curve terminal for a 
and half serifs for f j r (top); 
teardrop serifs for a f j r (bottom). 

/02/ 

1965 paste-up comprising  
ten letters in four cuts – the serifs  
of the oblique are clearly  
asymmetrical. 

/03/

Several versions of the cursive 
lowercase n between 1965 
and 1969 with changes in angle, 
serifs and overall shape.

type-design project
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Without any client commission I started out to design a strong typeface with good legibil
ity for  newsprint. I wanted it to be similar in form to Cheltenham /09/.7 This timeless, valu
able typeface is neither a pure antiqua nor an Egyptienne – it lies somewhere in between 
the two. It  has been used a lot in the USA. With its clear shapes and narrow letterspacing 
it is well suited for newsprint. It does, however, also contain a few bizarre forms such as 
the lowercase g, therefore you tend to think of it as an oldfashioned typeface. 

The project was discussed with Walter H. Cunz, the coowner of D. Stempel AG. But he 
soon dropped it since he was convinced that it wouldn’t be successful. The partner com
pany Linotype  didn’t seem to see the point either. A new typeface for newsprint had to be 
really good because it had to be accepted by readers on a daily basis. Maybe it was a 
mistake to use Chelten ham as a starting point. I would have had to develop a wider duc
tus even if my typeface was meant to be narrower than the longstanding number one of 
newsprint faces from Linotype, Excelsior /09/. A narrow newsprint face was something new 
in deed.8 If I look at the pasteup /06/ now, I can see it’s all right but not extraordinary. The 
weight of the main strokes is too strong by ten per cent and the short serifs are ungrace
ful. The whole thing doesn’t ‘breathe’ properly, there’s no life in it. The small caps, however, 
are interesting. I should have continued working on it, should have im proved the de sign.  
Why wasn’t I able to create a harmonious typeface? I didn’t succeed in bringing all aspects 
of a good newsprint face together: the right stroke weight, a breathing text image, open 
punches, and a narrow letterspacing. Maybe the whole spirit of news print wasn’t my thing 
really. With the grotesques, I could draw on rich resources but with the antiquas I was 
only able to do that later when I designed Iridium and Linotype Centennial.

A strong typeface for newsprint     The uniform letter- 
spacing of all fonts in the 1965 paste-up /02/  points to 
the intended use in line-casting. Therefore a  re la tionship 
with Sofratype would have been possible, but  with Opéra 
(see page 130) they already had a typeface for newsprint. 
Two years later, Adrian Frutiger' s design was the subject 
of a discussion with D. Stempel AG  and a note dated  
18 December 1967 contains the main  points made by 
Walter Greisner und Erich Schulz-Anker in  relation to the 
‘Cheltenham’ project.1 An interest in short  ascenders and 
descenders was noted as well as in a maximum number 
of characters per line and a true cur sive. A point that was 
taken up by Frutiger as is confirmed by another paste-up 
with integrated oblique and  italic fonts /05/. In 1968, the 
complete alphabet of this design was available under 
the name ‘Katalog’.2 In con trast to the 1965 design, a f j 
and r now featured teardrop serifs /01/. 
In a letter dated 23 January 1969 /08/ Erich Schulz- Anker, 
art director of Stempel, critically reviewed3 the proof that 
was completed at the end of 1968 /06/.4 Pre  sumably the 
project was stopped thereafter – maybe also because 
two newsprint faces were already in develop ment at 
Linotype at the time: Matthew Carter' s  Olympian from 
1970 and Arthur Ritzel' s Rotation from 1971 /09/.5  
Further versions of ‘Katalog’ are set in the type sample 
` une pomme du monde'  /07/. All four designs using this 
string (see also pages 156 / 157) are titled ̀ Konzept 1969'   
 – none of them was ever implemented.6

/04/ 

Reproduction on film –  
the curve and the transition to  
the serifs were subsequently  
filled in with indian ink.

/06/ 

Comparison of Adrian Frutiger’s 
newsprint face with (from top  
to bottom) Excelsior, Melior and 
Candida – set in body type, 1968.

/05/ 

Paste-up from c. 1968 with  
integrated oblique and italic fonts –  
the a of the regular version  
features a teardrop shape whereas 
it is horizontal in the oblique. 

/07/ 

The 1969 version with very strong, 
short serifs and with slightly finer  
and longer ones – static e in contrast 
to Frutiger’s ‘SerifenGrotesk’.  

 Katalog  203
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Schriftentwurf ‹Katalog›, 1969 – Adrian Frutiger

Century Expanded, 1900 – Morris F. Benton
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Ionic No. 5, 1925 – Mergenthaler Linotype
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Cheltenham, 1896 – Bertram G. Goodhue
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Excelsior, 1931 – Chauncey H. Griffith
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Times New Roman, 1932 – Stanley Morison
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Corona, 1941 – Chauncey H. Griffith
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Melior, 1952 – Hermann Zapf
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Concorde, 1968 – Günter Gerhard Lange
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Olympian, 1970 – Matthew Carter
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Gazette ( Imperial ), 1957 – Edwin W. Shaar
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Times Europa, 1974 – Walter Tracy
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Rotation, 1971 – Arthur Ritzel
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

Century Schoolbook, 1917 – Morris F. Benton
Hand in Hand auf ihrem Spezialgebiet ständig
über neue Hilfsmittel und Arbeitsmethoden
auf dem laufenden halten und von den eigenen
Unternehmungen entsprechende Vorschläge

204 t y p e - d e s i g n  p r oj e Ct

/08/ 

Letter by Erich Schulz-Anker,  
art director of D. Stempel AG, com  - 
menting on Frutiger’s design  
and typographic work. 

/09/ 

Comparison of typefaces for news-
print – Rotation was created 
almost simultaneously to Frutiger’s 
design and implemented at 
D. Stempel AG.
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/10/ 

Drawing of the ‘Katalog’ a  
with measurements and corrections –  
indian ink, opaque white and  
pencil on satin paper, original size. 
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देवनागरी ·
DEVANAGARI TAMIL

206 T E xT  T y p E fAc E

It was due to Armin Hofmann, a faculty member at the Kunstgewerbeschule in Basel, that 
I worked in India. In 1965, he was teaching at the Natio nal Institute of Design (NID)1 in 
Ahmedabad for six months.2 The students were supposed to acquire a basic knowledge of 
Western design so that they could use it within the Indian cultural context and thus give 
Indian design a fresh boost. Hofmann had observed that the Indian scripts, which had 
such beautiful predecessors in calligraphy, were in bad shape. He said it needed an expert 
to try and renew Indian typography similar to European typeface development. He took 
this issue to Gira Sarabhai, co-founder of NID and director of the design department, and 
suggested asking me to teach at the school, too. Armin Hofmann himself had come to NID 
through her. Her family had built up a chemical enterprise in Ahmedabad, which had 
partner companies all over the world. Therefore Gira was at Geigy in Basel quite often. 
There she noted the beautifully designed corporate print materials. She wanted the same 
quality for Indian graphic design. 
At my first, three-day-long visit to NID in 1965 (on my way back from Japan – the last meet-
 ing to complete OCR-B had taken place there) I spontaneously gave a lecture on European 
typographic development. Two years later, in February 1967, I came to Ahmedabad for five 
weeks. I was supposed to give a lecture and a seminar and to try to create something use-
ful in the modern world out of the old script. Thirty students attended my lecture. In the 
seminar I taught a select ed group to write with a broad-edged pen and I did a number of 
calligraphic exercises with them. My two best students were Mahendra Patel and Vikas 
Satwalekar. Both of them later returned to NID as faculty members and held various lead-
ing positions. Mahendra has a studio for typography in Ahmedabad. He was a very  talent ed 
and hardworking student. 
India has thirteen different typographic cultures /05/.3 The most important one is Deva-

n∂gar∑ /11/, the holy script of the gods, which is mainly found in the north of India.It is used 
for Sanskrit. Its basic principle is the straight, horizontal line above each letter. This is 
very intelligent, since you can see at a glance where one word ends and the next one be-
gins.4 What I was trying to do was a formal simplification in the sense of the shapes of 
Univers. While I was doing this, I noticed right away that something was wrong but I didn’t 
know what it was and therefore couldn’t do anything about it at first. Then I had the idea 
to write a classical script first using the Calam,5 a type of antiqua suitable for the pen /13/. 
I had to learn this first and Mahendra and Vikas were my teachers. The positioning of the 
pen is different to how we use it here. When writing in Deva n∂gar∑ the hand is less flexed 
towards the back than when writing a Latin script. Therefore the writing angle is turned 
by ninety degrees, which produces diagonals that descend towards the right and to the 
empty spaces at the bottom left and top right of the curves /13/. With a Latin alphabet it’s 

Scripts of the Indian cultures                  Adrian Frutiger 
described his thoughts about trying, as a European, to 
renew Indian scripts and the questions he came across 
during that work in his book Type Sign Symbol: ”In the 
western world, typeface design has shared in the process 
of technical development. In the developing countries 
we are now faced with the problem of adapting scripts in 
such a way that they can keep pace with the communica
tion media of the West. Commissioned by the  National 
Institute of Design in Ahmedabad, India, I was given the 
job of studying the typographical basis of Devanagari 
(the script of Ancient Sanskrit and today the official In
dian script) with the aim of making it better accessible 
to modern typesetting and reproduction techniques. 
Can the sacred script of India be modernised? – Indian 
culture is still largely based on an oral tradition. [...] The 
written word has never been regarded as indispensable, 
either for instruction or for public information. We know, 
however, how extremely important the written word and 
prayer are in all oriental religions as a sacramental means 
of expression. For this reason, writing has remained a 
privilege of the learned and wise. This explains why, in 
India, the script has been fixed in its ancient  calligraphic 
form and is today split into countless regional variations. 
This state of affairs could almost be compared with the 
Western epoch before Charlemagne, when every Euro
pean land cultivated its own script in complex, ornamen
tal style (uncials and halfuncials). But so far no ` Indian 
Carolingian minuscule'  has been developed to give an 
im  petus to the synthesis of expression. On the other hand, 
the new printing techniques, which in the West have 
trimmed [...] the original calligraphic forms of our scripts, 
have so far had absolutely no active influence on the 
forms of Indian letters. [...] Today, however, Indian typo
graphy needs a new image just as badly as India needs 
a new road network and mechanised agriculture. But is 
it possible to achieve artificially a similar outcome to the 
effect of 500 years of punchcutting,  matrixmaking, cast
ing and printing on our own original alphabet?”6

Name of typeface
Dev-nagari / New-nagari
Tamil Linear
Neue Frutiger Devanagari

Client
National Institute of 
Design, India

Designers
Adrian Frutiger
Mahendra Patel
Kimya Gandhi
Akira Kobayashi

Design  | Publication
1967–1972 | test cast 1973
1970–1972 |
1967–2012 | 2013

Typesetting technology
Machine single-letter casting
/
Digital setting OpenType

 Manufacturer
– Monotype
 /
– Linotype

Weights
1
/
5
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/03/

Parallels in architecture –  
historical ruin in central India (top),  
modern architecture by Louis Kahn 
in Ahmedabad (bottom).

/02/

An attempt to renew the  
Devan∂gar∑ script – the linear 
strokes lend it a more  
contemporary expression.

/01/

Reworked and simplified glyph – 
the letter ka, written with a Calam, 
received a symmetric form.
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Delhi
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Varanasi
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BENGALI

GUJAR ATI

GURMUK HI
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ORI YA
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the other way round. They made me do exercises for a few days /13/, criticised, corrected 
and explained. That was a rich experience. From these trials I tried to develop a grotesque. 
I did what I could but my intuition told me that there was something wrong. I didn’t say 
anything though. The people at the Institute were obviously excited about the Univers 
principle. My design was reviewed at the highest levels. Gira announced my visit at the 
university of Benares7 where a commission of influential dignitaries would review my 
designs. Without an OK from Benares (Varanasi) there was no point in continuing, Gira 
said. So I prepared a sample script comparison with Mahendra: on the one side we had 
the normal newsprint type and on the other we presented our attempt at a linear script 
in 8 pt. I handed out the copies to the circle of wise men and women and explained my 
approach. They looked at them through their magnifying glasses and compared them. 
After a longer discussion the president came towards me, shook my hand and then she 
said: “It’s all right.” What a relief.

During the remaining time of my stay we designed the templates for the expanded 
and bold fonts /17/. I gave it everything, but when the five weeks were over, we came to the 
conclusion that it could not be up to me to renew Indian typography, this had to be done 
by an Indian. Therefore I asked Gira whether Mahendra could come over to my studio in 
Paris and continue the work there. During four weeks in 1968 he then developed the con-
ceptual approach for the typeface in my studio. This took place during his holidays since 
he was actually in Basel to learn how to teach type design and typography, because he was 
supposed to start teaching in Ahmedabad. Two and a half years later he returned for thir-
teen months to finish Devanagari and to adjust it to Monotype’s 18-unit system. Mahendra 

Indo-European scripts   The Indian and European scripts 
have a common root: Phoenician script /06/. Based on 
22 consonantal symbols, it is one of the earliest alpha
betic scripts. First evidence of its existence can be traced 
to the 9th century BC around the eastern coast of the 
Mediterranean – the Levant. It flourished from the 7th 
century BC until the 7th century AD. With the rise of Islam, 
the Phoenician script was replaced by Arabic. The Ara
maic alphabet developed from the Phoenician, /06/ and 
spread throughout the East as far as India. It is assumed 
that the basis of the Br∂hm∑ script evolved from the 
Aramaic alphabet /06/.  All Indian scripts can be derived 
from the Br∂hm∑. This is also true for Devan∂gar∑, in which 
Sanskrit – the holy language of Hinduism – is written. 
Deva means god and N∂gar∑ means city. The residence 
of the gods is Benares, today called Varanasi, one of the 
holiest places of Hinduism and a centre of traditional 
Hindu culture and science. Alongside the Indian scripts, 
the Hebrew, Arabic and Greek scripts are also based on 
the Phoenician alphabet; the Greeks, however, intro
duced additional symbols for  vowels. Taken over by the 
Etruscans and passed on by the Romans, it eventually 
led to our contemporary Latin alphabet. 

/04/

Geographical areas of the  
eleven most important scripts 
of modern India using 
the example of the letter ka. 

/05/

Of the 22 languages listed in  
the constitution, 13 are represented 
in 11 different scripts on Indian 
banknotes.

/06/

Predecessors of the Devan∂gar∑ 
script – Phoenician, 9th BC (top), 
Aramaic, 5th BC (centre)  
and Br∂hm∑, 3th BC (bottom).

/07/

Linear jobbing types drawn 
especially by graphic designers in 
a style to fit the images – news-
paper advertisement from 1967.
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had to draw the complete set of characters /21/. We had a lot of discussions about each 
single glyph – a good piece of work at the end of our studies of Devan∂gar∑.

A test cast of the Univers-based Devanagari was made in 1973 at Monotype in 12 and 
24 pt. The company had secured the rights, hoping that the Indian market would need this 
typeface. The sample copies were named ‘Monotype Devanagari Univers Medium, Serie 731’ 
/23/. Essentially an honest name but pretty stupid at the same time. It would be possible 
to think of a Greek or Cyrillic Univers but there is no such thing as a Devanagari Univers 
or ‘Univagari’ as it was referred to by its detractors. Monotype never put this type face on 
the market; the salespeople thought it was still too early, and thus it never got beyond the 
test cast. The typeface was never published.

I was at NID twice, altogether. My main task was to transfer the Western experience 
of five hundred years of typesetting and printing technologies. But I had my doubts. Could 
we achieve in India what had slowly developed here over a period of five hundred years? 
After a thorough deliberation of the cultural aspects I noted in my letter from India: “1. 
The  typefaces do not yet have true principles of well-established forms; everything is still 
in flux; there are still study commissions tasked to define the alphabets, to reduce the 
number of glyphs, ligatures and diacritics and to define the basic outline of the letters. – 2. 
Sanskrit partly evolved from the same  sources as Greek, from which our Latin alphabet is 
derived. – 3. In Sanskrit as well as in occidental scripts the calligraphy of the pen follows 
the respective rules thus  forming a contrast between descender and ascender, straight 
lines and curves. – 4. The laws of legibi lity and the aesthe tic qualities of the alphabet 
remain the same: values and shapes of the punches have to be in a precise relation to the 

Indian scripts            The different regions of India have 
their own languages and usually also their own scripts. 
22 languages are listed in its Constitution,9 but no single 
script – and on the currency notes 13 languages are rep
 resented in 11 different scripts /05/. Based on the Br∂hm∑ 
script, /06/ Indian scripts developed in different formal 
directions, dependent on the material to which the script 
was applied. The scripts of the North such as Devan∂gar∑, 
Bengali, Gurmukh∑, Gujar∂t∑ and Assami, which represent 
the Indo Arian languages (part of the IndoEuropean 
language family), were carved in tree bark. This resulted 
in angular shapes. The scripts of the South such as  Tamil, 
Telugu, Malay∂l

˙
aṁ, Kannada and Oriy∂, which represent 

the Dravidic languages, are carved in palm leaves. Their 
shapes are round because the carving of horizontal lines 
would have split the leaves. The common root of Indian 
scripts can be clearly observed in the symbol क /04/. In 
almost all of the scripts, the base of the symbol is formed 
by a bowl on the left, an open curve on the right and a 
horizontal bar, which in the southern scripts tends to be 
round as well. Just like European scripts – but unlike their 
Phoenician and Aramaic predecessors – Indian scripts 
are written from left to right.

/08/

Phonetic segmentation of 
Deva n∂gar∑ in five different 
vocal groups (1 – 5) and 
three additional groups (6 – 8).

/11/

Specimen sheet of Monotype  
Devanagari from 1959 – in places
the forms are clearly different 
from Frutiger’s version.

/09/

Basic shape of the letter क  
with different additional forms 
and combinations set  
in Monotype Devanagari. 

/10/

Indian numerals (Deva n∂gar∑)  
and contemporary Arabic numerals, 
Euro pean numerals from  
the Middle Ages and from today  
(from top to bottom).
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Working on the new Devanagari            Adrian Frutiger 
introduced a reduction in the calligraphic ductus. The 
overall basis of the symbols later followed more clearly 
a horizontalvertical principle; diagonal movements were 
avoided where possible and organic shapes were chan
nelled typographically, as it were /16/. There were also 
changes in shape in Frutiger' s Devanagari. In a calli
graphic study, for instance, he changed the asymmetric 
loop of the क to a symmetrical one /13/. 
The next step comprised the drawing of the symbols /14/. 
As is common with typefaces for hot metal setting – and 
for technological reasons – the oblique imprint of the 
reed pen was replaced by squarecut stroke endings. 
Mahendra Patel called this typeface with stroke contrast 
` Devanagari in the classical style' . Final artwork was pro
duced for the medium and bold cuts.10 
In a third step Frutiger reduced the stroke contrast /15/. 
Similar to Univers, a matrix was created that contained a 
sample string in five numbered weights and four widths 
and even some decorative types /17/. Patel drew the 
medium, bold and bold condensed cuts of ̀ Newnagari 
in the linear style'  /22/. He worked for slightly over a year 
on the original designs /21/, which were created with 
indian ink and opaque white on cardboard and were 20 cm 
(about 7.9 inches) in height.11 In 1973 Monotype produced 
sample matrices of the regular cut of Devanagari Univers 
in 12 and 24 pt /23/. There were 180 glyphs per cut, includ
ing all ligatures and diacritics.

/12/

Asymmetrical shape of  क in 
Monotype Devanagari –  
the angular-cut horizontal stroke  
is typical for a typeface. 

/13/

Calligraphic study by 
Adrian Frutiger – the usually 
asymmetrical loop of the क is given 
a symmetrical form.

/16/

From the traditional handwritten 
form to the simplified drawn one, 
which is easier to change in 
weight and width.

/17/

Matrix of ‘New-nagari’ in five 
weights and four widths and in an 
outlined, filleted, cursive and 
shadowed version.

/18/

Syllables listed according to 
similarities in shape – 
‘Dev-nagari’ is shown below the line, 
‘New-nagari’ above.

/14/

‘Dev-nagari in the classical style’ – 
the script appears more typographic 
than in other Devan∂gar∑ 
typefaces.

/15/

‘New-nagari in the linear style’ –  
stroke contrast is clearly reduced, 
the bowls and curves display 
similarities to Univers.
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/22/

Sample setting of ‘New-nagari’ in 
medium, bold and bold condensed 
with reduced stroke contrast 
similar to a sans-serif antiqua.

/23/

Character sheet of the sample 
matrices for Devanagari Univers 
medium in 24 pt from 1973 –  
also created in 12 pt.

/19/

Sample setting of ‘Dev-nagari’ 
medium and bold in the classical 
style with simplified shapes  
and stroke contrast.

/21/

Mahendra Patel, 1971 in Frutiger’s 
studio in Arcueil – with final 
artwork showing variations on the 
Devanagari Univers on the wall.

/20/

Hot metal version of Devanagari  
Univers 24 pt by Monotype –  
the kerned letter is neccesary for 
accent marks.
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black of the sensitive lines that surround them.”12 The second project on which Mahendra 
worked together with me in Paris was Tamil /27/, which is used in the south of India. The 
Tamil script was originally written on palm leaves /24/. It has round shapes since angular 
forms would have split the leaves. Mahendra drew the typeface after a magnifi cation of 
such a palm leaf /25/. First we conducted a study on how to draw a fine skeleton script from 
such a palm script and how to then make it thicker without changing its style /28/. The 
shoulders are therefore finer than the fat descenders. Here too, I only gave some directions 
and Mahendra created the designs. Just as with Devanagari, he adjusted the script to the 
Monotype system. When his time in my studio had come to an end, he returned to India to 
teach and to develop his own typefaces. He always drew templates first in the classical 
style using the Calam according to how we had discussed it; then he made them fatter and 
on that basis developed a type of sans serif. What I did at the Institute and in my coop-
eration with Mahendra was to provide support, consulting and direction. It has been said 
that I had  designed a new Indian script and that it had been implemented – this is wrong! 
I carried out some initial trials for a renewal and then I was a consultant who created the 
basis from which my Indian colleagues and friends independently developed their own 
work. I’m happy that I was able to achieve something in this cooperation. That’s all.

A linear Tamil type             In 1980 Adrian Frutiger wrote: 
“The next script group to be considered by Mahendra 
Patel and myself was that of South India. This group has 
a fundamentally different structure from that of the 
North. The alphabets are, indeed, phonetically formed 
in the same way and there are even analogies in letter 
forms, but the principal difference between North and 
South is in the material used. In North India, a hollow pen 
is used for writing on paper, but in the South the dried 
palmleaf is still in use [...]. For this reason the South 
Indian scripts are much rounder and more connected 
than those of the North. The formation of the strokes is 
absolutely fibrelike. Note the few but very elongated 
horizontals, which have that appearance because they 
lie in the fibre direction of the leaf and are  consequently 
difficult to discern. The manuscript is made legible by 
dusting it with a black powder, which remains in the 
crevices and makes the writing visible. As a basic study, 
the characters were uniformly drawn in skeletal form and 
the linemovement was regulated into a uniform stroke. 
The interior and exterior spaces were balanced and the 
long horizontals shortened as far as possible. We then 
modelled the actual printing typeface around this skel
eton and designed the characters as single elements 
suitable for typesetting. The Tamil alphabet was initially 
planned in a light and a medium version.” 13

/28/

Sample text of the Tamil type  
in the linear style in three weights:  
light, bold and bold condensed.

/25/

Shape carved into a palm leaf, 
handwritten shape, skeleton  
and linear forms of a character from 
the Tamil type (from left to right).

/24/

Original ‘pages’ of a Tamil book –  
the glyphs are carved into  
palm leaves, which are then  
sprinkled with black powder to 
render the symbols visible.

/27/

Sample setting of the light version 
of Mahendra Patel’s  
Tamil type in the linear style.

/26/

An attempt to open the closed 
punches during the design process 
for the linear Tamil type.
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/29/

Final artwork for Tamil Linear  
by Mahendra Patel in a thin  
and semibold cut – recorded on 
microfilm.
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During 1968 I was approached by the agency Crosby / Fletcher / Forbes. It was founded in 
London in 1965; since 1972 it’s been known as Pentagram.1 They had to develop a new brand
ing for British Petroleum and among other things BP wanted their own typeface to help 
improve their image. They had been using Helvetica so far and this typeface was so omni
present in the 1960s that they decided to get one of their own. Initially, the new typeface 
was meant to be derived from the ‘Universal’ alphabet /05/ by the Bauhaus artist Herbert 
Bayer. The glyphs, however, were too abstract. So eventually Colin Forbes came to see me. 
He complained about BP’s insistence on Futura /06/, which he thought was too ‘fiddly’. 
Could I design an improved Futura for them? With ‘fiddly’ he was referring to the optical 
corrections that are necessary for a typeface for text setting: tapered bowl or curve joints 
to open up counters, or differences in the width of strokes. The construction of the shapes 
has been watered down through small interventions everywhere.

Alpha BP /09/ is not a typeface that I invented from scratch: it is an attempt to create 
a more geometrical Futura. On the basis of its bold cut, two new versions were created, a 
bold and a semibold. I’d done some distinctly geometric designs /01/ of my own at first but 
that was out of the question. The lettering had to be rather neutral and absolutely classic. 
It wasn’t possible to bring an oval shape to the O and so I adopted the ‘circular’ form of 
Futura /07/. But there is a lot of difference in the details; this is most significant in the 
numerals. The 1, for instance, has received a longer and more diagonal serif and the termi
nals for 6 and 9 are rounder and wider. Some capitals such as B E F  T have a wider spacing, 
the S is more open. With the lowercase letters, the ascenders are a bit shortened and the j 
has a curve at the bottom /09/. This project was interesting but also quite difficult; on the 
one hand you had pure construction and on the other you were trying to create an easily 
legible, harmonious typeface. Colin Forbes knew that he could talk about the tiniest detail 
with me. We got on well and had long conversations. I did at least three, four designs with 
small changes that were hardly visible. The work on Alpha BP took about a year. I came up 
with the name, by the way. It was actually a mistake; I had jotted ‘Alpha BP’ on a note in
stead of ‘Alphabet BP’. Forbes immediately thought that this was a brilliant name.

At that time another constructed typeface was being created – by Herb Lubalin. It 
was a characteristic feature of the magazine Avant Garde from 1968 onwards and was 
released in 1970 as Avant Garde Gothic by Tom Carnase, who had extended it to a typeface 
for text setting. I hold this typeface in very high regard; it is a true ‘création’, a creative 
achievement. The capitals with their alternative shapes and the ligatures /08/, all these invi
 tations to play around, that was a gift for graphic designers. I was glad something good 
was emerging from the USA as a counterbalance to the omnipresent Swiss graphic design. 
I don’t mean that in a bad way – but a bit of movement must be allowed, mustn’t it?

A better Futura or a typeface in its own right ?          In 
1968 Adrian Frutiger was commissioned to design a cor-
porate typeface for British Petroleum. His actual client 
was the London design studio run by Theo Crosby, Alan 
 Fletcher and Colin Forbes. According to Alan Fletcher, 
they contacted Frutiger because his studio only worked 
with the best designers. Colin Forbes reported how he 
had received a 45-minute lecture on type design and 
legibility when he asked Frutiger for a typeface with a 
circular O. Georg Staehelin from the design studio' s 
Zurich office also participated in the meetings in Paris 
two or three times.2

Even before Adrian Frutiger was contacted, discussions 
about the new corporate typeface were being held.3 A 
majuscule alphabet adapted to the logo was under con-
sideration as a design approach but was immediately 
discarded since it had an old-fashioned appeal and poor 
legibility /02/. The circle, however, represented a clear 
con trast in shape when compared to the pointed serifs 
of the rather narrow Latin face used in the logo. The 
purest circular faces can be found at the Bauhaus, among 
others Herbert Bayer' s ‘Universal’ alphabet from 1925  
/05/. (The idea of a universal type – Bayer spoke of a 
supra-national and versatile ̀ world type'  – had thus been 
around long before Univers.) 4 But all of the typefaces 
developed at the Bauhaus remained as exploratory de-
signs. However, Paul Renner' s Futura /06/ – a text type 
with the classic proportions of the Imperial Roman Cap-
itals – was issued in 1927 by Bauersche Giesserei in 
Frankfurt.
Frutiger' s study of a solely constructed typeface demon-
strates a variety of possibilities /01/. There are variations 
in the terminals of c e r s t, which exist in diagonal, verti-
cal or horizontal forms, and in a m r and u there are also 
differences in the joints of the curves or shoulders, in the 
upper part of the stems and in the shapes of the curves 
themselves. Eventually the diagonal terminals were cho-
sen, which represent a clear contrast to Futura.5 With 
Alpha BP Adrian Frutiger designed a typeface in its own 
right in two weights /09/: a bold cut for the compa ny 
name and for product names /11/ as well as a medium 
cut for additional information at petrol stations, for in-
stance.
In 1989 BP' s branding was redesigned by Wolff Olins and 
Frutiger' s typeface replaced by one designed by Michael 
Harvey, which itself is no longer in use.

Name of typeface
Alpha BP

Client
Crosby / Fletcher / Forbes
( British Petroleum Co.)

Designer
Adrian Frutiger

Design  | Publication
1968 | 1969

Typesetting technology
Photosetting

 Manufacturer
– Conways

Weights
2
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/03/

One of the first designs for  
Alpha BP was seen as too radical 
due to the missing half serifs  
for the lowercase a n p r u. 

/04/

Samples for Alpha BP  
in three weights –  
the ultra bold version (left)  
was not implemented.

/05/

Initial design of ‘Universal’ (1925) –  
some individual glyphs of this  
solely constructed alphabet were 
later reworked by Herbert Bayer.

/01/

First designs for Frutiger’s  
corporate type for British Petroleum –  
a variation of approaches for a 
constructed typeface.

/02/

A typeface developed from the 
logogram before Frutiger joined the 
project was rejected as too  
old-fashioned.
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/10/

Inconsistent labelling –  
the two cans on the left are set in 
Alpha BP, the one on the right  
in Futura.

/09/

Alpha BP in bold and medium  
cuts – in contrast to Futura  
all curve terminals are diagonal.

/11/

The bold cut of Alpha BP was  
used for all company and product 
names – almost exclusively in 
minuscules.

/08/

Cover design for the magazine 
Avant Garde by art director  
Herb Lubelin – set in his typeface 
Avant Garde Gothic (1971).

/06/

Starting point in terms of shape  
for BP’s type is the bold version of 
Futura by Paul Renner (1928).

/07/

The comparison shows that 
neither the majuscule O of Futura 
(left) nor that of Alpha BP (right) 
are circular.
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“ the realisation that the balance of the counters was responsible  

 for the actual beauty of a typeface was, for me, a revelatory experience.”

 adrian frutiger
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Name of typeface
Documenta

Client
National Zeitung Basel

Design  | Publication
1969 | 1970

Designer
Adrian Frutiger

Typesetting technology
Photosetting Linotron

 Manufacturer
– Linotype

Weights
1

/07/

Final artwork for the minuscule 
o based on 12 units – all glyphs are 
set to this width.

/03/

Monospace typeface Documenta –  
definition of the side bearing (top) 
and sample text (bottom).

/01/

OCR-B (top) with horizontal curve 
terminals, Documenta (bottom) 
with vertical ones.

/06/

In addition, some of the numerals 
have different shapes – OCR-B 
(top), Documenta (bottom).

/05/

Letters with different 
shapes – OCR-B (top) and 
Documenta (bottom).

/04/

In OCR-B (top) i and l are 
different in shape; in Documenta 
(bottom) they are the same.

/02/

Closed shapes in Univers (top) 
and open shapes Frutiger (bottom).
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A harmonious OCR typeface             At the end of the 
1960s, Fritz Sutter from the Basel National Zeitung asked 
Adrian  Frutiger to develop an OCR typeface  exclusively 
for his company.1 Fritz Sutter spoke of a parallel design 
to OCR-B but with  added quality.2 
Documenta3 is a monospace face based on twelve units 
of glyph width.4 It therefore featured wider letterspacing 
than OCR-B. The most ob vious difference can be found 
in  the basic concept of the typeface: while OCR-B has 
ho rizontal curve terminals similar to those of Univers, and 
Do cu menta has vertical ones /01/.
Individual glyphs featured a more typical Adrian Frutiger 
design – there was no need to take into account the con
 ditions dictated by a number of different manufacturers. 
The D therefore has a more angular shape in the curves 
/05/, the M features slightly spread legs, the tail of the 
Q does not cross into the counter and the leg of the R 
has a gen tle curve at the top. The most striking difference 
in the lowercase letters can be found in the l /04/. With 
OCR-B it features a curved stroke, whereas in  Documenta 
it has serifs.
On the basis of Adrian Frutiger' s instructions, a special 
grid for Lino tron 505 from Mergenthaler Linotype was 
devel oped.5 The Linotron was set up at National Zeitung 
from 1969 to 1983. The grid has unfortunately been lost. 
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For about twelve years the tool manufacturer Facom was our ‘bread and butter’.1 The coop
eration started in 1963, initially with the design of their catalogue – there was no mention 
of a typeface yet. A big, fat Bentley drove into our little backyard at Place d’Italie and 
Monsieur Mosès2, the owner of Facom, climbed out of the car. I’ve always wondered why, 
of all people, he picked us,3 but at this time there weren’t that many studios like ours. 
Presumably word got round about what we did. Monsieur Mosès introduced his company, 
showed us the current catalogue and asked whether we were prepared to take on the de
sign of the catalogue pages. He had a very clear idea about this. “We don’t have sales people 
who sell and explain everything. The catalogue is our shop win dow!” All garages and iron
mongeries had the Facom catalogue. It had a print run of 250  000 to 350  000 copies. There 
were two editions, a French one and a German one.

So then our task was to design the layout of the catalogue as if it were a shop window. 
The contents were to hand. Bruno Pfäffli instantly realised that there were quite a few 
issues with the current catalogue that we could improve on. First of all, he suggested using 
Univers for the body copy. For the drawings, or the stylistic treatment respectively, of the 
overview pages we asked the painter Rudolf Mumprecht, a friend of ours, for ideas. But 
Mumprecht looked at everything from the perspective of an artist. Each drawing was a 
little piece of art, not geared towards technology but towards beauty. And of course, Facom 
promptly criticised the illustrations as being too stylised. We had to admit that  Mumprecht 
had gone too far. For a period of about one year Bruno worked on nothing else but the 
catalogue.4 Altogether we did four catalogues for Facom. 

Before the design of the alphabet in 1970 /02/, I first drew the numerals.5 That was 
because I was able to convince Monsieur Mosès that it was a good idea to keep the page 
and reference numbers in the catalogue in the same style as the wordmark Facom. The 
wordmark consists of caps and a lowercase m, all at the same height /01/. An acute M 
wouldn’t have been harmonious. When I saw the wordmark I thought: such a good logo in 
France? It turned out that the designer was Lucette Girard.6 I already knew her from my 
time at Deberny &  Peignot and, even before that, from École Estienne – so it was clear where 
the quality came from. Based on the wordmark I then designed the alphabet together with 
my draftswoman Nicole Delamarre. She took over the implementation. In keeping with the 
wordmark, we drew different versions of the letters A and M as well as of a and f – some
thing that had become second nature to me since my time at D &P. Compared to the first 
version, the numerals 1, 2 and 7 were later changed /03/ to adapt better to the alphabet. We 
then ordered a Diatype font disc from H. Berthold AG.7 The typesetting was done by a com
pany that specialised in headline composition, but the Diatype disc remained the prop erty 
of Facom. Today Facom still uses a similar typeface.8

Catalogue design and corporate typeface        Facom 
sell their comprehensive range of tools solely through 
their catalogue. Due to the wide variety of articles on 
offer,9 the connection between manufacturer and hard
ware stores is best achieved through print.10 Catalogue 
design demands the greatest possible functionality. For 
Horst Heiderhoff, the 1973 Facom catalogue – designed 
by Studio Frutiger & Pfäffli – is an example of how it should 
be done.11 
The flyleaf shows an overview of the different tool catego
ries, similar to a shop window /04/. For this first interac
tion by the user, heavily stylised drawings were created 
in order to prevent users from getting sidetracked by 
unnecessary detail, and instead let themselves be guided 
by the product categorisation. The page numbers with
in the segments refer to the starting page of individual 
categories. If the respective category page is opened, 
another overview page with similar layout is shown /04/, 
this time with a narrower categorisation of tools. The re  
pre sentation of the articles then changes to photographs 
supported by short descriptions and schematic drawings 
with measurements. The pages designed by Bruno  Pfäffli 
are well structured, with a clear layout.
Heiderhoff writes: “A normal user of the Facom cata logue 
will not notice the use of a corporate Facom alphabet. 
The designers don' t see this as a drawback but rather an 
advantage: a good typeface should not be ̀ noticed'  – a 
' construction'  will always have a disruptive effect. It should, 
however, without the reader noticing, lead them into an 
environment where people feel at ease (quality, trust, 
beauty) and to where they would like to return because 
of their positive memories.”12 Adrian Frutiger used the 
letter shapes of the Facom wordmark as a starting point 
and designed a corporate typeface with capitals and 
lowercase letters /02/. The gentle curves of the horizon
tal strokes and bowl shapes communicate the idea of 
smooth technology, and are reminiscent of the tools' 
tactile handles. In comparison to the wordmark, the 
typeface was narrowed in order to make it suitable for 
shorter texts. In spite of its strong composition, it has 
good legibility in body text sizes.

Name of typeface
Alphabet Facom

Client
Facom

Designer
Adrian Frutiger

Design  | Publication
1970 | 1971

Typesetting technology
Photosetting

 Manufacturer
– H. Berthold AG

Weights
1
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/05/

Article names and numbers are  
set in Alphabet Facom; detailed tool 
descriptions in Univers.

/01/

Pictogram and logogram  
by Lucette Girard – the letters are 
wider than in the later  
alphabet by Adrian Frutiger.

/04/

Facom catalogue from 1973 – from 
‘shop window’ to required article in 
three steps: (from left to right)  
tool categories, product groups  
and individual articles.

/02/

The corporate typeface Alphabet 
Facom, with the alternative  
letters A M a f, is an extension of the 
logogram Facom.

/03/

In the first version, the numerals 1 2 7 
have a stronger diagonal expression 
and the T of the ampersand still 
features the small caps form.
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“ the work of a type designer is just like that of a dressmaker :

 clothing the constant, naked human form.”

 adrian frutiger
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production of type

transfer type

An early form of rubdown type was used in France 
at the beginning of the 1950s. In 1954 Deberny &  
Peignot introduced the Typophane /01/ process, of
fering it as an extension of its foundry types, which 
would enable printers to follow the fashions of the 
time without large investments. Initially there were 
four jobbing typefaces available (see page 43).
The typefaces were printed onto a transparent, self 
adhesive celluloid carrier film. The characters were 
individually cut out with a scalpel, released from the 
carrier film and placed on a sheet of paper. Pressing 
down with the thumb made the letters stick, but they 
could be lifted up again for corrections or other pur
poses. Guidelines printed underneath the characters 
helped to maintain alignment.
In 1956 Letraset in England developed a ̀ wet'  trans
fer process and it was superseded by a dry method. 
Mecanorma developed a similar process. In the 
 Letraset process, rubbing the letter made it come 
away from the carrier sheet and stick to the surface 
underneath /02/. This prevented the cut edges from 

appearing and the characters from falling off. They 
could not, however, be moved again without being 
destroyed.
In order to set transfer type properly, letters have 
to be positioned very precisely on their baselines, 
which is not easy, in spite of the guides provided. 
Spacing characters optically is another issue for the 
untrained eye. And letters can easily be damaged 
when rubbing them down if the carrier sheet slips 
or is lifted up too soon.
As with foundry type, a synopsis provided different 
amounts for individual characters on each transfer 
sheet, according to their average occurence. Apart 
from different typefaces, sizes and colours, there 
were also sheets with graphic symbols, as well as 
custom sheets with special typefaces /03/, company 
logos, prespaced words, or individual illustrations.
Production was very elaborate and the sheets were 
rather expensive. Transfer lettering was used well 
into the 1990s by graphic designers, typographer, 
engineers and fine artists; and also by nonprofes

sionals who needed to prepare originals for printing 
in a short time.
The process was used in many countries. In the for
mer East Germany (GDR) it was called ̀ Typofix' , for 
example. The range of available typefaces and the 
worldwide availability of transfer type were compa
rable to those from Monotype or Linotype. The type
faces were produced under licence, but there were 
also exclusive libraries.
Transfer sheets are still available but have suffered 
considerably in popularity c since the introduction 
of desktop publishing. They are still used for non 
professional applications, but even there only mar
ginally.

Alphabet  
EDF-GDF
Page 198

Alphabet 
Roissy
Page 224

Alphabet  
CGP
Page 248

/01/

The Typophane process requires 
the printed, self-adhesive carrier 
film to be cut out and released 
from the protective sheet.

/02/

With proper transfer type, charac-
ters can be released from the car- 
rier film by rubbing it down with a 
burnisher or other blunt tool.

/04/

Apart from large libraries of type- 
faces, the manufacturers’ product 
ranges included transfer sheets 
with a variety of subjects.

/03/

A transfer sheet exclusively made 
for the airport Charles-de-Gaulle in 
Paris with Alphabet Roissy by  
Adrian Frutiger.
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Name of typeface
Alphabet Roissy
Alphabet Roissy-Solaris
Caractères TVP

Client
Aéroport de Paris

Designer
Adrian Frutiger
AF | Hans-Jürg Hunziker
Adrian Frutiger

Design  | Publication
1970 –1972  | 1972
1973 –1974  | 1974
1978 –1979  | 1979

Typesetting technology
Foil Stamping | Transfer type 
Flip-Blades
CathodeRayTube (CRT) Monitor

 Manufacturer
– not known | Letraset
– Solaris
– Thomson-CSF 

Weights
1
1
1

I had my first experience in designing a signage face in 1959/60 for Orly airport (see page  
134). But back then I wasn’t really mature enough for such a task. In 1970/71 the architect 
Paul Andreu asked me whether I would design a signage face for the airport Charles-de-
Gaulle in Paris-Roissy. Everybody must have thought I would use Univers for this since it 
was well-known among experts. But I realised that I had to draw a new typeface. I had 
come to the conclusion that Univers was a good typeface for reading but it wasn’t suited 
for reference books, which are more consulted than read – and nor for signage, where it’s 
all about instant recognition. A word set in Univers is like a pearl necklace: the eye flows 
across and away from it; the individual characters are too similar to one another. With 
signage, on the other hand, each individual letter must be clearly recognizable.

Initially, there was a somewhat naive idea to use a geometrical grotesque like Futura 
/05/ since the airport was – at least on the architectural plans – circular. But you can only 
see that when you are in an aircraft directly above the airport. A circular o is a pure sym-
bol but it isn’t just about the o, it’s about the interplay of all letters. Therefore Futura was 
out. But definitely a sans serif since serifs would only have created noise, an unnecessary 
humming. What was important was total clarity – I would even call it nudity – an absence 
of any kind of artistic addition. It was pretty obvious, however, that it had to be a typeface 
with caps and lowercase letters since the resulting word images are recognised quicker. 
Eventually Concorde (see page 150), which I had drawn together with André Gürtler in the 
1960s for Sofratype’s line-casting matrices, became the starting point for my design. There 
is already a first indication of Alphabet Roissy in there. The caps are deliberately smaller 
than the ascenders of the lowercase letters /15/. The most important glyphs, however, were 
the numerals; they can be found on each panel. Each numeral therefore had to have the 
same clarity as an arrow.

The signage in the airport had to be bilingual and was supposed to be differentiated 
by colour. For this, we had a colour expert1 on the team who told us right from the start 
that the contrast must not be too strong. He then mixed a dark yellow, positioned a black 
and a white letter one above the other on this background and showed us that the contrast 
was the same in both instances. The idea was good: illuminated from within, the French 
text should be set in black against the dark yellow background and below it, in white, the 
English text /02/. We all agreed to the idea of the yellow colour; we didn’t imagine at the 
time how difficult it would be to always produce the same shade of yellow. Unfortunately, 
the first design of Roissy using the words ‘Départ’ and ‘Departure’ was lost during an 
exhibition. I had made it together with my colleague Nicole Delamarre. We’d cut the letters 
from black cardboard and the yellow background respectively. It took us a long time to 
find the right colour foils from Letraset. We had to put many layers on top of each other 

Projects involving flying     Alphabet Roissy (1970) was 
Adrian Frutiger' s second signage project, an exclusive 
signage face for the airport Roissy-Charles-de-Gaulle in 
the north of Paris. Based on his almost two decades of 
experience as a type designer and the insights gained 
from the majuscule alphabet developed for Paris-Orly, 
Frutiger' s signage face Alphabet Roissy was instantly re-
cognised internationally as an excellent standard. Frutiger 
was part of an expert team directed by the architect Paul 
Andreu, who was the overall project leader. The signage 
system was implemented in cooperation with draftsmen 
and technologists from the company Aéroport de Paris; 
the director was Jacques Berthaut.2

In 1974, Adrian Frutiger and Horst Heiderhoff, director of 
the typography and advertising department at D. Stem-
pel AG, gave a comprehensive report on the new signage 
face in form, the German design magazine.3 Three years 
later Typografische Monatsblätter /04/ published a simi-
 lar article in German, English and French.4 At that time 
Alphabet Roissy – then reworked and extended to be-
come the type face family Frutiger – was celebrating 
further successes (see page 250).
In addition to Alphabet Roissy a monospace version 
named Roissy-Solaris was developed in 1973 / 74 for the 
airport' s flip board displays /24/. In 1979 a special screen 
type called Caractères TVP was added /26/. Adrian Fruti-
ger was also responsible for some architectural artwork. 
Ropes that had been set into the concrete walls during 
the construction of the airport' s train station left ̀ stripe 
symbols'  when they were taken out.5 He also deve loped 
a logo for Aéroport de Paris (see page 274). The mono-
gram, however, did not meet with broad approval – AP 
usually stands for ̀Assistance Publique' , i. e. social services, 
and it was thus abandoned a few years later.6

Another client from the context of the airport was the 
airline Air France. Together with Bruno Pfäffli, Adrian 
Frutiger was responsible for the re-design of their flight 
schedule. 
Bruno Pfäffli designed a functional typography that saved 
space and costs. It was set in various fonts of Univers. 
Typographic illustrations were positioned throughout.7 
As opposed to the airport signage, which did not use any 
pictograms at all, Frutiger developed linear symbols – 
which were 22 mm (about 0.86 in) in size – for the flight 
schedule.8
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/01/

For better legibility when  
panels are slightly tilted Roissy 
features large word spacing;  
the letter-spacing, however, is a 
little too narrow.

/02/

Signage (1972) in Roissy (top); 
today’s signage by Jean Widmer  
in Frutiger (bottom).

/03/

White, and especially backlit, type 
on a dark background has to be 
finer since it would appear optically 
fatter otherwise.
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226 s i g n a g e  t y p e fac e

/07/

Study of the ideal stroke weight 
for Alphabet Roissy – too fine (top), 
correct (centre), too fat (bottom).

/05/

None of the tested types is satisfac-
tory – they are either too individual, 
too strongly historically influenced  
or do not have good legibility.

/06/

Narrow typefaces have clearly 
reduced legibility since round and 
straight glyphs look too similar.

/09/

In Edward Johnston’s signage face 
(1916) for London Transport the 
numeral 1 has no upper serif but  
the top of the stroke is oblique;  
the minuscule l ends in a curve.

/04/

Cover for Frutiger’s article in  
TM/STM from the series ‘Zeitschriften- 
Plagiate’ (magazine plagiarism)  
by Hans-Rudolf Lutz.

/08/

Compared to the circular o,  
the oval o-shape results in better- 
connected word images – paste-up 
by Adrian Frutiger.

to get the dark yellow, at least four layers of foil. Light yellow, light grey, pink … for the 
presentation we created a small panel adding words in Univers for comparison; I held it 
slightly askew just like the passengers in the airport would see it and it became immedi-
ately clear which one was easier to read.

Initially, we developed the typeface mainly for the interior signage. The size of the 
letters was dependent on the reading distance: for a distance of 20 metres (about 65 feet) 
we chose a height of 10 centimetres (about 4 inches), for 2 metres (about 6.5 feet) we chose 
1 centimetre (about 0.4 inches). I used the lowercase c as a template for the word spacing. 
You didn’t have to measure anything, you just put it in and took it away again. I decided 
on the c because I thought: too much is better than not enough. Unfortunately, I didn’t 
stick to that concept when it came to letter-spacing. Therefore there is one serious point 
of critique regarding the airport signage: the Roissy signage is set too narrow, it has at 
least 15 % too little white space between the letters. We did some testing, but it wasn’t op-
timal. We put up a panel at a distance of 100 metres (about 109 yards) and compared two 
versions with each other. 100 metres, however, isn’t a good distance. Within the airport it 
more or less works but for the exterior road signage the letter-spacing is definitely too 
narrow. To be honest, I have to say I recognised that too late. Unfortunately, Jean Widmer 
adopted the spacing for the motorway signage.9

I also did various studies with regard to individual glyphs. All these studies were con-
 cerned with the French and English culture respectively. Americans, for instance, write the 
7 without the horizontal crossbar and the 1 without a half serif – which I think is best – but 
Europeans think that there is a danger of confusion with the lowercase l. So eventually I 

Legibility and choice of typeface         In Typografische 
Monatsblätter /04/ the following considerations concern-
ing a signage face can be found: “Written directional 
signs consist, for the most part, of single or compound 
words, seldom of complete sentences. One can easily 
come to the conclusion that the sign is not ̀ read' , i. e. it 
does not create consecutive images in the way that book 
or newspaper texts do, but that it is ` spelled out' . As 
recently as ten years ago was it thought that people in 
airports ` spelled'  in this way. Consequently all words 
used to be written entirely in uppercase letters, since 
they permitted each letter to retain its individuality; 
whereas lowercase letters, which have become drasti-
cally simplified through centuries of use, are not so  easily 
recognised in isolation. They tend to cling to each  other 
to form units of easy and rapid comprehension for the 
reader to ̀ photograph' .”10

”A condensed face was briefly considered for its com-
pactness but discarded because of its poor legibility. Tall, 
stretched letters provide no contrast between round 
and straight elements. Enlarging vertically does not make 
the letter bigger or more legible at a distance. On the 
contrary, the emphasis on verticality produces a grid 
effect, which can be ornamentally restful and handsome 
(in a black-letter face for instance) but which sometimes 
estranges the word.”11
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Illinois
Illinois

Illinois

Illinois

/14/

The use of pictograms is rejected 
since the clarity of expression seems 
questionable without international 
conventions.

/10/

Study of the ideal letter-spacing 
– too narrow (top), normal (centre), 
and, according to the prevailing 
view at the time, too wide (bottom).

/12/

Only a short serif for the 1 (far right) 
so that people from English- 
speaking countries do not confuse 
the numerals 1 and 7.

/18/

Legibility study – the numerals  
6 and 9 of Alphabet Roissy  
can still be clearly differentiated 
when heavily blurred.

/17/

Different letter shapes  
and proportions in Concorde (top) 
compared to Alphabet Roissy 
(bottom).

/15/

A slightly taller ascender and a 
finer stroke differentiate the 
minuscule l from the majuscule I  
in Roissy.

/16/

Clear distinction between I and l  
in a grotesque – DIN-Mittelschrift,  
Erik Spiekermann’s Officina, Vialog 
of Werner Schneider, Helmut Neuss.

/13/

The manual Signalisation sur les 
aéroports (1976) lists the width  
of the minuscule c as the measure  
for the white space between words.

/11/

Letters are not read the same  
way in each country – the y-shape 
in an anglo-saxon manner seems 
ideal (top right).

decided on the version with the very short half serif /12/; it is at least closer to the Ameri-
can way than the one with the long one. I did several studies for the y as well and then 
decided that for Roissy it would get a curve at the bottom /11/. This has an aesthetic soft-
ness, it is closer to the American expression. The letters b d p q, which are similar in terms 
of shape, are mirrored or rotated forms respectively. I thought that the difference between 
p and q is sufficiently clear if one letter has the stroke on the left and the other on the 
right. In sans-serif typefaces the glyphs I l and 1 are a topic in terms of shape: in German 
signage faces the majuscule I often gets a serif at the top and bottom and the minuscule 
l has a curve at the bottom in order to make it easier to differentiate the two letters /16/. To 
be honest, I don’t think that’s necessary. As far as I’m concerned these signs have to be 
naked. For a similar reason I chose the one-storey version for the g. Since the Renaissance 
there has been the one-storey g in the cursive. Therefore both forms have always been of 
equal value to me. With longer texts the two-storey g is helpful for reading even if it repre-
sents a dissonance, as it were – it is the only letter with three counters. Signage, however, 
isn’t read like a book, it is taken in at one single glance. So the only solution for me was 
the one-storey g. The numerals 6 and 9 could be more open but I thought that it would 
better fit the overall rhythm of the typeface as it is /18/.

The arrow is a very important symbol. In Gestalt psychology the arrow is one of the 
most significant symbols; its appearance can be traced back far into the history of human-
kind. It is the only non-verbal sign that was used at the Paris-Roissy airport. The arrow 
had to be neither acute-angled like a weapon nor obtuse-angled like a snowplough. The 
right-angled form was the right one /20/, not with parallel strokes however, but with  waisted 

Unambiguous symbol recognition      Alphabet Roissy 
features open letterforms similar to the 1964 typeface 
Concorde. However, some changes specific to a signage 
face had been implemented. For example a one-storey 
version of the minuscule g was chosen since this simpler 
form integrated better into the word image. The vertical 
majuscule M is also less obtrusive. The opposite is true 
for the Q; through the diagonally positioned tail a char-
acteristic element of the symbol is being emphasised 
/17/.
Altogether, Alphabet Roissy is slightly darker than Con-
corde since signage faces have stronger strokes than 
type faces in order to guarantee good legibility of a single 
word or numeral under busy or even stressful environmen-
tal conditions. Additional factors regarding the quality 
of a signage face are: sufficient symbol size, generous 
kerning, letter-spacing and leading, as well as enough 
distance to the edge of the background. Different light-
ing situations such as backlit or lit panels as well as sun-
light, but also shiny surfaces, a large reading distance, 
a limited field of vision, an unfavourable point of view 
and the movement of the reader/viewer have a strong 
influence on the perception and legibility of signage. 
Comprehensive tests are therefore necessary; the blur 
test, for instance, clearly demonstrates the quality of the 
numerals 6 and 9, which are neither too diagonal nor too 
vertical. /18/.
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228 s i g n a g e  t y p e fac e

/19/

Special manufacture of  
the Letraset sheets in the exclusive 
typeface Alphabet Roissy for 
Aéroport de Paris.

/23/

Ratio of type size to leading –  
half of the x-height defines the 
ascender height and the distance to 
the ascender of the following line.

/21/

Construction drawing of the 
Frutiger arrow for Roissy –  
the strokes are tapered towards 
the apex.

/22/

Precise instructions for the 
positioning of text and arrow –  
the horizontally cut arm sits  
on the meanline.

/20/

Weapon, direction sign, snow plough? –  
The weapon is acutely angled,  
the direction sign right angled and 
the snow plough obtusely angled.

ones /21/. Furthermore, the arrow should be the same in each direction without changing 
the weight.

For the airport’s large display boards Hans-Jürg Hunziker additionally drew a mono-
space majuscule alphabet in 1973/74 /24/. The implementation, however, turned out to be 
difficult. First we made a few trials with a dotted typeface or with glyphs constructed from 
seven segments, as is the case with hand-held calculators. But none of those were suitable. 
The airport passenger only feels safe with a ‘normal’ typeface. Therefore we settled on a flip 
board system. But using the Solaris technology /25/ cost a shed-load of money. The little 
blades were printed in silkscreen and then cut. A tricky thing to do. If the blades only 
moved a tiny bit it instantly resulted in a visible flaw. The printing technology partly in-
fluenced the shapes of the glyphs. Acute incisions, as with the M for instance, are smeared 
in silkscreen so the incisions had to be slightly obtuse. Altogether however, the Solaris 
type was meant to maintain the Roissy character. Well, with the M the centre triangle 
doesn’t go all the way down to the baseline, it was supposed to have as much light as pos-
sible flowing into it /24/.

Altogether I was working for almost a decade on the various tasks for the Paris-Roissy 
airport. I was still a member of the commission for the airport’s extension, Roissy 1 and 
Roissy 2, and after that I stopped. The typeface for Roissy airport is very important to me. 
There was also one very important situation in the context of the Roissy project: the ar-
chitects were bending over the plans and were able to spatially imagine the passageways. 
This was impossible for me. Then I had an epiphany: my talent is mainly rooted in the 
two-dimensional.

Information technologies       From the start there have 
been large display boards /27/ and dice-shaped informa-
tion displays to inform passengers about departure and 
arrival times at the airport Paris-Roissy. For these elements, 
the specifically designed Roissy-Solaris was used /24/. 
The printing of the monospace type onto the flip blades 
and the manufacture of the whole system was carried 
out by the Italian company Solaris at Udine. Each single 
unit /25/ contained the complete set of characters on flip 
blades including capitals, numerals and the punctuation 
marks full-stop, dash and stroke.
Apart from the information boards, there are also the 
monitors of the internal TV system where departure and 
arrival times can be obtained. Presumably a standard 
typeface had been used during the first few years before 
Adrian Frutiger' s screen type Caractères TVP /26/ was 
im plemented since a sheet showing detail corrections 
is dated 17 May 1979.12 
The height of the majuscules and numerals comprises 
13 cells based on a rectangular grid of 16 by 16 cells. There 
are, however, different proportions in the design draw-
ings: 82 by 122 millimetres (3.3 by 4.8 inch) in an undated 
letter-set and 48 by 96 millimetres (1.9 by 3.8 inch) – 
equivalent to a vertical double cell – on an attachment 
to the dated sheet /26/.
Today, Alphabet Roissy is no longer used for the signage.
It has been replaced by Frutiger, which has also been 
implemented on the monitors /28/.
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/26/

Frutiger’s design variations and 
study (1979, top) for Caractères TVP, 
a cathode ray monitor typeface 
(bottom).

/27/

Departure board of the Paris-Roissy 
airport with flip-blade technology 
by the Italian company Solaris and 
with the monospace alphabet  
from 1973/74.

/25/

Each single, and very sturdy,  
unit of the electro-mechanical 
Solaris technology contains  
the complete alphabet.

/24/

The redesign of the alphabet as  
the monospace type Roissy-Solaris 
was carried out by Hans-Jürg 
Hunziker. 

/28/

Today’s vastly improved  
monitor technology allows the use 
of Frutiger as a screen type.
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We really enjoyed the projects for the printing inks manufacturer G.  et P.  Brancher Frères. 
We had, as early as 1960, already worked for them through the in-house graphic studio of 
 Deberny &  Peignot. Shortly after I opened my own design studio in 1961 Brancher became 
our  client. Over the course of many years we regularly designed print material for the 
Parisian firm /06/.

Louis Brancher took over the company in 1880 and he chose a beehive for the com pany 
logo as a symbol of an active family community creating a quality product. In 1958, more 
than one hundred years after its formation, the beehive logo was still in the letterhead /03/. 
This logo was literally calling out for a more stylised representation, and that happened 
in 1960 /04/. During the redesign, Pierre Brancher, then the company president, told me that 
the aspects of quality and industriousness were very important to him. I thought the com-
parison with busy bees, quality honey and good colour wasn’t bad at all. In 1971, after Pierre 
Brancher’s retirement, his son took over the company, but from then onwards we mainly 
worked together with Pierre’s grandson Olivier.

Due to the extension of the company with a new factory and subsidiaries abroad, we 
carried out a further comprehensive redesign of its branding in 1971 /05/. In spite of its new 
size, the family character of the enterprise was supposed to be maintained. We kept the 
beehive as a pictogram; in order to achieve colour effects, however, it was no longer a line 
drawing. Instead we used block colour. I liked the fact that – although it was even further 
stylised – you could still recognise the beehive. Then we were looking for the most harmo-
nious connection between pictogram and company name. We came up with the idea to 
integrate the shape of the beehive, which was reminiscent of an A, into a wordmark. For 
this reason, the other letters received the same chunky expression. Through the rounded 
edges and the eight colours we also tried to establish an association with viscous printing 
inks.1 Based on my wordmark, Hans-Jürg Hunziker drew further capitals one by one in the 
studio, depending on which letters were needed for the various product names. During a 
three-year continuous development, almost all letters of the alphabet were created and 
so it made sense to complete the set.

Practically, the whole studio was involved in the design of Brancher’s new branding. 
Bruno Pfäffli, for instance, designed the letterheads /05/, Hans-Jürg Hunziker the product 
packaging and Nicole Delamarre the brochures /06/. As a variation on the design, we used 
only elementary, geometrical shapes beside the typeface. The colour tins got wavy lines, 
products for rolls received circles as an indicator and cleaning products featured linear 
contrasts. All printing material, products and the complete advertising material could 
thus be given a uniform and clearly recognisable image.

A typeface as viscous as honey       In the minds of the 
consumers, the over one-hundred-year-long connection 
between Brancher and the beehive brings together the 
ideas of industriousness and the viscous fluids honey 
and printing ink. A 1975 manuscript by Horst Heiderhoff 
states: “This fact was the reason that during the first 
redesign in 1960 the beehive was kept, although the 
association appeared to be slightly ` outdated'  at first. 
On closer inspection, however, the benefits of this time- 
honoured connection, which had firmly established itself 
in people' s minds, outweighed all the more modernistic 
designs, and the image of the beehive prevailed.”2 This 
first redesign of the logo was carried out by Frutiger in 
the in-house typographic studio at Deberny & Peignot. 
According to Adrian Frutiger, this studio only lasted for 
about half a year, since clients thought that the invoices 
generated were too expensive. Therefore, when Frutiger 
opened his own studio, he was able to take over  Brancher 
as a client. Among other things, Bruno Pfäffli redesigned 
the product packaging /06/.3

A second redesign from 1971 comprises the design of 
an eight-colour wordmark in addition to the logo, and, 
gradually, of a whole majuscule alphabet. It represents 
Frutiger' s fifth corporate typeface, and the fourth in a 
row of related typefaces of similar shape. A common 
characteristic of these four corporate typefaces is a 
rectangular base shape with rounded edges for the ma-
juscule O. This is true for the serif design of the corporate 
alphabet for Francis Bouygues (see page 148) as well as 
for the three sans serifs for EDF-GDF (see page 198), 
Facom (see page 220) and Brancher.4 Alphabet Brancher 
is almost identical in shape and proportion to Alphabet 
EDF-GDF. It is, however, significantly stronger and fea-
tures rounded corners for all glyphs. 
The above-mentioned style of type was quite common 
for corporate typefaces during the mid-20th century.5 It 
projected a neutral, cool, robust and durable feel. Thus, 
the technological and industrial aspects of an enter prise 
were emphasised. For Brancher, the ` family'  idea was 
maintained through a consistent implementation of the 
wordmark on facades, signage, door handles, work uni-
forms and even on the crockery for visitors.6 Today, the 
wordmark is used in a modified version; the alphabet is 
no longer in use.7

Name of typeface
Alphabet Brancher

Client
Société des Encres
G. et P. Brancher Frères

Designer
Adrian Frutiger

Design  | Publication
1971 | 1972

Typesetting technology
Adhesive letter set

 Manufacturer
– Atelier Frutiger  + Pfäffli

Weights
1
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/01/

The 1961 logo design by Bruno 
Pfäffli for the printing inks 
manufacturer Brancher Frères  
was not implemented.

/03/

Logo of Brancher Frères until  
1960 – symbol of an active  
family community that creates a 
quality product.

/04/

Redesign of the Brancher Frères 
logo at Deberny & Peignot –  
designs and implementation (1960) 
by Adrian Frutiger.

/05/

The beehive was integrated into  
the new wordmark in a  
heavily stylised, block-colour form –  
design from 1970.

/02/

The rounded corners of the  
letter shapes of Alphabet Brancher 
trigger an association with  
viscous colour.

/07/

Labels (left) by Bruno Pfäffli  
with the 1960 logo – brochure (right) 
by Nicole Delamarre with  
Alphabet Brancher.

/06/

Adrian Frutiger’s logos  
from 1960 (left) and 1970 (right)  
in use – advertisements not  
by Studio Frutiger.
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232 log o s  a n d  w o r d m a r k s

logos and wordmarks 

 1965   – 1971

Totem
public relations agency
Paris (F)

Rencontres – Centre de Sornetan
Protestant union of Switzerland
Lausanne (CH)

Pierre Disderot Luminaires
lighting manufacturers
Cachan (F)

Euralair
private airline company
Le Bourget (F)

Boutique du Palais Royal
luxury goods shop
Paris (F)

Evangelische Gesellschaft des 
Kantons Bern
Christian organisation
Bern (CH)

Laboratoires Peloilles
pharmaceutical company
Paris (F)

Hadlaub Verlag
publishing house
Winterthur (CH)
Design: Bruno Pfäffli

Pictogram for 
Air France flight schedules
France

Tissages Normands Réunis
upholstery fabric manufacturer
Paris (F)

Brancher Frères
printing ink manufacturers
Paris (F)

Caisse Nationale de Retraite
des Ouvriers
workers retirement savings fund
France

Demy Frères
manufacturer of concrete silos
Paris (F)

Bull-General-Electric
computer manufacturer
Paris (F)

Banque Européenne  
d’Investissement 
European Investment Bank 
Brussels (B)
Design: Bruno Pfäffli

Mills
scaffolding construction firm
Le Bourget (F)

Traduction Œcuménique  
de la Bible – Édition du Cerf 
publishing house
Paris (F)

Grif – Société Filiale du Groupe Prache
concept and implementation  
of company publications
Paris (F)
Design: Bruno Pfäffli

jet-guide
magazine masthead for Air France
Paris (F)
Design not implemented

Inodep – Institut Œcuménique  
pour le Développement des Peuples 
Ecumenical Institute  
for Human Development
Paris (F)

30 BRAN_25_DE_EN_2014_def.Druck.indd   232 19.02.14   15:47



 p r o d u ct i o n  o f  t y p e  233

production of type 

 photosetting linofilm

In 1954 Mergenthaler Linotype Company introduced 
the Linofilm, a photocomposing system that super-
seded traditional hot metal line-casting technology. 
The Linofilm system consisted of four parts: a key-
board unit /01/, a photo unit /02/, a correction unit 
/03/ and a composer /06/.
The Linofilm keyboard unit comprised an electric type-
 writer with a special keyboard /01/ and two switches 
that transmitted command data from the punched 
tape to the photo unit. Above the keyboard there 
was a scale showing character widths – each font had 
a width card with printed circuits.
The Linofilm photo unit exposed captured text to 
right-reading positive film or light-sensitive photo 
paper. 18 interchangeable grids /04/, which each 
contained the negatives for 88 characters /05/, could 
be accessed at the same time. In order to ex pose 
the size range from 6 to 36 pt, three grids or frames 
were needed. For each grid, type sizes were defined 
by a system of automatically changing lenses. An 
electronic flash tube provided 12 exposures a second. 

That resulted in a theoretical output of 43  000 char-
acters per hour.
The frame needed for the punch tape was inserted 
and automatically positioned in front of the lens 
system and kept there until the tape was finished or 
the font had to be changed. Individual characters 
were singled out by the lenses and the aperture. The 
aperture consisted of eight metal plates with inter-
locking openings that moved in both directions, ac-
cessing one character at a time. The punched tape 
instructed the aperture situated behind the frame 
to project the selected character onto the film. A 
moving mirrored reflector added one character next 
to another according to its width.
The Linofilm correction unit /03/ did most of its work 
automatically. It was based on the register punches  
 – identical for each size – that were made when the 
photo unit /02/ exposed a line. Punching out faulty 
lines and splicing on corrected ones did not result 
in thicker film material. 
The Linofilm composer /06/ was the last piece in the 

production chain. It could reduce or enlarge lines of 
type between 4 and 216 pt and set them at a length 
of up to 90 cicero (96 pica) at any height. Enlarge-
ments and reductions required for ads or jobbing 
work were achieved by a system of moving mirrors. 
The negative holder, lenses and film material re-
mained in place. The size and position of the type 
could be seen through a translucent layout sheet 
that worked like a screen with the image projected 
from behind.

Iridium
Page 234

Alphabet  
CGP
Page 248

Frutiger
Page 250

Univers  
Cyrillic
Page 103

Glypha
Page 268

/01/

Keyboard unit for the Linofilm 
photosetting system with the 
control unit (left) and the backlit 
keys for font selection (right).

/03/

The Linofilm corrector cut out 
faulty lines in the film and spliced 
in new text.

/02/

Text is captured on punched tape 
and exposed onto photographic film 
or light-sensitive paper within the 
Linofilm photo unit.

/04/

The Linofilm’s revolving font 
magazine held 18 grids for parallel 
operation.

/05/

A grid consisted of a metal frame 
with glass negatives, each carrying 
88 characters.

/06/

The Linofilm composer could scale 
lines of type, slant them and move 
them horizontally and vertically.
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IRIDIUM

234 t e xt  t y p e fac e

Iridium was my first typeface design for D. Stempel AG, and in 1972 it was one of the first 
typefaces the company commissioned especially for photosetting. However, our coopera-
tion had already started earlier. After my talk on OCR-B at the ATypI conference in 1967 in 
Paris, I was invited over to Frankfurt by Walter Greisner. Due to my experience with the 
design of OCR-B and the Lumitype designs for photosetting, Walter Greisner, Walter Cunz 
and Heinrich Vallée – all in leading roles at Stempel – asked me whether I was interested 
in helping set up their matrix manufacturing department. They wanted to do a consulting 
contract with me. It was clear that I needed a home for my work, and I said to myself, if 
it can’t be Paris – which would have been my favourite – then it’s Frankfurt am Main. After 
we’d finalised the contract I flew to America first, to look at the whole business of typeface 
manufacture over there. I stayed for four days. The art director Mike Parker and Matthew 
Carter at Mergenthaler Linotype made sure that all doors were open for me. That kind of 
trust did me good. For me, a company that trusted me was the basis for everything else. 
There were others too, in America, who wanted to work with me; one of them held a cheque 
under my nose. I found that a bit fishy. At Stempel, however, everything was done correctly. 
When I returned from America, I made a plan as to how to proceed since the whole depart-
ment for matrix manufacturing had to be set up from scratch. 

D. Stempel AG was in the business of manufacturing typefaces for handsetting, and 
since 1900 they had been exclusively producing the line-casting matrices for machine set-
ting of Linotype’s European distribution.1 When, from 1967 2 onwards, Linotype also built 
photosetting machines in Germany, D. Stempel AG was commissioned with the production 
of these typefaces as well. Walter Greisner was in charge of that. When I joined, they were 
just setting up a new camera that was designed by an engineer from the American Mergen-
thaler Linotype  – it was a gigantic monster. A three-metre-long piece of granite served as 
a base.3 Back then, this camera had a focal length of several metres.

I had already experienced the change from one technology at Lumitype to another, 
newer one. Now there was a similar thing happening at Stempel. The basis was the original 
artwork that had been used for more than half a century as a master for the templates and 
punches of the Linotype matrices. So first of all it was about creating negatives of these 
drawings. The biggest problem was adapting the typefaces to 18 units. Also the accents for 
the European market created a lot of headaches for us because – as opposed to Lumitype –  
automatic centring wasn’t possible in this case. Overall, the Lumitype was much more 
advanced than the Linofilm. These early days at Stempel were a real pain for me!

The first adaptations for photosetting at Stempel were typefaces that existed for 
handsetting as well as machine setting, such as Palatino by Hermann Zapf. Further devel-
oped into Aldus it was one of the most-used typefaces in Europe, and in Germany almost 

The origin of Iridium       The term Iridium comes from 
the Greek ` iris' , meaning rainbow. It is the name of a 
chemical element and refers to a silvery-white, very hard 
and brittle precious metal that belongs to the group of 
platinates. It is also the chemical element with the high-
est density. Since it is resistant to acids, it is often used 
in the manufacture of appliances and machines as a hard-
ening additive in platinum.4 Walter Greisner had chosen 
a suitable name5 for this typeface, which was designed 
by Adrian Frutiger for photosetting.
Produced in 1972 by D. Stempel AG for the matrix plates 
of the Linotype photosetting machines, it was suggested 
that Iridium be used for Linotype' s line-casting machines 
as well. Although Stempel had been setting up the pro-
duction of photographic matrices since 1968, the casting 
of metal type and Linotype matrices remained an import-
ant part of the business.6

Linotype was doing well; there was a constant demand 
for line-casting machines in Europe. They had also had 
some success in the business of photosetting in Europe. 
The magazine Deutscher Drucker from 1970 contains a 
report about Linotype GmbH and their sales record when 
introducing the first photosetting machine produced in 
Germany – the ̀ Linofilm Europa' .7

Although adapted to Linotype' s different photosetting 
machines, Iridium received little attention for a long time 
until, in 1993, it disappeared altogether due to the even-
tual abandonment of the photocomposing system. In 
conversation with Walter Greisner, he expressed his be-
lief that Iridium would probably have had more success 
had it been produced for line-casting machines as well. 
Linotype, however, had favoured Helvetica and Syntax, 
and Iridium was put on the backburner due to a lack of 
resources.8

Only in 2002, when Linotype decided to publish all of 
Adrian Frutiger' s typefaces, did it eventually become 
available as a PostScript font.

Name of typeface
Iridium

Client
D. Stempel AG

Designer
Adrian Frutiger

Design  | Publication
1972 | 1972

Typesetting technology
Photosetting Linofilm
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype
– Linotype

Weights
3
3
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After 1972 Adrian Frutiger drew 
small capitals and old style  
figures in addition to the regular 
font of Iridium.
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every single paperback was set in Aldus. We didn’t have much time for these adaptations 
because the new machines needed a selection of matrix plates pretty quickly. It wasn’t 
only Hermann Zapf’s beautiful typefaces that had to suffer: in the heat of the moment it 
had completely escaped me to consult him. There were ill feelings that put our friendship 
to the test. The adaptation of Univers, too, was a problem. The idea was to directly trans-
fer it from Lumitype but that didn’t work because of the 36 units. So eventually I had to 
redraw it all. Apart from that, it was necessary to set the obliques at 12 º instead of 16 º 
because the same drawings were used for photosetting as well as line-casting, and it would 
have been too wide for the line-casting matrices otherwise.9

During the first year or two, the photo masks – called friskets – /05/, were created at 
my studio by my colleagues until the department in Frankfurt was fully equipped. The 
setting up, however, moved ahead quite quickly and soon it was much more practical over 
there than at our place in Paris. The draftsmen, for instance, got rotatable light tables. The 
cutting of the friskets from rubylith foil10 was thus much more comfortable than at our 
studio, where everything was done using a normal table.

One particular situation has stuck in my memory. At Stempel we were talking about 
the adaptation of Baskerville for photosetting. For hot metal setting they had the so-called 
Original-Baskerville Antiqua. I suggested using the drawings for the Lumitype Baskerville. 
The response was that the Lumitype Baskerville ‘had too much Frutiger’ in it. And sudden-
ly it became totally clear to me: they were absolutely right. When working for Lumitype, I 
really had a tendency to give everything the Frutiger treatment. I wasn’t  really good at 
adapting classic typefaces, but I only realised that fairly late.

The noble form in a typeface             “Design the most 
beautiful typeface you' re capable of.” Walter Greisner' s 
demand formed the basis for Iridium-Antiqua, which – 
according to Erich Schulz-Anker – is a typeface devel oped 
specifically for photosetting and based on neoclassical 
styles.11 However, its classification in this group is debat-
able.
A typical characteristic of neoclassical typefaces is fine 
serifs /03/ as well as upstrokes and a strong stroke con-
trast. The latter is not particularly pronounced in the 
photosetting face Iridium, in order to minimise the risk 
of its printing too finely in offset printing – especially 
since the reproduction templates were produced in only 
one design scale for all point sizes.12

A further characteristic of neoclassical typefaces is the 
equalised widths of the capitals. Regarding this aspect, 
however, Frutiger' s Iridium follows more closely a transi-
tional typeface by using different widths /06/. There is no 
explicitly vertical stress and the curve shape – for instance 
in the lowercase e – is half open /07/. Additionally, the 
round shapes feature soft and mediating transitions 
between the main strokes and the hairlines. On the  
other hand, the well-pronounced teardrop shapes are a 
typical – but not necessarily obligatory – characteristic 
of a neoclassical antiqua. /09/

As opposed to the regular font with its upright stress and, 
therefore, static bowl shapes for b d p and q /10/, these 
same letters feature an asymmetric, dynamic shape in 

/02/

Representation of a neoclassical 
typeface – handsetting for  
book printing, photosetting in offset 
and photogravure.

/03/

Comparison of serifs – the transitional 
Baskerville (left), the neoclassical 
typefaces Bodoni (centre) and Iridium 
(right).

/05/

Based on outline drawings,  
Adrian Frutiger cut Iridium freehand 
into the masking film for  
reproduction.

/04/

Iridium (bottom) has a more 
condensed look than Baskerville 
(top) but appears more open and 
sleek than Bodoni (centre).
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During the re-drawing of the existing typefaces at Stempel we started talking about 
the problem with neoclassical typefaces in photosetting /02/. Walter Greisner soon realised 
he wanted a ‘real’ typeface, one that was especially designed for photosetting. He came to 
me and said: “Design the most beautiful typeface you’re capable of.” He already had a name 
for it as well: Iridium – like the precious metal, which is even more rare than platinum 
and, by the way, also more resilient. He didn’t explicitly ask for a neoclassical antiqua but 
he want ed a noble, extremely easy-to-read, and beautiful typeface. Nonetheless, Iridium 
has a strong neoclassical undertone. But it isn’t as hard as Bodoni. With Lumitype, this 
problem resulted in the design of Egyptienne, which, however, has never been a replace-
ment for a neoclassical typeface. The question was: How far can the term ‘neoclassical’ 
be stretched? I developed different designs and talked to Greisner a lot. Maybe the issue 
of neoclassical type faces for photosetting wasn’t such a big problem in Germany as it was 
in France because they weren’t used as much in Germany.13

We drew Iridium in my studio, then photographically reduced the letters and put 
them together into sample texts to check the results. Finally, we used pencil to create a 
big clean outline drawing of each glyph /01/. The experts at Stempel helped with the spac-
ing. I also had the chance to work with Arthur Ritzel, the director of the typeface depart-
ment, for a few years. He was a real dictator, but he knew his business extraordinarily well. 
He also had an unfailing eye for the exact spacing of a typeface. There are still some pen-
cil drawings of Iridium on tracing paper that bear his corrections and signature /22/. He 
was almost over-anal, most of the time it was about a hundredth of a milli metre. More 
often than not I didn’t agree with him. I put a rubylith foil over the final artwork and cut 

the italic. Thus, the lowercase italic letters bear a relation-
ship to the group of renaissance antiquas and to Méri-
dien /15/. 
Although one can find the characteristics of a number 
of different styles in Iridium, its overall shape feels well- 
balanced and natural. All individual shapes and counter- 
shapes form a harmonious, indigenous whole, and the 
typeface seems to glow from within. When trying to 
create ̀ the most beautiful'  typeface, Frutiger chose – and 
anything else would have been a surprise – a waisted 
stroke, a characteristic typical of most of his serifs. The 
feet of the serifs are concave and the upper serifs are 
slightly curved. As always his glyphs are of a clear, open 
and simple shape. But nonetheless, there are many dif-
ferences compared to his earlier serifs. There is a richness 
of shapes apparent in Iridium that cannot be observed 
in any of Frutiger' s earlier typefaces. For the first time 
ever, Frutiger chose a teardrop shape for the majuscule 
J, /08/ thus abandoning completely his earlier dislike of 
teardrop shapes as expressed in Méridien. Opéra has 
teardrops as well but only in the lowercase. With Iridium, 
the strict principles of Méridien have eventually given 
way to a natural generosity and serenity.
Unfortunately, however, the small capitals and old style 
numerals /01/ are missing in the digital font of this sleek 
and elegant typeface. The best versions of the various 
ones produced for photosetting have not always been 
chosen either /20/.

/07/

With Iridium (right), the curve 
terminal of the e and the  
curve shape of the n resemble 
transitional designs.

/10/

In contrast to Baskerville (left),  
the lowercase b in Bodoni (centre) 
and Iridium (right) features  
a serif.

/06/

Iridium (right) references  
the proportions of the transitional 
Baskerville (left), not those of  
the neoclassical Bodoni.

/11/

Comparison of Baskerville, Bodoni, 
Walbaum and Iridium (from left  
to right) – the horizontal link in the  
k is atypical for Frutiger.

/15/

The asymmetrical forms of  
Iridium (right) p and q are more 
reminiscent of Méridien than  
of Baskerville or Bodoni.

/09/

The teardrop shape, which is not yet 
very obvious in Baskerville, is pro -
nounced as a ball shape in neoclassi-
cal typefaces such as Bodoni and  
Iridium (from left to right).

/08/

For the first time, Adrian Frutiger  
designed a typeface with a teardrop  
shape for the J but he discarded  
the looped form for the cursive k.

/14/

When compared, Baskerville italic 
has the most curved form, Bodoni is 
slightly less curved and Iridium 
features the least curved shapes.

/13/

Except for p and q, the descenders  
of Iridium italic feature a  
teardrop – this is also true for  
the ligatures.

/12/

As is common, the two Ss are  
the same in the regular font; in the 
Italic font the lowercase s gets a 
teardrop.
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out the friskets on the light table /05/. I did this manually in order to set something against 
the high definition reproduction of photosetting.

Just as with some other typefaces, real heart and soul went into Iridium. I really gave 
my all to create a beautiful typeface. The base strokes swell and shrink almost unnotice-
ably and the foot of the serifs is very slightly arched. The widths of the capitals, which 
are normally equalised in the neoclassical style, are very carefully harmonised here. I 
drew the M wide, but didn’t extend the vertex to the baseline – once again I was concerned 
about the harmony between the counters and the side bearings /06/. This was also the  reason 
I couldn’t use my typical version of the K with its detached angle. Bodoni does have that 
angle that touches the stem, but the disadvantage is that the counters become very narrow. 
With Iridium, however, it is connected to the stem via a short crossbar. This creates bigger 
counters /11/. Walbaum has a similarly attached angle. It is a very beautiful typeface any-
way. If I had to look to examples, Walbaum would be a beautiful one – not so much as 
regards the detailing, but rather concerning its overall appearance.

In spite of everything else, with Iridium it wasn’t all about the technology of setting 
and exposure: it was first of all about the creation of a beautiful, noble typeface – the 
technology came second. It is stable and delicate at the same time, and for a neoclassical 
typeface it is soft and full of life. You don’t immediately see that, but you can feel it in-
stantly. This is due to its overall construction. Everything plays with everything else. The 
effect of this typeface comes from its whole not from its details. I still find it beautiful 
when I look at it now.

D. Stempel AG                  In addition to casting type for 
handsetting and the production of line-casting matrices 
for the Linotype machines in Europe14 D. Stempel AG set 
up another successful line of business in 1967: the manu-
facture of typefaces for photosetting and digital print-
ing.15 Typefaces were often produced for more than one 
printing technology. Since 1963, Arthur Ritzel 16 had been 
heading the departments of typeface design and punch-
cutting. He also stayed in the USA often to oversee the 
manufacture of matrix plates.
In 1967, the new board member Walter Greisner initiated 
the manufacture of grids for photosetting. He took over 
as chairman from Heinrich Vallée in 1973 after the latter 
had, four years earlier, replaced the long-serving Walter 
H. Cunz.17

The position of art director at Stempel AG was held joint-
ly from 1947 to 1956 by Hermann Zapf 18 and Georg Kurt 
Schauer. In 1950, Gotthard de Beauclair, joined as a third 
art director. Subsequently, Erich Schulz-Anker took over 
as sole art director. With his articles on Iridium- Antiqua 
/23/ he conveyed some interesting points on the thinking 
behind this typeface for photosetting.19 Further impor-
tant contributions are owed to the cooperation between 
Frutiger and Horst Heiderhoff. The  latter was assistant 
to Schulz-Anker from 1963 and then became art director 
himself from 1976 to 1981.20 The result was several com-
prehensive accounts of Frutiger' s design work as well as 
Der Mensch und seine Zeichen /25/ 21.

/19/

Different positioning of the  
dots for i and j – Linotron 505 
(left), Linofilm VIP (centre)  
and PostScript (right).

/18/

Shortening serifs creates space for 
the diaereses in photosetting 
(centre) – in the later digital design 
they are placed above the letter.

/17/

Linotype Fotosatz Schriften –  
part 1 – brochure of Mergenthaler 
Linotype GmbH including Iridium 
in three fonts from 6 to 48 pt.

/16/

1980 catalogue of typeface samples 
for the VIP photosetting machine by 
American Mergenthaler including 
the three Iridium fonts.

/20/

Curve shapes in f and j – Linotron 
505 version without overlap (left), 
version with overlap (centre)  
and PostScript version (right).

/22/

Working drawing of lowercase f 
without overlap for Linotron 505 
(black) and with overlap (blue) –  
implementation not known.

/21/

Strongly differing widths in  
the lowercase a for the photosetting 
machines Linotron 505 (black)  
and Linofilm Quick (blue).
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‘Der Mensch und seine Zeichen’    Adrian Frutiger has 
shared his knowledge of type in many seminars world-
wide and through his teaching at two Paris schools. Ini-
tiated by Charles Peignot, his first engagement was at 
École Estienne, the vocational college for the graphic 
design trade, as early as 1952. He taught courses on type 
design there until 1960.
From 1954 onwards 1966, his second teaching stint at 
École Nationale Supérieure des Arts Décoratifs became 
his main focus as a teacher. One afternoon a week he 
taught the students the fundamentals of design, the 
history of type, and complemented this by calligraphic 
studies according to the Alfred Willimann school. Ad-
ditionally, he would put up signs and symbols for discus-
sion and analysis – an area that has always been of par-
ticular interest to him.22 After 1966, Frutiger did hardly 
any teaching any more; his seminars were taken over by 
Bruno Pfäffli.23 The accumulated teaching materials and 
notes ended up in a box and were filed away. 
One day, when Adrian Frutiger showed this box to Horst 
Heiderhoff, art director of D. Stempel AG, the latter was 
excited by the content and variety of the material and, 
on his initiative, it was used as the basis of a series of 
three books produced by the company in 1978, 1979 and 
1981 as giveaways. The original publications were set in 
Iridium /25/, which was replaced by Lintoype Centennial 
in later editions, where the original three volumes were 
combined into one book.24

/24/

Characters of Iridium for  
photosetting on Linofilm VIP  
by D. Stempel AG.

/25/

Covers of the first edition of Der 
Mensch und seine Zeichen, originally 
published in three volumes, and 
interior page from the first volume 
with drawings by Helena Nowak.
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 Sie fragen sich
 warum es notwen
dig ist, so viele Schriften zu
r Verfügung zu haben. Sie dienen alle z

er Schrift. 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 li 
st of Médoc wines featuring sixty different Médocs all of the same year. All of them w 
ere 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 m 
ême but, mais aussi à exprimer le diversité de l’homme. C’est cette même diversité que 
nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante crus, tous de 

la même année. Il s’agissait certes de vins, mais tous étaient différents. 
Tout est dans la nuance du bouquet. Il en est de même pour les caract 
ères ! Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Ver 
fügung zu haben. Sie dienen alle zum selben, aber machen die Viel falt 
des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal 
eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selben Ja 
hr. Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein. 
Es hat eben gleichwohl Nuancen. So ist es auch mit der Schrift. You ma
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Typeface comparison              Although the  transitional 
Photina, designed by José Mendoza y Almeida for Mono-
type, and the neoclassical antiqua Basilia by Adrian Fru-
tiger' s former colleague André Gürtler are in different 
classification groups, Iridium shares commonalities with 
both of them.
All three typefaces were designed at almost the same 
time. André Gürtler completed his Basilia as early as 1970 
with four cuts for handsetting at Haas' sche Schriftgies-
se rei AG, but it was only published in 1978, in an adapted 
version for photosetting, at Autologic Switzerland and 
USA.25 Just like Iridium, Photina – which was published 
by Monotype in 1971 in a roman and semibold font – is, 
indicated by its name, a typeface especially developed 
for photosetting.
Photina features an oblique stress, which gives it a  lively 
expression. Adrian Frutiger achieved the same effect for 
Iridium through the use of waisted strokes. Basilia, how-
ever, with its upright stress, pointed half serifs and rect-
angular transition from the serifs to the stem, appears 
rather hard.
Iridium’s softness, which is achieved through – for a neo-
classical typeface – the moderate stroke contrast and 
subtle transitions from base stroke to hairline in the bowl 
shapes, makes it the sleekest of these three typefaces.

/26/

Measurements of stroke width  
and proportions of the Iridium 
regular weight.

/27/

Rare in a classical typeface, 
Iridium’s relatively heavy hairlines 
prevent them from disappearing 
during photosetting.

G
Wide shape,  
beard with 
angular transition 
into curve

J
Curve 
terminates 
in teardrop 
serif

K 
Bridge between 
stem and vertex

a 
Curve terminates 
in teardrop serif, 
curved serif at 
right

b 
Stem slightly 
waisted, rising  
top serif

g 
Ear with teardrop 
serif, oval lower 
counter

n
Dynamic 
shape

5 9
Curves end  
with different-sized 
teardrop serifs
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Hw
 7.91 = 1
8.59 = 1.08
8.03 = 1.01
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1.41 = 1
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1.25 = 0.89

Hq
 0.53 = 1
 0.57 = 1.07
 0.50 = 0.94
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10.00 

HH
H

17°

/29/

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

/28/

Comparison showing the  
different weights and angle of  
the italics.
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The director of the RATP, Monsieur Ebeling, had asked me to design a new typeface for 
the Paris Métro. The contact with Ebeling came via Paul Andreu, with whom I had already 
worked together on the Roissy Airport project (see page 224). He was responsible for the 
modernisation of the Métro stations and he was thinking of something new, like the airport 
typeface. First, however, I carried out a study on the existing typefaces, and for the first 
time I walked through the Métro with my eyes wide open and equipped with a camera. 
Usually, I would use it without paying particular attention to the typefaces. But now I 
photographed each individual signage board and in the end I had collected a proper his-
torical series of about sixty photos. I could identify about fifty different typefaces, many 
of which only differed in small details and most of which were truly awful. They were 
mainly narrow grotesques in white lettering on a blue background /03/.

In my study I came up with the following insight: the Métro is like an old lady. You 
can’t simply transform her into a modern creature. In over one hundred years it has ex-
perienced a part of the history of typographical development. The Métro entrances from 
the Art Nouveau /01/ period are wonderful and have been purposely maintained as cul tural 
heritage. Therefore, I was thinking of a soft, step-by-step modernisation.

Equipped with a template of the typeface Roissy and the photographs, I went to a 
meeting of the project team, which was headed by Ebeling. I asked him to put himself in 
the shoes of a Métro user. He should imagine how he would feel if all of a sudden a Métro 
line was designed using Roissy. After all, the Métro user identifies with the station signage 
that has been in use for centuries, and then, all of a sudden – basically overnight – some-
thing totally new appears with lowercase letters and perhaps even in a different colour. 
That would be a shock! Besides, replacing the complete network signage would have   
taken years and during this long period, the Métro user would have been confused by the 
use of two different styles of signage. I then created a first design, a template with white 
paper on a blue background and based on the existing panels. I suggested developing a 
modernised version based on the existing style. The director understood the points I was 
making. I still remember the happy expression on his face when he realised the positive 
economic aspect of my proposal to go for a soft modernisation. This way, it became pos-
sible to use the maintenance budget for the Métro: every time a panel broke, it would be 
replaced with the new version.

So I designed an alphabet with capitals, numerals and a few special characters /06/. 
Additionally, there were the ligatures LA, LT and TT. The colour scheme was adopted from 
the existing signage: white letters on a blue background for station names and signs such 
as Sortie, Départ and so on; and blue letters on a white background for the connection 
lines /07/. I created blueprints and cut them apart as usual, then I glued them back toge ther 

Name of typeface
Alphabet Métro

Client
Régie Autonome des 
Transports Parisiens ( RATP )

Designer
Adrian Frutiger

Design  | Publication
1973 | 1973

Typesetting technology
Photosetting Starsettograph
Microfilm

 Manufacturer
– H. Berthold AG

Weights
1

The Métro in Paris, the Tube in London       The Parisian 
underground railway system (the ̀ Métropolitain'  or sim-
ply ` Métro' , English ` Metro' ) was opened to coincide 
with the 1900 World' s Fair. The Métro is – after London 
(1863), Glasgow (1896) and Budapest (1896) – the fourth- 
oldest underground system in the world. In these ambi-
tious cities, the new mass-transport systems were, from 
the start, an overwhelming success (except for Glasgow 
where there were technical challenges to overcome). 
But how were the new operating companies to com-
municate with their passengers? How would the users 
find the Underground?
London Underground identified the entrances to their 
stations – as did other businesses at that time – with 
monumental lettering on the facades.1 In 1908, under the 
direction of Frank Pick, chief executive of London Under-
ground, a uniform visual identity first appeared in the 
form of a circular logo with horizontal cross-bar designed 
by Harold Stabler. In 1916, Edward Johnston2 was con-
tracted by Frank Pick to re-design the logo. In addition, 
he developed the typeface Johnston Railway Sans, which, 
with only a few modifications, is still in use today.3

In Paris, the lettering used in the Métro was an integral 
part of the whole architectural concept. The entrances 
to the Métro stations were visual markers in Art Nouveau 
/01/, the prevailing style of the times. The lettering on 
these entrances was in a correspondingly florid style. 
Both were designed by the architect Hector Guimard,4 
whose artistic credo was the indivisible unity of archi-
tecture, furniture and decoration.
The Métro rapidly expanded until the start of the 1930s. 
After the Second World War its operation was taken over 
by the RATP. In contrast, however, to London – where 
almost since its inception, logos and lettering had been 
the underpinnings of visual communication – in Paris the 
lettering, as well as the designs of the stations, had been 
dictated by the individual architects responsible and by 
current architectural fashion. This had resulted in a mish-
mash of lettering and building styles, each of which had 
its own individual personality. In the period between 
1930 and 1970, in spite of rising passenger numbers and 
heavier use, the Métro fell into neglect. By 1971, it was 
clear that measures had to be taken. So the work began 
of building new lines, as well as renovating the existing 
ones. The architect Paul Andreu – among others – was 
brought in, and he, in turn, brought in Frutiger.
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/06/

Symbol schedule for Alphabet Métro, 
including numerals, punctuation, 
accents and ligatures.

/05/

Signage in Parisine by  
Jean-François Porchez – the  
first with lowercase lettering –  
has been in use since 1996.

/01/

First signage for the Paris Métro 
(1900) by Hector Guimard in  
Art Nouveau style.

/02/

The change to a constructed  
grotesque (square-cornered counters 
with rounded exterior corners).

/03/

Narrow grotesque with narrow 
letter-spacing – sign built from 
individual tiles.

/04/

From 1973 onwards, staggered 
introduction of signage – based on 
Univers – by Adrian Frutiger.
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with modified heights and corrected them /11/. These were used by my colleague Brigitte 
Rousset to create the final artwork /13/. She wasn’t a trained type designer, but she was a 
very exact person. If you gave her precise instructions, she would carry them out equally 
precisely.

Métro is a compromise based on a selection of predecessor typefaces. But it also 
embodies the spirit of Univers. I just couldn’t help myself. In terms of width it is between 
Univers 67 and Univers 75 /10/, the stroke weight is slightly stronger than in the 65-cut. 
Compared to Univers, M and W are fairly wide because in the negative type there abso-
lutely shouldn’t be any white blobs. I drew the numerals 6 and 9 in an even more reduced 
and open style because it was a signage face /10/. I wanted a harmonious line of numerals 
with good legibility.

My decision to use only capitals was mainly based on the fact that the existing signage 
was set in caps only /02/03/. The stations were named after places, monuments or person-
alities, and the typical French way of emphasising names is through capitalisation. Besides, 
I wanted to keep the production fairly simple because the workers who were to manufac-
ture the signs did not have any typographic training. I had observed how they worked and 
thought about what I could do to help them do the right thing – not in a thoughtless man-
ner but with confidence. So I came up with the ‘idiotproof’ letter-spacing system using the 
set-width bar /09/. Below each glyph there was a bar with an arrowhead pointing to the 
left; pushed into each other it would guarantee the correct letter-spacing. For difficult 
letter combinations, both L and T received a second arrow /14/. Then I defined the instruc-
tions for the word spacing, leading and white space around the panel /15/. On site, in the 

/08/

Drawing of the arrow designed to 
match the form of the letters.

/07/

Signage boards in the corridors  
of the Métro, in both positive and 
negative versions, mounted  
at eye level.

/09/

System for signage fabrication 
with width bar to ensure correct 
letter-spacing.

/10/

Alphabet Métro sandwiched 
be  tween Univers 67 and 75, showing 
the diagonal curve in 6 and 9,  
and the curved diagonal of the 7.

/11/

Blueprints of Berthold Univers 67 –  
cut, rearranged and pasted as first 
sample of Alphabet Métro.

/12/

The diagonal of the N in Alphabet 
Métro is heavier than the vertical 
strokes – in Univers 67 and 75  
the situation is reversed.

Univers as the basis for Métro      Adrian Frutiger took 
several existing typefaces used in the Métro as the foun-
dation for the creation of Alphabet Métro. He therefore 
defined an all caps semibold sans serif typeface to be 
used in reverse. On the basis of this, he decided to de-
sign a font somewhere between Univers 67 and 75 /10/. 
He then took blueprints of the Berthold cut of Univers 
67, using the usual cut-and-paste method to produce his 
first samples of Métro /11/.
The Alphabet Métro that resulted from this process is a 
departure in several areas from Univers. The counters 
of A G P R 4 5 are kept larger; those of 6 and 9, thanks to 
the diagonal sweep of the curve, are larger as well. The 
curve terminals of C and G are slightly shortened, giving 
the letters a more open appearance and the diagonal 
of the 7 is slightly curved. The crotches have blunt inci-
sions /12/, so that the form remains clear and open when 
the letters are rendered in enamel.
The contrast in stroke weight of C D G L M N X is dimin-
ished compared to Univers, while that of A P R Y Z is 
slightly increased. The comparison between M and N is 
interesting with regards to the distribution of contrast 
in stroke weight: in Univers the vertical strokes are stron-
ger than the diagonals while in Métro it is exactly the 
opposite. Frutiger had chosen the classical distribution 
of stroke weight that arises naturally as a result of writ-
ing with a quill or broad-edged pen.
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workshop, I showed the workers how to compose a panel. Sometimes I stayed there for 
several days to support them.

The panels are made of enamel – this is still a French speciality. During the enamelling 
process there is a risk of blurring when the colour is applied. But I wanted to be sure of 
maintaining a clear style. Therefore, there are obtuse incisions in the angles, for instance 
with the B R or the 8 /13/. This juncture shouldn’t be blurred but should be firm and clear, 
also when copying or, in this case, when enamelling. For the Métro, enamel really is the 
best material, although it’s an expensive product. Such a panel will last twenty years and 
even graffiti can be washed off easily.

But my work didn’t stop there. In the Métro carriages there is a long panel near the 
doors showing each single station name on the respective line. For such small text, I had 
a font disk manufactured by Günter Gerhard Lange at Berthold AG, so the text could be 
composed via photosetting. Altogether I worked on this project for about two years, and I 
enjoyed it.

In the mid-nineties, Jean-François Porchez developed a new signage /05/ with capitals 
and lowercase letters, something very individual and modern. His thinking isn’t wrong at 
all. The Métro can be modern. Maybe it’s also that the era of reverence for the historical 
is simply over? It might also be a question of age: when I drew Métro, I was about 45. I 
certainly won’t criticise a young type designer who is making his own way today. It’s just 
a shame that the typeface isn’t as legible as you might expect from a lowercase font.

/15/

Exact layout of word spacing  
for a signage board based on the 
length of the longest line.

/14/

For the setting of critical letter 
pairs, L and T are provided with a 
second arrow for the kerning 
specification.

/13/

Working drawings of B and R, showing 
the obtuse cuts in the acute angles to 
prevent the glyphs from filling-in during 
the production of the enamel signs.

The arrow             An important symbol in the design of 
Alphabet Métro was the arrow /08/. The three strokes are 
so precisely balanced that they appear optically equal, 
although both the diagonals are about 7 % finer than 
the horizontal. The height and width of the arrow was 
conceived so that all its corners (with the exception of 
the point) lie on the circumference of an overlaid circle. 
This principle was also used for the arrow for Alphabet 
Roissy (see page 228). Both arrows feature horizontally 
terminated diagonals, to match the Roman letters. This 
horizontal termination underscores the direction of the 
arrow, so that the symbol gains the utmost clarity.
Adrian Frutiger adjusted the proportion of each arrow 
to its corresponding typeface. The lines of the Métro 
arrow are therefore shorter and thicker than those of 
the Roissy arrow. While the Métro arrow is based on the 
cap height, that of Alphabet Roissy is around one-and-
a-half times the cap height. The signage at Roissy hangs 
in wide, high-ceilinged spaces, and the reading distance 
is greater than that of the Métro signage, which in the 
tunnels is often fixed at eye level /07/. In addition, the 
capitals and lowercase letters of Alphabet Roissy give a 
line of text a lighter and more open appearance than 
the semibold capitals of Alphabet Métro. The necessary 
counter balance between the arrow and the other glyphs 
in Alphabet Roissy is a product of weight and size. In 
Alpha bet Métro, the distinction is achieved only through 
weight.
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ALPHABET

 CENTRE POMPIDOU
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Jean Widmer 1 from Paris commissioned me to develop this typeface in the typewriter style 
with the working title Beaubourg. Together with Ernst Hiestand2 he had been charged in 
1974 with developing a corporate identity for the new cultural centre at Place Beaubourg 
in Paris /01/, which was just being built at the time. During the building works it was re
named after the French president as the ‘Centre Georges Pompidou’.3 The same was true 
for the typeface, which then was called Centre Georges Pompidou or CGP for short.4

It was clear from the beginning that Alphabet Beaubourg should be a typewriter face 
to be written as vertical lines. These two important criteria inevitably led to some studies 
concerning the typeface’s legibility in order to find the ideal shape. The criterion of legibil
ity derives from a feeling for a wellknown or familiar shape. Since it was the vertical that 
had to be accentuated, the letters couldn’t be too wide in order to generate unambiguous 
word images /03/.

The typographic expression of a typewriter face refers to fast communication such 
as addresses, letters or circulars. For the initial project we used a typeface with four units 
written on the IBMDirection5 /02/. If such a typeface with all its shortcomings is blown 
up to signage size – in other words if it’s taken out of its context – it appears obsolete. 
When we implemented the prototypes for the signage, we became aware of this problem 
and we decided to draw each letter in its individual width and adapted to its natural need 
for space.

The final artwork was created in my studio. But I didn’t do it myself. It was my then 
colleague HansJürg Hunziker. In 1978, a year after the opening of the Centre, I wrote: “The 
first step was the definition of the stroke weight. For several reasons it was defined with
in the limits of a thin typeface because, contrary to popular belief, a bold letter does not 
always have better legibility than a thin one. The vertical direction of the typeface has a 
strong signalling effect within its environment, and it was not necessary to search for a 
typeface characterised by its boldness. Alphabet Beaubourg is therefore similar in appear
ance to a typeface of medium weight, based upon a good typewriter face. The stroke width 
looks uniform. In reality, however, the reader perceives the horizontal strokes differently 
to the vertical ones, and it is this fact that the change between serifs and downstrokes is 
based upon. The construction of each glyph is based on this difference in stroke width. With 
Alphabet Beaubourg, however, this optical law seems to falter due to the vertical reading 
direction. The perception of the blackness is slightly compromised; a minimal correction 
to account for this was carried out during implementation. The typographic law, which 
guarantees optimal legibility, is the one where the white space within the letters and the 
white space between them is such that a harmonious whole is created from the chain of 
individual elements.”6

Name of typeface
Centre Georges 
Pompidou, CGP

Client
Visual Design Association
Jean Widmer, Ernst Hiestand

Designer
Adrian Frutiger
Hans-Jürg Hunziker

Design  | Publication
1974 | 1976

Typesetting technology
Transfer type 
Die cut lettering
Photosetting Linofilm
Digital setting PostScript

 Manufacturer
– Mecanorma
– Not known
– Linotype
– André Baldinger

Weights
1
1
2
2

The typeface Centre Georges Pompidou CGP          The 
development of a corporate identity for the Centre 
Georges Pompidou started with a competition. About 
twenty international agencies who had had experience 
in the area of public signage systems were invited.7 The 
project that was eventually selected by Jean Widmer and 
Ernst Hiestand suggested a corporate identity without 
a logo,8 and the use of a typewriter face as a symbol for 
fast communication, which would be adapted to the sim
plicity of the wayfinding system9 /01/. In order to meet 
the unusual demands on legibility best, Adrian Frutiger 
was commissioned to implement the alphabet.10

The starting point was Fine Line by IBM with four units 
/02/. In large sizes, however, the typical characteristics 
of a typewriter face come to the fore in a rather negative 
way and therefore it was redesigned into the propor tion
 al typeface Centre Georges Pompidou CGP at Adrian 
Fruti ger' s studio /02/. Slightly fatter than the original, the 
serifs are shorter and the overall typeface is less wide. 
Old style figures replaced the lining figures and some 
individual glyphs such as 1 3 4 and 0 were additionally 
modified in shape /02/. The g too was changed; it re
ceived a wider curve. Although the shape of the Q with 
its curved tail as well as the round terminal of the leg in 
the R were atypical for a Frutiger typeface, they were 
brought over unchanged, together with G K and d. After 
completion of the alphabet in 1975, the typographer 
responsible, HansJürg Hunziker, changed jobs to work 
for Centre Pompidou.11 
Final artwork was produced in a size of approximately 
25 cm (matching the IBM typefaces). Initially Alphabet 
CGP was scaled photographically to the sizes of 95, 70 
and 32 mm, which were the sizes used in the signage 
system, and was then transferred onto the panels via silk 
screen printing. Later, the letters were transferred direct
ly to the panels using an adhesive character set produced 
by foil stamping. For brochures and small print works 
transfer characters12 at the cap heights of 5, 8 and 13 mm 
/04/ were used initially. In 1975, Hunziker redrew the type
face for photosetting on the Linotype VIP using 18 units, 
and in 1995 he designed a semibold cut.13 Both cuts were 
digitised by André Baldinger in 1997. A new corporate 
identity was designed three years later by Intégral  Ruedi 
Baur et associés. Alphabet CGP was replaced (but not 
totally abandoned) by DIN.14

33 CPOM_20_DE_EN_2014_def.Druck.indd   248 20.02.14   02:14



ALPHABET

 CENTRE POMPIDOU

ABCDEFGHIJKLMNOPQRS
TUVWXYZabcdefghijklmno
pqrstuvwxyz1234567890

ABCDEFGHIJKLMNOPQRS
TUVWXYZabcdefghijklmno
pqrstuvwxyz1234567890

/01/

Application guidelines for  
Centre Georges Pompidou by Visual  
Design Association, VDA,  
March 1976.

/02/

Fine Line (enlarged, top) and the 
digital version of Centre Georges 
Pompidou CGP normal (centre) 
and bold (bottom) from 1997.

/04/

Folded flyer with monthly  
programme, photoset  
in Centre Georges Pompidou  
on Linotype VIP.

/03/

Signage at Centre Georges 
Pompidou from 1977 with verti
cally hung panels – the red colour 
signifies the museum area.
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The Frutiger typeface is the print version of the Roissy signage font. It is plain to see that 
Frutiger is based on Roissy (see page 224), which in turn is based on Concorde (see page 
150). When Mike Parker first saw the signage in the Roissy typeface at Charles de Gaulle 
airport (in Paris-Roissy), it was clear to him that it needed to be turned into a typeface 
for print. I still remember clearly how he came to me with the proposal in 1974. Mike  Parker 
was at that time typographical director of the American Mergenthaler Linotype Company. 
He had a bloodhound’s nose for trends and at the type selection meetings at Linotype he 
was influential.

The starting point for Frutiger was some enlargements of Roissy. From the very be-
ginning we conceived it for photosetting. For that we needed new original drawings. Back 
then – in the seventies and eighties – I was so snowed under with projects that I could only 
do the sketches. It was impossible for me to draw a typeface from A to Z myself, although 
I would have done it gladly. I had to delegate a lot. So Hans-Jürg Hunziker 1 got the first 
originals for Frutiger together. He’s an unbelievably good draughtsman. His skills were 
further sharpened at Mergenthaler Linotype for four years in Brooklyn, New York, before 
he came to our studio at Arcueil in 1971, and he stayed with us until 1975. The characters 
were drawn large-format, and then, for control purposes, reduced to text size. But Hans-
Jürg didn’t trace the outlines, instead he drew new curves using the samples as a guide. 
Of course, a few minor corrections were necessary. When I was designing Roissy, I had no 
idea that one day a text type would come out of it. I drew the curves and terminals as 
distinct as possible; the letters and numerals had to be as clear and unambiguous as an 
arrow. All the fine details that belong in a printing typeface I left to one side because sign-
age typefaces and printing type faces are two different worlds. With signage typefaces, the 
letters and numerals are more stand-alone, whereas with a typeface for printing, the whole 
alphabet has to play together. For Frutiger, therefore, Hans-Jürg chose more high- contrast 
terminals /01/,  closer to an antiqua, I would say.

To tell the truth, I made a mistake with the adjustment of the stroke weights. The 
normal typeface, Frutiger 55, is a little too bold /02/. Actually, Hans-Jürg and I set up a 
logical system of how the weighting varies; but Frutiger 55 still came out a little too bold 
for a print font, probably because it was still a little too heavily influenced by Roissy. But 
I had a bit of luck at the same time, since Frutiger 45 was and is even more regularly de-
ployed, especially in mass composition. It still is a little heavier than is normal. The con-
trast between thin and semibold is excellent. No one could have foreseen that a light type-
face would have such a huge success – 45 and 65 really have been a resounding suc cess. 
With the weight adaptation the following might have probably occurred: the stroke weight 
of Frutiger 55 we probably based on the common n of Univers 55. The common n gives the 

A signage type becomes a text type           Frutiger is  
one of the most popular and successful typefaces by 
Adrian Frutiger. In 2007, the international font distributor 
Font Shop published a list of the top 100 best typefaces 
based on sales figures and several other lists from the 
previous decade, as well as on the opinion of an expert 
jury. Frutiger was placed at number 3 behind Helvetica 
and Garamond. Adrian Frutiger` s first sans serif typeface, 
Univers, was among the top ten at number 10 and Avenir 
among the top one hundred at number 65.2

Frutiger, released in 1976 by Linotype as a typeface for 
photosetting, has outstanding legibility. It works well in 
both small and large sizes. This is due to its two predeces
sors: the text type Concorde and the signage face Alpha
bet Roissy, which was redesigned to become Frutiger. 
Through its open, but rather sturdy composition it is par
 ticularly convincing in small sizes. Up until 2005, Frutiger 
was even used for newspapers: for the masthead, the 
headlines and the body text of the Dutch quality daily 
Trouw.3

In the reading sizes, however, Frutiger 55 appears slight
ly too dark and the oblique version 56, which Linotype 
wrongly called ` Italic'  /21/, does not correspond to the 
1990s fashion of dynamic sans serifs with their true cur
sives. For these two reasons, in 1997, after the release of 
the extended LT Univers, Linotype Library suggested 
Adrian Frutiger also redesign the typeface that bears 
his name. From Linotype, the art director Reinhard Haus, 
head of marketing Otmar Hoefer and managing director 
Bruno Steinert participated in the discussion. Haus, to
gether with the freelancers Silja Bilz and Erik Faulhaber,4 
developed the new version from 1998 onwards. It was 
first used in a preliminary version of the narrow fonts for 
the signage of the Munich Alte Pinakothek museum.5 In 
2001, the typeface was released under the name Frutiger 
Next. It is very different from the original and in many 
points does not correspond to Frutiger' s understanding 
of type design. 
Both digital versions are available at Linotype as Open
Type fonts: Frutiger LT, which meanwhile has been ex
tended to 19 fonts, and Frutiger Next with an extended 
character set in 21 fonts. The few benefits of Frutiger Next 
are to be found in the additional small capitals and sev
eral types of figures.

Name of typeface
Frutiger
Humanist 777 •  

Frutiger Next • •

Neue Frutiger • • •

Neue Frutiger 1450 • • • •

Client
D. Stempel AG

Designer
Adrian Frutiger

Design  | Publication
1974 | 1976

Typesetting technology
Photosetting Linofilm
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype
– D. Stempel AG | Linotype
– Adobe | Linotype
 Bitstream •

 Linotype • •  |  • • •  |  • • • •

Weights
8

16
14 | 19

14
21 | 40 | 8
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/01/

Overlaying of Alphabet Roissy (white) 
and the somewhat finer Frutiger 55 
(blue) – the widths of the caps  
are clearly different.
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Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine
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fundamental note. The n of Univers, however, has finer junctures than in Frutiger /03/. The 
interplay between bold and thin in Frutiger is therefore not as marked, and it all comes 
across as a bit darker. It used to happen to every foundry that the regular typeface would 
come out either too bold or too light; so then, you’d cut a so-called book cut, or you’d use 
the thin as the regular. Often I’d watch the punchcutters at Deberny &  Peignot. The first 
thing they’d do was put all the lowercase letters between two ms. Using m, n and u, the 
type founders would check their values. They’d do that with m as well. At Stempel AG,  using 
this method, we’d check whether the letters were too heavy or too light, and whether the 
spacing was OK /05/.

From the beginning we had planned eight fonts for Frutiger, four regular and four 
oblique. These were drawn, not photographically inclined. The slant amounted to 12 de-
grees. Later we added the condensed fonts. The 47 and 77 fonts, that is, the condensed thin 
and the condensed bold versions, were drawn by us. The two intermediate fonts, 57 and 67, 
were interpolated. Because the machine interpolation produced junctures that were a 
little too fine, we had to rework those /08/. The shape itself remained unchanged. I photo-
copied the completed outline drawings before every handover. In 1989, the ultrafine and 
fine fonts, 25 and 35, appeared for the laser-setting machines from Linotype /06/. I drew 
the ultrafine myself. The Americans Herb Lubalin and Tom Carnase were the first to mar-
ket in 1970 with an ultrafine typeface, Avant Garde Gothic X-Light. That really made an 
impact. It was only photosetting that made it at all possible. But it was also to do with the 
times: in the eighties, ultralight faces were really in fashion. Then the somewhat coarse 
Swiss Style was replaced by the New Wave, with its fine colour gradients and those really 

/04/

Frutiger flyer from London  
type setters Conways – typical of the 
typography of the 1980s is the 
too-tight letterspacing.

/03/

Curve shape and juncture are clearly 
stronger in the slightly heavier 
Frutiger 55 (red) than in LT Univers 
430 (grey).

/02/

Pleasing optical grey in LT Univers 
(top) – Frutiger 55 is somewhat dark 
(centre) and thus Frutiger 45 is  
often used (bottom).

Frutiger for photosetting        Work on the development 
of a text type based on the signage face Roissy started 
in 1974. The redesign, in terms of shape and the extension 
to eight fonts, was carried out by HansJürg Hunziker. In 
1976, the four weights 45, 55, 65, 75 and the oblique fonts 
46, 56, 66, 76 were released. In addition, a pasteup made 
in 1975 contained a narrowthin font, which was only im
plemented in 1983. Initially, it was planned to release  
four fonts: the 47 and the 77 were drawn, and the fonts 
in be tween, i. e. the 57 and 67 were developed by inter
polation /07/ after a test run using a narrower Frutiger 55 
showed that electronic generation needed only small 
amendments. Eventually, five narrow fonts were imple
mented, including Frutiger 87. Also in 1985, the extra bold 
95 font was released.6 In the correspondence it was ini
tially still called 85 but it is not clear whether the font was 
meant to be less bold or whether the naming changed 
since the increase in weight was greater than in the 
other fonts.
A further extension was implemented by Linotype in 
1989 with Frutiger 25 and 35 /06/. They were available as 
laser fonts for Linotype' s typesetting computers. This, 
however, lasted only a few years, since the shift towards 
the personal computer was already in full swing. Addi
tionally, at the end of the 1980s, thin and light fonts – set 
far too narrow as was usual at the time – /04/, were no 
longer fashionable.
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/05/

A proof from 1975 on photo paper 
as a test for the spacing of  
the typeface Frutiger 55 in 12 pt.

/06/

First type samples of Frutiger 25  
and 35 from 1989; exposure at  
2450 dpi on photopaper with laser 
typesetter Linotronic 300.

/07/

Minutes of a meeting from  
3 November 1983 about the new 
typeface projects at D. Stempel AG, 
among them Frutiger 47, 57, 67, 77 
and 85.

/08/

Character produced by inter - 
polating Frutiger 47 and 67 (left),  
re-edited working drawing for 
typeface 67 (right).
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elegant, fine typefaces. Of the laser fonts, Frutiger Ultralight and Light weren’t, however, 
taken into the program of PostScript typefaces /21/ – probably because of the sales figures. 
When a typeface is bought only twice in two years, then it’s simply dropped. Such outcomes 
are outside my sphere of influence. Those were business decisions.

There were some details that I absolutely insisted be brought under my control even 
with my heavy workload – that I wouldn’t leave up to the typeface manufacturer; for ex-
ample the acute, grave and circumflex accents. Very often, I also chose the form of the 
cedilla myself /17/; my designer’s understanding tells me that it shouldn’t be connected to 
the letter itself, but should instead be offset like an acute or grave accent. However, this 
idea wasn’t taken up by Linotype, since there’s a typographical rule that states that it has 
to be attached, otherwise a foreign speaker wouldn’t recognise it. The arguments we had 
over that! It was only with my signage typefaces Roissy and Métro (see page 244), and also 
with those for Deberny &  Peignot, like Méridien and Univers for hot metal setting and 
Lumitype, where everything was under my control, that I was able to push my version 
through. However, for Linotype, my simplified accents and special characters were never 
even considered. It even came to a falling-out with the Americans, since they went behind 
my back as the designer, and changed the letterforms. Mergenthaler Linotype in the USA 
always stood there like giants and looked down on us as tiny dwarves. It was always: “The 
typeface must sell”. What could I do about it? The only thing in Frutiger that we could 
implement was the £-sign /19/.

Internally, Frutiger was at first called Roissy, since D. Stempel AG’s rights included 
the use of the name.7 The typeface now carries my name for legal reasons.8 Mike Parker 

/11/

Roissy (top) is altogether  
somewhat heavier, also A and F are 
somewhat broader than in  
Frutiger. 

/13/

The tail of Concorde (left)  
is horizontal – varying diagonals  
in Roissy (centre) and Frutiger 
(right).

/14/

Concorde (left) and Roissy (centre) 
have a same width, although  
differently curved S; in Frutiger 
(right), it is narrower.

/10/

Comparison of the curve shape  
of the C of Frutiger (black) –  
left Concorde (grey), right Roissy 
(grey). 

/17/

Only Frutiger (right) has  
the – atypical for Adrian Frutiger – 
standard joined ç; Concorde,  
Roissy, Frutiger (from left to right).

/16/

Differing curve shapes and 
different terminations of the curve 
ends: Concorde, Roissy, Frutiger 
(from left to right).

/18/

The curve juncture of the r  
in Concorde (left) and in Frutiger 
(right) is more sharply tapered 
than in Roissy (centre).

/09/

Comparison of the stroke weight 
and proportion of the n of Frutiger 
(black) – left Concorde (grey),  
right Roissy (grey).

/20/

For the same cap heights, Concorde 
(left) and Frutiger (right) possess 
the same x-height – Roissy (centre) 
is somewhat shorter.

/19/

The pound sign in Frutiger is 
simple; the non-curving horizontal 
stroke at the foot sits directly on 
the stem.

/15/

S and U exhibit different widths –  
in contrast to Roissy (top) the S  
of Frutiger is narrower, while the  
U is wider.

/12/

The legs of Concorde (left)  
are splayed; in contrast to Roissy 
(centre), Frutiger has deeper 
incisions (right).

Comparison between Concorde, Roissy, Frutiger     Of 
the three related typefaces Concorde (see page 150), 
Alphabet Roissy (see page 224) and Frutiger, Concorde 
has the finest and Roissy the strongest stroke weight in 
the regular font /09/. The curves are more open in Con
corde /10/ and the letters are generally wider, which 
produces a lighter appearance. At the same cap height 
there are only minimal differences in the dimensions of 
ascender, xheight and descender /20/.
Frutiger, a typeface for the photosetting of text and head
line composition, features a 7 % reduction in stroke weight 
compared to the signage face Roissy. Additionally, there 
are also markedly deeper cuts in the acute angles, for 
example in the capital M /12/. There is a basic difference 
in the shape of the curves. In Frutiger, they are more pro
 nounced towards the end /10/. The terminals of the curves 
are also cut differently: vertical in Concorde, slightly 
diagonal in Roissy and Frutiger. Only the minuscule e of 
Frutiger is cut vertically /16/.
It is interesting to look at the differences in the widths 
of the majuscules in Roissy and Frutiger. In Frutiger, A 
and F are slightly narrower /11/. The S is markedly nar
rower and more diagonal in the middle /15/ while the U 
is clearly wider. The differences become most obvious 
when comparing S T and U, which appear to be almost 
of the same width in Roissy but are clearly different in 
Frutiger /15/.
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Frutiger LT
45 Light

Frutiger LT
55 Roman

Frutiger LT
65 Bold

Frutiger LT
75 Black

Frutiger LT
95 Ultra Black

Frutiger LT
46 Light Italic

Frutiger LT
56 Italic

Frutiger LT
66 Bold Italic

Frutiger LT
76 Black Italic

Frutiger LT
47 Light Cond.

Frutiger LT
57 Condensed

Frutiger LT
67 Bold Cond.

Frutiger LT
77 Black Cond.

Frutiger LT
87 Extra Black 
Cond.
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H
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Frutiger LT
48 Light Cond. Italic

Frutiger LT
58 Condensed Italic

Frutiger LT
68 Bold Cond. Italic

Frutiger LT
78 Black Cond. Italic

Frutiger LT
88 Extra Black 
Cond. Italic

realised quickly that this typeface would be copied. The American type manufacturers had 
the practice of writing in their type sample books ‘similar to …’, so ‘similar to Times’ and 
so on. A judge had decided, however, that you couldn’t do this regarding a person. A per-
sonal name cannot be misused. So when a work carried the name of its creator, it could 
be protected. ‘Similar to …’ couldn’t then be used. Explaining this to me, Mike Parker con-
vinced me to call the typeface Frutiger. This principle of legal protection extended to the 
person is the only reason why it has that name. And now all the imitations have names that 
begin with ‘Fr’ – that’s where you’ll find them in the type sample books, under those initial 
letters. But every type expert knows that behind them all, there’s Frutiger. And the use of 
these knock-offs is pretty widespread, since the Linotype originals were expensive.  

A normal body type isn’t usually protected by copyright. In Washington we had to go 
to court because of a copy. The judge’s decision was: a normal typeface is in the public 
domain, it’s a tool like a hammer, like a saw, like a scythe. As long as a typeface keeps its 
head down, stays ‘normal’, it’s a tool. Basically, I think that’s right. We tried, therefore, by 
means of various examples, to show how definitively our typeface differed from others, 
for example we overlaid the characters; but the judge couldn’t see any difference. As soon 
as you make an exotic typeface, with conspicuous curlicues, serifs and the like, then it can 
be protected like a brand. Even in Germany there were some legal skirmishes between 
D. Stempel AG and some other firm. Reinhard Haus really expended an immense amount 
of effort – comparisons, overlays – but the decision of the judge was always the same: a 
layman wouldn’t be able to tell the difference; he’d only see whether a typeface is readable 
or not.

/22/

Overlaying the fonts of Frutiger LT 
shows that the individual  
character design is not based on  
a schematic principle. 

/21/

PostScript fonts of the Frutiger LT 
family of typefaces, which comprises 
some 19 members – the lasersetting 
typefaces 25 and 35 (left) are no 
longer available.

/23/

Weight increments for the narrow 
font of Frutiger: the unit specifi-
cation underneath corresponds to 
the minuscule n.

Frutiger LT PostScript            It is slightly surprising not 
to find Frutiger among the first 42 typefaces of the Post
Script collection published by Adobe in cooperation with 
Linotype. The Schriftenhandbuch (Type Manual) of Lino
type Library from 1988 only contains Frutiger' s Univers 
with eight, Univers Condensed with six and Glypha with 
four fonts.9 In the same year, however, Frutiger was pub
lished in five regular and four oblique fonts.
The 1989 laser fonts in the weights of 25 and 35 were not 
transferred to the new technology /21/.
Only in 1991 were 14 of the original 16 Frutiger fonts – the 
regular narrow versions – published again for digital type
 setting. In 2006, a new addition was released with the 
narrow oblique fonts. Thus, Frutiger' s typeface was ex
tended with fonts in the LT version that had not existed 
before and were not part of the reworked Fru tiger Next 
/37/ either. 
In 1983, Adrian Frutiger drew a stroke weight template 
for the narrow fonts /23/. It does not show a mathemat
ically derived construction of the stroke weights, but one 
that is based on intuition and experience. Therefore, there 
are no regular steps. The same is true for the Frutiger LT 
fonts in regular widths /22/. There is an almost regular 
increase in the 45, 55 and 65 fonts but not in the 75 and 
95 ones. This is due to the fact that, in a linear accession, 
the increase is perceived to be less in the bold fonts 
than in the fine ones. 
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The magazine form has used the narrow cut of Frutiger as its basic typeface since 
1981. In 1995 the publisher had a typeface developed between 45 and 55 by the young Dutch-
man Lucas de Groot. This book typeface had, furthermore, a different form for the esszett 
(ß) /27/. The ß is a special character. Jan Tschichold said that the ß isn’t formed from a long 
s and a z, rather from a long s and a round s. That influenced me, so I incorporated Jan 
Tschichold’s proposal in Univers. In Frutiger, however, I consciously drew the bellied B- 
form. For a grotesque typeface, this is an easier character, one that better fits in.10 Lucas 
de Groot then designed for form an ß comprised of a long s and a round s. I find this ß-form 
beautiful. Shame it’s not one of mine. In a light version like that, it looks really elegant. But 
it’s something else entirely when you have to transfer such a form into the bold. I always 
had in my head the idea of the whole right from start. From my studies under Walter Käch 
I had already learned to think in terms of the typeface families. I liked calling this a land-
scape: the landscape where different typefaces unfold. Eventually, the F Frutiger for form 
was slightly reworked. All this happened, mind you, without consultation with Lino type. 
Rein hard Haus complained about the situation in an internal memo to Dr Volker Stückradt, 
Linotype’s lawyer. In his memo, he noted everything that had changed, included a sample, 
and said that they should question me about it. I saw the revisions, but couldn’t see any 
points of contention. With that, as far as I was concerned, the matter was closed. If I’d got 
myself worked up over something like that every time it happened, I’d be long dead. If the 
copy had actually got worse, then I would have been annoyed, but it was well done.

As early as three years previously, Robert Slimbach and Carol Twombly’s Myriad /32/ 
had already caused an exchange of letters. When I first saw this sans serif, I thought: “my 

/24/

Starting with the 95-III-1981 issue, 
the design magazine form changed 
its text typeface from Helvetica 
narrow to Frutiger 45.

/26/

In 1995, Lucas de Groot created  
the F Frutiger Book for form magazine 
(centre), a font between Frutiger LT  
45 (top) and 55 (bottom).

/25/

The supplement to form issue  
150 -2-1995 contained the F Frutiger 
Book – interpolated by Lucas de 
Groot – and also an interview with 
Adrian Frutiger.

/27/

Comparison of the regular and 
inclined fonts of Frutiger LT (left),  
F Frutiger Book (centre) and 
Frutiger Next (right).

Frutiger for form and the Post Office         In 1981, the 
German design magazine form changed its text type 
from Helvetica thin to Frutiger 45 citing the following 
reason: ”Compared to the sans serifs, which are most 
used and even overused today, Frutiger is more indivi
dual in its single shapes and thus there is more contrast 
between individual glyphs. It avoids having totally even 
lines of text; it is ̀ rougher'  to the eye, more vibrant and 
tactile. Word images can be perceived better as a whole. 
Reading large amounts of text is less tiring.”11 Even when 
redesigning the layout in 1995, the magazine stuck with 
Frutiger /25/ but switched from the light font to the book 
font /26/, which was developed by the type designer 
Lucas de Groot.12 Since this was done without any agree
ment with Linotype Hell AG, art director Reinhard Haus 
suggested in an internal memo that they intervene at 
form.13

As early as 1987, the Dutch post office PTT used an inter
polation of Frutiger as their corporate typeface. It was 
made by Lucas de Groot and commissioned by Studio 
Dumbar.14 It seemed like Frutiger was the corporate type
face of the Post Office in general. The German Post and, 
since 1980, the Swiss PTT have also been using Frutiger. 
It appeared even earlier on the Swiss postal vehicles, 
where it was introduced in 1978. Together with the type
setter responsible, Kurt Wälti, Adrian Frutiger designed 
 several figurative and word marks for the post offices.15
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/30/

Sample from 1998 of Frutiger as a 
multiple master font, with four  
poles and the intermediate steps  
on two axes.

/31/

In contrast to Frutiger LT (top),  
Frutiger Next (bottom) has a  
true cursive, in a similar fashion to 
Myriad (centre).

/28/

Frutiger Next Light (top), Regular 
(centre) and Medium (bottom)  
in comparison with Frutiger LT  
(left side).

/32/

Frutiger LT, Meta, Myriad, Thesis 
Sans and Frutiger Next (top to 
bottom) – in the latter the counter 
shapes of the roman and italic  
are particularly different.

A true cursive in addition to the grotesque    In con
versation,16 Adrian Frutiger made his opinion absolutely 
clear: for him, a grotesque should only have an inclined  
 – an oblique – cut. He could not see any historical refer
ence for having a true cursive – an italic – in a sans serif 
and he failed to see any advantages to that either. You 
do not have to share this opinion, because an italic is 
usually better suited for accentuation than an oblique. 
But we have to respect Frutiger' s opinion. The people 
responsible at Linotype, however, were lacking in respect 
in terms of the italic of Frutiger Next. Although Adrian 
Frutiger did not argue his point in a forceful fashion in 
his fax /29/ and letter /31/, he nonetheless made it ab
solutely clear that he did not see the italic as a basic font 
but rather as an additional one at most. It is typical of 
him that he did not simply object, but was trying to find 
a way forward. Linotype, however, sacrificed Frutiger' s 
opinion to the fashion of the 1990s, even though – with 
Linotype Ergo and Linotype Projekt – they already had 
exclusive types with true italics in their collection.17

The fashion for having a sans serif italic was started in 
the 1980s with typefaces such as Lucida Sans, ITC Stone 
Sans, Today Sans Serif and Meta /32/. In 1992, Myriad fol
lowed /32/. Linotype regarded its regular cut as an imita
tion of Frutiger,18 which is not true. In 1999, there was the 
opposite situation: Frutiger Next was in parts inspired by 
Myriad Italic. 

/29/

Negative reaction from  
Adrian Frutiger to the sample 
characters of the cursive Frutiger 
Next – fax dated 7 April 1999.
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typeface has gained a little cousin – and it’s not badly done, either.” When Reinhard Haus 
sent me a side-by-side comparison of Frutiger and Myriad, I wrote back: “between busi-
ness partners, I think this has gone a little bit too far.” 19 But this was absolutely between 
us. By ‘business partners’ I meant Adobe. That Adobe, in 1992, would bring out a similar 
typeface to Frutiger – and despite their having taken over all the Linotype typefaces as 
PostScript fonts – I found that a little inappropriate. Nevertheless, I wouldn’t write such 
a letter today. My perspectives have widened; of course that’s got something to do with 
age – you get more easygoing. Why shouldn’t a good typeface be developed further by a 
third party? When I see today that someone has taken my thoughts and developed them 
further, I’m even proud of that. So what if Myriad has a round dot over the i and a true 
cursive. I’ve got nothing against that. I still feel, how ever, that a grotesque is far removed 
from a serif font, and doesn’t really need a true cursive /32/. The thing about a grotesque 
is, you can design it right away from very narrow to very wide, which you can’t do with a 
classical typeface. You can imagine a narrow Garamond, but everything else would be 
humbug, a miscarriage. Even with a sans serif antiqua, like Hans Eduard Meier’s Syntax, 
it wouldn’t be possible without a drop in quality. But with a grotesque, it’s completely 
different. It’s inescapable, that a typeface based on the  horizontal-vertical principle, gives 
you more possibilities for expansion and compression than a type face where the oblique 
is based on writing with a pen. In the Latin type likewise, everything was there (see page 
29) for going from narrow to wide typefaces. It just worked.

I also see a difference in the application of grotesque and antiqua. Grotesques get 
used primarily in advertising, corporate identity and for job printing. That they also get 

/33/

Front cover of the 16-page brochure 
for Frutiger Next (2001) – the 
typeface is part of the Linotype 
Library Platinum collection. 

/35/

Letter of 14 April 1999 from  
Adrian Frutiger to Bruno Steiner 
following the previous fax about 
the cursive in Frutiger Next.

/36/

Stroke-weight comparison of the same 
cap heights: Frutiger LT 55 Roman, 
Frutiger Next Regular, LT Univers 430 
Basic Regular (top to bottom).

/34/

Compared to LT Univers 430 (top), 
Frutiger Next Regular (bottom)  
has a lighter and clearly narrower 
form.

Is Frutiger Next really a Frutiger?          Like LT Univers, 
Frutiger Next /37/ is part of the Linotype Platinum Col
lection. This collection contains a number of typeface 
classics, which are available in a totally new digital version. 
Most of the typeface families have been considerably 
extended and the different fonts have been transformed 
into a more harmonious set. The shapes of the glyphs 
have also been reworked. 
In general, Linotype' s approach of reworking the classic 
typefaces has to be supported because most digitisa
tions have not been based on the original drawings but 
on adaptations from later technologies. More often than 
not, any mistakes and technological shortcomings have 
been transferred from one technology to the next and 
can be found again, including some new, additional flaws, 
in the PostScript fonts. Furthermore, typefaces have usu
ally been extended in a rather piecemeal fashion over 
time as new fonts and glyphs are added. 
With the new digital versions, we have to ask the ques
tion, however, of whether the new typeface does justice 
to the original concept, the original design. And if there 
are potential improvements, which of these are true to 
the spirit of the designer? Today, if possible, Linotype 
consults the original type designers for these redesigns, 
as opposed to the adaptations created for photosetting 
at the end of the 1960s. Hans Eduard Meier, for instance, 
drew the fonts for the extension of Linotype Syntax him
self on the computer and Hermann Zapf kept a critical 

34 FRUT_29_DE_EN_2014_def.Druck.indd   258 19.02.14   16:10



   H H* H H H H
H H H H H H H

H
H
H
H
H
H
H

Frutiger Next
Light

Frutiger Next
Regular

Frutiger Next
Medium

Frutiger Next
Bold

Frutiger Next
Heavy

Frutiger Next
UltraLight

H
H
H
H
H
H
H

Frutiger Next
Light Italic

Frutiger Next
Regular Italic

Frutiger Next
Medium Italic

Frutiger Next
Bold Italic

Frutiger Next
Heavy Italic

Frutiger Next
UltraLight Italic

H
H
H
H
H
H
H

Frutiger Next
Light Condensed

Frutiger Next
Regular Condensed

Frutiger Next
Medium Condensed

Frutiger Next
Bold Condensed

Frutiger Next
Heavy Condensed

Frutiger Next
UltraLight Condensed

Frutiger Next
Black

Frutiger Next
Black Italic

Frutiger Next
Black Condensed

used in the meantime as text type these days for scientific or reference books, is accept-
able. But for literature and poetry, there’s really no substitute for a classical typeface. The 
whole reading process functions more easily, to my eyes, with antiqua than with grotesque. 
The serifs help the words to hang together. I wouldn’t like to state that only classical type-
faces will do as text types. To someone with a scientific education, the clarity of a grotesque 
is more trustworthy and agreeable. It’s probably even more welcome than a serif typeface, 
since it works with notations that otherwise don’t appear in literature, with formulae that 
have to be clearly and exactly presented. Antiqua and grotesque both have their strong 
points, but their use remains different. A certain rapprochement between the robust gro-
tesque and the classical antiqua typefaces is, however, perfectly possible.

Frutiger was also converted for non-Latin alphabets. In 1985 Frutiger Cyrillic was re-
leased in 14 weights (see page 413), from thin to bold, and with the corresponding italics. 
There was also an ultrablack and five condensed faces. In 2007 Linotype’s Frutiger Arabic 
also appeared. Released in four weights, it was the work of the Lebanese designer Nadine 
Chahine.

A really tricky episode was Frutiger Next /37/. This appeared in 2001 /33/. The sweeping 
extension of the family is simply the trend at Linotype at the moment. You can do anything  
 – even a true cursive – but then, often, it ceases to be a good typeface. The expansion and 
compression that we touched on earlier – when it doesn’t spoil the typeface – works in all 
weights only really well in the oblique cut. Between you and me, what does the real cursive 
have that the inclined regular doesn’t? The newly drawn italic of Frutiger Next /32/ is not 
badly done. It has absolutely its own authority, but it doesn’t belong in the family. To my 

/37/

The Frutiger Next type family  
from 2001. The three ultralight cuts 
added in 2007 brings it to  
21 members.

/38/

Overlaying Frutiger Next in  
its various weights clearly shows  
the uniform progression of the 
letter shapes.

/39/

The progression of weight of  
Frutiger LT (top) and Frutiger Next 
(bottom) – the typeface  
F Frutiger Book (*) conforms broadly  
to the new Regular.

eye on Akira Kobayashi20 when his typefaces Aldus Nova, 
Optima Nova and Palatino Nova were extended.
Adrian Frutiger was involved in the redesigns of Linotype 
Univers, Frutiger Next and Avenir Next. As regards Fruti
ger Next, however, the reworking did not follow his under
 standing of type design. This was not only true for the 
italic, as Erik Faulhaber stated,21 but overall. Faulhaber' s 
book title Frutiger: Die Wandlung eines Schriftklassikers 
(Frutiger: the transformation of a typeface classic) does 
not bode well. The whole construction of the typeface 
had been changed. The fact that the stroke weight of 
Frutiger Next Regular is finer than that of Frutiger LT 55 
was the only change based on Adrian Frutiger' s own 
criticism. Today, however, it appears slightly too light 
/34/. It is indeed finer than the perfect stroke weight of 
LT Univers 430 /34/. There was not only a totally new and 
systematic concept for the (unnumbered) weight grades 
of Frutiger Next /37/; the proportions of the letters were 
also changed. Compared to the majuscules, the minus
cules received a slightly increased xheight as well as 
slightly longer ascenders and descenders /42/. Frutiger 
Next also features a much more pronounced stroke con
trast /44/. Overall Frutiger Next therefore appears unusu
ally narrow, especially since Frutiger' s typefaces tend to 
run rather wide.
These are all reasons not to use Frutiger Next for the 
sample strings on page 263 but the older Frutiger LT.
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eyes, there’s a bit of dissonance going on there. There’s something not quite right. There’s 
a convergence toward the renaissance character that the original Frutiger just didn’t have. 
This cursive was first shown to me in a letter. Right from the start, I wasn’t happy about it 
at all. I don’t know why Bruno Steinert, chief executive of Linotype, didn’t have the strength 
to say that this cursive simply shouldn’t make the cut. I never gave it my OK, indeed, I said 
‘no’ quite clearly. Not forcefully, but it was clear what I meant. It wasn’t my job to point 
the finger at anyone, but instead of messing with my cursive, Linotype should have encour-
aged the draughtswoman to design her own typeface. After I got no reply to my fax22 /29/ 

saying ‘no’, I even wrote a letter,23 /35/, in which I again made it clear that I wasn’t  giving 
it my approval. And I made some other suggestions about how Linotype could expand their 
type collection.24 When I read this letter again, I’m dismayed that I didn’t fight my corner 
more forcefully. Maybe I was just too soft to say what I really felt about this cursive.  Maybe 
I should have said, “Herr Steinert, you do what you want, but this cursive isn’t  going out 
under the Frutiger banner”. Bruno Steinert knew I was against it. We had talked about it. 
Later he apologised about the cursive, that he hadn’t taken my letter seriously. 

Has all this ultimately damaged my reputation? What coming generations will do with 
a piece of work – how are we going to control that? When Frutiger Next was being worked 
on by Linotype, I was already 70 years old. I just didn’t have the strength and patience 
anymore to examine everything through a magnifying glass. I was tired. It was just too 
much. The fight, that I couldn’t and wouldn’t see through to the bitter end, that may be up 
to other people to carry on now. My time is over. But, as far as I’m concerned, one thing 
will remain: once upon a time there was a Univers and a Frutiger, and a couple of other 

/42/

In comparison to the photo-set 
original (left) and Frutiger LT (centre), 
Frutiger Next (right) has slightly  
different heights.

/45/

LT Univers, Frutiger LT and Frutiger 
Next (l-r) in comparison – in  
the ampersand of Frutiger Next the  
t-shape is clearly de-emphasised.

/50/

The inclined stroke in the  
Æ ligature in Frutiger LT  
is straightened in Frutiger Next.

/49/

Compared to Frutiger LT (left)  
the diaresis in Frutiger Next (right) 
exhibits both changed proportion 
and position.

/46/

In comparison to Frutiger LT (left), 
Frutiger Next displays flatter  
curve terminals; furthermore,  
the e is cut on a slant.

/47/

Strongly narrowed stroke at bowl 
joints and heightened stroke 
contrast in Frutiger Next (right), in 
comparison with Frutiger LT (left).

/41/

In Frutiger Next (black),  
the cuts penetrate more deeply 
than in Frutiger LT (brown).

/48/

In contrast to the original, and to 
Frutiger LT (left), the f and t of 
Frutiger Next have shortened cross-   
bars and curve endings.

/51/

Due to the stem and i-dot having the 
same width, the i-dot appears  
too small in Frutiger Next (right) –  
Frutiger LT (left).

/40/

In Frutiger LT (left), dissimilar shapes 
of the curves in the a and counters  
in the g; in Frutiger Next (right) they 
are identical.

/44/

In Frutiger LT (top), the cap  
widths clearly vary; in Frutiger Next 
Medium (bottom) they are more 
similar.

/43/

In comparison to Frutiger LT (top) 
the minuscule o and n of Frutiger 
Next Medium (right) are narrower 
and have higher contrast.

The digital versions               When comparing Frutiger LT 
and Frutiger Next, the differences between a drawn type
 face family and one created by interpolation become 
obvious. In Frutiger LT, for instance, the lowercase a of 
the regular font features a rather round curve terminal 
compared to a fairly flat one in the ultrabold font. In 
Frutiger Next, however, the curve terminal is consistent
ly flat /40/. A more pronounced difference can be iden
tified in the counter of the g. In Frutiger LT, which is close 
to the original, the shape of the counters changes from 
an oval to a more rounded one. In Frutiger Next it is 
always oval /40/. There is almost no difference in the thin 
and ultrabold fonts of the two versions, which means 
that the differences in the other fonts are influenced by 
interpolation.
Besides a change in the basic construction /43/, Frutiger 
Next features many differences in the details, some of 
which are problematic. In the broader Sshape, for in
stance, the diagonal stroke appears to be too fine com
pared to the vertical curves /44/. Also too fine is the dot 
on the i, since it is of equal width to the stroke in  Frutiger 
Next /51/. Furthermore, the strongly tapered curve junc
tures are not very pleasing /47/.25 
The advantages of Frutiger Next lie mainly in the small 
capitals /53/ and the different types of numerals. Mono
spaced and proportional lining /56/, old style /58/ and 
small cap figures /59/ are included respectively.26
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type faces besides. They are representative of a particular century. How many types of 
Garamond have emerged, how much were Baskerville or Times tinkered with? And how 
much, really, will Frutiger still get played around with?

My masterpiece is Univers, but my favourite typeface – if I’m being honest – is the 
original Frutiger. It’s probably the typeface that holds the middle ground of the type 
landscape. It’s like a nail that’s been driven in, and on which you can hang everything. It 
corresponds, most likely, to my internal image, comparable with what I feel in the works 
of my favourite artist, Costantin Brâncu∫i. Frutiger is a typeface that really is beautiful, 
one that sings.

/54/

Official versions compared with  
the look-alikes Frutiger LT 55,  
Humanist 777, Frutiger Next Regular, 
Segoe Regular (top to bottom).

/53/

The enhanced OpenType  
version Frutiger Next Pro contains 
corresponding small caps in  
all 21 fonts.

/57/

In Frutiger Next (right), the dollar 
and cent symbols conform to 
Frutiger’s understanding of form. 
Frutiger LT (left).

/56/

Alongside the lining figures (top), 
Frutiger Next Pro also has  
proportional uppercase figures 
(bottom).

/58/

The range of symbols in  
Frutiger Next Pro now contains  
old style figures (top) as well  
as small cap numerals (bottom).

/59/

Frutiger Next Pro has fractional 
numbers that sit on the baseline,  
as well as superior- and  
inferior-set variants. 

/55/

Unlike Frutiger LT (left), Frutiger 
Next (right) has corresponding 
symbols for ‘copyright’, ‘registered’ 
and ‘at’.

/52/

In Frutiger Next (right) the  
wider numerals align with the 
mathematical symbols –  
not so in Frutiger LT (left).

Imitations of Frutiger     Type manufacturers often have 
a problem with plagiarism. The outcome is always the 
same: the name of the typeface can be protected but 
its shape is regarded as being in the public domain and 
cannot therefore be protected.
One reason to call the typeface Frutiger was the addi
tional protection afforded by a personal name. Copies 
that are released under a different name can no longer 
bear the label ` similar to' , which is a popular reference 
to the original. Frutiger has been copied many times: 
under the name Freeborn, it was released at  Scangraphic, 
Compugraphic' s version was called Frontiera, URW' s 
Frutus, Bitstream' s Humanist 777 /54/, Autologic' s Pro
vencale and Varityper released it under the name Sieg
fried. Type manufacturers had published guidelines for 
the legal use of their typefaces27 but only with the advent 
of digitisation has the situation changed for the better. 
Now, a typeface can be protected as software.
Microsoft acted in a particularly audacious way by pro
tecting their copy of Frutiger Next under the name  Segoe 
/54/ for their new operating system ̀ Vista' . In 2006, Lino
type successfully appealed against this decision. Due to 
the similarities in the glyphs and construction of the type, 
Segoe was no longer classified as a new typeface. This 
was good news for Linotype because in the event of a 
negative decision, they could have been prevented from 
further distributing Frutiger Next.
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Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine

Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus.  
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine
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selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine
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selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine
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selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine

Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine

Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine

Sie fragen sich, warum es notwendig ist, so viele 

Schriften zur Verfügung zu haben. Sie dienen alle zum 

selben, aber machen die Vielfalt des Menschen aus. 

Diese Vielfalt ist wie beim Wein. Ich habe einmal eine

Sie fragen sich, warum es notwendig ist, so viele 
Schriften zur Verfügung zu haben. Sie dienen alle zum 
selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine
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/60/

Characters of Frutiger 55  
for photosetting by
Linotype.

/63/

The line-spacing also changes the 
optical grey and the overall 
reading impression of a typeface.

/61/

The overall impression of a typeface 
and its legibility can be adversely 
affected by letter-spacing that is either 
too tight (top) or too loose (bottom).

/62/

Word spacing that is either too tight 
(top) or too loose (bottom) also has 
an adverse effect on the legibility of 
a typeface.

The colour of a typeface             Optimal legibility in a 
sentence depends on different factors. The appearance 
of each typeface, no matter how well designed, can be 
destroyed through the wrong sentence parameters. To 
put it differently: in order to make a typeface sing, all 
parameters need to be harmonised.
The phrase ` colour of a sentence or typeface'  is often 
used in regards to text type. For one thing, the colour 
is achieved through the typeface itself: stroke weight 
and contrast in particular are important in this context. 
In conversation Adrian Frutiger often repeated how fun
damentally important, but also difficult, the definition of 
stroke weight is. For a typeface to have a regular colour, 
spacing is also crucial.
For another thing, the colour of a typeface is also defined 
through line parameters such as type size (see page 356), 
letterspacing (see below and page 312), word spacing 
(see below) and linespacing (see page 292).
The sample sentences set in Frutiger LT demonstrate the 
difference in appearance. The letterspacing must not be 
too narrow because then the letters run into each other; 
if letterspacing is too wide, however, the word images 
fall apart /61/. Word spacing should sufficiently separate 
individual words without tearing apart the line formation 
/62/. And the linespacing must provide a good horizon
tal guideline without compromising the coherence of the 
text /63/.

34 FRUT_29_DE_EN_2014_def.Druck.indd   262 19.02.14   16:10



66 Bold Italic65 Bold

45 Light

56 Italic55 Roman

46 Light Italic

65 pt | – 35 48 pt | – 30 32 pt | –10 22 pt | – 5 14.5 pt | 19.5 pt | 0 10 pt | 13 pt | 5 7.2 pt | 10.2 pt | 10 5.8 pt | 8 pt | 15

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 123456789 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿¡“«‹ ›»”!? )
{ §°%@ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 12345678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(¿¡“«‹›»”!?)
{ § ° %@ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 123 456789 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿¡“« ‹ ›»”!? )
{ §° % @ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 123 45678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡ “ « ‹ › »” !? )
{ § ° % @ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 123 456789 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿¡“« ‹ ›»”!? )
{ §°%@ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 123 45678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿¡“«‹ ›»”!?)
{ §° %@ ‰*†} 

 You may ask w
hy so many differen
 t typefaces. They all serve th
e same purpose but they express man’s 

dig ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle zum selben, aber m  
a chen die Viel falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal 
eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausna  
hmslos Wein, aber doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. 
So ist es auch mit der Schrift. You may ask why so many different type  faces. They all s  
e rve the same purpose but they express man’s diversity. It is the same diversity we fin  
d in wine. I 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 from the others. 
It’s the nuances that are important. The same is true for typefaces. Pourquoi 
tant d’Alphabets différents ! Tous servent au même but, mais aussi à exprimer 
la diversité de l’homme. C’est cette même diversité que nous retrouvons da  
ns les vins de Médoc. J’ai pu, un jour, relever soixante crus, tous de la même 
année. Il s’agissait certes de vins, mais tous étaient différents. Tout est dans 
la nuance du bouquet. Il en est de même pour les caractères ! Sie fragen sich, 
warum es notwendig ist, so viele Schriften zur Verfügung zu haben. Sie dien  

en alle zum selben, aber machen die Vielfalt der 
Menschen aus. Diese Vielfalt ist wie beim Wein. 
Ich habe einmal eine Weinkarte studiert mit sec 
hzig Médoc-Weinen aus dem selben Jah r. Das ist 
ausnahmslos Wein, aber doch nicht al les der gle 
iche Wein. Es hat eben gleichwohl N u ancen. So 
ist es auch mit der Schrift. You may ask why so 
many different type  faces. They all s erve the sam 
e purpose but they express man’s divesity. It is t 
he same diversity we find in win e. I once saw a 

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 were wines but each was differen  
t from the others. It’s the nuances that are important. The s  
ame is true for typefaces. Sie fragen sich, w arum es notwen  
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Praxis
Gerard Unger
 1977

Frutiger
Adrian Frutiger
 1976

Syntax
Hans Eduard Meier
 1968
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/65/

Frutiger LT possesses, in comparison 
with the typefaces Syntax and Praxis, 
a rather strong roman font.

/64/

Measurements of the stroke widths 
and proportions of the Frutiger LT 
regular weight.

Typeface comparison     The typefaces shown below – 
Syntax, Frutiger and Praxis – are generally attributed to 
the group of dynamic sans serifs. They share some char
acteristics with an old style typeface such as the varying 
width of the capital letters and the open curve shapes. 
Adrian Frutiger himself, however, does not regard Fruti
ger as a  typical representative of this group since b d p q 
feature oval counters and a vertical stress.
Syntax Antiqua, in comparison, was directly derived from 
humanist typefaces,28 which becomes obvious, for in
stance, in the curves of the minuscule m, which lean to 
the right and are attached to the stem. In the case of 
Praxis, the curves feature angular connections to the 
stem but are kept very flat. In Frutiger, the curves have 
a round connection to the stem.
The stronger stroke contrast in Praxis is a reference to its 
relationship with Demos, its sister typeface with serifs.29 
The rounded terminals are an adaptation to CRT technol
ogy. This fact, however, makes Praxis appear slightly am
 biguous. In comparison to Praxis, Frutiger' s statement 
that with Frutiger he had designed a concise type be
comes apparent: the horizontal terminals of the xstrokes, 
the straight terminal of the leg in the R and also the 
simple onelooped shape of the g all have clear and 
easily recognisable shapes with a definite line forming 
effect.

E
Middle crossbar 
slightly shorter 
than overall width

G
With horizontal 
stroke on beard

R
Diagonal  
leg is curved 
where it  
exits bowl

a 
Flattened 
curve on the 
belly

g 
Oval counter, 
curve ends in a 
slightly 
diagonal cut

m 
Rounded 
junctures, 
counters almost 
symmetrical

x
Diagonal  
strokes clearly 
offset

5 7
Strokes meet  
at a point in the 5; 
in the 7 they  
are chamfered
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0.98 = 0.69
 1.42 = 1
1.97 = 1.39
2.64 = 1.86
3.80 = 2.68
1.44 = 1.01

Hq
 0.86 = 0.68
1.27 = 1
 1.56 = 1.23
1.87 = 1.47
2.94 = 2.31
1.29 = 1.01

Hh
10.00 cm
10.00 
10.00 
10.00
10.00
10.00

HHHHH
  H
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/66/

Comparison showing the  
differents weights and angle of  
of the obliques.

/67/

Height comparison showing the 
differences of x-heights to  
ascenders and descenders – the cap 
height is the starting point. 
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Frutiger 57
Frutiger Astra 
Frutiger 67

Astra Frutiger Standard
Astra Frutiger Autobahn
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/72/

The stroke weight of Astra Frutiger 
(black) lies somewhere between 
Frutiger 57 (cyan) and Frutiger 67 
(magenta).

/68/

Construction drawings for the 
production of the lowercase a b c d 
of the standard typeface for the 
Swiss road signage.

/73/

Examples of Astra Frutiger in use –  
clearly words with descenders  
are too close to the edges.

/70/

The standard typeface of the  
VSS (left) and the new Astra Frutiger 
(right) on road signage by day and 
by night.

/69/

Construction drawings for the  
word heights and line-spacing, based 
on a cap height of 7/7.

/71/

Adjustment of Astra Frutiger to  
the existing construction template  
with increased line-spacing  
to accommodate the descenders.

/74/

Astra Frutiger is set in a more  
compressed way for the signage used 
on main and trunk roads (top) than 
that used on motorways (bottom).
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77 Black Condensed

88 ExtraBlack Cond. Italic87 ExtraBlack Condensed

78 Black Condensed Italic47 Light Condensed

58 Condensed Italic57 Condensed

48 Light Condensed Italic

67 Bold Condensed
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/76/

The use of FF Transit on the 
signage for the ‘Berliner Verkehrs-
betriebe’ displays bal  anced  
letter-spacing.

/75/

FF Transit by MetaDesign –  
based on Frutiger and conceived  
as a signage typeface – was first  
put into service in Berlin.

Back to signage type – Astra Frutiger        In 2002, 
the new Astra Frutiger was introduced in Switzerland as 
the new type for road signage. It successively replaced 
the former Normalschrift of VSS /68/.30

In 1999, ASTRA31 commissioned the graphic designer 
 Viktor Stampfli to develop a typeface based on  Frutiger.32 
He had a cut produced at Linotype Library that was be
t ween Frutiger 57 and 67 /72/. Only one cut was manu
factured, which was not sufficient for use in positive, 
negative and backlit form. Black type on a light back
ground appears thinner than white type on a dark back
ground, which is why at least two cuts – for positive and 
negative use – are needed to guarantee good and con
sistent legibility.
Astra Frutiger had to be integrated into the existing 
layout system of the boards /69/. Given the different 
proportions of this typeface compared to the VSS one, 
this did not produce good results /73/. Compared to the 
linespacing, the distance to the edge of the panels is far 
too small. Since 2002 the typeface has been used in two 
different ways: with normal letterspacing for roads and 
with wide letterspacing for motorways /74/. In the case 
of very long words it can be compressed by 20 %.
As early as 1997, the narrow Frutiger became the starting 
point for a signage type. Reworked by MetaDesign into 
FF Transit,33 it was implemented for signage in Berlin and 
later also in other German cities /75/.
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GLYPHA
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Glypha was made at Mike Parker’s request. In a conversation with him, in which Walter 
Greisner also took part, he said that he thought Serifa was too wide for a text face. He 
asked me whether I could imagine designing a narrower typeface derived from Serifa but 
with a different name. From 1977 Serifa, licensed by Wolfgang Hartmann from the  Fundición 
Tipográfica Neufville, had been extended to five weights by D.  Stempel AG. Three years 
later Glypha was released. This story was delicate.

In 1982, two years after Glypha appeared, Hartmann reacted and demanded that licens
ing rights should apply for Glypha. As far as he was concerned it was perfectly apparent 
that Glypha was derived from Serifa. He threatened D. Stempel AG with legal action if they 
didn’t come to an amicable agreement. It was tricky because the people involved were all 
members of the Association Typographique Internationale (ATypI), the organisation for 
type designers and manufacturers. Eventually it was suggested the matter be handled 
internally at ATypI, which is what happened in 1983. A tribunal was convened, presided 
over by Gerrit Willem Ovink. Wolfgang Hartmann named Eckehart SchumacherGebler as 
adjudicator, while D. Stempel AG named Gerard Unger. Their verdict after two hours’ de
liberation was, in a nutshell, that Glypha is a copy of Serifa. It wasn’t a case of a new idea, 
rather a modification of an existing typeface. D.  Stempel AG accepted the decision and 
made a backdated licence payment to Hartmann. At least things quietened down after that. 

 Serifa and Glypha really are very similar in form. Glypha has been used more fre
quently since desktop publishing came about, more than Serifa at any rate because it is 
narrower with the same cap height. There are some small differences other than the track
ing, such as the Glypha serifs being horizontal and no longer slightly drawn in, like the 
original Serifa foundry type version (see page 167). Actually, I regret doing that now, be
cause an Egyptienne with slightly rounded serif transitions that taper off would have 
been much better. As opposed to other slab serif faces, Glypha is an engineered typeface. 
There’s something contrived about it; I’m a little disappointed in it. It seems too harsh. 
Even though there is a certain quality in its construction, it isn’t really evident, particu
larly in small point sizes. The eye doesn’t want to love it. It’s different when Glypha is used 
for headlines or large posters; then it works.

I came up with the name ‘Glypha’. It was a word I had always liked. It’s part of hiero
glyph and is meant to remind people of Egypt. Many of the typefaces from the Egyptienne 
classification group have similar names, for instance Karnak, Memphis or Pharaon.1 I was 
also thinking of glyphs, meaning the concrete graphic representation of a character.

Serifa versus Glypha   In 1966 Adrian Frutiger transferred 
the exclusive copyright and usage rights for Serifa to 
Bauersche Giesserei in Frankfurt.2 He made the contract 
with Walter Greisner, who was managing director there 
until 1967. In 1973 Wolfgang Hartmann of the Fundición 
Tipográfica Neufville S.A., successors to Bauersche Gies
serei, extended the contract with Frutiger from 15 to 25 
years. Thereafter, licences for photosetting versions were 
granted to H. Berthold AG, D.  Stempel AG and Compu
graphic.3 Although D.  Stempel AG did not receive the 
exclusive photosetting rights they desired for Serifa, 
they expanded the typeface family between 1975 and 
1978. At the same time, the narrower Glypha, based on 
Serifa, was produced from 1976 on, although it was not 
released until 1980.4

In late 1982 Wolfgang Hartmann sent a letter from Barce
lona to Walter Greisner, who in the meantime had be
come a board member at D.  Stempel AG, expressing his 
surprise at Glypha and reminding him of the Code Mo
rale of the ATypI.5 Greisner replied that Glypha, though 
related to Serifa, was on the whole an independent type
face for text setting and for ̀ classified composition'  such 
as reference works or catalogues, whereas Serifa was to 
be regarded as a headline or display face.6

As Neufville and Stempel could not reach an accord, they 
agreed to an internal arbitration tribunal at ATypI, of 
which they both were members. It was to be decided 
whether D.  Stempel AG had broken the Code Morale7 
of the ATypI and whether Glypha was a plagiarised ver
sion of Serifa. Both parties declared their agreement 
agreed to accept the panel' s decision. They put their 
positions in writing. Hartmann submitted a typeface 
comparison as part of his argument. He had a Spanish 
type house electronically narrow Serifa using a Linotype 
CRTronic machine and then expose it together with  
Glypha in order to demonstrate how they match. On 22 
April 1983 the panel in Paris agreed with his view and 
unanimously judged in favour of Neufville, ruling “Glypha, 
though not a plagiarised version of Serifa in the sense 
of being nearly identical, is not a new creation but an 
adjustment of the existing Serifa. Glypha is unthinkable 
without Serifa.”8

Name of typeface
Glypha

Client
D. Stempel AG

Designer
Adrian Frutiger

Design  | Publication
1976 | 1980

Typesetting technology
Photosetting Linofilm, CRT setting 
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype
– Adobe | Linotype

Weights
10
10
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/01/

Serifa (outlined) is the foundation 
of Glypha (black) – uppercase 
characters are vertically distorted to 
109.6 % and lowercase to 113.5 %  
(red outlines).

/05/

The character widths and  
weights of Glypha (bottom) are the 
same as Serifa (top) – only the  
x-height is different.

/03/

The vertical distortion of Serifa 
(left) increases the horizontal serifs 
(middle) – in Glypha, however,  
the serifs are reduced slightly. 

/04/

The ascender and descender heights 
of Serifa (left) are practically 
identical to those of Glypha (right).

/02/

By vertically distorting Serifa  
lowercase characters (outlined) to 
an x-height of 113.5 % (red outline), 
Glypha appears narrower.
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Differences to Serifa     In two letters, G.W. Ovink made 
further comments on the judgement: even though the 
case was decided in favour of Neufville, actually Stempel 
benefited from it. This is because they would be able to 
take action in the future if one of their own typefaces 
was electronically modified and sold without li  cence by 
another manufacturer.9

Indeed the only apparent distinction between Glypha 
and Serifa is their differing widths. Frutiger' s design work 
for Glypha was confined to determining the new propor
tions of cap height and xheight. Apart from that, Glypha 
was entirely developed from 1976 to 1978 by Unterneh
mensberatung Rubow Weber (URW management con
sultancy) of Hamburg. Peter Karow and his colleagues 
first digitised Serifa  55, vertically distorting the cap height 
from 229 to 251 mm /01/ and the xheight from 163 to 
185 mm /02/.10 The ascender and descender heights re
mained unchanged /04/. The Glypha serifs, however, 
became slightly lighter /03/. Since the character shapes 
were unaltered, the weights are the same as Serifa. A few 
characters required a minor reworking of the arc shapes, 
strength of diagonal strokes and character widths after 
the electronic distortion. For example, n and h appeared 
too narrow and were widened slightly. These corrections 
were undertaken by Adrian Frutiger.

/06/

Character set of Glypha for CRT 
(cathode ray tube)  
photosetting by Linotype.

/07/

Double page from the  
1983 trilingual Linotype brochure 
Typefaces by Adrian Frutiger –  
set in Glypha.

/08/

Advertisement in the trade  
magazine Deutscher Drucker no. 33, 
October 1980 set in Glypha 45, 46, 
65 and 66.
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 Sie fragen sic
 h warum es notw
endig ist, so viele Schriften
zur Verfügung zu haben. Sie dienen all

ch mit der Schrift. You may ask why so many different typefaces. They all serve the sa 
me 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 different Médocs all of the same year. 
All of them were wines but each was different from the others. It’s the nuances that ar 
e important. The same is true for typefaces. Pourquoi tant d’Alphabets différents ! Tou 
s servent au même but, mais aussi à exprimer la diversité de l’homme. C’est cette mê 
me diversité que nous retrouvons dans les vins de Mèdoc. J’ai pu, un jour, relever soix 

ante crus, tous de la même année. Il s’agissait certes de vins, mais tous 
étaient différents. Tout est dans la nuance du bouquet. Il en est de même 
pour les caractères ! Sie fragen sich, w arum es notwendig ist, so viele Sc 
hriften zur Verfügung zu haben. Sie dienen alle zum selben, aber machen 
die Viel falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe 
einmal eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selb 
en Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wei 
n. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You m

ay ask why so many different typefaces. They 
all serve the same purose but they express m 
an’s divesity. It is the same diversity we find i 
n wine. I once saw a list of Médoc wines featu 
ring sixty different Médocs all of the same ye 
ar. All of them were wines but each was differ 
ent from the others. It’s the nuances that are i 
mportant. The same is true for typefaces. Pou 
rquoi tant d’Alphabets différents ! Tous serve 
nt au même but, mais aussi à exprimer la dive 

e zum selben, aber machen die Vielfalt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Wein
karte studiert mit sechzig Médoc- Weinen aus dem selben 
Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der g
leiche Wein. Es hat eben gleichwohl Nuancen. So ist es au 

 AB C D E FG H IJ K LM N 
 O P Q R S T U V W X Y Z & 
 abcdefghijklmnopqrs 
 tuvwxyzß123456789 0

Glypha ™
Linotype
10 weights

Font Production:
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available: 
TrueType
OpenType Std
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 Calvert
 Margaret Calvert
 1980

 Glypha
 Adrian Frutiger
 1980

 Boton
 Albert Boton
 1986

nh = 7.30 cm
nw = 5.60
ns = 1.13
nq = 0.87

Hh = 10.00 cm
Hw = 7.19
Hs = 1.21
Hq = 0.98

Hh : Hw = 1 : 0.72
Hw : Hs = 1 : 0.17
Hs : Hq = 1 : 0.81

Roman oh = 7.65 cm
ow = 6.78
os = 1.21
oq = 0.86

nh : nw = 1 : 0.77
nw : ns = 1 : 0.20
nh : oh = 1 : 1.05
nw : ow = 1 : 1.21

AG K a m t x 4 5

A G K a m t x 45Hofstainberg

Hofstainberg

AG K a m t x 45Hofstainberg

H noHq

Hs

Hw

Hh

nh

ns

nw
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nq oq
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Typeface comparison                 As in the Serifa chapter 
(see page 172), three staticstyle slab serif linear type
faces are compared here. All three have rightangled 
serifs. On the whole they appear matteroffact, strong 
and strict, virtually cold. These typefaces are often used 
for technical texts, such as instructional manuals.
Although Glypha is narrower than Serifa, it is somewhat 
broader than the 1980s typefaces shown below. The dif
ferences in tracking are slight, but Margaret Calvert' s 
typeface Calvert appears narrower due to its taller x 
height and an ascender height that tops the cap height. 
On the other hand, Boton by Albert Boton, Frutiger' s 
erstwhile colleague at Deberny &  Peignot in Paris, is nar
rower by design.
In the details the differences in shape of the three type
faces is considerable. The positioning of serifs is notice
ably different. In Glypha they are seldom centred, while 
in Calvert some letters have outwardfacing serifs on 
one side only. This produces more open counters, giving 
it a look originating from writing, also detectable in the 
asymmetric curves and in the square transition to the 
stem. In Boton the serifs are optically centred, including 
the head serif in uppercase A.

/09/

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

/10/

The character shapes of the  
three slab serif typefaces Glypha, 
Calvert and Boton all vary in 
definition.

A
No head serif, 
asymmetric foot 
serifs

G
Crossbar 
nearly centred

K
Diagonal strokes form 
a point where they 
join the stem

a 
Elongated  
flat curve

m 
Round curve 
opening, heavily 
tapered

t 
Curve rises  
sharply

x
Serifs form 
negative 
arrow shapes

4 5
Short crossbar, 
crossbar 
without serif
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65 Bold

75 Black Oblique75 Black

65 Bold Oblique

Thin
Light
Roman
Bold
Black
Oblique

Hw
 6.15 = 0.85
6.70 = 0.93
7.19 = 1
7.87 = 1.09
8.57 = 1.19
7.11 = 0.99

Hs
 0.30 = 0.25
0.75 = 0.62
1.21 = 1
1.90 = 1.57
2.66 = 2.20
1.20 = 0.99

Hq
 0.24 = 0.24
 0.67 = 0.68
 0.98 = 1
1.25 = 1.27
1.61 = 1.64
0.99 = 1.01

Hh
10.00 cm
10.00 
10.00 
10.00
10.00
10.00

HÔhxp7
1.00

0

cm Glypha
39.9 pt

131
100
73 3.7

10

3.0−22

HÔhxp7
1.00

0

cm Boton
40.5 pt

130
100
74 3.5

10

3.9 −29

HÔhxp7
1.00

0

cm Calvert
40.6 pt

127
105
76 3.8

10

3.3−25

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
( ¿ ¡“«‹ ›»” ! ? )
{ § ° %@ ‰* † } 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234 5678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(¿ ¡ “« ‹ ›»” ! ? )
{ § ° %@ ‰* †} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(¿¡“«‹›»”!? )
{ § ° % @ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(¿¡ “«‹›»” !? )
{ § ° % @ ‰*† } 

HHHHH
  H

10°

/12/

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

/11/

Comparison showing the  
different weights and angle of  
the Glypha obliques. 
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274 loG o s  a n d  w o r d m a r k s

logos and wordmarks

 1972   – 1978

Autoroutes du Sud de la France
Association of Southern French 
Motorways
Montélimar (F)

Réunion des musées nationaux
Association of  
French National Museums
Paris (F)

Société Industrielle des Charmilles
optical lens manufacturer
Villemomble (F)

National Institute of Design
Ahmedabad, India

Musée Rodin
Auguste Rodin Museum
Paris (F)

Aéroport de Paris
Association of a Parisian Airport 
Paris (F)

Instruments Scientifiques  
et Industriels
optical devices manufacturer
Paris (F)

Pictogram  
for the National-Zeitung  
daily newspaper
Basel (CH)

Institut Français de  
Restauration des Œuvres d’Art
French Institute  
for Art Restoration
Paris (F)

Laboratoire National  
de Métrologie et d’Essais
National Weights  
and Measures Laboratory
Paris (F)

Distribution pétrolière
petroleum distribution company
France

D. Stempel AG / Linotype
photosetting control element for 
typeface production
Frankfurt am Main (D)

Collection ‘Documents spirituels’
collection of Éditions Floyard
Paris (F)

ASD
field of operation unknown
location unknown
Design: Helena Nowak

Tribune de Genève
daily newspaper
Geneva (CH)
Design: Bruno Pfäffli
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production of type 

crt setting

CRT (cathode ray tube) typesetting began in 1965 
with Dr.Ing. Rudolf Hell' s Digiset, which replaced 
photosetting grids with digital characters stored in 
computer memory. Magnetic tape made typesetting 
faster, safer and more economical than punched tape. 
Mergenthaler Linotype' s first CRT system, the Lino
tron 1010, was also introduced in the same year.
CRT typesetting is based on three factors: the cath
ode ray tube providing the light source for the elec
tronic flash, the font master or data carrier, and the 
recording unit for positioning characters and chang
ing sizes. Initially, Linotron technology used a cathode 
ray tube to scan characters from a grid. There were 
11 or 24 grids available at any one time with 144 char
acters each. Widths were controlled digitally and 
there were many fonts to choose from that could be 
mixed and output to a maximum width of 60 ciceros 
(64 picas). The fonts could be modified electroni
cally – slanted, condensed or expanded. This, how
ever, brought with it the danger of exaggerated and 
inappropriate distortion.

The Linotron 303 output 300  000 characters per hour 
while the Linotron 505 S managed up to 2 million. 
Much faster speeds and precision could be achieved 
if the character image was stored as digital bitmaps. 
Typeface data were then generated by vertically scan
 ning enlarged artwork and storing the scanlines /03/ 
as originals for output.
Different size ranges could be generated and stored 
by increasing the scanner resolution. They could then 
be displayed as bitmaps on a screen. Editing ap
plications could delete or add individual pixels and 
optimise character shapes.
CRT setting did not use a unit system, but there was 
a limit to the amount of scanlines per em. Coarse 
resolution would result in a stairstep effect on curves 
and diagonals that was referred to as ` the jaggies'  
/04/.
Later models like the Linotron 202 (1978) and the 
CRTronic (1979), the first compact digital CRT unit, 
stored the character outlines as vectors /04/ instead 
of bitmaps, which brought about a significant saving 

of memory. Curves were divided into straight seg
ments which were converted back into bitmaps for 
exposure.
In 1975 Peter Karow developed the Ikarus technol
ogy that could store font data independently of the 
output format: data could be processed as bitmaps, 
vectors or curves. The character artwork was captured 
by plotting points on the outlines /06/. Quality checks 
and corrections were carried out on a monitor /07/.

/03/

Schematic of the recording  
of a digitised character using a 
cathode ray.

/01/

Schematic of the light path from 
the cathode ray tube via two 
mirrors that each deflect the beam 
of light by 90°.

/06/

Digitising type – the Ikarus system 
captures points on the outlines 
with a digitising tablet.

/07/

Ikarus software is used on a 
monitor to check digitised 
character outlines and correct 
them.

/04/

Describing the shape with  
vertical scan lines (left)  
and outline description for output 
using vectors (right).

/05/

Digitising type – the artwork  
on a grid background is used for 
scanning the vertical lines.

/02/

Digitised character as bitmap 
artwork for output as well  
as representation on screen.

Icone
Page 276

Breughel 
Page 286

Tiemann 
Page 302

Versailles 
Page 308

Frutiger  
Cyrillic
Page 413

Mirror Cathode ray tube

Lens
Light path

Film transport

Input
cassette

Output cassette

Mirror
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276 t e xt  t y p e fac e

The influence technology has had on the written form has kept me occupied since redraw-
ing Bodoni for Lumitype photosetting in the mid-fifties (see page 80). In the seventies 
while I was working for Linotype, I began to systematically study the written form and 
typesetting techniques. The result, alongside the digital-friendly modern-looking Breughel 
(see page 286) which appeared in 1981, was Icone in 1980. It was in response to the CRT 
typesetting modification possibilities, which sometimes disastrously distorted letters into 
caricatures. Icone was designed to withstand any distortion, be it character widths or 
angles of inclination. That’s why I once called it a ‘caoutchouc’, or rubber typeface.

In the Gutenberg-Jahrbuch 1985 I wrote that “the upcoming CRT typesetting upsets 
the conventional typographic definitions of quality in a much more profound way (than 
merely by breaking the typeface down into digital steps). [...] It’s about the possibility of 
the original font being distorted through manipulation. It’s no problem for the computer 
to numerically change the coordinate values of a digital character. In other words, to extend 
or reduce the width of a typeface in relation to its height. Inclining vertical rows to a 
desired angle is also a purely mathematical operation. However, wide, narrow or slanting 
typefaces produced this way fall short of the optical quality required of proper typo-
graphic expression. [...] The new machines’ inexpert handling means that the expression 
of an original typeface is so altered as to be more recognisable as a distorted caricature. 
[...] The realisation that typefaces today can be manipulated by the user gave me an idea. 
The systematic changing of black and white values has the strongest effect on the type-
faces with straight lines, particularly sans serif faces. So the idea arose for a new typeface, 
Icone, with highly modulated strokes in which the widths of the strokes are not at all 
clearly defined. From the illustration /02/, which shows the construction of the basic char-
acter as well as of the letters derived from it, it is evident that the disrupting propor - 
tional effect of mathematical distortion is no longer perceived as a corruption of the  
original form. For that reason Icone was suited to being produced largely with the aid of 
computers.”1

So the basic premise of Icone was its ability to distort. Instead of strokes that are 
easily defined geometrically, it draws wilder ones. Curves and asymmetrically widened 
terminals are among its essential trademarks. Conventional serifs are missing, as they 
make inclination harder. The italic is tilted by calculation and slightly reworked after-
wards. Normally automatic inclination causes swelling in the upper right-hand side of 
letters, for instance in lower case o /11/. This doesn’t happen with Icone /11/. I made two 
sketches in order to determine the slope, one with five and one with sixteen degrees, mark-
ing the minimum and maximum possibilities /05/.2 I gave the number 556 to the design 
with the minimum slope, a combination of 55 and 56, that is, a version between upright 

Technical development     At the ATypI general meeting 
in Basel in 1980, Adrian Frutiger gave a presentation in 
which he spoke about the technical developments in 
typesetting: “There was a mighty change when the relief 
of foundry type became redundant in offset printing. 
The emergence of photosetting meant that letters lost 
their ` base' . That is to say, their symmetrically stable, 
non-printing metal construction that designated a pre-
determined place for each character, line and also the 
all-important white space, ceased to be. The old termi-
nology like width, left and right side bearing, body size 
or leading used to represent palpable space in the hands 
of typesetters. With the new process of photosetting, 
the floating letters made of light lost their own bodies. 
Their precise locations, so vital for readability, the spaces 
between them, as well as their size were now determined 
by moving lenses, prisms and film. […] Photo setting itself, 
epoch-making to begin with, has now become ̀ historic' . 
Within the space of twenty years there have been giant 
steps in technical development. Without going into spe-
cific detail, one can say that in future the digitisation of 
text typesetting will continue its journey, posing the 
question of whether there will be a loss of quality due to 
type being broken down into points or lines. However, 
the experience of recent years and the know ledge of 
what is being prepared gives us reason to be optimistic 
of future developments. It is essential that the whole 
typesetting structure should once again receive a ̀ basic 
grid' . Type should be securely based on the digital grid, 
no longer floating around like in the first generation of 
photosetting. The process will be refined as the years 
pass. Vectors that are still somewhat disruptive today will 
soon be followed by curves, which the human eye desires. 
The practice of forcing character widths into crude unit 
systems has already been much refined for nearly all 
types of machines. Electronic storage technology will 
allow spaces between each character pair to be deter-
mined. […] Therefore we can suppose that digital type-
setting, still somehow insubstantial today, will become 
more manifest in the future and will assert itself as a new 
structural foundation.”3

Name of typeface
Icone

Designer
Adrian Frutiger

Design  | Publication
1978  | 1980

Typesetting technology
CRT setting
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype
– Adobe | Linotype

Weights
9
9
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/01/

Weight diagram for Icone showing 
character widths for 54 units per  
em quad – weights 45, 55, 65 and 75 
were not made this way.

/02/

Thanks to its strongly  
modulated strokes, Icone may be 
electronically distorted without 
being damaged.
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/08/

Undated design of Icone 55  
with 46.5 mm x-height – pencil on 
tracing paper mounted on card.

/03/

Study of a slab serif Latin face  
with waisted downstrokes –  
undated design made with felt-tip 
pen on tracing paper.

/05/

Study of the slope of Icone italic –  
5° with the weight description 556 (left), 
16° with the description 56 (right).

/04/

Paste-up with felt-tip pen on tracing 
paper in six weights – the second  
and fourth cuts from the left were 
not produced. 

/09/

Paste-up from reproductions  
of reduced final artwork –  
the lowercase l in ‘bungalow’ is cut 
from the b.

/06/

Study from 1978 – in between  
the 55 weight and the 16° inclined 
56 is the 5° version, described  
as 556.

/07/

Design of an outline version of  
the regular weight of Icone –  
the outlines are drawn with short 
felt-tip pen strokes.
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Kano
Kano Kano

KanoKano
Kano

Kano

Kano
Kano

KanoKano
Kano Kano

and italic /06/. Those sorts of considerations were plentiful at the time, but weren’t pursued. 
In the end we opted for around 12 degrees.

I came up with the name ‘Icone’, pronounced as in French. I was thinking of Russian 
icons, though not in reference to religion or churches. It was more to do with the look of 
icons. I felt a relationship between the roundness of Icone and the softness of the  rounded 
faces in the pictures. Icone formally belongs to script or incised typefaces. Linotype filed 
it as an old-style variant, which is where everything ended up that was unclassifiable.5

We devised a system of weights with six grades for Icone /04/. At first three weights 
were planned but then four ended up being produced /06/. In hindsight the extra bold looks 
a little plump. Interestingly enough the whole appearance of Icone changes a bit in the 
light weight. Here the horizontal parts appear slightly stronger than vertical ones /06/. This 
was even more pronounced in the design than in the final result. The slightly curved end-
ings are characteristic of Icone; the term ‘tapered serifs’ is therefore applied. However, 
these are not always the same. For example H has an emphasised curvy downstroke, while 
K has a straight and relatively short diagonal stroke with no reinforcement /17/. This was 
done on purpose. On the other hand the horizontals of some of the letters are straight and 
plain. A lively cross stroke on H, e or f would have been too kitschy /20/. The question mark 
was difficult. I sought long and hard for the right way to draw it. I don’t like question 
marks that look like meathooks. All those curves would have given it an unlovely worm 
shape. In the end I chose a perhaps somewhat stubborn solution /22/.

At first glance a few of the letters, such as c e s t, recall Antique Olive /23/. I was once 
asked whether that typeface had influenced the design of Icone. No, I didn’t copy anything 

The distortion of type                 The coarse resolution  
of CRT digital technology4 produces steps in the curves 
/12/. It makes subtle tapering of the downstrokes /13/ 
and curved serifs extremely difficult. However, Frutiger 
did not avoid tapering Icone, instead he designed the 
stroke endings as swollen serifs, thus making the steps 
more evenly distributed.
Icone reasserted Adrian Frutiger' s love of experimenta-
tion in addition to his studious examination of technical 
developments in typesetting. He was particularly inter-
ested in the distortion of type made possible by digitisa-
tion and its use in newspaper and magazine typesetting. 
Instead of altering the content of headlines, type could 
now be distorted to the given line width. This had a par-
ticularly negative effect on typefaces with a low stroke 
contrast. By compressing the width, the horizontal parts 
retain their strength, whereas the downstrokes become 
thinner and thus too delicate /11/, which contrasts with 
the Latin tradition of strong downstrokes. With linear type-
 faces, stretching the widths leads to an undesired stroke 
contrast. Electronic italicising or sloping is also unattract-
ive. The curves, such as a and o of Frutiger, appear con-
torted rather than merely inclined /11/, while in Méridien 
the oblique becomes fat and broad with a notably over-
emphasised right leg of the K /11/.

/10/

Comparison of Icone design (top), 
cathode ray exposure (middle),  
and laser exposure of the PostScript 
font (bottom).

/11/

Frutiger (top), Icone (middle) and 
Méridien (bottom) in regular and 
italic weights and also electronically 
distorted in the second line.

/12/

Compared to the digital  
Optima (top), Icone (bottom) has 
finely graded curves at low 
resolution (right).

/13/

The fine curvature of Optima (top) 
is destroyed by CRT technology –  
the tapered serifs of Icone (bottom) 
are more suitable to the technology.

/14/

Electronic sloping widens the 
downstroke; the optically balanced 
stroke width of sans serif faces  
is destroyed.

 I c o n e  279
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/15/

Frisket of Icone Bold Outline W – 
the digitised shape is cut  
into the rubylith using a plotter.

36 ICON_58_DE_EN_2014_def.Druck_S.280.indd   280 26.02.14   19:14



HK

eftz

cestcest?

EZ24£

Il14

Optima Antique Olive

MMM

bdpq

Albertus
Friz Quadrata

off  Roger Excoffon. Yet you never really know what influences your own creation. When 
you get an image in your head, it can take some twenty years to come to fruition. Antique 
Olive by the Fonderie Olive in Marseille appeared between 1960 and 1969. To my mind it’s 
the most beautiful piece of French type design. Daring and different. But whether it influ-
enced Icone? Not consciously at any rate. 

With nine weights, Icone is well equipped. There are four stroke widths available, with 
their corresponding italics. I also designed a semibold outline weight.6 That came about 
because Bruno Pfäffli needed something unusual of that sort for the exhibition catalogue 
Mer Égée. Grèce des Îles.7 My suggestion was im mediately approved at the Linotype type 
selection meeting. All of the weights included old style figures, plus the light and regular 
weights also had small caps. Work on Icone stretched from around 1978 to 1980. It was first 
introduced as paste-ups8 /32/ in my book Type Sign Symbol /33/. Linotype were still using 
Icone as late as 1990. At the ATypI conference in Oxford an elaborately produced folding 
map was handed out with a sheet of artwork designed by myself. Icone took off quickly. 
I’m sure there were two reasons for its success; it was an unusual typeface and it had an 
extensive family.

/20/

In lowercase f and t, the cross-
strokes have no accentuated 
terminal and look rather stuck-  
on because of it.

/23/

The accentuated head sections  
and acute curve terminals are  
characteristic of Antique Olive (left), 
as they are of Icone (right).

/19/

Uppercase letters, numerals  
and the £ all have accentuated 
terminals – different ones –  
on the horizontal strokes.

/21/

Lowercase b and q, and  
also d and p, have mirrored  
shapes with very minor  
alterations.

/22/

The Icone question mark  
has a slightly unusual shape  
with its curve ending in a  
vertical cut.

/17/

The tapered serifs on the  
downstrokes of uppercase H are 
livelier and stronger than  
those of K.

/18/

The tapered serif of 1 gives the 
impression of being added on, due 
to a lack of correspondence  
at the top; the 4 is also very rigid.

/25/

Optima, designed by Hermann 
Zapf and released in 1958 by 
Stempel, is an incised face with  
a strong stroke contrast.

/26/

Roger Excoffon’s Antique Olive, 
designed for the Fonderie Olive in 
Marseille in 1962, is accentuated  
at the top.

/16/

Like Méridien (left) and  
Apollo (middle), the Icone M 
(right) has splayed legs.

/24/

Albertus (1932) by Berthold Wolpe 
and Friz Quadrata (1965) by  
Ernst Friz, are incised faces with 
reduced stroke contrast.
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/27/

Characters of Icone normal  
for CRT (cathode ray technology) 
photosetting by Linotype.

/32/

Dust jacket for Type Sign Symbol, 
1960 by Adrian Frutiger –  
the ox head in the hexagon at the 
top is a nod to alef, the first letter in 
the Phoenician alphabet.

/28/

Adrian Frutiger with the frisket  
and drawing of the Icone 55 g on 
his desk.

/29/

Capturing outline markers using  
a digitising device – these are  
transformed into digital data in  
the CAD system.

/30/

Visual control and correction of  
the digitally produced letter shapes 
on the high resolution screen.

/31/

The letters are cut for production 
into sheets (friskets) using a 
plotter and a drawing / cutting 
machine.

/33/

Paste-up of Icone – reproduction 
artwork with markings –  
for Adrian Frutiger’s book  
Type Sign Symbol.

Creative counterattack          In order to come up with 
a solution to the disrespectful distortion of type, Frutiger 
designed Icone in 1978. Horst Heiderhoff wrote in the 
Gutenberg-Jahrbuch 1985: “These possibilities stimu-
lated Adrian Frutiger, and the idea arose of designing a 
class of typeface that could withstand such manipulation. 
Thus Icone came to be, with its very personal, strongly 
modulated strokes. It reflects the successful search for 
a synthesis of historic development and the spirit of our 
times.”9

However, Frutiger' s originally positive outlook, which 
found expression at the 1980 ATypI presentation, turned 
somewhat negative in 1985 when he wrote that “for type 
designers, the mathematical alteration of basic data now 
made possible became something of a painful process 
as it turned the initial creation into a caricature or mutila-
tion.”10 In 1988 Adrian Frutiger wrote of Icone: “An impul-
sive counterattack roused me, borne of a feeling of frus-
tration. I imagined a typeface that could withstand distor-
tion. ... It seemed to me that there had to be enough 
elasticity in the drawings so that the overall appearance, 
though contorted, wouldn' t be destroyed.” 11 The out-
come was a self-contained typeface with shapes that 
echoed lettering of the Flower Power era of the late 1960s 
and early 1970s.12
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 Pourquoi tant 
 d’Alphabets différ
ents ! Tous servent au mêm 
e but, mais aussi à exprimer la diversité de 

ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle zum selben, aber machen die 
Viel falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkar
te studiert mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, a
ber doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit 
der Schrift. You may ask why so many different type  faces. They all serve the same purpos
e but they express man’s diversity. It is the same diversity we find in wine. I once saw a lis
t of Médoc wines featuring sixty different Médocs all of the same year. All of them were w 

ines but each was different from the others. It’s the nuances that are import
ant. The same is true for typefaces. Pourquoi tant d’Alphabets différents ! To
us servent au même but, mais aussi à exprimer la diversité de l’homme. C’es
t cette même diversité que nous retrouvons dans les vins de Médoc. J’ai pu, 
un jour, relever soixante crus, tous de la même année. Il s’agissait certes de v
ins, mais tous étaient différents. Tout est dans la nuance du bouquet. Il en e
st de même pour les caractères ! Sie fragen sich, w arum es notwendig ist, so 
viele Schriften zur Verfügung zu haben. Sie dienen alle zum selben, aber mac

hen die Viel falt des Menschen aus. Diese Vielfal
t ist wie beim Wein. Ich habe einmal eine Weink
arte studiert mit sechzig Médoc-Weinen aus de
m selben Jahr. Das ist ausnahmslos Wein, aber 
doch nicht alles der gleiche Wein. Es hat eben g
leichwohl Nu ancen. So is es auch mit der Schri
ft. You may ask why so many different type  face
s. They all serve the same purpose but they expr
ess man’s diversity. It is the same diversity we fi
nd in wine. I once saw a list of Médoc wines fea

l’homme. C’est cette même diversité que nous retrouvons dan
s les vins de Médoc. J’ai pu, un jour, relever soixante crus, tous 
de la même année. Il s’agissait certes de vins, mais tous étaien
t différents. Tout est dans la nuance du bouquet. Il en est de m
ême pour les caractères ! Sie fragen sich, warum es notwendig 
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Font production :
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PostScript Type 1

Also available : 
TrueType
OpenType Com
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 Romic
 Colin Brignall
 1979

 Icone
 Adrian Frutiger
 1980

 Poppl Laudatio
 Friedrich Poppl
 1982

nh = 6.98 cm
nw = 6.28
ns = 1.12
nq = 1.13

Hh = 10.00 cm
Hw = 8.23
Hs = 1.30
Hq = 1.07

Hh : Hw = 1 : 0.82
Hw : Hs = 1 : 0.58
Hs : Hq = 1 : 0.82

Roman oh = 7.48 cm
ow = 7.28
os = 1.40
oq = 0.97

nh : nw = 1 : 0.90
nw : ns = 1 : 0.18
nh : oh = 1 : 1.07
nw : ow = 1 : 1.16
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Typeface comparison           Although neither its design 
nor production method bear any relation to inscriptions, 
Icone can still be classed stylistically as an incised face. 
In the German typeface classification DIN 16518 the group, 
which Maximilien Vox terms ̀ Incises' , is not included as 
it had to make way for the generalised ̀ Antiqua Varian-
ten'  group, containing the decorative and display faces 
(see page 77). In the Italian classification by the typeface 
designer Aldo Novarese, it is called ` Lapidari' 13, where-
as the American software and type manufacturer Adobe 
lists it as ̀ Glyphic' 14. The historical significance of incised 
faces justifies a classification group for sans serif type-
faces with waisted downstrokes and typefaces with 
swollen serifs. After all, the origins of Greek and Latin 
alphabets are to be found in stone inscription faces.
Poppl Laudatio is a slightly less dynamic incised face than 
Icone. Its accentuated stroke endings with concave  bases 
are symmetrically formulated, unlike Icone. Romic leaves 
a pronounced dynamic impression, like Icone. In this 
case it is not an incised face but an old style one with a 
written feel. On the other hand, its emphasis on hori-
zontal progression – noticeable in Romic by the serifs, 
which point left at the top and right at the bottom – as 
well as its rounded downstrokes show a kinship with 
Icone.

/35/

Compared to the two other typefaces 
Romic and Poppl Laudatio,  
Icone appears to be wider and to 
have less stroke contrast. 

/34/

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

D
Centre of balance 
on the curve  
moved up slightly

H
Cross-stroke  
not tapered

N 
Only slight 
asymmetric 
shape

b 
Downstroke 
ends flat

n 
Curve appears 
slightly heavier 
than waisted 
downstrokes

p 
Oval counter

y
Swelling serifs 
point inwards 
on both sides

5 7
Strict appearance 
through lines being 
parallel
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ExtraBlack OsF ExtraBlack Italic OsF

Bold Outline

Bold Outline OsF

Light
Roman
Bold
Extra Black
Italic

Hs
0.86 = 0.66
 1.30 = 1
2.36 = 1.81
3.77 = 2.90
1.28 = 0.98

Hq
 0.78 = 0.73
 1.07 = 1
 1.76 = 1.64
2.67 = 2.49
1.09 = 1.02

Hh
10.00 cm
10.00 
10.00 
10.00
10.00

Hw
 7.92 = 0.96
 8.23 = 1
 9.35 = 1.14
10.83 = 1.31
 8.04 = 0.98

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $£€ 0
 123456789
åbçdéfghij 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[. ,:;· ’/- –—]
(¿¡“«‹›»”!?)
{§°%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $£€ 0
 123456789
åbçdéfghij 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[. ,:;·’/- –—]
(¿¡“«‹›»”!?)
{§°%@‰*†} 

 12 3 4 5 6 7 8 9 0

å b ç d é f g h i j 
k l m ñ ô p q r 
š t ü v w x y z &

 12 3 4 5 6 7 8 9 o

å b ç d é f gh i j 
k l m ñ ô p q r 
š t ü v w x y z &

 123 4 5678 9 0  1234 5678 9 0

 1234 56789 0  1234 5678 9 0

 1234567890  1234567890

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¤ £ $ ¥
 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r 
š t ü v w x y z ß 
fi fl æ œ ø ł ð
( . , : ; · ' / - – —)
[ ¿ ¡ “« ‹ ›»”!? ]
{ § ° % @ ‰* †} 

 1234 56789 0

HHHH
  H

11.9°

/37/

Height comparison showing the 
differences of x-height to  
ascender and descender – the cap 
height is the starting point.

/36/

Comparison showing the  
different weights and angle of  
the obliques.
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BREUGHEL
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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 text. 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 
Méridien 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 
Méridien 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.1

So I tried to circumvent the technological shortcomings by means of formgiving. The 
long curves of the slightly waisted downstrokes and concave serifs had to be avoided. Just 
as with Méridien, this would only have resulted in jagged pixels. Therefore, with Breughel, 
I kept the right contour of the downstroke vertical, while the left one was strongly concave 
/01/. 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 

Typographic designs for Breughel     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 waisted 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 
/03/, where it is printed in red to differentiate it from the 
black upright cuts. There are outline drawings with a 
12.5 cm xheight 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 
waisted on both sides. The same drawings also serve as 
templates for the pasteup ̀Hobnail business'  /06/. On the 
same sheet there is a second, similar design called ̀ Irmas 
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 compare 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 terminal 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 Italienne3 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).

Name of typeface
Breughel

Design  | Publication
1978 | 1982

Weights
6
6

Typesetting technology
CRT setting
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype 
– Linotype

Designer
Adrian Frutiger
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/01/

Folder and final artwork for 
Breughel 55 – Linotype archived a 
character set in three folders.
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/02/

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

/04/

Pencil drawings for the design  
of ‘Breughel Script’ – the original 
drawings have an x-height  
of 12.5 cm.

/03/

Proportional template of the  
design for ‘Breughel Script’ (red)  
and the regular font (black) in  
four weights each (1978).
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/06/

Design of a typeface similar to 
Breughel (top) and another version 
derived from it with wedge serifs 
(bottom).

/05/

A design similar to Breughel  
with strokes tapered on both sides 
and vertically cut serifs –  
pencil drawing, original size.

/07/

The design of Ritual (1980)  
is reminiscent of Breughel but also 
of an Italienne such as the later 
Westside.
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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 
/26/. I didn’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/.4 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 white space. In the regular cut, the 
ratio of black to white in one line is approximately 25 – 30 % black and 70 –75 % white.5 
Therefore, a typeface mainly consists of counters and side bearings.

With Breughel, b d p q have oval counters /14/ while with h m n the transition from stem 
to shoulder is 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 q 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.6 A typeface with 

Relationship to Jenson         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 15thcentury typeface 
as a starting point.7 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 handlettered 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 waisted 
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/. 

/11/

Majuscule I of Méridien, Icone and 
Breughel at a low resolution of  
300 dpi – comparison implemented 
using today’s technology.

/09/

Excerpt from the 1471 Fabius 
Quintilianus in the typography by 
Nicolas Jenson (top) and in 
comparison with Breughel Bold.

/08/

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

/10/

Comparison between  
Breughel Script (left), Breughel 
Regular (centre)  
and Regular Italic (right).

/12/

CRT output of Méridien  
showing the typical jagged steps – 
the waisted strokes look  
unattractive.

/13/

Humanist typeface suited for low 
resolution thanks both to the strokes 
being strongly waisted on one  
side only, and to flat, slanted serifs. 
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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.13 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 a e f g /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 old style figures and small 
capitals in the regular cut.14 Linotype did the initial work for this and I then corrected the 
shapes. I designed only the old style  figures 0, 1 and 2 myself, which have totally  different 
proportions /21/ – that might have been a bit lazy.15

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 16 – 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 I look back at it today, I discover its quality: it is sturdy yet well formed with a strong 
character.

A typeface suited to digitisation       In a letter bearing 
the greeting ` Lieber Freund Weidemann'  (Dear friend 
Weidemann)8 Frutiger responded to a 1984 survey9 by 
Eurographic Press.10 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 
phase in the design process. Thus the creation of Breughel 
was the result of the idea of a digitisationfriendly type
face.”11 And in the Gutenberg-Jahrbuch 1985, Heiderhoff 
quoted Frutiger: “Very widesweeping 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, I 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 righthand
side contour of the stem is thus a perfectly straight line, 
while the lefthandside contour simulates a strong curve 
that is achieved through a relatively large number of pix
ellated steps. In the scaleddown version at reading size, 
however, the eye perceives the curvature of the down
stroke as an organic whole.”12

/23/

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

/21/

As opposed to, for example,  
Garamond (top), only 0 1 2 are 
different in the two figure sets of 
Breughel (bottom).

/24/

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

/22/

Apollo (top) and Breughel (bottom) 
display an obvious relationship  
in shape and construction.

/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.

/14/

The transitions from the bowl to  
the stem in b d p q are round –  
the b appears a little soft due to its 
round shape at the bottom left.

/15/

The curves of the lowercase h m n r u 
feature an angular transition into 
the stem, which strengthens the 
appearance of a handwritten shape.

/16/

It is a typographic challenge  
to add some dynamic to  
the strokes of the symmetrical  
X-shape.

/17/

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.

/18/

Only a e f g were drawn from  
scratch for Breughel Italic – all  
other shapes were inclined  
automatically and then refined.

/20/

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

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

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 differ-
ent typefaces. They 
all serve the same
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Leading of a typeface          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 
un fold /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 /09/, 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 
xheight 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 
toread, dark block of text.
Typefaces with a vertical alignment, such as the neoclas
sical ones, and those with a large xheight or with wide 
counters, need generous leading. Linespacing is also 
dependent on line width. In a narrow column the same 
linespacing is perceived to be more open than in a wide 
column /28/. Long lines therefore need more linespacing 
than short ones. One rule of thumb: the space between 
baseline and the following mean line should be at least 
equal to the xheight.

/26/

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

/27/

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

/28/

Breughel LT Regular in  
10.2 pt size and 12.2 line-spacing –  
the line-spacing appears to be 
different each time.

/25/

Characters of Breughel normal in 
CRT (cathode ray technology) 
photocomposition by Linotype.
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 Sie fragen sich
 warum es notwen
dig ist, so viele Schriften zu
r Verfügung zu haben. Sie dienen alle zu 

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 
même but, mais aussi à exprimer la diversité de l’homme. C’est cette même diversité 
que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante crus, t 

ous de la même année. Il s’agissait certes de vins, mais tous étaient différen 
ts. Tout est dans la nuance du bouquet. Il en est de même pour les caractère 
s ! Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu 
haben. Sie dienen alle zum selben, aber machen die Viel falt des Menschen 
aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studie 
rt mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos We 
in, aber doch nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. 
So is es auch mit der Schrift. You may ask why so many different typefaces. Th 

ey 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 featur 
ing sixty different Médocs all of the same year. 
All of them were wines but each was different 
from the others. It’s the nuances that are impo 
rtant. The same is true for typefaces. Pourquoi 
tant d’Alphabets différents ! Tous servent au mê 
me but, mais aussi à exprimer la diversité de l’h 
omme. C’est cette même retrouvons dans les vi 

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- Weinen aus 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
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Breughel ™ 
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6 weights ( +6 SC | +6 OsF )

Font production :
Digitised by Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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nh = 6.39 cm
nw = 5.43
ns = 0.98
nq = 0.99

Hh = 10.00 cm
Hw = 7.87
Hs = 1.17
Hq = 0.72

Hh : Hw = 1 : 0.79
Hw : Hs = 1 : 0.15
Hs : Hq = 1 : 0.61

Roman oh = 6.81 cm
ow = 6.30
os = 1.18
oq = 0.53

nh : nw = 1 : 0.85
nw : ns = 1 : 0.18
nh : oh = 1 : 1.06
nw : ow = 1 : 1.16

 Garth Graphic
 Constance Blanchard / Renee Le Winter
 1979

 Raleigh
 Robert Norton
 1978

 Breughel
 Adrian Frutiger
 1982

Hofstainberg

Hofstainberg

Hofstainberg

H noHq
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nw
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nq oq

K PWa b my36

K P Wa b m y 3 6
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Typeface comparison     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 15thcentury 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 19thcentury Arts and 
Crafts movement.
The most obvious difference to Adrian Frutiger' s Breughel 
can be found in the straight downstrokes of Raleigh 17 
and Garth Graphic 19 (named after Bill Garth,18 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 it is 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 
threedimensional appearance. Additionally, the ascend
er height and the cap height are identical in Frutiger' s 
typeface /32/.

/30/

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

/29/

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

K
Stem waisted on one 
side, foot serif 
shorter on the right 
than on the left

P
Open counter, 
foot serifs 
elongated on  
the right

W 
With centre 
serif

a 
Terminal 
without 
emphasis

b 
Stroke transitions 
directly into the 
curve

m 
Angular transition 
into the stem, 
dynamic curves

y
Descender 
with vertical 
serif

3 6
Open shape, 
round counter
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Roman
Bold
Black
Italic

Hw
 7.87 = 1
8.49 = 1.08
9.13 = 1.16
7.61 = 0.97

Hs
1.17 = 1
 1.77 = 1.51
2.40 = 2.05
1.04 = 0.89

Hq
 0.72 = 1
 0.92 = 1.28
 1.09 = 1.51
0.73 = 1.01

Hh
10.00 cm
10.00 
10.00 
10.00

HÔhxp7
1.00

0

cm Breughel
40.5 pt

130
100
64 5.6

10

5.0−32

HÔhxp7
1.00

0

cm Garth Graphic
41.9 pt

136
103
66 5.6

10

5.3−35

HÔhxp7
1.00

0

cm Raleigh
44.7 pt

129
116

72 6.1

10

5.0−36

Black Italic SCBlack SC

Regular SC

Bold Italic SCBold SC

Regular Italic SC

 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß

 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß

 12345678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß

 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß

 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß

 12345678 9 0
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w a x y z ß

HHH
H 

9.5°

/32/

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

/31/

Comparison showing the  
different weights and angle of  
the italics.
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 Dolmen
1980

296 t y p e - D e s i g n  p r oj e Ct

Type-design project

/01/

Paste-up for the typeface design 
‘Dolmen’ – in contrast to ‘Delta’, g r t 
are replaced by lowercase forms.

/03/

Variants of the uncial design  
with Cassandre – in contrast to  
the designs of the 1950s, the lower-
case a has a gap at the bottom.

/02/

The early-to-mid 1950s  
typeface design for ‘Delta’ is the 
formal foundation for ‘Dolmen’.
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Dolmen

Hobo a

ITC Eras

/08/

A display typeface named Dolmen 
already existed, created by  
Max Salzmann for the Schelter &   
Giesecke type foundry.

/06/

The Art Nouveau typeface Hobo,  
designed in 1910 by Morris Fuller  
Benton, already exhibited the lower - 
case a with smooth bowl juncture.

/09/

In ITC Eras (1976), Albert Boton’s 
slightly oblique sans serif,  
the a has a gap at bottom right.

/04/

Final artwork for ‘Dolmen’, with  
width specifications and digitising 
points for ‘Dolmen’ 45 narrow,  
56 italique and 65 bold.

/05/

Letter comparison between 
‘Dolmen’ (paste-up, top)  
and the less pronounced version 
in the test exposure (bottom).

/07/

Sans serif typefaces with a  
smooth bowl juncture on the a:  
Semplicità (1931), Chambord (1945) 
and Barmen / Barmeno (1983). 

‘Delta’ and ‘Dolmen’   A dolmen is the simplest type of 
New Stone Age megalithic tomb.1 Adrian Frutiger said 
that names from Antiquity have always appealed to him. 
The name was, however, already taken, since as early as 
1922 the type foundry of Schelter  &  Giesecke (Leipzig) 
had produced a robust sans serif typeface with the name 
Dolmen /08/.
Frutiger went back to the hand drawings for ‘Delta’, pro-
duced at the start of the 1950s /02/, for one of his designs 
for ‘Dolmen’ /01/. In contrast to the version from the 
time of Deberny &  Peignot, the English-language paste-
up – which presumably appeared around 1980 – was not 
conceived as a single-alphabet typeface. Rather, it was 
designed – as usual – with capitals and lower case char-
acters. The three uncial forms are replaced by the lower- 
case g r and t, which makes the typeface more flexible.
However, Adrian Frutiger had not fully given up on the 
uncial form, as a further modification of the ‘Delta’ de-
sign shows /03/. The a is designed differently from the 
various attempts with Cassandre (see page 37). The let-
ter curves are rounder and the previously closed  counter 
is now open at the bottom. This design was not pursued 
further. However, ‘Dolmen’ received several final designs 
/04/ and a test exposure /11/12/ before its devel opment 
was halted, like ‘Delta’ before it.
It was not until 2007 that ‘Dolmen’, under the name Nami, 
was completed by Linotype, more than fifty years after 
the first design (see page 402). 

The idea had always been to create a lively sans serif type to sit alongside my grotesque 
typefaces. When I say lively, that should be understood in the sense of soft shapes, and not 
in the hard forms of a pure sans serif. I wanted to design a grotesque where you can feel 
the hand behind it, one that writes. Around the end of the seventies or early eighties, the 
various designs for ‘Dolmen’ were created. At any rate, it was after Frutiger and the final 
artwork for Icone had been done. I found the ‘Dolmen’ design ‘Farbenschein’ from January 
1980 a little too soft with its rounded-off corners /13/. 

The basis for ‘Dolmen’ lies in my type design ‘Delta’ from the mid-fifties (see page 
36). At that time, I had already drawn a sans serif with a handwritten feel to it. Ideas that 
had been either rejected or never brought to fruition, I simply reworked and presented 
again. However, in contrast to ‘Delta’ /02/, in ‘Dolmen’ /01/ there’s no attempt at an uncial 
typeface.

My design seemed to have been accepted by D. Stempel AG / Linotype. At any rate, we 
had implemented the test word ‘OHamburgefonstiv’ and created the first proof /11/. In the 
light font ‘Dolmen’ has a nice appearance. But the liveliness that’s there in the light weight 
is all but lost in the bold /12/. This example shows that you can’t extend all typefaces into 
families. The clearly more-robust aspect gives it another feeling. That was probably the 
reason why further development was stopped. But it’s still not clear to me today why they 
rejected it. In my eyes the project could have taken wing if it had been pushed more. If 
somebody had pushed it, it would have been implemented, no matter whether Mergen-
thaler Linotype in the United States reacted positively to it or not. The Americans had their 
projects and we had ours. But no one pushed it. It just needed someone to say no forcefully; 
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/11/

Sample text produced by the Ikarus 
digitising system – the exposure  
of the proof serves to point out any 
problems in letter shape, stroke 
weight and letter-spacing.

/12/

Proof of ‘Dolmen’ 65 exposed  
on photographic paper – Frutiger’s 
control sign developed for  
Linotype in 1978 serves as a check  
of exposure quality.

/10/

Final artwork for the lowercase a  
of the typeface design ‘Dolmen’ 45 –  
the bowl curve flows cleanly into 
the stem at bottom right.

and all the other voices died down. I certainly had no say in the matter. But I didn’t have 
to manufacture the typeface and get the investment together either – and in those days, 
getting a typeface as far as the matrix plate was a big investment.

The special thing about ‘Dolmen’ – more than any other – is the shape of the lower 
case a. When you look at the word ‘bagger’ in the test exposure, you see straight away the 
formal relationship in the curve junctures of a b and g /11/. But I’m not entirely happy with 
the situation on the bottom right of the a. It looks like the corner is jutting out slightly /10/. 
I’ve often asked myself if it wouldn’t have been better if I’d left a small gap there. Similar 
to how Albert Boton, my former colleague at Deberny &  Peignot, had done in 1976 with his 
slightly oblique ITC Eras /09/. Or, it would at least have been better to pull the bowl down-
wards a little more and let it rise more sharply to the right.

A stable grotesque, like Frutiger for instance, gives a type designer the possibility to 
use it as raw material for the development of further typefaces. ‘Dolmen’, in contrast, isn’t 
raw material – its expression is less dispassionate, less neutral. It’s already pointing in a 
certain direction.

Curve junctures in ‘Dolmen’      There are some differ-
ences between the first design of ‘Dolmen’ /01/ and its 
final version /04/. In the original design the hand-drawn 
ductus is more explicit. For example, the curve of the n 
and r begins further down and, in the r, has a slanted 
ending /05/. The legs of the diagonal letters, v w and y, 
also share this oblique termination. In the test exposure, 
however, they have horizontal terminations /11/. Since 
the curves of a and s are not as diagonal /05/, either, the 
exposed version gives a more austere, tamer impression. 
 However, the appearance of a generous, handwritten 
sans serif is still maintained.
Besides the handwritten appearance of the ductus and 
the waisted stems, the clean junctures of a b d g p q are 
a distinguishing feature of the ‘Delta’ and the ‘Dolmen’ 
designs. This form element is – especially in the lower 
case a /10/ – unusual and, at the same time, charming. 
Amongst the few typefaces that exhibit this a-form is 
the Art  Nouveau typeface Hobo (1910), by Morris Fuller 
Benton /06/. Other sans serif typefaces with this feature 
are Semplicità2 (1931) by the Società Nebiolo type found-
ry and Roger Excoffon' s Chambord (1945) /07/.
In the 1980' s Adrian Frutiger' s ‘Dolmen’ might have found 
its niche: in 1983 H. Berthold AG brought out Barmen /07/  
 – known today as FF Sari – a typeface with smooth curve 
junctures.3  However, Hans Reichel' s typeface, in which 
m n r and u all share this feature, is not as fluid as ‘Dolmen’.
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/14/

January 1980 paste-up of ‘Dolmen 
projekt’ in medium and bold 
weights with the corresponding 
oblique (here referred to as italic).

/13/

January 1980 paste-up of  
‘Dolmen projekt’– the downstrokes 
are more strongly waisted and 
end in diagonals with rounded-off 
corners.
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/17/

Synthesis of the typeface designs 
‘Gespannte Grotesk’ and ‘Dolmen’ with 
the ductus of the narrow Frutiger –  
presumably from the 1990s.

/18/

By varying the stroke ends, even 
with the same base form, a variety 
of different characters can be 
produced.

/15/

Photograph taken from the  
poster Adrian Frutiger á Íslandi:  
24. nóvember 1987 – in the  
background, at left, letters from  
‘Dolmen projekt’. 

/19/

As usual, Adrian Frutiger  
always explored the impression  
of the typeface at various  
weights.

/16/

The diagonally cut strokes of the n, 
in combination with the  
rounded-off corners, make the 
letters dance somewhat.

A further ‘Dolmen’ project          Adrian Frutiger is also 
responsible for another design with the name ‘Dolmen’, 
dating from January 1980 and called ‘Dolmen projekt’ /13/. 
A second sheet shows paste-ups of the four fonts /14/. 
In conversation4, Frutiger has labelled this typeface as 
somewhat soft – in comparison with the ‘Dolmen’ design 
shown earlier. This is understandable. The two typefaces 
are related, but in terms of character are very different. 
Which of the two was developed first is not clear.
The skeleton of both designs is virtually identical, even 
if the curves in ‘Dolmen projekt’ are slightly more angu-
lar, and the lowercase a and d do not have the smooth 
juncture, exhibiting instead an incision. However, the 
` clothing'  – as Frutiger called it5 – produces a wholly dif-
 ferent feel. The ‘Dolmen projekt’ paste-up, with its more 
pronounced stroke endings, has an altogether somewhat 
heavier and, therefore, slightly narrower, appearance. In 
contrast to ‘Dolmen’ – and to Icone – it exhibits rounded- 
off corners and diamond-shaped dots.
Later, Frutiger undertook yet another formally very inter-
esting approach. However, the undated study /17/ was 
shelved by Linotype. Its ductus is similar to a narrow 
Frutiger and the waisted strokes recall his design for 
‘Gespannte Grotesk’ (see page 157). The smooth bowl 
junctures of b and g are from ‘Dolmen’, while the numer-
ous studies for the stroke endings demonstrate, once 
more, Frutiger' s joy in design /18/.
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I don’t recall Tiemann as being a big contract. An employee of the German weekly news
paper Die Zeit came to me one day in Paris, and laid out what they wanted: it was to be a 
slight reworking of the typeface for CRT digital typesetting. Die Zeit’s headings would still 
be handset in Tiemann. My only job was to adjust it to the digital setting system that 
production was being switched over to at the beginning of the eighties. In the world of 
newspapers, these changes took place relatively late. As you can see here in the article  
‘A Farewell to Lead’, announcing the event /01/: “Since its founding, around 192,000 tons of 
lead have been carried through the typesetting department in ‘boats’ by the metteurs (the 
graphic designers) at Die Zeit. Today, they and the typesetters sit in front of monitor screens 
and stay clean. But they, like the editors, got their joy from the sensory dimension of the 
job – being able to touch, to smell. This comes from something in the nature of many jour
nalists: they like to recommend progress to others on a daily basis, but to experience 
progress themselves scares them. They worry for the good old days, and at the same time 
are scared of the new and unknown. Progressive journalists have a deeply conservative 
soul. The changeover at many other newspapers did, at first, flounder upon this contradic
tion. Die Zeit had it easier. The unwanted, but at the same time, inevitable change reached 
us only when it was a relatively mature technology.” 1

Tiemann was only used for headings and subheadings. In wellknown newspapers 
like this one, changing the look was always a thorny topic. The reader is acutely aware of 
that. The appearance of the paper gives it its face – the reader has had it in his head for 
decades. At Die Zeit, a proof of the alphabet was prepared for me as a starting point, prob
ably already on newsprint, so that I could see the ink spread produced by the printing 
process. I changed hardly anything of the basic form of the letters, since I wanted it to 
remain a Tiemann. Other wise, I would have been accused again of bringing my own hand 
to it. It was only a breadandbutter job, not a creative one. Of course, for the photosetting, 
I had to draw the glyphs slightly less fragile. For this reason, I made the fine junctions and 
the serifs slighty bolder. With the c and e you can see that the terminals are a bit bolder 
than in the version for hot metal setting. First I made around ten test letters, with attempts 
at bolder and finer versions. I think Nicole Delamarre may also have worked on that. Actu
ally, she wasn’t employed at my studio at that time, but towards the end of my time in 
Paris in 1992, she was carrying out work for me from home. Tiemann was completed in 
1982, and the reader was informed of the changeover in the edition of the 14 May /01/.

Tiemann-Antiqua at Die Zeit             The liberal weekly 
newspaper Die Zeit was founded in bombed-out Ham-
burg nine months after the end of the Second World 
War, first appearing on 21 February 1946. Initially Bodoni 
was used as the headline face, but starting with Issue 10 
in 1946, it was changed to Walter Tiemann' s Tiemann- 
Antiqua. The foundry type was available from Gebrüder 
Klingspor. For the body type, set in Linotype line-casting, 
Stanley Morison' s Times Roman was employed, a news-
paper typeface specially developed in 1932 for The Times 
of London. Columns that were added later sometimes 
featured other headline typefaces, including even sans 
serifs.
The type most often used after Tiemann-Antiqua was 
Ratio-Latein3 by Friedrich Wilhelm Kleukens /04/, which, 
only a few years after the appearance of the first issue, 
had replaced Didot in the supplement ̀ Feuilleton' . Ratio- 
Latein belongs, as does Tiemann-Antiqua, to the cate-
gory of the 20th-century neoclassical antiquas /07/, but 
exhibits a lighter appearance. These two typefaces were 
still in use in 1982, the year of Die Zeit ' s switchover to 
digital setting. The change of technology to the Linotron 
606 CRT digital setting machines was also used to stan-
dardise the masthead typeface. Adrian Frutiger received 
the contract not only to adapt the normal Tiemann- 
Antiqua for CRT digital setting, but also to develop a 
lighter typeface /10/ as a replacement for Ratio-Latein. 
The two Tie mann fonts drawn by  Adrian Frutiger were 
later adopted into the Linotype range, and can be seen 
in the 1984 type catalogue digital type faces, displayed 
in a design size of 18 pt.4

Also in 1988, at the request of Die Zeit, Linotype adapt-
ed Tiemann for desktop publishing. Die Zeit then had 
both digitised fonts reworked by Jovica Veljović,5 who 
prepared them exclusively for the digital setting of the 
newspaper. He corrected their colour, adjusted the spac-
ing and changed the kerning. Additionally, he expanded 
them to include Light Italic, Normal Italic, Normal Narrow 
and Normal Small Caps, as well as an inline version.6

Since 1998 the two typefaces designed by Adrian  Frutiger 
have been available from Linotype in TrueType format 
and now also in PostScript and OpenType format.

Name of typeface
Tiemann

Client
Die Zeit

Designer
Adrian Frutiger 
( Walter Tiemann )

Design  | Publication
1982  | 1982
( 1922  | 1923 )

Typesetting technology
CRT and lasersetting
Digital setting TrueType

 Manufacturer
– D. Stempel AG | Linotype  
– Linotype

Weights
2
2
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Bodoni
Didot
Walbaum

Tiemann-Antiqua

Caledonia
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The 20th-century neoclassical antiquas               Walter  
Tiemann, the type designer, painter and teacher in Leipzig, 
chiefly known as a creator of gothic typefaces, designed 
Tiemann-Antiqua /02/ in 1922–23.7 This typeface, with its 
neo clas sical bearing, was a product of the Gebr.  Kling-
spor type foundry (Offen bach am Main), which regularly 
entrusted artists with the design of their typefaces.8 In 
1923–26 an italic was developed for Tiemann-Antiqua 
and in 1925–27 a bold font /05/. In 1921, Walter Tiemann 
had already designed Narziss, an inline typeface of the 
20th-century neoclassical character, which in a 1938 type 
specimen was assigned to the Tiemann-Antiqua family 
/05/. Julius Rodenberg declared Tiemann-Antiqua “the 
first German antiqua of the new age”9 by which he meant 
the typefaces available in Germany at the beginning of 
the 20th century. 
At that time in Germany there was a renewal movement,10 

triggered by the creations of William Morris in England, 
who confronted what he saw as the weakness of 19th- 
century type designs by redrawing the typefaces of the 
15th century, so that they matched those of the current 
century in form and quality.11 Under the influence of this 
movement – the Arts and Crafts movement –, various 
artists designed typefaces in a neo-renaissance style, 
amongst them Peter Behrens with his Behrens-Mediae-
val of 1909, Walter Tiemann with Tie mann-Mediaeval in 
the same year, and Jakob Erbar with Erbar-Mediaeval in 
1920. In Germany the question still arose over the use of 

/02/

Sample of the original Tiemann 
Antiqua and TiemannAntiqua Kursiv 
(italic) with ligatures and  
old style figures.

/06/

The neoclassical typefaces  
Bodoni, Didot and Walbaum,  
developed at the end of  
the 18th century. 

/07/

Typefaces of the 20th-century 
neo-classical group: RatioLatein 
(1923), TiemannAntiqua (1923), 
Egmont (1932) and Caledonia (1938).

/03/

Headers from Die Zeit, handset  
in TiemannAntiqua.

/04/

The 20th-century neoclassical 
foundry typeface RatioLatein in the 
‘Feuilleton’ supplement of Die Zeit. 

/05/

Sample strings of TiemannAntiqua 
from 1938 in normal, italic and bold; 
and sample strings of the inline 
typeface Narziss.
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gothic or antiqua, and several type designers tried at 
the beginning of the 20th century to unite the two styles. 
This situation gave rise to Otto Eckmann' s Eckmann- 
Schrift (1900) and Peter Behrens'  Behrens-Schrift (1901). 
All of this had an indirect effect on the gothic typefaces 
themselves, and attempts were made at a simplification 
and renewal of these designs, giving rise to neo-gothic 
types12 such as Deutsche Schrift by Rudolf Koch (1910), 
Hupp-Fraktur (1911) and Tiemann-Fraktur (1914).
The 20th-century neoclassical antiquas would shortly un-
dergo a renewal as well /05/. The year 1921 saw the  arrival 
of Winkel mann-Antiqua, and Ratio-Latein and Tiemann- 
Antiqua followed in 1923. They possess – as do their  
18th-century forebears Bodoni, Didot and Walbaum /06/, 
which was popular in Germany – an upright stress and 
a strong contrast between bold and thin stroke weights. 
In contrast to those earlier typefaces, however, the curves 
at the transitions from bold to fine strokes are more 
softly drawn, and the proportions of the caps differ more 
strongly /11/, which lends them a certain warmth and 
grace. The typefaces also have – where available – a true 
italic, and in Tiemann, the serifs and endings of the low-
ercase letters have angular curves.
Simultaneously with the German renewal of 20th-cen-
tury neoclassical typefaces, there was a return to the 
original ones. In 1913, H. Berthold AG published Didot- 
Antiqua, and the Bauer sche foundry produced Bauer 
Bodoni and Baskerville-Antiqua, both in 1924.13 

/11/

The 20th century neoclassical type- 
face (Tiemann, top) has differen- 
 tiated cap widths – in the neoclassical 
(Bodoni, bottom) they are equal.

/14/

The descenders of p and q have 
been lengthened in the CRT digital 
type versions, and the serif of the q 
has been made the same as in p.

/08/

The original ck- and ch-ligatures 
were taken over by Frutiger –  
however, they were not used in  
Die Zeit. 

/09/

Headers from Die Zeit,  
in Adrian Frutiger’s CRT digital 
typeset version of Tiemann.

/10/

Adrian Frutiger’s newly drawn 
Tiemann light, used in the  
‘Feuilleton’ supplement of Die Zeit.

/12/

Foundry TiemannAntiqua, CRT 
digital type Tiemann roman and 
light (left to right) – the middle 
stroke of the E has been lengthened. 

/13/

Foundry Tiemann (left) and CRT 
digital type Tiemann roman (right) –  
the angles of the W have changed  
to favour more white space.
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New Caledonia
John Quaranta ( William A. Dwiggins )
1979 (1938 )

Tiemann
Adrian Frutiger ( Walter Tiemann )
1982 (1923 )

Fairfield
Alex Kaczun ( Rudolf Růžička )
1991 (1939 )

M Q W b f j n 2 5

M Q W b f j n 25Hofstainberg

Hofstainberg

M Q W b f j n 2 5Hofstainberg
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Typeface comparison      The typefaces compared below 
were originally hot metal typefaces that were made avail-
able under new technologies. Walter Tiemann' s Tie mann-  
Antiqua (1923), designed for handsetting for the Gebr. 
Klingspor foundry, was adapted for Linotype CRT digital 
typesetting by Adrian Frutiger in 1982, and was extended 
with a light version. New Caledonia, based on William A. 
Dwiggins' Caledonia14 (1938, Mergenthaler Linotype), was 
adapted for digital setting by John Quaranta in 1979.15 
Fairfield, designed in 1939 by Rudolf Růžička for Mergen-
thaler Linotype line-casting, was adapted for digital type-
setting by Alex  Kaczun in 1991. Both typefaces had other 
variants added to them.
All three typefaces can be classified under the 20th-cen-
tury neoclassical group but have their own peculiarities. 
In Tiemann-Antiqua, the stem of the lowercase b and d 
ends with a rounding; and the M has splayed legs. Ad-
ditionally – as is the case with Fairfield – the curve junc-
tures are attached to the stem. Fairfield’s a c f and j show 
curve endings that display a thickening but do not end 
in a true teardrop serif. Also, in New Caledonia the tear-
drop serif is discrete, and the stem serifs are sometimes 
hairline and sometimes bracketed.16

In Tiemann-Antiqua, Adrian Frutiger made small changes 
between the hot metal and CRT digital type versions: 
the angles of W change in favour of lengthened hairlines 
/13/, and the middle stroke of the E is longer /12/.

/15/

Characters of Tiemann Light 
alphabet for CRT digital typesetting 
by Linotype.

/16/

Tiemann exhibits the strongest 
connection to a 20th-century neo - 
classical antiqua through its 
marked thick / thin stroke contrast.

M
Legs splayed

Q
Vertical tail 
juncture

W 
No middle serif

b 
Angular juncture 
with stem, rounded 
serif juncture

f 
Crossbar 
diagonally 
terminated

j 
Small i-dot, 
termination 
without  
teardrop serif

n
Angular 
juncture with 
stem

2 5
Curves end both 
with and without 
teardrop serifs
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 You may ask w
 hy so many differen 
 t typefaces. They all serve th 
e same purpose but they express man’s div 

servent au même but, mais aussi à exprimer la diversité de l’homme. C’est cette mêm 
e diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soix 
ante crus, tous de la même année. Il s’agissait certes de vins, mais tous étaient différe 
nts. Tout est dans la nuance du bouquet. Il en est de même pour les caractères ! Sie 
fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu haben. Sie d 
ienen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist
wie beim Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-Weinen
aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der 
gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Sch 
rift. You may ask why so many different type  faces. 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 different Médocs all 
of the same year. All of them were wines but each was different from the o 
thers. It’s the nuances that are important. The same is true for typefaces. Po 
urquoi tant d’Alphabets différents  ! Tous servent au même but, mais aussi   

à exprimer la diversité de l’homme. C’est cett 
e même diversité que nous retrouvons dans l 
es vins de Médoc. J’ai pu, un jour, relever soi 
xante crus, tous de la même année. Il s’agissa 
it certes de vins, mais tous étaient différents. 
Tout est dans la nuance du bouquet. Il en est 
de même pour les caractères ! Sie fragen sich, 
w arum es notwendig ist, so viele Schriften zur 
Verfügung zu haben. Sie dienen alle zum selb 
en, aber machen die Viel falt des Menschen au

ersity. It is same diversity we find in wine. I once saw a list of
Médoc wines featuring sixty different Médocs all of the sam 
e year. All of them were wines but each was different from t 
he others. It’s the nuances that are important. The same is tr 
ue for typefaces. Pourquoi tant d’Alphabets différents ! Tous
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Font production :
Digitised by Linotype

Font format :
OpenType Com

Also available : 
PostScript Type 1
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Versailles came about from the realisation that there was a gap in the Linotype Type Library 
amongst the Latin typefaces. Yes, Méridien (see page 60) is a Latin typeface – and an elegant 
one at that – but it doesn’t have the adornment that these typefaces exhibit. With Versailles 
I wanted to create a Latin typeface that was well grounded historically. When I showed my 
design at one of the type selection meetings at Linotype /03/, Mike Parker 1 said: “That’s it.” 
It’s not real ly heavily ornamented, without curlicues, just enough, so we can use it straight 
away. Lino type had been looking for gaps in the market, and my idea came along at just 
the right time.  Actually, it came out of the conversations with Mike Parker during the meet
ings. We talked about whether Méridien’s classical, taperedend solution to the open curve 
of the a was  better than, say, a more playful, horizontal solution /01/. The more playful solu
 tion with the thick ening and the horizontal ending was chosen unanimously – and that 
was  amongst about twelve people. This curve ending has practically the same weight as 
an a with a teardrop serif  /17/. It’s all about the regularity of the white space and the opti
cal grey of the whole string.

Over a period of at least sixty years, from around 1840 right up to the Art Nouveau era, 
the   Latin typefaces were amongst the most widely used in France. At the start of my type 
design duties at Deberny &  Peignot, I had spoken to Rémy Peignot about Latin typefaces, 
and ever since then I’d had this style of typeface in the back of my mind, and I made stud
ies of it repeatedly. I  really wanted to design a true Latin, at least once. I had the idea of 
raising the dead, reviving the  elegance. When I was designing Versailles, I had Deberny & 
Peignot’s type specimen book open before me, with its pages turned to Latins Maigres /10/ 

and Latins Étroits /11/. In terms of these templates, there were at least ten to twenty body 
typefaces in the type specimen book.

In my design, the curves of the letters a f g j r y have thickened horizontal endings. The 
s  was  also horizontal to start with /01/, but there I went back to the classical form with the 
half serifs /17/. Even the c still had a horizontal termination in the original design. Later in 
the  development that also became vertical. In one way, I suppose, that’s of no consequence, 
but the c  in classical typefaces has a teardrop serif, like a f j and r, and, in light of that, also  
had to have a horizontal ending. In the Latins Étroits by D&P, we find a c that has two dif
ferent endings; horizontal in the larger point sizes, vertical in the smaller ones /11/.  Perhaps 
that’s where the influence comes from. A further explanation would be that  the c with a 
horizontal ending could get confused with the e in the smaller point sizes. However, I think 
it was more of  an intuitive solution, although, after the event, it’s difficult to say what was 
due to gut instinct, and what was thought through. In any case, the  readability wasn’t the 
main reason for the  reworking of Versailles. Whenever I’ve de signed a typeface, I’ve always 
looked at the whole. The endings are a matter of optical balance with the weight.

Historically ‘correct’ Latin typeface            The typeface 
Versailles has no particular connection with the palace 
south west of Paris. The imposing compound at Versailles 
was already in existence at the beginning of neoclassicism 
in the 17th century, a good two hundred years before the 
development of Latin typefaces. Versailles is, however, an 
embodiment of French culture and so is particularly suit
able as the name for this typeface. Also, Frutiger is fond 
of strolling through the Palace grounds.  
A historic Latin inscription can be found in another place: 
carved in mar ble at the Opéra Garnier – the Grand Opéra 
in Paris – on the Eugénie pavillion.2   
With Versailles, Frutiger went back to the neoclassical 
forms. The ̀ Latines'  index in the 1926 Deberny & Peignot 
Spécimen Général listed 14 Latin typefaces. In addition 
to these were 12 related typefaces, whose stroke endings 
exhibit (tri)angular emphases, but which are classified as 
Antique Latinés, Orientales and Helléniques. However, in 
comparison with Caractères Latins Maigres /10/ and Ca
ractères Latins Larges (see page 29), the inwardsarching 
curve endings are more reticently drawn in Versailles. In 
its  proportions Versailles is closer to the  Latines  Deuxiè me 
 Série /16/; however because of their clearly stronger 
stroke contrast, their orientation comes across as more 
vertical. Moreover, the serif junctures are somewhat less 
flowing, which lends them a harder edge.
In Versailles, Frutiger did not use his usual waisted strokes. 
This straightening might have been implemented for 
reasons of design alone, but could also be attri but ed  to 
a consideration of the limitations of digital technology. 
Vectorisation, i. e. the description of curves through a 
series of short straight lines, did not yet allow for  the 
same  quality that had been a characteristic of ear lier forms 
of production. However, compared to the be  gin ning of 
the 1980s, some technological progress must have taken 
place, because Frutiger wrote in 1985: “Today I know about 
the refinement in reproduction and therefore my most 
recent typeface ̀ Versailles’ – reconsidering earlier tradi
tions of nonbitmapped setting technologies – has been 
deliberately designed using a more subtle stroke.”3 
In 1984 Versailles was released in 8 fonts for the Linotype 
CRT machines by D. Stempel AG; this release was fol
lowed slightly later by the additional publication of old 
style numerals and small capitals in the thin and regular 
fonts.4 Since 1993 Versailles has been available as a Post
Script font but without the aforementioned additions. 

Name of typeface
Versailles

Designer
Adrian Frutiger

Design  | Publication
1982  | 1984

Typesetting technology
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– D. Stempel AG | Linotype
– Adobe | Linotype

Weights
8
8
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/06/

Five design drawings for orna-
ments and vignettes displaying a 
formal relationship to Versailles –  
these were never produced. 

/01/

The design sheet for Versailles 
served as the copy sample for the 
paste-up construction –  
it contains two differing versions  
of lowercase a.

/03/

Paste-up with reduced design 
sketches – the s and c still have a 
horizontal ending, and the w  
has a middle serif. 

/02/

Versailles family concept –  
the vertical stress and the  
horizontal curve terminals allow  
for consistent extension. 

/04/

Test string of the typeface name –  
the transitions to the serifs are 
still uncupped, and the s still has 
a horizontal curve terminal. 

/05/

Design of the & (left) and the J 
with a playful variant (middle); and 
the lowercase q, derived from the b, 
with correction notes.
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These days, I find the j a bit heavy in the bottom curve, almost plump /19/. There’s too 
little  contrast between the horizontal and vertical curve shapes. A similar criticism can 
be leveled at the top of the r /17/. It has a deep cutin, but there, where it curves up to the 
horizontal, I find  it too fat. It’s just not elegant. For the lowercase g, I decided against the 
doublelooped shape /18/. For me, the lowercase g, with its three counters is a classical 
form that belongs to a certain era. However, in Versailles I wanted to have a modern solu
tion, even though I knew that the distinctive classical g is an aid to legibility. Even in  
De ber ny &  Peignot’s Latins Étroits, the g has a singlelooped shape /11/. Taken together with 
the legibility, maybe it wasn’t the best choice, but when you see it in purely aesthetic terms 
as a line, then it works really well.

In the P and the Q there’s a lot of tension, also in the curve of the D /20/. Look at the 
white space: it isn’t symmetrical and yet it gives the impression of being so. And the fine 
junctures with the stem, you’ll see what I mean. I’m surprised at my work – the D is just 
beautiful. The number 4 is unusual in that it is slightly convex /21/. The 2 and the 7 also 
exhibit curved diagonals /23/. I tried to inject a certain elegance there, so that it didn’t look 
too hard in a line. That’s something that the numbers all show, in contrast to the caps – 
they’ve got more verve. You can also see similar forms in the Latins Maigres /10/. The num
ber 1 is a special case. For me, it has to be drawn a little stronger in the downstroke than 
in all the other numbers /21/. I always thought of lining figures based on the en width. 
Otherwise the 1, with its narrower form and the grea ter white space on both sides, would 
produce a lighter impression. The rounded guillemets – Versaille’s quotation marks – are 
also a little unusual, I have to admit /22/. I found them more elegant: I found the pointed 

Designing the curve terminals        A particular point 
to note in the Latin typefaces is the makeup of the curve 
terminals. These playful ̀ piglet' s tails'  – which is what they 
look like in, for example, the Latines Deuxième Série /16/  
 – did not sit well with Frutiger' s ideas about a contem
porary Latin text type. The Caractères Latins Maigres /10/ 
were more what he had in mind. For Versailles, he chose 
similar curve terminals, but terminated them horizontal
ly rather than diagonally. While they were still strongly 
curv ed in the original design /01/, in the final version they 
are somewhat more relaxed. A further change between 
the original and the final design can be seen in the ter
minals of lowercase c and s, which change from horizon
tal to vertical /17/. Therefore, for the c, Frutiger opted for 
the ̀ modern'  form of the half serif. This first appeared in 
lowercase c in the 19th century, as a formal harmonisation 
with capital C and low ercase s. Examples are Caractères 
Latins Larges and Caractères Latins Étroits /11/, the latter 
of which is, however, also available with inward curled 
curve terminals. For the s, Frutiger opted for the usual 
half serif shape. In contrast to the other round lowercase 
letters, the s had been drawn  with half serif endings in 
serif types for some time. 
Historically, there has been a variety of ways of terminat
ing these curve shapes. The a without emphasis /07/ 
derives from the handwritten form of the 15th century. 
The teardrop serif developed gradually over the next 
three centuries. /08/. The a also later got a half serif /12/.

/09/

Printing plate for the packaging 
lettering from Deberny & Cie. /  
Ch. Tuleu – the text in Latin type  
was subsequently imprinted. 

/11/

A type sample from Deberny & 
Peignot shows the upper curve 
terminal of the lowercase c  
of Latins Étroits in two variants.

/10/

In Deberny & Peignot’s Latins 
Maigres the curve terminals are cut 
diagonally, and only slightly  
curled.

/07/

The form of the Renaissance a –  
as if written with a broad pen – 
was taken on by 20th-century 
typefaces.

/08/

Variations in curve terminals from the 
15th to the 18th centuries: Jenson, 
Garamond, Caslon, Fournier, Basker
ville and Bodoni (left to right).
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ones too hard. If anything should be criticised, it’s that I simply drew an inclined font 
in  stead of a true italic /18/. In Deberny &  Peignot’s type catalogue, there are  a few cursive 
Latins, and I find the elegance of this typeface lies somewhere else.5 Finally, I drew the letters 
a little lighter, since an italic is, of course, lighter than a roman.

Versailles appeared in 1983. Originally it was vectorised /25/. At the start, when you 
digitised a typeface, you’d get ‘jaggies’ – awful to look at, and way too much information 
nee ded to be stored for a single letter. Later, it was reduced by vectorising, since you could 
account for ten pixels with a single segment. Later came Bézier curves.6 In spite of the 
technical shortcomings of the period, I still view Versailles in a very positive light. I never 
understood why it wasn’t a success. Even though there was a comprehensive prospectus 
/24/, with all the typefaces that I  had designed for Linotype – Versailles amongst them – may
 be they just didn’t advertise it enough.7 It was a very wellconstructed typeface, with four 
bold  weights and the corresponding cursives, with lowercase numerals and also small caps  
in the normal and light versions /26/. In the era of CRT and laser typesetting you had all 
these things that people put a lot of store by in the early eighties. It brought money in: 
they could charge a good price for the fonts, since they were so comprehensive. Unfortu
nately, in the later PostScript version the lowercase numerals and the small caps were 
dropped. 

ITC Latin typefaces at Linotype              In the first half 
of the 20th century very few of the various type found
ries were producing Latinstyle hot metal typefaces, and 
at the  beginning of photosetting they played hardly  
any role. Founded in New York in 1970, the International 
Type face Corporation (ITC) produced typefaces but not 
type setting machines. They were, however, interested in 
bringing some of the more unusual designs into their 
catalogue. Subsequently, ITC sold licenses for their type
faces to the manufacturers of typesetting machines, for 
both their computer and photosetting systems. 
One  of ITC' s licensees was Linotype. This gave Linotype 
the rights to Ed Benguiat' s ITC Barcelona (1981) /28/  
and Jovica Veljo vić' s ITC Veljovic (1984) /28/, which was 
designed the same year as Versailles. Adrian Frutiger' s 
Versailles was, there fore, not the only Latin typeface avail
able from Lino type that was designed in the 1980s, even 
if ITC Veljovic only appeared in their catalogue after 1984. 
The three type faces each provide eight fonts, two sets 
of small caps and in addition to the lining figures either 
old style – or small caps numerals. In addition, Adrian 
Frutiger must have considered providing Versailles with 
matching orna ments or vignettes. More than five design 
sketches were made but are not present in the final type
face /06/. Later, in Linotype Didot (see page 362), Frutiger 
was able to bring these ideas to fruition.

/19/

The curve terminals of g j and 
y appear to be identical, but are 
different in terms of position, 
shape and weight.

/13/

Tapered curve terminals in 
Méridien (left), teardrop serifs in 
Iridium (middle) and uncial  
terminals in Versailles (right).

/21/

In order to lend it sufficient 
clarity in the lining figures, the 
stroke and serifs of the 1 are 
clearly heavier. 

/22/

Round guillemets – like those in 
Versailles – already existed in 
Philippe Grandjean’s Romain du 
Roi (1694 – 1714).

/17/

In the neoclassical Iridium (top), 
the c has a teardrop serif,  
in Versailles (bottom) the c and 
the s both exhibit half serifs. 

/18/

Versailles has an oblique, but no 
italic font, although a true cursive 
is available in Latins Noirs 
Italiques.

/20/

Dynamic forms and counter-
forms; the curves are not equal and 
the counters have no right angles.

/16/

Deberny & Peignot’s Latins Deuxième 
Série exhibits a reduced stroke 
contrast and curve terminals with  
a strong inward curl.

/15/

Varying shapes of the serifs and 
serif junctures in Frutiger’s Latin 
typefaces Président, Méridien 
and Versailles (from left to right).

/12/

Hooked curve terminals in the 
lowercase a of the Latins of 
the 19th century and half serifs 
in typefaces of the 20th.

/14/

Frutiger designed the curve termi-
nals of his three Latin typefaces 
differently: Président, Méridien and 
Versailles (from left to right).
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312 t e xt  t y p e fac e

Determining the letter-spacing        Setting text using 
a computer forces the standard kerning value to be 0. 
How ever this setting is often not appropriate, since the 
letterspacing depends upon the style of typeface, its 
weight and its point size. In hot metal setting the relation
ship between these three parameters was resolved by 
the type designer and manufacturer, and was determined 
by the body size. However, since the introduction of non 
mechanical photosetting, the user has been responsible 
for the letterspacing. 
Unfortunately, the type manufacturers have failed to 
specify a consistently defined null value for their type
faces. They have also failed to provide any information 
about which point sizes are to be used with the standard 
kerning value of 0. For every typeface – even for every 
font – the letterspacing has to be determined by re
peated trial and error. However, the letterspacing is cru
cial for legibility and for an appealing, harmonious com
position. Basically, the letters must not clump together, 
and neither should they be too strung out. 
The rule is: smaller type sizes need wider letterspacing, 
and larger type sizes need narrower letterspacing (see 
facing page). For Frutiger' s text types for Lino type this 
meant that in normal text sizes, they should al ways be 
set with a positive kerning value. Furthermore, thin and 
light  typefaces also need generous letterspacing, since 
large counters call for large spacing. On the other hand, 
bold and narrow typefaces can be set somewhat tighter.

/23/

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

/24/

Dustcover and inside front page – 
the 1983 brochure contains all 
of the Frutiger typefaces available 
from Linotype.

/26/

Characters in Versailles roman in 
the 1987 Linotype catalogue – 
small caps are also included in  
the sample text.

/25/

Greatly enlarged numeral 5 from  
the brochure – the vectors that  
make up the curves in CRT digital 
type setting are clearly recognisable.
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45 Light

56 Italic55 Roman

46 Light Italic Pourquoi tant
 d’Alphabets différ
ents ! Tous servent au mêm 
e but, mais aussi à exprimer la diversité

agen sich, warum es notwendig ist so viele Schriften zur Verfügung zu haben. Sie di
enen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist 
wie beim Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-Weine  
n   aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der gleich
e  Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You may a
s k why so many different type  faces. They all serve the same purpose but they expre
ss man’s diversity. It is the same diversity we find in wine. I once saw a list of Médo

c wines featuring sixty different Médocs all of the same year. All of th
em were wines but each was different from the others. It’s the nuance
s that are important. The same is true for typefaces. Pourquoi tant d’Al
phabets différents ! Tous servent au même but, mais aussi à exprimer 
la diversité de l’homme. C’est cette même diversité que nous retrouvo
ns dans les vins de Médoc. J’ai pu, un jour, relever soixante crus, tous 
de la même année. Il s’agissait certes de vins, mais tous étaient différe
nts. Tout est dans la nuance du bouquet. Il en est de même pour les! Si 

e fragen sich, warum es notwendig ist, so vie
le Schriften zur Verfügung zu haben. Sie dien
en alle zum selben, aber machen die Viel falt 
des Menschen aus. Diese Vielfalt ist wie bei
m Wein. Ich habe einmal eine Weinkarte stu
diert mit sechzig Médoc-Weinen aus dem se
lben Jahr. Das ist ausnahmslos Wein, aber d
och nicht alles der gleiche Wein. Es hat eben 
gleichwohl Nu ancen. So ist es auch mit der S 
chrift. You may ask why so many different typ

 de l’homme. C’est cette même diversité que nous retrouv
 ons dans les vins de Médoc. J’ai pu, un jour, relever soixa  
n   te crus, tous de la même année. Il s’agissait certes de vi  
n  s, mais tous étaient différents. Tout est dans la nuance 
du bouquet. Il en est de même pour les caractères ! Sie fr
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Versailles ™ 
Linotype
8 weights (+CE )

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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ITC Veljovic
Jovica Veljović
1984

Versailles
Adrian Frutiger
1984

ITC Barcelona
Edward Benguiat
 1981

nh = 6.96 cm
nw = 5.92
ns = 1.14
nq = 0.85

Hh = 10.00 cm
Hw = 7.93
Hs = 1.30
Hq = 0.64

Hh : Hw = 1 : 0.79
Hw : Hs = 1 : 0.16
Hs : Hq = 1 : 0.49

Roman oh = 7.40 cm
ow = 7.18
os = 1.39
oq = 0.48

nh : nw = 1 : 0.85
nw : ns = 1 : 0.19
nh : oh = 1 : 1.06
nw : ow = 1 : 1.21

J K P a c j w 2 4

JKPa c jw 24

J K P a c j w 2 4Hofstainberg

Hofstainberg

Hofstainberg

H noHq

Hs

Hw

Hh

nh

ns

nw

os

ow

nq oq

314 t e xt  t y p e fac e

Typeface comparison     There is a large variation in the 
formal characteristics among the Latin typefaces. There
fore a definitive description of their form is possible only 
with some difficulty. Along with their scarcity and lack of 
impact in the 1950s, this is perhaps one reason why the 
type faces with (tri)angular serifs have been refused their 
own typeface classification. According to its serif weight 
and stroke contrast, each Latin typeface was assigned to 
one of the following categories in the Vox, ATypI and DIN 
systems; renaissance, baroque, slab serif antiqua, an
tiqua variants or incises. Therefore, in the 1986 LinoType 
Collection, ITC Barcelona is found under antiqua variants, 
Frutiger' s Versailles under the baroqueantiquas and 
ITC Veljovic under the renaissanceantiquas – an alto
gether unsatisfactory classification. 
With ITC Barcelona, Ed Benguiat had created a Latin type 
with a light stroke contrast and with inward curled curve 
terminals, combined with slab serifs, even in the lower 
case c. In contrast, with its flattened (tri)angular serifs 
and heavier stroke contrast, ITC Veljovic comes across as 
more pointed, and the asymmetrical curve forms lend it 
a dynamic appearance. Versailles, however, is static. Only 
the numerals introduce a playful element. Altogether the 
effect is peaceful, clear, balanced and elegant, but at the 
same time distant. Each let ter stands alone, selfconsis
tent, selfsufficient. It is wholly due to its courtly appear
ance that Versailles earns its name.  

/28/

By eschewing the ‘piglet’s tails’, 
Versailles has a more balanced, peace- 
ful aspect than either ITC Barcelona 
(top) or ITC Veljovic (bottom).

/27/

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

J
Curve ending 
with half serif

K
Angle of the  
legs meets  
stem at a point

P 
Angular  
juncture with the 
stem, below  
slightly rising

a 
Curve end 
flared, 
terminated 
horizontally

c 
Top curve ends 
with half serif, 
bottom is tapered

j 
Curve end 
flared, 
terminated 
horizontally

w
Apex lacks 
serif

2 4
Curved diagonals, 
horizontal crossbars 
only slightly flaring
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95 Black 96 Black Italic

Light
Roman
Bold
Black
Italic

Hw
 7.69 = 0.97
7.93 = 1
8.71 = 1.10
9.67 = 1.22
7.75 = 0.98

Hs
 0.94 = 0.72
 1.30 = 1
1.97 = 1.51
2.89 = 2.22
1.19 = 0.91

Hq
 0.49 = 0.76
 0.64 = 1
 0.78 = 1.22
 1.03 = 1.61
0.57 = 0.89

Hh
10.00 cm
10.00 
10.00 
10.00 
10.00

J K P a c j w 2 4

JKPa c jw 24

J K P a c j w 2 4

HÔhxp7
1.00

0

cm Versailles
40.1 pt

132
100
70 4.3

10

4.1−29
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HÔhxp7
1.00

0

cm ITC Barcelona
42.9 pt

129
100
74 3.5

10

4.0−30

HHHH
     H

10°

HÔhxp7
1.00

0

cm ITC Veljovic
45.7 pt

137
111

73 5.2

10

4.1−30

/30/

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

/29/

Comparison showing the 
different weights and angle of  
the obliques.
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316 log o s  a n d  w o r d m a r k s

logos and wordmarks

 1979   – 1983

Atlantic Institute
international institute for 
economic, political and cultural 
procurement
Paris (F)

Sogreah-Sogelerg-Sedim
institute for engineering sciences
Paris (F)

CGE Novelerg
renewable energy sources  
company
Paris (F)
Design: Brigitte Rousset

Association des  
Sociétés Françaises d’Autoroutes 
Association of  
French motorway companies 
Paris (F) 
Design: Lucette Girard

Scoricentres – Société nationale 
pour la vente des scories Thomas
State Company for  
Mining Slag Exploitation
Paris (F)

Christlicher Sängerbund  
der Schweiz 
Christian organisation
Switzerland

Küppersbusch Systeme
construction of packing plants
Velbert (D)

Musée de Grenoble
art museum
Grenoble (F)

CGE Distribution
electrical appliance company
Montrouge (F)

Philippe Lebaud
publisher
Paris (F)

Autoroute Rhône et Alpes
society for motorways of the 
Rhône et Alpes département
Bron (F)

Collection Colibri
edition by Hallwag Verlag
Bern (CH)

Animation des Autoroutes
Art et Archéologie
Paris (F)
Design: Brigitte Rousset
Design not implemented

Winkel Verlag
publishing house
Basel (CH)

Haas Fotocomposition Fonts
typeface manufacturer
Münchenstein (CH)
Design not implemented

400 years of the Haas’sche  
type foundry
commemorative logo
Münchenstein (CH)

PTT – Schweizer Reisepost
postal bus company
Bern (CH)

PTT – Post Telegraf Telefon
Swiss post and  
telecommunications company
Bern (CH)

Verband landeskirchlicher 
Gemeinschaften des Kantons Bern
Christian organization
Bern (CH)

Musée National de la Renaissance 
Château d’Écouen
Écouen (F)

Domaine Universitaire
Pessac (F)
Design: Adrian Frutiger  
and Gérard Ifert
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 p r o d u ct i o n  o f  t y p e  317

production of type 

 lasersetting

The term ̀ laser'  is an acronym for ̀ Light Amplification 
by Stimulated Emission of Radiation' . In laser print
ing a light beam is used to produce a small, sharp, 
intensely focused point of light on the material to 
be printed. The light concentration is many times 
higher than that of other light sources.
During exposure the light beam horizontally tra
verses the material (film, photographic paper, or, 
since 1993, computertoplate systems). As it does 
so, it is switched on and off, corresponding to the 
shape of the letter. In contrast to the vertical expo
sure in CRT systems, the laser system produces a 
better text appearance at the same resolution /03/. 
Varying the typeface, type size and linespacing  
have no affect on the speed of the light beam.
In 1976 the British Monotype Corporation introduced 
the Lasercomp, a pioneering machine for the laser 
exposure of digitised typefaces. In the United States 
Mergenthaler Lino type followed suit in 1979 with its 
compact Omnitech 2000 system. Exposure and set
ting were combined in a single unit. Linotronic 300, 

a more affordable machine with a separate exposure 
unit was introduced in 1984 /01/. An upstream RIP 
(raster image processor) enabled the highresolu
tion output of PostScript data and provided a con
nection to a  Apple Macintosh computer. A newer 
development, which provides greater economy and 
is more environmentally friendly, is the direct expo
sure of the printing plates – the ̀ ComputertoPlate'  
process – rendering the film exposure stage unneces
sary. 
Essentially, every lasersetter consists of the RIP and 
recorder modules, which can be housed together or 
in separate units. The RIP consists of random access 
memory (RAM) and a processor that converts the 
raw PostScript data into commands that control the 
exposure laser. Additionally, storage units (hard disk) 
increase the number of typefaces that are available. 
The model A of the Linotronic 200P also held a 20 MB 
hard disk, which was capable of storing some 150 
type faces at resolutions of 250, 333 and 500 lines /cm. 
The 80MB hard disk of the model B could store 1000 

typefaces and offered the additional resolution of 
666 lines /cm. 
The recorder only started with the exposure when 
the entire calculation process had been completed. 
According to the desired quality, the exposure res
olution could be set to either 1270 or 2540 dpi, and 
with some models up to 3251 dpi. As well as type
faces, lasersetters also offered the ability to render 
rules and halftones. 
The light sources in laser imagesetters were origi
nally based on the technically elaborate helium neon 
gas laser. The necessary modulator interrupted the 
laser beam, corresponding to signals from the RIP 
and the desired scanline length. This complex piece 
of machinery would often break down in the Lino
tronic 200P, and a more consistent performance was 
later achieved by replacing it with longerlasting 
laser diodes.

/01/

The Linotype Linotronic 300 
lasersetter (in front) can be 
directly connected to the 
 developing machine (behind).

/02/

Diagram of the path of the light beam 
through a Linotronic 300 – the exposure 
can be achieved across the entire  
width of the photographic material.

/03/

Vertical CRT exposure (left) shows 
problems with steeply diagonal  
lines, lasersetting (right) with less 
steep ones.

/05/

In contrast to photosetting,  
where the exposure is done on a 
letter-by-letter basis, in lasersetting 
entire pages are set line-by-line.

/04/

Digitising typefaces for  
lasersetting was done using the 
Ikarus system – tight radii need 
more closely clustered points.

Linotype
Centennial
Page 318

Avenir
Page 330

Westside
Page 346

Vectora
Page 352

Helium-neon laser

Density filter

Modulator

On

Off

Beam splitter

Rotating mirror

Film Escapement

Optics

Polygonal mirror

Photoreceiver
Line start recognition

Line length (72 pica)

Photographic 
material 
(film or paper)

Aplanat

Motor
(constant revs)

Periscope

Pre-objective lens

On-off; AO modulator
Converging lens

2 mW helium-neon laser
Concave mirror

Deflecting mirror

Deflecting
mirror

Collimator
Filter disc

Beam-widening lens
Lightness adjustment
Focusing lens
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LI NOTYPE

 CENTENNIAL

318 t e xt  t y p e fac e

Centennial was a commissioned typeface. Linotype wanted to release a new typeface in 
1986 to celebrate the 100th anniversary of its line-casting machine.1 It was supposed to be 
an all-purpose face in which any text could be set, like a rival to the ubiquitous Times by 
Monotype. Linotype already had Excelsior for newspapers, and paperback books in Ger-
many relied heavily on Hermann Zapf’s Aldus. Yet Times had a different status. If one 
didn’t know which font to go for, Times was used. It was easy for graphic designers who 
were too lazy to think. That’s the sort of typeface Linotype was after.

At the same time Olaf Leu2 was looking for a ‘more readable’ Bodoni. He was very clear 
in formulating what kind of typeface it ought to be: a narrow, neoclassical serif face – 
strong, easily legible and not too contrasty.

Those were the starting points. With them in mind I drew the first sketches and type 
samples, which went relatively quickly. Olaf Leu was the critical eye, together we would 
discuss what worked and what didn’t. Making Centennial was a considerable effort. There 
were two design sizes, 12 pt for body text and 18 pt for headlines /30/. In the end only eight 
months passed from the first draft through to the finished typeface. We had a fixed date, 
besides which 1986 was also a drupa3 year. Accordingly, the typeface was pushed, market-
ing-wise, and a communications concept was worked out for its launch /12/.

It’s interesting to look at Centennial with hindsight and see what lives up to the re-
quirements and what doesn’t. This has nothing to do with the quality of the typeface itself, 
but with the starting position. The job specification names ten criteria for the new typeface; 
it should be easily and quickly legible, normal, universal, lively, handy, robust, tight, proud, 
stable, and classical in the modern sense of the word.

‘Easily and quickly legible’ – that had to be defined more precisely. Is a neoclassical 
face ever appropriate for quick reading? Compared to other neoclassical faces like Bodoni 
/17/, as mentioned in the concept, or Madison /18/ it certainly is. Centennial has less of a 
marked thick-thin contrast, thus minimising the typical flickering effect which hampers 
legibility. ‘Normal’ is a pretty vague term. Centennial isn’t really a normal reading face 
because it’s so narrow, but on the other hand its attenuated contrast between hairline 
strokes and thick downstrokes, its open shapes and large x-height, make it good for normal 
text setting. ‘Universal’, what does that mean? There’s no such thing as a universal typeface, 
seeing as there are two distinct groups to start with, sans serif and serif. Centennial can 
be employed universally, be it newspapers, magazines or books in any language based on 
the Latin alphabet, for any printing method or kind of paper. However, it’s not truly uni-
versal, it’s too influenced by the neoclassical style. ‘Lively’? It’s not very lively compared 
to a normal width transitional face, but still livelier than the strict Bodoni. ‘Handy’ is a 
term I like. Handy shapes are immediately recognised by the human eye. Centennial has 

Linotype’s demands             The type manufacturer had 
high expectations for the success of Linotype Centen-
nial, which has been confirmed by various sources. An 
` internal communication'  by René Kerfante, then depart
ment director of type production, on 21 February 1986 
reads; “Linotype Centennial has to become as success
ful as the classic Times! The reason is that Linotype isn' t 
releasing just any new typeface (to go with the many 
existing ones), but a type concept.” /01/

To market this type concept, an outside consultant was 
employed, even though Linotype had an internal market
ing department. Bodo Rieger produced a 16page com
munication concept, in which he describes the require
ments, starting position and needs, marketing and 
product concept, positioning of the typeface style and 
target groups, and how the concept applies to advertis
ing wording /12/. These high expectations were echoed 
in the journal DruckIndustrie, where it was compared to 
Helvetica: “The aim was not merely to follow  Helvetica, 
the classic modern typeface, with a modern classic type
face, but to stand up alongside it.”4 /03/

Linotype Centennial had to live up to a great many expec
tations. Economically, it was supposed to compete with 
Times; in its application it was supposed to be Bodoni 
with improved legibility; and it was supposed to be 
something exceptional to celebrate 100 years since the 
first Linotype typesetting machine was made in 1886. Its 
name is derived from the Latin word for a hundred, ̀ cen
tum' . The addition of ̀ Linotype'  to the name was made 
both to indicate its origin and to avoid confusion with 
Bell Centennial, a typeface designed by Matthew  Carter 
for telephone directories, commissioned in 1976 to mark 
the centenary of AT&T, the American telephone com
pany.5 
Eight weights plus old style figures of Linotype Centen
nial are published in 1986. The 1987 catalogue does not 
contain the small caps for the 45 and 55 weights /32/ 

and they are missing altogether from the 1988 Linotype 
catalogue for PostScript fonts.6 Initially mostly classic 
type  faces were adapted, and Linotype Centennial had 
not made an impact on the market in the two years that 
it had been available.  Bodoni was the only neoclassical 
face to be included. Linotype Centennial was first made 
available as a PostScript typeface in 1992.

Name of typeface
Linotype Centennial

Client
Linotype

Designer
Adrian Frutiger

Design  | Publication
1985  | 1986

Typesetting technology
CRT and lasersetting
Digital setting PostScript

 Manufacturer
– Linotype
– Adobe | Linotype

Weights
8
8
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/03/

Article from the trade journal 
‘DruckIndustrie’ no. 11/1986 –  
Helvetica is used as a reference.

/01/

1986 Linotype internal  
communication concerning the 
rival typeface Times Roman.

/04/

Advertisement from one of the 
campaigns designed by Olaf Leu  
for Linotype Centennial.

/02/

Page from a Linotype advertising 
portfolio comparing other  
neoclassical typefaces.
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/07/

Sketch showing optimum  
serif thickness in the light weight,  
using the letter m, with three 
different thicknesses.

/05/

Design drawing of a narrow 
weight, made to test the limits of 
what is possible.

/06/

Design and digitisation drawing  
for a bold extended version that was 
never realised.

/09/

Self-made stencil from IBM 
material for drawing serifs and 
bowed stems for  
Linotype Centennial.

/08/

Fine-tuning of serif transition 
bracketing and upstroke,  
combined with different serif 
thicknesses.

41 CENT_24_DE_EN_2014_def.Druck.indd   320 19.02.14   16:38



Characterisation of type     Typographers believe that 
typefaces can influence our perception of words beyond 
their definition alone, drawing on emotions and associa
tions. This has been scientifically confirmed.
In his 1957 book The Measurement of Meaning, psychol
ogist and communication scientist Charles E. Osgood 
separated two different word definitions: denotative 
(main definition) and connotative. To measure connota
tive meaning, Osgood developed the semantic differ
ential. A slight variation on the quantitative analysis of 
subjective meaning was developed by Peter Hofstätter. 
His polarity profiles are based on a mostly sevenstep 
scale, in which the opposite poles have terms such as 
hot /cold and so on.7

In 1968 Dirk Wendt applied the semantic differential to 
typography and claimed that every typeface creates its 
own impression. For his experiment he selected twelve 
adjectives on a fivestep scale from ̀ very'  to ̀ not at all' : 
elegant, classic, kitschy, dynamic, matteroffact, custom
ary, natural, cumbersome, manly, harmonious, decorative, 
and technical.8 More recently Christian Gutschi has work
ed on this subject.9

The 1986 communication concept for Linotype  Centennial 
also used several adjectives to determine the position
ing of the typeface and help place it in the market /12/.

/12/

Extract from the marketing concept 
by Bodo Rieger for the positioning  
of Linotype Centennial.

/11/

Werner Schimpf and  
Adrian Frutiger discussing  
one of the designs.

/10/

Design for a waisted sans serif  
to complement Linotype Centennial  
(top) – conceived in the 1990s  
as an extension into an extended  
type family (see page 157).
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Madison Roman 8 pt
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung 
zu haben. Sie dienen alle zum selben, 
aber machen die Viel falt des Menschen 
aus. Diese Vielfalt ist wie beim Wein. 
Ich habe mal 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 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. Pourquoi tant 
d’Alpha bets différents ! Tous servent 
au même but, mais aussi à exprimer la 
diversité de l’homme. C’est cette même 
diversité que nous retrouvons dans les 
vins de Médoc. 

Bodoni Book 8.8 pt
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung zu 
ha  ben. Sie dienen alle zum selben, 
aber machen die Viel falt des Menschen 
aus. Diese Vielfalt ist wie beim Wein. 
Ich habe mal 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 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. Pourquoi tant 
d’Alpha bets différents ! Tous servent 
au même but, mais aussi à exprimer la 
diversité de l’homme. C’est cette même 
diversité que nous retrouvons dans les 
vins de Médoc. 

Q

Times New Roman 8.6 pt
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung zu 
haben. Sie dienen alle zum selben, aber 
machen die Viel falt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich 
habe mal eine Weinkarte studiert mit 
sechzig Médoc- Weinen aus dem selben 
Jahr. You may ask why so many diffe-
rent typefaces. They all serve the same 
purpose but they express man’s diver-
sity. 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. Pourquoi tant d’Alpha-
bets différents ! Tous servent au même 
but, mais aussi à exprimer la diversité 
de l’homme. C’est cette même diversité 
que nous retrouvons dans les vins de 
Médoc. 

Century Expanded Roman 8 pt
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung zu 
haben. Sie dienen alle zum selben, aber 
machen die Viel falt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich 
habe mal eine Weinkarte studiert mit 
sechzig Médoc- Weinen aus dem selben 
Jahr. You may ask why so many diffe-
rent typefaces. They all serve the same 
purpose but they express man’s diver-
sity. 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. Pourquoi tant d’Alpha-
bets différents ! Tous servent au même 
but, mais aussi à exprimer la diversité 
de l’homme. C’est cette même diversité 
que nous retrouvons dans les vins de 
Médoc. 
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these handy shapes, whether a numeral or a k or an a. ‘Robust’ in the technical sense  
means that it should work well on CRT and lasersetters, in offset printing as well as in 
roto  gravure, which it does. ‘Tight’? Centennial is tight. It doesn’t fidget. ‘Proud’ is some-
thing my typeface is not. It is, however, ‘stable’ and probably also ‘classical in the modern 
sense of the word’, although I’m not too sure exactly what that’s supposed to mean. At any 
rate it’s neither a romantic nor a fantasy typeface, to me it’s more of an elegant one, more 
classical.

To characterise a typeface with zippy adjectives instead of formal criteria is cer tainly 
interesting but also difficult. Olaf Leu never told me the typeface had to be classical or 
lively. Nor did he describe how the numerals or other professional details ought to look. 
He merely told me to do it, and then we’ll have a look at it together. He simply trusted his 
eyes, and when he agreed to something, it was done.

Centennial has a few special features. For instance, I made its x-height visibly  higher 
than other neoclassical typefaces /23/, while I tended toward openness as far as width is 
concerned. That improves legibility because it appears bigger. In the beginning I experi-
mented with different widths for lowercase letters such as n b a /05/. I tried to see how far 
I could reduce them. I tested the optimal serif strengths for lowercase m /07/, to find the 
limit. I’ve never gone that far with any of my other typefaces. In this case I really wanted 
to know what the proper serif strength was in order for it to remain neoclassical, not too 
thick and not too thin, and to avoid damage under exposure where possible. I made ver-
sions with three and a half, four and four and a half millimetre thickness, and chose the 
strongest.

A standard neoclassical typeface    A typeface becomes 
a standard when it is used a lot. The most important 
aspects of a standard are versatility, availability for all 
printing or setting methods, and minimal required space. 
It must also possess good legibility, have a neutral ap
pearance in order to convey all kinds of content, have a 
contemporary feel yet still be essentially timeless. 
A typical example of a standard typeface is Times Roman.10 
It meets all the requirements listed, and has achieved 
widespread use in the second half of the 20th century, 
not only for newspapers but generally as a text and dis
play typeface. Due to the robustness of its shapes and 
their economical use of space, it became popular, and 
hence it became available for all typesetting methods 
and all major typesetting machine manufacturers11 in
cluded it in their library. In time it started to outdo other 
Dutch old style and transitional typefaces such as Caslon 
and Baskerville, or newspaper typefaces like Excelsior. 
Now that Times is a core font on PCs, it is also omnipres
ent in the office.
Both Didot' s and Bodoni' s typefaces from the 18th cen
tury are seminal influences within the neoclassical group. 
They set the standard for faces of their time with their 
formal quality, subtlety and technical perfection.  Bodoni 
remains the most important representative of this group 
to this day.
At the request of Prof. Olaf Leu, a leading German graph
ic designer, the new typeface was to be a more legible 

/15/

Iridium and Linotype Centennial: 
different treatment of similar 
upper- and lowercase terminals.

/16/

Three different possibilities  
for the AE ligature in Iridium (left), 
Breughel (middle) and Linotype 
Centennial (right).

/17/

The poorer legibility of the neoclas-
sical typeface Bodoni is evident, 
due to its low x-height and strong 
thick-thin contrast.

/14/

Iridium (left) and Linotype  
Centennial (right) with looped 
ampersands; the latter  
also with a looped pound symbol.

/13/

The Q tail is not centred 
(according to the stress) but  
offset slightly to the right.

/18/

The two narrow neoclassical faces 
Madison and Century Expanded,  
both available by Linotype.

/19/

Universal application and  
minimal space requirement, like  
Times, were the aims when  
creating Linotype Centennial.
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Linotype Centennial Roman 7.4 pt
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung 
zu haben. Sie dienen alle zum selben, 
aber machen die Viel falt des Menschen 
aus. Diese Vielfalt ist wie beim Wein. 
Ich habe mal 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 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. Pourquoi tant 
d’Alpha bets différents ! Tous servent 
au même but, mais aussi à exprimer 
la diversité de l’homme. C’est cette 
même diversité que nous retrouvons 
dans les vins de Médoc. 

Bodoni
Didot
Walbaum
Centennial

Centennial 7.7 pt – 5 % verschmälert
Sie fragen sich, w a rum es notwendig 
ist, so viele Schriften zur Verfü gung zu 
haben. Sie dienen alle zum selben, aber 
machen die Viel falt des Menschen aus. 
Diese Vielfalt ist wie beim Wein. Ich 
habe mal eine Weinkarte studiert mit 
sechzig Médoc- Weinen aus dem selben 
Jahr. You may ask why so many diffe-
rent typefaces. They all serve the same 
purpose but they express man’s diver-
sity. 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. Pourquoi tant d’Alpha -
bets différents ! Tous servent au même 
but, mais aussi à exprimer la diversité 
de l’homme. C’est cette même diversité 
que nous retrouvons dans les vins de 
Médoc. 

I put a lot of sweat and toil into this typeface. There was the will to produce the best 
my hands were capable of, with all the details. Along with that there was the idea of mak-
ing all vertical strokes slightly waisted – my way of bringing a typeface to life. For draw-
ing connections and terminals I made a stencil for Centennial /09/ out of IBM material12 

because something like that couldn’t be bought in a shop. First I cut the shape out and 
then I sanded it down with very fine emery paper until it was absolutely right. I put a lot 
into the sanding. I wasn’t too lazy to draw all the curves the same. This went one step 
further. I wanted to make sure that all joins were exactly the same. I had a whole collec-
tion of self-made stencils for Centennial. For the really small curves I used a Monotype 
stencil. 

There were fundamental decisions to make with some of the letters. Where should 
the tail go on uppercase Q? It seemed to me that in a neoclassical typeface constructed 
over the vertical cross it ought to come more or less out of the middle. Here it’s offset 
slightly to the right /13/, which one could criticise. The ampersand is equally classical /14/. 
Because the Americans insisted on ‘their’ ampersand, I opted for the traditional version. 
I also went for the classical solution for the pound symbol /14/, which means a loop belongs 
on the bottom. I can see in these details how strong the will was to bring little of my own 
personal preferences into the typeface. I only stayed true to my habits in uppercase J, 
where I just couldn’t bring myself to use a teardrop shape /15/. The AE ligature is daring.  
I really wanted the A to be symmetrical. Because of this the upper part of the E is very 
long /16/. I had no set rules for these characters, each time it was simply a new typeface 
for me.

and economic Bodoni. Linotype seized this opportunity  
 – to coincide with the centenary of the typesetting ma
chine – to make Linotype Centennial a new standard 
among neoclassical typefaces. The requirements of the 
new typeface led to differences between Linotype Cen-
tennial and Bodoni. Linotype Centennial has a calmer 
appearance overall, due to its low stroke contrast, tall 
xheight and strong serifs. This makes Adrian Frutiger' s 
typeface extremely versatile, even for high speed print
ing on poor quality paper.
The neoclassical Linotype Centennial needs a little more 
space than the transitional Times New Roman for type
setting. Linotype Centennial achieves the same use of 
space as Times New Roman /24/25/ when compres sed 
by 5 %, although this affects its legibility. 
As an exclusive Linotype typeface – though only made 
available as a digital PostScript font two years after 
Bodoni was – Linotype Centennial never caught on like 
Times or Helvetica. This may be one reason why the 
success that Linotype so desired for the typeface con
tinues to elude it.

/25/

Shape comparison between Linotype 
Centennial and Times (bottom) –  
100 % width (top) and compressed to  
the width of Times (95 %, middle).

/20/

Change in the a-shape in the  
italic ae ligature in Iridium (left),  
a-shape maintained in Linotype 
Centennial (right).

/21/

Different fl-connections and widths 
for Iridium (left) and Linotype 
Centennial (right) – single letters 
(above), ligatures (below).

/24/

Text sample of Linotype Centennial  
in the same optical size as Times, and 
compressed to 95 %, with the same 
tracking.

/22/

The tabular numeral 4 has a  
foot serif which the old style figure 
does not have, it ends in a swell 
serif.

/23/

The most important representatives 
of the neoclassical group – Bodoni, 
Didot and Walbaum – in comparison 
with Linotype Centennial.
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In general one can ask oneself whether it makes any sense for a neoclassical face to 
try and compete with a renaissance or transitional face, but the requirements and the 
typeface description by Olaf Leu were very clear. There was no mention of old style, and 
anyway a narrow old style is pointless. Had the word transitional been mentioned, my 
pencil would have drawn something completely different. The relation to Times is down 
to success and Linotype’s desire to counter the ever present Times.

I find Centennial to be a very good reading typeface, a good all-round typeface for  
text setting of which I’m really proud. Even though this time Linotype did work a lot on 
publi cising and marketing the typeface, it didn’t become quite the driving force Linotype 
were looking for. My world was sans serifs, that was obvious. I’d love to have designed  
a successful text face. That didn’t work out, my serif faces never spread the way Univers 
or Frutiger did. Still, Centennial is one of my most professional typefaces; it was created  
on the back of 25 years’ experience of type design, with absolute logic – and feeling, 
 naturally.

100 years of Linotype typesetting         On 17 July 1886 
Ottmar Mergenthaler, a German emigrant in the United 
States, received the first patent for his ̀ Blower'  typeset
ting machine. It was the first functioning matrix setting 
and linecasting machine. One of these machines was 
installed in the New York Tribune newspaper printing 
plant. Its publisher Whitelaw Reid inspired its future 
name with his cry of “A line of types!” In the same year 
the newspaper released the very first machineset book, 
The Tribune Book of Open Air Sports.13

To mark the centenary of the machine in 1986, Linotype 
released its Mergenthaler type library in a new, extensive 
grand edition. The LinoTypeCollection was conceived 
by Adrian Frutiger, Horst Heiderhoff, René Kerfante and 
Walter Wilkes, and was designed by Heinz Richter.14 The 
collection is arranged into eight colourcoded classifica
tion groups /27/. Divided over six Perspex boxes and 
placed on a trolley made by Swiss furniture makers USM 
Haller /26/, the LinoTypeCollection contains over 1600 
fonts on as many doublesided A4 landscape pages. 
Naturally, the eight Linotype Centennial weights by 
 Adrian Frutiger are also included /28/. With its looseleaf 
format the collection is flexible and easy to add to, and 
the laserset Linotype typefaces are presented exqui
sitely.

/27/

Title page of the accompanying 
brochure explaining the LinoType- 
Collection with colour codes.

/28/

Front of the sheet for Linotype 
Centennial 55 with character set, 
setting specimens and additional 
information.

/26/

Rolling cart with the  
LinoType Collection – six Perspex  
boxes containing 1600 weights  
on specimen sheets.
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Two design sizes           Initially Linotype Centennial was 
made available in two design sizes, 12 pt for text setting 
and 18 pt for titling. Only the 12 pt design size is shown 
in the 1986 LinoTypeCollection, although the specimens 
go up to 84 pt type size /28/.
In the accompanying booklet Linotype comments on 
the design sizes: “Special care is taken in the production 
of photosetting typefaces to ensure that typeface draw
ings (design sizes) are applied which suit the particular 
requirements of the typeface. Most of our photosetting 
typefaces are applied so that all point sizes may be set 
from one design size. […] However, there are typefaces 
which are especially sensitive (e. g. Bodoni ). They cannot 
be enlarged or reduced at will without loss of quality, 
otherwise their characteristic serifs would become too 
thick or too thin, or the counter openings would become 
too wide or too narrow.” Linotype made typefaces with 
a high stroke contrast available in two or more sizes. They 
recommend design 8 pt size for type size up to 10 pt, 12 pt 
design size for type sizes from 9 to 24 pt, and 18 pt design 
size for type sizes from 12 pt and over.
Linotype Centennial is now only available for digital type
setting in the slightly stronger 12 pt design size /30/. More
over, the downstrokes appear to be straightened /31/.

/30/

Outline of the current version  
over the redrawn original drawing 
in design size 18 pt.

/31/

The first version by Linotype  
has slightly concave stems (left),  
in the current version they  
have all been straightened (right).

/29/

Character set of 
Linotype Centennial normal for 
lasersetting by Linotype.

/32/

Linotype Centennial 55 is available 
in two design sizes, 12 and 18 pt – 
1987 (above) still without,  
1992 (below) with small caps.
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66 pt | –30 50 pt | –15 33 pt | –15 22 pt | –10 15 pt | 19 pt | –5 10 pt | 13 pt | 2 7.5 pt | 10.2 pt | 5 6 pt | 8 pt | 15 76 Bold Italic75 Bold

45 Light

56 Italic55 Roman

46 Light Italic Sie fragen sich
 warum es notwen
dig ist, so viele Schriften zu
r Verfügung zu haben. Sie dienen alle zu

h mit der Schrift. You may ask why so many different typefaces. They all serve the sam 
e purpose but they express man’s diversity. It is the same diversity we find in wine. I o 
nce saw a list of Médoc wines featuring sixty different Médocs all of the 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 typefaces. Pourquoi tant d’Alphabets différents ! Tous 
servent au même but, mais aussi à exprimer la diversité de l’homme. C’est cette même 
diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soixante

crus, tous de la même année. Il s’agissait certes de vins, mais tous étaie 
nt différents. Tout est dans la nuance du bouquet. Il en est de même pour 
les caractères ! Sie fragen sich, w arum es notwendig ist, so viele Schriften  
zur Verfügung zu haben. Sie dienen alle zum selben, aber machen die Vi
el falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal  
eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selben Jahr. 
Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein. Es hat 
eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You may ask wh 

y so many different type  faces. They all serve 
the same purpose but they express man’s div 
ersity. It is the same diversity we find in wine. 
I once saw a list of Médoc wines featuring six 
ty different Médocs all of the same year. All o 
f them were wines but each was different fro 
m the others. It’s the nuances that are impor 
tant. The same is true for typefaces. Pourquoi 
tant d’Alphabets différents ! Tous servent au 
même but, mais aussi à exprimer la diversité

m selben, aber machen die Vielfalt des Menschen aus. Die
se Vielfalt ist wie beim Wein. Ich habe einmal eine Weinka
rte studiert mit sechzig Médoc- Weinen aus dem selben Ja
hr. Das ist ausnahmslos Wein, aber doch nicht alles der gl
eiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auc

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å bçdéfgh i j 
k lmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[. , : ; · ’/- – —]
(¿¡“«‹›»”!?)
{§°%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghi j 
k lmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; ·’ / - – — ]
(¿¡“«‹›»”!?)
{§ °%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é f g h i j 
k l m ñôp q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’/ - – — ]
( ¿¡“«‹ ›»” !? )
{§° % @‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é f g h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; ·’/ - – — ]
(¿¡“«‹ ›»” !?)
{§° %@ ‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç dé fg h i j 
k l m ñôpq r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; · ’ / - – — ]
(¿¡“«‹ ›»”!?)
{§°%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
å b ç d é fg h i j 
k l m ñ ô p q r š 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[ . , : ; ·’/ - – — ]
(¿¡“«‹ ›»” !?)
{§° %@ ‰*†} 

AB C D E FG H I J K LM N 
 O P Q R S T U V W X Y Z & 
 abcdefghi jklmnopqrs 
 tuvwxyzß1234567890

Linotype Centennial ™ 
Linotype
8 weights ( +2 SC | +8 OsF | +CE )

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Std
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Corporate A
Kurt Weidemann
 1990

Linotype Centennial
Adrian Frutiger
 1986

ITC Fenice
Aldo Novarese
 1977

nh = 6.94 cm
nw = 5.81
ns = 1.39
nq = 0.66

Hh = 10.00 cm
Hw = 7.29
Hs = 1.56
Hq = 0.40

Hh : Hw = 1 : 0.72
Hw : Hs = 1 : 0.21
Hs : Hq = 1 : 0.26

Roman oh = 7.42 cm
ow = 6.47
os = 1.62
oq = 0.40

nh : nw = 1 : 0.84
nw : ns = 1 : 0.24
nh : oh = 1 : 1.07
nw : ow = 1 : 1.11

A G R a b n s 27
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A G R a b n s 27Hofstainberg
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Typeface comparison          The vertical stress and bal
anced proportions of letter widths are characteristic of 
neoclassical typefaces. ITC Fenice, Linotype Centennial 
and Corporate A – the latter was originally an exclusive 
corporate typeface for DaimlerBenz company (see page 
358) – are particularly noteworthy for the narrow feel of 
their character, without being narrow typefaces, as well 
as their tall xheight /36/. All three typefaces appear strict, 
with a sober elegance.
Compared to Bodoni and Didot, the influential neoclas
sical typefaces of the late 18th century, the xheight of 
Linotype Centennial is substantially higher. In this respect 
Walbaum Antiqua, cut by Justus Erich Walbaum around 
1800, can be regarded as a model /23/.
While ITC Fenice has the most typical stylistic features 
of a neoclassical typeface when it comes to stroke con
trast and serif shape – apart from its unique features – 
these are less obvious in Linotype Centennial. In Corpo-
rate A there are barely any neoclassical elements, par
ticularly in the curved serif shapes. However, its even 
oval arcs with vertical stress are neoclassical.
Linotype Centennial regular weight is relatively strong 
right down to the hairlines, making it robust and versatile 
for typesetting, even under poor conditions.

/34/

Of these three narrow-looking  
static typefaces, Linotype Centennial 
is the widest and its shapes appear 
softer.

/33/

Measurements of stroke widths 
and proportions of the Linotype 
Centennial regular weight.

A
Flat top,  
flat foot serif

G
Round transition 
from curve to stem, 
bracketed transition 
to foot

R 
Curved right leg, 
terminal curves 
upwards

a 
Upstroke with drop, 
entry into stem 
slightly sloping

b n
Flat upstroke  
rises very slightly,  
b has foot serif

s
Terminal 
with semi-
serif

2
Curved diagonal, 
slanted terminal

7
Curved 
diagonal,  
round  
terminal
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55 Roman OsF & SC

75 Bold OsF

45 Light OsF & SC

95 Black OsF

46 Light Italic OsF

56 Italic OsF

76 Bold Italic OsF

96 Black Italic OsF

95 Black 96 Black Italic

Light
Roman
Bold
Black
Italic

Hw
 7.09 = 0.97
7.29 = 1
7.92 = 1.09
8.39 = 1.15
6.92 = 0.95

Hs
1.27 = 0.81
 1.56 = 1
2.19 = 1.40
2.62 = 1.68
1.48 = 0.95

Hq
 0.40 = 1
 0.40 = 1
0.49 = 1.22
0.49 = 1.22
0.42 = 1.05

Hh
10.00 cm
10.00 
10.00 
10.00
10.00

 1234567890
åbçdéfghij 
klm ñôpqrš 
tü v w x y z &

 1234567890

 1234567890
åbçdéfghij 
klmñôpqrš 
tüvw x y z &

 1234567890

1234567890

1234567890

1234567890

1234567890

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghij 
k lmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[. , : ; ·’/- – —]
(¿¡“«‹›»”!?)
{§°%@‰*†} 

Å B Ç D È F G 
H I J K L M Ñ 
Ô P Q R Š T Ü 
V W X Y Z & 
Æ Œ ¥ $ £ €
 1234567890
åbçdéfghi j 
klmñôpqrš 
t ü v w x y z ß 
fi fl æ œ ø ł ð
[. , : ; ·’/ - – — ]
(¿¡“«‹›»”!?)
{§°%@‰*†} 

HÔhxp7
1.00

0

cm Linotype Centennial
40.2 pt

130
105
70 5.0

10

4.3−30

HÔhxp7
1.00

0

cm Corporate A
43.5 pt

130
100
71 4.1

10

4.2−30

HÔhxp7
1.00

0

cm ITC Fenice
41.3 pt

132
100
74 3.5

10

3.4−25

16°

HHHH
   H

/36/

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

/35/

Comparison showing the  
different weights and angle of  
the italics.
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Avenir – a human linear grotesque            The 1988 
edition of Linotype Express contained the passage: “Even  
a few years ago there were still rules about which type-
faces must not be used together and a tendency towards 
sharply differentiated font sizes. The greatest contrast 
was  always sought between large and small, thin and 
bold, coloured or plain. Today, however, typography is 
tend ing toward a soft and nuanced expression.” And 
fur ther down Adrian Frutiger writes: “Through a close 
examination of the stylistic developments of the past 
decades and a comparison of all existing typefaces,3 I 
undertook the task of  developing an alphabet that would 
be of its time. (…) The typeface that originated from this 
analysis, Avenir, tries neatly to encompass all the present 
fashions. Typographers  will discover in it a typeface that  
 – in spite of its strict con struction – has a humanist ap-
pearance.”4

With Avenir, Frutiger had seized upon the ideal of Ancient 
Greek stone inscriptions. “The circle, triangle and square 
are becoming … the dogma of a new religion. At its core 
is  the belief in the alphabet. It is a manifestation of human  
endeavour, not divine dispensation,“ wrote Philipp Luidl.5  
How do we recognise the masterpiece in Avenir that 
Frutiger has mentioned in his interview?6 Does not the 
most technical class of typeface, the constructed typeface, 
embody the renunciation of human qualities, and the 
embracing of the mechanical? Or is this only the case 
with those typefaces, constructed with ruler and compass 
by graduates of the Bauhaus? And would the technical, 
through the optical corrections of the circle, not simply 
be given a human face? When Le Corbusier wrote: 
“Geom etry is the language of humanity”7 he expressed 
a belief that geometry was deeply human. 
On the one hand, the idea of geometric typefaces is 
based on the absoluteness of mathematical perfection, 
on the basic forms such as circle, square and triangle, as 
well as linear strokes. On the other hand, a typeface – 
espe cially a text typeface – should conform to certain 
optical criteria that render it pleasant to read. And here 
a contra diction raises its head. To find that balance, to 
recognise that moment when both aspects – the math-
ematical and the human – join together in equilibrium, 
that was for Adrian Frutiger the masterstroke in Avenir. 
Making that mathematically perfect form more pleasant 
to the human eye is  what Frutiger considers his para-
mount achievement. 

In the mid-80s, I looked back on some 40 years of ongoing work with sans serif type faces.  
I  felt, as it were, a duty – following on from the stylistic developments – to draw a geomet-
ric gro  tesque myself. First off, I carried out a study1 on the grotesque typefaces that  were 
available  from Linotype at that time, and realised that a modern version of the construc-
tivist grotesque was  missing. There were the historic geometrics from the ’20s, like  Futura 
or Kabel /20/ – typefaces which were becoming popular again. I had seen the success of 
Herb Lubalin and Tom   Carnase’s ITC Avant Garde Gothic /27/, and I felt that a new  graphic 
era had begun. These new  geometric alphabets /32/, however, remained display faces; they 
weren’t any use for setting print ed body text. I started by comparing all existing  typefaces 
of the same sort, so that with all  that experience I could produce an independent alphabet, 
one that belonged in the present.

 As a starting point, I set myself the task of rendering more human the circular shapes 
that had  been drawn using compasses. I sat myself down in a small, quiet room, and first 
of  all drew an  o contained within a perfect circle – the first and most important letter. Then 
I  refined it, always with the goal of forming an easily readable curvature that was also easy  
on the eye. Scientific investigations have shown that the human eye has been shaped by 
nature so that it’s able to recognise danger, which comes more often from left or right than 
from above or below. You can use two fingers to demonstrate that your field of vision is 
stretched horizontally: hold them before your eyes and draw them away slowly – they’ll 
stay  in sight for longer when you move them  sideways than when you move them up and 
down.2  In contrast, a fish or a bird has fully round eyes, since danger can come from all 
sides.  The insight here is that horizontal values are evaluated differently from vertical 
ones. Translated into typefaces, this means making the horizontal strokes thinner, and the 
vertical  strokes thicker, as the type cutters have always done. From such considerations 
was the o  of Avenir born. I looked at it for a long time, laid the perfect circle and my shape 
next to each other, and saw that the modulated o had a resonance, and  that in comparison, 
the hard round circle was simply a geometric shape, not a letter /01/. I  showed both to my 
wife, Si mone, and to several other people – the reaction was always the same: everyone 
saw the mo dulated o as a letter immediately. This experience encouraged me to  take things 
further. 

With this o as a starting point, I drew the entire alphabet in a light weight. All the 
strokes had  to sit with those of the o. It was about making the tiniest adjustments. In the 
horizontal  and  vertical stroke weights I made such slight differences that the eye actu ally 
couldn’t see  them  any more, but would rather feel them. I began with the juncture of the 
n and saw how thin I could make it, while still staying true to my original ideas about the 
typeface /01/.  From the first word I’d make a reduction, then check it all again. In this way, 

Name of typeface
Avenir
Avenir Next •

Designer
Adrian Frutiger

Design  | Publication
1987 |  1988

Typesetting technology
CRT and lasersetting
Digital setting PostScript
Digital setting OpenType

 Manufacturer
– Linotype
– Adobe | Linotype  
– Linotype •

Weights
6

12
32
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o
/01/ 

A perfect circle makes the upper and 
lower portions of the o appear too fat –  
the same is true for the juncture 
with the stem (left) – Adrian Frutiger’s 
original design for Avenir (right).
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/03/ 

Variants of Avenir 55 – double- 
storey g, diagonally terminated 
curve ends in r t and a with 
a half serif (bottom).

/02/ 

Adrian Frutiger’s study for Avenir 
from 1987 contains a short historical 
overview and a comparison of  
the available typefaces. 
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 Avenir LT 45
 Avenir LT 55
 Avenir LT 65

 gradually, I built up an entire lowercase alphabet, with about ten additional capitals. It 
was always about the finest of nuances. Avenir is the typeface where I expended the most 
effort in getting it exactly right, and all by hand. In that sense I pushed it to the limit. It’s 
the  most precise typeface I’ve ever drawn. 

Before I presented my new typeface to the type selection meeting, I had prepared my-
self well, as always. In a concept document /02/ I illustrated Linotype’s existing sans  serif  
type faces  and identified gaps in the market. I showed, with the aid of the test string ‘ge nova 
GENOVA’ a whole  collection of sans serif typefaces, put together sample texts and various  
weight gradations. For such meetings, I always wrote a report with explanations and also 
historical developments. But I’d hardly ever done this as thoroughly as with Avenir. It was 
really important to   me to include all comparable typefaces. The conclusion was: “There is 
a need for a modern in terpretation of the constructivist grotesque.”/02/ 

Geometric principles were fundamental to the idea behind Avenir. It’s a variant form 
of the  gro tesque. I always felt a clear separation between antiqua and sans serif – they’re 
two dif ferent worlds. The one world is that of the softer, rounder typefaces for poetry and 
literature. The other is that of the sober, clear typefaces for signage and information. It’s  
a lot harder to design  a grotesque; in a serif typeface you can hide your mistakes; use the 
serifs to fudge things, or the  junctures. In contrast, the sans serif is like a slippery eel,  
al ways sliding through your fingers, it’s very difficult to get a grip on it. I’ve always pre-
ferred the grotesque, I wanted to re work the entire spectrum. My approach was always: a 
typeface must be able to be expanded  into a family. Alfred Willimann, my teacher at the 
Kunstgewerbeschule Zurich, never wanted to hear about semibold or bold; for him there 

/09/

Even in a linear grotesque like 
Avenir, the upstrokes have a 
slightly lighter stroke weight than 
the downstrokes.

/04/

The oblique of Avenir LT was 
created electronically, and contains 
no optical correction – the angle  
of inclination is 8°.

/12/

Adrian Frutiger’s concept of finely 
differentiated weights, enables text 
composition similar to a halftone 
screen. 

/07/

In contrast to Futura (left)  
and ITC Avant Garde Gothic (centre), 
the f r t of Avenir are somewhat 
broader (right).

/06/

In Futura K and R exhibit somewhat 
smaller counters – ITC Avant Garde Gothic 
and Avenir employ two different 
solutions to this (from left to right).

/05/

With its downstroke, the G  
of Avenir follows the model of  
Roman capitals (right) rather than 
the geometric grotesques (left).

/10/

Three equal stroke weights in the A 
(left), three varying stroke weights in 
the A of Avenir (middle), as made 
clear in the mirrored version (right).

/11/

The next heaviest weight of Avenir, 
when viewed in negative, looks 
optically identical to the preceding, 
lighter weight.

/08/ 

The stroke widths in Avenir are not 
constant – this comparison 
makes the slightly varying widths 
in the O apparent. 

Studies on the linear grotesque            For Linotype' s 
type selection meeting of February 1987, Adrian Frutiger 
had drafted the document: ̀ Wo gibt es Marktlücken im 
heuti gen Schriftenangebot? (Where are there gaps in 
the current typeface market?)8 /02/ He conceived of the 
possibility of a modern, geometric sans suitable for body 
text. First, the foundations were laid. Adrian Frutiger 
showed Garamond, representative of all text typefaces 
with dynamic strokes, and which recalls writing with a 
broad pen. Against this he contrasted the typewriter 
face with its constant stroke weight – a result of the 
mechanically cut characters. Adrian Frutiger wrote that 
this was a rational consideration, derived from the age 
of industrialisation. Proportional typefaces with a ̀ rigid 
line'  were not taken up by the found ries. On the other 
hand, a multitude of linear grotesque typefaces with 
optical correction were produced.9 
In his study, Frutiger had compared the typefaces Spar-
tan, Futura, Neuzeit, DIN Neuzeit, Gill Sans, Kabel and 
ITC Avant Garde Gothic. For Avenir he developed a syn-
thesis of the aforementioned. He chose, in contrast to 
ITC Avant Garde Gothic, a normal x-height and as cenders 
that were not greatly exaggerated, as is the case with 
Futura.10 For a g t u he adopted the distinctive shapes of 
Gill Sans. However, for g he finally adopted the  single- 
storey form /03/. In the lowercase letters Avenir resem-
bles most closely Wilhelm Pischner' s Neuzeit-Grotesk 
1929 /20/. In the capitals it is rather individual.
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/15/

Original drawings with two 
variants – Q with an orthogonal 
tail that passes through into 
the counter, and R with an open 
counter.

/16/

Overlaid original drawings  
for b d p q – the descenders are 
somewhat shorter than the 
ascenders.

/14/

Paste-up of two narrow fonts 
and the ultrablack version 125 –  
implemented by Linotype in 
2004 in Avenir Next.

/13/

Avenir 35 and Avenir 95 represent  
the upper and lower limits for  
the interpolation of the intermediate 
weights – original drawings with 
guidelines and corrections.
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Gill Sans

was only ever the pure line. He totally rejected the idea of typeface families. That’s where 
our ways parted, since I was a designer of typefaces destined for graphic design. Avenir 
emerged from the Willimann spirit but in the sense  of his theory of inscriptional typefaces. 
In that theory I could bring the simple line to ex pression; additionally I could make all 
those slight  differences between horizontal and ver tical that were practically never seen, 
but only felt.

In the ’80s, extremely fine, delicate fonts were in fashion. That was the case with  Avenir  
as well, where, starting with a light version, I made subtle gradations, always using in-
terim steps. The light version I labelled 45, then the following ones 45.5, then 55 and 55.5  
/02/. It was almost like  a colour gradient: graphic artists should be able to experiment with 
the  finest gradations. I had no plans for a fully developed family. I just started out with 
the  idea of designing a geometric typeface that was easy on the human eye.

There are details that I drew in a different way compared to my usual style. The base 
let ter  t, for example, has a horizontal stroke at the top /07/, since this is a constructed font. 
The  i has a  round dot instead of a rhomboid /07/, since it felt more ‘right’ in that context. I 
designed two alternatives for the lowercase a and g /02/, one leaning more towards Futura  
and ITC Avant Garde Gothic, the other more towards Gill Sans. For the a, I plumped for the 
classical  form, since a circle with   a stroke really isn’t an a. The classical, double-eyed g, 
on the other  hand, absolutely does not be long in such a pure, constructed typeface, so here 
I used the shape derived from the cursive. I  also designed two variations for each of f r t, 
and the versions with the less diagonal terminations were used /02/. In contrast to Futura 
or ITC Avant Garde Gothic, Avenir doesn’t have a completely round G /05/. I simply couldn’t 

/20/

In contrast to the Bauhaus 
alphabets, all geometric sans serifs  
of the 1920s exhibit optical  
correction.

/23/

Typeface samples of Futura from 
the Bauersche foundry (1928) –  
the last line contains Paul Renner’s 
alternative characters.

/17/

The first sans serif printing typeface 
Two Lines English Egyptian (1816), 
by William Caslon IV belongs to the 
geometric classification.

/21/ 

An alphabet based on perfect circles, 
Joost Schmidt’s ‘Construction of  
a grid-based grotesque’ is typical of 
the Bauhaus-Dessau design school.

/18/

The Monotype version of the  
dynamic Gill Sans also features  
some alternative shapes in the  
geometric style. 

/22/

Around 1925, Paul Renner designed 
a variety of alternative characters 
for Futura – however, they were not 
popular with the end users.

/24/

The Roman formal ordering  
principle as the foundation of the 
geometric grotesque – Rudolf  
Koch’s system for Kabel (1927).

/19/

Conforming to the Roman Trajan 
proportion, the E of Futura is a 
double square, unlike the ‘Greek’ 
Avenir (from top to bottom).

Early geometric sans serif           The first sans serif 
typeface, Two Lines English Egyptian /17/ appeared in 1816  
in the type  specimen book of William Caslon IV.11 It drew 
upon the Greek design principle of circle, square and 
tri angle.The vertical double square used by the Romans 
/19/ does not play a role here. As a seemingly  geometrical  
sans serif it is unique amongst all the typefaces of the 
19th century.12

It was only in 1916 with Edward Johnston' s Railway Type 
that   the idea of the geometric sans serif typeface was 
taken up again.  It formed the basis for Eric Gill' s Gill Sans, 
 published  in 1927, the alternate characters of which have 
a geo metric appearance /18/. Around 1920, Wagner & 
Schmidt in Leip zig  released a typeface that would later 
come to be called  Kristall Grotesk /20/.13 For the German 
linear grotesques, the Roman double-square principle 
/19/  is absolutely characteristic, as can be seen in Jakob 
Erbar' s Erbar Grotesk (1926) /20/, in Paul Renner' s Futura 
/23/ and Rudolf Koch' s Kabel (both 1927) /24/. In all these 
typefaces the inscriptional form is also evident, as can 
be seen from the sharp angles in A M N V W. 
The elementary forms of circle, square and triangle were 
also dominant in the teaching of the Bauhaus.14  However,  
these alphabets, developed from 1924 onwards, as well 
as  Joost Schmidt' s ` construction of a grid-based gro-
tesque'  were never implemented. Their lack of optical 
correction made them unsuitable for longer texts. The 
Roman proportion played no role in these experiments.
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imagine that, since, for me, a G has always got a corner at  the bottom right. The vertically 
cut circle is equally geometric. In the R, the juncture doesn’t meet the stem like it does in 
the K /06/, since the counter at the bottom would have been too small. 

The experiments for the narrow versions /14/ were not implemented. Neither was the  
oblique – there is no constructed oblique. In my concept document I said: “Inclined cuts 
are impossible in this style. However, from purely economic considerations, an inclined 
version should be  offered for every weight.” Originally, Avenir was offered in six regular 
weights /53/. There were three slightly varying weights for body text, and in addition there 
were two bold weights that were constructed in such a way that no compromise had to be 
made for com pact letters like a or e. Only  later was an inclined form added to each weight. 
I was also later asked to have a go at an ultrabold Avenir /14/. I replied that if there was a 
demand for it, I  would try it out. I was just being accommodating. Actually, there never 
was an ultrabold version, it was out of the question. I was always against any further 
extensions. But I never said that Avenir couldn’t be ex tended – I just didn’t want to do it 
myself.

Now, there’s Avenir Next, with over 20 weights /60/. When it has been as well done as 
by  Akira Kobayashi, the artistic director at Linotype – then you really can’t say anything 
against it. Akira sent me a test string of each cut, to obtain my approval. There was really 
nothing to disagree with. It’s so perfect that I ended up saying: Why not? But if the market 
demand hadn’t been there, I wouldn’t have agreed.

The name Avenir was, of course, a conscious allusion. I did that on purpose. ‘Futura’ 
is  the Latin word for future, ‘Avenir’ the French equivalent. But there was never any  question  

/25/

In 1968 Herb Lubalin, art director 
of the magazine Avant Garde 
produced the distinct masthead – 
title page of issue no. 5, 1968.

/26/

Herb Lubalin and Tom Carnase’s 
ITC Avant Garde Gothic first 
appeared in 1970 – page from  
the ITC catalogue (1974).

/29/

Bank Gothic (1930) by Morris Fuller 
Benton and Microgramma (1952)  
by Alessandro Butti and Aldo 
Novarese based on the rectangle.

/27/

Ed Benguiat developed the  
condensed fonts in 1974 – in 1977 
A. Gürtler, C. Mengelt and E. Gschwind 
released the oblique fonts. 

/30/

Aldo Novarese’s Eurostile (1962) 
and Dick Johnson’s Serpentine 
(1972) both convey a constructed 
appeareance.

/28/

Adrian Frutiger’s corporate 
typeface Alpha BP (1969) for the 
British Petroleum Company 
used Futura as a starting point.

/31/

Electronic –  
Letraset’s Data Seventy (1970);  
John Russel’s Russel Square (1973); 
Alan Birch’s Letraset LCD (1981).

A new constructed grotesque    In his concept studies 
for Avenir /02/, Frutiger created ̀ a list of grotesque type-
faces' , ordered according to formal criteria. Within this 
group he further classified the typfaces into ` old ones' , 
like  Erbar, Futura etc. /20/ and ` new ones' , to which he 
as signed ITC Avant Garde Gothic /27/. A further group, 
which likewise contained constructed typefaces Adrian 
Frutiger named ` Fantasy-Grotesque' . The majority of 
those  are Amer  ican types from the 1970s, whose shapes 
deviate in parts from the normal by having straight lines 
or corners replaced by curves, in the manner of ITC Bau-
haus /32/.15 What these typefaces have in common is an 
extremely fine  version, thanks to improved photosetting 
technology.  
Herb Lubalin' s 1968 masthead for Avant Garde marked 
the beginning of this trend /25/. Subsequently numerous 
circle-based typefaces were created, among them Colin 
Brignall' s Premier (1969) /32/ and the type family ITC 
Avant Garde Gothic (1970) /27/ by Herb Lubalin and Tom 
Carnase.16 The ligatures made interesting title designs 
possible, while at  the same time cultivated a tighter set-
ting. Presumably in  order to achieve a cohesive line for-
mation for body text, the  letter-spacing of these (too-)  
thin sans serifs was re duced – with disastrous results. 
Many texts from the 1970s and 80s – even those in antiqua 
typefaces – are simply too tiring to read, and a genera-
tion of young type users were denied the opportunity 
of appreciating good typo graphy.17
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of  wanting to compete with Paul Renner’s or Herb Lubalin’s typeface. I just wanted to bring 
a bit  of humanity to the field of geometric types. Avenir wasn’t a success at first. But I will 
say:  what I  did was the longest development period typeface, because there’s so much 
purity  in it. That I was able to design this typeface shows how finely honed my typograph-
ical sensibilities can get. Univers was a striking idea, as was Frutiger, but in Avenir there’s 
a harmony that’s much more subtle than in the others. When a letter shape really works, 
when  you can say “that’s it” – that  really is a joy. And the joy is greater with Avenir than 
with  Univers. You appreciate the o  of Univers more quickly than the o of Avenir. It’s all 
sub jective, I can’t describe it other than a  feeling. The quality of the draughtsmanship in 
Avenir – rather than the intellectual idea behind it – is my masterpiece. To draw in all 
those nuances, so fine that you can hardly see them, but you know they’re there, that  really 
sapped my strength. It was the hardest typeface that I have worked on in my life. Working 
on it, I always had human nature in mind. And what’s crucial is that I developed the type-
face alone, in peace and quiet – no drafting assistants, no-one was there. My personality 
is stamped upon it. I’m proud that I was able to create Avenir.

/35/

Constructed uppercase alphabets 
with perfect circle O – ITC Busorama 
was also designed by Tom Carnase.

/37/

Lightly reworked versions of Neville 
Brody’s Typeface Two and Typeface 
Six were released by Linotype  
in 1989 as Industria and Insignia.

/32/

Circle-based typefaces from  
the late 1960s onwards – Bauhaus by  
Ed Benguiat and Victor Caruso  
was not designed at the Bauhaus.

/36/

Typefaces from Émigré – Zuzana 
Ličko’s Modula (1986), Zuzana Ličko 
and Rudy VanderLans’ Variex (1988); 
Jeffrey Keedy’s Keedy Sans (1991).

/34/

Page from The Face 77/ 1986 –  
logo, title and design by  
Neville Brody, set in Monotype 
Baskerville and Futura.

/33/

This collage-like, colourful design 
(1983) by American graphic 
artist April Greiman is typical of 
the New Wave.

New Wave and Techno     For Avenir, Frutiger drew on 
his experiences with his own Alpha BP (1969) /28/. He 
also, however, took on board the still-current trend of 
the 1970s extremely fine fonts. At the same time, he 
responded to the style of flowing transitions, which – in 
the form of weight transitions – was typical for many 
creative works of the 1980s New Wave /33/, by using six 
fine, graduated weights /12/. With these fonts, Adrian 
Frutiger produced a forerunner of the multiple master 
idea. With this technology Adobe would, in 1991, offer 
the seamless generation of fonts along four design axes  
 – ̀weight' , ̀ width' , ̀optical size'  and ̀ style' . The weight axis, 
for example, allowed the user to generate, between two 
extremes, a multitude of weight gradations themselves. 
The first two multiple master typefaces appeared in 1992: 
Myriad MM (see page 257) and Minion MM. 
As in the preceding decade, several constructed display 
typefaces were created in the 1980s /36/. In contrast to 
earlier attempts, the emphasis was now placed on angu-
larity, and often extremely black fonts were used. Neville 
Brody' s typefaces, designed for the magazine The Face, 
became very popular. Typeface Two and Typeface Six in 
particular became the trendsetters for the Techno style.18 
In his designs, Brody harks back to the Constructivism of 
the early 20th century and to 19th-century industrialisa-
tion. In contrast to Avenir, his typefaces and typography 
/34/ display a brutish strength.
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/38/

Characters of Avenir normal  
for laser digital typesetting by 
Linotype Library.

/39/

The eight-page brochure (1988) 
was a missed opportunity:  
it showcased neither contemporary 
design nor the qualities of Avenir.

/40/ 

This marketing leaflet for  
Avenir was given out at the Type 90 
conference in Oxford in 1990 – 
the handwritten script contrasts 
with the geometrical typeface.

Production and marketing           The type selection 
meeting took place in February 1987, and shortly after, 
Adrian Fru tiger delivered the first sketches for the prep-
aration of  a test string. At the start of May, he produced 
print samples of Avenir 55 on various paper stocks, as 
well as examples of the planned weight gradations. In 
July the sample string ̀ OHamburgefonstiv '  followed in 
master designs for 35 and 95. At this point a contract had 
not yet   been finalised. This was eventually concluded in 
August. In February 1988 test exposures of 54 units of 
Avenir 35 were readied on the CRTronic, and the digitis-
ing of Avenir 95 was begun. In May 1988 the interpolation 
of  the intermediate versions was carried out.19

The four finely graduated weights of Avenir offered not 
only nuanced possibilities in the area of body text, they 
were  also suitable for positive-negative reproduction 
/11/. The two heavy weights were intended for emphasis 
and headlines. Although the concept was described, it 
hardly  featured in specialist magazines, and was nowhere 
to be  seen in the catalogue /39/.20

Slanted fonts were not offered by Linotype for CRT set-
ting and lasersetting. Instead, they were generated by 
the typesetter as requested. However, in 1989 oblique 
PostScript typefaces were available. Since these were 
sloped electronically and had no optical correction, the 
angle of in clination was limited to 8° /04/.
Planned in 1992, Avenir 125 ultrabold and the thin weights 
/14/ were only implemented in Avenir Next. 
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 You may ask w
  hy so many differen
 t typefaces. They all serve the
same purpose but they express man’s di 

us servent au même but, mais aussi à exprimer la diversité de l’homme. C’est cette mê 
me diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever soi 
xante crus, tous de la même année. Il s’agissait certes de vins, mais tous étaient diffé 
rents. Tout est dans la nuance du bouquet. Il en est de même pour les caractères ! Sie 
fragen sich, warum es notwendig ist, so viele Schriften zur Verfügung zu haben. Sie die 
nen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist wie 
beim Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-Weinen aus d 

em selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der gleic 
he Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. 
You may ask why so many different type  faces. They all serve the same pur 
pose 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 different Médocs al 
l of the 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 typefaces. 
Pourquoi tant d’Alphabets différents ! Tous servent au même but, mais au 

ssi à exprimer la diversité de l’homme. C’est 
cette même diversité que nous retrouvons d 
ans les vins de Médoc. J’ai pu, un jour, relever 
soixante crus, tous de la même année. Il s’a 
gissait certes de vins, mais tous étaient diff 
érents. Tout est dans la nuance du bouquet. 
Il en est de même pour les caractères ! Sie f 
ragen sich, warum es notwendig ist, so viel 
e Schriften zur Verfügung zu haben. Sie dien 
en alle zum selben, aber machen die Viel falt 

versity. It is the same diversity we find in wine. I once saw a li
st of Médoc wines featuring sixty different Médocs all of the 
same year. All of them were wines but each was different fro
m the others. It’s the nuances that are important. The same i 
s true for typefaces. Pourquoi tant d’Alphabets différents ! To

 AB C D E F G H IJ K LM N
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 tu vwxyz ß1234567890

Avenir™ 
Linotype
12 weights  (+CE )

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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Litera
Michael Neugebauer
 1983

Insignia
 Neville Brody
 1989

Avenir
 Adrian Frutiger
 1988

nh = 6.61 cm
nw = 5.77
ns = 1.11
nq = 1.02

Hh = 10.00 cm
Hw = 7.71
Hs = 1.19
Hq = 1.10

Hh : Hw = 1 : 0.77
Hw : Hs = 1 : 0.15
Hs : Hq = 1 : 0.92

Roman oh = 6.95 cm
ow = 7.07
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oq = 1.02

nh : nw = 1 : 0.87
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nh : oh = 1 : 1.05
nw : ow = 1 : 1.22
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Typeface comparison         With Avenir, Adrian Frutiger 
had clearly filled a gap in the market, since, as geometric 
comparison typefaces from the 1980s, there are only the 
examples of display typefaces such as Litera by Michael 
Neugebauer and Insignia by Neville Brody /42/. These 
two typefaces are not suited for body text, due to their 
extremely high x-heights and their (sometimes) rather 
unconventional glyphs. However, they possess lowercase 
characters, in contrast to other geometric display type-
faces from the period. And in comparison to Litera and 
Insignia, Avenir appears a little less broad, not least due 
to its re duced x-height.
By looking at the o, the difference between Avenir and 
Litera  and Insignia becomes immediately apparent: it is 
more balanced. The outer edge appears circular, but does, 
however, have minimal optical correction. The main opti-
cal correction takes place on the inner edge. Litera has 
no such correction, and therefore appears to be more 
thinned-out at the sides than at top and bottom. In  
Insignia, the height is on the whole somewhat reduced 
in comparison to the width. 
The three comparison typefaces clearly distinguish them-
selves from each other. As opposed to Avenir, in Litera 
it  is clearly more noticeable that it is a synthesis of earlier  
typefaces. The resemblance to ITC Avant Garde Gothic is 
particularly noticeable /26/, even if several letters have 
differing shapes, and the x-height is slightly higher. The 
diagonally terminated curve ends and the pointed di-
agonals are further differences. 

/42/

In contrast to Litera and Insignia, 
Avenir exhibits a balanced 
relationship between its x-height 
and its cap height, one of the 
reasons for its increased legibility.

/41/ 

Measurement of stroke widths  
and proportions of the Avenir 
normal weight.

M 
Wide, right-angled 
proportion, V-form 
rests horizontally 
on the baseline

G 
Curve ends 
in vertical throat 
without spur

R 
Diagonal 
leg clearly 
offset from 
stem

a 
Classical 
shape, curve  
cut diagonally 

t 
Stem cut 
horizontally at 
top, curved 
under 

o 
Stroke weight 
slighty 
reduced top 
and bottom

v 
Angle 
horizontally 
terminated

4 6 
Blunt termination 
of angles, diagonals 
horizontally 
terminated
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Medium
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Hw
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7.88 = 1.02
8.23 = 1.07
8.67 = 1.12
7.62 = 0.99

Hs
0.93 = 0.78
0.99 = 0.83
1.19 = 1
1.35 = 1.13
1.77 = 1.49
2.18 = 1.83
1.17 = 0.98
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 1.10 = 1
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1.94 = 1.76
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10.00 
10.00
10.00
10.00
10.00

HHHHHH
   H

8°
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76 3.1
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45.5 pt
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100
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0
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/44/

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

/43/

Comparison showing the  
different weights and angle of  
the oblique.
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/53/

The original Avenir LT with the  
four finely graduated text weights 
and the two bold cuts  
for headlines and emphasis.

/50/

In Avenir LT the horizontal strokes of 
E F G are all at the same height – 
in Avenir Next that of the F is slightly 
lower and that of the G clearly lower.

/52/

In the 4 of Avenir LT the diagonal 
is the lightest stroke; in Avenir Next 
(right) it is the horizontal – and  
the 0 is also narrower. 

/45/

Adrian Frutiger’s orginal drawings 
with measurements (background) 
superimposed by the PostScript 
version of Avenir LT 35.

/51/

A skewing in the X-diagonal is 
required optically – in Avenir LT 
(left) this is far more noticeable 
than in Avenir Next (right). 

/46/

In Avenir LT (left) interior side on 
the m is vertical, on the n it is 
slightly inclined; in Avenir Next 
they are both the same.

/47/ 

On the K of Avenir LT a short 
bridge joins the diagonals 
to the stem; in Avenir Next this 
is absent.

/48/

In Avenir LT 95 Black (left)  
the e conforms less to a perfect 
circle than it does in  
Avenir Next Bold (right).

/49/

In contrast to Avenir LT (left),
the at-sign in Avenir Next (right) is 
more harmonious and a little  
more open.
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Avenir Next UltraLight
Avenir Next Thin
Avenir Next Light
Avenir Next Regular
Avenir Next Medium
Avenir Next Demi
Avenir Next Bold
Avenir Next Heavy

         HHHHHH  
HHH    H    HHHH

Avenir Next Condensed

Avenir Next                  In 2002 Linotype decided upon 
the reworking and extension of Avenir. In the marketing 
brochure /59/ for Avenir Next, it stated: “Avenir' s true 
potential as a contemporary typeface has not been ap-
preciated.” Akira Kobayashi, art director of Linotype, was 
quoted as saying: “There are some fonts missing that 
would   make Avenir universally applicable.”21 Adrian Fru-
tiger' s idea of providing the layout designer with minimal 
shifts in weight in order to be able to produce gradations 
with text /12/, is no longer in fashion. More varied type-
faces are demanded, as well as a broader spectrum from 
ultralight to black /60/. Furthermore, there is a demand 
for  condensed fonts. Avenir Next was reworked by Akira  
Kobayashi, with Adrian Frutiger as consultant. 
The new version shows improvements. The start of m and  
n is given the same shape and is not so strongly curved 
/46/. Originally Frutiger had drawn them vertical /45/. The 
angle of the uppercase K is set directly against the stem, 
and the bridge eliminated /47/. In the X, the offset of the 
diagonal is more conservative /51/, in  the 4 the diagonal 
is strengthened, and the 0 receives a  somewhat more 
oval, narrower shape /52/. There are now  also old style 
figures /56/ and small caps /57/.22

Moreover, in Avenir Next the bold-fine contrast is  slightly  
increased compared to Avenir LT, and the narrow fonts 
ex hibit clearly tapered junctures. Because of this, in larg-
er point sizes and also in its narrow versions, Avenir Next 
loses some of its linear character /55/.

/60/

The weight gradations of Avenir Next 
encompass a wide spectrum – the 
weights with the same designation 
differ from those in Avenir LT.

/59/

Avenir Next brochure in three 
languages (2004) – the 16 pages 
show sample strings and 
usage examples of all the fonts.

/54/

Characters of Avenir Next Regular 
for OpenType digital typesetting  
by Linotype.

/57/

True small caps such as the ones  
for Avenir Next are an enrichment 
and are increasingly used in  
sans serif types.

/56/

Avenir Next contains old style 
figures (left) that differ 
formally from lining figures and 
small caps numerals (right).

/61/

Avenir LT (top) and Avenir Next 
(bottom) have almost the 
same stroke weights – although 
light and roman are omitted.

/55/

Especially in the narrow fonts, 
Avenir Next has sharply tapering 
curve junctures, and therefore 
has a less linear appearance.

/58/

Avenir Next OpenType Pro is 
equipped with a comprehensive set 
of accented characters  
for multilingual typesetting. 
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Weights
1
1

 Manufacturer
– Linotype
– Linotype

Design  | Publication
1988 | 1989

Typesetting technology
CRT and lasersetting
Digital setting OpenType

Name of typeface
Westside

Designer
Adrian Frutiger

As a type designer I wanted to draw something in every style. It’s a matter of professional 
pride.  After having done old style, Latin, Egyptienne and grotesque, Italienne was still  miss-
ing. Westside  from 1989 is my contribution to this group. It was created during a  period in  
which I felt a cer tain degree of emptiness. Up until the late seventies I had been working 
flat  out on projects. After  that came a quiet phase where I suddenly had time to think. I 
felt  that I was through with  the whole area of classic type, with or without serifs. I had 
round ed off my work nicely with Linotype Centennial, and I had no desire to do a Gara-
mond-style  typeface; it just wasn’t my thing. Grotesque, too, seemed to be exhausted.  What 
was missing  was a cowboy typeface with bold  serifs, like part of the ‘corporate identity’ of 
any Wild West  movie. I found the existing Ital iennes with their big feet too harsh and  strict 
/09/. Like so  many times before, I was interested in the inner shapes. The fine curves in the 
serifs give  Westside its own expression /10/. A text  set in this typeface looks like  a weaving 
pattern.

Another reason for trying an Italienne may have been the fact that I had a  consultan cy 
con tract with Linotype, and felt myself obliged not to show up at type selection meetings 
empty  handed. This was also behind the steady search for new possibilities. Those were 
the things that drove me. When I presented my Italienne design to the committee it aroused 
some interest. They found it to be both novel and classical at the same time. My concept 
for capitals was spe cial: I made all horizontal strokes thick, and all verticals thin. It was 
a  question of consistency.  Making the horizontal strokes thick was only possible for cap-
itals, it wouldn’t work for lower case a and e with their small counters /16/. As opposed to 
my design, the existing Italienne ver sions only had thickened serifs and arcs, the cross-
strokes themselves were left thin. Wer ner  Schimpf, director of the Linotype type  department  
at the time, always wrote detailed com ments  to  the final artwork. He was quick to remark 
“H – cross-stroke too bold?”1 However, my idea  was   to continue the horizontal band of the 
lowercase letters by using emphasised cross-strokes /16/.  With the consistency of strokes 
and  rounded serif transitions, I slowly developed an  alternative  design to the existing 
Italiennes. One thing was typical of me: I didn’t look first to see what others had done. I 
just drew it the way I wanted. I was always very self-absorbed in this phase of the type 
design process, although I did, of course, have the image of an Italienne  in mind.

The name ‘Westside’ was my idea. The typeface was part of a package consisting of 
four  derivations; the concept was to complement Westside with ‘Eastside’ and ‘Gothic F ’ 
versions, in addition to a few ‘Fancy’ typefaces. The thick serifs made me want to try some-
thing playful. I delivered the basic version of Westside and Linotype then wanted to change 
only the serif shapes   independently, though it never came to that. However, it was a big 
investment to produce an entire typeface with 120 characters. Unfortunately Westside was 

Consistency in Westside        Adrian Frutiger' s Westside 
is a slab serif typeface in the Italienne subgroup of slab 
serifs.  In general Italiennes, like the ornamental variety 
Tus cans, are known as western typefaces2 – a style  of 
typeface that was not actually represented by Linotype 
in the 1989 Mergenthaler Type Library. Robert Harling' s 
Playbill from 1938 is the only one to be included /09/. This 
may sound surprising for a type manufacturer based in 
the United States, but it is explained by  the fact that 
Mergenthaler originally concentrated on body  text type-
faces.
In conversation Adrian Frutiger points out that his ap-
proach to Italiennes was to emphasise the consistency 
of  thick strokes. All horizontal parts of the letters are 
bold, the exceptions being the cross-strokes of  lowercase  
a and e, which are thin. These bars cannot be emphasised 
for  two reasons. First of all, the counters are too small for  
a bold stroke. Second, and more importantly, it would 
disrupt the horizontal bands of baseline and x-height /16/.  
It is this impression of bands that interests Frutiger most. 
For this reason he also thickened the lower con verging 
diagonal strokes of the letters V W v w.3 Even the y has 
this, albeit slightly less /15/. In addition, the bold cross-
strokes of A B E F G H P R S continue the line of the x- 
height, but shifted down a little, since the optical middle  
of capitals is lower than the x-height. Finally, the ascend-
ers and descenders form two other bands, with all four 
bands creating the weaving pattern mentioned by Fruti-
 ger /16/.
Adrian Frutiger kept in mind that capitals without bold 
middle strokes appear distinctly lighter /13/, leading to 
an   unharmonious appearance /10/. Harmony is seldom 
achieved by other Italienne typefaces, as light spots often  
appear in the heads or feet of diagonal letters /09/. 
The concept of Westside as a basic typeface with exten-
sions through different serif shapes might well have 
proved successful, as Adobe released some wood type 
fonts in 1990,4 awaking interest in the genre /12/. There 
is  barely any material available regarding Adrian Fru ti-
ger' s ̀ Eastside ' ,  ̀ Gothic F '  and ‘Fancy’ typeface variants. 
All that exists is a written note of the aforementioned 
versions and a design  for an English Latin typeface /06/, 
plus a sketch with six Tus can variants /07/.5
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/01/

Westside H with digitisation points 
and width indications – final 
artwork in pencil on tracing paper 
(original size).

/02/

Stencil made especially for 
Westside by Adrian Frutiger for 
drawing identical serif  
transitions.
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/06/

Undated design of a  
Westside variant in the style of  
a Latin typeface with very  
heavy serifs.

/04/

‘Ritual’ typeface design from  
1980 is related to Breughel and also 
to Westside, due to its fine  
vertical strokes and accentuated 
horizontals.

/05/

Undated design for Westside –  
the version realised in 1989 –  
has approximately 30 % narrower 
proportions.

/07/

Adrian Frutiger’s concept  
includes extensions with variations 
of the serif shapes of the basic 
version of Westside.

/03/

Sheet assembled by Adrian Frutiger 
of very varied kinds of decorative 
faces, including many Tuscans.
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  ITALIENNE

 TOSCANIENNE
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Pourquoi 
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COTTONWOOD IRONWOOD  P O N D E R O S A 
JUNIPER MESQUITE ROSEWOOD

The Italienne subgroup                   Italiennes (French 
Clarendon) are a subgroup of slab serif typefaces. These 
jobbing, and in particular, poster typefaces originated, 
like Egyptians, in early 19th-century England.6 The Italian 
Rustica from the 4th / 5th century was the sole historical 
precedent (see page 387) for the unusual principle of 
accentuated horizontal strokes opposed to fine vertical 
strokes. Whether or not the term Italienne refers to this 
relation is open. Generally, a historically for mal reference 
is not made, particularly so as the other subgroups like 
Egyptian and Tuscan do not have this feature.7

According to František Muzika Italiennes may be classed 
in two groups.8 The newer form has accentuated heads 
and feet only /08/, whereas in the older form capitals with  
three horizontal strokes, such as B and R, have  accentuated  
middle strokes /08/. Thus Westside /10/ belongs to the 
older form. Whether or not Italienne serif transitions are 
angular or bracketed makes no difference for classifica-
tion.9 Rob Roy Kelly however makes a difference.10

Hans Rudolf Bosshard divides slab serif typefaces into 
five subgroups: Egyptienne11, without curved serif transi-
tions; clarendon, with curves; Italienne, accentuated bold 
serifs opposite thinner stems; old style (Latin),  triangular 
serifs; and Toscanienne, with split serifs /11/.12 

also not successful enough  – much to our surprise. Perhaps it was just too meek compared 
to the 2000 or so very freeform fantasy typefaces of the 1980s. 

Westside is very rarely associated with me, even though I really enjoyed drawing it. 
For one thing it was just great fun, yet it was also serious in the sense of having to   execute 
all its details perfectly. In hindsight there are a few niggles: capital G is  slightly too  narrow 
/13/; C appears wider, more open, as does uppercase O – in other words, G could be broad-
er; but in the end it proved impossible to give all letters the same width. The fact that 
let ters like K L M N – in comparison with E F G H – appear visibly lighter due to their lack-
ing emphasis in the middle is perhaps a bit irritating /13/. One could criticise the very large 
i and j  dots /10/. Legibility is not exactly improved by them. Yet even this fea ture arose from 
the consistency of the dark horizontal bands /16/. A word like ‘Pourquoi’ /14/ doesn’t look 
too bad because the missing ascenders surround the dot with enough white  space. 

On the whole, work on West side went ahead swiftly and smoothly.13 My procedure was 
the   usual one. For the final artwork I  first cut stencils and sanded their curves with emery 
paper /02/, then the drawings were done in  a jiffy. After that Werner Schimpf added his sug-
 gestions for changes, and the last final artwork finishing was done on the individual shapes. 
Westside was released in 1989. It is a very consistent typeface.

/08/

19th-century French Clarendons – 
the older form (top) has heavy 
cross-strokes while the newer form 
(bottom) remains thin in the middle.

/09/

Different designs of the heads and 
feet of the diagonal letters A and W: 
P. T. Barnum, Playbill and Figaro 
(from left to right).

/14/

There are French Clarendon  
typefaces from narrow to wide –  
Westside looks very different when 
electronically expanded by 200 %.

/16/

The accentuated sections form  
four horizontal bands – Westside’s 
verticality creates a kind of  
weaving pattern.

/13/

Westside capitals can be divided 
into two groups: those with  
bold middle sections (top) and those 
with thin middle sections (bottom).

/15/

The converging lines in  
the diagonal letters are stressed: 
the A is given a single-sided  
serif.

/11/

Slab serif jobbing faces may  
be divided into the following five 
groups according to their serif 
shapes.

/12/

Wood types by Adobe from the early 
1990s – all were derived from  
types shown in American Wood Type: 
1828–1900 by Rob Roy Kelly.

/10/

Westside belongs to the  
older French Clarendons with its 
heavy cross-strokes and its  
consistently bold heads and feet.
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 Buffalo Gal
 Thomas A. Rickner
 1994

 Wanted (Playbill)
 Esselte Letraset (Robert Harling)
 1995 (1938)

 Westside
 Adrian Frutiger
 1989

A Q S a g w y 3 6

A Q S a g w y 3 6

A Q S a g w y 3 6

THE
END

Hofstainberg

Hofstainberg

Hofstainberg

350 j o b b i n g  t y p e fac e

Typeface comparison            In the late 1980s personal 
computers became the instrument of choice among  
de signers and typographers, and typefaces by various 
manufacturers were released for desktop publishing, then  
still in its infancy. Nevertheless, at the time there was  a 
lack of well-known typefaces for PCs, although new  ones 
were eagerly anticipated. The new type formats – inde-
pendent of hardware but not of operating systems – pre-
sented the manufacturers with the opportunity of pro -
ducing type for a much wider clientele.14 Typefaces could 
also be produced that were intended for limited areas 
of use, or which followed short-lived trends.
Until the mid-1990s a conspicuously large number of 
` western'  or wood type fonts were produced. Along with 
a few mostly ornamental all caps alphabets by  Adobe 
/12/, three other typefaces of that period had lowercase 
letters: Westside, Buffalo Gal and Wanted /18/. They also 
have accentuated serifs and a narrow proportion  in com-
mon. While in Westside the band effect is emphasised, 
Buffalo Gal manages to produce another fine hori zontal 
line with its double-sided points in the downstrokes, 
 typical of a Tuscan. The most traditional, and at the same 
time most ̀ modern'  version of this historical genre was 
Letra set' s Wanted, in which Robert Harling' s typeface 
Play  bill was imitated as worn-out wooden letters.

/18/

Westside and Buffalo Gal  
have strict design concepts, whereas 
Wanted tends to impart a sense  
of casual coincidence.

/17/

Design for a possible end of  
a film in Westside – the absence of 
heavy cross-strokes can inspire 
exciting solutions.

A
Single one-sided 
head serif, 
accentuated 
cross-stroke

Q
Tail vertically 
attached 
to the middle

S
Diagonal stroke 
accentuated, 
almost horizontal

a
Head section 
appears wide, 
horizontal curve 
connection

g
Single loop 
shape

w
Baseline 
accentuated by 
right-angled 
feet

y
Filled cup, 
descender 
attached 
vertically

3 6
Curve shape 
closed 
and open 
respectively
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Pourquoi tant d’Alp
 habets différents! Tous s
 ervent au même but, mais aussi à 

ben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe einmal eine Weink 
arte studiert mit sechzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch nicht alles 
der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit der Schrift. You may ask why so many di 
fferent type  faces. 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 different Médocs all of the 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 ty 
pefaces. Pourquoi tant d’Alphabets différents! Tous servent au même but, mais aussi à exprimer la diversité de 
l’homme. C’est cette même diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un 
jour, relever soixante crus, tous de la même année. Il s’agissait certes de vins, mais tous éta 
ient différents. Tout est dans la nuance du bouquet. Il en est de même pour les caractères! 
Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Verfügung zu haben. Sie di 
enen alle zum selben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist wie bei 
m Wein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-Weinen aus dem selb 
en Jahr. Das ist ausnahmslos Wein, aber doch nicht alles der gleiche Wein. Es hat eben gle 
ichwohl Nu ancen. So ist es auch mit der Schrift. You may ask why so many different typefa 

ces. 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 different Médocs 
all of the same year. All of them were wines but each was 
different from the others. It’s the nuances that are import 
ant. The same is true for typefaces. Pourquoi tant d’Alphab 
ets différents ! Tous servent au même but, mais aussi à ex 
primer la diversité de l’homme. C’est cette même diversité 
que nous retrouvons dans les vins de Médoc. J’ai pu, un jo 
ur, relever soixante crus, tous de la même année. Il s’agiss 

même diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un 
jour, relever soixante crus, tous de la même année. Il s’agissait certes de 
vins, mais tous étaient différents. Tout est dans la nuance du bouquet. Il 
en est de même pour les caractères! Sie fragen sich, w arum es notwend
ig ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle zum sel 

 exprimer la diversité de l’homme. C’est cette
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Designer
Adrian Frutiger
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1988 | 1991

Typesetting technology
Lasersetting
Digital setting PostScript

 Manufacturer
– Linotype
– Adobe | Linotype

Weights
4
8

Name of typeface
Vectora

The stimulus for Vectora came from two directions: on the one hand, I had been thinking 
about the then-current trends, because I had seen the invitation to the 1988 ATypI confer-
ence, set in Trade Gothic. It looked as if the time of sleek grotesque typefaces was over for 
graph ic designers. My thoughts wandered from the recently released Avenir to the Ameri-
can gothics. I made a sketch of how a News Gothic in a new guise might look /06/. On the 
other  hand, there was this enquiry from the Schweizerische Volksbank. They wanted a new 
corporate typeface, and couldn’t decide between Helvetica and Univers; the competition 
had switched to Futura. I suggested that they look more in the direction of News Gothic 
/04/, and prepared a further sketch /07/. The first design didn’t seem  appropriate to me: 
there’s something hard-nosed about a bank, it’s all about percentages and  dividends, not 
literature or music. The consultation didn’t result in a contract in the end,  but those mus-
ings gave birth to my last typeface family, Vectora.

While I was developing this typeface, I thought about the closely set small ads in the 
newspapers, about the idea of ‘classified news’ that had always appealed to me. With Frank
lin Gothic /04/ Morris Fuller Benton had created an important reader-friendly typeface.  
And  I always try and keep the reader foremost in my mind. So the question is: is a typeface 
read able? I had seen old people with thick glasses trying to decipher timetables, or busi-
nessmen reading the stock market reports in the papers, often at a size of 5 pt, or even 
smal ler. I created Vectora for just such disparate needs. 

The American gothics are characterised by the way the curves are attached to the 
stem  – like gnarled branches that are joined together like girders. In smaller point sizes, 
they are  simply easier to make out than a curve. I carried this over into Vectora. What’s 
unique about Vectora is the elevated x-height. You find that as well in American gothics, 
but here it’s based on the x-height of Roger Excoffon’s Antique Olive /11/. While he was de-
signing it, I  had already discussed the proportion of the x-height to the cap height with 
him – we al ways showed our designs to each other. Antique Olive really was something new, 
and I was quite enthusiastic about what he was doing. I always regarded Antique Olive as 
a really beautiful yet daring design. The sharply raised x-height in Vectora caused a prob-
lem: I had  to lower the crossbars of f and t. If I had left them at the x-height, the top coun-
ter of the f would have been too small /08/. However, ligatures like rt or tz seem to appear 
a bit unbalanced now /10/. Really, I didn’t lose any sleep over those ligatures – they’re not 
very com mon, and in small point sizes, like those found in telephone books, they really 
don’t bother me.

The lowercase ascenders were stretched slightly higher than the cap height /11/, I didn’t 
want to overdo it – in condensed settings it can get tricky when ascenders and descenders 
are bumping into each other. That’s why I also drew the numbers at the cap height. In 

General remarks on Vectora       The naming of Adrian 
Frutiger' s typeface, which was derived from American 
gothics,1 merits an explanation. Frutiger referred to it as 
` Relief '  in the original designs from 1988, but this name is   
not ideal in English.2 Adrian Frutiger made thirteen sug
gestions. Among them his favourites were ̀ Raster  Gothic' ,  
` Delta Gothic'  and ̀ Grid' .3 In a Linotype ̀ internal memo
randum' , his first and third suggestions were accepted, 
and three further names were added.4 However, none 
of these was finally adopted, since an additional problem 
surfaced in the form of the Patent Office, which will not 
register typeface names with the suffix ̀ gothic' .5 Finally, 
Linotype suggested ̀ Vektora'  (initially written with  a k) 
with the justification: “… relying on the geometric vector, 
which is mostly used as a mathematical description  of 
the magnitude and direction of a physical quantity, for 
example speed or power.”6 The typeface was released 
in 1991 as Vectora.
While ` Relief '  was being worked on, Otmar Hoefer ex
pressed a wish to draw it in such a way that it would be 
compatible with Linotype Centennial. For Adrian  Frutiger 
this idea was unfeasible, since the most noticeable feature  
of ̀ Relief '  is its extremely tall xheight.7 He had conceived 
his typeface for the field of ` classified news' , which he 
under stood to comprise text in small point sizes for news
 papers, such as television guides, stock market reports 
and  classified ads. 
Although in the first test exposures the crossbars of f 
and  t were placed at the xheight, over the course of the 
face' s development Adrian Frutiger lowered them /08/. 
Reinhard Haus, art director of LinotypeHell AG, experi
mented with  placing the cap height at the same level as 
the height of  the ascenders /08/. However, this approach 
was not im plemented.
The initially planned range of weights from 45 to 85 was 
soon extended to 95, since headlines and titles appeared 
too light at 85. Adrian Frutiger eventually produced final 
drawings for the 45 and 95 versions, and the intermediate 
 weights of 55 and 75 were interpolated. The typeface 
was   available from the start as both laser and digital 
(PostScript) setting; for lasersetting, however, it was pro
duced – as was Avenir – without oblique versions. Instead, 
in all four weights, Vectora has small caps and lining 
figures /01/.
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/01/

Cover and inside page of the 1992  
LinoTypeCollection – the version  
of Vectora for lasersetting contains 
old style figures and small caps.

/02/

Laserset sample strings for Vectora 
from 1991 – in the grotesque typefaces 
of that time small caps and  
old style figures were not common.
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 pub lications that are consulted, like telephone books /17/ and timetables, the numbers are 
the most  important glyphs. Their shapes in Vectora are open and distinctive, with a straight 
diagonal in 6 and 9 /14/ and a cross in the 8 /15/. I’m a little surprised at the down stroke of 
the  1, which is straight – it doesn’t lean slightly to the right – so that the figure seems to 
be  tilting slightly to the left /12/. Never in my life would I have put a serif on the 1, even if 
it did fill out the white space a little. On the other hand, I deliberately chose the classical 
g for  Vectora /08/, since it’s more readable in smaller point sizes than the single-storey 
form. When your eye runs across a line, a two-storey g is a feature, a reading aid. I distin-
guish quite clearly between a signage and a text face. You could, of course, say that the 
classical g  is also a sign. However, when I think of how often g occurs, and of the overall 
picture it produces, a classical g in a signage face wouldn’t, in this sense, be a direct aid 
to  legibility. 

For lasersetting I designed additional small caps and old style numerals. By that, I 
wanted to show that Vectora is not just a typeface for ‘classified news’, but that it’s also 
suitable for jobbing composition such as invitations to a concert, as well as for telephone 
books /02/. It wasn’t adopted for digital typesetting, however.

The working title for Vectora was ‘Relief’, but I suggested, amongst others, ‘Raster 
Gothic’ as well. The definitive name came from Linotype. For me, a vector was actually 
something ugly: but Vectora had a ring to it, it has something mathematical, modern about 
it: I think the name fits. The typeface came out in 1991. Its marketing – as far as I know – 
didn’t go too well. The marketing people didn’t really get the idea behind it. Its qualities 
weren’t pointed out enough. When it was introduced, they should have concentrated more 

American Gothics as the starting point          Alongside 
Frederic W. Goudy, Morris Fuller Benton is regarded as 
the  most important American type designer of the first 
half  of the 20th century. In 1896, four years after 23 Amer
ican type foundries were merged to form the American 
Type  Founders Company, he started as an assistant to his  
father, Linn Boyd Benton, at the New Jersey head office 
of ATF.8 Subsequently, he developed around 200 type
faces,9 and was instrumental in the development of an 
important form of the grotesque, called American goth
ics. The bold Franklin Gothic appeared in 1902,  followed 
by the condensed bold Alternate Gothic in 1903, and in  
1908 by both the regular News Gothic and the thin Light
line Gothic. Benton and ATF thought of these faces as a  
type family and marketed them as such. This /04/ relation
ship can no longer be discerned in the digital versions, 
ITC Franklin Gothic and News Gothic, since both have 
been  developed into standalone type families. Other 
well known typefaces are Bell Gothic /04/, which was de
veloped in 1938 at Mergenthaler Linotype by Chauncey 
H. Griffith for the telephone directories of the American 
telephone company AT & T, and Trade Gothic /04/, devel
oped by Jackson Burke in 1948, also at Linotype. 
Like the 1876 Grotesque by British type foundry Stephen
son Blake, Franklin Gothic has an easily discerned stroke 
contrast /03/, but also exhibits differences typical of this 
new  style. In American gothics the letters are somewhat 
narrower, and the junction between the curves and the 

/04/

American gothics (top to bottom): 
Franklin Gothic (1902), News Gothic 
(1908), Lightline Gothic (1908), 
Bell Gothic (1938), Trade Gothic (1948).

/06/

An undated design for Vectora 
shows waisted downstrokes and the 
curves of a and e have almost 
vertical terminations.

/07/

Undated design by Adrian Frutiger 
for the Schweizerische Volksbank – 
the typeface is based on News Gothic.

/03/

Grotesque (1876) by Stephenson Blake 
(England), Schelter Grotesk (1880)  
by Schelter & Giesecke, Akzidenz Grotesk 
(1909) by Berthold, the latter two from 
Germany (top to bottom).

/05/

19th century sans serif typefaces 
usually have the twostorey g shape: 
Grotesque and Schelter Grotesk 
compared with Akzidenz Grotesk  
(left to right).
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stem  is abrupt, or, when rounded, features a very small 
radius. In contrast to the British and American examples, 
the  German grotesques from the 19th century, such as 
Schelter Grotesk (1870–80) and Akzidenz Grotesk (1898–
1909) /03/, possess barely any stroke contrast, not even 
in the bold  versions. However, the rounded curve junc
tures share  similarities with their British counterparts.
A noticeable feature of the American gothics is the two 
storey g. In the 19th century this was the prevailing form, 
and  no geographical differences can be observed be
tween American and German typefaces, as attested by 
Schelter Grotesk. The simpler g shape of the later Akzi
denz Grotesk can therefore be seen as a modern devel
opment /05/. 
The popularity of the American Gothics derives from their 
narrow, economical and therefore easily readable ductus.  
The elevated xheight /11/ also contributes, which is an 
advantage, especially in the smaller point sizes. In Antique  
Olive (designed by French typographer Roger Excoffon) 
and in Vectora, the xheight was sharply raised, which 
results in a very small counter in the lowercase f. Ro ger 
Excoffon solved this problem in 1966 by simultaneously 
raising the ascender above the cap height, and by  taking 
the crossbar of the f below the xheight. Adrian  Frutiger 
stayed with this arrangement, but as a consequence also 
moved the crossbar of the t down. This change  resulted 
in a somewhat unsettled composition, especially in com
binations with r and z /10/.

on the readers, for them a typeface like that is useful and helpful. There were also hardly 
any marketing materials like brochures. These days you see it more often, for example in 
reference books or in the tabular setting of some daily newspapers. 

In 2003, Kurt Wälti and I used Vectora as the basis for a logo design for the Zentrum 
Paul Klee in Bern /16/. For many years Kurt was responsible for the lettering for the Swiss 
Post office. The name of Paul Klee had to be used as the basis for the logo. We talked about 
the  artistic works of the painter, and suddenly the idea of ‘play’ came to us. Looking at 
Klee’s  work, you get the feeling that somehow he always liked to play, even if his work is 
quite serious. Paul Klee is close to children’s drawings, to simplification. The word ‘ tütschi’ 
came  to us – ‘puzzle’ in the German dialect spoken in Bern – and it was clear to me, that 
the right  typeface for the logo should look like a puzzle – as if it had been made up out of 
individual  pieces. And Vectora suggested itself, because it has these junctures set hard 
against the stem, and so it’s one of the few of my typefaces where you can introduce gaps, 
without injuring the letters.

The starting design with the lightly waisted downstrokes would have made an inter-
esting typeface /06/. It’s not too sleek, there’s something soft in there. If I were younger 
now,  it would be nice to develop something like that, with the higher resolutions available 
to day … I’d like to say that Vectora is, perhaps, the typeface where I had to invent least, 
since, of course, Franklin Gothic, News Gothic and Trade Gothic had already demonstrated 
their legibility.

/10/

Different positioning of the 
crossbars of t and f – News Gothic, 
Antique Olive and Vectora 
(top to bottom).

/09/

The unrealised 85 version from the 
1989 ‘Relief’ sample (centre) between 
Vectora 75 (top) and Vectora 95 
(bottom).

/08/

Test sample for ‘Relief’, crossbars of f 
and t at xheight, simple gshape, 
raised ascenders; ‘Version RH’ with 
higher H; Vectora 45 (top to bottom).

/11/

News Gothic already displayed 
a raised xheight, but in 
Antique Olive and Vectora it 
is even higher.

/12/

The foot serif on the 1 is typical 
of American gothics like Bell Gothic 
and News Gothic. No foot serif in 
Vectora (left to right).

/13/

In Bell Gothic the figure 3 has a 
dynamic shape, News Gothic 
and Vectora have a static shape 
(left to right).

/14/

Bell Gothic (left) and Vectora 
exhibit an open, diagonal shape 
for 6, whereas News Gothic is 
more closed.

/15/

The shape of the 8 in Bell Gothic is 
constructed from two broad ovals –  
in News Gothic and Vectora it 
features the looped shape.
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Size and impact of a typeface          In hot metal setting, 
the point size was determined by the body size, i. e. the 
lead slug on which the composition sat. This size can be 
measured, in points (ciceros), using a typometer. On the 
other hand, in digital typesetting the body size is only 
notional. It is not measurable, but is apparent in a condens
 ed setting (e. g. 9 pt / 9 pt). A rough guide to point size – 
not always reliable – is the distance from the top of  the 
ascender to the bottom of the descender /18/. 
Apart from the point size, the only other metric that is 
standardised is the baseline – the cap height, ascender, 
xheight and descender are, in contrast, variable. This 
means  that typefaces with the same point size can have 
very different heights /18/. For this reason, the type ex
ample pages of this book are each set with typefaces of  
the same optical size, not the same point size. Due to its  
increased xheight, Vectora looks far bigger than other 
type faces, and bigger than the given point size would 
lead  one to suppose. In the sample text (right), Vectora 
is  therefore set in a slightly smaller point size than the 
sample  text of Avenir (see page 339).
Also the overall text format, the page composition or 
the  line width can alter the perception of type size. Small 
page  sizes, tight margins and narrow line widths all make 
a typeface appear slightly larger. In contrast, generous 
space around a text makes a typeface appear slightly 
smaller /19/. Also, toonarrow letterspacing at small point 
sizes makes the type appear smaller.

/16/

2003 logo design by Kurt Wälti 
and Adrian Frutiger for the  
Paul Klee Zentrum in Bern based 
upon Vectora (not implemented).

/19/

A small margin makes a typeface 
look larger compared to the same point 
size with a more generous margin.

/20/

Sheet by Adrian Frutiger showing 
the relationships between his 
typefaces and other sans serifs.

/18/ 

A consequence of the varying 
xheights is that Kabel, Avenir and 
Vectora appear different in size, 
even at the same point size.

/17/

Typefaces for small point sizes: Bell 
Gothic (1938) by Chauncey H. Griffith, 
Bell Centennial (1978) by Matthew 
Carter and Vectora (left to right).
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Sie fragen sich
warum es notwendi
g ist, so viele Schriften zur Ver
fügung zu haben. Sie dienen alle zum selb

o many different type  faces. 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 di ffe 
rent Médocs all of the same year. All of them were wines but each was different from the ot 
hers. It’s the nuances that are important. The same is true for typefaces. Pourquoi tant d’Alpha 
bets différents ! Tous servent au même but, mais aussi à exprimer la diversité de l’homme. C’e 
st cette même diversité que nous retrouvons dans les vins de Médoc. J’ai pu, un jour, relever 
soixante crus, tous de la même année. Il s’agissait certes de vins, mais tous étai étaient différ 

ents. Tout est dans la nuance du bouquet. Il en est de même pour les caractères ! 

Sie fragen sich, w arum es notwendig ist, so viele Schriften zur Verf ügung zu ha 

ben. Sie dienen alle zum selben, aber machen die Viel falt des Menschen aus. Di 

ese Vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert mit sech 

zig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos Wein, aber doch 

nicht alles der gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch m 

it der Schrift. You may ask why so many different type  faces. They all serve the 

same purpose but they express man’s diversity. It is the sam same diversity we 

find in wine. I once saw a list of M édoc wines fea 
turing sixty different Médocs all of the same year. 
All of them were wines but eac h was different fr 
om the others. It’s the nuances that are important. 
The same is true for typeface s. Pourquoi tant d’Al 

phabets différents ! Tous servent au même but, m 
ais aussi à exprimer la diversité de l’homme. C’est 
cette même diversité que nous retrouvons dans 
les vins de Médoc. J’ai pu, un jour, relever soixante 
crus, tous de la même année. Il s’agissait certes 

 en, aber machen die Viel falt des Menschen aus. Diese Vielfalt is
t wie beim Wein. Ich habe einmal eine Weinkarte studiert mit se
chzig Médoc-Weinen aus dem selben Jahr. Das ist ausnahmslos  
Wein, aber doch nicht alles der gleiche Wein. Es hat eben gleich
wohl Nu ancen. So ist es auch mit der Schrift. You may ask why s 
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Vectora ™
Linotype
8 weights (+CE )

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Com
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 Corporate S
 Kurt Weidemann
 1990

 Meta+
 Erik Spiekermann
 1991

 Vectora
 Adrian Frutiger
 1991

nh = 8.29 cm
nw = 6.08
ns = 1.22
nq = 1.12

Hh = 10.00 cm
Hw = 7.28
Hs = 1.28
Hq = 1.03

Hh : Hw = 1 : 0.73
Hw : Hs = 1 : 0.17
Hs : Hq = 1 : 0.80

Roman oh = 8.65 cm
ow = 7.01
os = 1.30
oq = 0.99

nh : nw = 1 : 0.73
nw : ns = 1 : 0.20
nh : oh = 1 : 1.04
nw : ow = 1 : 1.15

G K M e g h s 16Hofstainberg

G K M e g h s 1 6Hofstainberg

G K M e g h s 16Hofstainberg

H n o
nq oq

Hq

Hs

Hw

Hh
nh

ns

nw

os

ow
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Typeface comparison           The typefaces below (Kurt 
Weidemann' s Corporate S, Erik Spiekermann' s Meta and 
Adrian Frutiger' s Vectora), were published in the early 
1990s. They all feature a raised or sharply raised xheight 
and a somewhat narrow ductus. Thus, they corre spond 
to the prevailing trend in typefaces of that time, which  
was also influenced by the digital adaptations of Franklin 
Gothic and News Gothic /04/, which in 1987 were among 
the first sans serif fonts from Adobe / Linotype in Post
Script format.
Despite similarities to the American gothics, neither 
Corporate S nor Meta belong to this group. Meta’s open 
curves point towards a dynamic sans serif, while with 
Cor  porate S the difference lies in the rounded curve junc
tures. Weidemann' s concept of a corporate typeface was 
created in 1984. Two years later he proposed Corpo rate 
A·S·E to DaimlerBenz, and in 1989 it became the group' s 
exclusive house style.10 These days, this extended type 
family is freely available. It comprises three complemen
tary type families: antiqua, sans and Egyptienne. 
In contrast to the American gothics, the G of the three 
comparison typefaces has no spur, and the arms of the 
K form an angle. Additionally, in Meta and Vectora, the t  
is terminated diagonally. Initially, Frutiger designed his 
g  in the singlestorey form, derived from the cursive /08/. 
However, the final glyph is a twostorey version, typical 
of American gothics.

/23/

Static grotesque, dynamic grotesque, 
American static grotesque (top 
to bottom). In spite of their differing 
subclassifications, similarities 
are obvious.

/21/

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

G
Crossbar terminated 
vertically, curves 
end diagonally

K
Angle 
overlaps 
the stem

M 
Legs vertical, 
wide 
proportions

e 
Curve closes 
the shape 
optically

g 
Horizontal ear, 
angular juncture 
between loop 
and diagonal

h 
Angular juncture 
with stem, 
asymmetrical 
curve

s
Terminals 
have same 
angle as 
in e

1 6
Diagonals of 6 with 
emphasis, those 
of 1 without,  
no foot serif in 1
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95 Black 96 Black Italic

Light
Roman
Bold
Black
Italic

Hw
 6.85 = 0.94
7.28 = 1
8.08 = 1.11
8.78 = 1.21
7.24 = 0.99

Hs
0.88 = 0.69
 1.28 = 1
2.09 = 1.63
2.74 = 2.14
1.25 = 0.98

Hq
 0.72 = 0.70
 1.03 = 1
 1.59 = 1.54
2.05 = 1.99
1.09 = 1.06

Hh
10.00 cm
10.00 
10.00 
10.00
10.00

G K M e g h s 16

G K M e g h s 1 6

G K M e g h s 16

HÔhxp7
1011.00

0

cm Corporate S
42.9 pt

130

71 4.4

10

3.8−30

HÔhxp7
1.00

0

cm Meta+
41.7 pt

132
105
73 4.4

10

3.8−28

HÔhxp7
1.00

0

cm Vectora
40.1 pt

127
109
83 3.1

10

3.1−26

HHHH
   H

10.8°
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/24/

Height comparison showing the 
differences of xheights to  
ascenders and descenders – the cap 
height is the starting point.

/22/

Comparison showing the 
different weights and angle of 
the obliques.
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360 log o s  a n d  w o r d m a r k s

logos and wordmarks

 1984    – 1990

Johann Wolfgang Goethe 
Universität
university
Frankfurt am Main (D)

Arguments
theological magazine
France
Design: Bruno Pfäffli

Erdyn Consultants
economic and technical  
consultancy
Paris (F)

Édition de la Thièle
publishers
Yverdon (CH)

NEC – Nippon Electric Company 
Tokyo (J)
Reworking of existing logo

Lyven
grocery company
Colombelles (F)

Westiform
neon signs
Niederwangen (CH)

SEK – Schweizerischer  
Evangelischer Kirchenbund
Swiss Christian organisation
75th anniversary logo
Design: Kurt Wälti

Lyven
grocery company
Colombelles (F)

Fonderie Lyonnaise Turbines
turbine manufacturer
Lyon (F)

Blanchard Editeur
publishers
Le PlessisRobinson (F)

Filatures Fulmen Fribourg
car batteries / ball bearings /  
transmissions
Fribourg (CH)

Filatures Fulmen Fribourg
car batteries / ball bearings /  
transmissions
Fribourg (CH)

Ministère des Finances Recherches
Finance Ministry
France

Ministère des Finances Recherches
Service de l’Information
Finance Ministry
France

Ministère des Finances Recherches
Finance Ministry
France

Compagnie Générale de Traveaux 
de la Voierie
highways department
France

Circuit DijonPrenois
motor racing circuit
Prenois (F)

Frutiger Heimtextil
household textiles supplier
Interlaken (CH)
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production of type 

 digital typesetting

/02/

PostScript Type 1 Bézier curves –  
a quarter circle can be described 
using only two anchor points  
and two Bézier handles.

/01/

Various methods of digitising 
typefaces: original design, bitmap, 
vertical scanline, vector and  
horizontal scanline encoding.

/03/

TrueType Qsplines –  
a quarter circle is defined using  
two anchor points and four  
control points.

/04/

Outline drawings automatically 
converted into bitmaps:  
without hinting (top); with hinting  
(bottom).

Linotype Didot
Page 362

Herculanum
Page 370

Frutiger  
Capitalis
Page 380

Pompeijana
Page 384

Rusticana
Page 390

Frutiger Stones 
Frutiger Symbols
Page 396

Linotype  
Univers
Page 110

Frutiger Next
Page 259

Avenir Next
Page 343

Nami
Page 402

Frutiger Serif
Page 413

In handsetting or in mechanical hot metal setting the 
typeface exists as a real, threedimensional entity, and 
in photosetting it is a quasi twodimensional image 
as a typeface disc or grid / matrix; there are no saved 
data. Although in OCR and lasersetting the typeface 
can be stored digitally, the term ̀ digital typesetting'  
will be used here only for the period from 1984 on
wards when desktop publishing (DTP) ushered in a 
new era. Desktop publishing rapidly established 
itself in the area of prepress, but was also promoted 
as an office solution. 
In this revolution, three companies were at the fore
front: Apple Computer, Inc. with its Macintosh com
puter with mouse and graphical user interface (GUI); 
Aldus Inc. with its PageMaker layout program; and 
Adobe Systems Inc. with its PostScript page descrip
tion language. Also playing a role were Canon with 
its production of laser printers, and Linotype, with 
its PostScript RIP (raster image processor) and the 
highresolution Linotronic 300 lasersetter. The pre
installed typefaces on the Macintosh came from 

Linotype and ITC (the International Typeface Cor
poration).
Desktop publishing laid the groundwork for elec
tronic publishing. Unlike previous setting technolo
gies, using graphical user interfaces permitted the 
placement of not only raw text, but also scanned 
pictures and graphics directly into a layout on a per
sonal computer. As soon as the design of a page 
was finished, it could be output in high resolution 
on either a laser printer or lasersetter. The options 
afforded by DTP are largely due to the PostScript 
pagedescription language, developed by Adobe 
Systems, Inc. PostScript made possible the use of 
WYSIWYG (What You See Is What You Get) on the 
computer screen. In order to transfer this visual in
formation to an output medium, a raster image pro
cessor (RIP) is necessary. The task of the RIP is to 
interpret the code generated by the page descrip
tion language. 
PostScript typefaces require two files: one for the 
display of bitmapped fonts on the computer screen 

(the screen font) and an ̀ outline file'  (or printer font) 
for the output device. While the curve description 
in PostScript fonts is handled by Bézier curves /02/, 
in the TrueType format (jointly developed by Apple 
and Microsoft) they are handled by Qsplines /03/. 
These files can handle the task of both screen font 
and printer font. For the lower resolution of monitors 
and laserprinters – especially at smaller point sizes  
 – a ̀ hinting'  description is necessary, which give the 
typeface a more balanced appearance /04/.
Adobe and Microsoft' s OpenType format has the 
advantage of being able to use the same font files 
for both Macintosh and Windows operating systems, 
and can additionally store more than 65  000 glyphs 
per character set, rather than the 256glyph ASCII 
limit of PostScript and TrueType fonts.
Font design programs like FontStudio, Fontographer, 
and Ikarus M became available in the 1980s and made 
possible the creation of typefaces directly on the 
computer. They have since been superseded by 
FontMaster and FontLab.
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Name of typeface
Linotype Didot

Client
Linotype-Hell AG

Designer
Adrian Frutiger
( Firmin Didot )

Design  | Publication
1990 | 1991

Typesetting technology
Digital setting PostScript

 Manufacturer
– Adobe | Linotype

Weights
7 + 2

At the beginning of the nineties, exposure technology had advanced so much, that I  wanted  
to see how far I could push this highly developed technology.1 I was trying to come up with 
the  most difficult task imaginable, and that’s when I thought of Didot. With its extreme 
contrast between ultrafine hairlines and fat downstrokes, it was a real challenge – one 
reason why it had only been available in hot metal up until then, and why it had almost 
slid  into obscurity. My suggestion was adopted at a type selection meeting, so I sought 
some advice from Paul Jammes,2 the foremost authority on the works of the Didot family, 
and bought from him a book by the name of La Henriade /01/. This book was set in Firmin 
Didot’s original Didot, and I wanted to use it to show Linotype how beautiful this typeface 
was. The book was printed in 1819, and in the foreword, Firmin Didot confirms the use of 
the  letters cut by him, which was an important proof of authenticity. It is an artistic high
point in the type design work of the Didot family, not only technically, but also  aesthetically.  
It’s also formally incredibly beautiful. The Didots were a distinguished dynasty: from Fran
 çois, the father, to his sons François Ambroise and Pierre François, and their sons Pierre 
and Firmin on the one side, and Henri and SaintLéger on the other, and even their offspring, 
they were all successful in the type and printing industries, and were also involved in  paper  
production. 

I’d like to repeat here, what I once wrote about Didot: “In the development of the Latin  
typeface, the classical antiqua, and above all, the later forms of the alphabet cut by Firmin 
Didot  stand out as the most remarkable formal innovations. From Jenson to Baskerville, 
the  strokes became finer, but their ductus remained tied to the written forms of renaissance 
calligraphy /04/. Bodoni and Didot consciously moved the stroke direction away from the 
skewed impact of the broad pen, by building the up and downstrokes, the serifs and the 
junctures on a clear horizontalvertical grid. This tendency towards a strongly objective 
means of letter construction exactly mirrored the zeitgeist of the revolution that was gath
ering momentum at the end of the 18th century.”3

My idea was to newly interpret Didot, using La Henriade as a starting point. I did 
some  really fine optical adjustments where I tried to not bring my own hand into it too 
much  – an accusation that had been levelled at me during the adaptation of Baskerville to 
Lumitype photosetting. I straightened a few details out, and made the script overall some
what more regular. The distortion of a few lines in the printed original /01/ looked to me as  
if it was due to manufacturing or technical reasons. That had something to do with either 
the  type manufacture using punches, matrices and hot metal, or with the printing process 
or  the paper. But that’s what accounted for its liveliness, in spite of the rigidity that clas
sical typefaces tend to have. I did not want to copy these things. Under no circumstances 
did  I want to create a typeface that was technically flawed. That might result in the criticism  

The genesis of Linotype Didot        Since 1986, the idea  
had existed at Linotype of adding a Didot to its range. 
Un der the heading ̀ Further Investigations' , the produc
tion plan contains a ‘Firmin Didot’ with the note: “Test 
font  should be produced.”4 The typeface, produced 
c. 1800 by Firmin Didot, is considered the most beautiful 
Didot typeface due to its immaculate cut, its open text 
appearance and the marked contrast between the fine 
hairlines and the weight of the main strokes. It has served 
as the basis for many imitations and copy cuts.
When the members of Linotype' s type selection meeting 
of 26 October 19895 adopted the suggestion for Didot, 
the time was absolutely right for this typeface. Until then, 
there  had been no version available for the current setting  
systems or for DTP. Haas' sche Schriftgies serei AG6 re
quested Didot typefaces by Deberny & Peignot /09/ as 
the starting point for the adaptation, and in August 1990 
these were made available in printed form.7 However, 
whether the typefaces displayed in Deberny & Peignot' s 
type catalogue were the originals by Firmin Didot, is not 
documented.8 Adrian Frutiger was also advised by Paul 
Jammes, the Parisian bookseller and antiquarian. For Lino
 type, Adrian Fru tiger bought from Paul Jammes a copy 
of Voltaire' s9 La Henriade, printed in 1819 and available 
only as an unbound book. The book contains a foreword 
in which Firmin Didot  himself confirms the use of his 
typeface. 
After preliminary test drawings, the Didot project was 
again tested for suitability for implementation. This was 
carried out by Adrian Frutiger, Reinhard Haus (artistic 
director at Linotype) and André Gürtler, on 13 March 
1991.10 André Gürtler suggested a threepart plan, by 
which Didot could be realised.11 Frutiger found this inter
esting, but for reasons of time and marketing decided 
that it was  not feasible, which was also Linotype' s view. 
Linotype stuck to the initial concept to create a reworked 
new ver  sion of Didot.
Using La Henriade as a basis, Adrian Frutiger designed 
the roman and italic versions; he also drew a bold version. 
Furthermore, he drew a headline version, using as a start
ing point  a typeface by Didot from Deberny & Peignot' s 
col lec tion. In 1991, at the ATypI Congress in Parma (Italy), 
the typeface was presented in four versions: roman, ital
ic, bold and head line. Today, the family comprises seven 
fonts. 
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that my typefaces are too slick or not ‘lively’ enough, but I absolutely rejected the idea of 
putting a curve in the L, just so that it looked as if the punch had been knocked into the 
matrix. I’m thankful that during my time at Deberny &  Peignot, I got the chance to  experience  
the foundry – what it really means to cut punches, to strike copper matrices and to pour 
hot  metal type. Should I have considered all these technical influences? These days, our 
copying, setting and printing methods are totally different from those that were around in  
the late eighteenth and early nineteenth centuries. So, the starting point was the ideal of 
the  classical Didot, rather than the flawed print image itself.

André Gürtler, who had been brought in as a consultant, suggested a threepart con
cept: an authentic Didot, true to the original, then a second version, slightly reworked for  
today’s tastes and a third, a new classical antiqua that would take the original as its start
ing point, but which would comprise several weights, and could be expanded into a larger  
family. This suggestion, however, came too late; the project was already well under way. 
Also,  sales and marketing wouldn’t have wanted to run with it. To draw and implement an 
alpha bet was a big investment; it needed a lot of consideration. So eventually Linotype  Didot  
was slightly reworked and released in four weights, as originally planned. 

Looking at the capital A, you can see that my version is more balanced than the orig
inal. I’ve added somewhat to the width; however it’s still slightly too narrow /05/. In the 
original, the diagonal stroke of the uppercase N is taken through all the way to the serif 
at  the top left, whereas in my version it terminates against the stem, which is set a little 
more  over to the right. The point at the lower right therefore, dips below the baseline, so I   
was able to bring the right stem a little more over to the right /05/. I did that, because in the 

Design sizes      In hot metal type, every point size of a 
typeface has its own design. Due to optical considerations, 
small sizes are drawn somewhat darker and broader than 
larger sizes. This changed with photosetting.  Multiple 
point sizes could be produced through exposures from 
one original design. The formal differences between each  
typeface version simply ceased to exist. This  was even 
more apparent in typefaces with strong con trasts be
tween broad and fine strokes. 
This problem was well known to the experts at Linotype 
who, for the technologies that followed hot metal setting, 
developed difficult typefaces in several point sizes. In 
their  1992 type face catalogue for laser and CRT fonts, the  
topic was dis cus sed and clarified by means of illustrations 
/02/. 
Gerhard Höhl, head of typeface production, also noted 
this fact regarding Linotype Didot, and remarked in a 
memo that a headline version for setting larger sizes had  
to be developed.12 Work began immediately, and the re
 sulting headline version is a little less black in appearance 
than the bold face. Additionally, the letter shapes are 
narrower in construction. Based on the headline version, 
an initials font was soon developed, with slightly heavier 
main  strokes, albeit with an identical glyph width.

/06/

The headline version (right) is 
narrower than the roman 
one (left) and exhibits different 
letter shapes in the a f and t.

/07/

The curves of the bowl of P 
and the tail of Q differ between 
roman (left) and headline 
(right).

/03/

A page from the 1819 version  
of La Henriade with Firmin Didot’s 
typeface (left) and the reset 
version in Linotype Didot (right).

/08/

Details of shape and the 
degree of curvature between 
roman (left) and headline 
(right).

/04/

Development of the serif through use 
of a pen: Jenson, Garamond and 
Baskerville – in neoclassicism, 
starting with Didot, the serif became 
independent of written forms.

/05/

Original print from La Henriade 
(left) and Linotype Didot 
Roman: the A is broader, the N 
more balanced.

/02/

Linotype’s laser-set Bodoni regular 
in the design sizes 8, 12 and 18 pt – at 
the same point size the differences 
are clearly visible. 

26 pt, Design Size 8 pt

26 pt, Design Size 12 pt

26 pt, Design Size 18 pt
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The originals          The basis for Linotype Didot came 
from two different original sources. The book La Henri-
ade /01/ was the inspiration for the roman and italic  faces.  
With a  type size of some 18 pt, it was an ideal basis for 
the  redrawings, which were developed for a design size 
of 18 point.
For the headline version (and later the initials), Firmin 
Didot' s alphabet from Jan Tschichold' s Meisterbuch der 
Schrift (A Treasury of Alphabets, 1965) was the starting 
point. According to the caption, the font originated from 
Deberny & Peignot and was also reproduced in the nec
essary point sizes, namely 48 pt /09/ and 72 pt. In terms 
of  shape, Frutiger kept to the respective originals, and 
so  the roman and headline versions exhibit varying letter
forms, for instance in P Q /07/ 4 and 7 /08/.
After Linotype Didot was completed, an elaborate  booklet  
was produced for marketing purposes that was printed 
on handmade paper.13 It consisted of a blindembossed 
jacket and two inlay pages. These showed the  title page 
/10/ and a page of text  /03/ from the book La Henriade 
which brought the graceful historical printing back to 
life. The text on the inside back jacket stated, “A reprint
ing from the book La Henriade, set with the new Linotype 
Didot.” However, the typeface used for the title page 
differed in details to the typeface of Linotype Didot that 
was actually delivered. It also differed from the original 
/11/.

/09/

Firmin Didot by Deberny & Peignot 
served as the basis for the 
headline version of Adrian Frutiger’s 
Linotype Didot.

/10/

Title page of La Henriade, 
reset with Linotype Didot that had 
been specially reworked for this 
edition.

/11/

Comparison between the  
original Didot from La Henriade, 
the reprint, Linotype Didot Bold 
and Headline (top to bottom).
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original the proportions of the white space are a little less evenly balanced. For the italic, 
I had all the italic words in La Henriade photographed, but they didn’t make an entire 
alphabet. The f, with its strong overhang, was like the original /03/. It’s not my invention –  
I would never have allowed myself to do that.

After that I drew the headline version. I used Deberny &  Peignot’s Didot as a starting 
point /09/, which differs clearly from the typeface in the book, La Henriade.  The headline 
font runs narrower, and shows a stronger contrast /06/; additionally, some individual charac
 ters differ: the P, for example, has a different bowl juncture /07/. Then there’s the tail of the 
Q /07/ and the 4 and the 7 /08/. For the headline version as well as for the regular one of Lino-
 type Didot, only one design size of 18 pt was used. Amazingly, in the regular weight even 
the 8 pt size was still legible. But setting a text in Linotype Didot in that  point size isn’t 
realistic. However, the conclusion was: even this works, the laser type setting machines at 
LinotypeHell could produce such a fine output. 

The ornaments for Linotype Didot aren’t mine. The D &P type catalogue was used as a  
reference /12/. If I had to choose one out of all those, I would have chosen differently. I can’t 
imagine who made that decision.

When I first proposed the Didot project, I thought that graphic designers would be 
interested in such a contrastrich typeface. Unfortunately, in the end, nobody wanted it, 
al though an exclusive PR brochure was produced – it was even embossed. For this brochure, 
the title page /10/ and an interior page /03/ of La Henriade were reset in Linotype Didot. 
Only later did we sell a few copies, and then Adobe took it over under licence. 

Ornaments and decorative fonts         Linotype Didot 
was also provided with two additional fonts for ornamen
tation. Although this was a new concept in PostScript 
fonts,  it has firm roots in traditional book printing. The 
1926  Deberny & Peignot type catalogue alone shows nine
 teen pages of ` Vignettes Style Didot'  /12/ next to five 
pages  of ̀ Vignettes Elzéviriennes'  and three of ̀ Vignet
tes XIXe Siècle' .
While the decorative forms of the end of the 18th  century  
possessed a range of expression from simple to complex, 
at  Linotype simpler forms were chosen for implementa
tion. In their individual shapes, they corresponded to the  
rather geometrical design language of the 1980s. How
ever, when these shapes are set in rows, they develop 
their  full effect /13/.
Linotype Didot Bold was used as a basis for a lighter, 
shadowed decorative face, called Linotype Didot Open-
face. It was developed in 1992 and in 1995 included in a 
series of eight loose A4 pages /15/.14 This version was 
not published until 2007. With its broad main strokes, 
the initials font provided the basis for another decorative 
de sign /14/. Such typefaces are very common in neoclas
sicism and are very sumptuously adorned. Two glyphs 
from the ornamental font were chosen for decoration, 
but the proposal never came to fruition.
Like the initials version, the ornamental and decorative 
versions were not the work of Adrian Frutiger. They were 
developed internally at Linotype. 

/14/

Didot Floriated Capitals from 
Pierre Didot l’Ainé and the 
never-implemented design for a 
decorative font by Linotype 
(right).

/15/

Sample setting from 1995  
with Linotype Didot Openface  
(designed in 1993 but not  
issued until 2007).

/12/

Section of a page showing 
Vignettes Didot from 
Deberny & Peignot’s 1926 
type catalogue.

/13/

Sample string with combinations 
of decorative glyphs from Linotype  
Didot Ornaments.
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Roman Italic

Bold

Oldstyle Figures & Small Caps

Italic Oldstyle Figures

Bold Oldstyle Figures Bold Italic Oldstyle Figures

Bold Italic

72 pt | –30 54 pt | –5 36 pt | 3 25 pt | 5 16 pt | 19 pt | 10 11 pt | 13 pt | 20 8.2 pt | 10.2 pt | 30 6.8 pt | 8 pt | 40

  You may ask w
  hy so many differe
 nt typefaces. They all serv
e the same purpose but they express 

einmal eine Weinkarte studiert mit sechzig Médoc-Weinen  aus dem 
selben Jahr. Das ist ausnahmslos Wein, aber doch nicht a l les der 
gleiche Wein. Es hat eben gleichwohl Nu ancen. So ist es auch mit 
der Schrift. You may ask why so many different type  faces. Th ey all serve 
the same purpose but they express man’s diversity. It  i s the same d 
iversity we find in wine. I once saw a list of Médoc wine s featuring 
sixty different Médocs all of the same year. All of them  were wines 
but each was different from the others. It’s the nuances that are imp 

ortant. The same is true for typefaces. Po 
urquoi tant d’Alphabets diffé rents ! Tous se 
rvent au même but, mais a u ssi à exprim 
er la diversité de l’homme. C’est cette mê 
me diversité que nous ret rouvons dans l 
es vins de Médoc. J’ai pu, un jour, relever 
soixante crus, tous de la même année. Il 
s’agissait certes de vins, mais tous étaie 
nt différents. Tout est da ns la nuance du 
bouquet. Il en est de même pour les cara 

ant d’Alphabets différents ! Tous servent au même but, mais aussi à exprimer la d 
iversité de l’homme. C’est cette même diversité que nous retrouvons dans les vi 
ns de Médoc. J’ai pu, un jour, relever soixante crus, tous de la même année . I l 
s’agissait certes de vins, mais tous étaient différents. Tout est dans la nuance  du 
bouquet. Il en est de même pour les caractères ! Sie fragen sich, warum es no t we 
ndig ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle zum selben,  aber 
machen die Viel falt des Menschen aus. Diese Vielfalt ist wie beim Wein. Ich habe 

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 were wines but 
e ach was different from the others. It’s the nuances that 
a re important. The same is true for typefaces. Pourquoi t 
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Font production :
Digitised by Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
OpenType Std

Linotype Didot ™
Linotype
7 weights ( +1 SC | +4 OsF )
+ 2 Ornaments
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 HTF Didot Light 16
 Jonathan Hoefler ( Molé le jeune )
 1992 (1819 ) 

 Linotype Didot
 Adrian Frutiger ( Firmin Didot )
 1991 ( ca. 1800 )

 Didot LP
 Garrett Boge ( Firmin Didot )
 1995 ( ca. 1784 )

nh = 6.02 cm
nw = 5.71
ns = 1.20
nq = 0.20

Hh = 10.00 cm
Hw = 7.50
Hs = 1.40
Hq = 0.19

Hh : Hw = 1 : 0.79
Hw : Hs = 1 : 0.19
Hs : Hq = 1 : 0.13

Roman oh = 6.39 cm
ow = 6.55
os = 1.42
oq = 0.20

nh : nw = 1 : 0.95
nw : ns = 1 : 0.21
nh : oh = 1 : 1.06
nw : ow = 1 : 1.15

H noHq

Hs

Hw

Hh

nh

ns

nw

os

ow

nq oq

Hofstainberg

Hofstainberg

Hofstainberg

K N R a b f n 3 4
KN R a b f n 3 4

K N R a b f n 3 4

368 t e xt  t y p e fac e

Typeface comparison         All three typefaces shown 
below are derived from Firmin Didot' s types. They differ 
in   form and construction, depending on which print orig
inal served as the basis for their adaptation.
While Adrian Frutiger' s Linotype Didot Roman is derived 
from Firmin Didot' s typefaces for the book La Henriade 
/03/, Jonathan Hoefler based his version of Didot – de
signed in 1991 for the magazine Harper’s Bazaar and which 
was first used in 1992 15 – on Pierre and Jules Didot' s 1819 
Spécimen de nouveaux caractères 16. As a starting point, 
he  predominantly used the book' s Grosse Sans Pareille 
No. 206, a typeface from Molé le jeune that is very simi
lar to the sample contained in Jan Tschichold' s Meister-
buch der Schrift, and, therefore, also to Firmin Didot' s 
type face. Jonathan Hoefler prepared HTF Didot in three 
weights, with corresponding italic versions, and in seven 
design sizes, ranging from 6 to 96 pt. Pictured below is 
the 16 pt size.
Didot LP, created in 1995 by Garrett Boge, is based on the  
version of Didot from the 1926 type catalogue by Lud wig 
& Mayer GmbH, which itself draws on the version of Didot 
from Deberny & Peignot /09/. This typeface can be traced 
back to an earlier Firmin Didot face c. 1784. Didot LP’s 
stroke contrast is less strongly emphasised, which leads 
to the conclusion that it was derived from a smaller point 
size than the other two versions shown here. 

/17/

In comparison to other  
reworkings of Didot, and unlike the 
orginal, Linotype Didot appears  
more balanced in its proportions.

/16/

Measurement of stroke widths  
and proportions of the Linotype  
Didot regular weight.

K
Leg with minimal 
juncture at stem

N
Counters are 
proportionally 
balanced against 
each other

R 
Curved leg set 
to the right

a 
Hairline flows 
steeply into 
the stem 
without sagging

b 
More rounded 
transition 
from bowl to 
stem

f 
Generous 
curve shape

n
Broad shape, 
elongated 
hairline

3 4
No teardrop 
serif at bottom, 
curved 
diagonal
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Headline Oldstyle Figures

Initials

Headline

Ornaments 1 Ornaments 2

Roman
Bold
Italic
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8.12 = 1.08
6.66 = 0.89
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 1.40 = 1
 2.01 = 1.44
1.20 = 0.86

Hq
 0.19 = 0.1
 0.20 = 1.05
 0.20 = 1.05

Hh
10.00 cm
10.00 
10.00 
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1 2 3 4 5 6 7 8 9 0

HÔhxp7
1.00

0

cm Linotype Didot
40.2 pt

130
102

61 6.7

10

6.6−40

HÔhxp7
1.00

0

cm Didot LP
42.6 pt

130
100

57 7.5

10

7.0 −40

HÔhxp7
1.00

0

cm HTF Didot
40.3 pt

133
104

61 7.0

10

7.4−45

/19/

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

/18/

Comparison showing the 
different weights and angle of  
the italics.
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HERCULaNuM

370 j o b b i n g  t y p e fac e

The basic idea for the ‘Type before Gutenberg’ project came from me. I suggested it in a 
1989 type   selection meeting. The whole concept was developed the same year and intro-
duced in 1990.  The brochure containing the first six alphabets /15/ – which were produced 
very quickly – was  first distributed at Type 90 in Oxford and was out of stock  immediately. 
The concept of this  project was to re-interpret handwritten alphabets from ancient times 
until  the era of Jo han nes Gutenberg, the mid-15th century. It was about establishing an 
alternative  that would position something other than just adaptations of classic faces and 
funny new fantasy types at  the beginning of desktop publishing. ‘Type before Gutenberg’ 
was about starting a project from  which would arise expressive calligraphic types based 
on examples from history. Obviously, I am of the opinion that it is totally justified to try 
and imitate the  gesture of handwriting  using today’s computers. If it’s done well, why not?

The whole thing did not just come about overnight. When I got in touch with Aaron 
Burns,  who  co-founded The International Typeface Corporation ITC 1 in 1970, I suggested 
incorporating such faces into their programme. However, back then he didn’t understand 
what I meant. It simply wasn’t modern enough for him. So some 20 years later I re-intro-
duced my old idea at the Linotype type selection meeting. Otmar Hoefer and some other  
people from German Lino  type chose who was to work on the project. I wasn’t totally  happy  
with their selection. Although Karlgeorg Hoefer, Herbert Maring and Gottfried Pott  certainly  
weren’t bad calligraphers, they were perhaps a bit boring. What was missing were people 
like David Kindersley, André Gürt  ler or Hermann Zapf, who would have added a bit of piz-
zazz. I couldn’t do that myself. I later suggested to Linotype that they ask André Gürtler 
but  it didn’t result in a contribution by him.

Palaeographer Prof. Peter Rück also wrote a report for the project.2 He held a professor-
ship for historical ancillary sciences at the University of Marburg (Germany) and checked 
everything very carefully. But the question has to be: Where does palaeography end and 
where does calligraphy start? We had lots of discussions about this subject and some times 
our views would differ quite significantly. As a scientist he had difficulties in adapting his 
thinking to the world of typography, typographers and graphic designers. But in places 
he was certainly right. For instance, he wrote that the typeface designs had a German feel 
to them.

Apart from the palaeographic aspect, there is another fundamental issue when design-
ing display faces for typesetting: How to maintain the gestural aspect of a handwritten 
alphabet? In hot metal setting people have tried very hard, for instance through using 
angled matrices,3 to transfer the calligraphic gesture of handwritten alphabets into their 
typefaces. I’m thinking,  for example, of Legende /13/ by F.  H. Ernst Schneidler, which was 
re leased by the Bauer foundry  of Frankfurt in 1937 and used all over the world.

Name of typeface
Herculanum

Designer
Adrian Frutiger

Design  | Publication
1990 | 1991

Typesetting technology
Digital setting PostScript

 Manufacturer
– Adobe | Linotype
– Linotype

Weights
1
3

‘Type before Gutenberg’           On 26 October 1989 
Adrian Frutiger presented his proposal for the project 
` Type  before Gutenberg'  at the type selection meeting 
at  Lino type AG in Eschborn near Frankfurt (Germany). To 
illustrate his idea, he included Victor Hammer' s American 
Uncial in his paper,4 a design that was released in 1953 
by  Schriftgiesserei Klingspor and has been available from 
Linotype since 1988 as Neue Hammer Unziale /13/.5 On 
two other pages he showed about 30 handwritten exam
ples by Hans Eduard Meier. These were interpretations 
of  scripts from Ancient Greece to the 16th century, which 
can  be found in Hans Eduard Meier' s booklet The Devel
opment of Script and Type.6 Adrian Frutiger did not add 
his own diploma thesis Lettering – The development of 
European letter types carved in wood 7 /01/. 
“This great idea,” as Otmar Hoefer referred to the  project  
he headed at Linotype, was then handed over to three 
cal ligraphers, all from the Schreibwerkstatt Klingspor Of
 fenbach,8 “in order to create calligraphic designs for this 
subject based on important styles from the past and in
 terpreted with a view to current reading habits.”9 Otmar 
Hoefer pointed out that these designs should be inter
pretations of historic scripts and not exact redrawings. 
Therefore, some criticism was expected when Prof. Peter 
Rück submitted his report on the first six alphabets of 
the  ` Type  before Gutenberg'  project. He criti cised the 
duc  tus, the use of nonhistoric form elements and pro
portion and noted “that all six designs have a ̀ rather 
German'  ap pearance”. He attributed this to the way 
German calligraphers were trained. “In their imagination, 
scripts consist of clearly differentiated hairlines and 
stems as well  as clearly marked heads and feet. One 
gets the im pression that they think of blackletter even 
if they write antiqua …”. And he went on: “All six sample 
types appear to be systematically rigid and cold, i.e. very 
different from  the products of the organic script thinking 
of the Gothic  period.”10 
In order to avoid a stereotypical repetition of shapes, 
Rück suggested a variety of ligatures, letter shapes and 
spacing. Adrian Frutiger liked the alternative letter shapes 
/02/ and – as he had done before with his first designs 
for  Deberny & Peignot – included these. They were not 
yet  part of the 1990 brochure /15/ that was distributed 
at  the Type 90 in Oxford but were included in the 1991 
release of Herculanum.11 
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/02/

Undated paste-up – felt pen on 
tracing paper (original size) – single 
glyphs are still being reworked.

/01/

Cover and interior page of Adrian 
Frutiger’s diploma thesis (1951) – 
the woodcut shows an interpretation 
of the Early Roman Cursive from 
the 1st century.
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AKMNRU V X YZ
akmnruvxyz

372 j o b b i n g  t y p e fac e

In order to understand the idea behind ‘Type before Gutenberg’ better it’s useful to 
have  a quick look into the typefaces of the Gutenberg period because a particular develop-
ment took place during that time: a move away from the manual gesture. In the letters of 
Gotico-Antiqua12 from the mid-15th century, which took up the handwritten humanist mi-
nuscule at the transition  from gothic type to renaissance-antiqua, you can still clearly feel 
the manual gesture /06/. How ever, some 70 to 80 years later, in Garamond /08/, this wasn’t 
really the case any more. This  change happened within a span of 50 years. Nicolas Jenson’s 
Antiqua from about 1470 al ready had serifs at the foot. You can still see the pen in  the up-
per parts of the oblique serifs of  the small letters. At the foot of the letters, however,  the 
serifs are adjusted to the line of the hot  metal setting /08/. That’s different from a handwrit-
ten alphabet. Although the calligrapher puts some pressure on the pen in the lower parts  
in order to get more ink flowing, the terminal is  either pointed or, at most, round due to  
the inclined position of the pen. For optical reasons, i. e.  so that the terminals don’t appear  
too short in comparison to the round and horizontal strokes, the point should be positioned 
slightly below the baseline. 

Initially, I only contributed Herculanum to the ‘Type before Gutenberg’ project. Pom-
pei  jana  (see page 384) and Rusticana (see page 390) were to follow later. I knew the Ancient 
Roman alphabets inside out and I admired them; they had been on my mind ever since I 
did  my diploma  /01/. Herculanum is an imitation of an inclined Roman majuscule alphabet 
/03/. This antique alphabet is so beautiful – if I’d ever seen an original, I would have been 
overwhelmed by its beauty. If you think about when it was created … Originally, these al-
phabets were inscribed in  wax using a stylus, or Latin ‘stilus’ /03/. The stylus is made from 

Historical analysis of Herculanum       Besides  Capitalis 
Monumentalis, which was inscribed in stone using a ham
mer and chisel, Cursive Majuscules and Early Roman Cur
 sive were developed in the first century AD. Historical 
ex amples can be found inscribed in wax tablets, as graf
fiti engraved on walls or on papyrus /03/. “In contrast to 
` stone inscriptions'  the Early Roman Cursive is character
ised by a fluid ductus, which mirrors the movement of 
the hand and thus appears very alive and not static,” wrote 
Peter Rück.13 
According to Peter Rück, Adrian Frutiger based his Her
culanum  on the script of Carmen de bello Actiaco, a song 
about the  sea battle of Actium, which had been written 
on papyrus between 31 BC and 79 AD in Herculaneum. 
However, the original version was not used as a template 
for ̀ Remus'  (the working title for Herculanum) but rather 
a redrawing form the 19th century created by English 
archaeologist John Hayter, based on a barely legible pa
pyrus from Naples /04/. Palaeographer Jean Mallon called 
this version a very badly done redrawing.14 Peter Rück 
agreed: “Therefore the ̀ Remus'  design cannot be eval
uated in comparison to the original – because, as a his
toric script it  is actually a ̀ fake'  – but only in comparison 
to John Hay ter' s redrawing. Although the dynamic of the 
mean line is rather well done through the use of variable 
letter heights (shortening of the O, lengthening of the 
S), the horizontal expression of the crossbars (which are 
inclined, i. e. dynamically rising upwards in the original) 

/05/

For each of the ten majuscules there 
are narrower alternative 
shapes on the minuscule keys 
(bottom).

/03/

The Roman majuscule cursive can be 
found inscribed with a stylus on 
wax tablets, on walls or on papyrus 
(top to bottom).

/04/

Roman majuscule cursive from 
the papyrus ‘Carmen de bello Actiaco’; 
redrawing from the 19th century 
by John Hayter.
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AEFH TUN

in A E F H gives ̀ Remus'  a static median, which does not 
conform to the original. The extremely wide M forms a 
soft garland while in the original it is more like a double 
gable. The choice of a purely oval O (which has various 
shapes in the  original) and furthermore of the stretched 
uncial E is  an unlucky one; this type of E only appears 
once in the original, usually it features rising crossbars, 
which are typical of the period. These elements alto
gether make ̀ Remus'  rounder and softer … than the orig
 inal would sug gest. The terminals of H are too strong, the 
same is true for the tongue of the G, which in the orig
inal is much finer and more strongly spread towards the 
right. Other individual contradictions arise from the 
` wrong'  ductus of ` Remus' ; in the original, the A is not 
drawn in three movements but in two … Additionally, the 
bodies of the letters are bent towards the left, whereas 
in ̀ Remus'  they are vertical. Horizontality and verticality  
 – in other words a general straightening of the letters – are 
modern characteristics … from the 20th century. There
fore, the original appears much more lively, closer to 
hand  writing and more cursive than ̀ Remus' . This cannot 
be changed completely, but at the very least an inclination  
of the crossbars could counteract the curves with a bal
ancing angular pointedness.”15

wood or metal with a point ed  end for writing and a broad, flat one to smooth out the wax 
in  case something had to be de leted. As a model, I used a sheet with an inclined Roman 
majuscule alphabet from Naples, or Herculaneum /04/, the twin city of Pompeii, and hence 
the name.16 Basically, I ‘only’ redrew it a bit more beautifully. I can say that with out losing 
face. However, the aforementioned Swiss expert Peter Rück doubts, with reference to his 
well-known French colleague Jean Mallon, that the sheet I used was an authentic repre-
sentation of the original. He wrote that it was based on a badly done imitation by English-
man John Hayter from the beginning of the 19th century. I, however, think that his work 
is well done, showing love and diligence. He even adopted the mistakes. No, I’m full of  
awe and I’m feeling closer to the person who did this  than to the palaeogra pher who  
thinks it’s just a bad imitation. After all, you could say that  about every redrawn re search 
document. Of course there was an element of interpretation but  one that shows love  and 
respect.

I drew initial sketches using – and this might sound a bit brutal – a thick felt pen /02/. 
I didn’t  choose an angular but a rounded one, which I could use for serifs but also for dab-
bing and filling in. I pre-sketched these designs using a 48 pt pencil in order to get the 
curves right and then I filled the contours using the felt pen. So they were actually drawn. 
But my very first sketches were written rather than drawn, at least they appear very fluid. 
Cal ligraphy, however,  wasn’t really in my nature; it was cutting that was. Taking bits away 
and leaving others, exactly  like  I did in my woodcarvings of plants.17 This kind of thinking 
and  feeling was rooted in my apprenticeship as a typesetter. If you become a typographer 
this  will stay with you for the rest  of your life.

/08/

In Gotico-Antiqua the movement  
of the pen is still obvious at the top 
and bottom; in Jenson and  
Garamond it is hardly visible, if at  
all (from left to right).

/07/

Test exposure of Herculanum 
Regular with electronically fattened 
strokes for the definition of the 
bold version.

/11/

The three versions of Herculanum: 
Regular (1990) and Bold (1992) – 
based on a stroke weight of 1.5 – 
and Outline.

/09/

In contrast to John Hayter’s 
redrawing, Herculanum features 
horizontal crossbars in A E F H, 
and the E is not pointed.

/06/

Gotico-Antiqua from Cicero’s  
De oratore by Konrad Sweynheim 
and Arnold Pannartz – printed in 
1465 in Subiaco near Rome.

/10/

For Adrian Frutiger, the shape  
of the T is like a punch, the U is pure 
gesture, and the N consists of two 
lines with a gesture in the middle.
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Omnia
Carolina
Clairvaux
San Marco
Duc de Berry

Beneta

Legende
Neue Hammer Unziale

374 j o b b i n g  t y p e fac e

In Herculanum I, too, interpreted the letters. The sample sheet contained, for instance, 
a beautiful majuscule R with a slightly diagonally curved stem /04/, which I didn’t adopt 
in  the same  style. Instead I designed two versions of the R with a straight stem, a narrow 
one  and an other one that runs a bit broader /05/. For me as a typographer and type de signer 
it was obvi ous that a straight line is needed every now and then in order to get the ductus 
right for each single word image. The change between free movements and straight lines 
is necessary because  otherwise everything falls apart. This was the reason why I chose a 
straight stroke instead of a  curved one for the R – even if this wasn’t true to the original.

The letters of Herculanum have both straight strokes and gestural, curved junctures. 
The  T is like a punch, the U on the other hand is pure gesture, and the N consists of two 
straight lines  with a gesture in between /10/. Some letters exist in two versions, a rigid one 
and a dynamic  one /05/ as had already been the case with Initiales Président (see page 32)  
and Ondine (see page 55). Letters with diagonal strokes are well suited for this. For others, 
in particular for those  that only consist of straight lines, I can’t imagine any alternative 
versions, for example for  the H. Nor can I see an alternative O. And for the E of Herculanum 
I didn’t create an alternative version either. I could have drawn a historically documented 
angular version in addition to  the round E, but I didn’t. Peter Rück criticised my decision. 
He wrote that the round E was histori cally rare; that the most common shape was the 
angular E with rising crossbars /04/. I think that you have to see the E in connection with 
the S – it’s a question of pulling and pushing. The  writer from the 19th century never pushed, 
not with E and S either. I have a tendency of very lightly  pushing, which isn’t correct 
 historically. You can do that with a stylus or felt pen but, of  course, you can’t with a pen. 

‘Type before Gutenberg’ type sets   The six  calligraphic 
types from the project ̀ Type before Gutenberg'  /14/ that 
were introduced in 1990 in Oxford were released in two 
sets.  The first was published the same year. In addition 
to  Adrian Frutiger' s Herculanum it contained Karlgeorg 
Hoefer' s Omnia, an uncial going back to the 8th century,  
as well as Duc de Berry by Gottfried Pott, which is rem
iniscent of the 15th century French Bastarda from the 
books  of hours of the Duc de Berry /12/.
The second set became available from Linotype in 1991. 
It  contains Gottfried Pott' s Carolina, an interpretation of  
the Carolingian minuscule from the late 8th century and 
another contribution by Karlgeorg Hoefer. Otmar Hoefer' s 
father is represented with San Marco, an Italian Rotunda 
based on 14th century styles. And finally there is Herbert 
Maring' s Clairvaux, which goes back to the early German 
Gothic styles from the 13th century /12/. The suggestions 
for the names of the six type all came, except for Omnia, 
from  Rück. Hence he was not only involved in the project 
as a critic but also as a name designer.18

In 1991, Karlgeorg Hoefer designed another typeface 
ba sed on calligraphic styles /14/. As indicated by the 
name Beneta it was inspired by the south Italian book 
and  document script ̀ Littera beneventana'  from the 10th 
to 12th century. It was not part of the second original set 
of ` Type before Gutenberg'  but is included today by 
Linotype as a fourth typeface.19

/15/

Brochure Type before Gutenberg 
(1990) – besides Herculanum 
it contains five other calligraphic 
types (left).

/14/

TBG 1 and 2: Omnia, San Marco  
(and Beneta) by Karlgeorg Hoefer; 
Carolina, Duc de Berry by Gottfried 
Pott; Clairvaux by Herbert Maring. 

/13/

Scripts derived from historical  
calligraphy: Legende (1937) by  
F.  H. Ernst Schneidler; Neue Hammer 
Unziale (1953) by Victor Hammer.

/12/

Historic calligraphic scripts: 
uncial, 8th century; Carolingian 
minuscule, 8th century; Gothic 
minuscule, 13th century; rotunda, 
14th century; bastarda, 15th century. 
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/16/

Setting instructions for  
Herculanum – Frutiger generally 
recommends using the majuscule 
keyboard; repetition of the same 
shapes is to be avoided through the 
use of alternative glyphs.
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And here it is again, the sensitive issue of the right gesture. So, in  the case of E and S, I 
was more of a draftsman and typesetter than a palaeographer or calligrapher. You can see 
that in almost all the letters of Herculanum. 

Initially, one version of my typeface was implemented in 1990. You can find it in the 
first line of a sample exposure with different interpolated stroke weights. This sample was 
created  at Linotype while looking for an additional version /07/. I also allowed myself the 
free dom to draw  an outline version /11/ although I knew that, historically, this was stupid. 
But  I’ve always felt attracted by outlines. Maybe that’s an expression of the ‘patissier  spirit’  
that’s part of our family history. Herculanum sold rather well. At least,  in 2003, Linotype 
de cided to release the semibold and outline versions as well. One day  Akira Kobayashi 
sent over some samples and asked me whether I was OK with these versions. He’s been 
art director at  Linotype since 2001. As long as he’s there you don’t have to  be afraid of any 
crimes against your typefaces. 

Presumably, as calligraphers, my colleagues in the project would have done some 
things  dif ferently with Herculanum, in a freer, more calligraphic style. Because the callig-
rapher writes words whereas the typographer sets letters – this is a big difference. As a 
type  designer my work  is clearly committed to typography.

Typeface comparison             With Herculanum, Mission 
and Reliq we can compare three interpretations of antique  
majuscule cursives /17/. Following their historical prede
cessors, Adrian Frutiger' s Herculanum and Steve Miggas'  
Mission do not include a minuscule alphabet. For the 
same reason, the minuscules of Carl Crossgrove' s Reliq 
are not  shown.
So as not to appear too monotonous, Herculanum fea
tures a number of alternative glyphs. Reliq is comprised 
of  three versions, each with alternative shapes. The ver
sion shown below – ` Active'  – features more dynamic 
strokes and letters of different height, which seem to 
dance more than in the ̀Calm'  version. These features are  
even stronger in the ̀ ExtraActive'  version.20

When comparing the three types, the difference in the 
shape of strokes becomes apparent. In Herculanum, Fruti
 ger consistently emphasises the terminals of  the down
strokes, which endows the stems with a slight waist. In 
Mission and Reliq, on the other hand, the strokes appear 
more linear and the downstrokes vary from emphatic to 
linear and tapered forms. The appearance of these two 
typefaces is thus rather reminiscent of the majuscule 
cursives engraved in wax or plaster, while Herculanum 
is similar to versions written with a reed pen. In terms of 
the skeleton shapes of the letters and numerals,   however, 
the three typefaces appear very similar.

/17/

In comparison to Mission and 
Reliq, Herculanum features waisted 
strokes and stronger terminals, 
which lends it a more calligraphic 
look.

A
Broad form, 
apex projects 
above upstroke

E
Narrow, 
round shape

K 
Terminal emphasised, 
arms slightly offset, 
very wide at the 
bottom

M 
Spread legs, 
centre diagonal 
high above 
baseline

Q 
Long, projecting 
tail drawn as 
an extension of 
the curve

U 
Downstroke 
stronger 
than upstroke

2
Balanced 
shape, 
serif-like 
terminals

5
Dynamic shape, 
reaching below 
the baseline
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Name of typeface
Shiseido

Client
Shiseido Co. Ltd.

Designer
Adrian Frutiger

Design  | Publication
1991  | 1991

Typesetting technology
Digital setting TrueType ?

 Manufacturer
– Morisawa ?

Weights
2

It was June 1991. I was tired of type design and in the middle of planning our new house 
in   Bremgarten near Berne and sifting through heaps of accumulated papers, when four 
Japanese turned up. They were from the cosmetics company Shiseido of Tokyo. They showed 
me a brochure with a wide headline face similar to the company logo, and a text set in 
 Op ti ma /05/. They told me that their brochures were printed like that, because Optima was 
known throughout the world. They asked whether I wouldn’t care to develop a text face to  
match the logo. There was an all caps alphabet already /02/, although it had many flaws. 
The   existing alphabet was to be reworked and extended to include lowercase letters, nu-
merals and a few accents; the logo wasn’t to be touched. I’ve never been able to say no to 
anything in my life, so I suggested a very high fee. Two days later I received a contract and 
an advance payment – I had to accept the contract.

   I ditched my negative approach after the first sketches. It was enormous fun to work 
on the typeface. It’s an interesting variety between grotesque and serif. One can create 
beautiful movements with a serif face, while a grotesque is much more static – Shiseido is  
somewhere in between the two. And it looks really elegant. A delicately printed page of type  
set in it literally smells of perfume /07/.

   Fortunately I had a good graphic designer for the execution in Serge Cortesi.1 If I 
hadn’t had him I wouldn’t have taken it on. He was trained as a type designer at the Atelier  
National de Création Typographique.2 That’s where I knew him from. However, I made the 
first drafts for Shiseido by myself, as ever in black and white. I used a thin felt-tip pen, and 
a thicker one for filling in. I can still see the sketches now, they were hung from a washing 
line  in front of the wall during the entire holidays. Back in the Paris studio I had always 
hung up letters. I had to make the typeface slightly thinner than the logo, because one can 
see  in the paste-up /03/ that it was too thick in the body text. That decision was purely a 
mat ter of feeling. I was concerned with elegance. A whole block of text looks too heavy in 
semi bold. The basic type for a cosmetic product ought to be something very delicate.

   The middle E cross stroke in the text version is longer compared to the logo – my 
way  of understanding type /08/. I simply don’t like E with a short cross stroke. I also altered 
other letters slightly, like Q. All of my corporate typefaces, including Shiseido, have t with 
a flat, horizontal top. My text faces, including sans serifs (even the geometric Avenir), have 
an oblique top. As far as I’m concerned, there’s no such thing as a straight t in a classic 
type face because the stroke is derived from writing with a quill. However, a corporate type-
 face doesn’t have the same significance as a book typeface, even when long texts are set in  
it. There’s a difference, and that can be seen in a detail like that.

A whiff of a typeface             Shiseido, founded in 1872, 
has a long tradition of engaging well-known designers 
to  shape its visual appearance. This goes back to the 
founder' s  son who studied in Europe. He adapted Euro-
pean design trends for Shiseido advertisements,3 which 
was very unusual for a Japanese company. In 1980 the 
French  man Serge Lutens,4 who had previously worked 
for Vogue and Dior, became responsible for the interna-
tional image of Shiseido.
The logo with Latin letters dates to the beginning of the 
20th century, and rapidly developed into the form it has 
today. In the 1960s the logo was complemented by the 
similar-looking Peignot /04/ for headlines, for example, 
on posters.5 A kind of Copperplate Gothic was also em-
ployed for shorter body texts.6

In the early 1990s texts were set in Optima or Times. In 
addition there was an all-caps alphabet /02/ which was 
used for headlines /05/. Helmut Schmid, a well-known 
designer of German origin, educated at the Schule für 
Gestaltung Basel and resident in Japan, was asked to 
re work this alphabet. Due to a lack of time, he suggested  
the job be carried out by someone he considered the 
greatest typedesigner of the time, Adrian Frutiger.7

In Frutiger' s opinion the all-caps alphabet had to be com-
pletely reworked. He criticised the stroke contrast be-
tween thick and thin lines, the fact that the stroke width 
of  hairlines was not the same in each letter, the wide 
proportions of certain letters, the Q tail, and much more. 
Also, the stroke width of the alphabet was slightly bold-
er than that of the logo, and the round letters were nar-
rower /06/. Fru tiger subsequently designed a complete 
alphabet in one light weight /08/. He also worked with 
Serge Cortesi on a bold weight for headlines and text 
emphasis followed immediately after. Shiseido was not 
the first sans serif typeface with a strongly defined stroke 
contrast  that Frutiger had designed. As early as 1959 he 
conceived a typeface for signage at Orly airport based 
on Peignot and Univers (see page 134).
The Shiseido alphabet was extended over the course of 
time, also adapting Japanese type to the character of the  
Latin alphabet,8 albeit without the participation of Adrian 
Frutiger.
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ACHMQRS

/02/

The predecessor alphabet to 
Shiseido was capitals only,  
and was used as a titling face 
(unknown designer).

/01/

The Shiseido logo, used in a similar 
form since the beginning of 
the 20th century, is the basis of 
the alphabet.

/07/

Product brochure (undated) 
with, text set in Shiseido regular 
and bold.

/03/

Typeface design with a similar 
stroke width to the logo – paste-up 
by Serge Cortesi with corrections 
by Adrian Frutiger.

/05/

Extract from a brochure set 
in the predecessor alphabet and 
Optima (left); test exposure of 
Shiseido roman by Frutiger (right).

/04/

Peignot (1937) by A. M. Cassandre is 
a typeface with a high stroke 
contrast and differentiated letter 
widths.

/08/

The Shiseido alphabet by Adrian 
Frutiger in the regular weight; some 
characters below in Shiseido bold.

/06/

Comparison between the logo, the 
predecessor alphabet and Shiseido 
bold (from top to bottom).
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 CAPITALI S

380 j o b b i n g  t y p e fac e

Name of typeface
Frutiger Capitalis

Designer
Adrian Frutiger

Design  | Publication
1991  | 2005

Typesetting technology
Digital setting OpenType

 Manufacturer
– Linotype

Weights
2 +1

Another ancient roman typeface        Adrian Frutiger 
contributed three new typefaces to the ` Type before 
Guten  berg'  (TBG) project launched by Linotype in 1989; 
Herculanum, Pompeijana and Rusticana. All of these are 
based on ancient Roman scripts.
A further TBG design was produced in 1991, an outline 
face  with additional symbols /04/. It, too, is based on 
ancient  Roman lapidary scripts /03/, although like Fru ti
ger' s other TBG typefaces it is not necessarily  historically  
accurate, but a free interpretation. While Herculanum is 
derived from pen writing, Pompeijana from reed pen writ
ing and Rusticana from stone engraving, Frutiger' s outline  
design has no apparent connection to any tool of  antiquity.  
It looks as though it were drawn with a felttip pen. De
signing this typeface came as something of a relief to 
Adrian Frutiger after having worked on so many serious 
and  meticulous typefaces.1

The design was approved by the type selection meeting 
panel for the fourth TBG package under the working title  
‘Capitalis Outline’; and a business plan was drawn up. How
 ever, in 1992, after test exposures of the final artwork for 
14 letters /02/, Linotype called a halt to the project, which 
by then had been renamed ‘Symbolica’. Frutiger wrote in  
his memoirs that “another project was a Roman all caps 
out line face with a somewhat jolly expression … the proj
ect was never completed.”2

In 2005 Linotype revived the design, reworked it and 
pro duced it under the name Frutiger Capitalis. However, 
 the characters are not as fine and accurately formed as 
the  design and test exposures from 1992 /06/. The orien
tation of some of the letters is different, such as A. In 
ad dition, the outlines are bolder and they get thicker at 
the corners. The uneven line widths appear to have been 
designed intentionally, which is especially noticeable in 
the larger point sizes /05/. In the regular weight, the visu
ally small counters are conspicuous, which must have 
been due to filling in the outline weight. In general the 
type face loses some of the joyousness which Frutiger so  
desired.
Frutiger Capitalis was released in 2005 as an OpenType 
font in regular and outline weights, extended to include 
the signs character set.

/01/

Undated drawing for ‘Capitalis 
Outline’ – Adrian Frutiger  
cancels the open counter for the P,  
and later for the R as well.

/02/

Extract from a 1992 test exposure 
of 14 letters of ‘Symbolica’, 
originally ‘Capitalis Outline’, 18 pt.

/03/

Historic inscriptions; 
two Roman lapidary inscriptions 
from around the birth of Christ 
(top) and from the 1st century AD. 
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AENB /07/

Test exposure from 1992 made 
to harmonise Frutiger Signs 
with the typeface then still called 
‘Symbolica’.

/04/

‘Capitalis Outline’ design  
with some symbols, presented to 
the type selection meeting in  
November 1991.

/06/

Comparison showing Frutiger’s 
design with the test exposure 
from 1992 and Frutiger Capitalis 
(top to bottom).

/05/

Adrian Frutiger’s final artwork from 
1991 (black) compared with the 
digitised Frutiger Capitalis (red).
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 ITC Woodland
 Akira Kobayashi
 1997

 Hoffmann
 Richard Lipton ( Lothar Hoffmann )  
 1993

 Frutiger Capitalis
 Adrian Frutiger
2005
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HOFSTAINBERG

Hofstainberg
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Frutiger Capitalis Signs           Adrian Frutiger planned 
additional linear symbols when designing‘Capitalis Out-
line’. He wrote of the origins of the characters: “The first 
stage consisted of producing drawings of printed char
acters from the book Der Mensch und seine Zeichen.3 
“[...] some 90 characters [...] are currently being worked 
on with help from the digital system. [...] The longer I 
spend  on the project, the more the different areas and 
character variations spread out. For instance, I intended 
to draw two or three hand symbols. After some consid
eration they became over 20.”4

In order to accommodate the intended range of 334  
char acters, the symbols were divided into four fonts and 
given  the working title Frutiger Signs. Linotype' s business  
plan gave precedence to its individuality over existing pi  
fonts,5  yet the scheme was postponed.
While the symbols relate to the typeface /07/ in the 1992 
test exposures, this is no longer the case for Frutiger Cap-
italis in 2005. Their line width and quality appear uneven 
and to have been rushed. They look as though they were 
computer generated after being scanned.
The intended range of characters and division into eight 
groups, which can be seen in the brochure /08/, was not 
feasible.6 Linotype wrote that Frutiger Capitalis Signs 
was  Adrian Frutiger' s personal symbol cosmos. 

/09/

The three lapidary-like typefaces 
all have flared, diagonally cut stroke 
ends.

A
Dynamic curved 
downstroke, 
small counter
 

B
Bottom bow 
ends left of 
stem in a spur

H 
Diagonal 
cross stroke

M 
Curved 
V-shape

R 
Closed counter

X 
Rounded 
angles, 
flared stroke 
ends

3
Horizontal 
top shape

8
Crossing lines, 
pointed end 
of counters 
rounded

/08/

Two pages of the eight-page 
Linotype brochure from 
2005 – the signs are divided 
into eight groups in total.
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 Pourquoi Tan
 t d’Alphabets difF
érents! Tous servent A 
u même but, mais aussi à exprim

uet. Il en est de même pour les caractères! Sie fragen sich, warum es Notwe 
ndig ist, so viele Schriften zur Verfügung zu haben. Sie dienen alle ZUm sel 
ben, aber machen die Viel falt des Menschen aus. Diese Vielfalt ist wie Beim 
W ein. Ich habe einmal eine Weinkarte studiert mit sechzig Médoc-WeInen 
aus de m selben Jahr. Das ist ausnahmslos Wein, aber doch nicht ALLes der gl  
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Design  | Publication
1992 | 1992

Typesetting technology
Digital setting PostScript

 Manufacturers
– Adobe | Linotype

Weights
1 +1

After the first font pack for ‘Type Before Gutenberg’ shipped with Herculanum on it, it 
wasn’t until the third pack that more of my fonts were included: Pompeijana in 1992, and 
Rusticana  in 1993. The name Pompeijana was Linotype’s suggestion.1 It was taken from 
the ancient city,  destroyed in 79 AD by the eruption of Vesuvius, and only later discovered 
and excavated in the 18th century. You’ll find records of this type of script on the walls of 
the houses there /05/. But Capitalis Rustica was primarily written with a pen on parchment. 
The  classical originals were actually written with a reed pen. It started with Capitalis 
Quadrata /05/, with its horizontal or very flat pen position, then came Rustica.2 It got that 
name  because of its somewhat rustic, countrified appearance when set against Capitalis 
Mon umentalis. The pen is held in a steep position, and turned through an angle of 25° to 
30° /09/.3 That’s what produces the change in the strokes – from the thin, slender down
strokes to the thick crossbars. Later scripts never got any steeper. For me that was an end
point in the  history of the development of Latin script. The steep angle produced a majus
cule script that’s very closely spaced with a lively feel to it. A similar but much more 
rigid looking script  came about later with the gothic minuscule (Textura) and its very 
narrow, pointed letter shapes /05/.

During the preliminary work on Pompeijana, I looked through Albert Kapr’s Book 
Schrift   kunst, and in Hoffmanns Schriftatlas.4 I also wanted to see what was shown in Hans 
Eduard Meier’s The Development of Script and Type /08/.5 Basically I had the samples of  my 
teacher, Alfred Willimann, on hand, although these on their own were certainly not enough.

The first sketches for Pompeijana were done with a broad pen on wellsized paper, at  
a height of around 30 pt, maybe a little bigger. Apart from Ondine, it’s the only typeface 
where I actually wrote the originals, rather than drawing them. It would have been impos
sible for me to draw the curves in the same way that a pen can produce them. The types of  
curve you see in the D or the O can only be made with a pen. The thought of drawing them 
simply wouldn’t have occurred to me. The letters have to flow, you see. I’ve written so much 
with it that the pen has come to feel like an extension of myself, and that probably adds 
something to the quality of a typeface. It’s all about the correctly proportioned dynamic 
in  the stroke. Everyone should try at least once, to write script with a pen, preferably under 
supervision. On the other hand, I would never have drawn the originals for an antiqua with  
a pen. In spite of that, the curves in Méridien, for example, came out well. I think, however, 
that I can safely state: a type designer who has never written a script by hand will never 
be  able to produce proper curves. The junctures are always shaky. Writing by hand is, after  
all, somewhat different from drawing. You can recognise in the curves of Pompeijana a 
different liveliness and excitement than in Méridien, which has a more constructed, or 
rather, more drawn feel to it.

Further development of ‘TBG’       After the appearance 
of Herculanum (see page 370) in the  first font pack of 
` Type Before Gutenberg' , and the ab sence of any Adrian 
Frutiger fonts in the second, the third font pack con
tained two: Pompeijana and Rusticana (see page 390). 
Once again, the theme was typefaces from  Roman an
tiquity. 
The name Pompeijana is derived from the ancient settle
ment of Pompeii, southeast of Naples, which was destroy
ed during the eruption of the volcano Vesuvius in 79 AD.6 
However, Adrian Frutiger did not base his calligraphic 
script directly on the historical inscriptions found there. 
/05/ Rather, the connection lies more with the antique 
writing script /05/. This style of Capitalis Rustica, written 
with a quill or reed, appears – due to its greater stroke 
contrast – more pointed than the inscriptions at Pompeii, 
which were painted with a flat  brush on  the whitewashed 
walls. However, both the 1stcentury  brush script and the 
4thcentury pen script are  not typi cal  of calligraphic 
scripts: due to the steeply  inclined angle  at  which the 
pen is held, the vertical strokes are thinner than the hori
zontal ones /09/. From a historical  perspective  this was, 
until well into the 19th century, some what unique among 
Latin scripts. Only with the socalled French Claren don 
typefaces like Italienne (see page 346) did this unusual 
reversal of stroke weights find a counter part.
For Pompeijana Adrian Frutiger could use his experience, 
gained in his  calligraphic studies under Alfred Willimann 
at the Kunstgewerbeschule in Zurich, as he had done with 
Herculanum, the first calligraphic typeface for the ̀ Type 
Before Gutenberg'  project. Indeed, his diploma submis
sion featured a woodcut of Capitalis Rusticana /01/.7 In 
addition, in his second year as a type designer at the 
Deberny & Peignot type foundry in Paris, he produced a 
woodcut of Rusticana /02/. It was used to print Deberny 
& Peignot' s New Year' s card for 1953.
To reproduce a historical script as accurately as possible 
was not Adrian Frutiger' s goal with Pompeijana. To this 
end, he worked not only from photographs of a particu
lar original, but he also consulted versions that had been 
rewritten later, one of which was by Hans Eduard  Meier 
from the booklet The Development of Script and Type 
(1959) /08/. It was more important for him to create the 
most balanced typeface possible. Pompeijana was com
pleted in 1992, and an additional decorative font was 
also supplied for border designs.
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/02/

1953 New Year’s greetings card 
from Deberny & Peignot –  
this woodcut, with text in Rustica, 
was done by Adrian Frutiger,  
their new staff member.

/01/

Diploma presentation (1951), 
woodcut by Adrian Frutiger – the 
right side of the accordion-fold 
booklet shows a Rustica from the 
4th to 5th century AD.
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/04/

Pencil drawings on mounted 
tracing paper – mistakes have been 
scraped away with a scalpel 
(slightly smaller than original size).

/03/

Undated felt-tip pen drawing for 
Pompeijana on tracing paper – 
the E on white paper has been glued 
on later (original size).
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I was careful to make sure that all the verticals were as fine as possible in order to 
create a contrast with the short, thick, horizontal strokes, which is why, in my typeface, the 
finer strokes dominate. The change from thick to thin is an awkward, but beautiful change 
in contrast. Consider the letters D and R of Pompeijana in the word ‘Différent’, in the sec
ond line of the sample string on page 389; it’s apparent that the downstrokes are really 
fragile. A look at the handwritten originals of Vergilius Palatinus for example /05/, is inter
esting in this regard. There the thin strokes are even finer in places. It’s also written very 
closely spaced, the letters almost melt into each other. Pompeijana’s text image, on the 
other hand, is lighter; my typeface runs wider. You can see clearly here my way of setting 
script rather than writing it. Each letter has its own personality, but still, along with its 
neighbours, makes the whole word hang together. 

There’s a big difference, whether I write or set such a  typeface or rather draw it in 
such a way that it can be set. That produces a couple of differences with regards to the 
originals from the 4th century. I evened out the width of the letters, so that the counters 
and side bearings would be approximately equal. That’s just be come second nature to me. 
I can’t change it. My E is wider, and therefore lighter, than the F /06/ – in the old written 
scripts that’s not necessarily clear – and in Pompeijana’s M, the angles are less steep than 
in the historical originals, and the letter is a little airier for that. Altogether, my letters run 
quite wide; in addition the serifs are very short: almost reduced to a point. That means 
that the rhythm of the line is not quite as marked as in the Rustica originals. The typeface 
has, however, better legibility.

The design of Pompeijana        In conversation, Frutiger 
has mentioned that for the design of Pompeijana he had 
handwritten the letters.8 His originals have not survived, 
and hardly any designs for the typeface are to be found. 
Only  a few letters, drawn in felttip on tracing paper /03/, 
and  the numerals and a few additional glyphs, drawn in 
pencil on tracing paper can be reproduced here /04/. In 
both preliminary designs the formal correspondence with  
the finished version is clear, and yet, in a few glyphs, there  
are obvious differences to be noted. 
In many letters Pompeijana shows similarities to the Rus
tica in Frutiger' s diploma submission /01/, while in others 
it clearly owes more to Hans Eduard Meier' s version. That  
he coopted both of these in the design has been con
firmed in conversation, and can also be seen through 
re  ference to an enlarged copy.9 The C, for example, com
pares with Meier' s letter shape, the S also shows Meier' s 
rather closed curve shape /08/ and the D is still diago
nally  oriented in Adrian Frutiger' s design. The published 
version, how ever, features another shape: the D is now 
rounder, leaning more toward the shapes of his diploma 
thesis. The Q  is striking with its short, curledunder tail, 
also the G with its ̀ beard'  jutting down below the base
line. While the former can be seen around 500 AD in the 
script Vergilius Palatinus /05/, the latter is unusual. The 
backwardssloping, diagonal beard was taken from Hans 
Eduard Meier' s design /08/.10

/05/

Handwritten scripts: Wall writing  
in Pompeii, 1st c. AD; Capitalis Rustica 
‘Vergilius Vaticanus’ and ‘Vergilius  
Palatinus’, 4th c. AD; Capitalis Quadrata, 
4th c. AD; Gothic minuscule, 15th c. AD  
(top to bottom).

/06/ 

1991 sample text – ‘Rustica 1’,  
corresponding to Frutiger’s original 
drawings, and ‘Rustica 2’, a some - 
what heavier version (top to bottom).

/07/

In the original design the opening 
of the O is at the bottom, in the 
test exposure it is at the top and in 
the published version it is at the 
bottom again.
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Typeface Comparison       In Fontbook, Fontshop Inter
national' s comprehensive 2006 typeface catalogue, Carus  
and Pompeijana are designated as blackletter fonts, while 
Virgile is classified as a display font.11 Although a formal 
relation to the blackletter type is given and the division 
as display type is possible, this very difficile and expense 
attribution is not really solved. Historically, as well as in 
terms of de sign, it would have been better to assign it 
to the category  of scripts.12 
These three typefaces belonging to the Capitalis Rustica  
classification were all published in the mid1990s. Con
forming to historical models these are majuscule types, 
since in the original handwritten Rusticas there were no 
lowercase forms, although these were already beginning 
to appear in scripts in the 4th–5th century AD.13

When comparing the scripts, differences in the letter 
shapes become evident. In keeping with the original, the 
A of Virgile, for example, has no crossbar. The composition  
of the typefaces is also different: Virgile is heavier and 
has less stroke contrast. It therefore appears less pointed  
than Pompeijana and Carus, both of which display hairline  
strokes. In Carus, the lessrigorous strokes and the often 
rather narrow counters lend it a somewhat messy text 
image, although this is not atypical of typefaces derived 
from handwritten scripts /10/.

/09/

When writing with a broad pen, 
stroke weight and stroke contrast 
change according to the angle of the 
pen’s front edge: Roman Capitalis, 
Capitalis Quadrata, Capitalis Rustica 
(left to right).

/08/

Capitalis Rustica, calligraphy by 
Hans Eduard Meier, from his book 
Schriftentwicklung, served as a 
model for Pompeijana.

/10/

Compared with the two other 
interpretations of Rustica, 
Pompeijana has a lighter, harder 
and more pointed appearance.

A
Short crossbar, 
sitting on 
the left diagonal

B
Counters open 
and closed, 
minimal difference 
in size 

F
Cap height 
not exceeded

G
Truncated curve 
shape, spur 
drops below 
baseline

K
Upper arm 
curved 
toward right

Q
Short tail, 
curved back 
to left

V
Diagonals 
separated 
by gap

1 5
Rhomboid serifs, 
very pointed 
appearance
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1992 | 1993

Name of typeface
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 Manufacturer
– Adobe | Linotype

Weights
1 +1

Typesetting technology
Digital setting PostScript

Designer
Adrian Frutiger

Rusticana appeared in 1993, as a further addition to the ‘Type Before Gutenberg’ project. 
The basis for this typeface was the Roman inscriptional capitals from the 3rd to 2nd cen-
turies BC, as shown in volume one of František Muzika’s Die Schöne Schrift /09/.1 But basi-
cally, Rusticana is my creation, or rather a mixture of the historically traditional and my 
own  personal style. It’s  basically about working with the spirit of Roman antiquity, but 
converted into modern times. The name was Linotype’s idea. The naming is probably a bit 
confusing, particularly for palaeographers. My Pompeijana, which had come out a year 
earlier, embodied the style of the so-called Capitalis Rustica (see page 387), while the type-
face called Rusticana actually has more to do with the clearly older Roman inscriptional 
capitals, which were mostly chiselled on   stone /07/. 

I’ve never been to a type selection meeting where I didn’t have something new to show  
them. It was almost expected that I would turn up with a new design. I felt somehow obliged 
not  to turn up empty-handed. My suggestion for Rusticana was based on a paste-up string 
of  letters. Mostly, at the beginning, I had used only the test word ‘OHamburgefonstiv’. That 
was, of  course, not yet perfectly well balanced. You can’t draw any real conclusions about 
the  spacing  from this test word, since the forms and counterforms are far too different. 
Typically, you’d place each letter between two ms or ns, or with capital letter typefaces, 
be tween two Hs, in order to get a better idea of the spacing. There’s a poster that my  teacher 
Alfred Willimann did for an exhibition on ancient Roman portrait sculpture; the inscrip-
tional capital there is very beautiful and lively but the spaces between the letters aren’t 
right. That’s what always amazed me about Willimann. Someone who’s never spaced type 
using a composing stick just won’t get it. In the meetings we often argued over the letter-
spacing. Reinhard Haus has an amazingly sharp eye, he could always deliver a ringing  
judgement. Arthur Ritzel, and his successor Werner  Schimpf, they had that in their blood, 
they were used to being in contact with Linotype matrices. That’s a smidgen too wide, that’s  
how it went, or a smidgen too tight. Examining the first text  sample, the word ‘SONNEN-

TAU’ still falls apart, especially between the two Ns /01/.
My designs were developed using a felt-tip marker /04/; in parts I blotted them /05/. 

They display an emphasis on serif-style terminals. Characteristic of Rusticana is that the 
slightly  widened terminals are cut virtually at right angles to the stroke direction. Also 
typical are the  strongly varying letter widths. The round letters like C and S are very narrow,  
the rest are kept rather wide. I find the Q interesting; it has an archaic quality to it. And 
the numerals have a character all their own /11/.

‘Type before Gutenberg’ – Third instalment      For his 
third typeface for the Linotype project ̀Type before Guten
 berg'  Adrian Frutiger again went back to a script from 
Roman antiquity. The originals were stone inscriptions 
from the 3rd and 2nd century BC /07/. The basis for Rus
ticana is, therefore, from an earlier period in the history 
of  writing than that for either Pompeijana or Herculanum. 
The character of Frutiger' s inscriptional capital (Latin ̀ la
pis' , ̀ lapidis' , stone; ̀ lapidarius' , carved in stone) appears, 
however, to be rather more contemporary in comparison 
to the other two typefaces, due to its graphic quality, the  
others being more calligraphic in character.
No script similar to Rusticana appeared in Frutiger' s di
ploma submission. He cut the ̀ early Roman Capitals'  in  
wood, without flared stroke endings.2 Formally related, 
however, is a headline face whose terminals appear more 
accentuated and less moderated /08/. Frutiger drew the 
letters for the 1976 booklet Le Louvre.3 The Parisian mu
seum had regularly been a client at the studio Frutiger 
et  Pfäffli, and it was Bruno Pfäffli who, over the years, 
de  signed many publications for the museum, including 
the booklet. He would often be the first to employ Fruti
ger' s typefaces when working on these projects.
In February 1992, in a handwritten memo from Linotype, 
the  question was put forward of whether there were any 
further  suggestions other than the two names Pompei
jana and Rusticana. According to the memo, up until that 
point both typefaces had gone under the name ‘Rustica’. 
Fruti ger' s two folders containing the original design 
drawings also bore that designation.4 The name Rusticana  
has been a problem. The confusion with Pompeijana, 
which  is in the style of Capitalis Rustica, is simply too 
great.  In addition, there is no intrinsic connection to the 
idea of a rustic, countrified script. 
The third pack of the ` Type Before Guten berg'  project 
included Karlgeorg Hoefer' s Notre Dame in addition to 
Pompeijana and Rusticana /10/. Appearing in 1993, it was 
derived from the gothic minuscule or textura of the 14th 
and  15th centuries AD. All three typefaces contain a set 
of  standard glyphs and an extension. Adrian Frutiger pro
duced the socalled border fonts for the design of borders  
and backgrounds, and Karlgeorg Hoefer produced a few 
ornamentations as well /10/. 
From 1990 to 1993 Linotype published nine typefaces in 
the ` Type Before Guten berg'  project, which were also 
incorpo rated into the Adobe type library.
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/01/

Undated sample text for 
Rusticana in sizes from 10 to 24 pt –  
the letter-spacing is still not 
satisfactorily resolved.

 R u s t i c a n a  391

50 RUST_29_DE_EN_2014_def.Druck.indd   391 19.02.14   20:38



392 j o b b i n g  t y p e fac e

/03/

Title design for an article in the 
magazine Art de France, 1962, 
by André Gürtler in collaboration 
with Adrian Frutiger.

/04/

Undated designs for Rusticana –  
the terminals were subsequently made 
stronger and the glyphs underwent 
formal changes.

/05/

Undated design in felt-tip marker, 
‘blotted’ onto smooth paper –
the letter shapes recall Christian 
inscriptions from the 4th to 
6th century AD.

/02/

Poster by Alfred Willimann from 
1953 – he designed this inscriptional 
typeface to accompany an 
exhibition on the subject of Ancient 
Roman Portrait Sculpture.
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Shape changes in the terminals                In the early 
Greek inscriptionals the text image is very linear. The  
tapered, rounded terminals come about as a result of  
carving in stone /06/. The same characteristic is seen in  
Roman inscriptionals from the 6th to 4th centuries BC. 
Inscriptions that were produced more accurately show 
lesstapered and lessrounded terminals, and in the 4th 
century BC rightangled terminals appeared /06/ – a 
quality  that was seen far earlier in the Greek inscription
als. They formed the starting point of our sans serif type
faces.
As early as approximately 250 BC, the drive towards 
emphasising the terminals can already be discerned in 
the  Roman inscriptionals. Carved with flared stroke end
ings had started to emerge /07/. Adrian Frutiger drew on 
this design approach for Rusticana. In his first designs, 
however, the strokes are more or less parallel /04/.
In the 200 years before the birth of Christ, stonemasons 
continued to develop inscriptions with serifs. The letters 
were, however, still of linear design /09/. From around 
50 BC onwards, stroke modulation by painting the letter
forms with  a broad brush before chiselling became the 
standard.  The result was Capitalis Monumentalis /09/. 
The linear character remained, however, and this charac
teristic is particularly evident in Christian inscriptions up 
to the 6th century AD /07/. One of Frutiger' s sketches 
shows that this form of script with its actual serifs might 
have  played a role in his design /05/.

/07/

Historical inscriptions:  
Roman inscriptional capitals from  
the 3rd century BC (top, middle)  
and a Christian inscription  
from the 5th century AD (bottom).

/08/

Cover of a 1976 brochure for the 
Louvre in Paris, designed by 
Bruno Pfäffli and with a typeface 
design by Adrian Frutiger.

/06/

The stroke endings of Roman 
inscriptions from the 6th to the 1st 
century BC show a development 
from tapered terminals to serifs.

/09/

Roman inscriptions recorded by 
František Muzika: 250 –150 BC, 
1st century BC and 1st century AD 
(left to right).
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 Syntax Lapidar Serif Display
 Hans Eduard Meier
 2000

 Rusticana
 Adrian Frutiger
 1993

 Lithos
 Carol Twombly
 1989
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394 j o b b i n g  t y p e fac e

Typeface comparison    The common basis for the three 
inscriptionals shown below is their antique origin. They  
are not, however, copies of historical inscriptions, rath er 
they exhibit their own stylistic characteristics. 
The typefaces feature squarecut terminals. However, they  
display considerable differences in this regard. Lithos is 
based on Greek inscriptions from the 4th century BC; 
serifs had not yet developed in this period. The proto
type for Rusticana are Roman inscriptionals from 200 BC, 
which have concave strokes /07/.5 The terminals (they 
still cannot be called serifs at this time) are emphasised 
and lead  via soft transitions to the middle of the stem, 
from where this concave shape derives. Syntax Lapidar 
Serif refers back  to originals with prominent terminals 
that emerged around 200 BC. A shortened transition  
into the stem gives  them the appearance of truncated 
triangles.
Lithos has strongly differing letter widths, something  
that is not often found in Greek inscriptions. In contrast, 
in Syn  tax Lapidar Serif, the widths are more even, which 
is unusual for an early Roman inscription. Compared to 
Lithos and Rusticana, Syntax Lapidar Serif, with its square 
proportions, shows a constant rightangled dimension.
All three scripts possess our presentday number shapes. 
However, the Greeks and the Romans represented nu
merical quantities with letters.

/10/

‘Type before Gutenberg’ 3 contained 
Frutiger’s Pompeijana and Rusticana, 
each with a border font, and 
Karlgeorg Hoefer’s Notre Dame with 
its own ornamentations.

/11/

With its flare serifs, Rusticana 
sits between the sans serif Lithos 
and Syntax Lapidar Serif with 
its distinctive serifs.

C
Very narrow 
curve shape, 
flared stroke 
endings 

L
Rising 
crossbar

P 
Counter open 
at bottom

Q 
Vertical tail

U 
Up- and downstroke 
not vertical, acute 
curve

Y 
Asymmetrical 
shape, open angle, 
terminals cut 
diagonally

3
Shape above 
horizontal, 
below open

4
Open form, 
terminals cut 
diagonally
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 O PQ R S T U V W X Y Z & 
 ABCDEFGHIJKLMNOPQR
 STUVWXYZ1234567890

Font production :
Adobe Font digitised by 
Linotype

Font format :
OpenType Std

Also available : 
PostScript Type 1
TrueType

Rusticana™ 
Linotype
1 weight, 1 border font
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 FRUTIGER 

 STONES

396 j o b b i n g  t y p e fac e

Names of typefaces
Frutiger Stones / Frutiger Symbols

Designer
Adrian Frutiger

Design  | Publication
1992  | 1998

Typesetting technology
Digital setting PostScript

 Manufacturer
– Linotype

Weights
3 / 3

From stone to type              Nature plays an important 
part in Adrian Frutiger' s philosophy of life and work. Even  
during his early days as a student in Zurich he used to 
collect stones from the riverbed of the Sihl, scratching 
and  writing shapes on their surfaces (see page 14). His 
artistic work has dealt intensively with primordial nature. 
Furthermore, having read histories of writing, Adrian Fru
tiger was  familiar with the prehistoric stones of Mas d' Azil 
/02/,1 on which characters are drawn. Their age is given 
as between 12 000 and 6000 BC, and they represent a 
large number of developed characters.2

At a Linotype type selection meeting, a suggestion of Jyll  
Becker' s was discussed, a design based upon triangular  
outlines with triangular letters within them /03/. The de
sign was never brought to fruition, but Adrian Frutiger 
liked the idea of designing an alphabet within a variable 
basic shape. Ever since his time at Deberny & Peignot 
spent  looking for display faces, he had been curious about  
creating playful types.
He sketched an alphabet in keeping with his style sur
rounded by amorphous outlines in allusion to Becker' s 
de sign and sent it as a Christmas greeting to Otmar 
Hoe fer /01/. The letter was filed away until Linotype went 
back to it in  1998 when looking for new typefaces. Type
faces by their  most important designer – alongside Her
mann Zapf – Adrian Frutiger sold well, and a Frutiger 
typeface such as that would be something new. In a 2002 
conversation, Adrian Frutiger remarked that “Linotype 
dug out these old things and asked me whether they 
could do any thing with them. I told them they ought to, 
because I wasn' t going to do anything else.”3 Thus Lino
type produced this unconventional typeface. Compared 
to Frutiger' s design, the outline shapes in the  digitised 
conversion are smoother. The N, for example, has a circu
lar outer shape. The outlines of all characters also possess 
a consistently even stroke width, making the  typeface 
lose some of its charm.
Called Rolling Stones by Frutiger, the typeface went by 
the working title Frutiger Pebbles4 until it received the 
name Frutiger Stones when it was issued in 1998.

/01/

1992 Christmas card 
from Adrian Frutiger.
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HAMBURGEFONS
hamburgefons

/04/

Type specimen brochure for 
Frutiger Stones and  
Frutiger Symbols, designed by  
Leonardi /Wollein, Berlin.

/06/

The lowercase keyboard (below) 
contains the capital forms,  
which are staggered on the baseline  
and partially rotated.

/03/

Jyll Becker’s design titled ‘Dreiecks-
variationen’ (triangular variations) 
made at Linotype in 1992, based 
on a consistent basic shape.

/02/

Painted pebbles from the 
Mesolithic era, found in the Mas 
d’Azil cave in southern France.

/05/

Design drawings by  
Adrian Frutiger for two different 
ampersands – only the one on 
the right was produced.
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 Frutiger Stones
 Adrian Frutiger
 1998

 Cameo Solid
 David Farey / Richard Dawson
 1995

 F2F Poison Flowers
 Alessio Leonardi
 1998

Hofstainberg

H0FSTAINBERG

HOFSTAINBERG

ABHKNRY50

ABH K N RY50

A B H K N R Y 5 0

398 j o b b i n g  t y p e fac e

Frutiger Symbols    Frutiger Stones was complemented 
with a symbol font in three weights. Symbols are Adrian 
Frutiger' s speciality, as he has been busy with them for 
many years and published the threevolume book Der 
Mensch und seine Zeichen (Signs and symbols: their 
design and meaning) in 1978, 1979 and 1981.5

Altogether, Adrian Frutiger designed 51 different symbols, 
divided into four groups: AF symbols (derived from his 
artistic work), animals, playing cards, signs of the zo diac 
/07/; and, by itself, an antinuclear symbol.
Thus, when Linotype came to produce Frutiger Symbols, 
they had a rich vein to mine. Some of the forms were  
taken from Adrian Frutiger' s book and some were new 
designs; yet all were based on the concept of outlines 
and inner shapes, adapted to the characteristic style of 
Fru ti ger Stones. 
Forms and counterforms are of particular importance in 
Frutiger Symbols, because the counterforms are defined 
by the outlines. This equal balance between both forms 
produces many variations on the combination of fore
ground and background /08/. The three different weights  
 – regular (symbol with outline), positive (symbol without 
outline) and negative (counterform of the symbol) – may 
be combined by overlapping one another. The combina
tion of all three variants is a further possibility. All three 
fonts have the same character width.

/07/

Some design drawings for 
Frutiger Symbols with handwritten 
notes by Adrian Frutiger.

/08/

Seven different representations of 
the three existing faces (left) 
are made possible by overlapping 
them (right).

/09/

All three typefaces possess more or 
less visible two-dimensional 
limitations, giving the typeface 
its shape.

A
Asymmetrical 
legs 

B
Axis slightly 
inclined to left

H 
Upper counter 
slightly larger 
than lower 
counter

K 
Emphasis 
on the upper 
section

N 
Outline shape 
appears 
geometrically 
circular

R 
Axis slightly 
inclined 
to the right

Y
Vertical 
downstroke 

5 0
Oval basic shape
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Linotype
3 weights each

Font production :
Adobe Font digitised by 
Linotype

Font format :
PostScript Type 1

Also available : 
TrueType
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Ne oN sc ript
Fru t ig e r

Mistral

Künstlerschreibschrift
Kaufmann

400 s i g n a g e  t y p e fac e

Name of typeface
Frutiger Neonscript

Client
Westiform

Design  | Publication
1996 | 1996

 Manufacturer
– Westiform
– URW

Weights
1
1

Typesetting technology
Neon tubes
Digital setting TrueType

Designer
Adrian Frutiger

Neon – A typeface for fluorescent lettering             Be
tween 1952 and 1954 Adrian Frutiger had made several 
attempts to draw typefaces with connected glyphs, but 
Frutiger Neonscript (1996) is the only one in his career as  
a type designer that was implemented.
While working on new headline types – which would lead 
to the creation of Initiales Phoebus (see page 38) and 
Ondine (see page 50) – during his early days at Fonder
ies Deberny & Peignot, Adrian Frutiger produced three 
sketches, which he still re tains /03/. They are written forms 
in which the widths and, therefore, the connection points 
between the letters are indicated by vertical strokes. 
This approach towards a connecting typeface was not 
pursued further.
Adrian Frutiger said of scripts, “For me, a typeface always 
consists of discrete letter elements. The scripts available 
at Deberny & Peignot, called calligraphiques, were very 
well done, but I knew what effort it entailed for a type 
founder to be able to produce them. Because of the  
accur acy needed in its production, a typeface like that 
would cost three times as much as a normal typeface. I 
was  familiar with Roger Excoffon' s Mistral /02/. This free
dom of writing has always fascinated me, and I always 
thought I' d like to do a typeface like that. In the word 
` moteur'  /03/ you can see the attempt at doing something 
more in the style of Mistral. That could have been taken 
further.”1 Connecting grotesques were also created in 
the  field of printing typefaces, mostly for use in combina
tion with sans serif typefaces /01/.
Certain things needed to happen before Frutiger started  
to develop a connecting typeface. In the 1980s he got 
to  know Niklaus Imfeld,2 the owner of Westineon3, a firm 
pro ducing neon signs in which Frutiger and Univers had 
been employed for signage. A friendship soon devel
oped, and in 1987, when the firm changed its name to  
Westiform, Frutiger developed the new logo (see page 
360); and then in 1996 designed a connecting linear script 
to be used in the production of neon signs. As so often 
before, the technical challenges in producing this type
face were a prime motivation for Frutiger.
Frutiger Neonscript was also produced as a TrueType 
digital font /04/ – to what end is not exactly clear.4 It has 
never been freely available.

/02/

Well-known connecting scripts 
in various styles: Künstlerschreib-
schrift (1902), Kaufmann (1936) 
and Mistral (1953).

/03/

Type designs with connecting glyphs 
from the early 1950s by Adrian 
Frutiger for Deberny & Peignot in  
the early 1950s (reduced).

/01/

Scripted initials for Grotesk, around 
1930 by Rudolf Koch – with the 
linear strokes it is constructed to  
go with Kabel. 
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AB c De Fg H iJ K LMN 
o p Q r s t u V WX Y Z 
 abcdefghijklmn äopq
rstuvwxyz123456789 0

/06/

Adrian Frutiger’s sketches for 
the capitals of Frutiger Neonscript 
(left) and alternative shapes 
(right).

/05/

Example of 3-dimensional 
neon sign set in Frutiger 
Neonscript. 

/04/

Character map of Frutiger 
Neonscript in TrueType digital 
setting from URW.
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 NAMI

ITC Eras
FF Advert
Hoffmann

LT Veto a
FF Dax
FF Signa

402 j o b b i n g  t y p e fac e

Name of typeface
Nami

Designer
Adrian Frutiger
Akira Kobayashi

Design  | Publication
1952 | 2007

 Manufacturer
– Linotype

Weights
3

Typesetting technology
Digital setting OpenType

Half a century in the making         At the beginning of  
his long career in type design at Deberny & Peignot in  
Paris, Adrian Frutiger designed ‘Delta’  /01/, an uncial 
gro  tesque, as he himself christened this style of typeface. 
Frutiger derived the inspiration for it while studying under  
Alfred Willimann, whose teachings focused on historical 
aspects and from Willimann' s work itself. More than 50 
years later, the design was finally realised. Based on the 
initial design and the two pasted-up samples for ‘Delta’ 
from  1952 /07/, Nami was issued in 2007. Therefore, it is 
actually the work of the 24-year-old Adrian Frutiger that 
Linotype realised for the then 79-year-old designer. Fruti-
 ger' s pride in the late acknowledgement was correspond-
ingly great.
The appearance of ‘Delta’, and therefore also for Nami, 
is  indebted to the Roman inscriptional capitals from the 
3rd century BC and the Roman uncials of the 4th –5th 
century AD /02/. The latter stands at the transition from 
ma juscule to minuscule writing, uniting letter shapes 
from both in one alphabet. From today' s viewpoint it 
would be  called a single alphabet typeface. 
Deberny & Peignot never put Delta into production, and 
the collaboration with Cassandre in 1954–55 did not come 
to fruition (see page 36). Adrian Frutiger did not take 
the  proposal for a single alphabet typeface any further. 
On  the other hand, during the development of several 
other grotesques, he often took up the waisted down-
strokes that ‘Delta’  featured. He also had no luck finding 
the necessary support to bring those faces – ‘Gespann te 
Grotesk’ (1962), ‘University’ and ‘Primavera’, from the 
early  1990s – into production (see page 157). Also, the 
first at tempt to place ‘Delta’ at Linotype without the 
uncial shapes produced only a few drawings and test 
exposures (1980) under the working title ‘Dolmen’ (see 
page 296).
In 2006, the sample strings had the name ‘Tectum’. The 
original /05/ and final designs /06/ had been prepared 
in the preceding two years. According to Frutiger, Akira 
Kobayashi, art director at Linotype, and Adrian Frutiger 
worked hand in hand on the project.1 The OpenType font 
appeared in 2007 in three weights: light, regular and 
bold. By then the name had changed to Nami (Japanese 
for ̀ wave' ), recalling the devastating tsunami that, on 26 
December 2004, caused the loss of 230  000 lives around 
the  Indian Ocean, provoking widespread horror around 
the world.2

/04/

Example of typefaces with flat curve 
junctures in the lowercase a:  
Linotype Veto (1994) by Marco Ganz, 
FF Dax (1996) by Hans Reichel and 
FF Signa (2000) by Ole Søndergaard.

/01/

Undated pencil drawing by  
Adrian Frutiger from the early 1950s – 
several cuts were conceived for  
the ‘Delta’ project.

/02/

Historical inscriptions: Roman 
inscriptional capitals, 3rd century 
BC (top); uncial stone inscription, 
4th century AD (bottom).

/03/

Typefaces related to Nami in terms 
of shape: Eras (1976) by Albert Boton, 
FF Advert (1991) by Just van Rossum, 
Hoffman (1993) by Lothar Hoffman 
and Richard Lipton.
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tiens, mon unique 
enfant, mon fils,
prends ce breuvage.
sa chaleur te rendra

tiens, mon unique 
enfant, mon fils,
prends ce breuvage.
sa chaleur te rendra

Tiens, mon unique 
enfant, mon fils,
prends ce breuvage.
Sa chaleur te rendra

TIeNS, MoN uNIque 
eNfANT, MoN fIlS, 
preNdS ce breuvAge. 
SA chAleur Te reNd

/05/

Undated design drawings for Nami –  
the curves of C and G, as well as 
the downstrokes, and the tail of G 
and Q, are not yet finalised. 

/07/

Paste-ups of the two variants of the 
‘Delta’ design from 1952 (top) –  
reset with alternative glyphs in 2007’s 
Nami.

/06/ 

Original designs for Nami: 
a and b have a flat curve juncture; 
the overall geometric shape is  
not maintained in the c. 

 n a m i  403
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Typeface comparison        There are at least two other  
typefaces that show a close relationship to Adrian Fruti-
 ger' s Nami: Skia, developed in 1994 by Matthew Carter 
for  Apple Computer, and Hans Eduard Meier' s Linotype 
Syntax Lapidar from 2000. The shared starting point for 
all three typefaces is the linear stroke quality of the Ro-
man  inscriptional capitals /02/. Linotype Syntax Lapidar 
especially gets its archaic feel from the rudimentary, jag-
ged shapes of a h m n r and from the slightly inclined com-
position, which does not always maintain a totally straight 
line /11/.
Syntax Lapidar and the alternative forms of Nami /09/ 
lean toward the Roman uncials /02/, as shown by the A 
with no  crossbar, the rounded, open E and the G with 
its down wards-pointing beard. In these letters the his-
toric transition from majuscule to minuscule forms is par-
ticularly noticeable. In Nami this process has developed 
further, as can be seen in the lowercase h m n.
Similar to the majuscules, the minuscules of Skia and Nami  
have simple shapes. Additionally, their construc tion is 
broad, open and generous. A characteristic feature is the 
simplified shape of the a. Following on from a few ear lier 
typefaces (see page 298), flat junctures were suddenly 
in fashion in the 1990s.3 Other typefaces that appeared 
alongside Carter' s Skia were, for example,  Marco Ganz' s 
Linotype Veto,4 FF Dax5 by Hans Reichel and FF Signa by 
Ole Søndergaard /04/.

/09/

The alternative glyphs in Nami are 
based on the Roman uncial and 
half-uncial from the 4th–5th century 
AD; two versions of the g exist.

/08/

Nami contains uppercase figures 
(left) and old style figures (right)  
each of same widths (top) and  
proportions (bottom). 

/10/

Thanks to its large number of 
accented glyphs, Nami is suited for 
typesetting in a wide range of 
languages.

/11/

The similarity of the three 
typefaces is obvious, especially when 
one recalls Nami’s alternative 
glyphs.

E
Double-square 
proportion, middle 
crossbar more-
sharply shortened

M
Diagonals are 
almost parallel, 
concave stroke 
endings

R 
Waisted downstroke, 
blunt juncture of bowl 
curve to diagonal leg

a 
Downward-
slopingcurve, 
flat juncture

e 
Rounded 
transition

g 
Flattened, 
almost 
horizontal, 
curves

n
Rounded 
transition from 
down stroke 
to curve

6 8
Closed 
counters, 
crossing 
lines
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mit sechzig Médoc-Weinen aus dem selben Jahr. das ist ausnahmslos Wein, 
aber doch nicht alles der gleiche Wein. es hat eben gleichwohl Nu ancen. So 
ist es auch mit der Schrift. You may ask why so many different typefaces. Th 
ey all serve the same purpose but they express man’s diversity. It is the sam 
e diversity we find in wine. I once saw a list of Médoc wines featuring sixty d 
ifferent Médocs all of the same year. All of them were wines but each was d 
ifferent from the others. It’s the nuances that are important. The same is tru 
e for typefaces. pourquoi tant d’Alphabets différents! Tous servent au mêm 

e but, mais aussi à exprimer la diversité de l’ho 
mme. c’est cette même diversité que nous retro 
uvons dans les vins de Médoc. J’ai pu, un jour, re 
lever soixante crus, tous de la même année. Il s’ 
agissait certes de vins, mais tous étaient différen 
ts. Tout est dans la nuance du bouquet. Il en est 
de même pour les caractères ! Sie fragen sich, w  
arum es notwendig ist, so viele Schriften zur ver 
fügung zu haben. Sie dienen alle zum selben, ab 
er machen die viel falt des Menschen aus. diese 

tant d‘Alphabets différents ! Tous servent au même but, mais aussi à exprimer la diver 
sité de l’homme. c’est cette même diversité que nous retrouvons dans les vins de Mé 
doc. J’ai pu, un jour, relever soixante crus, tous de la même année. Il s’agissait certes 
de vins, mais tous étaient différents. Tout est dans la nuance du bouquet. Il en est de 
même pour les caractères ! Sie fragen sich, w arum es notwendig ist, so viele Schriften 
zur verfügung zu haben. Sie dienen alle zum selben, aber machen die viel falt des Me 
nschen aus. diese vielfalt ist wie beim Wein. Ich habe einmal eine Weinkarte studiert  

ress man’s diversity. It is the same diversity we find in win 
e. I once saw a list of Médoc wines featuring sixty differe 
nt Médocs all of the same year. All of them were wines b 
ut each was different from the others. It’s the nuances th 
at are important. The same is true for typefaces. pourquoi 

rve the same purpose but they exp 
ferent typefaces. They all se 
why so many dif 
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406 log o s  a n d  w o r d m a r k s

Paul Klee Zentrum
museum for artist Paul Klee
Bern (CH)
Design: Adrian Frutiger  
and Kurt Wälti
Design not implemented

Reformiertes Pfarramt  
Interlaken Ost
Parish
Interlaken (CH)

Fiduciaire – Michel Favre SA
fiduciary company
Echallens (CH)

Sorec SA – Sté de Réalisation 
Electronique du Centre
computer accessories
Paris (F)

Philippe Raix
doctor
enamel plaque for entrance hall
Paris (F)

La Poste / Die Post / La Posta
Swiss post and  
telecommunications company
Bern (CH)

Pro Bremgarten
cultural association
Bremgarten (CH)

Atelier 96
architecture and design
 Lausanne /Vionnaz (CH)

Congrès International  
de Psychiatrie
international psychiatry 
conference
location unknown

Psycho Thérapies
psychotherapy practice
location unknown

Industrie de Béton
concrete industry association
France

FFT
field of operation unknown
location unknown

Haussmann
field of operation unknown
location unknown

changer
biblical society magazine
Switzerland

Association Française  
de Communication  
(name unconfirmed)
field of operation unknown
France

logos and wordmarks 

 1991  –    2008
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408 sy n o p s i s

/01/

“The essence of a symbol is like 
a pure tone in music – the external 
appearance produces the sound” –  
Adrian Frutiger in his book 
Type Sign Symbol, 1980.
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Garamond
Bembo
Palatino
Caslon
Baskerville
Times
Bodoni
Walbaum
Vendôme
Clarendon
Excelsior
Rockwell
Caecilia
Franklin Gothic
Helvetica
Syntax
Meta

Apollo
Breughel
Iridium
Tiemann
LT Centennial
LT Didot
Méridien
Versailles
Egyptienne F
Serifa
Glypha
Univers
OCR-B
Frutiger
Avenir
Vectora
Icone

 F r u t i g e r -t y p e Fac e s  409

/02/

Overlay of 17 text typefaces –  
Frutiger’s (top) have a more 
consistent elementary form than 
other well-known typefaces 
(bottom).
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АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя 

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя 

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

АБВГДЕЖЗИЙКЛМНО
ПРСТУФХЦЧШЩЪЫЬЭЮЯ 
агдежзийклмно
прстуфхцчшщъыьэюя

Adrian Frutiger’s typefaces can be arranged into nine 
classification groups. The classification that has been 
undertaken here – using terms most familiar to the 
majority of readers – is specifically geared towards 
his typographical creations. The classification has no 
claim to completeness regarding roman typefaces, 
since Frutiger – in spite of having produced around 
60 typefaces and typeface designs – has never pro
duced typefaces in the Dutch old style or  transitional 
categories. Only Opéra (which is not available digi
tally) shows characteristics of a transitional face. The 
category of blackletter types also contains no con
tribution from Adrian Frutiger. True, Ondine and 
Pom pei jana show leanings in this direction, but one 
is an uncial and the other a rustic. Ondine’s curves 
display no breaks; and the historical precedent for 
Pom peijana lies not in the Middle Ages, but in Roman 
Antiq uity. 
Compared to the familiar ATypI typeface classifica
tion, the one used here is expanded, especially in 
regard to the group of Latins. These, as documented 
by Francis Thibaudeau in his 1924 typeface classifica
tion (see page 28), are important in understanding 
the typeface creations of Adrian Frutiger that display 
a French influence. Altogether five typefaces show 
the triangular serifs characteristic of Latins. Also cov
ered is the inscriptional group, whose markers include 
waisted vertical strokes, flared serifs, flared stroke 
endings or short serifs. In the mid1950s the inscrip
tional group was included under the typeface clas
sifications of Maximilian Vox, and also in that of 
Adri an Frutiger. However, in the German DIN 16518 
typeface classification of 1964, this pronounced ter
minal is missing (see page 77). It is replaced by roman 
variants, and so serves as a dumping ground for type
faces that defy easy classification.
Adrian Frutiger adds a further level of classification: 
he draws a distinction between book typefaces and 
corporate typefaces, even when the latter can some
times be used in longer passages of text. He does 
not be lieve that corporate typefaces should owe 
anything to the historical derivation of writing with 
a broadnib pen, and this is evident, for example, in 
the abandonment of the triangle on the t. In addition, 
Frutiger draws a distinction between text typefaces 
and type faces for signage. For him, good signage 
typefaces are as simple and clear as an arrow. For this 
reason he considers the twostorey lower case g to 
be too fussy.
In this book Adrian Frutiger’s typefaces are further 
divided into text typefaces and jobbing typefaces. 
Although conceived for longer passages of text, the 
use of text typefaces for signage and headlines is 
not ruled out.

Typeface classification

410 S Y N O P S I S

 Text typefaces          Jobbing typefaces    Signage typefaces    Corporate typefaces        

French old style Apollo
Garalde Breughel

Dutch old style Opéra
Transitional

Neoclassical  Iridium
Didone Tiemann
 Linotype Centennial
 Linotype Didot

Latin Méridien Président
 Versailles Phoebus 
 Frutiger Serif

Slab serif Egyptienne F Alphabet Algol Alphabet CGP
 Serifa Westside
 Glypha
 

Sans serif  LT Univers  Alphabet Orly Alphabet EDF-GDF
 Concorde  Alphabet Roissy Alpha BP 
 OCR-B  Alphabet Métro Alphabet Facom
 Univers IBM  Astra Frutiger Alphabet Brancher
 Documenta   Alphabet Shiseido
 Frutiger
 Avenir
 Vectora

Inscriptional Icone Rusticana
Glyphic  Frutiger Capitalis
  Nami

Calligraphic  Ondine Frutiger Neonscript
Script  Herculanum
  Pompeijana

Decorative  Frutiger Stones
Graphic

Text typefaces Jobbing typefaces Cyrillic typefaces

Univers Cyrillic
Frutiger Cyrillic
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Adrian Frutiger’s typefaces can be arranged into nine 
classification groups. The classification that has been 
undertaken here – using terms most familiar to the 
majority of readers – is specifically geared towards 
his typographical creations. The classification has no 
claim to completeness regarding roman typefaces, 
since Frutiger – in spite of having produced around 
60 typefaces and typeface designs – has never pro
duced typefaces in the Dutch old style or  transitional 
categories. Only Opéra (which is not available digi
tally) shows characteristics of a transitional face. The 
category of blackletter types also contains no con
tribution from Adrian Frutiger. True, Ondine and 
Pom pei jana show leanings in this direction, but one 
is an uncial and the other a rustic. Ondine’s curves 
display no breaks; and the historical precedent for 
Pom peijana lies not in the Middle Ages, but in Roman 
Antiq uity. 
Compared to the familiar ATypI typeface classifica
tion, the one used here is expanded, especially in 
regard to the group of Latins. These, as documented 
by Francis Thibaudeau in his 1924 typeface classifica
tion (see page 28), are important in understanding 
the typeface creations of Adrian Frutiger that display 
a French influence. Altogether five typefaces show 
the triangular serifs characteristic of Latins. Also cov
ered is the inscriptional group, whose markers include 
waisted vertical strokes, flared serifs, flared stroke 
endings or short serifs. In the mid1950s the inscrip
tional group was included under the typeface clas
sifications of Maximilian Vox, and also in that of 
Adri an Frutiger. However, in the German DIN 16518 
typeface classification of 1964, this pronounced ter
minal is missing (see page 77). It is replaced by roman 
variants, and so serves as a dumping ground for type
faces that defy easy classification.
Adrian Frutiger adds a further level of classification: 
he draws a distinction between book typefaces and 
corporate typefaces, even when the latter can some
times be used in longer passages of text. He does 
not be lieve that corporate typefaces should owe 
anything to the historical derivation of writing with 
a broadnib pen, and this is evident, for example, in 
the abandonment of the triangle on the t. In addition, 
Frutiger draws a distinction between text typefaces 
and type faces for signage. For him, good signage 
typefaces are as simple and clear as an arrow. For this 
reason he considers the twostorey lower case g to 
be too fussy.
In this book Adrian Frutiger’s typefaces are further 
divided into text typefaces and jobbing typefaces. 
Although conceived for longer passages of text, the 
use of text typefaces for signage and headlines is 
not ruled out.

Typeface classification

410 S Y N O P S I S

 Text typefaces          Jobbing typefaces    Signage typefaces    Corporate typefaces        

French old style Apollo
Garalde Breughel

Dutch old style Opéra
Transitional

Neoclassical  Iridium
Didone Tiemann
 Linotype Centennial
 Linotype Didot

Latin Méridien Président
 Versailles Phoebus 
 Frutiger Serif

Slab serif Egyptienne F Alphabet Algol Alphabet CGP
 Serifa Westside
 Glypha
 

Sans serif  LT Univers  Alphabet Orly Alphabet EDF-GDF
 Concorde  Alphabet Roissy Alpha BP 
 OCR-B  Alphabet Métro Alphabet Facom
 Univers IBM  Astra Frutiger Alphabet Brancher
 Documenta   Alphabet Shiseido
 Frutiger
 Avenir
 Vectora

Inscriptional Icone Rusticana
Glyphic  Frutiger Capitalis
  Nami

Calligraphic  Ondine Frutiger Neonscript
Script  Herculanum
  Pompeijana

Decorative  Frutiger Stones
Graphic

Text typefaces Jobbing typefaces Cyrillic typefaces

Univers Cyrillic
Frutiger Cyrillic
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Breughel | Berkeley

Apollo | Baskerville

Univers | Futura

Breughel | Bembo

Méridien | Jenson 

Méridien | Bembo

Frutiger | Gill Sans

Breughel | Mendoza

Avenir | Avant Garde

Avenir | Futura

Méridien | Jenson

Univers | Imago
   Eurostile

Versailles | Benguiat
   Bernhard Gothic

Frutiger | Syntax

	 I	 I
 I I I I
 I I  I I
 I I I I
 I I I I I
 I I I I
 I I I

aa

ff
e e

GG
EE

B B

CGS

CGS

acers

acegs
CGS
acegs

CGS
acers

DEHOS DEHOS

DEHOS DEHOS
DEHOS DEHOS

DEHOS DEHOS

A HA
A

H
H
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When designing his typefaces, Adrian Frutiger is al
ways driven by the idea that his typefaces should be 
appropriate to the task – humanist typefaces, as he 
calls them. Body typefaces should be functional, as 
readable as possible, and at the same time beautiful, 
as much in reference and reading sizes as in headline 
sizes. For this reason Adrian Frutiger has often opted 
for waisted vertical strokes, to take away the hard 
edge of a typeface /03/. 
An artistic expression or individual ductus is never 
Adrian Frutiger' s primary goal. Nevertheless, it was 
apparent from the beginning that his typeface de
signs were imbued with a characteristic essence that 
is unmistakable. 
Balance is a fundamental and defining principle that 
gives form to Frutiger' s typefaces. The text image is 
defined as much by the wellbalanced letter shapes 
/05/ as by the configuration of the white space, some
thing upon which he places equal emphasis. His 
type faces convey sobriety and neutrality, but at the 
same time presence and a pleasant coolness. They 
dis play elegance and modernity; they are possessed 
of an unpretentious style and a restrained el  egance. 
In contrast, exuberance, emotiveness, showiness 
and pronounced heft have no place in his text type
faces.
With Adrian Frutiger, the guiding idea of creating 
humanist typefaces goes handinhand with the 
awareness that typefaces must be designed with their 
setting technology in mind. This influences the shap
ing of his typefaces. On the one hand, typefaces like 
Frutiger, Breughel or Linotype Centennial demon
strate the necessary robustness that enables them 
to remain readable under difficult conditions. On the 
other, a typeface like Iridium shows a delicate charm, 
rarely seen in phototype faces. 
Frutiger' s typefaces always show their calligraphic 
roots. Alfred Williman' s wellestablished calligraphic 
foundations can always be seen in the typefaces, as 
can the lettering and type design training Frutiger 
received under Walter Käch. And his text typefaces 
are always characterised by counters, something  
that his mentor, Emil Ruder, brought to Univers in 
the mid1950s. This makes Frutiger' s typefaces run 
slightly wide, something noticeable in comparison 
with the offerings of other designers /02/.

principles of form

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French old style
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

/05/

Exemplar comparison: 
characteristic appearance  
for Frutiger’s text typefaces (left) 
compared to other typefaces (right).

/08/

Exemplar comparison: 
in Frutiger’s text typefaces the  
cap width tends to be equal (left) 
compared to other typefaces 
(right).

/04/

With or without serifs,  
asymmetrical or symmetrical,  
there is a wide variety apparent in 
the stroke endings.

/03/

Certain of Adrian Frutiger’s 
typefaces display waisted 
vertical strokes, which soften 
the appearance. 

/07/

Exemplar comparison: 
characteristic similarity in curve 
terminals in Adrian Frutiger’s  
text typefaces (left) compared to  
other typefaces (right).

/06/

Exemplar comparison: 
characteristic balance in Frutiger’s 
text typefaces (left) compared 
to other typefaces (right).
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stroke weight

proportion

Adrian Frutiger' s text typefaces – with a few excep
tions – show a marked consistency in width at the 
same cap height /09/. In general, he draws gener
ously proportioned typefaces, exhibiting a rather 
broad character, and the generally higher xheight 
gives an open appearance to the counters. This 
means that his typefaces are readable, even at small 
point sizes. 
Frutiger does not harmonise the letter proportions 
of the caps of an alphabet directly. He never employs 
the extremes of a typeface, represented by the dou
blesquare capital E at the one end, and the circular 
capital O at the other. He either goes for a wider E, 
as in Avenir or for an oval O, as in Frutiger. Crucial 
for his harmonising principal is the idea of the prop
erly developed typeface family, which he had already 
developed in 1954 with Univers. With four different 
widths – ultranarrow, narrow, normal and wide – 
 differing letter proportions would dilute the concept. 

Adrian Frutiger developed his famous numbering 
system in 1954 for the new Lumitype photostetting 
machine while working at Deberny & Peignot in  Paris. 
In one fivefigure number it unites multiple specifi
cations, amongst them a reliable method for order
ing typefaces. This concept is also interesting from 
a typographical standpoint, since it contains at the 
same time a typeface classification system (see   
page 76).
From this fivefigure number, Linotype reserved the 
last two numbers for Adrian Frutiger' s typefaces (and 
for a few others). The numbering system was most
ly used in conjunction with Univers. The first position 
of the number pair indicates the weight, and the 
second the width and type style of a typeface (see 
page 95). So the weight designation, for example 
45 (light), is not seen as a mathematically fixed stroke 
weight. Rather, the number shows an approximate 
value for the quantity. With many typefaces the per
ceived weight often does not agree at all with the 
designating number. This is particularly evident with 
Avenir and Icone. With Avenir the reason lies with 
Adrian Frutiger' s concept of developing intermedi
ate weights in order to facilitate a flowing text pro
gression. With Icone, in contrast, it is simply that a 
mistake crept in. However, these few faults in no way 
mitigate against the system in general /13/.
These days Linotype does not consistently use the 
numbering system for Adrian Frutiger' s typefaces. 
The numerical designation for Breughel, for example, 
is nowhere to be seen, either in the Typeface Cata-
logue, or in the online version, although it was there 
previously. And Icone has its number listed in the 
Catalogue, but not when selecting the fonts in a 
layout programme. Linotype appears to prefer the 
designations to reside in the name of the typeface 
itself. One reason is that the Frutiger numbering 
sys tem cannot cope with today' s typographical de
mands. With the 63 weights of Linotype Univers the 
system has been expanded to a less manageable, 
but stillpractical three digits. This solution could help 
to avoid the confusing tangle of weight designations.

/13/

Distribution of stroke weights 
using Adrian Frutiger’s 
numbering system, developed 
in 1954.

/11/

In contrast to Frutiger with five 
weights, Avenir’s six weights 
show a narrower spectrum of 
stroke contrast 

/12/

In Linotype Centennial the 
serifs and crossbars remain the 
same, but in Glypha they grow 
with increasing stroke weight. 

/14/

In Méridien the white space 
(counters) stay constant 
with increasing stroke weight; 
in Versailles they close up.

/09/

Frutiger’s text typefaces – here 
overlaid with uniform cap 
height – often show similarities 
in their proportions.

/10/

In Frutiger’s text typefaces  
equal cap and number heights are 
common – OCR-B, Serifa and  
 Versailles.
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Certain formal principles are evident in Adrian Fru
ti ger' s typefaces, which were present in his first 
typeface Président, and which delineate his entire 
typographical œuvre. These are formal characteris
tics that make most of Frutiger' s typefaces easily 
recognisable. 
The selection of typical letters listed on this double 
page spread allows a comparative appraisal of Fru
tiger' s available digital typefaces. With reference to 
these, his formal principles become apparent, but so, 
too, do the exceptions. By referring to Adrian Fru
tiger' s statements in the separate typeface chapters, 
these exceptions become understandable. It is not 
often that he violates his own typeface principles or 
those of history (and which should not necessarily 
be considered a mistake), but even then, he has good 
reasons for doing so. These reasons may be technical  
in nature, as with OCR-B. Sometimes he is not to 
tally free in the formulation of his typefaces, some
thing that is clearly shown by the & (ampersand)  
in the Linotype typefaces /38/. At typeface publish
ing companies the people who run the business 
often exert considerable influence on the formal 
design. 
Ultimately Frutiger adopted the stylistic characteris
tics of a classification group as the inspiration for  
his serifaccented romans. Serifa, Glypha and West-
side are imbued with this characteristic /17/. Therefore 
they conform neither to the historical form of Ca  pita
lis Monumentalis nor to any principle of Fru tiger' s.

Formal considerations

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French old style
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French old style
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French old style
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

/21/

In the characteristic Frutiger a,  
the central stroke meets the stem 
horizontally so that both counters 
appear optically balanced.

/15/

In Adrian Frutiger’s typefaces  
the caps stand on the baseline –  
J is sometimes an exception,  
Q more often. 

/22/

Looking at the two-storey and 
simple g-shape, a clear separation 
between classical and modern 
typefaces is apparent.

/27/

In classical typefaces different 
curve terminals are common for the 
uppercase C and lowercase c –  
and also in Frutiger’s typefaces.

/16/

The tail of the Q never breaks into 
the counter – the only exception 
is the Q of OCR-B, which was 
necessary on technical grounds.
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/17/

Just as in the Roman Capitalis 
Monumentalis, the uppercase G 
always has a vertical beard 
without a spur.

/23/

In classical typefaces Frutiger 
chooses the round dot on the i; 
elsewhere a rhomboid – in Ondine 
it has a calligraphic quality.

/24/

The juncture of the curve 
to the stem is almost always 
rounded – exceptions are 
Breughel, Tiemann and Vectora. 

/25/

As in writing with a broad-nib pen, 
the termination of the t-stem  
is diagonal – with the exception  
of the geometrical Avenir.

/26/

The descender of the lower case y 
is usually curved, sometimes 
with a teardrop or half serif –  
Univers is an exception.

/29/

The shape of the g changes in 
only four typefaces – from 
two-storey in the roman to simple 
in the italic.

/28/

The reflected, static shape dominates –  
even in Egyptienne F and Frutiger – 
in dynamic typefaces d and b are far 
more different.

/18/

The arms of the upper case K 
always meet the stem together – 
rarely does Frutiger use offset 
diagonal strokes.

/19/

In the R the curve and the  
diagonal leg are usually formed  
in one continuous stroke –  
less often, the diagonal leg meets 
the horizontal stroke.

/20/

The W exhibits a simple shape –  
only in LT Didot do the diagonals 
meet below the apex – also,  
the vertex serif is rarely seen.

/30/

Frutiger’s typefaces show  
two basic forms for the ampersand –  
the exceptions are those for  
Méridien italic and Rusticana.
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numbers

punctuation  
and special characters

A character set is many times larger than it may first 
appear. Alongside the 26 upper and lowercase  letters 
and the ten numerals, a font additionally comprises 
special characters for various European languages, 
including accented letters and ligatures. For example 
Æ æ and Œ œ /33/. Even the German esszett (ß) is a 
ligature, built from the union of long s (ß) and round 
s (S) /39/. The standard character set of a di g ital font 
additionally contains the ligatures fi fl and the & 
(ampersand) /38/. The principle of currency symbols 
is similar, in formal regards, to the Icelandic Đ ð: the 
letters often receive an embellishment of one or two 
strokes. A typeface is filled out with approximately 
30 punctuation marks, some 20 special characters 
such as @ § %, and a dozen or so addition al mathemat
ical symbols. A normally supplied font will have 160 
constituent characters. Due to the process of inter
nationalisation, and also to demands for quality type
setting, there is an increasing need for larger charac
ter sets. OpenType, the new digital type format, 
offers a basis for meeting this need. Fonts will there
fore become more comprehensive, and the demand 
on the typeface designer ever greater.

For Adrian Frutiger, the forms of numerals have  high 
artistic significance. It is extremely important to  him 
that they be recognisable without ambiguity.  This has 
been true at least since 1970 when he designed his 
signage typeface Alphabet for ParisRoissy airport. 
His studies on the recognisability of number forms 
were very illuminating (see page 227). For instance, 
the number 1 was never drawn as a simple vertical 
stroke; it always had to have a prom inent flag /40/. 
And with the 6 the recognition test made clear that 
the shape with an open curve rather than a diagonal 
stroke was the least ambiguous. 
In his body types both static and dynamic number 
forms can be found /40/. A written form – asymmet
rical and not always respecting the baseline – is al
most never present. In the 6 the relationship between 
the static, closed shape (left) and the dynamic, open 
one (middle, right) is always counterbalanced. In the 
8 the continuousloop form (left) is more common 
than the form built from two ovals (right). In contrast, 
in the 3 it is the static form that dominates (left). One 
reason for this is that Adrian Frutiger has primarily 
designed static book faces. 
Only rarely do Adrian Frutiger' s typefaces contain 
old style figures – and if they do, their form is closer 
to that of tabular figures. 

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French old style
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

/37/

In the digital version of Ondine, 
Linotype kept the original form of 
the cedilla.

/40/

The breakdown and overlaying of 
the various number shapes 
shows their uniformity in Frutiger’s 
text typefaces.

/31/

Frutiger’s typefaces for Linotype 
primarily have a continuous stroke 
going through the $ sign – although 
Frutiger prefers the character  
to be open.

/36/

In Méridien the cedilla was 
originally unattached – 
this was changed at Linotype’s 
insistence.

/41/

In 2002, for the ‘My Ego’ watch from 
the Swiss watchmaker Ventura, 
Adrian Frutiger designed numerals 
that were specially harmonised 
to the round shape of the dial.

/32/

Frutiger’s characteristic £ sign 
is, more often than not, unadorned, 
with no loops or swooping 
strokes.
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italics

In Germanlanguage specialist publications a distinc
tion is seldom found between a true cursive (italic) 
and an inclined form (oblique). The word ` cursive'  
(Lat. ̀currere' , to run or hasten) is used for both kinds 
of typefaces. In addition there is often a false inter
pretation of the term ` oblique' . Oblique does not 
mean an optically uncorrected version of a roman 
font sloped by electronic means. It is not a judge
mental label representing a lack of quality. An oblique 
can be drawn inclined or it can be generated by elec
tronic means. In the latter process a subsequent man
ual reworking of the design is unavoidable to correct 
the defects that result from the procedure.
The characteristic feature of the italic is its more free 
flowing text image when compared to the upright 
face or roman. In January 1501 in Venice, Aldus Ma
nutius published a smallformat edition of the works 
of Virgil that had been set with an italic cut by Fran
cesco Griffo. It was derived from the corsiva cancel
leresca – or italic – used in the Papal chancery and 
by the Humanist scholars since the middle of the 
15th century. 
In the Renaissance italic the letters are not always 
joined, though they may touch. The letters differ from 
their roman counterparts in structure and proportion. 
They are narrower and the lower case a e f g k p v w x y z 
are distinctive. 
Almost all of Adrian Frutiger' s typefaces possess an 
italic or an oblique /42/.

Calligraphic
Ondine, Herculanum, Pompeijana

Inscriptional
Icone, Rusticana, Frutiger Capitalis, Nami

Sans serif
LT Univers, OCR-B, Frutiger, Avenir, Vectora 

Slab serif
Egyptienne F, Serifa, Glypha, Westside

Neoclassical
Iridium, Tiemann, LT Centennial, LT Didot

French oldstyle
Apollo, Breughel

Latin
Président, Phoebus, Méridien, Versailles

/42/

For classical typefaces Frutiger 
always draws an italic for 
the roman. For other typefaces 
he prefers an oblique.

/38/

In Linotype’s typefaces the char-
acteristic Frutiger & (ampersand)  
is rare – it is, however, present in 
Linotype Univers and Frutiger Next.

/39/

Also in the ß there was a change 
over time at Deberny & Peignot from 
the dynamic to the static form.

/33/

A wide variety of form in Æ and Œ –  
the combination can be balanced, 
but also dominated by either the left 
or the right side.

/34/

In classical French typefaces 
round guillemets are not 
unknown – Frutiger adopted 
these for Versailles.

/35/

The full stop (period) is round 
in the classical typefaces, mostly 
rhomboid in the modern ones 
and more free-form in the uncials.

/43/

Adrian Frutiger’s italic cuts do not 
always show the same slope  
in the lower as in the upper case.

54 SYNO_50_DE_EN_2014_Asterisk-z_def.Druck.indd   417 19.02.14   21:02



 * * *
 * * *
 * * *
	* * *

418 sy n o p s i s

/44/

The variety of asterisk shapes in 
Adrian Frutiger’s typefaces 
is testament to his great joy in 
designing.
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“ I am fascinated by the simplicity of abstract symbols, by the allure of letters,

 which, by arranging them in a certain way, can make every thought in the world accessible.”

 Adrian Frutiger
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Career path a12
1 The information in this chapter is derived, in large part, from 

Adrian Frutiger’s typed manuscript ‘Aufzeichnungen aus dem 
Beruf’, as well as from his book Ein Leben für die Schrift. Further
more, information from the interviews with Erich Alb, Rudolf 
Barmettler and Philipp Stamm has been incorporated. The ref
erences to Walter Käch’s teachers are based on the authors’ own 
research.

2 Erich Alb (ed.), Adrian Frutiger – Formen und Gegenformen  /  
Formes et contreformes / Forms and counterforms. Text by  
Roland Schenkel, Cham 1998, page 79. 

3 Adrian Frutiger, Ein Leben für die Schrift, Interlaken 2003.
4 ALE, Schrift Signet Symbol. Formgebung in Schwarz und Weiss. 

Ausstellung von Adrian Frutiger im Berner Gutenbergmuseum, 
in an unknown publication, 1973 (probably a printing union 
journal).

5 Twentyfive years later the 6 th edition of the ‘Setzerbibel’ was 
published. The total print run of all the  editions was 27 000 
copies. – See Leo Davidshofer, Walter Zerbe, Satztechnik und 
Gestaltung, 6 th ed., Zurich / Bern 1970.

 At the end of the era of lead type, the printing house of the 
Bildungsverband Schweizerischer Typografen (The Swiss Typo
 graphers’ Educational Union) published the twovolume type
setter bible. – See Hans Rudolf Bosshard, Technische Grund
lagen zur Satzherstellung, vol. 1, Bern 1980. – Hans Rudolf 
Bosshard, Mathe matische Grundlagen zur Satzherstellung, 
vol. 2, Bern 1985. 

6 Based on the speech given by ensign Karl Hediger in Gottfried 
Keller’s novella Das Fähnlein der sieben Aufrechten. 

7 Ernst Jordi, ‘Zum Geleit’ (introduction), in Adrian Frutiger, 
Die Kirchen am Thunersee, Interlaken 1948, page 5. 

8 Claudius is based on written examples by Rudolf Koch. While 
he was still alive, his son Paul Koch produced one weight of the 
black letter typeface in 1931–1934. The other weights were cut 
by Schriftgiesserei Gebr. Klingspor (Offenbach am Main) and 
published in 1937. – See Hans Adolf Halbey, Karl Klingspor –  
Leben und Werk, Offenbach am Main 1991, page 143. 

9 The details of the typesetting and printing are listed at the back 
of Adrian Frutiger’s book. – See Adrian Frutiger, Die Kirchen 
am Thunersee, Interlaken 1948,  page 143. 

10 Adrian Frutiger noted these details in Ein Leben für die Schrift, 
page 21. Max B. Kämpf is a graphic artist and not the painter 
Max Kämpf.

11 The special photography course at the Kunstgewerbeschule 
in Zurich was started in 1932. Hans Finsler was its head until 
1958. Amongst those who later became famous, the Magnum 
 photographers Werner Bischof, René Burri and Ernst Scheideg
ger all studied under Hans Finsler and Alfred Willimann.

12 Adrian Frutiger, ‘Aufzeichnungen aus dem Beruf’, typed 
manuscript, page 17.

13 Edward Johnston, Writing and Illuminating and Lettering, 
London 1906. 

14 Edward Johnston, Schreibschrift, Zierschrift & angewandte 
Schrift, translated from the English by Anna Simons, Leipzig 
1910. 

15 Rudolf von Larisch, Unterricht in ornamentaler Schrift, Vienna 
1905. 

16 Fritz Helmut Ehmcke, Ziele des Schriftunterrichts, Jena 1911. 
17 From 1925 to 1929 Walter Käch had already taught in the 

 Ap plied Arts department of the Kunstgewerbeschule in Zurich.  
 – See Friedrich Friedl, Nicolaus Ott, Bernard Stein, Typo
graphie – when who how, Cologne 1998, page 314.

18 Walter Käch, Schriften Lettering Écritures – Geschriebene und 
gezeichnete Grundformen / The principle Types of running hand 
and drawn caracters / Principales familles d’écritures courantes 
et de letters dessinées, Olten 1949. – Walter Käch, Rhythmus 
und Proportion in der Schrift / Rhythm and Proportion in Letter
ing, Olten 1956. – Walter Käch, Bildzeichen der Katakomben, 
Olten 1965.

19 Adrian Frutiger, ‘Aufzeichnungen aus dem Beruf’, typed 
manuscript, page 29.

20 Adrian Frutiger, ‘Adrian Frutiger, der Typograf aus Leiden
schaft’, NZZ Swiss made, Zurich 2001.

21 Adrian Frutiger in conversation with Erich Alb, Rudolf Bar mett
ler and Philipp Stamm, 25 March 2002.

22 Adrian Frutiger, Schrift Ecriture Lettering – Die Entwicklung 
der europäischen Schriften, in Holz geschnitten / Bois originaux 
illustrant l’évolution de l’écriture en Europe / The development 
of European letter types carved in wood, Zurich 1951.

23 Adrian Frutiger, Der Mensch und seine Zeichen, ed. Horst 
Heiderhoff, vol. 1, Zeichen erkennen Zeichen gestalten, Frank
furt am Main 1978; vol. 2, Die Zeichen der Sprachfixierung, Frank
furt am Main 1979; vol. 3, Zeichen, Symbole, Signete, Signale, 
Frankfurt am Main 1981.

24 Adrian Frutiger, Der Mensch und seine Zeichen, ed. Horst 
Heiderhoff, vol. 1, Zeichen erkennen Zeichen gestalten, Frank
furt am Main 1978.

25 Adrian Frutiger, Type Sign Symbol, Zurich 1980.

26 Adrian Frutiger’s personal notes (typed manuscript).
27 Emil Ruder, Typographie – Ein Gestaltungslehrbuch / Typo gra

phy – A Manual of Design / Typographie – Un Manuel de Créa
tion, Sulgen 1967.

28 European Computer Manufacturers’ Association, Geneva.
29 Adrian Frutiger in conversation with Erich Alb, Rudolf Barmett

ler and Philipp Stamm, 26 January 2001.

Président   a26
1 Adrian Frutiger, Schrift Écriture Lettering – The development 

of European letter types carved in wood, Zurich 1951.
2 In France, Initiales refers to all capital fonts, even those with 

small caps.
3 The term Latins derives from Latium, and hence from inscrip

tions of Roman antiquity.
4 Type specimen book of the Flinsch type foundry, Frankfurt am 

Main, not dated (c. late 1910s)
5 To choose the name of the Dutch printing dynasty Elzévier for 

the classification group we know today as old style is bizarre, 
given the French tradition of Claude Garamont. It is also con
tradictory, since the Elzéviers were only active as printers in the 
late 16th century.

6 The term ‘Antique’, used in France for grotesque, refers to the 
origin of sans serif typefaces: Greek antiquity. In 19thcentury 
England there were typefaces described as ‘Antique’. The term 
is not used consistently though, both slab serif fonts and Latins 
are described thus. – See Nicolete Gray, Nineteenth Century 
Ornamented Typefaces, London 1976.

7 The illustration shows the principle types of serif, placed one on 
top of another and in chronological order: The pointed shape 
of the Latins in white, behind them in black like a shadow or a 
historical backdrop, the stronger serif shape of old style with 
round brackets. Between them, screened back with the word 
elzevirs reversedout, the square shape. – See Fonderies  
Deberny & Peignot, Spécimen Général, vol. II, Paris 1926.

8 František Muzika titles a chapter with this term and refers to 
the fact that in England as early as the 1840s, i.e. before William 
Morris and his Kelmscott Press, Caslon’s Roman was increas
ingly employed in book typography. On the other hand Muzika 
barely mentions Latin typefaces: only a Re nais   sanceAntiqua by 
the Genzsch & Heyse type foundry from 1882 is alluded to, yet 
not shown. – See František Muzika, Die schöne Schrift , vol. 2, 
Prague 1971, page 382 ff. – Paul Shaw remarks that the use of 
Caslon in the 1840s was limited primarily to the work of William 
Pickering.

9 See Nicolete Gray, Nineteenth Century Ornamented Type
faces, London 1976, page 78.

10 See Nicolete Gray, Nineteenth Century Ornamented Type
faces, London 1976, page 81.

11 See Albrecht Seemann, Handbuch der Schrift  arten. Eine Zu
sammen stellung der Schrif ten der Schriftgiessereien deutscher 
Zunge , Leipzig 1926.

12 Tiffany by Deberny & Peignot is not the same as its namesake 
ITC Tiffany by Ed Benguiat from 1974. 

13 Copperplate Gothic and Monotype Spartan (not to be confus ed 
with the sans serif Spartan) are the same typeface by different 
manufacturers. It is also known as Mimosa. – See Stempel Haas, 
UniversalSchriftprobe, Frankfurt am Main / Münchenstein 1974.

14 Engravers Roman is also known as Hermes. – See Stempel Haas, 
UniversalSchriftprobe, Frankfurt am Main / Münchenstein 1974.

15 See ‘Textverarbeitung, Maschinenschreiben und EMails’, in: 
Duden 1 – Die Rechtschreibung, Mannheim / Leipzig / Vienna /  
Zurich 2006, page 107.

16 See Jan Tschichold, Formenwandlungen der etZeichen, Frank
 furt am Main 1953. – See also Andreas Stötzner, Signa. Bei
träge zur Signographie, No. 2, Grimma 2001.

17 Conversation with Adrian Frutiger by Erich Alb, Rudolf Barmett
ler and Philipp Stamm, 1 January, 2001.

Delta (typedesign project)   a36
1 The foundation for the single case typeface is 4th and 5th

centu ry uncials, which represent the transition from capitals to 
lower case script. Delta combines shapes from both cases.

Phoebus   a38
1 Decorative faces are defined as typefaces whose appearance 

and character differ from that of text faces. Today they are nor
mally considered ornamental or display fonts. In the typeface 
classification DIN 16518, all swash faces are placed in group VII, 
Antiqua varieties. Bosshard includes a ‘swash face typology’. 
There he divides them into the following main groups: outline, 
inline, engraved, tinted, stencilled, cameo, bevelled, 3dimen
sional, ornamental and perspective faces. Phoebus is shown 
as an example of the ‘shadow face’ subgroup of the ‘plastic’ 
main group. – See Hans Rudolf Bosshard, Technische Grund
lagen zur Satzherstellung, Bern 1980, pages 94–103.

 R. S. Hutchings uses the following categories: Inlines and Out
lines, ThreeDimensional (which includes shaded, shadow, and 
open designs), Embellished (which refers to ornamented de
signs), Engraved, Halftone and Shaded (in this instance shaded 
means some form of tinting achieved through parallel lines, 
crosshatching or stippling), Cameo (white letters on a dark back
ground), and Stencil. Phoebus belongs in the ThreeDimensio
nal category. – See R. S. Hutchings, A Manual of Decorated 
Typefaces, London 1965.

2 In conversation, Adrian Frutiger often referred to the compre
hensive and welldocumented Encyclopaedia of Type Faces by 
W. Turner Berry, A. F. Johnson and W. P. Jaspert. The first 
edition (without Jaspert) was published 1953 in London.

3 Caractère. Revue mensuelle des industries graphiques, Paris. 
4 Many publications, including some of Adrian Frutiger’s own, 

list Ondine as the second typeface after Président.
5 These are the extremely light weight, available today in digital 

form, formerly known as Gill Sans Shadow No. 1 (Monotype  
Se ries No. 406), the slightly stronger weight with deep shad
ows, Gill Sans Shadow No. 2 (No. 408), and Gill Sans Shadow 
No. 3 (No. 338). Weights nos. 406 and 408 were made in 1936, 
no. 338 is from 1932 without the participation of Eric Gill, ac
cording to Monotype Recorder New Series 8, 1990. – See Max 
Caflisch: Schriftanalysen, vol. 2, St. Gallen 2003, page 37.

6 Umbra from 1935 by Robert Hunter Middleton for the Ludlow 
Typograph Company, Chicago, is based on his own geometric 
sans serif Tempo. Only a few letters are different from Gill Sans 
Shadow No. 1 by Monotype from 1936. Even the oldest of these 
very similar shadow typefaces, Plastica from 1928/29 by the 
H. Berthold AG type foundry, based on Berthold Grotesque, and 
also Semplicità Ombra by Società Nebiolo, Turin, demonstrate 
the same relation between stroke width and shadow depth. – 
See W. P. Jaspert, W. Turner Berry, A. F. Johnson: The Ency
clopaedia of Type Faces, London 1970.

7 Rudolf Wolf also made a shadow version, Memphis Luna, of his 
slab serif Memphis for D. Stempel AG in 1937. – See Georg 
Kurt Schauer, A Chronicle of D. Stempel AG type foundry –  
sixty years in the service of letters. – W. Turner Berry, A. F.  
John son, W. P. Jaspert, The Encyclopaedia of Type Faces, 
 Lon  don 1962 it is called Luna. – The ‘Schriftprobe der Unions
drucke rei Bern’ incorrectly calls it Lumina. But this is the name 
of an outline typeface designed by Jakob Erbar.

8 The posters made for the PhoebusPalast in 1927 can be seen 
in Martijn F. Le Coultre, Alston W. Purvis, Jan Tschichold. 
Posters of the Avantgarde, Basel 2007.

9 In addition, there was also the ‘Konturlose Schattenschrift’ 
 design by the Bauhaus typographer Herbert Bayer from 1930. 
The design was not produced as foundry type, although it is 
available today as a digital font, Bayer Shadow. – See Magda
lena Droste (ed.): Herbert Bayer. Das künstlerische Werk 1918
1938, Berlin 1982, page 134 f. – See also www.p22.com (May 
2008).

10 There was no complete character set available for Dalton Maag 
of London in 2003 when making the Beta version of Phoebus.  
This, together with conceptual reasons, is why in 2006 Heidrun 
Osterer and Philipp Stamm commissioned Rainer Gerstenberg, 
Schriftenservice D. Stempel GmbH in Frankfurt am Main, to 
recast Initiales Phoebus in 36 pt size. Walter Fruttiger AG of 
Münchenstein near Basel supplied the original matrices by 
Deberny & Peignot. In Spring 2007 Romano Hänni in Basel 
 produced the foundry type and printed the character set on 
baryta paper, thus enabling reworking and extension of the 
font in the best possible quality. 

Element-Grotesk (typedesign project)   a46
1 The name ‘Element Grotesk’ was given by the publishers, with 

Adrian Frutiger’s consent. In a manuscript, Frutiger called this 
design ‘A composable typeface’.

2 Typefaces by Marcel Jacno which were released by Deberny &  
Peignot include Initiales Film 1934 (see page 40), Scribe 1936 
and Jacno 1948.

3 Marcel Jacno created Chaillot 1950 as the house face for the 
Théâtre National Populaire in Paris. In 1954 it was adapted for 
the Typophane process by Deberny & Peignot.
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Federduktus (typedesign project)   a48
1 A minimum is the smallest amount of foundry type you can 

order with different amounts of letters per character. These are 
calculated according to the average frequency of characters 
used in a text. The composition of a minimum varies for each 
language.

Ondine   a50
1 Deberny & Peignot had Scribe in their library, a spontaneous 

looking script by Marcel Jacno from 1937. It fared poorly com
pared to Roger Excoffon’s lively brush script Mistral from 1953. 
Scribe remained the only typeface of its kind at Deberny & 
Peignot until 1954, when Améthyste and Bolide by Georges 
Vial were released. 

2 Erich Alb’s trilingual book Adrian Frutiger – Forms and counter
forms published 1998 by Syndor Press in Cham comprehensive
ly documents Frutiger’s uncommissioned artistic work.

3 See Brockhaus Enzyklopädie in vierundzwanzig Bänden, 19th 
completely revised edition, vol. 22, Mannheim 1993, page 620.

4 The foundry font range of several type foundries is still avail
able today, among them that of Deberny & Peignot, Haas’sche 
type foundry, D. Stempel AG, Fonderie Olive and Nebiolo. The 
fonts may be purchased from Walter Fruttiger AG, München
stein, Switzerland, or from SchriftenService D. Stempel GmbH, 
Rainer Gerstenberg, Darmstadt, Ger many.

5 Uncials, or Uncialis, a Roman book script written with a broad 
quill, developed from 2ndcentury Roman mixed book scripts 
into its final form in the 4th century. Although still technically 
considered to be capitals, many uncial letters hint at lowercase 
shapes, especially because of the presence of ascenders and 
descenders. – See František Muzika, Die schöne Schrift, vol. 1, 
Prague 1965, pages 173 ff.

6 In the 20th century, traditional writing tools like the broad quill 
and the pointed quill increasingly gave way to the Redis pen 
(similar to a Speedball Bseries pen), brush, pencil, felttip and 
ballpoint pens. Typefaces which suggest the spontaneity of 
brush strokes were frequently made into fonts in the 1950s.

7 Typophane dry transfer sheets (see page 223) were first adver
tised by Deber ny & Peignot in Caractère, no. 3, March 1954.

8 Roger Excoffon married Albert Olive’s daughter. Albert ran 
Fonderie Olive in Marseille from 1914 to 1938, after which his 
son Marcel took over. Excoffon was the foundry’s artistic advisor 
from 1945 to 1959. In 1978 Fonderie Olive was bought by the 
Haas’sche type foundry. – See Philipp Bertheau, Buchdruck
schriften im 20. Jahrhundert. Atlas zur Geschichte der Schrift, 
Darmstadt 1995, pages 555 ff.

9 Calligraphiques Noires by Deberny & Peignot is a pointed quill 
script face in the style of English writing and engraving scripts 
from the 18th and 19th centuries.

10 The typeface classification DIN 16518 of the German Industry 
Norm long ago ceased to fulfil the requirements of contempo
rary type classification – too much has changed in the world of 
type design since its introduction in 1964. Nevertheless it’s still 
helpful for understanding Adrian Frutiger’s work, as it was rel
evant during the period of this design.

11 Hans Rudolf Bosshard’s ‘Neuer Vorschlag für eine Klassifika
tion der lateinischen Druckschriften’ (New suggestions for the 
classification of Latin typefaces) proposes merging groups VIII 
and IX to form ‘Latin script typefaces‘ – with four subdivisions: 
pointed quill, broad quill, Redis pen and brush faces. – See 
Hans Rudolf Bosshard, Technische Grundlagen zur Satzher
stellung, Bern 1980, pages 72 f.

Méridien   a60
1 In conversation Adrian Frutiger says January to May 1953, which 

is un likely seeing as he only arrived in Paris in the late summer 
of 1952, and three typefaces were made before Méridien: Ini
tiales Président (3–4 months), Initiales Phoebus (2 months) and 
Ondine (6 weeks). He was also involved in the final artwork for 
Initiales Cristal by Rémy Peignot. The idea was for Frutiger to 
get acquainted with the company and the whole production 
process by being present at each stage. – Conversation with 
Adrian Frutiger by Erich Alb, Rudolf Barmettler, Philipp Stamm, 
26 February 2001.

2 In 1912/13 Georges Peignot drew the upright and the italic 
weights of the Caractères Garamont (the spelling with a t is wit
nessed by the title of a book published by Claude Garamont 
in 1545). His son Charles finished the typeface in the 1920s; it 
was published in 1930. Literature lists differing facts as to the 
original used for Peignot’s Garamont. Philipp Bertheau, on the 
one hand, writes that Garamont’s printed books served as origi
nals. Max Caflisch, on the other hand, notes that this face, like 
many other versions from the 20th century, actually goes back 
to Jean Jannon’s Caractères de l’Université from 1621, original 
types of which are kept at the Imprimerie Nationale in Paris. – 
See Philipp Bertheau: Buchdruckschrif ten im 20. Jahr hundert. 
At las zur Geschichte der Schrift, Darmstadt 1995, page 418. – 
Max Caflisch: Schriftanalysen, volume 1, St. Gallen 2003, pages 
117 ff.

3 In April 1949 René Higonnet and Louis Moyroud, together with 
Bill Garth, demonstrated the Photon prototype at the annual 
general meeting of the American Newspaper Publishers Asso
ciation ANPA. The presentation to a selected audience at the 
Waldorf Astoria Hotel in New York was aimed at finding finan
cial sponsors to develop the Photon until it was ready for pro
duction. – See Alan Marshall, Du plomb à la lumière, Paris 
2003.

4 Brockhaus Enzyklopädie, 19th edition, volume 14, Mannheim 
1991, page 481.

5 In 1972 Haas’sche Schriftgiesserei acquired Deberny & Peignot 
along with the rights to their typefaces. Haas’sche Schrift
giesserei was partly owned by D. Stempel AG, who took on and 
expanded Méridien for photosetting. In 1989 Linotype in turn 
acquired Haas and the rights to their typefaces. The type 
foundry workshop was eventually liquidated and sold to Wal
ter Fruttiger who has operated it since as Fruttiger AG. – See 
Philipp Bertheau, Buch  druckschriften im 20. Jahrhundert. At
las zur Geschichte der Schrift, Darmstadt 1995, pages 555 ff.

6 The French writer Pierre Augustin Caron de Beaumarchais 
(1732–1799) was also active as royal watchmaker, harp instruc
tor, poet, publicist, secret agent, merchant, business venturer 
and publisher (copublisher of the first edition of the complete 
works of Voltaire). – See Brockhaus Enzyklopädie, 19th ed., vol
ume 14, Mannheim 1991, page 689.

7 La Folle Journée ou Le Mariage de Figaro was rapturously re
ceived on its premiere, while the book had 15 new editions in 
its first year. Its content is symptomatic of the mood in pre
revolutionary France. – See John Carter, Percy H. Muir (Ed.), 
Printing and the Mind of Man, a Descriptive Catalogue Illustrat
ing the Impact of Print on the Evolution of Western Civilization 
During Five Centuries, London 1967. 

8 In 1946 the engineers René A. Higonnet and Louis M. Moyroud 
first presented their idea for an electronic photosetting ma
chine to an interested specialist audience at the École Estienne 
in Paris. Eight years later the Photon photosetting machine was 
shown for the first time in Europe by Deberny & Peignot at the 
Salon TPG in Paris. This is not the French version of the Lumi
type. That machine was only shown for the first time in 1956 
(with Frutiger’s first typeface for Lumitype, Méridien). – See 
Alan Marshall, Du plomb à la lumière, Paris 2003.

9 See Walter Käch, Rhythm and Proportion in Lettering / Rhyth
mus und Proportion in der Schrift, Olten 1956, page 22 ff.

10 ibid.
11 Adrian Frutiger, ‘The Latines, a style of Latin typeface’ in 

Swiss Typographic Magazine 10/1977, St. Gallen 1977, page 6.
12 In foundry type every font size has its particular width. (Letter

spacing, i.e. increasing the tracking, may be easy, but inserting 
spaces is laborious. Decreasing the tracking, on the other hand, 
is only possible by shaving off the side of the lead body.)

 In photosetting and in today’s digital setting tracking is vari
able, and it has to be adjusted when scaling the font. Unfortu
nately type manufacturers stopped taking responsibility for 
tracking and instead delegated it to the user. In photosetting 
this was still left to specialists (which was by no means a guar
antee of good typesetting, as typography from the 1970s and 
’80s attests), but now, with digital setting on personal comput
ers, it is delegated to laymen, too.

 It would be desirable if type manufacturers today made it 
known for which type size for a given typeface the standard 
tracking of 0 applies. Unfortunately this remains unlikely as 
most typefaces do not even have the same tracking for the 
same size in all weights. 

 It could be that Adobe has the solution with ‘optical kerning’. 
For quick usage in office applications, automatic tracking will 
surely achieve better typesetting. For high quality typesetting, 
however, ‘optical kerning’ remains insufficient.

13 The Swiss Typographic Magazine 3/1958, page 147, on the one 
hand reports on the first book set on the Lumitype, Le Mariage 
de Figaro, set in Méridien, while separately introducing Méri
dien.

14 Karl Schmid (1914–1998), teacher (department director 1964–72) 
for technical illustration at the Kunstgewerbeschule Zurich and 
wood engraver for Jean Arp.

15 Adrian Frutiger, ‘“Les Latines” a style of Latin typefaces’ in 
Swiss Typographic Magazine 10/1977, St. Gallen 1977, pages 6 f.

16 ibid. page 4

Caractères Lumitype   a74
1 In order to find more sponsors in addition to Bill Garth, a very 

rudimentary prototype was presented to some of the invited 
guests at the American Newspaper Publishers Association 
(ANPA) annual conference in 1949 at New York’s WaldorfAsto
ria Hotel. The sponsors gained via this presentation were made 
members, with signed contracts, of the specially created Gra
phic Arts Research Foundation (GARF). – See Alan Marshall, 
Du plomb à la lumière, Paris 2003, pages 104 f.

2 The PhotonLumitype project was eagerly followed up and 
com mented upon in the trade press right from the start. For 
example La France Graphique No. 31, July 1949, pages 27–30, 
and No. 55, July 1951, pages 22–23. So Charles Peignot would 
have known about the project from trade publications at the 
least. It’s likely that he would already have known about it 
through his association with the École Estienne, where a proto
type of the photosetting machine was presented in 1946. After 
a trip to the USA in 1950, and after several talks, Charles Peignot 
sub mitted a draft contract to the inventors in 1952. Both parties 
were in agreement in 1953. However, due to clarification requir
ed by a third party, the contract was not signed until 30 March  
1954. – See Alan Marshall, Du plomb à la lumière, Paris 2003, 
pages 200 f.

3 A Photon 100 was shipped from the United States to Paris, 
which was then presented by Deberny & Peignot at the Salon 
TPG in 1954.

4 ‘Association Typographique Internationale’, founded in 1957 by 
Charles Peignot with the involvement of John Dreyfus. Charles 
Peignot presided over it for the first sixteen years. – See www.
atypi.org

5 The name ‘Garaldes’ is a mixture of the names Garamont and 
Aldus (Manutius). ‘Didones’, likewise, is a mix of a Didot and 
Bodoni.

6 On 2. 5. 1953 Aldro Gaul’s book was presented by Vannevar 
Bush on behalf of GARF to Karl Compton, the president of MIT. 
This important event reverberated in the American daily news
papers, most of whose members sat on the GARF board of ad
visors. In reality, the book had been set on the earlier ‘Petunia’ 
model, as the Photon 100 was not ready for production. – See 
Alan Marshall, Du plomb à la lumière, Paris 2003,  pages 
136 f.

7 Deberny & Peignot donated the original Photon 100 to the 
Gutenberg Museum in Mainz. Their Lumitype 200 can be seen 
at the Musée de l’imprimerie in Lyon.

8 The following publications have comprehensive articles on the 
history of PhotonLumitype: – Alan Marshall, Du plomb à la 
lumière, Paris 2003. – Alan Marshall, La LumitypePhoton, 
Lyon 1995. – L. W. Wallis, A Concise Chronology of Typesetting 
Developments 1886–1986, Worcestershire 1988.

9 Adrian Frutiger, ‘Determination des bases pour l’étude et le 
dessin des caractères à utiliser pour la Lumitype’, 14 June 1954. 

10 The ATypI recognised the ‘Vox Classification’ as the standard 
in 1960. The adjudicating committee was composed of Maxi
milien Vox, Walter Tracy, Gerrit W. Ovink, Adrian Frutiger, Aaron 
Burns and Hermann Zapf. In 1962 the ‘ATypI Classification’, ex
tended from 9 to 10 groups, was adopted. Broken type (black
letter) was now included in a separate group. The following 
countries adopted the classification, even though the style 
descriptions are inconsistent: France, Federal Republic of Ger
many, Italy, Netherlands, United Kingdom, Spain and Portugal.  
 – See Georg Kurt Schauer, Klassifikation. Bemühungen um 
eine Ordnung im Druckschriftenbestand, Darmstadt 1975, pag
es 15 ff and 52 ff.

I Venetian | Humanist
II Old Style | Garalde
III Transition | Transitional
IV Modern | Didone | Neoclassical
V Egyptienne | Slab serif
VI Lineale | Sans serif
VII Display | Glyphic
VIII Script
IX Hand-Lettered | Graphic
X Blackletter  Xa Textura
    Xb Rotunda
    Xc Schwabacher
    Xd Fraktur
    Xe Fraktur variations
XI Non-Latin alphabets
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11 Monotype fonts may well have served as originals, particular ly 
due to their division into 18 units. However, from a technical 
point of view Deberny & Peignot’s fonts seem the more likely 
source, since they were readily at hand and also corresponded 
to clients’ desires to have their familiar lead fonts turned into 
photosetting fonts.

12 “Ce disque remplace 3 tonnes de matrices dont le prix serait 
de 40 millions de Fr. environ. Il pèse 1.000 grammes et son 
diamètre est de 20 cm.” – Deberny & Peignot, La Lumitype Pos
si bilités Exemples, Paris c. 1957.

13 Floating accents have the advantage over fixed accented let
ters that only one character space per accent is used, and that, 
in theory, every accent can go on every letter. Lumitype had 
fixed as well as floating accents, probably so as not to affect 
the exposure speed.

14 Garamont is spelled differently in historical documents. In Gara
mont’s lifetime it was written with a t on the title page of the 
book L’histoire de Thucydide Athenie in the printer’s imprint: 

“Imprimé a Paris par Pierre Gaultier pour Ichan Barbé & Claude 
Garamont. 1545.” – Gerda FinstererStuber (ed.), Geistige 
Väter des Abendlandes, Stuttgart 1960, chapter 35.

15 According to the letter ‘Type Face & Machine Data’ sent by 
Photon Inc. on 23 February 1955, Cambridge Garamond is an 
adaptation of ATF Garamond (by Morris Fuller Benton). In the 
‘Technical Memorandum No. 62’ by Photon Inc. dated 7 March  
1956 claims that Paris Garamont is an adaptation of Georges 
Peignot’s Garamont.

16 In the typeface specimen of the International Photon Corpora
tion Times 451–55 ff. is noted as being a Photon font.

17 On the Photon em size was chosen – as it was in metal setting –, 
meaning that there was no visibly uniform height. Frutiger’s 
groundbreaking decision was to standardise the cap heights 
for Lumitype. Unfortunately Frutiger’s innovation wasn’t includ
ed for the introduction of Adobe PostScript in 1983. To this day 
the cap heights and xheights are inconsistent in digital fonts.

18 Gradually the font range of both manufacturers was expanded. 
The following typefaces, in alphabetical order, were produced 
for Lumitype after 1961: Beauchamp, Bodoni Book, Century, 
Clarendon, Imprint, Modern, Olympic, Plantin, Gras Vibert and 
Neo Vibert, as well as Weiss Antiqua. Frutiger’s Président was 
also adapted for Lumitype. At International Photon Corpora
tion, where Ladislas Mandel became artistic director, the fol
lowing were produced: Aster, Candida, Edgware, Gill, Haverhill, 
Sofia Latin, Textype, Thomson, another Times, as well as Univad, 
a Univers adaptation for the smallest point sizes by Ladislas 
Mandel. Furthermore, a few nonLatin alphabets were produc
ed: a Greek Univers in four weights, for example, and a cyrillic 
Univers called Mir in seven weights, both drawn by Ladislas 
Mandel. To meet the demand for PhotonLumitype faces, the 
American Dymo Graphic Systems included fonts by Photon and 
Lumitype or International Photon Corporation in its font bro
chure from 1976.

19 A sheet titled ‘Deberny & Peignot 1956/57’, signed by Albert 
Boton in 2003, shows photographs of the people listed, for 
example Ladislas Mandel working on Caslon italique.

 In an article in English by Ladislas Mandel about the Interna
tional Photon Corporation studio it is said of Annette Blanchard 
(nee Celso) that “[...] Since 1959 [corrected by hand to 1954], 
she has taken part in realizing a great number of alphabets in 
the Lumitype Photon catalogue.” – Ladislas Mandel, ‘Our IPC 
Type Design Studio in Paris’, in unknown source, page 5.

20 Giambattista Bodoni, Manuale Tipografico, vol. 1, Parma 1818, 
page 41 (Filosofia 4 / Cadice), page 100 (Parangone 2 / Velteri), 
page 103 (Ascendonica 2 / Chieri).  –  See Octavo  Corporation, 
‹Giambattista Bodoni: Manuale Tipografico›, Oakland 1998 
(CDROM).

21 The Bodoni adaptations are often much more rigid than the 
originals. The curves are nearly always straightened, the pro
portions of the counters aligned and the ascenders and de
scenders significantly shortened. In particular the lively, some
what playful elegance and grace of the larger Bodoni sizes are 
mostly missing.

Univers   a88
1 Adrian Frutiger, ‘Der Werdegang der Univers’ in TM / STM, 

Sondernummer Univers (Univers special edition), 1/1961, page 
10. Set in Monotype Univers.

2 Emil Ruder, ‘Univers, eine Grotesk von Adrian Frutiger’ in TM /
STM 5/1957, pages 364 f.

3 HansRudolf Lutz writes: “With Univers, Adrian Frutiger has 
created the first real typeface system. His working method dif
fers from the usual process of completing typeface families 
only once after a few initial weights have been successful.” – 
HansRudolf Lutz, Typoundso, Zurich 1996, page 43.

4 The design was originally dated February 1951 in pencil.  Adrian 
Frutiger erased this in the ’90s, correcting it to 1950, the date 
he started working on it. – See Adrian Frutiger, Type Sign 
Symbol, page 12.

5 Emil Ruder, ‘Univers, eine Grotesk von Adrian Frutiger’ in TM /
STM 5/1957, page 362.

6 In relation to the Allgemeine Gewerbeschule Basel, the follow
ing books set in Univers should be mentioned: Emil Ruder, 
Typography, Sulgen 1967; Hans Wichmann (ed.), Armin Hof
mann: His Work, Quest and Philosophy, Basel 1989. On the 
other hand, Armin Hofmann’s book, Graphic Design Manual, 
Heiden 1965, is set in Akzidenz Grotesk. Helmut Schmid’s 
book, the road to Basel, Tokyo 1997, has works by other Basel 
students; as does Richard Hollis’s (Swiss Graphic Design) 
Schweizer Grafik, Basel 2006, pages 251 ff. He lists former Ba
sel students such as Daniel Fried man, April Greiman and Willi 
Kunz, who were or are active in the USA. 

 7 In Adrian Frutiger, Type Sign Symbol, Zurich 1979, page 19.
8 An undated design with a pencil drawing of the lowercase n is 

titled  ‘Antique DP’.
9 Adrian Frutiger applies form principles which Walter Käch de

scribes and demonstrates, and partly illustrates these in his 
own books. Frutiger and Käch make sure that the Q tail does 
not affect the counter, for example. Käch also writes about mov
ing the strokes of the M, thereby opening the sharpangled 
counters, to prevent a patchy text appearance. Frutiger’s de
signs have finer details than those of Käch. For example, the 
cross strokes of the E have different stroke widths; the shorter 
the bar, the thinner. Käch too has different lengths for the three 
bars, but his all have the same stroke width. – See Walter Käch, 
Schriften Lettering Ecritures, pages XVII ff.

10 A letter dated 02/27/1956 sent to people involved in the Pho
tonLumitype project by Louis Rosenblum, responsible for type 
at Photon Inc., reads: “Atttached is a display showing the 14 
widths and weights of the typeface designed by D & P that is 
known in Europe as ‘antique’. For obvious reasons we should 
like to select a new family name. Among the suggestions that 
have been made are ‘universal’, ‘constellation’ and ‘cos
mos’.“ The display shows the 14 upright weights of what was 
to be Univers.

11 ‘Memorandum: Sans serif design by Deberny et Peignot’ by 
Louis Rosenblum, dated 27 February, 1956. 

12 Emil Ruder, ‘Univers, eine Grotesk von Adrian Frutiger’ in TM /
STM 11/1963, page 690 f.

13 Adrian Frutiger says in conversation on 28 March 2001 that the 
diagram stems from Rémy Peignot. Rudolf Hostettler (TM pub
lisher) named Frutiger, but in the sense of being ultimately 
responsible. In TM / STM 5/1957, page 361 ff.

14 The angle tends to be 16.5°, depending on weight and charac
ter. Linotype Univers was also tilted furtherto 16.3°.

15 The advertisements and posters that HansRudolf Lutz design
ed in 1964 were part of a series for English Monotype. – See 
HansRudolf Lutz, Ausbildung in typografischer Gestaltung 
Zürich 1996, page 168 ff. He made a series of typographic por
traits for typesetters Ernst Gloor in Zurich in 1967/68, of which 
the Karl Marx portrait is set in Univers. – See HansRudolf Lutz, 
Typoundso, Zürich 1996, page 38 ff. – Ernst Gloor also pro duced 
a Univers brochure in 1966 with typographic broadsheets by 
Fridolin Müller.

16 Adrian Frutiger, ‘Der Werdegang der Univers’ in TM / STM, 
Univers special edition, 1/1961, page 11.

17 Type casting was discontinued at Deberny & Peignot in 1972. 
The Haas’sche type foundry took over the company and its 
typeface range.

18 The Grotesque has different dates attributed to it – the type
faces shown are not identical: 1834 in Nico lete Gray, Nine
teenth Century Ornamented Typefaces, London 1976, page 39.  
 – Or 1832 in Jaspert, Berry, Johnson, Ency clopaedia of Type 
Faces, London 1970, page 287.

19 Breite Magere Grotesk by Schelter & Giesecke, Leipzig has dif
ferent dates attributed to it: 1870 in Georg Kandler, Alpha
bete. Erinnerungen an den Bleisatz, vol. 2, page 37. – Or 1840 
in Philipp Bertheau, Buchdruckschriften im 20. Jahrhundert. 
Atlas zur Geschichte der Schrift, Darmstadt 1995, page 218. This 
last source does not mention whether lowercase letters were 
included at such an early date. It is shown on page 2 with the 
comment “Bauer & Co, Stuttgart 1895”. It’s not apparent wheth
er these are indeed the same typeface. This is not surprising, 
given that the typefaces were produced in nearidentical form 
by different foundries. On page 512 Breite Fette Grotesk is 
named as being a Bauer & Co typeface from 1880. However, on 
page 218 it’s by Schelter & Giesecke from 1902. Neither of them 
are shown. A semibold weight from 1890 is also mentioned.  
 – Breite Fette Grotesk by Schelter & Giesecke is shown and 
dated 1880 at: http://www.fontshop.de/fontblog/C420185419 
/E430231085/index.html (January 2008). 

20 See Wolfgang Beinert: http://www.typolexikon.de/g/grotesk.
html (May 2007).

21 Karl Gerstner, cofounder of wellknown advertising agency 
GGK (Gerstner, Gredinger, Kutter) developed Akzidenz Grotesk 
into a systematic family of typefaces in the 1960s, similar to the 
Univers system. It was released by H. Berthold AG as Gerstner 
Programm. – See Karl Gerstner, Programme entwerfen, Teu
fen 1968, page 29 ff. – See Karl Gerstner, Rückblick auf 5×10 
Jahre Graphik Design etc., OstfildernRuit 2001, page 96 ff. (In 
the USA, Gerstner Program is available from Visual Gra phic 
Corporation).

22 Helmut Schmid, the road to Basel, Tokyo 1997, page 65.
23 Emil Ruder, ‘Univers, eine Grotesk von Adrian Frutiger’ in TM /

STM 5/1957, page 361.
24 This group of static grotesques with horizontal curve ends is 

often referred to as NeoGrotesk in German. Folio, released by 
Bauersche Giesserei in Frankfurt in 1956–63, was created by 
Konrad F. Bauer and Walter Baum. It is known in France as Cara
velle. Mercator, from 1957–61 by Lettergieterij Amsterdam, was 
by Dick Dooijes. The Haas’sche Schriftgiesserei released Zur
ich graphic designer Max Miedinger’s Neue Haas Grotesk in 
1957. It was constantly extended, from 1961 called Helvetica on
ward by D. Stempel AG / Linotype. Aldo Novarese’s Recta from 
1958–61 is by the Nebiolo type foundry in Torino. Permanent is 
by Karlgeorg Hoefer from 1962, made for the Ludwig & Mayer 
foundry in Frankfurt and the Italian Simoncini company. 

25 Maxima by Gert Wunderlich from 1970, designed for East Ger
man Typoart, is closely related in form to the original idea of 
Univers. Its capitals have a more versatile rhythm though, sim
ilar in proportion to Capitalis Monumentalis. Team 77 – André 
Gürtler, Christian Mengelt and Erich Gschwind – were behind 
Haas Unica. It was released in 1980 as a reworking of the orig
inal Neue Haas Grotesk. Team 77 analyzed the original Helve
tica by Haas’sche Schriftgiesserei, the Linotype Helvetica, Ak
zidenz Grotesk by Berthold and Univers by Deberny & Peignot. 
The name Unica could be seen as a reference to Univers and 
Helvetica. – See Gürtler, Mengelt, Gschwind, ‘Von der Hel
vetica – zur Haas Unica’, in TM / STM 4 /1980, page 189 ff.

26 Monotype Newsletter no. 140, last page, Berne, October 1966.
27 Oliver Nineuil, ‘Ladislas Mandel – explorateur de la typo fran

çaise’ in Etapes Graphiques no. 10, 1999, page 44.
28 Unknown author, ‘Caractèristique de l’Antique Presse (version 

Mandel)’, 11/14/1962. Musée de l’imprimerie, Lyon, Fonds Man
del.

29 Adrian Frutiger, ‘Historique des caractères par Adrian Fru
tiger (pour mémoire)’, 4 /27/1988.

30 Letter from 02/28/1973 sent by Adrian Frutiger to Dr. Walter 
Greisner, “I think it’s right that a typeface style whose letter 
shapes have changed from those of the Latin alphabet to the 
extent of say, Cyrillic or Greek, ought to be considered as a 
new independent creation, even though its character is based 
on an existing typeface style.“

31 The question of copyright is not entirely clear regarding Univers 
extensions. Walter Greisner at Stempel learned that Compu
graphic intended to ask André Gürtler to make an adaptation 
of Univers Cyrillic for them, and sent a letter dated June 20th 
1973 to Alfred Hoffmann, director of the Haas’sche Schriftgies
serei, stating that Gürtler wasn’t authorized to do so. The Haas 
foundry replied that, although he agreed with Greisner, the 
same should apply to the Univers Cyrillic weights which Fruti
ger had drawn for D. Stempel AG. The Haas foundry wrote in 
letter dated June 29th 1973: “Taking effect from 01/01/1973, 
Haas acquired the unlimited rights to Univers by DP, and is 
thereby exclusively entitled to its use.“

32 Note from Adrian Frutiger to Dr. Walter Greisner with an at
tached alphabet of a Cyrillic Univers by Ladislas Mandel called 
Mir.

33 Adrian Frutiger drew a Cyrillic alphabet for the IBM Composer 
as early as 1971. He mentions in a letter to Walter Greisner that 

“the drawings can’t be used for another purpose, first of all be
cause I don’t own the rights, and secondly because the system 
of units is too untypographic.“

34 An outcome of the agreement between Monotype and Deber
ny & Peignot from 01 April 1965 was that Adrian Frutiger was 
to draw the Greek and Cyrillic versions of Univers for Mono
type. However, according to Robin Nicholas (in January 2007), 
artistic director at Monotype, their archives contain drawings 
of the Greek version only. The Cyrillic version exists solely as 
copies of drawings made for Stempel / Linotype from 1973 0n 
which served as the blueprint for the Monotype version.

35 Asher Oron is an Israeli graphic designer who teaches at the 
Bezalel Academy of Arts and Design in Jerusalem.

36 The process of making Oron is documented in Asher Oron, ‘A 
new Hebrew sans serif for bilingual printing’ in an unidentified 
publication on pages 16/17. 

37 In the ‘Typography’ typeface catalogue by Hell, 9th ed./1989, 
Univers is listed as Swiss 722 among the Bitstream typefaces. 
In later Bitstream publications (folded poster ‘Bitstream Type
face Library’ 1992) it is renamed Zurich.
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38 In addition to the original 21 Univers weights, there are the 69, 
85, and 86 weights, 53 oblique, 63 oblique, 73 oblique, 93 and 
93 oblique, the reversed weights 65, 75, 76, and the outline 
weights 65, 67, 73.

39 It is surprising that there is such confusion in the thoroughly 
conceived Univers, of all things. Linotype’s type specimens of 
digital fonts from 1984, 1987 and 1992 show the oblique weights 
angled at 16°, yet the narrow obliques are 12°. In 1969 Univers 
began to be adapted for photosetting by Mergenthaler Lino
type. The first weights – 55, 56, 65 and 66 (all fitted to the same 
widths) – have 16° obliques, while the narrow obliques (also 
duplexed) made at the same time are 12°. The principal reason 
for this was technical: the narrow oblique weights were suppos
ed to be as spacesaving as possible. The range of 12° obliques 
was extended to include the regular width as well. This was 
done to achieve the uniformity that had been a goal in photo
setting and linecasting since 1973. Further 16° weights (46 and 
76) were added in 1982.

40 The sharp corner of the number 7 in the regular weight of the 
PostScript version from 1987 is obviously not correct for Univers.  
 – See Erik Spiekermann, ‘Mr. Univers’ in Page 3/1990, page 
62 ff.

41 Letter dated 10/19/1993 from LinotypeHell and Gerhard Höhl 
to Adrian Frutiger. Unfortunately there’s nothing left of that 
comprehensive project in the new Linotype Univers. Even the 
oldstyle figures and small capitals advertised in that brochure 
remain unavailable to this day.

42 The fligatures are not real ligatures, but unconnected pairs of 
letters placed on the same ‘body’.

43 Adrian Frutiger was delighted with the refreshing Univers Flair 
which hung on his studio wall for years and which he reproduc
ed. – See Adrian Frutiger, ‘L’histoire des Antiques’ in TM / STM 
1/1988, page 9. Along with Univers Flair, Phil Martin designed 
Helvetica Flair in 1970 for the VGC Photo Typositor photoset
ting machine by Visual Graphic Corporation. Martin founded 
Alphabet Innovations in 1969 and Type Spectra in 1974. He took 
well known typefaces and changed – improved in his opinion – 
their shapes, whilst neither having a license to use the fonts 
nor paying royalties for them. – See www.roostertypes.com/ 
articles.asp (May 2007).

44 The Linotype type specimen catalog has included 35 weights 
(numbered according to Frutiger’s original Univers system) of  
Neue Helvetica since 1988. The (old) Helvetica is available in 
47 weights.

45 The threedigit system was devised by Hans Peter Dubacher, 
Reinhard Haus and Otmar Hoefer.

46 The fonts by Deberny & Peignot, Fonderie Olive and Nebiolo 
among others, are stored at Haas’sche Schriftgiesserei’s suc
cessor, Walter Fruttiger’s office in Münchenstein, Switzerland. 
They can still be cast on demand today.

47 Undated typescript, c. 1998.
48 The first Folio weight, the bold condensed, was released in 1956 

by Bauersche Giesserei. The regular and the light, shown here, 
and also the semibold and semibold extended were releas ed 
in 1957. – See Philipp Bertheau, Buchdruckschriften im 20. 
Jahrhundert. Atlas zur Geschichte der Schrift, Darmstadt 1995, 
pages 484 and 540.

49 Helvetica was extended unsystematically by D. Stempel AG. The 
eight weights of Neue Haas Grotesk, renamed Helvetica, were 
joined by six adapted weights from previous Haas sets and five 
new weights by D. Stempel AG itself. – See Philipp Bertheau, 
Buchdruckschriften im 20. Jahrhundert. Atlas zur Geschichte 
der Schrift, Darmstadt 1995, pages 501 and 509. In 1983 Helve
tica was given an overhaul at Stempel and released under the 
name Neue Helvetica with a unified design and coordinated 
weights. – See http://de.wikipedia.org/wiki/Helvetica_%28 
Schriftart%29 (May 2007)

Egyptienne F   a118
1 There was an exhibition of Frutiger’s work in 1964 at Monotype 

House in London. The brochure documents part of the exhib
ited work.

2 In the English and French texts the date is given as 1958, the 
German text says 1956.

3 Horst Heiderhoff, ’Forms and Counterforms. Design and life 
of type artist Adrian Frutiger’, in Stephan Füssel (ed.), Guten
bergJahrbuch 1985, page 29.

4 The fact that Charles Peignot was interested in the progress of 
French typography and was always looking for something un
usual is reflected in a text by Maximilien Vox praising Charles 
Peignot’s efforts and ambition: “One ambition was to continue 
his father’s work, another was to leave a legacy that owed noth
ing to tradition. Receptive to new ideas [...], endlessly search
ing for personalities and temperaments [...], Peignot knew how 
to forge a passionate belief in type and print in France, with 
the promise of great success.“ – Maximilien Vox, ’Das halbe 
Jahrhundert’, in Georg Kurt Schauer (ed.), Inter nationale 
Buchkunst im 19. und 20. Jahrhundert, page 252.

5 The compo dp type specimen book from 1961 contains only 
one typeface alongside Egyptian typefaces from the 19th cen
tury, Pharaon from 1933, a not very harmonious face similar in 
style to Rockwell and Memphis.

6 Letter from Adrian Frutiger to Dr. Walter Greisner, 4.9.1973.
7 Bockwitz writes that “after the Napoleonic campaign in Egypt 

which brought attention to the ancient land of the Nile after 
centuries of oblivion, England became fascinated with all things 
Egyptian, culminating in 1802 with the arrival in London, taken 
from the captured French ship Egyptienne, of the trilingual 
Rosetta stone [...].“ Hans H. Bockwitz, Bei träge zur Kulturge
schichte des Buches, page 31.

8 This is the shadow face Two Line Pica In Shade from 1815/17. In 
1832 Blake & Stephenson released an Outline Clarendon, and 
in 1848 Thorowgood released Two Lines English Clarendon. – 
See Nicolete Gray, Nineteenth Century Ornamented Type
faces, London 1976, pages 26, 41, 67.

9 See Nicolete Gray, Nineteenth Century Ornamented Type
faces, London 1976, page 38, fig. 44, Two Lines English Egyp
tian, William Caslon IV, 1816. – Bollwage uses examples to 
demonstrate that this was the first sans serif in print, type with
out serifs having been used throughout previous centuries on 
coins and inscriptions. Max Bollwage, ’Serifenlose Linear
schriften gibt es nicht erst seit dem 19. Jahrhundert’, in Stephan 
Füssel (ed.), GutenbergJahrbuch 2002, pages 212 ff.

10 Some digital fonts today also have several design sizes avail
able, for example ITC Bodoni (1994), ITC Founders Caslon (1998), 
MvB Sirenne (2002) and Cycles (1990–2004).

11 Hans Rudolf Bosshard, Technische Grundlagen der Satzher
stellung, page 90.

12 Hans Peter Willberg, Wegweiser Schrift, pages 57 and 67.

Opéra   a130
1 In the fourpage type specimen brochure ‘Opéra’ (undated,  

c. 1960), 8 pt alone is mentioned.  
2 Letter dated 27 March 1958 from Alfred Devolz, owner of Sofra

type, to Charles Peignot, owner of Fonderies Deberny & Peignot, 
confirming the oral agreement between the two Parisian com
panies regarding Adrian Frutiger’s work for Sofratype.

3 ibid.
4 Letter dated 25 March 1958 from Adrian Frutiger to Alfred  

Devolz with sender’s address: Privé: 11, rue Roger Salengro, 
Mont rouge.

5 Informations TG no. 47, 1 July 1960, page 2.

Alphabet Orly   a134
1 An announcement in the ‘échos’ section of Informations TG says 

that a new typeface has been created for the reopening of Orly 
airport on 24 February 1961 based on Univers and Peignot and 
designed by Adrian Frutiger. – See Informations TG, No. 76,  
3 March 1961, page 1.

2 The archive of Aéroports de Paris is located at Orly airport.
3 Only two fonts of Alphabet Orly remain: the regular and italic 

capitals and numerals in normal width. The two expanded 
fonts cannot be found. Ladislas Mandel, a former colleague of 
Frutiger’s at Deberny & Peignot, kept the microfilms until his 
death in 2006. He cooperated in the creation of the final art
work. Today the negatives are at Musée de l’imprimerie in Lyon, 
France.

4 The photographs of Orly airport show varying typefaces from 
the 1950s onwards. The typeface thought to be the predeces
sor of Alphabet Orly can still be seen in 1961. It shows a certain 
similarity with Alphabet Orly in terms of approach. In particular 
the round shape of the G, which is typical neither for Peignot 
nor Univers, points to a formal connection. 

Apollo   a138
1 The first patents regarding a typecasting machine for single 

letters were granted to the American Tolbert Lanston in 1887. 
The Lanston Monotype Company was subsequently founded 
in Washington D.C. After a startup phase from 1890 until 1894, 
however, there was no more money to carry on. Lord Dunraven, 
an Englishman, bought the rights to Monotype and in 1897 the 
Lanston Monotype Corporation Ltd was founded in London. In 
1898 the first two machines were installed in London and in 
Washington D.C. – See www.monotypeimaging.com/aboutus/
timeline.aspx (March 2008).

 A Monotype installation consists of two separate machines, the 
keyboard (for perforating the punchtape) and the single letter 
caster, which is controlled by the punchtape.

2 Apart from the PhotonLumitype, others such as the Linofilm by 
Linotype (1954), the ATF Typesetter (1958) and Berthold’s Dia
type (1958) are worth mentioning. In 1961 Compugraphic also 
introduced their first machine. 

3 Monotype recorded the production process in a document 
titled ‘History of Preparation for Apollo; London Order E. 585’.

4 In the ‘List of Monophoto Faces available’ Apollo 645 Roman /
Italic and Apollo 665 Semibold are mentioned in 6–24 pt sizes 
with short descenders. In The Monotype Corporation Limi
ted, Specimen Book of ‘Monophoto’ Filmsetter Faces, Salfords, 
Eng land, undated.

5 The Monotype Recorder No. 1 (December 1979) announces 
”’Mono photo’ APOLLO was used for six of the books selected 
for the National Book League exhibition of British Book Design 
and Production this year. Apart from six others set in ’Mono
photo’ Plantin, no single typeface was used for as many of the 
selected books as APOLLO.”

6 Alongside Frutiger’s typefaces, various logotypes and numer
ous book covers for Éditions Hermann of Paris were displayed. 
His diploma project also formed part of the exhibition, as did 
the Genesis and Partages books featuring his woodcuts.

7 The Monophoto catalog is mostly comprised of text faces, 
among them the wellknown Monotype classics Bembo, Perpe
tua, Poliphilus, Spectrum and Times and many American type
faces. It also includes a few slab serif and sans serif faces. 

8 Monotype Corporation: Graphismes by Frutiger. Monotype 
House,  London 1964. 

9 Apollo was referred to or shown in the following editions: Mono
type Newsletter: No. 74, Nov. 1964; No. 78, March 1966; No. 81, 
May 1967; Monotype Recorder Vol. 43 No. 2, 1965; Vol. 43 No. 3, 
1968; New Series No. 1, 1979.

10 Allan Hutt: ‘Monophoto Apollo’, in British Printer, December 
1964, page 84.

11 Memo dated 5 November 1970 from the offices of the Typo
graphical Committee.

12 See Hans Widmann, GutenbergJahrbuch 1971, Mainz 1971, 
page 423 f.

13 Jan Middendorp, Dutch Type, Rotterdam 2004, page 145 f.
14 ibid.

Alphabet Bouygues (typedesign project)   a148
1 Frigidaire, an American manufacturer of fridges, formerly part 

of General Motors, became wellknown and very successful. 
Raymond Loewy, the American pioneer of industrial design and 
ardent proponent of streamline forms, took on the design for 
Frigidaire from 1939. Bosch and Hoover were other wellknown 
manufacturers that also offered fridges featuring the typical 
round ed corners through the 1950s. Christoph Bignens writes, 

“For some companies, the major engagement in advertising 
and design pays off in an area that marketing had not original
ly targeted: in art. In the case of Frigidaire it was the Swiss 
Dadaist, Jean Tinguely, who lifted the brand into the cultural 
domain in 1960. He had bought himself a used Frigidaire and 
adapted it to play a fireengine’s siren on opening the door. 
Tinguely called his piece ‘Frigo Duchamp’, an hommage to his 
artistic hero, Marcel Duchamp, in whose New York studio that 
siren was once supposed to have been installed.” – Christoph 
Bignens, American Way of Life. Architektur Comics Design Wer
bung, Sulgen / Zurich 2003, page 106 ff.

2 Bruno Pfäffli, Adrian Frutiger’s longstanding colleague and later  
studio partner, made a few designs for advertisements, which 
ap peared briefly or not at all. He thought that if the typeface 
hadindeed ever made, it would have been used for only a short 
time. There are no longer any documents pertaining to this 
project at the company’s archives.

Concorde   a150
1 Letter (5 June 1961) from Alfred Devolz (Sofratype) to ‘Monsieur 

le Directeur’ at Deberny & Peignot. This was a response to a 
letter from 20 April 1961 with the reference AF / TE, which 
 suggests that ‘Monsieur le Directeur’ refers to Adrian Frutiger. 
It is also ob vious from this document that Adrian Frutiger’s 
work was car ried out in agreement with Deberny & Peignot, as 
had already  been the case with Opéra.

2 Heidrun Osterer, Philipp Stamm and their assistant Andrea 
Näpf  lin in conversation with André Gürtler on 23 May 2005. 
Re  cording and transcription are archived at Swiss Foundation 
Type and Typography.

3 A smoke proof is generated by holding the engraved, untem
pered punch over a candle flame, producing a thin coating of 
soot on the face. When the sootblackened punch is applied  
on baryte paper, the result is an exact impression of the face. 
 This method is used for final checking of the punch before 
hardening.

4 Heidrun Osterer, Philipp Stamm in conversation with Günter 
Gerhard Lange on  24 July 2004 in Leipzig (Germany).

5 Eric Gill took calligraphy lessons from renowned calligraphy 
   teacher  Edward Johnston. This developed into a deep friend
ship. In 1913 the two designers were asked to develop a sig nage 
face for London Transport, i. e. for the London Underground. In 
1915 Johnston started this work on his own since Gill had de
clined. He participated, however, as a freelance con sultant in 
the  development of this novel sans serif. – See Max Caflisch, 
Schrift analysen, vol. 2, St. Gallen 2003, page 7 ff. 
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6 Besides many other typefaces, Jan van Krimpen designed  
Romulus, a comprehensive type family. It was developed be
tween 1931 and 1937. The Renaissance antiqua was released in 
a roman, sloped roman, and semibold cut as well as in a semi
bold condensed one. This was extended by Cancelleresca Bas
tar da, a very elegant cursive with narrow letterfit. A Greek ver
sion was also cut. Of particular interest here is Romulus Sans 
Serif in the four cuts (light, regular, semibold and bold), which 
were, however, only implemented in 12 pt. – See John Dreyfus, 
The Work of Jan van Krimpen, London 1952, page 36 ff; Paul A. 
Bennett, Jan van Krimpen. On Designing and Devising Type, 
New York 1957, page 51 ff.

7 This issue is superbly described and represented in the bro
chure  on Hans Eduard Meier’s SyntaxAntiqua. – See Erich 
SchulzAnker, Formanalyse und Dokumentation einer serifen
losen Linear schrift  auf neuer Basis: Syntax Antiqua, Frankfurt am 
Main, 1969.

Serifen- / Gespannte Grotesk (typedesign project)   a156
1 In his letter to Gerhard Höhl of Linotype dated 4 May 1993, 

Adrian Frutiger wrote: “I have also enclosed the two projects 
Primavera and Cooperline (these are working titles). I am send
ing them to you without any further explanations, we can talk 
about them when the occasion arises.”

2 With the working title ‘Cooperline’ Frutiger acknowledged the 
relationship to Copperplate Gothic. The reference to Oswald 
B. Cooper and his Cooper Black, however, seems to be uninten
tional.

3 In 1962 Deberny & Peignot were still working on the completion 
of Univers for handsetting. As far as photosetting for Lumi type 
was concerned, other adoptions of existing typefaces were par
amount. Furthermore, another large sansserif family would 
have created competition for Univers.

4 A letter from Adrian Frutiger dated 29 November 1991 and ad
dressed to Linotype’s Reinhard Haus, which accompanied the 
designs for his multiple master project ‘University’, has a note 
attached to it by Reinhard Haus for his colleagues: “… look at  
 … the individual shapes! After a first look through I’m not 
thrilled!”

Alphabet Algol   a160
1 See L. Bolliet, N. Castinel, P. J. Laurent, un nouveau  langa ge 

scientifique. algol. manuel pratique, Paris 1964.
2 Microgramma, 1952, created by Alessandro Butti and Aldo 

Nova rese for Società Nebiolo, Turin (Italy). 
3 See http://de.wikipedia.org/wiki/Algol_60 (July 2007).
4 Éditions Hermann, founded in 1876, was bought out in 1956 by 

the publisher and antiquarian bookseller Pierre Berès. One of 
the preconditions was the takeover of the scientific book stock. 
This included publications by important mathematicians such 
as Élie Joseph Cartan, Jules Henri Poincaré, Paul Langevin and 
even Albert Einstein. In 1961 the first comprehensive catalogue, 
designed by Adrian Frutiger, was published.

5 Before taking care of the book covers, Frutiger designed a 
company logo and the shop sign.

6 From 1960 onwards Bruno Pfäffli and André Gürtler assisted 
Adrian Frutiger in his work for Éditions Hermann, mainly on Art 
de France. 

7 The glyphs are listed on page 11 of algol: numerals (10), letters 
(52), further base symbols (54; including 6 punctuation marks, 
4 parentheses, 19 mathematical symbols and 25 words).

8 See André Gürtler, ‘Schrift im Lichtsatz’ in TM / STM 3/1966, 
page 209.

Serifa   a162
1 In February 1961 René Higonnet, his son RenéPaul Higonnet 

and Louis Moyroud bought Deberny & Peignot. Charles Peignot 
was replaced by RenéPaul Higonnet around 1962. – See Alan 
Marshall, Du plomb à la lumière, Paris 2003, page 214 ff.

2 Fundición Tipográfica Neufville changed its name to Bauer 
Types in 2007 and now does not just administer licensing rights 
for its own fonts, but also distributes fonts from other manu
facturers.

3 Conversation between Heidrun Osterer, Philipp Stamm, their 
colleague Andrea Näpflin and André Gürtler on 23 May 2005. 
Cassette recording and transcription are archived at the Swiss 
Foundation Type and Typography.

4 American Type Founders.
5 Mentioned by Bruno Pfäffli on 27 August 2007.
6 Conversation between Heidrun Osterer, Philipp Stamm and 

Walter Greisner on 12 August 2002.

7 The contract between Adrian Frutiger and Bauersche Giesserei 
from June 24/29, 1966 mentions the intended completion of 
four weights: book, semibold, bold and bold condensed, with 
possible later extensions such as light, italic, light condensed 
and bold extended. The letter dated 27 November 1975 from 
D. Stempel AG to the Fundición Tipográfica Neufville, succes
sor to Bauersche Giesserei, also includes four weights to be 
licensed. Reference books, however, mention only two Serifa 
weights for foundry type. Thus Buchdruckschriften im 20. Jahr
hundert notes that Serifa appeared in light (later described as 
regular) and semibold weights. The Encyclopaedia of Type 
Faces (4th ed.) shows both of these weights. Max Caflisch, on 
whose initiative Serifa was released by Bauersche Giesserei, 
writes in his book Schriftanalysen that Serifa was being made 
in regular and italic. A letter from Walter Greisner to Prof. Dr. 
G. W. Ovink dated 3 March 1983 gives yet another account: 
“Serifa was made by Adrian Frutiger for foundry type in light, 
semibold and bold condensed weights for Bauersche Giesse
rei in 1966 and 1967.” Exactly how many and which Serifa 
weights were produced for foundry type is also uncertain ac
cording to Wolfgang Hartmann of Bauer Types. – See Philipp 
Bertheau, Buchdruckschriften im 20. Jahrhundert. Atlas zur 
Geschichte der Schrift, Darmstadt 1995, page 524; W. Pincus 
Jaspert, W. Turner Berry, A. F. Johnson, The Encyclopaedia 
of Type Faces, London 1970, page 205; Max Caflisch, Schrift
analysen, vol. 2, St. Gal len 2003, page 95.

8 Swiss Typographic Magazine 10/1977, page 587.
9 The extension of the weights was helped along by Dr. Peter 

Karow’s Ikarus program.
10 After many years of collaboration, Linotype acquired D. Stem

pel AG in 1985.
11 Of the two wellknown manufacturers of transfer typefaces, 

Letraset and Mecanorma, only the first had Serifa, and only the 
regular weight. – See the type catalogue Mecanorma Graphic 
Book 14, Versailles 1988; Letraset, Glattbrugg 1990.

12 Adrian Frutiger, ‘Über die Planung einer Schrift: Beispiel 
Serifa’, in Adrian Frutiger, Type Sign Symbol, Zurich 1980, 
page 36 f. The illustrations referred to appeared in the article 
by Hans Kuh, ‘Aus der Werkstatt einer Schriftgiesserei in Son
derdruck Serifa aus der Gebrauchsgraphik Juni 1968’.

13 Because the illustrations appear in a different order in both 
publications, we have taken the liberty of selecting our own 
order for optical reasons. – See Hans Kuh, ‘Aus der Werkstatt 
einer Schriftgiesserei in Sonderdruck Serifa aus der Gebrauchs
graphik Juni 1968’; Adrian Frutiger, ‘Der Konstruktivismus 
in der Schrift’, in Type Sign Symbol, Zurich 1980, page 34 f.

14 The German typeface classification standard DIN 16518 de
scribes Group V (‘slab serif linear old style’) thus: “The hairlines 
and stems of slab serif linear old style faces have similar widths 
or are indeed, including serifs, optically the same (linear). All 
typefaces in this group share a conspicuous emphasis on the 
serifs.” Clarendon, Volta, Schadow, Pro Arte and Memphis are 
shown as examples. The linear aspect of up and downstroke 
in the stroke widths of the typefaces shown applies only to 
Memphis; all the others have a distinct stroke contrast. Also, 
the formulation about serif width is rather ambiguous. – See 
Georg Kurt Schauer, Klassifikation – Bemühungen um eine 
Ordnung im Druckschriftenbestand, Darmstadt 1975, page 90.

15 Serif typefaces made for lowerquality paper (socalled news
paper faces) are especially difficult to classify, as they appear 
heavier in both stroke widths and serifs.

16 The five groups are: Egyptienne, nonconcave serifs; Claren
don, concave serifs; Italienne (reversed weight), oversized, 
bold (concave or nonconcave) serifs with thinner stems; Re
naissance, wedge serifs (Latin types); Toscanienne (Tuscan), 
split or bifurcated serifs. – See Hans Rudolf Bosshard, Tech
nische Grundlagen zur Satzherstellung, Berne 1980, page 79 f. 

17 Unfortunately the description of subgroup A, ‘slab serif linear 
old style, derived from neoclassical old style’ is very onesided 
and seems to be based entirely on typefaces of the Clarendon 
kind. It only applies in part to Serifa: “Their shapes derive from 
neoclassical old style by broadening the hairline strokes. How
ever, the stroke widths remain easily differentiated. The serifs 
are heavily bracketed.” The typeface examples do not always 
match either. Thus PMN Caecilia is placed in this subgroup, even 
though it is blatantly derived from Renaissance old style faces.  
 – See Sauthoff, Wendt, Willberg, Schriften erkennen, Mainz 
1998, page 36 ff.

18 Typefaces are considered according to two aspects, form and 
style. The principal formal groups are old style, sans serif, Egyp
tienne, cursives and blackletter; the main sylistic groups  are 
dynamic, static, geometric and decorative. – See Hans Peter 
Willberg, Wegweiser Schrift, Mainz 2001, page 49. 

19 Some recent Dutch typefaces in this style are Cursivium 1986 
by Jelle Bosma, Oranda 1987 by Gerard Unger and PMN Cae
cilia 1990 by Peter Matthias Noordzij. Also worth mentioning 
are ITC Officina Serif by Erik Spiekermann 1990 and Sumner 
Stone’s Silica 1993. – See Max Caflisch, Schriftanalysen, vol. 2, 
St. Gallen 2003, pages 96 ff., 100 ff., 111 ff.

20 Hans Kuh, ‘Aus der Werkstatt einer Schriftgiesserei’ in Sonder
druck Serifa aus der Gebrauchsgraphik Juni 1968.

21 ibid.
22 Hans Peter Willberg, Wegweiser Schrift, Mainz 2001, page 

66 ff.
23 According to Günter Gerhard Lange (in a telephone call on  

10 September 2007), Bauer‘s sans serif Venus is used on maps 
by the German cartographic institutes. In order to complement 
this typeface – which was declared the standard typeface for 
maps – with a seriffed version, Venus Egyptienne was designed. 
The booklet Schriftmusterbuch – Schriften, Ziffern, Zeichen und 
Ligaturen der Stempelei der HVA X includes both of these as 
map typefaces. It was released by the cartography subdepart
ment of the chief surveying department X, Bad Godesberg – 
dated in pencil 1948. H. Berthold AG produced this typeface 
for their Diatype photosetting machine in the 1960s. In the 1974 
Berthold Fototypes E1 type specimen it is shown as a text face.   

OCR-B   a176
1 ECMA was founded on 17 May 1961; the founding members 

were: Aktiebolaget ADDO, Compagnie des Machines Bull, N. V. 
Electrologica, English ElectricLeoMarconi Computers Ltd, 
IBMWTEC, ICT International Computers and Tabulators Ltd, 
ITT Europe Inc, NCR The National Cash Register Company Ltd, 
Ing. C. Olivetti & Co. S.p.A, SEA Société d’Electronique et d’Auto
matisme, Siemens & Halske AG, Sperry Rand International Corp. 
and Telefunken Aktiengesellschaft.

2 In 1967 Gilbert Weill was an engineer at the École Polytechnique 
and Directeur de Programme au Centre National d’Études Spa
tiales, Paris. – See also TM 1/1967, page 29.

3 Since the abbreviation of the name International Organisation 
for Standardisation would have led to different acronyms in 
dif ferent languages, the name agreed upon was ISO, based on 
the Greek isos, meaning equal. 

4 In addition to the national commissions for standardisation 
there are also standardssetting organisations formed by pri
vate companies and based around a particular subject. ECMA 
is one of those. In order to gain international acknowledge
ment, all organisations have to submit their applications and 
receive certification through ISO.

5 See also ‘Monotype mit OCRSchriften’, in: Deutscher  Drucker 
No. 21, 1971, page VII.

6 Ruedi Rüegg, Godi Fröhlich, Basic Typography, Zurich 1972, 
page 220.

7 Today, the digital version of OCRB is available from Adobe, 
Bitstream, Elsner + Flake and Linotype.

8 How fashionable OCRB was in the 1990s is demonstrated by 
the fact that besides OCRBczyk from 1994 in regular and bold, 
there is another version called FF OCRF by AlbertJan Pool from 
1995 in light, regular and bold.

Univers IBM Composer   a190
1 The slab serif Pyramid shows formal similarities to Rockwell 

1934  and Scarab 1937 by Monotype and Stephenson Blake re
spectively. 

2 European Computer Manufacturers Association.
3 Justified and centred text are very difficult to set without the 

memory unit since each line has to be typed twice for proper 
composition.

4 According to Frutiger, further classic typefaces such as Janson, 
Garamond and Baskerville were implemented subsequently. 
In 1968, IBM was in a position to draw new typefaces that were 
suited to the technology of the Composer, which resulted in 
Frutiger’s design for a semiEgyptienne, ‘Delta’. 

 According to Identifont, Adrian Frutiger also adapted the type
writer face Courier – designed by Howard Kettler in 1956 – for 
the IBM Selectric Series. – See www.identifont.com (accessed 
August 2007).

5 According to Frutiger’s collected written memoirs. 
6 Adrian Frutiger gave talks to IBM employees, for example in 

South ampton  (England) in September 1967; Barcelona (Spain) 
in April  1968, and Milan (Italy) in September 1968.

7 During the 1980s, Frutiger was again asked to work for IBM, in 
this case in Sindelfingen (Germany). He had to check typefaces  
punched on film.

8 Besides traditional typewriters with monospace fonts, IBM had 
typewriters that use fonts with four or five units even before the 
Composer.

9 From Der IBM MagnetbandComposer. Eine neue Technik der 
Satzherstellung, IBM Germany, Sindelfingen (no date).
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10 Golfballs in the following cuts and sizes were produced in 
Univers  for the IBM Composer: Light 8, 10, 11 pt; Medium 7, 8, 10, 
11 pt; Medium Italic 8, 10, 11 pt; Bold 8, 10, 11 pt; Light Condensed 
10, 11, 12 pt; Medium Condensed 10, 11 and maybe 12 pt; Me dium 
Italic Condensed 10, 11 pt; and Bold Condensed 10, 11, 12 pt. 

11 Undated letter by Emil Ruder with the title “Qualities of ‘Delta’ ”. 
He wrote, “An adaptation of a bookprinting face to typewriter 
faces. The beauties of a typewriter face with the qualities of a 
typeface for book printing. – Created for a typesetting system 
limited by 7 units. Not a limitation but a typical characteristic. – 
The technical aspects are paramount, thus a new aesthetic is 
created, a technical aesthetic that is exemplary of all typesetting 
machines. [...] – With ‘Delta’, the formal characteristics based 
on language of the socalled national typefaces (Garamond, 
Baskerville, Bodoni et al.) have been overcome. This typeface 
has good legibility in the main languages without any limita
tions. [...] – ‘Delta’ is based on the contemporary idea that form 
arises from material and technology”.

Alphabet EDF-GDF   a198
1 This chapter contains informationfrom a manuscript by Horst 

Heiderhoff for form, the German design magazine. It is an edit
ed version of a 1975 text by Adrian Frutiger on the EDFGDF 
project.

2 The conversation with Adrian Frutiger took place on 14 January 
2002. In 2005 EDF reworked their company logo again: the 
ca   pital E was replaced by a lowercase e and the blue rectangle 
by an orange, brushstrokestyle sun positioned above the mono
   gram.

3 In 1964 the Directorate General of EDF commissioned its depart
ment Service CréationDiffusion to develop a programme for a  
consistent corporate branding. It was planned to seek expert 
in put from the areas of graphic design and architecture. Under 
the direction of Jacques Veuillet and Francis Boucrot, the archi
tect Nicolas Karzis, the graphic designer Giulio Confalonieri, 
and the typographer Adrian Frutiger were involved. – See: 
Louis  Flach, ‘L’image de Firme d’Électricité de France EDF’, 
in: Contacts électriques, No. 84, July 1970, page 10.

4 An internal memo titled ‘Communiqué interne N° 7. Une nou
vel le  identité pour EDF’ from 28 June 2005 features the 1958 
EDF  monogram with rounded corners and combined with two 
blue triangles.

5 Flyer by Électricité de France (title unknown, no date) from the 
ar   chive of Swiss  Foundation Type and Typography.  

Katalog (typedesign project)   a202
1 From the typed ‘Note sur le Cheltenham’ it does not become 

clear what exactly had been reviewed. Erich SchulzAnker, how
ever, mentioned an inclined font and a possible true cursive, 
which seems to indicate that the latter did not yet exist. 

2 The A4 sheet with the title ‘Katalog (in Richtung Cheltenham)’ 
bears the number 3 of a series of similar sheets with gluedon 
type face designs – No. 1 is ‘Serifen Grotesk’ and No. 2 is ‘Ge 
spann te Grotesk’. 

3 In a letter dated 15 March 1968 and addressed to Adrian Frutiger, 
Erich SchulzAnker – art director of D. Stempel AG – mentioned 
the receipt of comparison sheets of Candida, Excelsior and Me
lior.  In a further letter dated 11 December 1968 he wrote: “While 
I’m dictating this letter, the comparison sheets of your new news
print face with Excelsior, Melior and Candida are being put on 
my desk [...].” This book only shows a small excerpt from the 
comparison copies, which contain the complete set of glyphs 
in addition to the v. 

4 Erich SchulzAnker criticizes the newsprint face with the follow
ing words: “During a first superficial look through these sheets  
I made a few notes in the margins, which I shall repeat here 
without edits:  1) typeface altogether too fat.  2) xheights decid
edly too high (it’s not about achieving a slim look but a narrow 
letterspacing).  3) The rounded, short serifs give the typeface a 
somewhat ‘squeezed’ look. As far as Cheltenham is concern ed, 
the rounded, stubby look is part of its character, therefore it 
does not create this impression. For the FType the draw ings 
themselves are very exact – this might cause this optical illusion. 
By the way, the Cheltenham has very low xheights.” Erich 
SchulzAnker continued to make the point that a newsprint face 
should be as unobtrusive as possible. It should appear neither 
too wide nor too narrow. The idea of using short serifs should 
be developed further when the typeface became finer and the 
xheights lower. 

5 In 1968 Arthur Ritzel designed Rotation. Linotype commissioned  
D. Stempel AG to manufacture the matrices for the setting ma
chines. – See also: Philipp Bertheau (ed.), Buchdruckschriften 
im 20. Jahrhundert, Darmstadt 1995, page 531.

6 The four typeface designs set in the sample phrase ‘une pomme 
du monde’ are combined on a barite paper copy. On the copy 
bearing the handwritten note ‘Konzept von 1969’ the compari
son line in Méridien is cut off.

7 The similarity with Cheltenham is not necessarily obvious since 
Adrian Frutiger’s design is stronger with less stroke contrast. 
The relationship is, however, expressed in the short serifs and 
in the proportions of the characters – even though in Frutiger’s 
de sign the ascenders and xheight are higher in relation to the 
cap height. 

8 Most newsprint faces, apart from Times New Roman and Rota
tion, appear to be significantly wider indeed when compared 
to Frutiger’s design. 

Devanagari / Tamil   a206
1 The idea for the founding of the National Design Institute goes 

back to Charles and Ray Eames. They were commissioned by 
the Indian government to suggest solutions for creating an 
industrialised and modern future for India without neglecting 
its traditions. In the Indian Report from 1958 they suggested, 
among other things, the establishmentof a statesponsored 
design institute, which was founded in 1961 and subsequently 
became independent.

2 See Poster Collection 07 – Armin Hofmann, Baden 2003, page 
72.

3 The exact number of script systems in India is difficult to estab
lish because conflicting numbers can be found in the relevant 
literature. In his 1991 book Universalgeschichte der Schrift, 
Harald Haarmann mentions 19 officially recognised scripts for 
14 officially recognised languages on page 523; on page 527, 
however, he speaks of 15 officially recognised languages. Eli 
Franco and Karin Preisendanz mention 11 scripts for 16 official 
languages in their article ’Die indischen Schriften’ in Der Turm
bau zu Babel, vol. IIIa, page 296. Mahendra Patel speaks of 11 
scripts. On the currency notes 11 scripts are represented (in 13 
languages), which is the number that can be found most often 
when looking at script representations in specialist journals. – 
See Harald Haarmann: Universalgeschichte der Schrift, Frank
furt 1991, pages 523, 527. Eli Franco, Karin Preisendanz: ‘Die 
indischen Schriften’, in Der Turmbau zu Babel. Ursprung und 
Vielfalt von Sprache und Schrift, vol. IIIa, Vienna 2003, page 
296.

4 In Sanskrit, words are written together without any spaces but 
there are also exceptions from this rule.

5 The Calam is an Indian pen, made from a bamboo stick, the tip 
of which is cut flat at a special angle similar to a broad pen.

6 Adrian Frutiger: Type Sign Symbol, Zurich 1980, page 91.
7 Today called Varanasi.
8 First evidence of the Brāhmī script can be traced back to rough

ly the 3rd century BC. In the religious tradition of the Hindus, 
the genesis of this script is attributed to the god Brahmā. Indian 
scientists are trying to establish a derivation from the Indus 
script – an as yet not completely deciphered script that emerg ed 
at about 2400 BC in the Northwest of India and vanished again 
around 1500 BC. Any interim versions have not been dis
covered so far. German scientists have put forward the as yet 
most plausible thesis that India with its oral traditions (re)
developed its scripts only later on. The Kharos∙t∙hī script, which 
only emerged shortly before the Brāhmī script, shows a clear 
relationship to the Aramaic script.

9 Over the course of time, increasingly more languages have 
been officially recognised in the Constitution. The first version 
of 1947 lists 13 languages, and currently there are 22; the latest 
addition is Maithilī, which was added in 2003.

10 Mahendra Patel: Letters for Tomorrow. Experiments in Type
Form Development. National Institute of Design, Ahmedabad, 
no date, page 3.

11 According to his email from 23 August 2005, Mahendra Patel 
worked in Adrian Frutiger’s studio in Arcueil, near Paris, from 
December 1970 to January 1972.

12 Adrian Frutiger: ‘Brief aus Indien’, offprint from TM / STM, 6/7 
1967.

13 Adrian Frutiger: Type Sign Symbol, Zurich 1980, page 92.

Alpha BP   a214
1 The design studio was originally founded in 1962 by Alan 

Fletcher, Colin Forbes and Bob Gill. The latter left the company 
in 1965 and Theo Crosby became a new partner. From 1969 
onwards Georg Staehelin ran the Zurich office. In 1972 Crosby, 
Fletcher, Forbes became Pentagram, with the addition of Ken
neth Grange and Mervyn Kurlansky as partners. The firm sub
sequently established additional offices in New York c. 1976, 
San Francisco in the 1980s and Austin in the 1990s.

2 Heidrun Osterer held a conversation with Alan Fletcher on his 
cooperation with Adrian Frutiger on 6 April 2005 in Basel. Dur
ing this conversation a telephone call with Colin Forbes also 
took place. Before this conversation a meeting was held with 
Georg Staehelin in Ottenbach near Zurich on 31 March 2005.

3 See: ‘Identity design: Corporate programmes’, in Pentagram: 
Living by design, London 1978, page 27 ff.

4 As Emil Ruder defined Univers as a universal typeface for all 
Latin languages and for all sorts of applications (see page 88), 
so Bauhaus master Herbert Bayer did likewise with ‘Universal’. 
In 1925 /26 Bayer designed several variations of his singlecase 
alphabet. The designs partly bear handwritten notes, in which 
the greater context of this typeface is explained. Bayer saw the 
constructed shape of the type as universally applicable to dif
ferent typesetting technologies, and also as a ‘world type’ for 
‘supranational communication’. – See: Ute Brüning, ‘Zur Typo
graphie Herbert Bayers’, in Herbert Bayer – Das künstlerische 
Werk 1918–1938, Berlin 1982, page 118 ff.

5 This also differentiates Adrian Frutiger’s typeface from the 1964 
corpo rate typeface of American oil giant Mobil designed by the 
studio Chermayeff & Geismar (New York) and based on Futura.  
 – See www.cgstudionyc.com (accessed June 2008). 

Documenta   a218
1 The exclusivity of the typeface is debatable. It is listed in the 

brochure Lintoype Fotosatz Schriften – im 18EinheitenSystem 
für Linocomp, Linofilm VIP und Linotron by Mergenthaler Lino
type and could thus be or der ed. A note in pencil dates the 
brochure to 1974.

2 Telephone conversation between Heidrun Osterer and Fritz  
Sut ter on 28 May 2001.

3 The working title features a k for Documenta; in the published 
brochure, however, it is written using a c, which is why we have 
adopted this version. – See Linotype Fotosatz Schriften – im 
18EinheitenSystem für Linocomp, Linofilm VIP und Linotron, 
Eschborn, Germany, approx. 1974. 

4 The widths of the individual glyphs of Linotype faces for photo
setting were originally between 5 and 18 units. With  Documenta 
all glyphs were set to the same width of 12 units.

5 According to Fritz Sutter, Documenta was used in the printing 
of documents for the construction of the motorway through 
the St Gotthard Tunnel; furthermore it was used in the printing 
of share price listings, as well as for radio and television pro
grammes. 

Alphabet Facom   a220
1 Bruno Pfäffli, initially an employee of Atelier Frutiger, and from 

1974 onwards coowner of Atelier Frutiger & Pfäffli, designed 
and laid out the 200 to 350page catalogues. Adrian Frutiger 
designed the catalogue covers and the corporate typeface for 
Facom. Also for Facom, Adrian Frutiger implemented a ‘Kunst 
am Bau’ piece (art within architecture). A marble relief 9 metres 
long (about 29.5 feet) was installed in the foyer of the factory 
in Morangis (France). – See Erich Alb (ed.): Adrian Frutiger – 
Forms and counterforms, Cham 1998, page 100.

2 The French tool manufacturer Facom (established in 1918) was 
one of the first clients of the newly founded Atelier Frutiger. 
André Mosès, son of the company founder Louis Mosès, took 
over the company in 1924. He died 50 years later, and presum
ably the cooperation with Atelier Frutiger & Pfäffli ended with 
his death. Therefore, afterwards only the anniversary catalogue 
from 1978 features a cover designed by Frutiger.

3 In a conversation with the authors (23 July 2001), Bruno Pfäffli 
mentioned that the contact was established via the company 
VictorMichel, photolithography and text setting. 

4 Adrian Frutiger’s remarks probably relate to the Facom cata
logue F67 (1964) or maybe to the later F68 catalogue (1967). 
The latter was set in Univers and not yet in Alphabet Facom. 
Heavily stylised contour drawings can already be found in ear
lier catalogues but the F64 catalogue (1960) was set in Antique 
Olive Nord and Gill Sans.

5 Facom’s director came across Frutiger’s exclusive typeface for 
EDF and also commissioned a corporate typeface, according 
to Bruno Pfäffli in a conversation with the authors (23 July 2001).

6 Lucette Girard designed the logo while working for Agence 
Raymond Loewy in Paris. It was not yet part of the Facom cata
logue F64 (1960) but it was definitely featured on the cover of 
the F67 catalogue. As opposed to the pictogram version on 
page 221 (reproduced from a letterhead dated 11 May 1984), 
only half of the centreline is cut diagonally in the original ver
sion. 

7 In reply to an inquiry by Adrian Frutiger, Günter Gerhard Lange 
wrote in a letter dated 22 June 1983 that, after ten years, there 
were no more original drawings and papers from the Facom 
project. It is not clear from that letter why Frutiger had asked 
for the original artwork and documentation. – The letter is ar
chived at Swiss Foundation Type and Typography.

8 See www.facom.fr/fr/index.htm (November 2007).
9 In 1974, the Facom catalogue offered more than 4000 items. 

See www.facom.de (September 2007).
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10 Horst Heiderhoff reports comprehensively on the typographic 
organisation of the Facom tool catalogue by Atelier Frutiger & 
Pfäffli, Paris. Described and pictured is the F73 catalogue (1973).  
 – See Horst Heiderhoff: ‘Der Katalog als didaktischer Mittler 
zwischen Angebot und Nachfrage’ in form, 1975III71, page 19 ff.

11 ibid, p.19.
12 ibid, p. 23.

Alphabet Roissy   a224
1 The colour expert was Jacques Filacier, a French interior de

signer.
2 In addition to the people named in the text and Jacques Fila

cier, the French designer J. A. Motte was responsible for the 
interior design. – See Adrian Frutiger: ’The Signage of Paris
Roissy Airport’, in TM/STM, 1/1977, page 9.

3 Adrian Frutiger, Horst Heiderhoff: ‚Das Beschriftungs
system des größten Flughafens Europas – Der neue “Aéroport 
Charles de Gaulle“ in Roissy’, in form. Zeitschrift für Gestaltung, 
No. III67, 1974, page 25 ff.

4 See Adrian Frutiger: ’The Signage of ParisRoissy Airport’ in 
TM/STM, 1/1977, page 9 ff.

5 See Erich Alb (ed.): Adrian Frutiger – Forms and counterforms, 
Cham 1998, page 100 ff. 

6 The association with Assistance Publique (the social services 
and the orphanages or shelters for the poor) was so strong that 
the employees of the airport threatened to go on strike rather 
than wear their uniforms bearing the AP monogram. – Accord
ing to Bruno Pfäffli in a conversation with the authors (23 July 
2001).

7 Bruno Pfäffli designed typographic illustrations, for instance in 
the shapes of a sun or snow crystals. Additionally, there were 
abstracted geographic maps showing flight connections. – See 
Adrian Frutiger, Bruno Pfäffli: ‘Neugestaltung des Air
FranceFlugplans’, in TM / STM, 1/1971, page 9 ff.

8 See Walter Diethelm: Signet Signal Symbol, Zurich 1970, 
page 32.

9 Initially used exclusively for the Paris airports, the signage face 
was adopted by Jean Widmer (1972), another successful Swiss 
designer in Paris, for the brown tourist information boards 
along the French motorways.

10 Adrian Frutiger: ’The Signage of ParisRoissy Airport’, in TM /
STM, 1/1977, page 11.

11 Adrian Frutiger: ’The Signage of ParisRoissy Airport’, in TM /
STM, 1/1977, page 13.

12 The handwritten sheet ’17. Mai 79 – Corrections Alphabet  Roissy’ 
is archived at Swiss Foundation Type and Typography.

Alphabet Brancher   a230
1 In an email (8 March 2005) Bruno Pfäffli wrote that the name 

‘Brancher’ has eight letters and that their colour fan ‘Multiset 
500’ contains eight base colours. It was therefore an obvious 
solution to use the eight base colours for the eight letters.

2 Quoted from a manuscript by Horst Heiderhoff (14 August 1975) 
that referred to the articles ‘Facom’, ‘Brancher’ and ‘EDF’ for 
the magazine form. The basis for the heavilyedited text was a 
manuscript by Adrian Frutiger. – Both manuscripts are archived 
at Swiss Foundation Type and Typography. 

3 Erich Alb, Rudolf Barmettler and Philipp Stamm in conversa
tion with Adrian Frutiger (14 January 2002) on the topic of his 
corporate typefaces.

4 Frutiger’s serif jobbing type Algol from 1963 (see page 160) 
also follows the same style. Not following this style, however, 
is the 1968 corporate typeface Alpha BP for British Petroleum 
Co. Its round style was determined by the clients’ guidelines 
(see page 214).

5 Examples of corporate typefaces with a rectangular base shape 
for O: majuscule and minuscule alphabet for 3M (USA), 1961 
based on Georg Trump’s City (1931), designer not known. See 
Design Industrie, No. 84–85/1967, page 22, No. 87/1969, page 
19. – Minuscule alphabet for Berliet (France) before 1962, de
signer not known. See Esthétique Industrielle, No. 56–57/1962, 
page 44. – Majuscule alphabet for IBM (USA), 1966 by Paul Rand; 
also based on City. See Design Industrie, No. 81/1966, page 23.  
 – Majuscule alphabet for Benrus Watch Company (USA), 1967 
by Rudolph de Harak. See Henri Hillebrand (ed.): große de
signer in der werbegraphik, vol. 6, Munich 1971, page 117.

6 Adrian Frutiger listed these implementations of the logo in an 
undated manuscript. – The manuscript is archived at Swiss 
Foundation Type and Typography. 

7 In the modified wordmark ‘Brancher’ the letters are narrower 
and therefore less aesthetic; the now symmetrical N is not as 
clearly recognisable. The stylised beehive is slightly smaller 
and more restrained. – See www.brancher.com (October 2007).

Iridium   a234
1 See Georg Kurt Schauer, Chronik der Schriftgiesserei D. Stem

pel AG, Frankfurt a. M. – Sechzig Jahre im Dienste der Lettern. 
1895–1955, Frankfurt am Main 1954. The company chronicle 
was continued until 2001 and can be accessed at: http://www. 
systemarchitektur.de/stempel/ChronikStempel.pdf (October 
2007).

2 Linotype Germany only started the manufacture of  photosetting 
machines in 1967, as opposed to Mergenthaler Linotype in the 
USA, who had launched their first Linofilm machine as early as 
1954. 

3 In an interview by Kurt Kohlhammer with Dr Walter Greisner it 
says in a caption that the camera was mounted on a 16 tonne 
granite block measuring 300 by 200 by 60 cm. – See ‘D. Stem
pel AG: Auch die Zukunft der Schrift steht auf zwei Beinen, dem 
Bleisatz und dem Fotosatz’, in Deutscher Drucker, No. 19, 15 
May 1975, page 6.

4 See Brockhaus Enzyklopädie in vierundzwanzig Bänden, 19th, 
revised edition, vol. 10, Mannheim 1991, page 631.

5 Scangraphic has a less noble name for their copy of Iridium: 
Iron. – See Lawrence W. Wallis, Modern Encyclopedia of Type
faces 1960–90, London 1990, page 91.

6 See ‘D. Stempel AG mit Auftragseingängen zufrieden’, in Deut
scher Drucker, 6 June 1968, page X.

7 See ‘Linotype GmbH: 1970 brachte Erfolgsrekord’, in Deutscher 
Drucker, 3 December 1970, page VIII.

8 Conversation between the authors and Dr Walter Greisner on 
12 August 2002. 

9 Linotype used duplex type matrices: each glyph exists in two 
different fonts of one typeface per matrix. This allows for type 
differentiation within a document, without having to change 
the matrix drum. Usually, either the regular and italic, or the 
regular and semibold fonts were combined. 

10 Rubylith film (also known as Ulano film after its manufacturer) 
consists of a transparent back sheet, which is covered by a 
thinner, redcoloured foil that is UVsafe. A scalpel is used to 
cut shapes into the red membrane, and the parts that need to 
be exposed are then peeled off. 

11 See Erich SchulzAnker, ‘IridiumAntiqua – eine spezifische 
Fotosatzschrift auf klassizistischer Basis’, in Deutscher Drucker, 
No. 14, 12 April 1973, page 22. – In Typografische Monatsblätter 
5/1973, page 410. 

12 As opposed to typefaces for mechanical and electronic photo
setting, where usually only one design size exists (optimised 
for 12 pt as was the case with Iridium, or 18 pt), typefaces for hand 
composition are cut in a different manner for the various sizes. 
The small sizes are wider, have a greater xheight and less stroke 
contrast, which improves legibility. The large sizes are designed 
in a more condensed style and appear finer. Exceptions to this 
can be found with some neoclassical typefaces, since a loss in 
quality would be most obvious in these. For example, Bauer 
Bodoni was offered by Linotype in 1987 in the design sizes 8, 12 
and 18 pt. – See LinoTypeCollection. Mergenthaler Type Library, 
1987, page 38 and page 274 ff.

13 In France, the neoclassical typefaces Bodoni and Didot were 
still used frequently in book printing in the mid20th century, 
this was true of Bodoni in the USA from 1910 on; but not of 
Didot, which was barely used until the 1990s. In Germany the 
use of typefaces from the renaissance antiqua group was more 
common. 

14 In 1895, David Stempel founded a company in Frankfurt am 
Main (Germany) for the manufacture of spacing material for 
hand composition and plates for book printing. In 1897, he took 
over the first foundry – more were to follow – and his brotherin
law, the engineer Wilhelm Cunz, joined the company, becom
ing coowner the following year. From 1900 onwards, matrices 
for Linotype machines were produced. – See Georg Kurt 
Schauer, Chronik der Schriftgiesserei D. Stem pel AG, Frank  furt 
a. M. – Sechzig Jahre im Dienste der Lettern. 1895–1955, Frank
furt am Main 1954. 

15 German Linotype GmbH introduced its first photosetting ma
chine, the LinofilmEuropa, only in 1970. At American Mergen
thaler Linotype Company the age of photosetting had already 
started in 1954 with the LinofilmSystem. This was followed in 
1964 by the LinofilmQuick, in 1968 by the LinofilmSuper Quick, 
and in 1970 by the Linofilm VIP. Early cathode ray (CRT) ma
chines for photosetting were developed with the advent of  
the American Linotron 1010 (1965) and Linotron 505 (1967) by 
English sister company LinotypePaul Ltd. – See Lawrence W. 
Wallis, A Concise Chronology of Typesetting  Developments 
1886–1986, Severn, Worcestershire.

16 Arthur Ritzel (1910–2002) was a master craftsman in punchcut
ting and type cutting. 

 From 1963 onwards he headed the department for typeface 
design and punchcutting at D. Stempel AG. In 1971 he designed 
Rotation, a typeface for newspaper use.

17 Hans Gutenberg Stempel, son of company founder David Stem
pel, joined the company in 1925, followed by Walter H. Cunz, 
son of coowner Wilhelm Cunz, in 1927. – See Georg Kurt 
Schauer, Chronik der Schriftgiesserei D. Stempel AG Frankfurt 
a. M., 1954. – Philipp Bertheau, Eva HanebuttBenz, Hans 
Reichardt, Buchdruckschriften im 20. Jahrhundert, Darmstadt 
1995, page 571 ff. 

18 The following typefaces (among others) by Hermann Zapf were 
released by D. Stempel AG: Gilgengart, completed in 1941 but 
only published in 1950; Novalis Antiqua 1947 (cut in metal  but 
never issued); Palatino Antiqua 1948; Michelangelo 1950; Sis
tina 1951; Virtuosa, Melior and Saphir 1952; Kompakt, Linotype 
Aldus and  Linotype Mergenthaler Antiqua 1954; Optima 1958; 
and Noris Script 1976. Mergenthaler Linotype Company in New 
York issued (among others): Linofilm Venture 1969 and Linofilm 
Me dici 1971. – See Knut Erichson, John  Dreyfus (eds): ABC
XYZapf. Fünfzig Jahre Alphabet Design, Offenbach / London 
1989, page 251.

19 Erich SchulzAnker’s article on IridiumAntiqua was published 
in a number of Germanlanguage professional journals: Druck 
Print 3/1973, page 160 ff., Deutscher Drucker, No. 14, 12 April 
1973, page 22, Typografische Monatsblätter 5/1973, page 410.

 
 Translation of the article : ‘IridiumAntiqua:  

A Typeface Conceived Specifically for Photosetting’
 As far as text type is concerned, the brand new photosetting 

technology has so far been limited to the adoption of existing 
typefaces for hot metal setting into the photoset type pro
gramme. Soon, however, it became apparent that any direct 
adoption was not going to produce satisfactory results. Type
faces that had been designed for a different technology, had 
to be reworked and adapted to the new technologies and 
 materials. The manner of the adoption, and the extent to which 
a type was adopted, were dependent on the specific structure 
of the glyphs, i.e. the style of the typeface. Some typefaces are 
particularly sensitive when it comes to changes caused by 
 reproduction in photosetting. This is particularly true for type
faces that feature a strong contrast between thin and bold 
weights, for example those in the style of a Bodoni, Walbaum 
or Didot Antiqua. 

 The task of making a neoclassical antiqua suitable for photo
setting cannot be solved by simply adapting a preexisting 
type. Hence D. Stempel AG has opted for a different solution 
right from the start and, with Iridium by Adrian Frutiger (Paris), 
has developed and released a classical type that has been 
specially designed for photosetting. Thus, the designer was in 
a position to work towards a solution suited for photosetting 
right from the inception of the design and could produce ap
propriate drawings.

 In contrast to hot metal setting, many photosetting systems ren
der the entire point size range that can be produced with a 
specific machine by scaling up or down one character size. To 
continue to guarantee a true reproduction of all sizes of a clas
sical typeface with its typical richness in stroke contrast, it is, 
however, necessary to carefully ascertain and define stroke 
relationships through preliminary experiments. For the devel
opment of Iridium, the perfectly equipped manufacturing labs 
of D. Stempel AG were used for this purpose. Under these op
timal conditions, in combination with the very close coopera
tion between Adrian Frutiger and the inhouse experts, it was 
thus possible to achieve a solution suitable for photosetting 
from the very inception of the design.

 The concept of Iridium
 However, the special task that Frutiger had set himself with 

Iridium went beyond even that: it referred to the expression 
and the feel of the typeface. In terms of construction, classical 
types are often rather strict, sober and cool. The aim was to 
mellow these characteristics in Iridium. 

 The razorsharp reproduction of glyphs in photosetting, how
ever, exactly reinforces the impression that was to be deliber
ately avoided in this case. Therefore, this effect had to be clear
ly counterbalanced by suitable means. Frutiger solved the 
prob lem in two ways: first, through a suitable shape construc
tion and additionally through manually cutting the large repro
duction templates himself.

 The concept of Iridium: in accordance with the overall aim of 
the design, the starting point was the classical base shape with 
its elegant expression. In comparison to its historical predeces
sors, the xheight of Iridium is increased slightly, giving a slight
ly taller appearance, the ductus is less strict and all form char
acteristics are finely balanced. This is true for the basic strokes 
as well as for the transitions in weight, the delicate connecting 
elements and the terminating serifs. What is true for the details 
of this typeface is also true for its overall structure and expres
sion: the appearance of Iridium features the clarity and ele
gance of a classical typeface while displaying a pleasant sup
pleness.
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 The qualities of a typeface for photosetting are based not sole
ly on the concept and the drawings but also on the adequate 
implementation of the reproduction templates. With Iridium, 
the designer himself took on the production of the large tem
plates, called friskets. This means that Adrian Frutiger cut out 
the glyphs himself following the corrected initial drawings. He 
cut them manually out of the usual twolayered film. Thus, the 
final design is clearly informed by the designer’s intentions and 
his hand guiding the tool. 

 With Iridium, D. Stempel AG has delivered a modern version 
of the classical typeface character that is suited for photoset
ting. It is available in three sets of thin, oblique and semibold 
for the photosetting machines from MergenthalerLinotype. 
Erich SchulzAnker 

20 See Friedrich Friedl, Nicolaus Ott, Bernard Stein (eds), 
Typographie – when who how, Cologne 1998, page 275 ff.

21 See Adrian Frutiger, Horst Heiderhoff, ‘Das Beschriftungs
system des grössten Flughafens Europas – Der neue “Aéroport 
Charles de Gaulle” in Roissy’ in form. Zeitschrift für Gestal  tung, 
1974III67, page 25 ff. – Horst Heiderhoff, ‘Der Katalog als 
didaktischer Mittler zwischen Angebot und Nachfrage’ in form, 
1975III71, page 19 ff. – Horst Heiderhoff, ‘Formen und Gegen
formen. Gestaltungseinheiten im Leben des Schriftkünstlers 
Adrian Frutiger’ in GutenbergJahrbuch 1985, Mainz 1985, 
page 29 ff.

22 Adrian Frutiger talks about this in the handwritten notes to his 
memoirs, page 45 ff. 

23 When asked, Bruno Pfäffli stated that Adrian Frutiger hardly did 
any teaching after 1966. Bruno Pfäffli himself took over Frutiger’s 
teaching committments.

24 The second, reworked and extended edition was published in 
1989 by Fourier as a single volume and set in the computer font 
Linotype Centennial. In 2013, the 11th edition of the book was 
published, this time at MarixVerlag. It has been translated into 
six languages (Spanish, English, Italian, Portuguese, French and 
Korean).

25 Autologic Switzerland and USA (formerly known as Bobst 
Graphic Lausanne) took over André Gürtler’s Basilia in 1977. It 
turned out, however, that it had to be redesigned for photo
setting, which is why it was only published one year later. In 
1984 Linotype added Basilia to its range of typefaces. – See 
André Gürtler, ‘Basilia – eine klassizistische Type’ in Officina. 
Mitteilungen des Hauses Schwabe & Co. AG, Basel, November 
1989, page 27 ff.

Alphabet Métro   a244
1 The extensive picture gallery of the London Transport Museum 

bears witness to the beginnings of the London Underground.  
 – See www.ltmcollection.org/photos/index.html (july 2008).

2 Edward Johnston (1872–1944) was a calligrapher, type  designer, 
teacher and author. In 1906 his authoritative textbook Writing 
and Illuminating and Lettering appeared. This was translated 
into German by his pupil Anna Simons under the title Schreib
schrift, Zierschrift & angewandte Schrift in 1910. Type designs: 
HamletType 1912–1927, Imprint Antiqua (with E. Jackson, G. Mey
  nell and J. H. Mason) 1913, and Johnston Railway Sans 1916.

3 In 1979, Johnston Railway Sans was reworked by Eiichi Kono 
of Banks & Miles into New Johnston, and was extended to 9 
weights. Two weights (book and book italic) were added later 
by the Banks & Miles design office. – Cf. Max Caflisch, Schrift
analysen, vol. 2, St. Gallen 2003, page 7 ff.

4 Hector Guimard (1867–1942) was a leading French exponent 
of the Art Nouveau movement.

Alphabet Centre Georges Pompidou   a248
1 Jean Widmer trained at the Kunstgewerbeschule Zürich (Zurich 

School of Arts and Crafts) and then moved to Paris in 1953 to 
work as an art director and graphic designer. He opened the 
Jean Widmer studio in 1970, which was renamed Visual Design 
Association (VDA) in 1974 when Ernst Hiestand joined (due to 
the competition for Centre Georges Pompidou). After Hie stand 
left, the name was changed again to Visuel Design. From 1961 
until 1995 Widmer was a teacher at the École Nationale Supéri
eure des Arts Décoratifs in Paris.

2 Ernst Hiestand trained at the Kunstgewerbeschule Zürich. From 
1980 to 1986 he was director of graphic design at the school. 
He currently lives and works in Zurich.

3 Based on an initiative by president Georges Pompidou, the 
Centre Pompidou was developed by the architects Richard 
Rogers and Renzo Piano, who won the 1971 competition. After 
a sixyear building period the Centre opened in 1977. Its com
plete official name, which was rarely used in full, was Centre 
national d’art et de culture Georges Pompidou. The Centre itself 
used the short form Centre Georges Pompidou in its publica
tions. In 1999, along with the redesign of the corporate iden
tity by Intégral Ruedi Baur et associés, the name was shortened 
to Centre Pompidou.

4 The naming of the typeface is not totally clear.  Both the working 
title and the official name are still used today. According to 
Catherine de Smet, the names are used on a case by case basis.  
 – See Catherine de Smet, ‘Histoire d’un rectangle rayé. Jean 
Widmer et le logo du Centre Pompidou’, in: Les Cahiers du  
Mu sée national d’art moderne, No. 89, Autumn 2004, page 15). 
According to HansJürg Hunziker, the name of the typeface is 
Centre Georges Pompidou, CGP and Beaubourg is only an un
official name. Frutiger consistently calls it Alphabet Beaubourg 
and in the design guidelines for the 1999 redesign of the cor
porate identity it is called Beaubourg.

5 Frutiger refers to the IBM Machine de Direction, which is called 
the IBM Executive Typewriter in English, an electric typewriter, 
which had typefaces with four units. The machine had been 
available since 1946.

6 Frutiger’s manuscript ‘Alphabet Beaubourg’ was attached to a 
letter by Marc Piel from Groupe ENFI Design dated 10 February 
1978, in which it was being returned to him. 

7 Adrian Frutiger was also invited to submit a proposal. However 
his proposal, developed together with Leen Averink, was re
jected in the first round.

8 One of the tasks for those taking part in the competition was 
to comment on the question of whether the Centre needed a 
logo. Many of the participating agencies responded by sug
gesting that a logo was not necessary because at that time, 
after the events of 1968, logos were seen as symbols for com
mercial activities and therefore incompatible with the mission 
of a cultural institution. Shortly before the Centre’s opening, 
however, an argument about this point broke out among the 
Centre’s management, and in 1977 Jean Widmer designed the 
later wellknown ‘stripes’ logo, the shape of which is based on 
the building’s facade.

9 The basic elements of the wayfinding system are the typeface, 
the colours, the vertical direction and the verbal constants. The 
colours are assigned according to the following system: yellow 
for the Centre itself and grey for the head office. Each of its four 
departments has its own color: green stands for the ‘Bibliothè
que publique d’information’, blue for the ‘Centre de Création 
Industrielle’ (CCI), purple for the ‘Institut de Recherche et de 
Coordination Acoustique / Musique’ (IRCAM) and red for the 
‘Musée national d’art moderne’.

10 Catherine de Smet gives a detailed account of the develop
ment of the visual concept for Centre Georges Pompidou in
cluding the story of the competition. – See Catherine de Smet, 
‘Histoire d’un rectangle rayé. Jean Widmer et le logo du Centre 
Pompidou’, in: Les Cahiers du Musée national d’art moderne, 
No. 89, Autumn 2004, page 6 ff.

11 HansJörg Hunziker worked at Frutiger’s studio from 1971 to 
1975. After that he followed this project and joined Centre Pom
pidou in order to work on the implementation and further 
development of the corporate design defined by Visuel Design. 
After the Centre’s opening in 1977, he established an inhouse 
studio and in the same year he set up his own studio in Paris.  
 – See HansJürg Hunziker, Siemens. Brand Notebook 1. Our 
Typeface, Munich 2001, page 37 ff.

12 The transfer characters were manufactured at Mecanorma. 
There were individual glyphs as well as the complete names of 
the departments and the Centre itself, which – set as complete 
words and justified – could be applied directly.

13 On the occasion of the Centre’s 20th anniversary in 1995, the 
typeface was extended by a bold version and the overall char
acter set was extended.

14 On the website of Centre Pompidou it says in point 11. Identité 
visuelle: ‘– la typographie (le DIN et le caractère Beaubourg)’.  
 – See www.centrepompidou.fr/rapport99/index.htm (Decem
ber 2007).

Frutiger   a250
1 HansJürg Hunziker achieved further renown, particularly for 

his exclusive typeface family for Siemens. – See Siemens Brand 
Notebook 1 – Our Typeface, Munich 2001.

2 See Font Shop, 100 Best Typefaces of all Time, Berlin 2007. 
www.100besteschriften.de (January 2008)

3 According to the author and expert Silvia Werfel, from 2005 
the newspaper Trouw has used Gerard Unger‘s typeface Swift.

4 In his book Frutiger: Die Wandlung eines Schriftklassikers and 
in an interview in typeforum, Erik Faulhaber conveys the im
pression that the idea and the total development of Frutiger 
Next came from him. On the 23 February 2006, in a response 
to the interview, Linotype’s Bruno Steinert said, “… Without this 
followup, many of the countless admirers of Frutiger’s type
faces would have believed that Faulhaber (with Frutiger as his 
mentor) had created Frutiger Next. And that’s not exactly the 
case … Mr Faulhaber has little claim on Frutiger Next, and can, 
in no way, make the assertion that the initiative or the sole au
thorship was his alone, although he certainly made a contribu
tion; that can’t be denied.” – See ‘Interview: Faulha ber’s Trans
formation of Frutiger’, at www.typeforum.de/news_254.htm 
(January 2008).

5 See Erik Faulhaber, Frutiger: Die Wandlung eines Schriftklas
sikers, Sulgen / Zurich 2004, page 60.

6 Also in 1985, Adrian Frutiger additionally produced the Cyrillic 
version of Frutiger in 14 weights. – See Linotype Typeface Cata
logue A–Z, Bad Homburg 2006.

7 The drawings for the regularwidth typefaces were given the 
designation Roissy. These were later crossed out and replaced 
with the name Frutiger. The rights to Alphabet Roissy were held 
by Aéroports de Paris ADP, the airport operating company.

8 According to Walter Greisner, alongside the legal reasons, lin
guistic reasons were also decisive. The French name was never 
given much consideration, since it is difficult for English speak
ers to pronounce.

9 See Linotype Library – Schriftenhandbuch, PostScript typefaces, 
Linotype AG, Eschborn bei Frankfurt 1988.

10 Apart from Ondine, Adrian Frutiger’s earlier typefaces – Méri
dien, Uni vers, Egyptienne F and Apollo – all have the soft curved 
shape of the esszett, which developed from the ssligature. 
When Adrian Fru tiger first produced a typeface for a German 
foundry – Serifa – he changed to the harder shape, which was 
based on the szligature. Only Linotype Didot, a French type
face, and Nami, which goes back to the earlier type design 
Delta, still have this curved shape. Adrian Frutiger’s statement 
is surprising, however, because with Univers he proved that 
even in the black font, a good, curved ligature is possible.

11 See Kurt Winterhager, ‘Zur FrutigerSchrift’, in form, 95III
1981, page 1. In the same issue Kurt Weidemann wrote an intro
duction with the title ‘Zu Adrian Frutiger’.

12 The redesign of form was documented in a separate, 58page 
supplement. It containes, amongst other things, an interview 
with Adrian Frutiger, as well as an article about Lucas de Groot 
and the interpolated F Frutiger Book. – See Andreas Liedtke, 
Lucas de Groot, ‘Befragt: Adrian Frutiger, Schriftentwerfer. 

“Ich bin der Backsteinbrenner”’, in: form 150 Dossier reform, 
2/1995, page 47 ff. – Ines Wagemann, ‘Mit Hilfe mathematisch
er Formeln’, ibid. page 50.

13 Reinhard Haus to Dr  Stückradt: ‘Concerning the Frutiger design 
for the magazine form’ (internal memo, LinotypeHell, 25 Au
gust 1995).

14 By evaluating the intermediate cuts of Frutiger while under con
tract to Studio Dumbar, Lucas de Groot developed his interpo
lation model. Also on behalf of the agency, de Groot created 
Corpid (originally Agrofont) for a Dutch government ministry. 
The previous corporate typeface Frutiger was the starting point 
for the new typeface, whose stroke weights and proportions 
recall Frutiger 55. Additionally, de Groot was contracted as type 
director at Meta Design in Berlin, where he worked on FF Tran
sit, a variant of Frutiger, for the Berlin Transport authorities. –
See Jan Middendorp, Dutch Type, page 219 ff.

15 Kurt Wälti was responsible for the design and signage on Swiss 
postal vehicles, as a member of the advertising department of 
the Swiss post office. He decided, after visiting one of the 
seminars given by Adrian Frutiger at the Bern School of Design 
from 31 January to 4 February 1977, to propose the Frutiger 
typeface to his employers. From 1978 onwards, this typeface 
was applied to all postal vehicles. From 1980 on, the Swiss PTT 
also took on Frutiger for the signage on its post office counters 
before, in 1993, it was finally adopted as the typeface for the 
entire organisation. Through Kurt Wälti, Adrian Frutiger also 
received the contract to redesign the post office’s logo. In con
trast to the 1969 version by the graphic designer Werner Müh
lemann, Frutiger curled the posthorn in a different way, closing 
the winding to the mouth of the horn and detaching the mouth
piece (see page 316). Kurt Wälti quoted Frutiger as saying: 

“Since the character of the horn is derived, naturally, from the 
end where the sound comes out.” Frutiger was also given the 
brief to redesign the logo of the PTT. The design from 1976, by 
inhouse graphic designer Martin Altenburger was reworked, 
and the three letters PTT redrawn and positioned offset from 
the openended cross (see page 316). This striking logo re
placed the previous coatofarms emblem from 1982 onwards. 
In 1997 Wälti and Frutiger worked together one more time on 
the wordmarks LA POSTE DIE POST LA POSTA (see page 406). 
– Information from ‘Document collection of Kurt Wälti’ 7 De
cember 2007. – See also Adrian Frutiger, Ein Leben für die 
Schrift, Interlaken 2003, page 106 ff.

16 Conversation, 25 March 2002 between Adrian Frutiger, Erich 
Alb, Rudolf Barmettler and Philipp Stamm.

17 Linotype Ergo, by Gary Munch, was brought into the Linotype 
range in 1997; Linotype Projekt, by Andreas Koch, was added 
in 1999.
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18 In an internal memo from 7 October 1993 with comparison 
strings, LinotypeHell’s Reinhard Haus wrote: “The typeface 
‘Myriad’, from Adobe is, from an aesthetic overall impression, 
a copy of our ‘Frutiger’. Certainly, Adobe has no doubt figured 
out that they should equip this copy with ‘Myriad’, minimal 
changes in form and an altered proportionality […] Certainly, 
in the whole concept of ‘Myriad’, the intent is absolutely clear, 
with this copy, to ride on the coattails of the success of our 
‘Frutiger’ typeface, which is used the world over.” Adobe had 
to be contacted later, since on 2 February 1993, a letter was 
sent to Adrian Frutiger, detailing the individuality of Myriad. 
The letter was signed by Fred Brady, manager of New Typo
graphic Development, and by the two type designers, Robert 
Slimbach and Carol Twombly.

19 Handwritten observations by Adrian Frutiger on a Linotype
Hell internal memo from 7 October 1992. 

20 Akira Kobayashi is a type designer, and has since 2001 been 
the artistic director of Linotype GmbH.

21 Erik Faulhaber wrote, “My employers [Linotype Library GmbH] 
want, as a bonus for the market, a true cursive. Even though 
Adrian Frutiger has distanced himself from this development, 
it will be pushed through.” It did not remain a bonus typeface, 
but became part of the standard family. – See Erik Faulhaber, 
Frutiger: Die Wandlung eines Schriftklassikers, Sulgen / Zurich 
2004, page 76.

22 Fax from 7 April 1999 from Adrian Frutiger to Linotype: “Dear 
friends, I am looking at the cursive version by Silja Bilz. It is a 
beautiful, refined version. I see however, the following snags: 
for one thing, in my opinion, a grotesque with a written appear
ance is only conceivable in narrow and normal – in heavier 
versions the typeface loses its charm. – For another, a version 
like this would only be a minor contribution to the whole fam
ily. – I’m thinking of gaps in the market. The market is at satura
tion point with regular typefaces. I found these lines in my old 
papers. But I’m no longer of the generation that’s willing to try 
new things. – Forgive the criticism. Kind regards, Adrian F.”

23 Letter dated 14 April 1999 from Adrian Frutiger to Linotype’s 
Bruno Steinert: “Dear Herr Steinert, a week ago, Reinhard Haus 
asked me to take part in a project from one of his students for 
a livelier Frutiger cursive. My faxed answer must not have been 
satisfactory, since I have heard nothing more. I permitted my
self to express my longheld opinions concerning gaps in the 
market. I think that it is correct to base the education of young 
people on existing, good typefaces. – I have, therefore, the 
feeling that the coming generation – wellschooled and versed 
in the rules of legibility – should seek out new directions. The 
possibilities are by no means exhausted. I’m not thinking for 
the moment of all the goingson with exotic typefaces, but 
rather of typefaces with which text can be set, since these are 
the bread and butter of a company like yours (ours, I should say). 
I have searched amongst my many old papers for thoughts in 
this direction. Unfortunately I have found not much more than 
all the putative ideas that were argued about in the type selec
tion meetings. I have some (unfortunately bad) copies that I 
have stuck together and enclose herewith. – I am doing this, 
not in the hope that something should come of it – I don’t want 
to ‘foist’ any new typefaces on anyone! I’d just like to give a 
signpost, to point out the new directions in typography, in 
which I can steer young people. – I don’t want to hurt anyone’s 
feelings – just take it as a simple exchange of ideas. – With 
friendly greetings to you, Herr Steinert, to your wife and to all 
our coworkers. I remain, cordially yours, A. Frutiger.”

24 A third sheet is attached to the twopage letter, with various 
typeface designs for Delta (see page 36) and the sans serif 
de sign Dolmen, which had already been worked into two 
weights, but which eventually never made it to market (see 
page 296).

25 In the detail comparisons in this book, the roman font of 
Frutiger LT is not compared to the regular, but to the medium 
typeface of Frutiger Next, since their stroke weights are more 
similar.

26 Frutiger Next Pro is an OpenType version by Linotype with an 
extended character set. The type family is also available as 
Central European Font CE with the accents for East European 
languages.

27 Time and again, appeals have been made to the sense of fair 
play of the typeface user, and that is the case even today. A few 
examples: ATypI was founded in 1957 to bring type producers 
and users together and to establish a ‘moral code’ in typograph
ical relations. LinotypeHell AG published an undated pamphlet 
titled ‘Typography between Art and Commerce’, in which ex
amples of two Linotype typefaces were given, and in which it 
was explained how demanding it is to develop an alphabet, 
what intellectual piracy is, and what the consequences of it are. 
In 1992, Font Shop International launched, together with other 
type houses, an education campaign with the title ‘Kulturgut 
Schrift’ (Type as a cultural good) and in 2000 produced the 
brochure ‘Alles was Recht ist’ (Legitimate use), which appeared 
in a third, completely reedited edition in 2001.

28 Syntax Antiqua had its dynamic form principle in common with 
Renaissance Antiqua. The difference lies in the variation of 
stroke weight with serifs in the Renaissance Antiqua, in contrast 
to the uniform stroke weight without serifs in Syntax Antiqua. 
Erich SchulzAnker oustandingly traced and explained the his
torical development of the Renaissance Antiqua [Venetian old 
style roman] to the Classical Antiqua [Neoclassical roman], and 
further to conventional linear typefaces (static grotesques) and 
to Syntax Antiqua. – See Erich SchulzAnker: Form  analyse 
und Dokumentation einer serifenlosen Linearschrift auf neuer 
Basis: SyntaxAntiqua, D. Stempel AG, Frankfurt am Main, 1969.

29 In 1976, the serif typeface Demos was the first from the Dutch 
type designer Gerard Unger for the CRT technology of the Dr. 
Ing. Rudolf Hell company in Kiel. This was followed in 1977 by 
the sans serif typeface Praxis and, in 1984, by the almost per
pendicular sans serif italic, Flora. – See Jan Middendorp, Dutch 
Type, Rotterdam, 1976, page 167 ff.

30 VSS is the Swiss body for road and traffic specialists. In 1993 a 
VSS expert committee decided on the reworking of the con
structed VSS typeface. Adrian Frutiger was approached and 
cast a critical eye over the existing typefaces and showed, using 
certain changes in letter shape, how the legibility of the signage 
could be bettered. The VSS took its time coming to a decision, 
and in 1998, when Frutiger was again approached, he turned 
down the offer of further collaboration.

31 The ASTRA Federal Roads Agency was founded in 1998.
32 Viktor Stampfli worked from 1973 to 1975 in Paris with Jean 

Widmer on the tourist signage for the Autoroute du Sud, for 
which Roissy was employed. On the strength of this, in 1999 he 
was invited to take over the conception of Astra Frutiger, since 
Frutiger was not available.

33 FF Transit was, in contrast to Astra Frutiger, brilliantly realised. 
The base typefaces were FF Transit Back, positive and negative, 
and FF Transit Front, positive and negative, each in normal, 
italic and bold (12 typefaces altogether). In addition, there was 
also FF Transit Print in 5 fonts. The typefaces were filled out with 
pictograms and extra fonts for the numbers on the under
ground and SBahn.

Glypha   a268
1 Karnak by Robert Hunter Middleton was released by Ludlow; 

Memphis was designed by Rudolf Wolf for D. Stempel AG; and 
Pharaon is a Deberny &  Peignot typeface. With almost the same 
name, Pharaoh is a copy of Glypha by Varityper. Frutiger’s type
face was released by Scangraphic under the name Gentleman. 
See Lawrence  W.  Wallis, Modern Encyclopedia of Typefaces 
1960–90, London 1990.

2 Contract for a new Egyptienne with the working name ‘Cham
pion’ between Bauersche Giesserei (Frankfurt) and Adrian 
Frutiger, 24 June 1966.

3 The Fundición Tipográfica Neufville S.A. gave licences of their 
fonts to different machine manufacturers, according to demand. 
Up until the introduction of personal computers, typesetting 
machines were closed systems. Fonts were not transferable 
from one machine to another. Hence the choice of fonts was 
an important selling point for the machine manufacturers.

4 Glypha was made in 1976 and finished in 1977. As far as we 
know it was not marketed until 1980. It was first introduced in 
the index of the Linotype Fotosatz Schriften Teil 3 catalogue in 
July 1980. According to Walter Greisner, Glypha was held back 
because D. Stempel AG lacked the capacity for adapting the 
existing fonts for photosetting.

5 Letter sent 25 November 1982 from Wolfgang Hartmann at 
Fundición Tipográfica Neufville S.A. to Dr. Walter Greisner at 
D. Stempel AG.

6 Reply sent 8 December 1982 from Greisner to Hartmann. 
7 Paragraph 2 of the Code Morale, reedited in 1975, reads, “Mem

bers consider it to be incompatible with their professional  
ethics to make a reproduction of another member’s typeface, 
whether identical or slightly modified, irrespective of the me
dium, technique, form or size used …”. – Wolfgang Hartmann 
to Professor G. W. Ovink in a letter of 24 February 1983, page 
2. The Code Morale was discontinued when ATypI was regis
tered in New Jersey, USA in 2004. 

8 Verdict of ATypI regarding Serifa versus Glypha, Paris, 22 April 
1983, signed by the permanent ATypI adjudicator for questions 
of plagiarism, Gerrit Willem Ovink, as well as by Eckehart 
SchumacherGebler and Gerard Unger, acting as supplied ad
judicators.

9 Statement of 28 April 1983 by G. W. Ovink to Adrian Fru ti ger, 
and of 4 May 1983 to Dr. Walter Greisner.

10 The process of producing Glypha from Serifa  55 is described 
in a memo dated 5 November 1976 from Werner Schimpf at 
D. Stempel AG.

Icone   a276
1 Adrian Frutiger, ‘Das Miterleben einer Wandlung. Schriftzei

chen für die Satztechnik der Gegenwart’, in: HansJoachim 
Koppitz (ed.), GutenbergJahrbuch 1985, Mainz 1985, page 22.

2 It is hard to determine the slope of Icone italic, but in the de
signs shown it is more like 6 degrees (left) and 18 or even 19 
degrees (right).

3 Adrian Frutiger, ‘Type, paper and man today’. Presentation 
to the general assembly of the Association Typographique 
Internationale (ATypI) in Basel, 22 September 1980, in Swiss 
Typographic Magazine (STM) 5/1980, page 277 ff: trilingual pub
lication set in Icone.

4 In photosetting, characters are no longer negatives, they are 
digital data. Letters are broken down into pixels or vertical 
stripes and exposed onto film or paper. This makes electroni
cally modified type possible.

5 In the Linotype classification, typefaces that do not clearly be
long to a certain group are placed in group 6, ‘Decorative and 
Display’. In German the group is called ‘AntiquaVarianten’ and 
in French, ‘Caractères de fantaisie’.

6 Icone Outline Bold had not been yet introduced on the double 
page advertisement by Mergenthaler Linotype Company in the 
Amer ican magazine U&lc, no. 1, March 1980, of ITC.

7 The outline version was only used for catalogue and chapter 
titles, including posters and invitations. The catalogue Mer Égée. 
Grèce des Îles appeared in April 1979. At that point Icone was 
not yet available in Linotype‘s product range. The necessary 
letters were drawn with felttip pen on parchment paper. Bruno 
Pfäffli, type designer and studio partner of Adrian Frutiger, was 
usually the first to employ Frutiger’s new typefaces. He used 
them many times for Paris museum catalogue designs.

8 Pasteups were made from reduced reproductions of original 
character drawings, with individual letters cut to their widths 
and stuck together into a sample text.

9 Horst Heiderhoff, ‘Formen und Gegenformen. Gestaltungs
einheiten im Leben des Schriftkünstlers Adrian Frutiger’ in: 
HansJoachim Koppitz (ed.), GutenbergJahrbuch 1985, Mainz 
1985, page 59.

10 Quote from a survey by specialist magazine Eurographic Press; 
‘Über die Zukunft von Schrift und Typografie’, in DruckIndustrie, 
no. 12 / 27 June 1985, page 9.

11 Quote from Adrian Frutiger; ‘Adrian Frutiger himself’. Pre
sentation given at ‘Type 87’ in New York, in Der Druckspiegel, 
8/1988, page 922 f.

12 The psychedelic rock posters by Bonnie MacLean and Wes 
(Robert Wesley) Wilson may be named as examples. – See 
 Lewis Blackwell, 20th century type (remix), Corte Madera 
1998, page 110.

13 In the Italian ‘Classificazione Novarese’ from 1957, the group 
‘Lapidari’ is at the beginning. However, in order to conform with 
the ATypI classification it was listed as group VII in 1965. The 
term ‘lapidari’ refers to ‘lapis’ (Latin for stone) and Italian ‘la
pide’ (headstone). – See Georg Kurt Schauer, Klassifikation. 
Bemühungen um eine Ordnung im Druckschriftenbestand, 
page 43 ff., page 54.

14 The trilingual Adobe type catalogue lists ‘incised’ fonts as 
‘Glyphic’ and ‘Polices Glyphiques’. – See Adobe Type Library. 
Reference Book, San Jose 2000, page 40.

Breughel   a286
1 The first photocomposition machine was the 1965 Digiset by 

Dr.Ing. Rudolf Hell KG in Kiel, Germany. The cathode ray tube 
(CRT) transferred the digitised typeface, which was broken 
down into pixels or vertical lines, onto film. With vector repre
sentation, a later CRT technology, it was no longer the vertical 
lines of the letter that were described as black and white values, 
but rather the contours. In order to save storage space, curve 
descriptions were divided into several straight segments. The 
precise representation of typefaces became possible again 
only in 1980 with the combination of Bézier curves (originally 
developed in 1960 by Pièrre Bézier for the French car manufac
turer Renault) and high resolution lasers. These typefaces are 
also known as vector fonts.
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2 Linotype cites 1981 as the year in which Breughel was designed. 
It is possible, however, that Frutiger’s typeface was not com
pleted until 1982. René Kerfante, then the director of the type 
manufacturing division at D. Stempel AG, is quoted as having 
said in conversation:  “We will soon introduce ‘Breughel’, the 
new typeface for text setting by Adrian Frutiger in the style of 
a renaissance antiqua.” – See ‘Dem Schriftschaffen verpflichtet. 
Zu Gast bei der D. Stempel AG’ in: Der Druckspiegel, No. 9/1982, 
page 687.

3 Hans Rudolf Bossard divides group V Slab Serif into five sub
groups: ‘Va Egyptienne, serifs without bracketing; Vb Claren
don, serifs with bracketing; Vc Italienne, serifs thicker than the 
stems (with or without bracketing); Vd Renaissance, wedge 
serifs; Ve Toscanienne [Tuscan], split serifs.’ – Hans Rudolf 
Bosshard: Technische Grundlagen zur Satzherstellung, Berne 
1980, page 79.

4 Not all characters of the comparison string to Jenson, set in 
Breughel 65, correspond to the text sample. It is rather a visual 
comparison. This is also the reason why the lowercase f had 
been cut to mimic a ‘long s’.

5 In our conversations, Adrian Frutiger gave slightly varying de
tails concerning the stroke weight of a text face. He also said: 

“What is perceived as pleasant is subject to change. Today, we 
would therefore classify Jenson as a semibold cut.”

6 Walter Greisner, chairman of D. Stempel AG, saw the extension 
to larger typeface families as a benefit for graphic designers.  
 – See ‘Dem Schriftschaffen verpflichtet. Zu Gast bei der D. Stem
 pel AG’ in Der Druckspiegel, No. 9/1982, page 680. 

7 The brochure Typefaces designed by Adrian Frutiger by Lino
type Font Center, which was published in 1983 by D. Stempel 
AG, incorrectly says the 16th century (see page 292).

8 Letter from Adrian Frutiger to typographer and graphic  designer 
Kurt Weidemann, dated 18 February 1984. Frutiger and Weide
mann had known each other since early in their careers. As 
director of typography for the German professional journal Der 
Druckspiegel for example, Weidemann published an article on 
Frutiger’s logo designs in 1961.

9 Six type designers, seven typeface manufacturers and six gra
phic designers participated in the 1985 survey by Eurographic 
Press. – See ‘Über die Zukunft von Schrift und Typographie’ in 
DruckIndustrie, No. 12, St. Gallen, 27 June 1985, page 3 ff.

 As early as 1976 Eurographic Press carried out a survey among 
fourteen type designers. See ‘Die Zukunft unserer Druckschrif
ten’ in Deutscher Drucker Nos. 1–2 / 8 January 1976, page 2 ff. 
Part 2 of the survey is in Deutscher Drucker No. 3 / 22 January 
1976.

10 Eurographic Press, established in 1959, is currently an associa
tion of fifteen European professional journals of the graphic 
design industry. – See: www.eurographicpress.com ( December 
2007).

11 Quoted in DruckIndustrie, No. 12, St. Gallen, 27 June 1985,    
page 9.

12 Adrian Frutiger: ‘Das Miterleben einer Wandlung. Schrift
zeichen für die Satztechnik der Gegenwart’ in HansJoachim 
Koppitz (ed.), GutenbergJahrbuch 1985, Mainz 1985, page 20.

13 In particular the manufacture of typefaces using Peter Karow’s 
‘Ikarus’ digitisation system at Unternehmensberatung Rubow 
Weber URW enabled a simplification of production and a re
duction in production time.

14 Linotype’s 1983 and 1984 typeface sample catalogues did not 
yet contain small capitals and lining figures for Breughel. They 
are shown in the LinoTypeCollection 1987, published in 1986.

15 This practical approach is not uncommon for Frutiger’s type
faces. It does not, however, correspond to the way this is  usually 
done by type designers because, more often than not, all figures 
of the two sets of lining figures and old style figures respec
tively are different in terms of shape, proportion and width.

16 Pieter Bruegel the Elder (b. c. 1525/30 in Breda (?), Netherlands; 
d. 9 September 1569 in Brussels, Belgium), also nicknamed 
‘Peasant Bruegel’. Known for his representations of rural life in 
16thcentury Flanders. 

17 Raleigh (1977 but dated 1978 at Linotype) is based on Cartier 
by Canadian type designer Carl Dair. He designed Cartier for 
the 1967 Montreal World’s Fair. Adrian Williams subsequently 
extended it with three cuts for display purposes while Robert 
Norton developed a text version.

18 William (Bill) Garth, president and majority shareholder of Litho
mat, which produced offset printing plates from paper, was 
also president of the Graphic Arts Research Foundation. The 
foundation was established in the USA in 1949 by René Higon
net and Louis Moyroud to advance the development of the 
LumitypePhoton. In 1950 Lithomat was renamed Photon Inc. 
Garth left Photon Inc. in 1960 and, together with Ellis Hanson, 
set up Compugraphic Corporation, a manufacturer of machines 
for photosetting. – See Alan Marshall, Du plomb à la lumière, 
Paris 2003. 

19 The drawings for Garth Graphic were originally done by John 
Matt around the mid1960s. Before the typeface could be pub
lished, however, American Typefounders ATF abandoned their 
plans for photosetting. In the late 1970s, Renee Le Winter and 
Constance Blanchard of Compugraphic redesigned the almost 
forgotten Matt Antique and extended it. The new name was 
based on that of Bill Garth, founder of Compugraphics and 
former president of Photon Inc. – See www.myfonts.com (De
cember 2007). – See also Lawrence W. Wallis The Encyclo
pedia of Modern Typefaces 1960–90, London 1990.

Dolmen (typedesign project)   a296
1 Dolmen: prehistoric monument usually consisting of several 

great stone slabs set edgewise in the earth to support a flat 
stone, which served as a roof. Designed as a burial chamber, 
the structure is typical of the Neolithic Period in Europe. The 
word is Celtic in origin but probably is not Breton. Dolmens, 
although found in covered form as far east as Japan, are main
ly confined to Europe, the British Isles, and northern Africa. – 
See Encyclopædia Britannica, CD 2000 Edition.

2 The identity of the designer of Società Nebiolo’s Semplicità  
is not known. The shadowed version, Semplicità Ombra, is by 
Ales  sandro Butti. – See www.klingspormuseum.de/Klingspor 
Kuenstler/Schriftdesigner/Butti/AButti.pdf (February 2008).

3 Hans Reichel’s typeface for H. Berthold AG first appeared in 
1983 under the name of Barmen before it was renamed Bar
meno in 1990. In 1999, six years after H. Berthold AG ceased 
trading, Font Shop (Berlin) republished the typeface under the 
name FF Sari. – See www.sanskritweb.net/forgers/barmen.pdf 
(February 2008).

4 Conversation between Adrian Frutiger, Erich Alb, Rudolf Bar
mettler and Philipp Stamm on 24 April 2003.

5 Adrian Frutiger draws a distinction between the base form, the 
skeleton of a letter, which ensures its recognisability, and its 
overall shape, which generates its appearance. He wrote in 
1994: “The work of a type designer is like that of a couturier, 
dressing an untouched, naked body”. – See Adrian Frutiger, 
Denken und Schaffen einer Typografie, Villeurbanne 1994, page 
17. Frutiger also sometimes makes a comparison to music: “The 
nucleus of the character is like the pure tone in music, while 
the outer form provides the sound.” – See Adrian Frutiger, 
Type Sign Symbol, Zurich 1980, page 69.

Tiemann   a302
1 Rainer Frenkel, ‘Abschied vom Blei. Aus dem konservativen 

Innenleben der Zeit’. In Die Zeit, No. 20, Hamburg 14 May 1982, 
page 1. 

2 Walter Tiemann (1876–1951) studied fine arts in Leipzig and Dres
den and made study visits to the Rhineland and Paris. From 
1898 he was active in publishing houses; from 1903 he taught 
at the Staatliche Akademie für Graphische Künste Leipzig 
(State Academy for Graphic Arts); from 1905 he collaborated 
with Karl Klingspor; founded the JanusPresse in 1907 with Carl 
Ernst Poeschel (1920–1941); and 1945–1946 he was the director 
of the Staatliche Akademie für Graphische Künste Leipzig. He 
was awarded an honorary doctorate in 1946.

3 F.  W. Kleukens’ RatioLatein was manufactured in 1923–24 by 
D. Stempel AG. From 1925 it was additionally available from 
Linotype.

4 In 1956, D. Stempel AG, as majority shareholder in the type 
foundry of Gebr. Klingspor, discontinued that company’s hot 
metal programme and brought a selection of Klingspor’s type
faces into their own catalogue. TiemannAntiqua was not one 
of those typefaces. In 1984 D. Stempel AG was taken over by 
Linotype and the rights to those typefaces passed to them. 

5 Jovica Veljović is a calligrapher, type designer, typographer, 
graphic designer and teacher of type design and typography 
in Hamburg. – See Friedrich Friedl, Nicolaus Ott, Bernhard 
Stein, Typography – when who how, Cologne 1998, page 529 ff.

6 At the same time, a complete redesign of the layout was under
taken by Marco Garcia, the renowned South American news
paper designer. Among other changes, he introduced Gara
mond as a body typeface, after many years of the Tiemann /  
Times Roman combination.

7 Tiemann’s first typeface for Gebr. Klingspor, Tiemann Medieval 
(1909), based on the style of a renaissance antiqua, was a re
working of a typeface created by Walter Tiemann and Carl Ernst 
Poeschel in 1907 for their jointly founded Janus Press. After 
that, Tiemann turned his attention to his preferred gothic type
faces. He developed TiemannFraktur (1914), Peter Schlemihl 
(1914), TiemannGotisch (1924), KleistFraktur (1928) and Fichte
Fraktur (1935). Later typefaces were Orpheus (1928), Daphnis 
(1931) and Euphorion (1935). All the typefaces designed by 
Tiemann were cast at Gebr. Klingspor. – See Julius Roden
berg, In der Schmiede der Schrift, Berlin 1940, page 121 ff.

8 Artist Otto Eckmann and architect Peter Behrens also worked 
for Gebr. Klingspor.

9 See Julius Rodenberg, In der Schmiede der Schrift, Berlin 
1940, page 127.

10 William Morris studied theology and worked as an architect, 
then as a painter, before he founded the Kelmscott Press. His 
aim was the renaissance of craft as art. He designed, among 
others, Golden Type based on Nicolas Jenson’s typeface. The 
type was cut by Edward Prince.

11 See page 26: ‘About Président’. 
12 Johann Gottlob Immanuel Breitkopf and Johann Friedrich  

Unger had already tried to simplify the gothic forms at the end 
of the 18th century in an attempt to carve a niche for gothic 
scripts in opposition to antiquas. – See Gustav Bohadti, Von 
der Romain du Roi zu den Schriften J.G. Justus Erich Walbaums, 
H. Berthold AG, Berlin / Stuttgart 1957, page 40. 

13 This may have been sparked by the success of ATF Bodoni in 
1910.

14 Caledonia is the Latin name for Scotland. 1938, Caledonia – 
known in Germany as Cornelia – was based on Scotch Roman 
(1907) and Bulmer – also manufactured by Monotype. Scotch 
Roman is a consolidation of Richard Austin’s neoclassical type
face of 1810, itself based on Bodoni and Didot, and which was 
manufactured by the Wilson Foundry in Glasgow and by Wil
liam Miller & Co. in Edinburgh. This typeface was known abroad 
as Scotch Populär. – See Philipp Berteau, Buchdruckschriften 
im 20. Jahrhundert. Atlas zur Geschichte der Schrift, Darmstadt 
1995, pages 91, 397, 482.

15 The exact year of the reworking is not entirely clear. The Lino
TypeCollection of the Mergenthaler Type Library from 1986 
gives the year as 1979. – L. W. Wallis gives the year as 1981. See 
Laurence W. Wallis, Type Design Developments 1970 to 1985, 
Arlignton 1985,  page 77. – In Linotype GmbH’s Typeface Cata
logue from 2006, the year is noted as 1982.

16 Based on the criteria mentioned earlier, Fairfield and New Cale
donia can also be assigned to the neobaroque typefaces. In 
particular, the lower case b, with its slightly skewed stroke end
ing on top and slightly diagonal one at the bottom, as well as 
the lower case e of Fairfield with its open curve shape, point in 
this direction.

Versailles   a308
1 Mike Parker studied architecture and graphic design at Yale. 

From 1950 to 1980 he was employed at the Mergenthaler Lino
type Company in New York, first as assistant to Jackson Burke, 
later as Director of Typographic Development. It was his re
sponsibility to oversee the migration and further development 
of linecast typefaces to photo and CRT setting. In 1981, toge
ther with Matthew Carter, Cherie Cone and Rob Friedmann, he 
founded Bitstream, Inc. – See www.fontbureau.com/people/
MikeParker (November 2007).

 Matthew Carter studied type design at Charterhouse, Surrey 
(Great Britain). In 1960 he met Mike Parker. In 1963 he joined 
Crosfield Electronics, the company responsible for the Photon / 
Lumitype photosetting machines. He met Adrian Frutiger in 
Paris. From 1965 to 1971 he worked as a type designer at the 
Mergenthaler Linotype Company in the USA, and then until 
1981 for American, British and German Linotype. In 1981, toge
ther with Mike Parker, Cherie Cone and Rob Friedmann, he 
founded BitStream, Inc. In 1991 he and Cherie Cone founded 
Carter & Cone Type, Inc. Wellknown typefaces by Carter inclu
de, amongst others, Olympian 1970, Galliard 1978, Bell Cen
tennial 1978, Charter 1987, Verdana 1996.  – See Margaret Re, 
Typographically Speaking. The Art of Matthew Carter, New York 
2003.

2 Reinhard Haus – employed at Atelier Frutiger 1978–1982 – men
tioned that he had brought this Napoleonic inscription to Fru
tiger’s attention. In 1958, the French Emperor Napoleon III de
cided to commission the building of a new opera house. The 
young architect Charles Garnier was the surprise winner of the 
competition, although the young Empress Eugénie spoke out 
against the design. The construction of the imposing opera 
house – today known as ‘Opéra National de Paris’ – took place 
between 1861 and 1875. In the years after the French Revolution 
(1789–1799), the title ‘Grand Opéra’ referred to a style of opera 
that mixed elements of comic opera with the serious. – See 
Julia DrosteHennings, Thorsten Droste, Paris: Eine Stadt 
und ihr Mythos, Cologne 2005, page 307 ff.

3 See the Euro Graphic Press survey, ‘Über die Zukunft von Schrift 
und Typografie’ (On the future of type and typography), in 
DruckIndustrie, No. 12, St. Gallen 1985, page 9.

4 In the 1984 Linotype typeface catalogue, Digital Typefaces, the 
old style figures and small caps are still present. The latest that 
these can be seen is on the typeface sheets contained in the 
acrylic glass box of the 1986 LinoTypeCollection.

5 The type sample Spécimen Géneral (Deberny & Peignot, vol. 2, 
1926) lists only the Caractères Latins Noirs Italiques and Carac
tères Antiques Italiques Latinés. The latter was a grotesque with 
dynamic strokes.

6 See Breughel, note 1, page 430.
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7 For the marketing of Versailles, Linotype placed a bilingual 
advertisement in the American magazine, U&Ic. An article en
titled ‘Eine neue Schrift von Adrian Frutiger’ (A New Typeface 
by Adrian Frutiger), appeared in the German professio nal jour
nal, Novum Gebrauchsgraphik 1985, vol. 5, page 67 ff. It was 
written by Reinhard Haus, head of the Linotype typeface studio, 
and dealt with Versailles and additionally with Latin type faces. 

 A significant marketing tool was, however, the 28page bro
chure published by Linotype in three languages and entitled 
Typefaces by Adrian Frutiger (1983). This was made available 
free of charge. On doublepage spreads, the brochure present
ed the ten Frutiger typefaces that were available from Lino type: 
Meridien, Iridium, Egyptienne F, Glypha, Serifa, Univers, Frutiger, 
Icone, Breughel and Versailles (the order in which they ap
peared in the brochure). It was reviewed in the specialist pub
lication Der Druckspiegel (1984, vol. 5, page 54). Additionally, 
in autumn 1984 Linotype began ‘The Great Fru ti ger Typeface 
Offer’ campaign. The brochure was in cluded in the offer port
folio, along with an order form and price list. A type face for the 
CRTronic or Linotype 202 cost 1080 German marks in lots of 
four (then around US $ 380); additionally, ordering one or more 
extra typeface families guaranteed a further 5 % discount. To
day, in comparison, Linotype sells a digital font of Versailles for 
$ 33, or the entire type family for $ 259 (prices as of February 
2008).

Linotype Centennial  a318
1 Ottmar Mergenthaler, who emigrated to the United States from 

Germany, unveiled the first matrix setting and linecasting ma
chine, named ‘Blower’, in New York in 1886. The Mergenthaler 
Linotype Company was founded in 1890. 

2 Olaf Leu, born in 1936 in Chemnitz (Germany), is a graphic 
designer. He was a professor of corporate design at Mainz 
University from 1986 to 2003. 

3 drupa, the German abbreviation for Druck und Papier (print 
and paper), is the trade fair of the printing and communication 
industry which takes place every four years in Düsseldorf. It is 
one of the most important and largest trade fairs in the world.

4 See DruckIndustrie, 11/1986, page 42.
5 Bell Centennial was released in 1978 for CRT photosetting on 

the Linotron 606. It is based on Bell Gothic, drawn in 1938 by 
Chauncey H. Griffith for AT&T and for Mergenthaler Linotype. 
See www.myfonts.com/fonts/adobe/bellcentennial/ (March 
2008). – Jaspert, Berry, Johnson: The Encyclopaedia of Type 
Faces, London 1970, page 252.

6 See Linotype Library. Typeface Handbook, Eschborn 1988.
7 The semantic differential was introduced by Charles E. Osgood 

in 1952 and published in 1957. Peter Hofstätter adopted the 
methodology in a slightly altered form, which he called  polarity 
profiles, in Germany in 1955. – See Charles E. Osgood, G. J. 
Suci, P. H. Tannenbaum: The Measurement of Meaning, Urba
na 1957. – http://en.wikipedia.org/wiki/Semantic_differential 
(March 2008).

8 In 1965 Dirk Wendt examined the legibility of typefaces at the 
psychological institute of the University of Hamburg. In 1968 
he examined the qualities of impression of 18 different type
faces, among them Frutiger’s Univers and Serifa. – See Dirk 
Wendt: Untersuchungen zur Lesbarkeit von Druckschriften, 
Bericht Nr. 2, Hamburg 1965 (reproduced manuscript). – Dirk 
Wendt: ‘Semantic Differentials of Typefaces as a Method of 
Congeniality Research’ in The Journal of Typographic Research, 
vol. II, Cleveland 1/1968. – Peter Karow: Schriftentechnologie. 
Methoden und Werkzeuge, Berlin / Heidelberg 1992, p. 405 ff.

9 Christian Gutschi, M.A. in media psychology at the University 
of Vienna, decided on a polarity profile with 23 pairs of adjec
tives for his examination. – See Christian Gutschi: ‘Psycholo
gie der Schriften’, part 1, in Page 8/1996, page 54 ff.; part 2 in 
Page 9/1996, page 64 ff.; part 3 in Page 10/1996, page 74 ff.; 
part 4 in Page 12/1996, page 66 ff.; part 5 in Page 1/1997, page 
52 ff. – See www.medienpsychologie.at (March 2008).

10 Times New Roman, which belongs to the transitional typeface 
group, was created in 1932 by Stanley Morison for the British 
newspaper ‘The Times’. Linotype’s version of the typeface was 
called Times Roman.

11 Linotype and Monotype are without doubt the two major type
setting machine manufacturers. Times New Roman was also  
an important element in the type library of Berthold, Compu
graphic, Hell, IBM, Intertype, Ludlow, PhotonLumitype et al 
where it was called Times Roman or simply Times. Both Letraset 
and Mecanorma sold Times as dry transfer.

12 When he says ‘IBM material’, Adrian Frutiger is referring to very 
strong, standardsize polyethylene sheets that IBM used at the 
time for test exposures of IBM typefaces.

13 See http://en.wikipedia.org/wiki/Ottmar_Mergenthaler (march 
2008).

14 See LinoTypeCollection – Mergenthaler Type Library, Eschborn 
1986.

Avenir   a330
1 The ‘Zusammenstellung der LinotypeGroteskSchriften’ was 

part  of Adrian Frutiger’s study ‘Wo gibt es Marktlücken im heuti
gen Schriftenangebot ?’ from January 1987. This list was addition
ally available in several publications. – See Adrian Fru tiger,  
‘L’histoire des Antiques’, in TM/RSI 3/1988 (a continuation  of the 
article in TM/RSI 1/1988). – Adrian Frutiger: Nachdenken  über 
Zeichen und Schrift, Bern 2005, page 94 ff. (The dates given  in 
this  publication are not correct. The article was written not in 
1975 but in 1985, and published not in 1978 but in 1988.)

2 The space that can be perceived by one eye without any eye 
move ments is called the field of vision. For adults the dimension  
of the horizontal field of vision of both eyes is approximately 
170º, the vertical is about 110º. At the edges (roughly 10º for  
both)   only moving objects can be perceived. – See http://de. 
wikipedia.  org/wiki/Gesichtsfeld (April 2008.)

3 This means a ‘comparison of all existing linear typefaces’.
4 Adrian Frutiger, ‘Konstruktivistisch und human. Avenir – eine 

neue serifenlose LinearAntiqua von Adrian Frutiger’ in Linotype  
express, 2/1988, page 2.

5 Philipp Luidl, Schrift – die Zerstörung der Nacht, Munich 1993, 
page 75.

6 The conversation with Adrian Frutiger on Avenir was held by 
Erich Alb, Rudolf Barmettler and Philipp Stamm on 25 March 
2002  and continued on 22 April 2002.

7 Le Corbusier, Kommende Baukunst, Stuttgart, Berlin, Leipzig 
1926, page 55. Quoted in Kimberly Elam, Proportion und Kom
position: Geometrie im Design, New York 2006, page 5 (Ge
ometry of Design: Studies in proportion & composition, New 
York 2001). 

8 Adrian Frutiger, ‘Wo gibt es Marktlücken im heutigen Schrif
t enAngebot? Eine Studie und ein Vorschlag im Bereiche der 
GroteskSchriften. Es fehlt eine moderne Fassung einer konstruk
tivistischen Grotesk’, January 1987, 10 pages.

9 The Encyclopedia of Type Faces lists numerous geometrical 
type faces. Besides Erbar Grotesk, 1926 by Jakob Erbar; Futura, 
1927 by Paul Renner and Kabel (Cable), 1927 by Rudolf Koch 
there are: ElegantGrotesk, 1928 by Hans Möhring; Bernhard 
Gothic, 1929 by Lucian Bernhard; Super, 1930 by Arno Drescher; 
Tempo, 1930 by Robert Hunter Middleton. However, Neuzeit 
Grotesk (1928) codesigned by Wilhelm Pischner is missing, for 
instance. – See Jaspert, Berry, Johnson: Encyclopaedia of 
Type Faces, London 1970.

10 As can be seen in Philipp Bertheau’s book, Paul Renner’s Futura 
Buchschrift for hot metal setting by Bauersche Giesserei fea
tures strongly differing ratios between xheight and ascenders. 
In large sizes, xheight and ascenders appear to be almost the 
same, at 48 pt the ratio is approximately 10 : 8,5. In body text 
and small sizes the ratio of the ascenders is significantly reduced,  
which greatly aids legibility. At 10 pt the ratio is approximately 
10 : 7, at 6 pt it is only 10 : 6. – See Philipp Bertheau: Buchdruck
schriften im 20. Jahrhundert. Atlas zur Geschichte der Schrift, 
Darm stadt 1995, page 303. – Unfortunately only one design 
size was implemented later for photosetting and digital setting.  
The 1992 LinoTypeCollection lists 12 pt as the design size. Here, 
the ratio is approximately 10 : 7.6. – See LinoTypeCollection, Esch
 born 1992, page 233.

11  The use of Two Lines English Egyptian has not been docu mented 
in any printed publication so far. However, this typeface is 
known  in architecture. According to Max Bollwage it is derived 
from the inscriptions on Greek temples. He goes on to demon
strate a continual use of sans serif majuscules as inscriptions on  
coins, tombs and buildings. – See Max Bollwage, ‘Serifenlose 
Linearschriften gibt es nicht erst seit dem 19. Jahrhundert. Mut
massungen eines Typografen’, in Stephan Füssel (ed.), Guten
bergJahrbuch 2002, Mainz 2002,  page 212 ff. 

12  The 19thcentury sans serifs are mainly based on rectangular 
and   oval shapes, thus expressing neoclassical design principles.

13 Unfortunately, there is no exact date available for the geome
tri cal grotesque cut by Wagner & Schmidt in Leipzig and ex
tended to ten sets. Neither are there any references as to who 
the designer was. In 1922 it was published using partly different 
shapes under the name Universal by the Prague state printing 
press; in 1930 as Polar Grotesk by Schriftgiesserei J. John Söhne  
in Hamburg and in 1931 as Rund Grotesk by C. E. Weber in Stutt
gart. The Norddeutsche Schriftgiesserei in Berlin called their 
1937 version Kristall Grotesk, the name by which it was later also 
available at Johannes Wagner in Ingolstadt. The foundry Ber
lingska in Lund (Sweden) listed it as Saxo and José Iranzo in 
Barce lona as Predilecta. – See Philipp Bertheau, Buch druck
schriften  im 20. Jahrhundert. Atlas zur Geschichte der Schrift, 
Darmstadt 1995, page 191.

14 The Bauhaus was founded in 1919, one year after the end of 
World War I, in Weimar. In 1920 the preliminary course was es
tablished and headed by the Swiss teacher and artist Johannes 
Itten, who used the basic shapes of circle, square and triangle 
in  creative exercises. In his article ‘Elementar Schule’ J. Abbott 
Miller writes on page 21: “Itten, Klee and Kandinsky wanted to 
discover the origins of ‘visual language’; they tried to find these 
origins in elementary geometry, in pure colours and in abstrac
tion.” From 1923 onwards, the square, circle and triangle increas
ingly influenced the Bauhaus design. For example, László Mo
holyNagy, who by that time had become head of the preliminary  
course, designed a logo for publications of the Bauhaus press 
using geometrical base shapes. Josef Albers, too, developed 
preliminary designs of an elementary template type and Her
bert Bayer produced initial designs that would later become 
the ‘Universal’ alphabet. In 1924 the Bauhaus lost support from 
the city of Weimar for political reasons and moved to Dessau 
in 1925 where, in 1932, it was closed by the city council follow
ing a petition by the Nazi party NSDAP. For a short period the 
Bauhaus managed to continue teaching in Berlin but was closed 
for good in 1933. Adolf Hitler had taken power and the works 
by Bauhaus artists and sympathisers were ostracised as degen
erate, which resulted in the emigration of many Bauhaus teach
ers and students. – See Ellen Lupton, J. Abbott Miller (eds), 
The ABCs of (Triangle Square  Circle): The Bauhaus and Design 
Theory from Preschool to PostModernism, New York 1993. – 
See also: www.bauhaus.de/bauhaus1919/zeittafel1919.htm 
(April 2008).

15 Besides Tom Carnase’s ITC Busorama (1965) and ITC Bauhaus 
(1975) by Ed Benguiat and Victor Caruso, further examples 
could be mentioned such as Churchward (1970) by Joseph 
Church ward; ITC Ronda (1970) by Tom Carnase; Premier (1970) 
by  Colin Brignall; Washington (1970) by Russel Bean; Blippo or 
the almost identical Pump (1970) by Bob Newman; Horatio 
(1971) also by Bob Newman; and Plaza (1975) by Alan Meeks. 

16 In a first step, Herb Lubalin’s colleague Tom Carnase extended 
the 1968 Avant Garde magazine masthead to a majuscule alpha
bet, which was again extended by additional majuscule liga
tures. In 1970 the fully fledged typeface ITC Avant  Garde Gothic 
was published by Lubalin, Burns & Co. Inc. In cooperation  with 
Tom Carnase, the three weights xlight, medium and demi were 
implemented first. Also in 1970, Aaron Burns, Herb Lubalin  and 
Edward Rondthaler set up the International Typeface Corpora
tion (ITC) in New York. ITC Avant Garde Gothic was, of course, 
part of the portfolio and two further weights, Book and Bold, 
were developed. These were followed in 1974 by four con
densed fonts by Ed Benguiat and in 1977 by five oblique ver
sions designed by André Gürtler, Christian Mengelt and Erich 
Gschwind. 

17 At this time, most foundries and print shops used to set type
faces  with a reduced intercharacter spacing and passed this 
practice on to their apprentices. Even typeface manufacturers 
such as H. Berthold AG communicated this principle in their 
type sample books. All typefaces were shown in five widths: 
wide, regular, condensed, extra condensed and ultra condensed.  
The regular font already appeared quite compact but a tighter 
kerning was sometimes recommended for job composition: 

“The regular width is the one that a reader will perceive as pleas
ant and right even when reading long texts. A sentence should 
neither have gaps nor appear to be squashed. A typeface 
should not attract attention itself but should serve as a medium 
of knowledge or information. Short pieces of text in advertising, 
on labels or flyers appear to be wider compared to longer texts, 
especially in narrow columns with small margins. In these cases 
condensed or even extra condensed fonts should be used, not 
only for aesthetic reasons but also for better legibility.” – See 
Berthold Fototypes E2, Body Types, Berlin / Munich 1980, page 
XV f.   

18 As art director of the British magazine The Face Neville Brody 
de signed several alphabets, among them his 1984 Typeface  Two. 
In 1989 it was published as Industria by Linotype in a solid and 
inline version both for a regular and alternate font. Typeface  Five 
from 1985/86, which was published as Arcadia by Linotype, and  
Typeface Six (1986), which was renamed Insignia, both have an 
alternate font. All three typefaces are clearly different from 
their original versions. – See Jon Wozencroft, The Graphic 
Language of Neville Brody, Munich / Lucerne 1988, page 26 ff.  
 – See also www.fontshop.com (July 2008).

19 According to Walter Schimpf’s interpolation table from 10 May 
1988, the six Avenir weights from thin to bold are graded such: 
0 %, 11.25 %, 24.5 %, 38.1 %, 68.5 %, 100 %. 
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20 There is a fairly large amount of published material on Avenir. 
A comprehensive, handwritten manuscript by Adrian Frutiger 
served as the foundation for articles in the various German pro
fessional journals. Articles were published in the following jour
nals (among others): Linotype Express [Ger.] 2/1988, page 2;  
Linotype Express [Engl.] autumn 1988; Graphic Repro 12/1988, 
page 22 ff.; Deutscher Drucker 15 December 1988, page g21; 
DruckIndustrie 3/1989, page 32; WorldWide Printer 6/1989, 
page 68 f.; Page [Ger.] 6/1992, page 50 ff. Additionally, Linotype 
published flyers, supplements and brochures. – See Adrian 
Frutiger, ‘Eine neue konstruktivistische Schrift’, Eschborn no 
date (circa 1988); – Typographics of Cheltenham: ‘The King  
who glimpsed the future’, Cheltenham 1988; – Linotype: ‘ Avenir  
 – A new sans serif from Adrian Frutiger’, Eschborn no date  
(c. 1990).

21 See Linotype Library, Platinum Collection: Avenir Next by Adrian 
Frutiger, Bad Homburg 2004/2006, pages 3 and 4.

22 The proversion of Avenir Next also comprises a larger set of 
diacritics for foreign language setting. Avenir LT was also ex
tended to accommodate European languages. However, for 
these purposes, the 12 separate CE (Central European) fonts 
are needed.

Westside   a346
1 Werner Schimpf, director of the type studio at Linotype, posed 

the question in a letter to Adrian Frutiger dated 10 January 1989.  
Later he notes, “This question touches upon the overall concept  
of capitals,” challenging the general principle of accentuated 
middle strokes in Westside. He was responding to the first set
tings from the digitised test drawings. 

2 In the United States only Italiennes, which are called French 
Clarendons or French Egyptians, are commonly associated 
with Western movies. Tuscans are more closely associated with 
circuses. 

3 Stefan Schlesinger’s Hidalgo, released by the Amsterdam type 
foundry in 1939, also has this feature. – See Jaspert, Berry,  
Johnson: Encyclopaedia of Type Faces, London 1970,  page 113.

4 The typefaces based on designs found in: Rob Roy Kelly, 
American Wood Type: 1828–1900, New York 1970.

5 In his letter from 10 January 1989 to Adrian Frutiger, Schimpf 
included ‘Eastside’, ‘Gothic F’ and ‘Fancy’ typefaces alongside 
Westside. The copy of the letter unfortunately does not have any  
test letters attached, meaning that the undated design draw
ings depicted cannot be properly classified. Schimpf showed 
interest in the ‘Eastside’ test letters, which are a modification 
of Westside. He writes of ‘Gothic F’: “We had the test let  ters 
with added corners exposed in different typesetting qualities. 
Precisely in low resolution the corners are disruptive and start 
looking like serifs.” A possible selection of ‘fancy’ type faces was 
to be discussed at the subsequent type meeting on 25 Janu ary. 
At Frutiger’s request electronic modifications of West side — re
duced or widened to 80 %, 90 %, 120 %, 140 % and  160 % — were 
included in the letter.

6 Nicolete Gray lists one French Clarendon and one Tuscan, both 
dated 1821. The first is Italian by Caslon & Catherwood, the sec
ond is Two Line English Tuscan by the Thorowgood foundry. – 
See  Nicolete Gray: Nineteenth Century Ornamented Type
faces, London 1976, pages 32 f.

7 František Muzika writes, “Another kind … of 19thcentury job
bing typeface is one which was christened Tuscan in England. 
This term is equally as coincidental and unfounded as the terms 
Egyptienne, antique, French antique, Italienne and so on. Just 
as Egyptienne has nothing to do with Egypt, nor Italienne with 
Italy, so the Tuscan typefaces have no relation to the Italian 
prov ince of Tuscany nor to the Tuscan order of Roman archi
tecture. Its  description may only be attributed to commercial 
reasons […].” – František Muzika: Die schöne Schrift in der 
Entwicklung des lateinischen Alphabets, volume 2, Prague 
1965, page 338.

8 See František Muzika: Die schöne Schrift in der Entwicklung 
des lateinischen Alphabets, volume 2, Prague 1965, pages 332 ff.

9 In general there is little point in subdividing slab serif typefaces 
into subgroups with angular or curved serif transitions, as they 
are  not defining features. Nor should this be applied to Egyptian  
typefaces. On the other hand it would be interesting to separate  
slab serif typefaces into those with and those without stroke 
contrast. Typefaces of the Clarendon group would be included 
in the latter. See page 168.

10 The term Egyptian must not be confused with the general de
scription of slab serif typefaces of the same name.

11 Kelly says the French Clarendons were always bracketed while 
the French Antiques were not. – See Rob Roy Kelly, American 
Wood Type: 1828–1900, New York 1970, page 130. 

12 See Hans Rudolf Bosshard: Technische Grundlagen zur Satz
herstellung, Berne 1980, page 79.

13 Three months after the first exposures of the test letters, Schimpf 
confirmed, in a letter to Adrian Frutiger from 13 April 1989, that 
he had received the upper and lowercase letters for Westside. 
In a letter dated 5 August 1989. Frutiger made some correc
tions and also altered a few drawings. On the whole, however, 
the typeface appears to have been ready.

14 At the time, Apple Macintosh, Windows PC and Unix Work sta
tions and their printers still required different type formats: 
PostScript Type 1, TrueType and PostScript Type 3.

Vectora   a352
1 The term ‘gothic’ was first used in the USA in 1837 for a sans serif  

typeface. 
2 In English, ‘relief’ refers not only  to ‘threedimensional represen

tation’ but is also used to mean ‘freedom from pain and assis
tance with necessities such as food or money for the socially 
disadvantaged’.

3 According to a letter of 12 April 1990 from Adrian Frutiger to 
W. Glathe, the other suggested names were Grid Gothic, Regu
lar Gothic, Register, Scan Gothic, Alpha, Omega, Sigma, Data 
Gothic, Digest Gothic and Register Gothic.

4 According to a letter from A. Semmelbauer dated 25 June 1990 
the five suggested names are ordered according to priority: 
Raster Gothic, Grid Gothic, Formula, Tartan Gothic, Villa Gothic.

5 The Patent Office understands the term ‘gothic’ to be a desig
nation for a particular sort of typeface, which is why it cannot 
be  protected.

6 See Reinhard Haus, ‘American Blend’ in Page 6/1991, page 80.
7 According to a letter from Adrian Frutiger to Otmar Hoefer, 23 

January 1990.
8 Linn Boyd Benton was the inventor of several machines for the 

cutting of steel letter punches, amongst them being the panto
graph. His first machine was patented in the United States in 
1885.  In 1894 he was appointed one of the directors of the newly  
founded ATF. In the same year his famous typeface Century, 
de veloped in cooperation with Theodore Low De Vinne, and 
designed for ‘The Century magazine’, was released. His son, 
Morris Fuller Benton, started working at the foundry in 1896, 
and  by 1900 had already been appointed chief type designer. 
He, too, became a managing director of ATF. – See Wolfgang 
Beinert: www.typolexikon.de (as accessed June 2008). – See 
Patricia A. Cost, ‘Linn Boyd Benton, Morris Fuller Benton, and 
Typemaking at ATF’ in Printing History, nos. 31–32/2002, pages 
27–44.

9 The approximately 200 font series were produced between 
1896 and 1937. The font series, today called a font, contains the 
cut ting of the various point sizes.

10 See Yvonne SchwemerScheddin, ‘Ästhetik der Technik. Zur 
neuen CorporateSchrift von DaimlerBenz und deren Gestalter  
Kurt Weidemann’ in Page 7/1990, page 54 ff.

Linotype Didot  a362
1 Since 1986 it has been possible, using the Linotronic 500 Laser 

RIP (Raster Image Processor), to produce daily newspapers and  
glossy magazines at the highest level of printing technology.  
 – See www.typolexikon.de/l/linotype.html (May 2008).

2 In his Parisian antiquarian bookshop, Paul Jammes keeps a 
large  collection of original prints by the Didot family. In 1998, 
with  the help of Pierre FirminDidot (the greatgreatgreat 
grandson of Firmin Didot), Paul Jammes’ son André was able 
to mount an exhibition and produce a catalogue on the life and 
works of this dis tinguished family. – See André Jammes, Les 
Didot. Trois siècles de typo graphie et de bibliophilie 1698–1998, 
Paris 1998. 

3 Quote from one of Frutiger’s undated manuscripts, which serv
ed as the basis for an article in the professional journal Page. 
The  manuscript is kept in the archive of the Swiss Foundation 
Type and Typography. – See Reinhard Haus, ‘Klassizistisches 
Erbe’, in Page, 12/1991, page 66.

4 Linotype’s typeface production plan 1986, page 9, ‘subject for 
further investigation = 4’ mentioned a Didot typeface.

5 In a 22 August 1990 Linotype GmbH internal memorandum to 
Otmar Hoefer and two other Linotype employees, A. Plowright 
mentions that at the type selection meeting of October 1989 
Didot had been chosen to go into production. However, Didot 
is not mentioned in the minutes of the meeting, whereas ‘Type 
before Gutenberg’ is.

6 The range of hot metal type from Parisian foundry Deberny & 
Peignot was carried by  Haas’sche Schriftgiesserei AG (München
stein / Basel), and all rights passed to them after the closure of 
Deberny & Peignot in 1974.

7 Linotype AG internal memorandum by Anja Plowright, 22 Au
gust 1990.

8 The company‘s long history and the mergers of various type 
foundries (Didot‘s own among them) meant that there were 
many typefaces at Deberny & Peignot with the name Didot. The 
typeface catalogue does not list the names of the designers, 
and only rarely is the designer‘s name mentioned in the type
face name.

 Peignot’s (of Deberny & Peignot) lineage can be traced back  
to the  Fonderie Générale in Paris. Here the lines of three type 
foundries came together: the first goes back to Vibert and his 
descendants, the second goes – through Pierre and Firmin  
Didot – back to François Ambroise Didot, and the third line start
 ed with Molé. Therefore, all the most important French type 
foundries of the late 18th and early 19th centuries were united 
under the roof of Deberny & Peignot. – See Philipp Berth eau, 
Buchdruckschriften im 20. Jahrhundert, Darmstadt 1995, page 
56 ff.

9 Voltaire (the pen name of François Marie Arouet) is one of 
France’s most important writers and philosophers. His work La 
Henriade, begun in 1717 while he was under arrest in the Bastille  
and completed in 1723, is an epic poem about the French king, 
Henry IV. It appeared in many editions besides that of Firmin 
Didot.

10 Linotype AG internal note from Reinhard Haus to Gerhard Höhl, 
9 April 1991.

11 Letter from André Gürtler to Linotype AG Günter Zorn, head of 
typeface development, 29 December 1990.

12 Linotype AG internal note from Gerhard Höhl to M. Tannrath, 
22 July 1991. 

13 Booklet with two inlaid pages, handmade paper, A4, twoco
lour, blackred, blind embossed.

14 According to Otmar Hoefer’s memo of 20 May 2008, the eight 
pages with test versions of various type faces were subjected 
to  evaluation by a client survey in 1993. On the basis of the re
sults, Linotype Didot Openface was not implemented. In addi
tion to Didot, the typefaces Herculanum, Notre Dame+, Grace, 
Koch Antiqua+, Pine, Terazzo and Noodles are shown on the 
eight  sheets. The first three were implemented shortly there
after.  They appear in the 1996 Linotype catalogue. The remain
ing four, however, do not. Pine first appeared in 2003 as Lino
type Pine.

15 Jonathan Hoefler created his HTF Didot in 1991 in response to 
a commission from  Harper’s Bazaar magazine. It was first used 
in 1992. Hoefler was contacted because, until that time,  there 
had been no Didot on the American market for modern type
setting machines. Linotype Didot, which was released in Europe 
in 1991, only made it to the American market in 1992. Hoef ler 
pointed out that HTF Didot was not derived from Fru tiger’s 
Linotype Didot. – Emails from Jonathan Hoefler to Heidrun 
Osterer, 16 August 2006 and 6 December 2006.

16 Pierre Didot had composed his print ed works in the typefaces 
of his brother Firmin, until he established his own foundry, in 
collaboration with the punchcutter Vibert, in 1809 – See Gustav  
Bohadti, Von der Romain du Roi zu den Schriften J. G. Justus 
Erich Walbaums, Berlin / Stuttgart 1957, page 19 ff.

Herculanum   a370
1 The International Typeface Corporation (ITC) was founded in 

1970  by Aaron Burns, Herb Lubalin and Ed Rondthaler. Its aim 
was  to make typefaces available independently of any setting 
system. Designs were bought from type designers, and very 
successfully sold via licensing to type manufacturers. From 1973  
to 1999, ITC published its magazine U&lc (Upper and lower 
case)  as a marketing tool. In 1986 ITC was bought by Letraset 
and in 2000 it was taken over by AgfaMonotype. The ITC  
library still exists today. – See http://de.wikipedia.org/wiki/ 
International_Typeface_Corporation (May 2008).

2 From 1980/81 onwards, Prof. Peter Rück (1934–2004) held a  pro
fessorship for historical ancillary sciences and archiving science 
at Philipps University Marburg (Germany). In 1990 Linotype 
asked him to develop a palaeographic evaluation of the first  
six type designs for the ‘Type before Gutenberg’ project. He 
participated in a project meeting at the beginning of June 1990 
at Linotype AG in Eschborn. Peter Rück sent his comprehensive 
analysis of the six calligraphic designs (dated 10 July 1990) to 
Günter  Zorn, the Senior Department Manager at Linotype. In 
his  accompanying letter he wrote, “I hope you don’t mind that 
I discuss and criticise the designs in as objective a manner as 
possible. I’m fully aware of the fact that a company like Linotype 
has to take into account aspects other than just historical ones 
when launching a new product. However, my task was to give 
my  opinion as a palaeographer and not as a marketing strate
gist.” – For a biography of the Swiss paleographer Peter Rück 
see www.peterrueck.ch/cv.htm (May 2008).
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3 In order to avoid the overhangs of script type from breaking off  
the metal body, casting type with matrices cut at an angle was 
introduced by Firmin Didot in the 19th century. – See Gustav 
Bohadti: Die Buchdruckletter. Ein Handbuch für das Schrift
giesserei und Buchdruckgewerbe, Berlin 1954, page 156.

4 For the presentation of his project proposal Adrian Frutiger 
compiled a fivepage report with the title Type before Gutenberg  
in October 1989. In the introduction he stated that handwritten 
letterforms had a fascinating expression and that many of these 
faces could easily be adapted to modern setting technologies.

5 A first version of HammerUnziale was cut as early as 1923/24 
and registered by Schriftgiesserei Klingspor in 1925. As can be 
seen  from his correspondence with Karl Hermann Klingspor, 
Victor Hammer considered a later reworked version, American 
Uncial, which was released in 1953, a big step forward. – See 
Hans Adolf Halbey, Karl Klingspor – Leben und Werk, Offen
bach am Main 1991, page 134 f. – Victor Hammer’s goal was 
different from that of the ‘Type before Gutenberg’ project. He 
believed that uncial was the most readable and harmonious 
letterform and set out to create the perfect version. He was not 
making calligraphic typefaces per se. Statements by Hammer 
about uncial can be found in a small booklet by The Typophiles 
and also in a twovolume book published by David R. Godine.

6 See Hans Eduard Meier, Die Schriftentwicklung /  The Devel
opment of Script and Type / Le développement des caractères, 
Zurich 1959, Cham 1994.

7 See Adrian Frutiger, Schrift Ecriture Lettering. The develop
ment of European letter types carved in wood, Zurich 1951. –  A 
reprint of the booklet appeared under the title: Schriften des 
Abendlandes in Holztafeln geschnitten / Bois originaux illustrant 
l’évolution de l’écriture en Occident / The Development of West
ern Type carved in wood plates, Cham 1996.

8 The association Schreibwerkstatt Klingspor Offenbach, För der
kreis internationaler Kalligraphie e. V. (Lettering Workshop 
Kling  spor Offenbach for the Development of International Cal
ligraphy) was founded in 1987. Its predecessor was the Schreib
werkstatt für Jedermann (Lettering Workshop for Everyone), 
founded in 1982 by Karlgeorg Hoefer and his wife Maria. In 1946 
Karl  georg Hoefer started his post as ‘teacher for typography’ 
at Werkkunstschule Offenbach, Germany. Towards the end of 
his 33 years of teaching he became professor in 1979. Like 
Hoefer, Gottfried Pott and Herbert Maring ran courses and work
shops on calligraphy. – See www.schreibwerkstattklingspor. 
de – and www.kghoefer.de/KgHoefer_Lebensabschnitte.html 
(May 2008). 

9 Statement by Otmar Hoefer about the ‘Type before Gutenberg’ 
project, from an internal memo of Linotype AG from 24 January 
1990, page 1.

10 ‘Paläographische Bemerkungen zu Type before Gutenberg von  
Professor Dr. Peter Rück’, Philipps University Marburg Germany,  
Expert Evaluation dated 10 July 1990, page 1.

11 The 16page brochure Type before Gutenberg exists in different  
versions. The 1990 version by Linotype AG did not yet contain 
the  alternative characters for Herculanum. In the 1991 version 
by Linotype Hell AG three alternative glyphs are prominently 
displayed on page 5. 

12 At the beginning of the development of the Renaissance type
faces, there were many transitional forms, which are subsumed 
under the term ‘GoticoAntiqua’. “This collective name there
fore does not refer to typefaces of a particular drawn style, but 
to a whole group of types in which are contained elements of 
both  styles to varying degrees. This also includes types which 
still feature obvious gothic characteristics, as well as others 
whose  gothic origins are often debatable …” And four pages 
further, František Muzika wrote: “In its motherland  Italy, the 
GoticoAntiqua was replaced very early as a handwriting style, 
and as a typeface it appeared very spontaneously. However, it 
featured almost no gothic characteristics, so that its  attribution 
to this class of typefaces is still a controversial one.” – František 
Muzika, Die schöne Schrift, vol. 2, Prague 1965, pages  92, 96.

13 ‘Paläographische Bemerkungen zu Type before Gutenberg von 
Professor Dr. Peter Rück’, Philipps University Marburg Germany, 
Expert evaluation dated 10 July 1990, page 3.

14 See Jean Mallon, Paléographie romaine, Madrid 1952, page 
174.

15 ‘Paläographische Bemerkungen zu Type before Gutenberg von 
Professor Dr. Peter Rück’, PhilippsUniversity Marburg Germany,  
Expert evaluation dated 10 July 1990, page 3 f.

16 Herculaneum (Latin Herculanum) was an ancient city (the re
mains of which still exist) at the western foot of Mount Vesuvius  
in Italy. It is located nearby (and partly underneath) the modern
day  seaside town of Ercolano. According to legend, Hercula
neum  was founded by Hercules. In 63 AD an earthquake de
stroyed the  elegant villas of Herculaneum and only 16 years 
later, in 79 AD,  Herculaneum and Pompeii were buried through 
a volcanic eruption. In 1709 Herculaneum was rediscovered by 
chance.  – See Brockhaus Enzyklopädie in vierundzwanzig Bän
den, vol. 9, Mannheim 1989, page 696.

17 In Karl Schmid’s course at the Kunstgewerbeschule Zurich 
Frutiger created several plant motifs carved in wood (1949). – 
See  Erich Alb (ed.), Adrian Frutiger – Forms and counterforms,  
Cham 1998, page 16 f.

18 ‘Paläographische Bemerkungen zu Type before Gutenberg von 
Professor Dr. Peter Rück’, Philipps University Marburg Germany,  
Expert evaluation dated 10 July 1990, Appendix 2.

19 See www.linotype.com (May 2008).
20 See www.adobe.com/de/type/ (May 2008).

Shiseido    a378
1 Serge Cortesi completed a twoyear advanced typography 

course under HansJürg Hunziker among others at the Atelier 
National de Création Typographique (ANCT). Through them he  
subsequently worked as a freelancer for Adrian Frutiger on the 
Shiseido alphabet and other smaller projects, and also helped 
support Bruno Pfäffli on jobs for Frutiger. From an email from 
Serge Cortesi to Heidrun Osterer, 27 May 2008. – See www.
sergecortesi.com (May 2008).

2 Atelier National de Création Typographique (ANCT), later the 
Atelier National de Recherche Typographique (ANRT), an insti
tute founded in 1984 in Paris for the advancement of typogra
phy and transferred to Nantes about 2002. It was closed in 
2006. Aside from HansJürg Hunziker, other wellknown lectur
ers were  André Baldinger, Albert Boton, Peter Keller (director 
after 1990) and Jean Widmer. From a telephone conversation 
on 16 June 2008 between Peter Keller and Heidrun Osterer. 

3 Shinzo Fukuhara, son of company founder Arinobu Fukuhara, 
travelled for years through America and Europe, which made a  
great impression on him. This was evident in his aesthetic ap
proach to product design and advertising which was previously  
unknown in Japan. In 1916 he formed a design department com
posed of young people who exclusively dealt with advertising 
and design, despite the fact that Shiseido only had one single 
cosmetics outlet at the time. The design was heavily influenced 
by Art Nouveau, and also by Art Deco and arabesque elements. 
Their creative interpretations of European design steadily devel
oped into the Shiseido style. – See www.shiseido.co.jp/e/story/ 
html/sto21600.htm (May 2008).

4 Serge Lutens, whose professional training consisted solely of 
an  aborted hairdressing apprenticeship, worked for Vogue 
from   1963 and for Dior from 1968, before being able to trans
form his visions into reality at Shiseido starting in 1980. Under 
his  directorship the company received a new image as well as 
expanding its range of perfumes. Lutens himself created the 
fragrances and installed the inhouse shop ‘Les Salons du Palais  
Royal Shiseido’ in Paris, where the perfumes were sold. – See 
Renate Wolf: ‘Betäubend’, in Die Zeit, no. 40, Hamburg 1996, 
page 91. – See http://en.wikipedia.org/wiki/Serge_Lutens (July 
2008).

5 On a 1966 poster entitled ‘Beauty Cake’, Peignot is used for  
the  headline. – See www.shiseido.co.jp/e/story/html/sto21600.
htm (May 2008) .

6 Small package with multicoloured illustrations for the Shiseido 
beauty salon. – See Graphis, no. 122, vol. 21, Zurich 1965, page 
503.

7 According to a conversation between Helmut Schmid and 
Philipp Stamm from 22 February 2005 in Basel, and also an 
email from Helmut Schmid on 22 August 2005.

8 Telephone call conversation 30 January 2007 with Ms Tomoko, 
assistant creative director, Shiseido Paris.

 
Frutiger Capitalis a380
1 See the Linotype brochure Fonts in Focus 2, Bad Homburg 2006, 

page 4.
2 Adrian Frutiger wrote his memoirs between 1996 and 1998. 

They  are kept in the archives of the Swiss Foundation Type and 
Typography.

3 See Adrian Frutiger: Der Mensch und seine Zeichen, 3 vols., 
Frankfurt 1978, 1979, 1981. (Adrian Frutiger: Signs and sym
bols: their design and meaning. New York 1989.)

4 Fivepage letter from Adrian Frutiger to Otmar Hoefer, January 
1993.

5 The business plan drawn up by Anja Plowright of Linotype on 
19 June 1992 explains the intention of this pi font, its target 
market, competition and distribution. 

6 The eight groups are: ‘Signs from Various Cultures’, ‘The Song 
of Solomon’, ‘Christian & Religious Symbols’, ‘Crafts & Animals 
Signs’, ‘Signs of the Zodiac’, ‘Hand Signs’, ‘Vignettes for the Kor
an’ and ‘Life Signs’.

Pompeijana   a384
1 The survey ‘Paläographische Bemerkungen zu Type before Gu

ten berg von Professor Dr. Peter Rück’ (Palaeographic Remarks 
on  Type before Gutenberg by Dr. Peter Rück) from 10 July 1990 
lists two alternative names for Adrian Frutiger’s typeface Her
culanum, among which was Pompeii. The naming of Pompei
jana may have been influenced by this.

2 Based on the graffiti at Pompeii dating from the 1st century CE, 
today, Capitalis Rustica is generally placed prior to Capitalis 
Quadtrata.

3 Adrian Frutiger‘s angle specification is typographically orien
ted. It goes from an upright form with 0 degree, and not as is 
usual, from the horizontal. The slope of a cursive is defined by 
the angle of the pen, a steep pen angle, like that seen in Rusti
ca, produces a shallower slope. Anders Stan Knight, he writes 
that the vertical strokes of the rustica of ‘Vergilius Platinus’ are 
written at an angle of 80 deg., the curves at 60 deg. and the 
diagonals at 45 deg. – See Stan Knight, Historical Scripts, New 
Castle, Dela ware 1998, page 25. 

4 See Alfred Finsterer (Ed.), Hoffmanns Schriftatlas. Ausge
wählte Alphabete und Anwendungen aus Vergangenheit und 
Gegenwart, Stuttgart 1952, page 3. – See Albert Kapr: Schrift
kunst. Geschichte, Anatomie und Schönheit der lateinischen 
Buch staben, Dresden 1971, page 33. (English edition: Albert 
Kapr: Art of Lettering: the History, Anatomy and Aesthetics of 
the Roman Letter Forms, Munich 1983.) 

5 See Hans Eduard Meier, Die Schriftentwicklung / The Devel
opment of Script and Type / Le développement des caractères, 
Zurich 1959, Natick 1984, Cham 1994.

6 Pompeii, in Italian Pompei, lies southeast of Vesuvius and  
Naples. The ancient city was inhabited succesively by Oscans, 
Etruscans and Samnites, and became a Roman colony under 
Sulla. The city was badly damaged by an earthquake on 5 Feb
ruary 62 (or 63) CE, and had been only partially rebuilt when, 
on 24 August 79 CE, it was completely destroyed by a volcanic 
eruption, along with its neighbouring city of Herculaneum. See 
Brockhaus Enzyklopädie in vierundzwanzig Bänden, vol. 17, 
Mannheim 1992, page 349. 

7 See Adrian Frutiger, Schrift Ecriture Lettering. The Develop
ment of Western Type Carved in Wood Plates, Zurich 1951, Cham  
1996.

8 The conversation with Adrian Frutiger about Pompeijana was 
conducted by Erich Alb, Rudolf Barmettler and Philipp Stamm 
on 18 March 2003.

9 The enlarged copy of the Rustica written by Hans Eduard Meier  
forms part of the documents for Pompeijana donated by Adrian  
Frutiger to the Swiss Foundation for Type and Typography.

10 On the last page of his 48page booklet The Development of 
Script and Type, Hans Eduard Meier cites as the original for his 
version of Rustica a reproduction of ‘Vergilius Palatinus’ from 
the  book by Herman Degering. A G with a descender is the only  
exception. It is an embellishment found only on the last line of 
a page. – See Hermann Degering, Lettering, Berlin 1929, Lon
don 1965, page 29.

11 Virgile is classified as a display font on page 508, Carus and 
Pompeijana as Blackletter fonts on pages 6 and 23 respectively.  
 – See MaiLinh Thi Truong, Jürgen Siebert, Erik Spieker
mann, FontBook. Digital Typeface  Compendium, Berlin 2006.

12 In the ‘Font Book‘ a rough classification of the typefaces into the 
eight groups Sans, Serif, Slab, Script, Display, Blackletter, Sym
bols and NonLatin was used. In the 1963 Vox classification and 
in the DIN 16518 printing type classification, scripts that is, 
printing typefaces with a handwritten appearance are divided 
into two groups. Group VIII written scripts (scriptes) contain the 
current (Letters) and the chancery typefaces (Documentaires). 
Typefaces that were derived from antiquas or cursives that had 
been personally modified were placed in Group IX (handwrit
ten antiquas). A considerable component of this group are how
ever the historical book faces. Adrian Frutiger‘s Herculanum is 
assigned to Scriptes, while Ondine and Pompeijana and hand
written antiquas. – See MaiLinh Thi Truong, Jürgen Siebert, 
Erik Spiekermann, FontBook. Digital Typeface  Compendium, 
Berlin 2006. – See Georg Kurt Schauer, Klassifikation. Be
mühungen um eine Ordnung im Druckschriftenbestand, Darm
stadt 1975. 
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13 Parallel pathways can be discerned in the development of vari
ous types of script in Roman antiquity. A newer script would not  
automatically replace an older one; there would instead be an 
extension of the script’s characters. In addition, there were dif
ferent areas of use that existed sidebyside and in which the 
scripts would develop further according to the medium they 
were written on, and the implements used to write them. The 
areas can be clearly distinguished: inscriptions, book scripts 
and  scripts for correspondence. 

 As writing became faster, the majuscule scripts developed as
cenders and descenders and the angles of the letters became 
rounder.  Naturally, minuscule scripts developed first in the area 
of hastily  written scripts, the socalled Roman cursives. Towards 
the end of the 1st century CE isolated minuscule forms are found 
in ma juscule cursives. By the 3rd century CE these are much 
more prevalent. The Roman mixed book script of the 2nd and 
3rd centuries CE also exhibits these lowercase forms. A contin
ua tion  of this development can be seen in the Roman uncial 
of the 4th  and 5th centuries CE, and moreso in the halfuncial 
of the 5th century CE, where they dominate the composition. 
The contemporaneous book script, Capitalis Rustica, shows no 
lower case forms. The lowercase forms that are still in use today 
finally appear in the Carolingian minuscule of the late 8th cen
tury CE.

Rusticana   a390
1 See František Muzika, Die schöne Schrift in der Entwicklung 

des lateinischen Alphabets, vol. 1, Prague 1965, page 96 and 
table 11.

2  See Adrian Frutiger, Schrift Ecriture Lettering. The develop
ment of European letter types carved in wood, Zurich 1951.

3  See Pierre Quoniam, Le Louvre, Éditions de la Réunion des 
musées nationaux, Paris 1976.

4  Two thin files containing the original design drawings for Pom
peijana and Rusticana were passed on to the Swiss Foundation 
Type and Typography by Adrian Frutiger. Both were labelled 
‘Rustica’.

5  František Muzika named the script form that around 250–150 
BC featured fattened terminals ‘Roman monumental script, con
cave transitional’. – See František Muzika, Die schöne Schrift  
in der Entwicklung des lateinischen Alphabets, vol. 1, Prague 
1965, page 96.

Frutiger Stones / Frutiger Symbols   a396
1 Adrian Frutiger demonstrates his knowledge of the Mas d’Azil 

stones in the third volume of his trilogy Der Mensch und seine 
Zeichen, where they are depicted. – See Adrian Frutiger, Der 
Mensch und seine Zeichen. Zeichen, Symbole, Signete, Signale, 
Frankfurt 1981, pages 97, 111. – Adrian Frutiger, Signs and 
symbols: their design and meaning, New York 1989.

2 Harald Haarmann and Károly FöldesPapp classify them as  
me solithic (c. 10 000 to 6000 BC). Hans Jensen dates them 
from 12 000 to 8000 BC and thus as palaeolithic. – See Harald 
Haarmann, Universalgeschich te der Schrift, Frankfurt a. Main / 
New York 1991, page 63. – Károly FöldesPapp, Vom Felsbild 
zum Alphabet, Stuttgart 1966,  page 36 f. – Hans Jensen, Die 
Schrift in Vergangenheit und Gegenwart, Berlin 1969, page 30.

3 Adrian Frutiger in conversation with Erich Alb, Rudolf Barmett
ler and Philipp Stamm on 25 February 2002.

4 In an undated summary of Frutiger typefaces produced by Lino
type, it is presented under the working title Frutiger Pebbles.

5 See Adrian Frutiger, Der Mensch und seine Zeichen, edited 
by Horst Heiderhoff, 3 vols., Frankfurt am Main, 1978, 1979, 1981. 
– Adrian Frutiger, Signs and symbols: their design and mean
ing, New York 1989.

Frutiger Neonscript a400
1 Adrian Frutiger, 26 January 2001, in conversation about Ondine  

with Erich Alb, Rudolf Barmettler and Philipp Stamm.
2 Adrian Frutiger wrote in his memoirs that he was introduced to  

Niklaus Imfeld by Kurt Wälti. The latter was working for the sign
age department of the Swiss post office, in collaboration with 
Westineon. When Imfeld learned that Wälti was in touch with 
Frutiger, he asked to be introduced. Through the resulting 
friend ship Frutiger received contracts for the logo and typeface 
and was also appointed to Westiform’s board of directors.

3 Westineon, an offshoot of Westinghouse, an American electrical  
products company, produced highvoltage neon tubes. Today 
Westineon produces electrical lamps and lighting. The signage 
business has been taken over by  Westiform. – See www.westi
form.com (June 2008).

4 Due to fears about font and intellectual property theft, Westi
form is unwilling to give any further information on Frutiger 
 Neon script and its use.

Nami   a402
1 Letter from Adrian Frutiger to Heidrun Osterer and Philipp 

Stamm 16 June 2007, containing sample strings of Nami.
2 The undersea SumatraAndaman earthquake of 26 December 

2004, with a force of 9.1 on the Richter scale, unleashed several  
tidal waves. The tsunami (Japanese, tsu: harbour, nami: wave) 
brought enormous devastation to Western Indonesia, Thailand,  
India and East Africa. It caused 230 000 deaths, injured 110 000 
and made more than 1.7 million people homeless. The term  
tsu  nami comes from Japanese fishermen who, returning from 
a fishing trip, found their harbour devastated, even though they 
had not noticed any unusual wave activity while they were at 
sea. – See http://en.wikipedia.org/wiki/Tsunami. – See http://
geology.com/articles/tsunamigeology.shtml (July 2008).

3 The flat curve junctures were already incorporated in sans serif  
types at the beginning of the 20th century – among others, in  
Morris Fuller Benton’s 1910 Art Nouveau typeface Hobo. Gill  
Sans (1928–32) also shows this distinguishing characteristic, but  
only in the lowercase b d p q. It is, therefore, mostly sans serifs 
derived from renaissance antiquas that show these flat curve 
junctures, often only in the lowercase b and q. In the 1980s, and 
more noticeably in the 1990s, typefaces with this characteristic 
appeared, marking a trend. How many and which of the letters 
a b d g m n p q r u were given this treatment varies between the 
following typefaces: FF Dax, Linotype Ergo, Fedra Sans, Formata,  
Generica, Lux Sans, PTL Manual Sans, DTL Prokyon, Raldo, FF Sari  
(Barmen), Sassoon Sans, Skia, Linotype Veto.

4 Linotype Veto, by the Zurichbased graphic designer Marco 
Ganz,  was released in 1994, originally under the name of Evo, 
from H. Berthold Systeme GmbH, the successor company to 
H. Berthold AG. – See Yvonne SchwemerScheddin, ‘Evo – A 
mirror of everyday culture’, in Typografische Monatsblätter TM 
1/1996, page 1 ff.

5 With FF Dax Hans Reichel continued the style of his 1983 type
face Barmen, which was reissued by FontShop International in  
1999 under the new name of FF Sari.
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“ The essence of a sign is like a pure tone in music.

 The exterior form, however, is what makes the sound.”

 Adrian Frutiger
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The medium font style refers to illustrations  
and picture captions.

A
Acier Noir 40
Advert 402
Agrofont 429
Akzidenz Grotesk, Berthold  

18 96 96 97 97 354 355 356 424
Albertina 138 146 146 147
Albertus 76 77 281
Aldine 190 192 194
Aldus 30 76 77 79 234 236 318 428
Aldus Nova 259
Algol 58 160—161 410 426 428
Alpha BP 214—216 336 337 410 427 428
Alternate Gothic 354
American Uncial 370 434
Améthyste 42 43 53 53 423
Anglaise 77
Antiqua, Linotype Mergenthaler 428
Antique Olive 53 92 279 281 281 352 355 355
Antique Olive Nord 427
Antique Presse 24 92 102 102 424
Antiques Italiques Latinés, Caractères 431
Antiques Latinés 26 29 29 308
Apollo 87 138—147 281 290 291 409 410  

411—417 425 429
Arcadia 432
Aristokrat 26
Ashley 77
Aster 424
Astrée 54
Augustea 34 34 76
Avant Garde Gothic 214 214 252 330 332 333  

333 335 336 336 340 432
Avenir 10 250 330—345 352 356 356 378  

409 410 411—417 413 432 433
Avenir Next  

259 330 334 336 338 342—345 361 433
B
Balzac 77
Bank Gothic 336
Barcelona 311 314 314 315 432
Barcode EAN-13 184
Barmen (Barmeno, Sari) 297 299 431 435
Barnum, P. T. 349
Baron 26
Baronesse 26
Basilia 242 242 243 429
Baskerville 54 76 77 236 236 237 261 305 310  

322 337 362 364 409 412 426 427
Baskerville — Photon / Lumitype  

74 77 78 79 79 80 82
Bauhaus, ITC 336 337 432
Bayer Shadow 422
Beauchamp 424
Behrens-Mediaeval 304
Behrens-Schrift 305
Bell 77
Bell Centennial 318 356 431 432
Bell Gothic 354 354 355 356 432
Bembo  

66 77 146 146 147 190 192 409 412 425
Beneta 374
Bernhard Gothic 412
Beton 76 162 168
Bifur 37 37 40
Blippo 337 432
Bodoni 54 60 74 76 77 77 78 79 80 118 121  

121 122 123 160 161 190 192 194 236 237  
237 238 276 286 302 304 305 305 310  
318 322 322 323 323 326 328 364 409 424  
427 428 431

Bodoni — Photon / Lumitype  
76 80 81 81 118 121 160 424

Bodoni, ATF 431
Bodoni, Bauer 305 428
Bodoni, Berthold 81
Bodoni, ITC 425
Bodoni, Linotype 121 364
Bolide 42 43 50 53 53 423
Boton 272 272 273
Bouygues, Alphabet 148—149 425
Brancher, Alphabet 230—231 410 428
Bravo 52

Breite Fette Grotesk 96
Breite Magere Grotesk 96 96
Breughel 275 276 286—295 322 348 409 410  

411—417 412 430 431 432
Buffalo Gal 350 350
Bulmer 431
Burroughs B2A 178
Busorama 337 432
C
Cable a Kabel
Caecilia 168 409 426
Caledonia 304 306 431
Caledonia, New 306 306 431
Calligraphiques noires 30 53 54 55 423
Calvert 272 272 273
Cameo Solid 398
Cancelleresca Bastarda 426
Candida 66 168 203 424 427
Caractères de l’Université 423
Caractères TVP 224 228 229
Caravelle 424
Carolina 374 374
Cartier 431
Carus 388 388 434
Caslon 310 322 409 422
Caslon — Photon / Lumitype  

74 77 79 80 85 424
Caslon, Adobe 97
Caslon, Founders 425
Centaur 77 141
Centennial, Linotype  

6 159 203 240 317 318—329 346 352  
409 410 411—417 412 429 432

Centre Georges Pompidou, Alphabet CGP  
223 233 248—249 410 429

Century 77 426 433
Century Expanded 78 204 322
Century Schoolbook 78 168 204
Chaillot 42 43 47 47 422
Chambord 297
Charter 431
Cheltenham 203 204
Chevalier 26 30
Choc 42 50 52 53
Churchward 432
City 77 430
Civilité  52 52
Clairvaux 374 374
Clarendon 77 77 118 120 120 121 148 162 168  

349 409 424 426
Claudius 13 14 422
Clearface Gothic 30 31 157
CMC 7 (Caractères Magnétiques Codés)  

175 178 178
Cochin 76 77
Colonia 157
Concorde (Adrian Frutiger / André Gürtler)  

18 129 130 150—155 192 224 227 227 250  
254 254 410 425

Concorde (Günter Gerhard Lange) 150 204
Contact 53 53 54
Cooper Black 428
Copperplate Gothic 30 156 156 378 422 426
Cornelia 431
Corpid 429
Corporate A·E·S 328 328 329 358 358 359 433
Cottonwood 349
Courier 428
Cristal, Initiales 29 41 42 43 43 423
Cursivium 426
Cycles 425
D
Daphnis 431
Data Seventy 336
Dax 402 404 435
Delta (Adrian Frutiger) 36—37 48 49 183 195  

296 297 299 402 402 403 422 429 430
Delta (Adrian Frutiger / IBM) 195 195 426 427
Demos 264 430
De Roos 77
Deutsche Schrift 305
Devanagari, Dev-nagari 86 206—213 427
Devanagari, Neue Frutiger 206
Didot 26 76 77 302 304 305 322 323 328 428  

431 433
Didot Antiqua 305
Didot Floriated Capitals 366
Didot Openface, Linotype 366 366 433

Didot, HTF 368 368 369 433
Didot, Linotype  

311 361 362—369 409 410 411—417 429 433
Didot, LP 368 368 369
DIN 248 429
DIN Mittelschrift 227
DIN Neuzeit 332 333
Documenta 175 218—219 410 427
Dolmen (A. Frutiger) 296—301 402 430 431
Dolmen (Max Salzmann) 297 297
Dom 77
Double Pica Ionic 120
Doubles Larges 54
Duc de Berry 374 374
E
E13B (MICR) 178 178
Eckmann 305
EDF-GDF, Alphabet 198—200 223 230 410 427
Edgware 424
Egizio 120
Egmont 304
Egyptian 505 30 126 126 127
Egyptienne — Photon / Lumitype  

83 138 141 237
Egyptienne F  

10 58 79 118—127 141 160 166 167 168 195  
408 409 410 411—417 425 429 432

Eight Line Egyptian Condensed 120
Elegant-Grotesk 432
Element-Grotesk 46—47
Engravers Roman (Hermes) 30 422
Eras 297 299 402
Erbar Grotesk 76 335 335 336 432
Erbar Mediaeval 304
Ergo 257 429 435
Etoile 54 76
Euphorion 431
Europe (Futura) 26 42 54 88 93 95
Eurostile 336 412
Evo 435 
Excelsior 130 133 133 168 203 203 204 204  

318 322 409 427
F
Facom, Alphabet 220—221 230 410 427
Fago 106
Fairfield 306 306 431
Falstaff 77
Farrington 7BI 178
Farrington 12FI 178
Farrington 12L/12F 175 178 178
Federduktus 48—49 423
Fedra Sans 435
Fenice 328 328 329
Fichte-Fraktur 431
Figaro 349
Film, Initiales 40 422
Fine Line 248 249
Flora 430
Floride, Initiales 40
Folio 97 116 116 117 424 425
Formal Script 421 (Ondine) 50
Formata 435
Fournier 310
Franklin Gothic 96 352 354 354 355 358 409
Freeborn (Frutiger) 261
Friz Quadrata 34 34 281
Frontiera (Frutiger) 261
Frutiger 23 153 158 218 223 224 225 228 229  

233 250—267 279 279 297 299 301 301  
324 337 356 400 408 409 410 411—417  
412 413 429 430 432

Frutiger, Astra 266 267 410 430
Frutiger, F 256 256 259 429
Frutiger, Neue 250
Frutiger 1450, Neue 250
Frutiger Arabic 259
Frutiger Capitalis  

361 380—383 410 412 414 416 417 434
Frutiger Cyrillic 259 275 410
Frutiger Neonscript 10 400—401 410 435
Frutiger Next 250 255—261 429 430
Frutiger Serif 361 410
Frutiger Stones 361 396—399 410 435
Frutiger Symbols 361 396 397 399 435
Frutus (Frutiger) 261
Futura 26 76 77 88 92 100 214 216 224 330  

332 333 333 335 335 336 336 337 352 356  
412 427 432

G
Galliard 431
Garamond 65 77 78 79 112 141 141 142 250  

258 261 291 310 332 333 346 364 372 373  
409 426 431

Garamond, Adobe 66 80
Garamond, ATF 424
Garamond, Cambridge — Photon 80 80 424
Garamont 54 60 74 76 79 80 80 81 423 424
Garamont, Paris — Lumitype  

76 77 80 80 83 424
Garth Graphic 294 294 295
GE 59A-04 178
Generica 435
Gentleman 430
Gerstner Programm 424
Geschriebene Initialen zur Grotesk 105 400
Gespannte Grotesk  

157—159 183 193 301 301 402 426 427
Gilgengart 428
Gill Cameo Ruled 47
Gill Sans 150 153 153 155 193 332 333 335 335  

412 424 427 435
Gill Sans Shadow 38 40 41 44 422
Glypha 233 255 268—273 408 409 410  

411—417 414 430 432
Golden Type 431
Goudy Sans 30 31
Grace 433
Granjon 77
Graphique 38 41
Gras Vibert 424
Grosse Sans Pareille No. 206 368
Grotesque 77 354 354
Grotesque, Berthold 96 422
Grotesque, Monotype 96
H
Haas Grotesk, Neue 97 116 424 425
Haas Unica 97 97 424
Hamlet-Type 429
Hammer Unziale 434
Hammer Unziale, Neue 370 374
Haverhill 426
Helvetica 97 97 102 116 116 117 214 234 238  

239 250 256 256 318 319 323 352 356 409  
424 425

Helvetica, Neue 106 425
Helvetica Flair 425
Helvetica GX 105
Herculanum 361 370—377 380 384 390 410  

412 414 416 417 433 434
Hermes 422
Hidalgo 433
Hobo 297 299 435
Hoffmann 382 402
Horatio 337 432
Humanist 777 (Frutiger) 250 261 261
Humanist Slabserif 712 (Egyptienne F)  

118 122 124 124
Hupp-Fraktur 305
I
IBM X9A-120 178
Icone 275 276—285 286 290 290 297 301  

408 409 410 411—417 413 430 432
Impressum 168
Imprint 424 429
Impuls 52
Industria 337 432
Initiales Antiques Filetées 40
Initiales Orientales Eclairées 40
Initiales Ornées 40
Insignia 337 340 340 341 432
Ionic 77 120 162 204
Iridium 6 23 203 233 234—243 291 311 322 323  

408 409 410 411—417 412 428 429 432
Iron (Iridium) 428
Ironwood 349
Italian 433
Italian Old Style 33
J
Jacno 53 53 76 422
Janson 54 74 77 79 80 426
Jenson 15 63 64 64 76 141 141 290 310 364  

373 412 431
Jeune Adrian 36
Joanna 168
Johnston Sans Serif (Railway Type)  

153 226 244 335 429

Index of typefaces
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 a d d e n d u m  439

Johnston, New 429
Juniper 349
K
Kabel 76 105 330 333 335 335 356 400 432
Karnak 268 430
Katalog 202—205 427
Kaufmann 400
Kavalier 26
Keedy Sans 337
Kleist-Fraktur 431
Koch Antiqua 433
Kompakt 428
Konturlose Schattenschrift 422
Kristall Grotesk 335 335 432
Künstlerschreibschrift 400
L
Latin 725 (Méridien) 60
Latin Condensed 29
Latin Wide 29
Latine 77
Latine (Méridien) — Photon 60 66 80
Latines Deuxième Série 308 310 311
Latines Grasses 28
Latines Noires, Initiales 28
Latins Étroits 29 308 310 310
Latins Larges 26 29 308 310
Latins Maigres 308 310 310
Latins Noirs 29
Latins Noirs Italiques 311 431
Latins Noirs Larges 29
Latins Noirs Serrés 29
LCD, Letraset 336
Legende 50 52 52 56 56 370 374
Lettres Latines 28
Libra 76 77
Lightline Gothic 354 354
Litera 340 340 341
Lithos 394 394
Lucida Sans 257
Lumina 422
Luna 422
Lux Sans 435
M
Madison 318 322
Manual Sans 435
Matt Antique 431
Maxima 96 97 424
Medici, Linofilm 428
Melior 120 126 126 127 133 203 204 427 428
Memphis 40 76 120 162 165 168 172 268 422  

425 426 430
Memphis Luna 38 40 41 44 44 422
Mendoza 412
Mercator 96 97 424
Mercurius 77
Méridien 6 22 24 29 40 42 43 50 51 58  

60—73 78 79 79 80 92 118 121 123 130 133  
133 140 141 141 142 158 237 237 254 279  
279 281 286 290 291 308 311 384 408  
409 410 411—417 423 427 429 432

Mesquite 349
Meta 257 257 358 358 359 409
Métro, Alphabet 244—247 254 410 429
Michelangelo 76 428
Microgramma 160 336 426
Mimosa 422
Minion 337
Mir 103 103 424
Mission 376 376
Mistral 49 50 52 52 53 77 400 400 423
Modern 424
Modula 337
Myriad 256 257 257 258 337 430
N
Nami 37 297 361 402—405 410 411 412  

414—417 424 429 435
Narziss 304 304
NCR C6000 178
Neo Vibert 424
Neuzeit (Grotesk) 332 333 335 432
New-nagari 206 210 210 211
News Gothic 96 352 354 354 355 355 356 358
Noodles 433
Noris Script 428
Normalschrift, VSS 266 267 430
Normande 76
Notre Dame 390 394 433
Novalis Antiqua 428

O
OCR-A 175 176 178 178 184 186 186
OCR-B 7 10 23 167 175 175 176—187 190 206  

218 219 234 409 410 411—417 414 426
OCR-Bczyk 186 186 426
OCR-F 426
Officina Sans 227
Officina Serif 426
Old English 64
Olympian 203 204 431
Olympic 424
Omnia 347 347
Ondine  

24 38 43 49 50—57 62 290 374 348 400  
410 411 412 414—417 422 423 429 434 435

Opéra 129 130—133 140 141 150 155 203 237  
290 291 410 425

Optima 77 157 158 159 279 281 378 379 428
Optima Nova 259
Oranda 426
Orly, Alphabet 134—136 224 410 425
Oron 103 103 424
Orpheus 431
P
Palatino 79 234 409 428
Palatino Nova 259
Palomba 56 56
Paris 77
Parisine 245
Peignot 37 37 40 54 77 134 136 223 378 379  

427 434
Permanent 96 97 424
Perpetua 74 77 77 79 127 133
Peter Schlemihl 431
Pharaoh (Glypha) 430
Pharaon 76 268 425 430
Phoebus, Initiales 9 24 29 38—45 47 60 400  

410 411 412 414—417 422 423
Photina 242 242 243
Pine 433
Plantin 76 424 425
Plastica 44 422
Playbill 346 349 350 350
Plaza 337 432
Poison Flowers, F2F 398
Polar Grotesk 432
Poliphilus 76 425
Pompeijana 361 372 380 384—389 390 394  

410 411 412 414—417 434
Ponderosa 349
Poppl Laudatio 284 284 285
Post Marcato 157
Praxis 264 264 265 430
Predilecta 430
Premier 336 337
Président, Initiales  

24 26—35 38 42 43 43 50 54 60 311 374  
410 411 412 414—417 422 423 424

Press (Times) 189 190 192 193 194
Pro Arte 426
Projekt, Linotype 257 429
Prokyon 435
Provencale 261
Pump 432
Pyramid 190 192 194 195 426
R
Railway Type a Johnston Sans Serif 
Raldo 435
Raleigh 294 294 295 431
Ratio-Latein 302 304 305 431
RCA 178
Recta 96 97 424
Reliq 376 376
Remington Rand NS-69-8 178
Riccardo 41
Rockwell 77 120 162 165 168 172 409 425 426
Roissy, Alphabet 23 134 183 223 223 224—229  

244 247 250 251 252 254 254 410 416  
428 429 430

Roissy-Solaris, Alphabet 224 228 229
Romain du Roi 311 431 433
Romic 284 284 285
Romulus Sans / Romulus Serif 153 153 426
Ronda 432
Rondo 76
Rosewood 349
Rotation 203 204 427 428
Royal Grotesk 96

Rund Grotesk 432
Russel Square 336
Rusticana 361 372 380 384 390—395 410 411 

412 414—417 435
S
San Marco 374 374
Saphir 428
Sari (Barmen) 299 431 435
Sassoon Sans 435
Saxo 432
Scarab 426
Schadow 120 165 168 172 172 173 426
Schelter Grotesk 96 354 355
Schmale Renaissance 28
Scotch Roman 431
Scribe 53 54 76 422 423
Segoe (Frutiger) 261 261
Semplicità 297 299 431
Semplicità Ombra 422 431
Serifa 6 24 162—173 268 269 270 272 408 409  

410 411—417 426 429 430 432
Serifen-Grotesk  

156 156 157 158 159 165 203 426 427 
Serpentine 336
Seven Line Grotesque 96 424
Shiseido, Alphabet 378—379 410 434
Siegfried 261
Signa 402 404
Silica 428
Simples Larges 30
Sirenne 425
Sistina 428
Skia 404 404 435
Sofia-Latin 424
Spartan 332 333 422
Spartan, Monotype 30 422
Spectrum 425
Sphinx 74 79 81 82 83
Stellar 153 153
Stone Sans 257
Stridon 40 41 41
Stymie 167
Super 432
Swift 429
Swiss 722 (Univers) 88 103 424
Syntax 14 150 153 153 155 157 159 234 258  

264 264 265 409 412 426 430
Syntax Lapidar 404 404
Syntax Lapidar Serif 394 394
T
Tamil Linear 206 213
Techno (Futura) 78
Tempo 424 434
Terrazzo 435
Textype 426
Thesis 106 257
Thomson 426
Tiemann-Antiqua 275 302—307 409 410 411  

412 414—417 431
Tiemann-Fraktur 305 431
Tiemann-Gotisch 431
Tiemann-Mediaeval 304 431
Tiffany, Initiales 29 30 422
Tiffany, ITC 422
Times 74 76 77 79 83 112 130 133 138 190 192  

195 255 261 318 322 323 324 378 409 424  
425 432

Times Europa 204
Times New Roman 189 204 322 323 427 432
Times Roman 77 80 302 319 322 431 432
Today Sans Serif 257
Touraine 37
Trade Gothic 352 354 354 355
Trafton Script 76 77
Trajan 335
Transit 267 267 429 430
Trump Mediaeval 72 72 73
Tuscan 433
Two Line English Tuscan 433
Two Line Great Primer Egyptian 120 120
Two Line Pica In Shade 425
Two Lines English Clarendon 120 425
Two Lines English Egyptian 335 335 425 432
Two Lines Pica Antique 120 120
Typeface Five 432
Typeface Six 337 337 432
Typeface Two 337 337 432
Typogravure, Initiales 30 30

U
Umbra 40 41 44 44 422
Uncial, American  370
Univad 102 102 424
Univers 6 7 18 22 22 23 24 24 30 41 58 76 77  

79 80 82 83 86 87 88—117 118 120 121 122  
123 134 136 138 150 153 155 155 157 158  
158 160 162 165 166 167 170 179 183 189  
190—195 198 199 206 208 209 210 210  
214 218 219 220 221 224 226 236 245 246  
246 250 252 254 255 256 260 261 324 337  
352 356 378 400 408 410 412 413 424  
425 426 427 429 432

Univers, Berthold 109 246 246
Univers, Devanagari 206 209 211
Univers, Linotype 88 103 106 106—117 108 112  

259 361 409 411—417 413 424 425
Univers Cyrillic 87 233 411 424
Univers Flair 105 105 425
Univers Greek 87 103 103
Univers IBM Composer 189 190—195 426 427
Univers LT 250 252 258 258 259 260 361  

409 411—417
Univers Next 88
Universal (Herbert Bayer) 214 215 427 432
Universal (State Printing House, Prague) 432
V
Variex 337
Vectora  

158 159 317 352—359 409 410 411—417 433
Veljovic 311 314 315
Vendôme 60 61 72 72 73 77 409
Venture, Linofilm 430
Venus Egyptienne 168 172 172 173 426
Venus Grotesk 96 426
Verdana 431
Veronese 76 77
Versailles  

275 308—315 409 410 411—417 431 432
Veto 402 404 435
Vialog 227
Vieux Romain 76
Vignettes Elzéviriennes 366
Vignettes Style Didot 366
Vignettes XIXe Siècle 366
Virgile 388 388 434
Virtuosa 428
Volta 162 426
W
Walbaum 237 238 304 305 323 328 409
Wanted (Playbill) 349 350 350
Washington 337 434
Weiss-Antiqua 426
Westside 286 289 317 346—351 410 411 412  

414—417 433
Winkelmann-Antiqua 305
Z
Zurich (Univers) 88 103 109 109

55 ANHA2_02_DE_EN_2014_def.Druck.indd   439 20.02.14   00:00



440 a d d e n d u m

The medium font style refers to illustrations  
and picture captions.

A
accents 28 59 82 83 97 105 132 167 182 211  

234 245 254 378 424 430
Algol (computer language) 58 160
American gothics 352 354 354 355 355 358
ampersand sign (&)  

30 31 43 92 97 97 105 149 155 182 221  
260 290 322 323 397 414 415 416 417

angled matrices 370
Antiques 92
Apple Macintosh 317 433
Aramaic 208 208 209 427
archaic Roman capitals 36
art deco 434
Art Nouveau 26 49 64 244 245 297 299 308  

429 434 435
Arts and Crafts movement 294 304
ascender 10 33 49 52 56 60 65 73 81 82 83  

92 96 100 116 117 118 120 127 132 147 166  
173 203 209 214 224 227 228 243 254 259  
260 269 270 272 273 285 292 294 295  
315 329 333 334 341 346 349 352 355 355  
356 359 369 423 424 427 432 435

ATypI congress 1967, Paris 176 184 234
ATypI congress 1980, Basel 276 282 430
ATypI congress 1990, Oxford 281
ATypI congress 1991, Parma 362
B
baseline 25 28 33 50 55 58 91 123 126 223  

228 238 261 292 340 346 350 356 364 372  
376 387 388 397 414 416

Bauhaus 92 214 330 335 422 427 432
Bézier curves 7 286 311 361 361 430
blackletter  

14 76 77 370 388 410 422 423 426 434
block 26 32 32 40 60
Blower, Mergenthaler Linotype 324 432
blueprint 62 66 244 246 246 424
body size a also: type size  

32 33 82 86 129 150 276 312 356
body text / body copy 10 220 250 318 330  

333 336 338 340 378 432
body typeface 23 60 64 66 70 118 141 160  

203 214 250 252 255 256 256 258 262 276  
302 308 310 312 330 332 346 409 410 412  
412 413 413 416 416 428 431

book cut 252
book typeface  

118 142 146 175 256 378 410 416
border font 389 390 394 395
Brāhmī 208 209 427
bridge 242 342 343
Bristol board 20 24 24 28 38 60 85 91 93 95  

119 139 140
British Printer (magazine) 144 425
broad pen 14 16 48 48 49 50 51 53 56 65 66  

150 206 246 294 310 333 362 384 388 410  
415 423 427

business card typefaces  
26 30 30 33 60 88 118

C
CAD 282
Calam 206 207 212 427
Cancelleresca  417 426
cap height 10 24 47 56 59 61 65 73 80 81 82  

82 83 96 97 116 117 120 121 121 127 138 147  
150 167 167 173 186 243 247 248 254 254  
258 265 266 268 270 272 273 285 294  
295 315 329 340 341 352 355 256 359 369  
388 413 413 424 427

cap width 92 126 260 305 412
capital alphabet / all caps alphabet  

a majuscule alphabet 
capital letters 28 30 31 32 33 33 34 37 38 43  

50 52 53 56 61 63 65 66 88 92 96 97 118  
120 124 132 133 134 140 142 153 160 167  
176 178 178 179 180 182 182 183 186 186  
198 214 220 224 228 230 236 238 244 246  
247 251 254 260 264 291 294 297 305 310  
333 346 349 349 364 401 413 414 422 423  
424 427 433

capital letter typeface  
81 134 350 378 379 380 390 412

capital shape a uppercase shape 
Capitalis Monumentalis  

88 92 92 97 153 384 393 414 415 424
Capitalis Quadrata 384 387 388 434
Capitalis Rustica  

52 384 387 387 388 390 436 435
card / cardboard 24 50 51 138 2164 10 224 278
Carolingian minuscule  

52 64 64 206 374 374 435
casting device 95
casting machine — line-casting a line-casting
casting machine — single letter  

25 28 86 86 109 129 138 425
cathode ray tube (CRT) 26 50 60 74 88 109  

118 250 264 268 270 275 275 276 279 279  
282 286 290 292 302 305 306 306 308  
311 312 317 317 318 322 330 346 364 428  
430 431 432

cedilla 66 254 416
centreline 176 177 178 179 180 427
character set 10 50 53 60 79 96 97 102 138  

175 178 248 250 287 324 361 380 416 422  
429 430

character spacing a letter-spacing 
cicero 87 233 275 356
Clarendon typefaces  

126 168 349 349 426 431 433
Classificazione Novarese 284 430
classified composition 268
classified news 352 354
Code Morale 268 430
composition 25 38 102 150 167 176 189 190  

220 250 254 292 312 333 354 355 356  
404 426 428 432

connection (letter) 66 66 72 96 116 120 124  
126 126 133 133 141 146 167 264 323 323  
350 400 425

constant stroke 175 176 180 183 333
constructed typeface  

149 168 214 215 245 330 335 336 427
construction of a grid-based grotesque  

335 335
copperplate engraving 30 156
corporate design / corporate identity  

54 100 102 206 214 215 220 248 258 346  
427 429 432

corporate typeface 10 23 220 221 230 256  
328 336 352 358 378 410 427 428 429

counter 7 16 18 30 31 33 50 55 56 60 62 63  
64 64 65 65 66 72 72 81 81 82 87 88 91  
92 93 93 96 97 102 123 126 134 141 141 142  
148 149 155 159 167 172 176 178 179 193  
214 217 218 227 238 242 245 246 247 257  
260 260 264 264 272 284 290 292 294  
297 310 311 312 324 326 333 334 336 346  
352 355 368 380 380 382 387 388 388  
394 398 404 412 413 413 414 416 424 428  
429

counterform / counter shape  
18 31 65 237 311 390 398

counter space 32 43 64
counter width 93
counterpunch 24
cowboy typeface 346
CRTronic, Linotype 268 275 338 432
curve terminal / curve end 18 66 92 96 97 97  

146 152 155 156 158 159 159 186 202 216  
218 219 237 246 254 260 260 264 281 306  
308 309 310 310 311 314 314 332 340 340  
412 414 424

D
decorative typeface / script / weight  

50 56 76 168 210 284 348 366 366 384  
410 422 426 430

descender 10 33 52 60 65 66 67 73 81 82  
83 92 96 100 117 127 130 132 133 140 141  
141 147 166 172 173 182 183 203 209 212  
237 243 254 259 265 266 269 270 273  
285 292 294 295 305 315 329 334 341 346  
350 352 356 359 369 415 423 424 425 434  
435

design size 87 105 121 302 318 326 326 364  
364 365 366 368 425 428 432

Devanāgarī 206 208 209
diaereses 66 97 122 124 167 167 238
Diatype, Berthold 102 220 425 426
Die Zeit (newspaper) 302 304 305
die case 102

Digiset, Hell 109 275 430
digital setting / digital typesetting  

23 26 33 38 50 60 88 109 109 112 118 138  
162 176 206 234 248 250 255 268 276 286  
302 306 306 308 312 318 326 330 338  
343 346 352 354 356 361 362 370 378 380  
384 390 396 400 401 402 423 432

digitisation points 286 347
DIN 16518 56 77 77 284 410 422 423 426 434
display size 124
display typeface 138 268 284 297 322 330 337  

340 370 388 396 422 423 430 434
downstroke 16 33 34 38 43 52 55 60 65 66  

66 67 81 92 92 96 102 108 123 130 141 142  
146 248 278 279 279 281 284 286 290 291  
294 300 310 318 326 333 350 354 355 362  
376 376 382 384 387 394 398 402 403  
404 426

drupa 318 432
ductus 153 203 210 299 301 301 355 358 362  

370 372 373 374 412 428
duplexed 122 129 427 428
dynamic grotesque 157 159 358
E
Early Roman Cursive 371 372
ECMA-11 180 182
Egyptian typeface  

120 120 162 166 169 349 349 425 433
Egyptienne typefaces 26 76 77 118 120 121  

126 149 162 168 168 169 172 190 193 195  
195 203 268 290 346 349 349 358 423  
426 430 431 433

em square / em quad / em width  
82 82 83 86 87 193 275 277

enamel 246 247 247 406
esszett / sharp s (ß) 182 256 416 429
Executive Typewriter, IBM 429
extended type family 153 153 159
F
fantasy typeface  

26 38 50 60 118 160 322 336 349 370
Fantasy-Grotesque 336
final artwork 24 38 40 43 50 60 67 83 85 90  

91 93 95 105 119 130 138 139 140 141 155  
167 180 186 195 210 211 213 218 237 246  
248 278 287 297 297 299 346 347 349  
380 381 423 425

fit / fitting 65 124
Flower Power  282
flying accents 74 75 79 82 97 424
font size a type size 
foot serif 66 123 126 272 294 323 328 355 358
Fotosetter, Intertype 74
foundry type 26 29 34 44 47 50 52 53 56 61  

66 66 67 67 68 70 82 102 108 109 112 121  
138 142 146 162 167 170 223 268 276 302  
304 422 423 426

French Antiques 22 433
French Clarendons 349 384 428 433 433
frisket 138 236 238 280 282 429
G
Garaldes 76 77 423
Gebrauchsgraphik (magazine)  

166 169 170 428 432
geometric grotesque 224 330 333 432
Golden Section 64 65 65 92
golfball typewriter IBM  

23 184 189 189 190 191 192 193 195 427
Gothic minuscule 52 374 384 387 390
Gothic cursive 52 52
Gotico-Antiqua 372 373 432
Graphic 57 74
Greek lapidary script 32 92 92,103
grid 18 40 63 64 81 87 92 93 160 175 176 178  

219 226 228 233 233 238 275 275 276 291  
335 335 361 362

grotesque typefaces 7 18 22 26 150 155 156  
158 158 159 159 160 190 192 203 208 227  
244 245 256 257 258 259 291 297 299 330  
333 336 346 352 353 378 402 422 430 431

guillemets 310 311 417
H
hairline stroke 43 59 81 118 121 121 122 134  

236 242 242 306 318 328 362 368 370 378  
388 426

half unit / half em 81 82 82 93 153 155
half serif 34 72 202 215 226 227 242 308 310  

311 314 332 415

half-uncial 18 37 49 64 64 92 92 206 404 437
handsetting 24 24 26 34 38 41 50 54 60 66  

80 82 88 108 112 162 193 234 236 238 242  
306 361 426

Helléniques 28 308
hot metal setting 43 95 102 118 121 134 192 210  

236 254 302 312 356 361 364 370 428 432
Hulliger Schrift (handwriting system) 12 12
humanist minuscule 6 60 64 290 290
humanist typeface  

60 72 76 290 290 291 412 423
humanistic grotesque 192 264
I
Ikarus 275 275 299 317 361 428 431
imitation 255 257 261 362 372 373
incised typeface  

34 76 76 279 281 284 314 430
incunabula 146
Initiales 26 29 422
inline 203 304 304 422 432
inscriptional capitals 14 16 18 390
inscriptional roman / typeface / group  

34 76 156 156 284 335 392 410 412 414  
416 417

international phonetic alphabet 105
interpolation  

108 252 256 260 291 334 338 429 432
ISO 1073/II 175 183
Italic, true / real  

130 153 155 153 156 165 166 195 305 311
italic font / cut / version / typeface  

32 38 60 62 66 67 70 73 76 79 86  88 93  
95 104 109 122 123 127 129 130 133 134 136  
138 141 150  158 159 165 194 300 304 311  
311 362 365 366 368 369 415 417 417 423  
425

italic shape / italic form   
30 31 38 41 50 67 67 81 122 126 133 323

Italienne typefaces  
286 289 346 349 349 384 428 431 433

J
jobbing typeface  

10 22 23 26 28 30 40 40 43 49 50 53 54  
60 96 120 208 223 349 349 410 428 433

K
kerning  

25 32 122 129 195 227 247 302 312 423 432
L
Lapidari 284
lapidary script 32 92 92 103 380 380 382 430
laser font 252 254 255
lasersetting 26 50 60 88 102 109 317 118 250  

252 255 302 308 311 317 317 318 326 326  
330 338 338 346 352 353 354 361

latin typeface 22 26 27 28 28 29 29 30 32 33  
34 38 40 41 60 63 64 65 66 66 72 130  
258 278 308 310 310 311 311 314 346 348  
349 349 410 412 414 416 417 422 423 432

leading 10 58 141 227 228 246 262 262 266  
267 276 292 292 317

legs 34 44 88 94 96 116 155 167 172 219 254  
281 299 306 306 314 358 376 398

letter shape 18 24 33 34 38 59 72 82 88  
103 134 180 183 220 227 231 259 282 299  
337 364 364 370 384 387 388 392 402  
412 424 430

letter-spacing  134 136 142 150 155 183 198  
203 223 225 226 227 227 245 246 246 262  
262 267 267 299 312 336 356 391 427

letter-spacing system 246
letterpress font 176 180 183
ligature 25 26 28 31 32 33 50 54 55 66 67 67  

79 97 105 116 142 182 183 209 210 214 237  
244 245 260 304 305 322 323 323 336  
352 370 416 425 426 429 432

line width 87 279 292 356 380 382
line-casting 102 109 109 129 130 133 150 203  

224 233 234 236 238 318 302 306 318 322  
425 432

line-spacing a leading 
linear grotesque 330 333 333 335
lining figures 97 130 248 261 310 311 311 343  

404 416 431
Linocomp 429
Linofilm 102 233 233 234 238 240 425 427 428
Linotron 122 219 238 275 302 427 428 432
Linotronic 253 317 317 361 433
Linotype Express (magazine) 330 433
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Linotype control sign 274 299
Linotype Library  

33 250 255 267 338 429 430 432 433
LinoTypeCollection / Linotype Library Platinum  

Collection 258 258 314 322 324 324 353  
428 431 432 433

Littera beneventana 374
loop / looped 31 66 81 88 97 97 123 153 155  

155 172 210 210 237 264 290 291 310 322  
323 350 355 358 416 416

lowercase alphabet / typeface 37 86 247 333
lowercase letters 10 33 34 36 37 37 41 47 52  

60 81 96 102 132 141 160 175 178 198 214  
219 220 224 226 237 244 245 247 252 269  
291 305 310 322 333 340 346 350 378 318  
424 433

lowercase numerals a old style figures 
lowercase shape 30 31 37 38 40 43 49 52 53  

56 130 149 296 388 424 435
Lumitype (machine) 22 23 37 40 58 59 59 60  

63 67 67 70 74—85 88 95 97 102 109 109  
118 119 120 122 123 124 138 160 192 193  
234 236 237 254 276 286 362 413 423 424  
426 431

Lumizip 74
M
Machine de Direction, IBM 248 429
majuscule 134 153 155 156 179 182 216 227 227  

228 230 237 254 259 290 372 388 404 432
majuscule alphabet  

156 214 224 228 230 428 432
Manuaires (Vox Classification) 76 77 77
Mas d’Azil 396 397 435
masking film 138 236 428
matrix 24 24 25 25 28 58 59 79 86 86 87 87  

129 129 130 133 138 176 178 178 206 210  
210 234 236 238 299 324 361 364 428  
432

Médièves (Vox Classification) 76 77 77
Mergenthaler VIP 109 238
middle serif 146 306 309 415
minuscule 52 150 153 153 155 155 156 159 182  

216 218 226 227 227 254 255 259 260 264  
372 376 404

minuscule alphabet 156 376 428
minuscule shape 153 404 435
Monophoto 74 87 87 96 109 109 138 142 142  

144 146 192 425
monospaced typefaces 176 179 183 183 186  

189 190 191 218 219 224 228 229 260 426
Monotype Newsletter (magazine)  

95 144 424 425
Monotype Recorder (magazine)  

144 144 422 425
multiple master 158 159 257 337 426
N
neoclassical style 126 168 236 238 304 318
neoclassical antiqua 26 28 76 81 92 118 121 168 

190 236 236 237 237 242 292 302 304  
304 305 305 306 308 311 318 319 322 322  
323323 324 328 410 412 414 416 417 426  
428 430 431 432

neo-baroque typefaces 431
neo-gothic typefaces 305
Neo-Grotesk 424
neo-renaissance style 304
New Wave 252 227 337
O
oblique 56 72 102 103 104 104 105 106 116  

149 155 155 165 166 173 195 202 203 203  
210 226 236 242 250 252 255 257 258 259  
265 273 279 285 286 294 297 299 300  
311 315 333 336 336 338 341 352 359 372  
378 417 417 425 429 432

old style figures / numerals 97 138 142 195 235  
237 248 260 261 264 281 291 304 308 311  
311 318 323 343 354 404 416 425 431

old style typefaces 28 63 65 72 141 141 146  
168 168 169 264 279 284 322 324 346 349  
410 412 414 416 422 423 426 430

Olympic Games, Munich 100 109
Openface 366 366
OpenType 35 38 45 56 60 71 113 125 145 171  

187 206 241 250 261 263 271 283 293 307  
313 327 330 343 344 339 357 361 367 377  
380 383 389 395 402 405 416 430

Optical Character Recognition (OCR)  
160 175 176 178 186 219 361 426

optical correction 95 149 149 214 230 333 333  
335 335 338 340

Orientales 308
ornament 198 206 308 309 311 346 350 366  

366 390 394 422
outline 7 18 24 26 30 40 41 41 44 50 60 62  

80 104 108 129 149 149 167 175 180 209  
210 236 237 250 252 269 275 275 278 281  
282 286 361 367 380 396 398 424 427 432

overhang / overshoot  
25 32 32 54 59 66 102 366 434

P
Pacesetter, Photon 74
palaeography 370
panel 134 224 225 226 227 244 246 247 248  

249 267
pantograph 24 24 25 25 28 129 155 433
papyrus 372 372
paste-up 37 49 87 90 106 118 119 202 203  

203 226 252 278 281 282 296 297 300  
301 309 334 371 378 379 390 403 430

Petunia 423
phonetic characters 105
Phoenician  208 208 209 282
photocomposition 292 312 430
photogravure 236
Photon 58 59 60 63 66 67 67 74 76 78 80 81  

82 83 84 85 102 102 104 104 109 109 118  
423 424 431

Photon-Lumitype 26 33 37 54 58 58 74—85 88  
118 122 123 138 141 162 423 424 425 432

Photo -Typositor, VGC 105 423
pi font 434
point size 10 25 26 28 40 43 50 58 60 64 74  

80 82 87 88 102 121 124 170 189 189 236  
268 308 312 326 343 352 354 356 356 361  
364 364 365 366 368 380 413 424 428 433 

polarity profiles 321 432
poster typeface 50 96 169 268 349
PostScript 26 35 50 57 60 67 71 88 104 105  

113 118 123 125 138 145 162 171 176 187 234  
238 241 248 250 254 255 255 258 263  
268 271 276 283 286 293 302 307 308 313  
317 318 323 327 330 338 339 342 351 352  
357 361 361 362 366 367 370 377 384 389  
390 395 396 399 405 424 425 429 434

printing plate 54 58 86 310 317 431
proof 24 28 37 47 49 54 59 149 150 155 159  

193 195 203 253 297 299 302 425
proportional template 155 288
proportional typeface  

176 183 186 189 191 248 333
punch 24 24 25 25 28 59 74 95 118 129 155  

203 234 362 364 373 374 425 433
punchcutting  

129 150 206 209 212 238 252 428 433
R
renaissance typeface 26 28 63 64 76 77 153  

153 155 168 169 190 193 237 260 310 314  
324 372 417 422 426 428 430 431 434 435

Roman capitals 18 18 34 36 52 52 55 64 153  
214 333 390 393 402 402 404

Roman formal ordering principle   
34 88 92 335 335

Roman handwritten capitals 52
Roman majuscule cursive 50 52 372 372 435
Roman mixed book script 425 435
Rotofoto 74
Rotunda 77 374 374
rubylith foil 236 237 280 428
Rustica 349 384 385 387 387 388 388 434
S
Salon International des Techniques Papetières  

et Graphiques TPG 27 63 74 85 423
sample text 10 53 78 212 218 237 286 299 312  

333 356 387 391 430
Sanskrit 206 208 209 427
sans serif typefaces 26 37 40 88 92 93 96 96  

97 97 103 103 116 120 150 190  227 246  
250 276 279 284 297 297 299 330 333 335  
354 378 393 400 422 425 430

schoolbook characters 105 105
scraper board 77 95
script typefaces 30 49 50 52 53 56 56 76 76  

279 388 390 394 400 400 423 434
semantic differential 321 432
semi serif 66 66 124 133 140 142 146 172
semi-cursive 52 52

serif shape / serif form 28 29 34 43 60 65 67  
70 88 103 121 122 168 169 286 310 311 328  
346 348 349 422

serif transition  
120 168 268 294 320 346 347 349 433

serif typeface 18 92 133 259 290 333 428 430
side bearing 16 18 28 32 88 92 93 95 97 100  

129 238 276 290 387
single case typeface 36 37 47 422 427
slab serif typeface 118 124 126 149 160 162 168  

272 346 349 433
slur (ink gain) 150
small caps 28 30 31 32 33 33 80 105 105 121  

130 133 138 142 203 221 235 237 250 261  
281 302 308 311 312 318 326 343 343 352  
353 354 422 425 431

small cap figures 260 261 311 343
smoke proof a proof 
Solaris 228 229
specimen 26 27 28 29 29 32 32 33 38 40 40  

50 51 53 55 61 68 96 104 122 131 133 150  
151 155 165 168 170 209 304 308 324 326  
335 368 397 422 424 425 426 431

spur 33 44 116 118 124 141 146 149 166 167 172  
340 358 382 388 415

standard character set a character set 
standard typeface 97 228 266 322 426
Starlettograph 38 42 43
Staromat 43
Starsettograph 43 244
static grotesque 96 159 358 426 430
static typeface / static style  

120 124 126 168 193 272 328
stencil 95 155 320 323 347 349
stencil font 47 112 162 422
stress 18 64 65 66 72 126 155 159 169 172 236  

242 264 286 305 309 322 328
stroke contrast 18 26 28 43 44 49 52 96 102  

103 123 126 134 150 156 156 158 168 169  
180 193 210 210 211 236 242 259 260 264  
279 281 284 306 308 311 314 323 326 328  
354 355 368 378 379 384 388 388 413  
426 427 428 433

stroke weight  87 150 153 158 175 175 176 203  
226 246 248 250 254 254 255 258 259 262  
266 286 299 305 330 333 333 340 343  
373 373 376 384 388 413 413 429 430 431

stroke width 43 44 63 72 82 92 93 93 95 108  
116 126 138 146 149 172 180 242 248 264  
272 279 281 284 294 314 328 333 340 358  
368 378 379 396 422 424 426

stroke width contrast 108 116 146 172
stylus 372 372 376
swashes 38 40 105 422
Swiss Style / Swiss Typography 88 160 214 252
system curve of merit 176 178
T
tail 26 33 34 64 97 116 124 126 130 133 159  

166 179 183 219 227 248 254 306 310 314  
322 323 334 350 364 366 376 378 387  
388 394 403 414 424

Tamil  208 209 211 212
tapered serif / stroke / curve 65 72 167 214  

254 260 272 279 279 281 284 289 291  
308 311 314 343 376 393 393

teardrop serif / teardrop shape 64 65 66 66  
67 130 133 141 141 202 203 203 236 237  
237 242 306 306 308 310 311 323 368 415

Techno 337
template a also: stencil  

24 25 28 31 38 95 106 134 155 212 226 236 
266 286 288 308 372 428 429

test casting / sample cast 47 118 132 206 209
test setting / text sample  

31 61 65 121 130 156 159 211 212 366 431
text image / type image 10 15 18 23 96 166  

192 203 387 388 393 412 417
text typeface a body typeface 
tracking a also: letter-spacing  

65 79 83 268 272 323 423
Tuscan (Toscanienne) typefaces  

346 348 349 349 350 426 431 433
TrueType 35 57 60 71 113 125 145,171 187 241  

263 271 283 293 302 307 313 327 339 346  
351 357 361 367 377 378 389 395 399  
400 405 433

Type ’87 430
Type ’90 370

Type before Gutenberg 50 370 372 374 374  
380 384 390 394 433 434

type family 22 88 92 93 95 103 112 158 159  
165 224 259 260 268 336 352 354 358 413  
426 430 432

type casting a also: hot metal setting  
64 67 86 238 424 434

type selection meeting (Linotype) 250 281 286  
308 333 338 346 362 370 380 381 390  
396 430 433

type size a also: body size 28 32 58 76 82  
228 233 262 312 317 326 330 356 365 423

type style 22 26 120 166 230 308 312 402 413
typescript 175 185 425
Typesetter, ATF 423
typewriter 59 109 112 175 175 176 177 178 179  

183 183 189 190 192 193 195 233 426 429
typewriter typeface 82 192 248 333 426 427
Typografische Monatsblätter TM /  

Swiss Typographic Magazine STM  
22 23 66 70 88 92 95 95 96 97 98 100  
162 224 226 226 422–427 429 430 433

Typophane transfer sheets  
41 42 43 47 47 53 54 223 223 422 423

U
Ulano a rubylith foil 
uncial grotesque / uncial sans serif 37 402
uncial / Uncialis 18 18 30 43 52 52 55 92 96  

149 206 373 374 374 402 404 404 410  
417 422 423 434 435

uncial shape 37 49 56 297 402 
uncial terminal 92 92 311
uncial typeface 296 297
uppercase figures 261 404
uppercase alphabet 37 38 97
uppercase shape / capital shape  

30 31 38 52 67 126 148 397
uppercase letters 43 52 53 55 59 60 93 94 96  

96 102 118 123 130 149 167 169 172 175 226  
269 272 281 323 343 349 364 414 415

upstroke 67 97 116 123 142 146 236 320 328  
333 376

USASI standard 178
V
vector / vectorisation 7 80 275 276 286 308  

311 312 352 354 361 430
Vergilius Palatinus / Vergilius Vaticanus  

387 387 434
vignettes 309 311 366 366 434
Vox Classification 74 76 76 77 77 314 425 436
W
waisted stroke 16 153 153 156 156 158 227 237  

242 242 278 284 284 286 288 290 290  
294 299 300 301 308 321 323 354 355  
376 402 404 410 412 412

weight 10 18 20 24 26 37 60 73 76 88 92 93  
93 94 95 103 106 108 108 110 118 122 127  
138 147 158 164 165 167 173 192 208 210  
210 228 243 247 248 250 252 255 256 259  
259 265 273 285 295 301 311 315 329 333  
341 336 352 359 368 369

weight diagram / increments / gradation   
106 255 277 333 335 337 338 343 343

western typeface 246 350
width bar 246 246
width table 82 192
working drawing 123 238 247 253
X
x-height 47 56 56 60 72 73 81 83 93 96 97  

100 103 116 117 120 121 123 127 133 133  
146 147 165 173 228 243 254 254 259 265  
269 270 273 278 285 286 288 292 295  
315 318 322 322 323 328 329 333 340 340  
341 346 352 355 355 356 356 359 369 413  
424 427 428 432
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A
Aicher, Otl 100
Alb, Erich 7—10 38 423
Albers, Josef 432
Alisoff, Michael 74
Altenburger, Martin 429
Andreu, Paul 224 244
Arouet, François Marie a Voltaire
Arp, Jean 423
Austin, Richard 431
Averink, Leen 429
B
Baldinger, André 248 434
Barbé, Ichan 424
Barjau, Joan 36
Baskerville, John 76 77 362 427
Baudelaire, Charles 37
Bauer, Konrad Friedrich 116 162 424
Baum, Walter 116 162 424
Bayer, Herbert 214 215 422 427 432
Bean, Russell 432
Beauclair, Gotthard de 238
Beaumarchais, Pierre Augustin Caron de  

63 423
Becker, Jyll 396 397
Behrens, Peter 304 305 431
Benguiat, Edward 311 314 314 336 337 424 432
Benton, Linn Boyd 354 433
Benton, Morris Fuller  

31 204 297 299 336 352 354 424 433 435
Berès, Pierre 128 160 426
Bernard, … 81
Bernhard, Lucian 432
Berthaut, Jacques 224
Bézier, Pierre 430
Bilz, Silja 250 430
Birch, Alan 336
Bischof, Werner 422
Blanchard, Annette 424
Blanchard, Constance 294 431
Bockwitz, Hans 425
Bodoni, Giambattista  

76 77 81 81 190 322 362 423 424
Boge, Garrett 368 368
Bollwage, Max 427 432
Bosma, Jelle 426
Bosshard, Hans Rudolf 56 168 349 422 423
Boton, Albert 77 80 95 272 272 297 297 299  

402 424 434
Boucrot, Francis 427
Boyer, Stanislas 93
Brady, Fred 430
Brancher, Guy / Louis / Olivier / Pierre 230
Brâncusi, Constantin 261
Brand, Chris 138 146 146
Breitkopf, Johann Gottlob Immanuel 431
Bruegel, Pieter the Elder 431
Brignall, Colin 284 336 432
Brinckmann, Jürgen 388
Brody, Neville 337 337 340 340 432
Burke, Jackson 354 431
Burns, Aaron 370 423 432 433
Burri, René 424
Bush, Vannevar 58 423
Butti, Alessandro 34 34 336 428 431
C
Caflisch, Max 162 190 193 423 426
Calvert, Margaret 272 272
Carnase, Tom 214 252 330 334 336 337 432
Cartan, Élie Joseph  426
Carter, Matthew  

203 204 234 318 356 404 404 431
Caruso, Victor 337 432
Caslon, Henry 120
Caslon, William IV 96 335 335 422 425
Cassandre (Adolphe Jean-Marie Mouron)  

37 37 40 134 136 296 297 379 402
Celso, Annette 77 80 424
Chahine, Nadine 259
Chekoulaev, Alexei 103 103
Churchward, Joseph 432
Compton, Karl 423
Cone, Cherie 431

Confalonieri, Giulio 200 427
Cooper, Oswald B. 426
Cortesi, Serge 378 379 434
Crosby, Theo 214 427
Crossgrove, Carl 376 376
Cunz, Walter H. 203 234 238 428
Cunz, Wilhelm 428
D
Dair, Carl 431
Dawson, Richard 398
Degering, Hermann 434
De Vinne, Theodore Low 433
Delamarre, Nicole  

179 195 220 224 230 231 302
Devolz, Alfred 130 150 425
Didot, Firmin 26 76 77 322 362 364 365 365  

368 368 423 433 434
Didot, François 362
Didot, François Ambroise 362 433
Didot, Henri 362
Didot, Jules 368
Didot, Pierre 362 368 433
Didot, Pierre François 362
Didot, Pierre l’Ainé 366
Didot, Saint-Léger 362
Dooijes, Dick 424
Drescher, Arno 432
Dreyfus, John 97 138 141 142 144 423 426 428
Dubacher, Hans Peter 425
Duchamp, Marcel 425
Dürer, Albrecht 120
Dwiggins, William A. 306 306
E
Eames, Charles / Ray 427
Ebeling, … 244
Eberhard, Ernst 12 14
Eckmann, Otto 305 431
Ehmcke, Fritz Helmut 16
Eidenbenz, Hermann 38 120
Einstein, Albert 426
Erbar, Jakob 304 335 422 432
Excoffon, Roger  

49 50 52 53 281 281 299 352 355 400 423
F
Farey, David 398
Faulhaber, Erik 250 259 427 429 430
Ferguson, Arthur 74
Filacier, Jacques 428
Finsler, Hans 16 422
Firmin-Didot, Pierre 433
Fletcher, Alan 214 427
Földes-Papp, Karoly 435
Forbes, Colin 214 427
Franco, Eli 427
Friedl, Friedrich 8
Friedlaender, Henri 195
Friedman, Daniel 424
Friedman, Rob 431
Friz, Ernst 34 34 281
Frutiger, Charlotte / Erich / Johann / Johanna /  

Roland 12
Frutiger, Simone 330
Fruttiger, Walter 425 425
Fukuhara, Arinobu / Shinzo 434
Fuller Benton, Morris  

31 297 299 336 352 354 424 433 435
G
Ganeau, François 60 72 72
Ganz, Marco 402 404 435
Garamont, Claude 76 77 294 422 423 424
García, Mario 431
Garnier, Charles 431
Garth, Bill 58 84 294 425 431
Gaul, Aldro 423
Gaultier, Pierre 424
Gerstenberg, Rainer 8 422 423
Gerstner, Karl 97 424
Gill, Bob 427
Gill, Eric 40 47 77 153 153 168 193 335 422 425
Girard, Lucette 77 80 90 95 220 221 316 427
Glathe, Hans Wolfgang 433
Gottschalk, Fritz 88
Goudy, Frederic W. 30 31 33 156 156 354
Grandjean, Philippe 311
Grange, Kenneth 427
Granjon, Robert 52
Gray, Nicolete 28 44 433
Gréa, René 81 82 85

Greiman, April 337 424
Greisner, Walter 103 118 162 165 203 234 236  

237 238 268 424 425 426 428 429 430 431
Griffith, Chauncey H. 120 204 354 356 432
Griffo, Francesco 146 146 417
Groot, Lucas de 256 256 429
Gschwind, Erich 97 336 424 432
Guimard, Hector 244 245 429
Gürtler, André 18 30 97 109 126 126 128 150  

152 155 162 196 197 179 192 195 198 224  
242 242 336 362 364 370 392 424 425 426  
429 432 433

Gutenberg, Johannes  
6 18 24 25 63 64 64 370 372

Gutschi, Christian 321 432
H
Haarmann, Harald 429 435
Hammer, Victor 370 374 434
Hänni, Romano 422
Hanson, Ellis 431
Harak, Rudolph de 428
Harling, Robert 346 350 350
Hartmann, Wolfgang 162 165 268 426 430
Haus, Reinhard 103 106 159 250 255 256 258  

352 362 390 425 426 429 430 431 432 433
Hayter, John 372 372 373 373
Hediger, Karl 14 422
Heiderhoff, Horst 22 79 118 220 224 230 238  

240 282 290 291 322 427 428
Hekimi, Dara 183
Hesse, Hermann 12
Hiestand, Ernst 248 427
Higonnet, René A.  

58 60 74 84 162 423 426 431
Higonnet, René-Paul 162 190 426
Hoefer, Karlgeorg  

370 374 374 390 394 424 434
Hoefer, Otmar  

102 159 250 352 370 374 396 425 433 434
Hoefler, Jonathan 368 368 433
Hoffmann, Alfred 423
Hoffmann, Lothar  382 402
Hofmann, Armin 206 424 427
Hofstätter, Peter 321 432
Höhl, Gerhard 156 364 425 426 433
Hostettler, Rudolf 23 88 424
Hulliger, Paul 12 12
Hunziker, Hans-Jürg  88 105 195 224 228 229  

230 248 250 252 429 434
Hutchings, R. S. 422
Hutt, Allen 144
I
Imfeld, Niklaus 400 435
Itten, Johannes 432
J
Jackson, E. 429
Jacno, Marcel 40 43 47 47 53 424 423
Jalleau, Franck 388
Jammes, André 433
Jammes, Paul 362 433
Jannon, Jean 423
Jensen, Hans 435
Jenson, Dick 336
Jenson, Nicolas 15 18 63 64 65 76 77 141  

290 290 294 362 372 431
Johnston, Edward  

16 153 153 226 244 335 425 429
Jordi, Ernst 14 22
Jost, Heinrich 162
K
Käch, Walter 14 14 16 18 18 19 20 22 26 28 30  

31 32 37 49 53 60 64 65 65 66 77 88 92  
96 118 122 148 149 158 165 256 412 422 424

Kaczun, Alex 306 306
Kahn, Louis 207
Kämpf, Max 422
Kämpf, Max B. 14 18 422
Kandinsky, Wassily 432
Kapr, Albert 384
Karl der Grosse 206
Karow, Peter 270 275 428 431 432
Karzis, Nicolas 425
Keedy, Jeffrey 337
Keller, Gottfried 422
Keller, Peter 434
Kelly, Rob Roy 349 349 433
Kerfante, René 318 324 431
Kern, Fritz 190

Kettler, Howard 426
Kindersley, David 370
Klee, Paul 355 432
Kleukens, Friedrich Wilhelm 302 431
Klingspor, Karl 422 431
Klingspor, Karl Hermann 434
Knight, Stan 434
Knuchel, Franz / Leny 12
Kobayashi, Akira  

206 259 336 343 376 382 402 404 422 432
Koch, Andreas 429
Koch, Paul 14
Koch, Rudolf 14 105 305 335 335 400 422 430
Kohlhammer, Kurt 428
Kono, Eiichi 429
Krimpen, Jan van 153 153 426
Kuh, Hans 170
Kunz, Willi 424
Kurlansky, Mervyn 427
L
Lange, Günter Gerhard  

102 150 204 247 425 426 427
Langevin, Paul 426
Lanston, Tolbert 86 425
Larisch, Rudolf von 16
Le Corbusier (Charles-Édouard Jeanneret-Gris)  

330
Le Winter, Renee 294 431
Leonardi, Alessio 398
Leu, Olaf 318 319 322 322 432
Ličko, Zuzana 337
Lipton, Richard 382 402
Loewy, Raymond  425 427
Lord Dunraven 425
Lubalin, Herb  

214 252 330 336 336 337 432 433
Luidl, Philipp 330
Lutens, Serge 378 434
Lutz, Hans-Rudolf 88 95 100 107 226 424
M
Maag, Bruno 38
MacLean, Bonnie 430
Mallon, Jean 372 373
Mandel, Ladislas 74 77 80 90 95 102 102 103  

103 130 138 424 425
Manutius, Aldus 294 417 423
Maring, Herbert 370 374 374 434
Martin, Phil 105 425
Marx, Karl 424
Mason, J. H. 429
Matt, John 431
Meeks, Alan 432
Meier, Hans Eduard  

14 150 153 153 159 258 264 370 384 387  
388 394 404 404 426 434

Meili, Robert 77 80 85
Mendoza y Almeida, José 242 242
Mengelt, Christian 97 109 336 424 432
Mergenthaler, Ottmar 129
Meynell, G. 429
Middleton, Robert Hunter  

40 44 153 153 422 430 432
Miedinger, Max 116 424
Miggas, Steve 376 376
Miller, J. Abbott 432
Moholy-Nagy, László 432
Möhring, Hans 432
Molé 433
Molé le jeune 368 368
Morison, Stanley  

77 97 138 144 190 204 302 434
Morris, William 304 422 431
Mosès, André 427
Mosès, Louis 220 249
Motte, Joseph André 428
Mouchel, Marcel 28 47 60 66 118
Mouron, Adolphe Jean-Marie a Cassandre 
Moyroud, Louis M. 58 60 74 84 423 426 431
Mozart, Wolfgang Amadeus 63
Mühlemann, Werner 429
Müller, Fridolin 424
Mumprecht, Rudolf 220
Munch, Gary 429
Muzika, František 349 390 393 422 433 434 435
N
Nebel, Marcel 160
Neugebauer, Michael 340 340
Neukomm, Emil A. 30 52
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A
Adobe 50 57 60 71 88 102 104 105 109 109 

118 123 125 145 162 171 176 187 250 255 258 
263 268 271 276 284 308 313 318 327 330 
337 339 346 349 350 352 357 358 361 362 
366 370 377 384 389 390 395 399 423  
424 426 430

Aéroport de Paris  
134 135 136 224 228 274 274 425 429

Agence Arma Publicité 196
Agence Information et Entreprise 196
Agfa-Monotype 433
Air France 224 232 428
Aktiebolaget ADDO 426
Aldus Inc. 361
Allgemeine Gewerbeschule Basel  

a Schule für Gestaltung Basel 
Alphabet Innovations 105 425
Alphatype 109
Alte Pinakothek 250
American Bankers Association 178
American Newspaper Publishers Association,  

ANPA 58 423
American Type Founders ATF  

95 109 156 162 197 354 426 431 433
Amsterdam, Lettergieterij 316 424 433
Animation des Autoroutes Art et Archéologie  

316
Apple Inc. 361
ASD 274
Association de fabricants d’encre d’imprimerie  

196
Association des Sociétés Françaises  

d’Autoroutes 316
Association Française de communication 406
Association Typographique Internationale,  

ATypI 74 138 176 184 234 268 276 281  
282 352 362 423 430

AT&T 318 432
Atelier 96 406
Atelier Frutiger (Studio)  

126 149 150 160 162 170 176 190 195 197  
208 210 211 220 230 231 427 431

Atelier Frutiger & Pfäffli  
230 236 237 248 250 378 390 427 428

Atelier National de Création Typographique  
ANCT 378 434

Atelier National de Recherche Typographique  
ANRT 434

Atlantic Institute 316
Autologic 242 261 429
Autoroute Rhône et Alpes 316
Autoroutes du Sud de la France 274
B
Banks & Miles 429
Banque Européenne d’Investissement 232
Basler Schule a Schule für Gestaltung Basel 
Bauer & Co 424
Bauer Types 426
Bauer’sche Giesserei 162 165 165 170 170  

172 214 268 305 335 370 424 425 426  
430 432

Bauhaus, Weimar / Dessau  
92 214 330 335 335 336 337 422 427 432

Beaufour 197
Benrus Watch Company 428
Berès, Pierre — publisher 128
Berger-Levrault 63 74
Berliet 430
Berlingska Stilgjuteriet 432
Berthold AG 43 102 104 109 109 150 172 183  

183 220 244 247 268 299 305 354 422 424  
425 426 431 432 435

Berthold Systeme GmbH 435
Bezalel Academy of Arts and Design 424
Bildungsverband Schweizerischer Buchdrucker  

14 22
Bildungsverband Schweizerischer Typografen  

422
Bitstream 50 55 60 67 67 88 102 103 109 109  

118 118 120 122 123 123 124 124 162 171 173  
176 250 261 424 426 431

Blake & Stephenson a Stephenson, Blake & Co.

Neuss, Helmut 227
Newman, Bob 432
Nicholas, Robin 424
Noordzij, Peter Matthias 168 426
Norton, Robert 294 431
Novarese, Aldo  

34 34 120 284 328 336 424 426
Nowak, Helena 240 274
O
Olive, Albert / Marcel 423
Oron, Asher 103 103 424
Osgood, Charles E.  321 432
Ovink, Gerrit Willem 28 268 270 423 430
P
Pannartz, Arnold 373
Parker, Mike  

82 130 234 250 254 255 268 308 431
Patel, Mahendra  

206 210 211 212 212 213 425 427
Peignot, Charles 22 26 31 32 33 37 38 40 43  

47 49 50 52 53 60 74 76 79 84 85 88 93  
95 97 102 118 119 130 134 138 149 162 231  
240 423 425 426

Peignot, Georges 79 80 423 424
Peignot, Rémy 22 38 39 40 41 41 43 50 60 68  

75 93 95 95 100 308 423 424
Pfäffli, Bruno 9 88 89 95 101 130 134 151 170  

196 197 220 224 230 231 232 240 274 281  
360 390 393 425—430 434

Piano, Renzo 429
Pickering, William 422
Piel, Marc 429
Pischner, Wilhelm 333 432
Plowright, Anja 435 434
Poeschel, Carl Ernst 431
Poincaré, Jules Henri 426
Pompidou, Georges 429
Pool, Albert-Jan 426
Porchez, Jean-François 245 247
Pott, Gottfried 370 374 374 434
Preisendanz, Karin 427
Prince, Edward 431
Q
Quaranta, John 306 306
R
Ranc, Robert 22 176
Reichel, Hans 299 402 404 431 435
Reid, Whitelaw 322
Reiner, Imre 40 53
Renner, Paul 214 216 335 335 337 432
Richter, Heinz 322
Rieger, Bodo 318 321
Ritzel, Arthur 203 204 237 238 390 427 428
Rodenberg, Julius 304
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We would like to extend our thanks to all copyright holders  
and to those who have made books, magazines and other 
materials available to us. And we would similarly like to thank 
them for the right to reproduce the aforementioned material.  
All picture rights remain the property of the respective  
copyright holders. Any images that are not listed below were 
produced or reproduced by the authors. Unless stated otherwise, 
the first entry is the lender /owner of the image, the second  
the person responsible for its reproduction.

All material relating to Adrian Frutiger can be found  
(unless otherwise stated) in the archive of the Swiss Foundation 
Type and Typography, Bern.

We have tried, as far as possible, and with the information 
available to us, to make the picture copyright as easy as possible 
to trace. Should you require further information, please contact 
the authors.

Foreword
/01/ Photography: Hansueli Trachsel.

Career path
/01/ Adrian Frutiger.
/02/ from Bätschmann, Oskar. Schreibkunst. Schulkunst und 

Volkskunst in der deutschsprachigen Schweiz 1548 bis 1980. 
Zurich: Kunstgewerbemuseum der Stadt Zürich, Museum 
für Gestaltung, 1981.

/03/ Adrian Frutiger, Bremgarten / Bern.
/04/ Frutiger, Adrian. Die Kirchen am Thunersee. Interlaken:  

Otto Schlaefli, Buch- und Kunstdruckerei AG, 1948.
/05/ Davidshofer, Leo and Walter Zerbe. Satztechnik und 

Gestaltung. Zurich / Bern: Bildungsverband Schweizeri scher 
Buchdrucker, 1970. Photography: Philippe Karrer,  
Angelo A. Lüdin, Basel.

/06/07/ Adrian Frutiger, Bremgarten / Bern.
/08/ from Tschichold, Jan. Meisterbuch der Schrift.  

Ravensburg: Otto Maier Verlag, 1965.
/09/ January 1950. Zürcher Hochschule der Künste ZHdK,  

Medien- und Informationszentrum MIZ-Archiv. Museum für 
Gestaltung Zurich. Photography: Margo Koch-Ruthke. 

/10/ from Neue Graphik 12/1962.
/11/ Museum für Gestaltung Zurich, poster collection.
/12/ Lent by Leni Willimann-Thöny, Münsingen / Bern. 
/13/ Photography: Peter Stähli.
/14/ Käch, Walter. Rhythmus und Proportion / Rhythm and 

Proportion. Olten: Verlag Otto Walter AG, 1956.  
Photography: Philippe Karrer, Angelo A. Lüdin.

/15/16/17/ Käch, Walter. Schriften Écriture Lettering. Olten:  
Verlag Otto Walter AG, 1949. Photography: Philippe Karrer, 
Angelo A. Lüdin, Basel.

/18/ Fritz Kern. Photography: Philippe Karrer, Angelo A. Lüdin.
/19/ Adrian Frutiger, Bremgarten / Bern.
/20/ from Typographische Monatsblätter 4 (1970).
/21/ Typographische Monatsblätter 1 (1961); title page design: 

Emil Ruder. 
Ruder, Emil. Typographie. Sulgen: Verlag Niggli AG, 2001. 
Photography: Philippe Karrer, Angelo A. Lüdin.

/22/ from Frutiger, Adrian. Der Mensch und seine Zeichen, vol. 1. 
Frankfurt am Main: D. Stempel AG, 1978.

/23/ Frutiger, Adrian. Der Mensch und seine Zeichen, vol. 1.  
Frankfurt am Main: D. Stempel AG, 1978.  
Type Sign Symbol. Zurich: ABC-Verlag, 1980. 
Alb, Erich, ed. Adrian Frutiger — Forms and counterforms. 
Cham: Syndor Press, 1998. 
Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Président
/01/18/22/ St Bride Library, London.
/02/ from La France Graphique, no. 115 (July 1956).
/03/ from Deberny & Peignot: title unknown, n.d.
/04/ Adrian Frutiger, Bremgarten / Bern.
/07/ from Manuel Français de Typographie Moderne.  

Paris: Bureau de l’Édition, 1924.
/10/ Adrian Frutiger, Bremgarten / Bern.
/21/22/ from Deberny & Peignot. Initiales fantaisies.  

Lyon: Musée de l’Imprimerie, 1956.
/27/ Musée de l’Imprimerie, Lyon.

Delta
/01/ Museum für Gestaltung Zurich, poster collection.
/02/05/06/ Adrian Frutiger.
/07/ Photography: unknown

Phoebus
/01/02/09/12/21/ Photography: Philippe Karrer, Angelo A. Lüdin.
/03/ from Deberny & Peignot. typographie. c. 1957.
/05/ Adrian Frutiger, Bremgarten / Bern.
/07/ from Bertheau, Philipp. Buchdruckschriften im 20. Jahr

hundert. Darmstadt: Technische Hochschule, 1995.

Element-Grotesk
/01/02/03/ Adrian Frutiger, Bremgarten / Bern.

Federduktus
/01/04/ Adrian Frutiger, Bremgarten / Bern.
/02/ Photography: unknown.

Ondine
/02/ Adrian Frutiger, Bremgarten / Bern.
/04/ Photography: André Gürtler, Basel. —  

Gotische Halbkursiv from Bosshard, Hans Rudolf. 
Technische Grundlagen zur Satzherstellung. Bern: Verlag 
des Bildungsverbandes Schweizerischer Typografen, 1980.

/08/ Lent by Jean Mentha, Cortaillod.  
Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

/10/11/ Lent by Papiermühle Basel.
/12/ Illustration: St Bride Library, London.

Méridien
/01/03/04/05/06/07/08/ Adrian Frutiger, Bremgarten / Bern.
/02/38/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/09/ Beaumarchais. Le mariage de Figaro. Paris: Berger-Levrault, 

1957. Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/10/ André Gürtler, Basel.
/10/ André Gürtler, Basel.
/10/ André Gürtler, Basel.
/11/ from Johannes Gutenberg. Biblia Latina, Facsimile edition 

of the incunabula Inc. 1 in the Bibliothèque Mazarine, Paris.
/14/ from Tschichold, Jan. Meisterbuch der Schrift.  

Ravensburg: Otto Maier Verlag, 1965.
/15/ from Käch, Walter. Schriften Écriture Lettering.  

Olten: Verlag Otto Walter AG, 1949.
/36/37/39/ Swiss Foundation Type and Typography, Bern.
/41/ (left) Bibliothèque Forney, Paris; (right) Swiss Foundation 

Type and Typography, Bern.
/42/ Swiss Foundation Type and Typography, Bern.

Caractères Lumitype
/01/ Photography: Philippe Karrer, Basel.
/02/ from Caractère (December 1975).
/03/08/28/30/35/39/ Musée de l’Imprimerie, Lyon.
/05/ from Friedl, Friedrich. Typografie. when who how.  

Cologne: Könemann Verlagsgesellschaft, 1998.
/06/ Yves Perrousseaux, Reillanne.
/09/10/12/13/14/16/20/ Swiss Foundation Type and Typography, 

Bern.
/11/ from Techniques Graphiqes, no. 6/1957.
/40/ from Atlantis, 1954, no. 7.
/41/ from Burkhardt, Richard. grafische technik — heute und 

morgen. Stuttgart: Industriegewerkschaft Druck und Papier, 
1959.

/42/ from Imprimerie Nouvelle (June 1958).
/43/ Bibliothèque Forney, Paris. Photography: J-H. M.
/44/ Bibliothèque Forney, Paris. Photography: J. Mourreau.

Univers
/02/12/15/18/ from Typographische Monatsblätter 5 (1957).
/03/ Photography: Albert Boton.
/04/05/06/07/08/16/33/39/51/52/53/55/ Adrian Frutiger.
/09/ Photography: André Gürtler, Basel.  

Capitalis Monumentalis from: Muess, Johannes.  
Das römische Alphabet. Munich: Callwey, 1989.

/10/ from Frutiger, Adrian. Denken und Schaffen einer 
Typografie. Villeurbanne: Maison du Livre, de l’Image et du 
Son, 1994.

/17/41/42/ Musée de l’Imprimerie, Lyon.
/20/ from Schweizerische Verlagsdruckerei G. Boehm:  

Schrift und Druckproben. Basel, n.d.
/36/ Tania Prill Lutz — from Typographische Monatsblätter 9 

(1967).
/37/ Jean Mentha, Cortaillod and Alfred Hoffmann, Basel.
/38/ from Deutscher Drucker 3 (1972).
/40/ above: Ladislas Mandel, Le Paradou.  

Middle, bottom: Musée de l’Imprimerie, Lyon.
/43/45/ Linotype AG, Bad Homburg.
/44/ Monotype Images, Salfords, Surrey.
/46/47/ Papiermühle, Basel.
/50/ from Typografische Monatsblätter 1 (1988).
/54/ Photography: Erich Alb, Cham.
/57/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Egyptienne F
/01/03/ Adrian Frutiger.
/02/ Photography: Georges Dudognon — from Informations TG. 

no. 526 (November 1970).
/16/ Swiss Foundation Type and Typography, Bern.
/20/23/ Linotype AG, Bad Homburg.

Opéra
/01/02/03/04/07/ Ladislas Mandel, Le Paradou.

Alphabet Orly
/01/03/06/ Aéroports de Paris.
/05/ Ladislas Mandel, Le Paradou. 

Apollo
/01/03/04/05/ Adrian Frutiger. Monotype Images,  

Salfords, Surrey.
/02/14/ Monotype Images, Salfords, Surrey.
/06/ from Tschichold, Jan. Meisterbuch der Schrift.  

Ravensburg: Otto Maier Verlag, 1965.
/23/ Swiss Foundation Type and Typography, Bern.  

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/25/ from GutenbergJahrbuch 1971.
/26/ from Monotype Recorder 1 (1979). St. Bride Library, London.

Alphabet Entreprise Francis Bouygues
/01/02/04/05/06/07/08/ Adrian Frutiger, Bremgarten / Bern.
/03/ from Käch, Walter. Schriften Écriture Lettering.  

Olten: Verlag Otto Walter AG, 1956.

Concorde
/01/ Papiermühle, Basel.
/02/03/12/15/ André Gürtler, Basel.
/04/ from Muess, Johannes. Das römische Alphabet.  

Munich: Callwey, 1989.
/05/ from Caflisch, Max. Schriftanalysen, vol. 2.  

St. Gallen: Typotron AG, 2003.
/10/ André Gürtler, Basel. Photography: Philippe Karrer,  

Angelo A. Lüdin, Basel.

Serifen-Grotesk  / Gespannte Grotesk
/01/02/04/05/06/09/10/14/15/16/ Adrian Frutiger, Bremgarten.
/11/ Photography: Viktoria Juvalta.

Alphabet Algol
/01/ Bolliet, L., N. Gastinel and P. J. Laurent. Un nouveau langue 

scientifique algol. Paris: Éditions Hermann, 1964.  
Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

/03/ Adrian Frutiger, Bremgarten / Bern.

Serifa
/01/06/07/30/ Swiss Foundation Type and Typography, Bern. 

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/02/03/04/05/08/14/29/ Adrian Frutiger, Bremgarten / Bern.
/32/33/34/ Bauer Types, Barcelona. Design: Bruno Pfäffli.

OCR-B
/01/10/21/23/24/28/36/ Adrian Frutiger, Bremgarten / Bern.
/25/26/ from Bosshard, Hans Rudolf. Technische Grundlagen  

zur Satzherstellung. Bern: Verlag des Bildungsverbandes 
Schweizerischer Typografen, 1980.

/17/18/19/20/ ECMA. ECMA Standard for the alphanumeric 
Character Set OCRB for Optical Recognition. 1963.

/27/32/ Swiss Foundation Type and Typography, Bern.
/38/ from Arts et Techniques Graphiques no. 75 (1968).
/39/ Swiss Confederation identity card.
/40/ from Typografische Monatsblätter 11 (1974).

Univers IBM Composer
/01/ Swiss Foundation Type and Typography, Bern.  

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/07/08/14/ Adrian Frutiger, Bremgarten / Bern.
/09/10/11/ from IBM Journal of Research and Development,  

vol. 12, no. 1 (1968).
/12/ IBM. IBM ComposerSchriften. n.d.
/13/ Hans-Jürg Hunziker, Paris.
/14/ Adrian Frutiger, Bremgarten / Bern.

Alphabet EDF-GDF
/01/ from: Electricité de France Gaz de France. Memoires de la 

Communication. Paris, 1994. — www.edf.fr.
/03/08/09/ Electricité de France Gaz de France. La reception  

du public dans les unites de la distribution. Paris 1968. 
Photography: Philipp Karrer, Angelo A. Lüdin, Basel.

/04/05/06/07/ Adrian Frutiger, Bremgarten / Bern. 
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Katalog
/01/02/03/04/05/07/10/ Adrian Frutiger, Bremgarten / Bern. 
/08/ Swiss Foundation Type and Typography, Bern. 

Devanagari / Tamil
/03/ Photographer unknown.
/06/ Photography: André Gürtler.
/07/ from Typographische Monatsblätter 6-7 (1967).
/08/ Unknown publication.
/11/ from Monotype Corporation. Specimen Book of ‘Monotype’ 

NonLatin Faces. Salfords, Redhill: Monotype Corporation, 
c. 1972.

/13/16/17/18/19/22/23/29/ Adrian Frutiger, Bremgarten / Bern. 
/20/24/ Adrian Frutiger, Bremgarten / Bern.  

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/21/ Photography: Bruno Pfäffli, Paris.
/26/27/28/29/ Mahendra Patel.

Alpha BP
/01/09/ Adrian Frutiger, Bremgarten / Bern.
/02/ (left) www.bp.com; (right) from Graphics World 32 (1981).
/03/04/ from Graphics World 32 (1981).
/05/ 2014, ProLitteris, Zurich.
/08/ from Blackwell, Lewis. Schrift als Experiment. Basel: 

Birkhäuser Verlag, 2004.
/10/ Georg Staehelin, Ottenbach. Photography: Pentagram.
/11/ Photography: Pentagram.

Documenta
/03/ Adrian Frutiger, Bremgarten / Bern. 
/07/ Linotype AG, Bad Homburg.

Alphabet Facom
/02/03/ Adrian Frutiger, Bremgarten / Bern. 
/04/05/ Swiss Foundation Type and Typography, Bern. 

Alphabet Roissy
/01/02/28/ Photography: Erich Alb, Cham.
/03/05/06/07/08/10/11/13/14/19/20/21/22/23/26/  

Adrian Frutiger, Bremgarten / Bern.
/04/ Typographische Monatsblätter 1 (1977).  

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/09/ from Caflisch, Max. Schriftanalysen, vol. 2.  

St. Gallen: Typotron AG, 2003.
/25/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/27/ Photography: Jean-J. Moreau.

Alphabet Brancher
/01/ from Weidemann, Kurt. Der Druckspiegel, 12a  

(December 1961), Typographical supplement.
/02/04/ Adrian Frutiger, Bremgarten / Bern. 
/03/05/07/ Bruno Pfäffli, Paris.
/06/ from Caractère 1 (1967).  

From Informations TG, no. 578 (March 1972).

Iridium
/05/ Linotype AG, Bad Homburg.
/16/23/ Swiss Foundation Type and Typography, Bern. 
/17/ Gutenberg Bibliothek Mainz.
/22/21/ Adrian Frutiger, Bremgarten / Bern.
/25/ Adrian Frutiger, Bremgarten / Bern.  

Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Alphabet Métro
/06/08/09/10/11/13/14/15/ Adrian Frutiger, Bremgarten / Bern. 
/07/ Photography: Pio Corradi.

Alphabet Centre Georges Pompidou
/01/ Ernst Hiestand, Zurich.
/03/ from Widmer, Jean. Jean Widmer.  

Villeurbanne: Maison du Livre, de l’Image et du Son, 1991.
/04/ Hans Jürg Hunziker, Paris.

Frutiger
/04/ from Conways. Quick name a sans. London, n.d. 
/05/06/07/23/ Adrian Frutiger, Bremgarten / Bern. 
/24/25/33/70/ Photography: Philippe Karrer, Angelo A. Lüdin. 
/29/35/ Linotype AG, Bad Homburg. 
/30/ Swiss Foundation Type and Typography, Bern. 
/68/69/ from Schweizerische Normenvereinigung. Normalschrift 

für Signale, Zurich 1972. Photography: Viktor Stampfli.
/71/ from Schweizerischer Verband der Strassen-  

und Verkehrsfachleute. Strassensignale. Zurich 2002.
/75/  MetaDesign Berlin.

Glypha
/07/ from D. Stempel AG. Typefaces designed by Adrian Frutiger. 

Schriften von Adrian Frutiger. Caractères créés par  
Adrian Frutiger. Frankfurt am Main: D. Stempel AG, 1983.

Icone
/01/02/03/04/05/06/07/08/09/33/ Adrian Frutiger. 
/15/ Linotype AG, Bad Homburg. 
/28/ from Linotype Express 14 (1988).
/29/30/31/ from Der Polygraph, special edition 1988.
/32/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Breughel
/01/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/02/03/04/05/06/07/12/13/ Adrian Frutiger, Bremgarten / Bern. 
/08/ Photography: André Gürtler.
/09/ from Faulmann, Karl. Die Erfindung der Buchdruckerkunst 

nach den neuesten Forschungen. Vienna: A. Hartlebens 
Verlag, 1891.

Dolmen
/01/02/03/04/10/11/12/13/14/16/17/18/19/ Adrian Frutiger. 
/15/ Photographer unknown.

Tiemann
/01/ Die Zeit archive, Hamburg.
/02/ Gutenberg Bibliothek, Mainz.
/03/ from Die Zeit, 26 (1980).
/04/ from Die Zeit, 25 (1980).
/05/ Klingspor-Museum, Offenbach.
/08/ Adrian Frutiger. 
/09/ from Die Zeit, 40 (1982), 40 (1983).
/10/ from Die Zeit, 46 (1982).

Versailles
/01/02/03/04/05/06/ Adrian Frutiger, Bremgarten / Bern. 
/09/ from Deberny & Peignot. Title unknown, n.d.
/10/11/16/ from Deberny & Peignot. Spécimen Général, Tome II. 

Paris: Deberny & Peignot, 1926.
/24/ D. Stempel AG. Typefaces designed by Adrian Frutiger. 

Schriften von Adrian Frutiger. Caractères créés par  
Adrian Frutiger. Frankfurt am Main: D. Stempel AG, 1983. 
Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

/26/ from Linotype AG. LinoTypeCollection. Mergenthaler Type 
Library / Mergenthaler Schriftenbibliothek / Typothèque 
Mergenthaler. Eschborn bei Frankfurt: Linotype AG, 1987.

Linotype Centennial
/01/12/ Linotype AG, Bad Homburg.
/02/ Swiss Foundation Type and Typography, Bern.
/04/ Publication unknown.
/05/06/07/09/10/27/28/ Adrian Frutiger, Bremgarten / Bern. 
/08/11/ from Der Polygraph, 5 (1988), special edition.
/26/27/28/ Linotype GmbH. LinoTypeCollection — Mergenthaler 

Type Library / Mergenthaler Schriftenbibliothek / Typo
thèque Mergenthaler. Eschborn: Linotype GmbH, 1986.

Avenir
/02/14/15/16/45/ Adrian Frutiger, Bremgarten / Bern. 
/03/13/ Linotype AG, Bad Homburg.
/12/ from Der Polygraph, 4 (1989).
/21/ 2014, ProLitteris, Zurich.
/22/33/ from Typo. when who how. Cologne: Könemann 

Verlagsgesellschaft, 1998.
/23/24/ from Bertheau, Philipp. Buchdruckschriften im  

20. Jahr hundert. Darmstadt: Technische Hochschule, 1995.
/25/ from Hillebrand, Henri. grosse designer in der werbe

graphik band fünf. Munich: Schuler Verlagsgesellschaft, 
1971. 

/34/ from Wozencroft, Jon. The graphic language  
of Neville Brody. Munich: C. J. Bucher GmbH, 1988.

/39/40/ Swiss Foundation Type and Typography, Bern.
/59/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Westside
/01/02/03/04/05/06/07/ Adrian Frutiger, Bremgarten / Bern. 

Vectora
/01/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/02/06/07/20/ Adrian Frutiger, Bremgarten / Bern. 
/16/ Kurt Wälti, Urtenen-Schönbühl.

Linotype Didot
/01/03/ Paul Jammes, Paris.
/09/ from Tschichold, Jan. Meisterbuch der Schrift.  

Ravensburg: Otto Maier Verlag, 1965.
/14/ from Berry, W. Turner, Encyclopedia of Type Faces.  

London: Blandford Press, 1970.

Herculanum
/01/15/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/02/07/16/ Adrian Frutiger, Bremgarten / Bern. 
/03/ from Hochuli, Jost. Kleine Geschichte der geschriebenen 

Schrift. St. Gallen: Typotron AG, 1991.  
Photographs below: André Gürtler, Basel.

/04/ Steffens, Franz. Lateinische Paläographie.  
Fribourg: B. Veith, 1903.

/06/ from Muzika, František. Die schöne Schrift, vol. II.  
Prague: Artia Verlag, 1965.

/12/ Roman Uncials from Mittler, Elmar. Biblioteca Palatina. 
Heidelberg: Edition Braus, 1986. — Carolingian minuscules 
and Bastarda: Photography: André Gürtler, Basel. —  
Gothic minuscules from Bosshard, Hans Rudolf. Technische 
Grundlagen zur Satzherstellung. Bern: Verlag des 
Bildungs verbandes Schweizerischer Typografen, 1980.

Alphabet Shiseido
/03/05/08/ Adrian Frutiger. 
/07/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.

Frutiger Capitalis
/01/02/04/05/06/ Adrian Frutiger, Bremgarten / Bern. 
/03/ from Degering, Hermann. Die Schrift. Berlin: Verlag Ernst 

Wasmuth, 1929.
/07/08/ Swiss Foundation Type and Typography, Bern.

Pompeijana
/01/ Photography: Philippe Karrer, Angelo A. Lüdin, Basel.
/02/03/04/06/ Adrian Frutiger, Bremgarten / Bern. 
/05/ Photography: André Gürtler, Basel.  

Vergilius Palatinus und Vergilius Vaticanus from Degering, 
Hermann. Die Schrift. Berlin: Verlag Ernst Wasmuth, 1929. 

/08/ from Meier, Hans Eduard. Die Schriftentwicklung.  
Cham: Syntax Press, 1994.

/09/ from Korger, Hildegard. Schrift und Schreiben.  
Leipzig: Fachbuchverlag 1991.

Rusticana
/01/03/04/05/08/ Adrian Frutiger, Bremgarten / Bern. 
/02/ Museum für Gestaltung Zurich, Plakatsammlung.
/07/ Photography: André Gürtler, Basel. 
/08/ Réunion des musées nationaux, Paris.  

Adrian Frutiger, Bremgarten / Bern.
/09/ from Muzika, František. Die schöne Schrift, vol. II.  

Prague: Artia Verlag, 1965.

Frutiger Stones
/01/07/ Adrian Frutiger, Bremgarten / Bern.
/02/ from Földes-Papp, Károly. Vom Felsbild zum Alphabet. 

Stuttgart: Belser Verlag, 1966.  
Photography: André Gürtler, Basel.

/03/ Linotype AG, Bad Homburg.

Frutiger Neonscript
/01/ Klingspor-Museum Offenbach.
/02/06/ Adrian Frutiger, Bremgarten / Bern. 
/05/ Westiform AG, Niederwangen.

Nami
/01/05/06/07/ Adrian Frutiger, Bremgarten / Bern. 
/02/ Photography: André Gürtler, Basel.

For the illustrations in the technical parts we would like  
to extend our thanks to:
Fritz Antenen, IBM, Linotype AG, Monotype Imaging,  
Peter Karow, Musée de l’imprimerie Lyon, Polygraph Verlag 
Press Medien GmbH & Co KG, Wikimedia Commons  
(Ian Ruotsala).
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Biography adrian Frutiger awards and prizes Lectures
a selection

1928
Adrian Johann Frutiger, born 24 May 
in Unterseen, near Interlaken, Switzerland. 

1944—48
Typesetting apprenticeship at Otto Schlaefli AG, 
printers, Interlaken, Switzerland.

1944—48
Studied at Kunstgewerbeschule  
(School of Arts and Crafts) Bern, Switzerland.  
Lecturer: Walter Zerbe.

1948—49
Employed as compositor at Gebr. Fretz AG, 
Zurich, Switzerland.

1949—51
Further studies at the Kunstgewerbeschule 
(School of Arts and Crafts) Zurich, Switzerland. 
Lecturers: Walter Käch, Karl Schmid,  
Alfred Willimann.

1951—52
Studio with the scientific draughtsman 
Willi Urfer, Zurich, Switzerland.

1952
Married Paulette Flückiger from Porrentruy, 
Switzerland. 

1952—60
Employed as type designer  
at Deberny & Peignot, Paris, France.

1952—60
Taught at the École Estienne, Paris, France 
(training school for the graphic industries).

1954
Birth of son Stéphane, death of wife Paulette.

1954—58
Head of the Type Design Studio  
at Deberny & Peignot, Paris, France.

1954—66
Taught at the École Nationale Supérieure  
des Arts Décoratifs, Paris, France.  
Visiting lecturer until 1968.

1955
Married Simone Bickel from Geneva,  
Switzerland, a friend of Paulette’s.

1956
Birth of daughter Anne-Sylvie.

1957—67
Artistic director at Éditions Hermann, Paris, 
France. Publisher: Pierre Berès.

1958
Birth of daughter Annik.

1958
First journey to the USA, to Photon Inc.,  
to resolve problems caused by the reworked 
drawings for the Photon photosetting machine.

1958—60 
Artistic director at Deberny & Peignot, Paris, 
France.

1960
With Remy Peignot, founded and led internal 
Atelier de composition at Deberny & Peignot, 
Paris, France.

1961—65
Self employed, Atelier Frutiger, Place d’Italie, 
Paris, France.

1961—67
External artistic director at Deberny & Peignot, 
Paris, France.

1963—64
Taught at the École Nationale Supérieure des 
Beaux-Arts, Paris, France.

1963—73
Collaboration with ECMA, Geneva, Switzerland 
on the development of OCR-B and other 
projects.

1963—81
Consultant at IBM for typewriter typefaces; 
adapted existing typefaces for the golfball in 
Lexington, USA and Orléans, France. Instructed 
employees worldwide on type history and 
typeface development.

1965
First trip to Japan for an ECMA conference 
in Tokyo. On the return leg visited the National 
Institute of Design in Ahmedabad, India  
at the invitation of Armin Hofmann.

1965—68
Atelier Frutiger, Villa Moderne,  
à la Vache Noire, Arcueil, France.

1967
Three-week residency at the  
National Institute of Design, Ahmedabad, India.

1968—85
Worked as consultant to D. Stempel AG, 
Frankfurt am Main, Germany.

1969—74
Atelier Frutiger+Pfäffli, Villa Moderne,  
à la Vache Noire, Arcueil, France.

1972
Death of daughter Anne-Sylvie.

1974—92
Atelier Frutiger / Atelier Pfäffli, Villa Moderne, 
à la Vache Noire, Arcueil, France.

1980
Death of daughter Annik.

Since 1985
Consultant at Linotype, Eschborn and  
Bad Homburg, Germany.

1992
Moved to Bremgarten near Bern, Switzerland. 

2008
Death of wife Simone.

2013
Withdrawal from professional life.

1950
Federal Department of the Interior Prize, Bern, 
Switzerland.

1960
Advertising campaign award, given by 
De Arbeiderspers, Amsterdam, Netherlands, 
for the 1959 Citroën advertising campaign 
‘La joie de vivre’, designed in conjunction with 
Bruno Pfäffli.
 
1968
Chevalier dans l’ordre des Arts et des Lettres, 
Ministère de la Culture et de la Communication, 
Paris, France.

1970
Award in competition for ‘Most Beautiful 
Swiss Books’ with Bruno Pfäffli for Im Anfang —
Au commencement — In the beginning, 
Bern, Switzerland.

1971
Silver medal in competition for ‘Most Beautiful 
International Books’ with Bruno Pfäffli for  
Das Hohe Lied Salomos, International Book Art 
Exhibition, Leipzig, Germany.

1974
Honoured with a coat of arms by the city of 
Interlaken, Switzerland. 

1984
Paul-Haupt Prize from the city of Bern, 
Switzerland.

1986
Gutenberg Prize from the  
International Gutenberg Society and  
the city of Mainz, Germany.

1987
Gold medal from the Type Directors Club, 
New York, USA.

1989
Jäggi Prize from the Jäggi bookshop, 
Basel, Switzerland.

1990 
Officier de l’ordre des Arts et des Lettres, 
Ministère de la Culture et de la Communication, 
Paris, France.

1993
Grand Prix National de la Culture, Graphic Arts 
Section, Paris, France.

2006
SOTA Typography Award, The Society 
of Typographic Aficionados, Boston, USA.

2007
Prix Designer, Federal Office of Culture,  
Bern, Switzerland. 

2008 
Bern Design Award, Berner Design Foundation, 
Bern, Switzerland.

2009 
ED-Awards, European Design Hall of Fame, 
European Design Ltd, Athens, Greece.

2013 
Culture Award Bernese Oberland, Bernese 
Oberland economy, Interlaken, Switzerland.

1956
First lecture on Univers and the Classification 
of Book Typefaces
École Estienne, Paris, France.

17 November 1960
‘Nos caractéres sont ils l’expression de notre 
epoche?’
École Estienne, Paris, France.

20 September 1964
Lecture in Heritage of the Graphic Arts Series
Gallery 303, New York, USA.

3 May 1966
‘Technik und Schriftform’ 
Allgemeine Gewerbeschule, Basel, Switzerland 
Given during a one-week guest lectureship. 

19 May 1966
‘Grundsätzliche Betrachtungen über den 
Buchdruck’ 
Typographical forum during the yearly ATypI 
conference, Gutenberg Museum, Germany.

25 September 1966
Lecture on the Technical Developments  
in Printing Type
Gallery 303, New York, USA.

22 November 1966
Lecture on the Technical Developments  
in Printing Type
Given during the Cours Magistraux  
at the École Estienne, Paris, France.

September 1967
Lecture on Typography 
IBM, Southampton, UK.

9 November 1967
Lecture on Typefaces in India
Given during the ATypI yearly conference in the 
Unesco Building, Paris, France.

10 November 1967
‘Alphabets pour la lecture automatique, 
magnétique et optique’ 
Given during the ATypI yearly conference in the 
Unesco Building, Paris, France.

April 1968
‘La Typographie’
IBM, Barcelona, Spain.

September 1968
Lecture on typographic possibilities in the 
age of the computer 
Given during the yearly ATypI conference, 
Frankfurt am Main, Germany.

September 1968
‘La Typographie’
IBM, Milan, Italy.

27 November 1968
Paper on the reworking of metal type  
for photosetting
Press reception at D. Stempel AG and Linotype, 
Frankfurt am Main, Germany.

June 1969
‘Entwurf von Buchstaben für Kathoden-
strahlröhren-Systeme’ 
Given during the yearly ATypI conference, 
Charles University, Prague, Czechoslovakia.

October 1973
‘Typographic Training for Technicians and 
Technical Training for Typographers’ 
Given during the yearly ATypI conference, 
Copenhagen, Denmark.
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exhibitions
a selection

28 May 1974
‘Die Verantwortung des Schriftenherstellers 
gegenüber dem Unterbewusstsein 
des Lesers’
Given during the yearly ATypI conference, 
Unesco building, Paris, France.

29 November 1979
‘Schrift in der Umwelt / Zukunft der Schrift, 
Schrift in der Zukunft der neuen Medien’
Two lectures at the Hochschule für bildende 
Künste, Braunschweig, Germany.

5 February 1980
‘Datenprogramme und Laserstrahlen —  
die neuen Schreibwerkzeuge’
Typographical Society, Munich, Germany.

22 September 1980
‘Schrift und Papier — der Mensch heute’ 
Given during the yearly ATypI conference 
in Basel, Switzerland. 

26 January 982
‘Textschriften und Buchtypografie heute’ 
Organised by the Frankfurt Publishers’ Working 
Party in the offices of the Stiftung Buchkunst, 
Frankfurt am Main, Germany.

24 February 1984
‘Mensch und Schrift’ 
Kantonale Schule für Gestaltung,
Biel, Switzerland. 

30 May 1985
Lecture on the beauty and readability 
of a typeface
Venue unknown, Gothenburg, Sweden.

November 1986
‘Technik und Schriftform’ 
Organised by Linotype at the  
Centre Georges Pompidou, Paris, France.

10 December 1986
‘Schriftqualität für den digitalen Fotosatz’ 
Schule für Gestaltung, Bern, Switzerland. 

May 1987
Lecture on the beauty and readability 
of a typeface
Arbeitskreis Forum Typographie,  
Offenbach, Germany. 

28 June 1987
Lecture on the beauty and readability 
of a typeface 
Tokyo, Japan.

October 1987
Speech given at the presentation of the 
Gold Medal, Type Directors Club of New York
New York, USA.

24 November 1987
‘Fyrsta alþjóðlega letursamsætið á Íslandi’ 
Iceland.

18—19 February 1988
‘Sequential Design’
14th Icograda Student Seminar, London, UK.

5 September 1988
‘Zeichen und Gefühl, Zeichen und Verstand’
Bałtyskie Centrum (Baltic Centre), Gdansk, 
Poland.

20 October 1988
‘Du caractère manuscrit au caractère 
d‘imprimerie’
La société française de graphologie, 
Paris, France.

8 November 1988
Lecture on sans serif typefaces
Organised by Linotype, London, UK.

8 December 1988
‘Modern-day type and design’
Lecture given on the 20th anniversary of 
the Frederic W. Goudy Award at the Rochester 
Institute of Technology, New York, USA.

May 1989
‘Zur inhaltlichen Harmonie von Text und Bild. 
Das Hohelied Salomos / Die Schöpfungs-
geschichte’
Lecture given during a symposium at the 
International Book Art Exhibition (IBA), Leipzig, 
Germany. 

April 1989
Research Paper
Given during the HRP-Media Seminars at the 
Hotel Intercontinental, Oerlikon, Switzerland. 

19 October 1989
‘Zeichen erkennen, mit dem Gefühl —  
mit dem Verstand’ 
Schule für Gestaltung, Bern, Switzerland.

November 1989
Lecture 
At the Type & Typo event, Hamburg, Germany. 

November 1989
Lecture 
Cantonal Library, St. Gallen, Switzerland.

2 September 1990
‘The designer’s response’
Given during the yearly ATypI conference, 
Oxford, UK.

27 October 1990
‘Von der Type zur Typografie’ 
Lecture given on Tag der Typografie, 
Hotel Bern, Bern, Switzerland. 

1 November 1991
‘Gibt es die Ideale DTP-Schrift?’ 
Given during theTypo ade!? symposium, 
organised by abc-Winterthur  
Textbildtechnik in Technorama Winterthur, 
Winterthur, Switzerland. 

16 January — 11 February 1961
Deux cents ans de création de caractères 
École Estienne, Paris, France.

5—16 October 1963
L’Œuvre graphique de Adrian Frutiger
Galerie Pierre Berès, Paris, France.

10 June — 30 October, 1964
‘Graphismes by Frutiger’
Monotype House, London, England.

3 May — 28 May 1966
Adrian Frutiger, Paris – Schriftkünstler
Gewerbeschule, Basel, Switzerland.

21 September 1973 — …
Schrift — Signet — Symbol. Formgebung in 
Schwarz und Weiss
Gutenberg Museum, Bern, Switzerland.

21 November 1976 — 2 January 1977
Adrian Frutiger — Zeichen Schriften Symbole 
Gutenberg Museum, Mainz, Germany.

3 June — 26 June 1988
Freie Arbeiten
Könizer Gallery, Köniz, Switzerland.

Autumn 1988
Litera, Znak, Symbol
Travelling exhibition through the cities of 
Thorn, Warsaw, Cracow and Breslau, Poland 
(during the ATypI conference).

15 April — 12 September 1994
Adrian Frutiger, son œuvre typographique  
et ses écrits
Maison du Livre, de l’Image et du Son, 
Villeurbanne, France.

September 1994
Adrian Frutiger, Denken und Schaffen 
einer Typographie
Unterseen, Switzerland. 

19 October — 19 November 1994
Hommage an die Schrift
Schule für Gestaltung Bern, Switzerland. 
Organised by: Gesellschaft der Freunde des 
Gutenbergmuseums (Society of the Friends 
of the Gutenberg Museum), Freiburg.

6 November — 29 November 1994 
‘Adrian Frutiger, son œuvre typographique 
et ses écrits’
Atrium, école des arts visuel de l’Université 
Laval édifice la Fabrique, Quebec, Canada. 

February 1995
Title unknown
École des arts décoratifs, Geneva, Switzerland. 

25 April — 23 June 1996
Adrian Frutiger, his typographic work and his
writings
Design Exchange Resource, Toronto, Canada.

October to mid-December 1996
Adrian Frutiger: Gesang der Wandlungen 
Basler Papiermühle, Basel, Switzerland. 

October 1997
Symbole und Zeichen — freie grafische 
Arbeiten
Parish hall, Bremgarten bei Bern, Switzerland.

Beginning 1998
Formen und Gegenformen
Travelling exhibition. Idea and concept:  
Erich Alb.
 18 June — … August 1998
Heidelberger Druckmaschinen AG,  
(Heidelberg Printing Machines, AG), Heidelberg, 
Germany (coincided with the celebrations of 
Adrian Frutiger’s 70th birthday)
 9 October — 11 October 1998
Rat für Formgebung, (Design Council) Frankfurt, 
Germany, coincided with Frankfurt Book Fair
 4 February — 19 March 1999
Design Zentrum Thüringen, Weimar, Germany
 19 May — 30 June 2000
Basler Papiermühle (Basel Paper Mill), 
Basel, Switzerland
 1 November 2000 — 30 May 2001
Gutenberg Museum, Fribourg, Switzerland
 14 June — 10 August 2001
Institut für Medien und Kunst (Institute for 
Media and Art), Lage-Hörste, Germany
 28 February — 14 April 2002
Gutenberg Museum, Mainz, Germany, last call 
for the exhibition. Adrian Frutiger then donated 
it to the Museum.
 

Beginning 1999
Read me — mit Adrian Frutiger durch die Welt 
der Zeichen und Buchstaben
Travelling exhibition. Idea and concept: 
Anja Bodmer and Jürg Brühlmann
 17 June — 1 August 1999
Forum für Medien und Gestaltung (Forum for 
Media and Design), Kornhaus, Bern, Switzerland
 13 January — 27 February 2000
Gewerbemuseum, Winter thur, Switzerland
 21 June — 3 September 2000
19th International Biennale of Graphic Design, 
Brno, Czech Republic
 20 November — 10 December 2000
National Institute of Design, Ahmedabad, India
 8—25 May 2002
Grafist 6, The Sixth International Istanbul 
Graphic Design Week, Istanbul, Turkey
 1 June — 1 July 2004
Berner Fachhochschule — Hochschule für 
Architektur, Bau und Holz HSB, Biel, Switzerland
 12 August — 31 October 2005
Aargauer Kantonsbibliothek, (Library of the 
Canton Aargau) Aarau, Switzerland.

21 October — 3 November 99
Okakura. Adrian Frutiger. Typoarchitektur. 
Fachhochschule für Technik und Wirtschaft 
FHTW (School of Technology and Economics), 
organised by The International Design Centre, 
Berlin, Germany.

29 April — 30 October 2000 
‘Adrian Frutiger: Gesang der Wandlungen’
Symbols, signs, watermarks. Klostermühle 
Thierhaupten, Thierhaupten, Germany. 

19 May — 5 September 2004
Off Side Art 2: Adrian Frutiger — 
Type Designer
Haus Konstruktiv, Zurich, Switzerland.
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Publications 
by adrian Frutiger

Specialist articles 
by adrian Frutiger
a selection 

Die Rede des jungen Hediger
Work done in 4th year of typesetting appren-
ticeship, Gewerbeschule der Stadt Bern, 1947.

Die Kirchen am Thunersee
Final submission for typesetting apprenticeship, 
with woodcuts by Adrian Frutiger;  
text, setting and printing by Adrian Frutiger,  
Otto Schlaefli AG, printers, Interlaken 1948.

Schrift — Écriture — Lettering.  
Die Entwicklung der europäischen Schriften, 
in Holz geschnitten — Bois originaux  
illustrant l’évolution de l’écriture en Europe —  
The development of European script  
carved in wood
Final submission at the Kunstgewerbeschule 
Zurich, published by the Bildungsverband 
Schweizerischer Buchdrucker, Zurich 1951.

Au commencement
Text from the first chapter of Genesis,  
handset in Univers 55, 24 pt, with 15 woodcuts 
by Adrian Frutiger, printed in a run of 140 
copies, Atelier Frutiger, published by 
Pierre Berès, Éditions Hermann, Paris 1962.

partages
26 woodcuts by Adrian Frutiger, printed in 
a run of 75 copies, published by Pierre Berès, 
Éditions Hermann, Paris 1962.

Univers
With contributions by Adrian Frutiger and  
Emil Ruder, Ernst Gloor (ed.) handsetting room, 
Zurich 1966.

Cantique des Cantiques de Salomon —  
Das Hohe Lied Salomos — The Song of Songs 
which is Solomon’s — אשר לשלמה שיר השירים

With illustrations by Adrian Frutiger, typography 
by Bruno Pfäffli, Winterthur Printing Press AG, 
Winterthur 1966 / Flamberg-Verlag, Zurich 1967.

Im Anfang — Au commencement — In the 
beginning — בראשית

With illustrations by Adrian Frutiger, typography 
by Bruno Pfäffli, Winterthur Printing Press AG, 
Winterthur 1966 / Flamberg-Verlag, Zurich 1969.

Typographic Training for Technicians and 
Technical Training for Typographers
Booklet, Copenhagen 1973.

Der Mensch und seine Zeichen 
Edited: Horst Heiderhoff. D. Stempel AG 
Frankfurt am Main / Heiderhoff Verlag, Echzell. 
First edition, Volume 1: Zeichen erkennen 
Zeichen gestalten, 1978. Volume 2: Die Zeichen 
der Sprachfixierung, 1979. Volume 3:  
Zeichen, Symbole, Signete, Signale, 1981. —  
now in 11th edition (three volumes combined): 
Marix Verlag, Wiesbaden 2013. 
Translations: Spanish: Signos Símbolos Marcas 
Señales, Barcelona 1981. French: Des signes 
et des hommes, Lausanne, 1983; L’Homme  
et ses signes, Reillanne 1999. English: Signs 
and Symbols: Their Design and Meaning, 
London 1989 and 1998; New York 1998. Italian: 
Segni & Simboli, Viterbo 1996. Portuguese: 
Sinais & Símbolos, São Paulo 1999. Polish: 
Człowiek i jego znaki, Warsaw 2003. Korean: 
l’Homme et ses signes , Der Mensch 
und seine Zeichen , both Seoul 2007.

Type — Sign — Symbol
With articles by Maurice Besset, 
Emil Ruder and Rudolf Schneebeli, ABC-Verlag, 
Zurich 1980.

Zur Geschichte der linearen,  
serifenlosen Schriften 
Brochure by Linotype AG, c. 1986.

Der Prophet Jona
Picture cycle, Könizer Gallery, Köniz, 
Switzerland 1988.

Zeichen
Design: Jost Hochuli, Typotron AG, St. Gallen 
1989 (Issue 7 from the series Typotron-Hefte).

Adrian Frutiger, son œuvre typographique 
et ses écrits 
Exhibition catalogue, text by Jost Hochuli  
and Adrian Frutiger with articles by Andrew 
Blum, Roger Chatelain, Martin Enzensberger, 
Horst Heiderhoff, Emil Ruder, Hans Schneebeli 
and Kurt Weidemann, Maison du Livre, de 
l’Image et du Son, Villeurbanne 1994.

Adrian Frutiger. Denken und Schaffen  
einer Typografie
Exhibition catalogue, text by Jost Hochuli and 
Adrian Frutiger with articles by Andrew Blum, 
Roger Chatelain, Martin Enzensberger,  
Horst Heiderhoff, Emil Ruder, Hans Schneebeli 
and Kurt Weidemann, Maison du Livre, de 
l’Image et du Son, Villeurbanne 1994.

Eine Typografie
New edition of Adrian Frutiger. Denken und 
Schaffen einer Typografie, Vogt-Schild-Verlag, 
Solothurn 1995 — 5th edition, Syndor Press 
GmbH, Cham 2001.

Schriften des Abendlandes in Holztafeln 
geschnitten
Reprint of final diploma submission from 1951, 
Syndor Press GmbH, Cham 1996.

Gesang der Wandlungen
Symbols by Adrian Frutiger,  
turned into watermarks by Markus Müller,  
Basler Papiermühle, Basel 1996.

Song of Changes 
Symbols by Adrian Frutiger,  
turned into watermarks by Markus Müller,  
Basler Papiermühle, Basel 1996.

Symbole Zeichen. Wanderungen 
Fold-out map of symbols, fashioned after the 
standardised Hallwag street map symbols, self-
published / personal distribution, Bern 1996. 

Symbole Zeichen. Wanderungen
Fold-out map of symbols, fashioned after the 
standardised Hallwag street map symbols, 
Syndor Press, Cham, 1997. 

Symbols and Signs. Explorations
Map of symbols, fashioned after the 
standardised Hallwag street map symbols, 
Syndor Press, Cham, 1997. 

de Symboles en Signes. promenades
Fold-out map of symbols, fashioned after the 
standardised Hallwag street map symbols, 
Syndor Press, Cham, 1997.

Formen und Gegenformen — Formes et 
contreformes — Forms and Counterforms
Text by Ronald Schenkel, printed in a run of 
1400 copies in 17-colour offset printing,  
98 copies signed and numbered by the author, 
accompanied by an embossed colour print on 
handmade paper. Produced to celebrate  
Adrian Frutiger’s 70th birthday. Published by 
Erich Alb, Syndor Press GmbH, Cham 1998. 
Paperback edition: Syndor Press GmbH,  
Cham 1999.

Worte für einen Strich — Paroles pour  
un trait — Words for Line Drawings
Supplement to Formen und Gegenformen,  
text by Adrian and Simone Frutiger, published 
by Erich Alb, Syndor Press GmbH, Cham 1998.

Geometrie der Gefühle — Géométrie des 
sentiments — Geometry of Feelings
Published by Erich Alb, Syndor Press GmbH, 
Cham 1998.

Lebenzyklus — Cycle de la vie — Life Cycle
Extract from Formen und Gegenformen, 
published by Erich Alb, Syndor Press GmbH, 
Cham 1999.

À bâtons rompus. Ce qu’il faut savoir 
du caractère typographique
Text by Adrian Frutiger, Roger Chatelain, 
Marcelle Charrière, Horst Heiderhoff, 
Yves Perrousseaux and Emil Ruder, Atelier 
Perrousseaux, Reillanne 2001.

Ein Leben für die Schrift
Verlag Schlaefli & Maurer AG, Interlaken 2003.

Entstehung und Wandel unserer Schrift 
Text by Adrian Frutiger and Hans Flück, 
Verlag Wegwarte, Bolligen 2003.

Une vie consacré à l’écriture typographique 
Based on Ein Leben für die Schrift, 
Atelier Perrousseaux, Reillanne 2004.

Nachdenken über Zeichen und Schrift 
Haupt-Verlag, Bern 2005.

Adrian Frutiger’s Buch der Schriften 
Anleitungen für Schriftenentwerfer›  
Marix Verlag, Wiesbaden 2005.

Anfangsgeschichten 
Woodcuts, drawings and collages by Adrian 
Frutiger, Marix Verlag, Wiesbaden 2006.

Symbole: Geheimnisvolle Bilder-Schriften, 
Zeichen, Signale, Labyrinthe, Heraldik
Haupt-Verlag, Bern 2008.

‹Freie Formen — Formes libres — Free forms. 
Strokes, Plains, Objects, Colours›  
Haupt-Verlag, Bern 2009.

‘Der Werdegang der Univers’ in Typographische 
Monatsblätter, Univers special edition, 

 1/1961, page 10a.

‘Die Herstellung einer Drucktype’  
in Typographische Monatsblätter,  
Univers special edition, 1/1961, page 13 —  
in Typo rama. Rund um das graphische 
Gewerbe, Basel 1964, page 39 ff.

‘How I came to design Univers’ in Print in Britain, 
January 1962, vol. 9, page 263.

‘un livre jeune et courageux sur la typographie’ 
in Informations TG, no. 134, 25 March 1962, 
page 3.

Foreword to: Emil Ruder: Typographie — Ein 
Gestaltungslehrbuch. Typography — A Manual 
of Design. Typographie — Un Manuel de 
Création, Sulgen / Zurich 1967.

‘OCR-B: normalisierte Schrift für optische 
Lesbarkeit’ in Typographische Monatsblätter, 
1/1967, page 29.

‘Composeuse Multipoint’ in Typographische 
Monatsblätter, 1/1967.

‘OCR-B: A Standardized Character for Optical 
Recognition’ in The Journal of Typographic 
Research, vol. 1, no. 2, 1967, page 137 ff. 

 (with André Gürtler and Nicole Delamarre).

‘Typography with the IBM Selectric Composer’ 
in The Journal of Typographic Research, vol. 1, 
no. 3 1967, no page details available.

‘Brief aus Indien’, offprint from Typographische 
Monatsblätter, 6–7/1967.

‘Les alphabets pour la lecture automatique 
magnétique et optique’ in Caractère, 12/1967, 
page 47 f. — in Arts et Techniques Graphiques, 
no. 75, 3–6/1968, page 198 ff.

‘IBM Composer’ in IBM Journal, New York, 
 USA 1968.

‘Letter Forms in Photo-typography’  
in: The Journal of Typographic Research, 
Cleveland, Ohio, Vol. 4, no. 4, 1970.

‘The Evolution of Composition Technology’ 
 in IBM Journal of Research and Development, 

vol. 12, 1/1968. Also available as an offprint, 
1974.

‘Die Herstellung von Schriftträgern für Fotosatz-
systeme mit hohen Belichtungsgeschwindig-
keiten’ in Typografische Monatsblätter, 
01/1969, page 9 ff.

‘Über die Zukunft der Schrift für automatische 
optische Lesbarkeit’ in Typografische 
Monatsblätter, 3/1970, page 203 ff.

‘La forme des caractères à l‘âge de la photo- 
composition’, in Informations TG, 

 no. 500, 1970, page 3 ff. — in Typografische 
Monatsblätter, 2/1970, page 141 ff.

‘Neugestaltung des Air-France-Flugplans’ in 
Typografische Monatsblätter, 1/1971, page 9 ff. 
(with Bruno Pfäffli).

‘L‘évolution des caractères pour la lecture 
optique automatique’ in Informations TG, 

 No. 535, January 1971, page 3 ff.
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Films / Videos
a selection

Radio interviews
a selection

‘Die Verantwortung des Schriftenherstellers 
 dem Unterbewusstsein des Lesers 

gegenüber’ in Typografische Monatsblätter, 
8–9/1974, page 607 ff.

‘Schreiben und Lesen’ in Typografische 
Monats blätter, 11/1974.

‘Das Beschriftungssystem des grössten  
Flughafens Europas — Der neue Aéroport 
Charles de Gaulle in Roissy’  
in form. Zeitschrift für Gestaltung, no. III-67, 
1974, page 25 ff. (with Horst Heiderhoff).

‘Holzschnitte zum ersten Kapitel der Bibel’  
in Das Hardermannli, no. 23, Interlaken 1974.

‘Schrift am Röntgenbildschirm’ in Deutscher 
Drucker, 23/1975, page 6 f.

‘A.Typ.I Arbeitsseminar in Basel’ in Typografische 
Monatsblätter, 8–9/1975, page 499 ff.

‘Die Beschriftung des Flughafens Paris-Roissy’ in 
Typografische Monatsblätter, 1/1977, page 9.

‘Die Etienne-Schriften — ein Erscheinungsbild 
der lateinischen Schrift’ in Typografische 
Monatsblätter, 10/1977, page 1 ff.

‘Das Schriftbild: Kleid der Lesebotschaft’  
in Deutscher Drucker, 35/1978, page 4 ff.

‘Schrift und Papier — der Mensch heute’  
in Typografische Monatsblätter, 5/1980, 

 page 272. Also available as an offprint.
 Offprint of the address given to the 

Association Typographique Internationale 
(AtypI) in Basel, 22 September 1980.

‘Type, Paper and You’, in Champion:  
The Printing Salesman’s Herold, Book 4,  
Stamford, Connecticut 1982.

‹Die «Latines» — Erscheinungsbild der 
lateinischen Schrift›, in: Kurt Weidemann: 
‹Typopictura — Drei Jahrzehnte werbende 
Typographie›, Stuttgart 1981, page 9 ff.

‘Das Miterleben einer Wandlung. Schriftzeichen 
für die Satztechnik der Gegenwart’ in 

 Hans-Joachim Koppitz (ed.), Gutenberg-
Jahrbuch 1985, Mainz 1985, page 19.

‘L‘histoire des Antiques’ (History of the Antiquas), 
part 1 in Typografische Monatsblätter 1/1988, 
page 9. Part 2 in Typografische Monatsblätter 
3/1988, page 35. Also available as an offprint 

 for Linotype France.

‘Konstruktivistisch und human. Avenir —  
eine neue serifenlose Linear-Antiqua von  
Adrian Frutiger’ in Linotype Express [ger.] 
2/1988, in Linotype Express [engl.]  
autumn 1988, in Graphic Repro 12/1988,  
in Deutscher Drucker 15. 12. 1988,  
in DruckIndustrie 3/1989, in World-Wide  
Printer 6/1989, in Page 6/1992.

Eine neue konstruktivistische Schrift,  
Eschborn near Frankfurt, c. 1988.

‘Adrian Frutiger Himself’ in Der Druckspiegel, 
8/1988, page 919. Exclusive offprint 

 of Adrian Frutiger‘s address given  
at the presentation of the Gold Medal,  
Type Directors Club of New York.

Foreword to Van Nostrand Reinhold Company: 
The International Type   Book, New York 1990.

Foreword to Christopher Perfect, Gordon 
Rookledge: Rookledge’s international type  -
finder: the essential handbook  
of typeface recognition and selection,  
New York 1991.

‘Gibt es die Ideale DTP-Schrift?’ (Is There an 
Ideal DTP Typeface?) in Typo ade!? 
symposium, Winterthur 1992, part 2, p. 4 ff. 
Offprint of a paper given at the Typo ade!? 
symposium.

‘Die Schriftfamilie Univers’ in Officina,  
June 1992, page 18 ff.

‘Was ich für die Zukunft sagen möchte …’  
in Heidelberg Nachrichten, 1/1998.

Foreword to Philip Jodidio: Paul Andreu, 
architect, Basel 2004.

‘Adrian Frutiger’, in Le musée Gutenberg à 
Fribourg. Das Gutenberg Museum  
in Freiburg, Gesellschaft der Freunde des 
Gutenbergmuseums, Fribourg 2004.

Adrian Frutiger. Bemerkungen  
zum Schriftentwerfen
Interview conducted 10 April 1996 by 
Erik Spiekermann. Font Shop 1996  
(video, 33 minutes). Language: German. 
www.typoberlin.de/video/index.php?node_id= 
76&lang_id=1&filter_value=Adrian%20Frutiger 
www.typoberlin.de/video/index.php?node_id= 
9&lang_id=1&scope=front&ds_target_id=739 
(März 2007)

Adrian Frutiger. Schriftengestalter 
Documentary film. Director: Anne Cuneo, 
Fama Film AG, Zurich 1998 (video, 54 minutes), 
with contributions from Max Caflisch,  
Marco Ganz, Bruno Pfäffli, Rieder Saluz,  
Bernard Campiche, Roger de Weck, Reinhard 
Haus, Bruno Steinert, Flavia Mosele, Sascha Graf, 
Tobias Krauser. Languages: French, German, 
Italian. Subtitles: German and English. 

Adrian Frutiger: Racine — Fais-moi un signe 
Video, 1998/1999. Broadcast on Télévision 
Suisse Romande. Language: French.

Frutiger
Short portrait for the Alliance Graphique 
Internationale (AGI). Director: Peter Knapp, 
Paris 2001 (DVD, 8 minutes). Language: French.

Adrian Frutiger, der Typograf 
aus Leidenschaft 
in NZZ Swiss made, produced by Beat Rauch 
(video, 6 minutes). Language: German. 
Broadcast on Swiss television SF 2 
on Sunday, 11 March 2001 at 21.30. 

Adrian Frutiger. Der Mann von 
Schwarz und Weiss
Documentary film. Directors: Christine Kopp 
and Christoph Frutiger. Interlaken 2004 
(DVD, 47 minutes). Languages: Swiss-German 
dialect, German, French, English.

Title unknown 
Interview on 18.11.1984, broadcaster unknown, 
20 minutes, language: Swiss-German dialect.

Der Stradivari der Buchstaben.  
Adrian Frutiger — Berner Schriftgestalter  
mit Weltruf 
Producer Luzia Stettler, broadcast on 2.5.2002 
on Schweizer Radio DRS 1, 50 minutes, 
language: German.
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articles on  
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a selection

Publications about 
adrian Frutiger’s work
a selection

Schweizerischer Typographenbund (ed.)
Univers Special Edition 
Typografische Monatsblätter 1/1961.

Kurt Weidemann 
Atelier Adrian Frutiger, Paris. Schrift und 
Schriftmarke 
Der Druckspiegel, December 1961, 
typographic supplement 12a.

Kurt Weidemann 
Atelier Adrian Frutiger, Paris. Marques et 
Typographie
Der Druckspiegel, December 1961, 
typographic supplement 12a.

The Monotype Corporation
Monotype Newsletter 
No. 130, April 1963, Univers special edition.

Maurice Besset
A propos de recherches récentes  
d’Adrian Frutiger
Special offprint from Typographische Monats-
blätter, 8–9/1963, page 537 ff.

John Dreyfus
Graphismes by Frutiger. The graphic  
work of Adrian Frutiger
Exhibition catalogue, London 1964.

Stanislav Souček
Sondernummer Frutiger — Zapf 
typografia, no. 9, Prague 1965.

Ove Andersson and Sture Löfberg
Bokstavsgestaltning. Stjärnreminariet 
Adrian Frutiger
Grafiska Institutet, Stockholm 1967.

Bauersche Giesserei (ed.)
Serifa Vorprobe 
With contributions by Emil Ruder and  
Hermann Zapf, Frankfurt am Main 1967. 

Hans Kuh
Aus der Werkstatt einer Schrift gießerei 
Serifa special offprint from Gebrauchsgraphik, 
June 1968.

Walter Zerbe
Schrift, Signet, Symbol: Formgebung in 
Schwarz und Weiss 
Exhibition catalogue, Bern 1973.

Gutenberg-Gesellschaft (ed.)
Adrian Frutiger. Zeichen, Schriften, Symbole 
Fold-out brochure to the exhibition of the same 
name, Mainz 1976. Text by Kurt Weidemann.

D. Stempel AG
Typefaces designed by Adrian Frutiger. 
Schriften von Adrian Frutiger. 
Caractères crées par Adrian Frutiger
Text by Horst Heiderhoff, Frankfurt 1983.

Horst Heiderhoff
Formen und Gegenformen. 
Gestaltungseinheiten im Leben des 
Schriftkünstler Adrian Frutiger 
Special offprint from the Gutenberg-Jahrbuch 
1985, Mainz 1985. 

Gutenberg-Gesellschaft, Mainz
Adrian Frutiger. Gutenberg-Preisträger 1986 
With contributions by Dr Anton M. Keim, 
Dr Walter Greisner, Adrian Frutiger. 
Gutenberg-Gesellschaft, Mainz 1986  
(no. 107 in the series Kleine Drucke der 
Gutenberg-Gesellschaft).

Linotype Library
Linotype Didot. Die Wiederentdeckung  
des Klassizismus 
Special offprint  from Der Druckspiegel 11/1992 
and 12/1992, Eschborn 1992.

Reinhard Haus
Linotype Univers 
Special edition from Columnum–Journal by 
Linotype, No. 22, May 1997, first presentation of 
the Linotype Univers.

Friedrich Friedl
Die Univers von Adrian Frutiger 
Published by Volker Fischer, Verlag form, 
Frankfurt 1998 (from the series Design-
Klassiker).

Friedrich Friedl
L’Univers d’Adrian Frutiger 
Published by Volker Fischer, Verlag form, 
Frankfurt 1998 (from the series Design-
Klassiker).

Friedrich Friedl
The Univers by Adrian Frutiger 
Published by Volker Fischer, Verlag form, 
Frankfurt 1998 (from the series Design-
Klassiker).

Friedrich Friedl
zum siebzigsten geburtstag adrian frutiger
Celebratory speech by Friedrich Friedl on 
the occasion of Adrian Frutiger’s 70th birthday, 
held in the Heidelberg Schloss,  
Verlag Hermann Schmidt, Mainz 1998.

Erik Faulhaber
Frutiger. Die Wandlung eines Schriftklassikers 
Niggli Verlag, Sulgen 2004.

Anja Bodmer and Jürg Brühlmann
Read me — mit Adrian Frutiger durch die Welt 
der Zeichen und Buchstaben
Published for travelling exhibition, 
Verlag Hochparterre, Zurich 2008.

Author unknown: ‘Langholzschnitte von 
Adrian Frutiger, Glattbrugg / Zürich, gedruckt 
ab Galvanos’, in Typographische Monats-
blätter, 12/1951. First publication of his ‘Oats’, 
‘Pasture’, ‘Pine’ and ‘Horsetail’ woodcuts, 
accompanied by poetry. 

Emil Ruder: ‘Eine Entwicklungsgeschichte der 
Schrift’, in  Typographische Monatsblätter, 
12/1951, page 536. Presentation of Frutiger’s 
diploma thesis.

Author unknown: no title, in Typographische 
Monatsblätter, 11/1954, page 560. 
Announcement of the publication of the 
three new typefaces: Phoebus, Ondine, 

 and Président by Deberny & Peignot in the 
production year 1953/1954.

Emil Ruder: ‘Univers, eine Grotesk von Adrian 
Frutiger’, in Typographische Monatsblätter, 
5/1957, page 364 ff.

E.Mauduit: ‘Les artistes du graphisme. 
 Adrian Frutiger’, in L’imprimerie nouvelle, 

no. 29, June 1958, page 18 ff.

Emil Ruder: ‘Zu den Arbeiten von Adrian 
Frutiger’, in Typographische Monatsblätter, 

 7–8/1959, page 445ff.

Author unknown: ‘La création d’une nouvelle 
typographie’, in L’imprimerie Nouvelle, 

 page 57 ff.

Alfred Willimann: ‘Adrian Frutiger’, in 
Caractère Noël, 1959. Frutiger’s career and 
an illustration of the humanist minuscule 
from his final diploma submission.

Author unknown: ‘Du caractère français 
Univers’, in L’imprimerie Nouvelle, no. 52 
(June 1960), page 111.

Author unknown: ‘Une nouvelle typographie, 
l’Univers d’Adrian Frutiger’, in Esthétique 
Industrielle, 45/1960, page 12 ff.

Emil Ruder: ‘Die Univers in der Typographie’, 
 in Typographische Monatsblätter,  

Univers special edition, 1/1961, page 69 ff.

Paul Heuer: ‘Matrix production for Monotype 
Systems – Problems in the Production 

 of Monotype Univers’, in Typographische 
Monatsblätter, Univers special edition, 

 1/1961, page 21 ff.  

Emil O. Biemann: ‘Univers … a new concept 
 in European Type Design’, in Print, XV:1 

(Jan./ Feb. 1961), page 32 ff.

Author unknown: ‘Univers ou la forme au 
service de la fonction’ in: Informations TG, 
no. 36 (March-April 1961), page 25.

John Dreyfus: ‘Univers in Action’, in Penrose 
Annual, 55/1961, page 15 ff.

Charles Peignot: ‘Méridien and the Univers 
Family’, in Art de France, Paris 1961, 

 page 431 f.

Walter Amstutz (ed.): ’Frutiger Adrian, France‘, 
in Who’s Who in Graphic Art, Zurich 1962, 
page 161.

Eurographic Press: ‘Designer’s profile: 
 Adrian Frutiger’, in Print in Britain, vol. 9 

(January 1962), page 258 ff.

Paul Heuer: ‘Zwischenbericht über den Schnitt 
der Monotype-Univers’, in Typographische 
Monatsblätter, 1/1962, page 10.

Author unknown: ‘Werbung für Citroën. 
Publicité pour Citroën. Atelier Adrian Frutiger, 
Paris’, in Typographische Monatsblätter, 
1/1962, page 35 ff.

Author unknown: ‘Who is who:  
Adrian Frutiger’, in Informations TG, no. 124, 

 16 March 1962, page 4. 

M. C. L.: ‘Adrian Frutiger’, in Le Monde, 
 18 October 1962. Article about the exhibition 

of his artistic works in the Galerie Berès, 
Paris.

Author unknown: ‘Un nouvel alphabet: 
L’Algol’, in Informations TG, 2nd quarter 1963, 
page 2 ff.

Author unknown: ‘Univers’, in Monotype 
Technical Bulletin, no. 57 (October 1963), 
page 2 ff.

Frederick Lambert (ed.): Title unknown, 
 in Letter Forms: 110 Complete Alphabets, 

London 1964.

Dennis Cheetham, Brian Grimbly:  
‘Design Analysis: Typeface’, in Design, no. 186 

 (June 1964), page 61 ff. Report on Univers, 
Interview with Adrian Frutiger by 

 Matthew Carter.

Pierrre Descargues: ‘Les graphistes 
 suisses font la loi à Paris’, in Feuille d’avis 
 de Lausanne, 13 October 1964, page 58. 

Report on four leading Swiss designers 
 in Paris. In this edition, Albert Hollenstein 

and Adrian Frutiger.

John Dreyfus: ‘Monophoto Apollo. A New 
Face by Frutiger’, in Monotype Newsletter, 

 no. 74 (November 1964), page 10.

Allan Hutt: ‘Monophoto Apollo’,  
in British Printer (December 1964), page 84 f.

Author unknown: ‘Monophoto Apollo — eine 
neue Schrift Frutigers’, in Typographische 
Monatsblätter, 2/1965, page 96 f.

Author unknown: Caractère Univers Deberny 
Peignot, in Esthétique Industrielle, 74/1965, 
page 27 ff.

Monotype Corporation (Publ.): ‘Correct 
specification of Univers’, in Monotype 
Newsletter, 75/1965.

Author unknown: ‘Face to face with Univers’, 
in Print Design and Production, vol. 2 

 (March / April 1966), page 23 ff.

Author unknown: ‘Some Vital Facts About 
Univers’, in Monotype Newsletter, no. 80 
(December 1966), page 12 f.

Author unknown: ‘Stilskapare’, in Dagens 
Nyheter, 2 June 1967. Short newspaper 
article with photo about Frutiger in a 
Swedish daily newspaper.

Eugene M. Ettenberg: ‘Frutiger’s Serifa: 
 Timely Display face and legible Text Type’, 
 in Inland Printer/American Lithographer, 

vol. 163, no. 2 (May 1969), page 56.

55 ANHA3_03_DE_EN_2014_def.Druck.indd   454 20.02.14   01:03



 a d d e n d u m  455

Emil Ruder: ‘Actualités graphiques. Le Serifa, 
d‘Adrian Frutiger’, in Typografische 
Monatsblätter, 1/1970, page 79.

Marcelle Charrière: ‘Rencontre:  
Adrian Frutiger’, in Informations TG 

 (15–22 June 1970), page 4 ff.

Louis Flach: ‘L’image de firme d’Électricité de 
France EDF’, in Contacts électriques, no. 84, 
July 1970. Report on the firm’s new public 
image, with reference to its designer,  
Adrian Frutiger.

Franz Knuchel: ‘Über das Werk Adrian 
Frutigers’, in Jahrbuch vom Thuner- und 
Brienzersee, Interlaken 1971, page 60 ff.

Walter Tappolet: ‘Adrian Frutiger und seine 
Genesis’, in Quatember, 4/1970—71, page 2.

ALE: ‘Schrift — Signet — Symbol’, in an unknown 
printing trades union publication  
(Autumn 1973). Brief report on the exhibition 
of the same name at the Gutenberg Museum, 
Fribourg, Switzerland, with detailed career 
history.

Erich Schulz-Anker: ‘Iridium-Antiqua — eine 
spezifische Fotosatzschrift auf klassizistischer 
Basis’, in Deutscher Drucker, no. 14, 

 12 April 1973, p. 22. — in Druck Print 3/1973, 
 page 160 f. — in Typografische Monatsblätter 

5/1973, page 410.

Author unknown: ‘“Devanagari” — Frutigers 
neue Schrift’, in Deutscher Drucker, no. 1, 

 10 January 1974, page V. 

S.B.: ‘Eine zeitgemässe Devanagari. Adrian 
Frutiger, Paris’, in Novum Gebrauchsgraphik, 
4/1975, page 44 ff.

Horst Heiderhoff: ‘Der Katalog als didak-
tischer Mittler zwischen Angebot und 
Nachfrage’, in form, 1975-III-71, page 19 ff. 
Report on the design of the product 
catalogue for the Facom tool company 
carried out by Atelier Frutiger + Pfäffli.

John Dreyfus, François Richaudeau: 
‘Frutiger Adrian’, in La chose imprimée, Les 
Encyclopédies du savoir moderne, Paris 1977, 
page 161. Short career history with photo.

Horst Heiderhoff: ‘Erste Frutiger-Ausstellung 
in der Bundesrepublik’, in Wandelhalle 

 der Bücherfreunde, 1/1977, page 21 ff. Report 
on the exhibition ‘Adrian Frutiger — Zeichen 
Schriften Symbole’.

Heinrich Beck: ‘Schriftform, Lesbarkeit, Lese-
mechanik’, in Deutscher Drucker, 1/1979, 
page 14. Reader’s commentary on the article 
‘Das Schriftbild: Kleid der Lesebotschaft’ 

 in 35/1978, page 4ff.

Marcelle Charrière (translated from the 
French by Helen Reshetnik and  
Pam Man fried): ‘Adrian Frutiger. Type and I’,  
in Typographic, vol. 11, no. 2 (June 1979),  
page 8 ff. 

Author unknown: ‘Interview with  
Adrian Frutiger’, in Graphics World, no. 9 

 (September 1979), page 22 ff.

Roger Chatelain: ‘Adrian Frutiger’, in Revue 
Suisse de l’imprimerie, 4/1980, page 221 ff. 
Report on Frutiger’s work connected 

 with the publication of his book Type Sign 
Symbol.

Eli Reimer: ‘Frutiger Grotesk’, in Bogtrykker-
bladet, 3/1981, page 77 ff.

Tony Bisley (?): ‘Adrian Frutiger’, in Baseline, 
4/1981, page 3 ff.

A. J. Bisley: ‘Typefaces + Corporate Identity 
Systems’ in Graphics World, no. 32 
(September 1981), page 49 ff.  
Covers Alphabet EDF-GDF, Alphabet Métro 

 and Alpha BP.

Kurt Weidemann: ‘Zu Adrian Frutiger’  
in form, 95-III-1981, page 3.

Klaus Winterhager: ‘Zur Frutiger-Schrift’,  
in form 95-III-1981, page 1.

Jorge Frascara: ‘Frutiger Adrian’, 
 in Contemporary Designers, Macmillan 

Publishers, London 1984, page 212 ff. 

Horst Heiderhoff: ‘Der Gestaltungswille 
 des Schriftdesigners Adrian Frutiger’, 
 in Linotype Express, 3/1984, page 9.

Georg Ramseger: ‘Verdiente Ehrung für 
verdienstvollen Mann’, in Börsenblatt, no. 96, 
30 November 1984, page 2824 ff. 

Lothar Konietzka: ‘Der Weg durch die Wüste 
ist vorüber …’, in Grafik Design + Technik, 

 (c. 1985), page 86 ff. Interview with Adrian 
Frutiger.

Reinhard Haus: ‘Eine neue Schrift von Adrian 
Frutiger’, in Novum Gebrauchsgraphik, 

 May 1985, page 67 ff. Report on Versailles.

Eurographic Press: ‘Über die Zukunft von 
Schrift und Typografie’, in DruckIndustrie, 
No. 12, 27 June 1985, page 3 ff. Survey of 

 14 leading type designers and typographers 
by the industry body Eurographic Press, 
formed from the merger of ten European 
specialist printing publications. 

Colin Cohen: ‘The Letters Page’, in Creative 
Review, September 1986, page 70 f. 

 Report on Frutiger’s design work leading to 
the publication of Linotype Centennial.

Caryl Holland: ‘Typography, Technology & 
Adrian Frutiger’, in Graphics World, 

 no. 62, September-October 1986, page 69 ff.

Walter Greisner: ‘Adrian Frutiger: Laudatio 
auf den Träger des Gutenberg-Preises 1986’, 
in BDG-Mitteilungen, no. 79, October 1986, 

 page 12 ff. 

Bergner: ‘Internationales Schriftschaffen. 
Adrian Frutiger’, in Papier und Druck, 
35/1986, page 407 ff.

Kurt Wolff: ‘Der Druckspiegel im Gespräch 
mit Adrian Frutiger’, in Der Druckspiegel, 
12/1986, page 1477 ff.

Sebastian Carter: ‘Adrian Frutiger’, in 
Twentieth Century Type Designers, Trefoil 
Publications Ltd., London 1987, page 156 ff.

Charles Bigelow: ‘Philosophies of Form in 
Seriffed Typefaces of Adrian Frutiger’, 

 in Fine Print On Type, Bedford Arts, London 
1988, page 171 ff.

Carrie Backford: ‘Face to Face with Adrian 
Frutiger’, in Hot Graphics International, 1988, 
page 14 f.

Roger Chatelain: ‘Les Antiques dans l’œuvre 
d‘Adrian Frutiger’, in Revue Suisse de 
l’imprimerie, 1/1988, page 1. 

Roger Chatelain: ‘Les caractères dessinés 
 par Adrian Frutiger’, in Typografische 

Monatsblätter, 3/1988, page 33.

Andreas Bellasi: ‘Adrian Frutiger. Ein Leben 
für die schöne Schrift’, in Tages-Anzeiger 
Magazin, no. 25, 25. 6. 1988, page 24 ff.

Author unknown: ‘Frutiger’s New Face’, in 
Linotype Express, 14/1988. Report on Avenir 
in Linotype’s house magazine.

Manfred Klein: ‘TypoNews Univers / Helvetica’, 
in Der Druckspiegel, 6/1988, page 674. 
Comparison of Univers with Helvetica  
to coincide with the release of Univers for 
the Apple Macintosh.

Author unknown: ‘Frutiger Looks to the 
Future’, in Graphic Repro, December 1988, 
page 22 ff.

Author unknown: ‘Avenir — eine neue serifen- 
lose Linear-Antiqua von Adrian Frutiger’, 

 in Deutscher Drucker, no. S2, 15 December 
1988, page g21 — in DruckIndustrie, no. 3, 

 7 February 1989, page 32. — in Der Polygraph, 
4/1989, page 253.

Eckehart Schumachergebler (ed.): 
 ‘Adrian Frutiger. Frutiger 55’, in 26 Lettern, 

Munich 1989. September / October in 
 two-weeks-to-a-page calendar with short 

description of 26 typefaces.

Gret Heer, Thomas P. Hermann: ‘Du sollst die 
Schrift nicht verhunzen’, in Tages-Anzeiger, 

 12 May 1989, page 69 f. 

Author unknown: ‘Sanserif – Gone Digital’,  
in World-Wide Printer, 6/1989, page 68 f.

Erik Spiekermann: ‘Mr. Univers’, in Page, 
3/1990, page 62 ff.

Author unknown: Der Schlüssel Macher, 
 in Cicero, 3/1990, page 16 ff. Interview with 

Frutiger about the adoption of Linotype 
Centennial as body type for the magazine.

Reinhard Haus: ‘Type before Gutenberg’, 
 in Page, 1/1991, page 58 ff. 

Reinhard Haus: ‘American Blend’, in Page, 
6/1991, page 78 ff. Report on Vectora.

Reinhard Haus: ‘Klassizistisches Erbe’. Part 1 
 in Page, 11/1991, page 82 ff. Part 2 in Page, 

12/1991, page 66 ff. Report on Linotype Didot.

Eckehart Schumachergebler (ed.): ‘Iridium. 
Adrian Frutiger’, in 26 Lettern, Munich 1992. 
February / March in two-weeks-to-a-page 
calendar with short description of 26 type-
faces.

Reinhard Haus: ‘Moderner Konstruktivismus’, 
in Page, 6/1992, page 50 ff. Report on Avenir.

Author unknown: ‘Frutiger — ein Synonym 
 für zeitgemässe Groteskschriften’, in Desktop 

Dialog, 7/1993, page 30 f.

Hermann Pfeiffer: ‘Vom Zeichen zur Schrift in 
der Handschrift des Adrian Frutiger’,  
in Der Druckspiegel, 9/1993, page 775 ff. 

Reinhard Haus: ‘Le nouveau Didot’, in Revue 
Suisse de l’imprimerie, 2/1994, page 8 ff.

Author unknown: ‘Didot’, in Druckspiegel, 
2/1994.

Giovanni Lussu: ‘Adrian verso il Duemila’, 
 in Linea Grafica no. 292, 4/1994, page 10 ff.

Jost Hochuli: ‘Adrian Frutiger’,  
in Druck-Industrie no. 11, 31 May 1994,  
page 15 ff. Reprint of the foreword from the 
exhibition catalogue Adrian Frutiger,  
His Typographical Work and His Writings.

Sabine Pirolt: ‘Adrian Frutiger, l‘homme qui 
créa l‘Univers’, in L’Hebdo, 26 January 1995, 
page 54 f.

Andreas Liedtke, Lucas de Groot: ‘Befragt: 
Adrian Frutiger, Schriftentwerfer. “Ich bin der 
Backsteinbrenner”’, in form 150 Dossier 
reform, 2/1995, page 46 ff.

Roger Chatelain: ‘Adrian Frutiger raconte’, 
 in Revue Suisse de l’imprimerie 2/1995, 
 page 1 ff. Reprint of a synopsis by  

Adrian Frutiger given in 1994 at an inter -
national symposium on photosetting at the 
Musée lyonnais de l’imprimerie et de la 
banque in Lyon.

Michael Düblin: ‘Schriften für Menschen’, 
 in Basler Magazin, no. 3, 18 January 1997, 

page 12 f.

Alessio Leonardi: ‘Familienplanung’, in Page, 
8/1997, page 46 ff. Report on the reworked 
Univers family.

Patrick Bachmann, Norbert Richter: ‘Schrift 
ist ein Werkzeug, nicht eine Mode’, in 

 X-Time Die grosse Zeitung, 4/1998, page 78 f.

Hermann Pfeiffer: ‘Atelierbesuch beim 
Schriftkünstler Adrian Frutiger’, in Deutscher 
Drucker, no. 39, 15 October 1998, page 22.

Stefan Bettschon: ‘Der PC ist keine Schreib-
 maschine. Adrian Frutiger und der technische 

Wandel der Typographie’, in Neue Zürcher 
Zeitung, no. 156, 9 July 1999, page 71.

Yvonne Schwemer-Scheddin: ‘Reputations. 
Adrian Frutiger’, in eye, 31/1999, page 1 ff. 
Reprint of an interview by Yvonne Schwemer-
Scheddin with Adrian Frutiger, conducted 
during the 1998 ATypI Conference in Lyon.

Roger Chatelain: ‘Adrian Frutiger. Une œuvre 
protéiforme’, in Étapes, no. 60, March 2000, 
page 50 ff.

Helmut Kraus: ‘Original und Originaler’, in 
Page, no. 12/2001, page 58 ff. Article about 
Frutiger Next.

Konrad Rudolf Lienert: ‘Wege durch Adrian 
Frutigers Privatarchiv’, in Tages-Anzeiger, 

 24 May 2003, page 51.

Klaus-Peter Nicolay: ‘Schrift — dem Leben 
angepasst’, in Druckmarkt, No. 19, 

 October 2004, page 10 ff.

Manuel Krebs, Cornel Windlin: ‘ASTRA 
Frutiger-Autobahn’, in soDA #27, vol. 5, 

 March 2005, page 17.
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Typeface
manufacturers

Typefaces 
by adrian Frutiger

Adrian Frutiger’s 
typefaces in chronolo-
gical order, giving 
years of design and 
publication, and type

1952 | 1954
Initiales Président
Jobbing typeface

1953 | 1953
Initiales Phoebus
Jobbing typeface

1953 | 1954
Ondine
Jobbing typeface

1953 | 1957
Méridien
Text typeface

1953 | 1957
Univers
Text typeface

c. 1956 | c. 1958
Egyptienne F
Text typeface

1958 | 1960
Opéra
Text typeface

1959 | 1961
Alphabet Orly
Signage typeface

1960 | 1964
Apollo
Text typeface

1961 | 1964
Concorde
Text typeface

1962 | 1964
Antique Presse
Jobbing typeface

1963 | 1963
Algol
Jobbing typeface

from 1963 | from 1965
OCR-B
Text typeface

1963 | 1967
Serifa
Text typeface

1964 | 1966
Univers  
IBM Composer
Text typeface

1964 | 1967
Alphabet EDF-GDF
Corporate typeface

1967 | 1967
Univers Greek
Text typeface

1967 | 1973
Devanagari / Tamil
Text typeface

1968 | 1969
Alpha BP
Corporate typeface

1969 | 1970
Documenta
Text typeface

1970 | 1971
Alphabet Facom
Corporate typeface

1970 | 1972
Alphabet Roissy
Signage typeface

1971 | 1972
Alphabet Brancher
Corporate typeface

1972 | 1972
Iridium
Text typeface

1973 | 1973
Alphabet Métro
Signage typeface

1973 | 1974
Roissy-Solaris
Split-flap typefaces

1973 | 1976
Univers Cyrillic
Text typeface

1974 | 1976
Alphabet Centre  
Georges Pompidou
Signage typeface

1974 | 1976
Frutiger
Text typeface

1976 | 1980
Glypha
Text typeface

1978 | 1979
Caractères TVP
Screen typeface

1978 | 1980
Icone
Text typeface

1978 | 1982
Breughel
Text typeface

1982 | 1982
Tiemann
Text typeface

1982 | 1984
Versailles
Text typeface

1985 | 1985
Frutiger Cyrillic
Text typeface

1985 | 1986
Linotype Centennial
Text typeface

1987 | 1988
Avenir
Text typeface

1988 | 1989
Westside
Jobbing typeface

1988 | 1991
Vectora
Text typeface

1990 | 1991
Linotype Didot
Text typeface

1990 | 1991
Herculanum
Jobbing typeface

1991 | 1991
Shiseido
Corporate typeface

1991 | 2005
Frutiger Capitalis
Jobbing typeface

1992 | 1992
Pompeijana
Jobbing typeface

1992 | 1993
Rusticana
Jobbing typeface

1992 | 1998
Frutiger Stones /  
Frutiger Symbols
Jobbing typeface

1996 | 1996
Frutiger Neonscript
Signage typeface

1996 | 1998
Linotype Univers
Text typeface

1998 | 2001
Frutiger Next /
Frutiger Next Cyrillic
Text typeface

1999 | 2002
Astra Frutiger
Signage typeface

2002 | 2004
Avenir Next
Text typeface

2005 | 2005
Frutiger Next Greek
Text typeface

(1952) | 2007
Nami
Jobbing typeface

(1954) | 2008
Frutiger Serif
Text typeface

(1976) | 2009
Neue Frutiger /
Neue Frutiger Cyrillic
Text typeface

1996 | 2010
Univers Next /
Univers Next Cyrillic
Text typeface

2012 | 2012
Avenir Next Rounded
Text typeface

2013 | 2013
Neue Frutiger 1450
Text typeface

(1973) | 2013
Neue Frutiger  
Devanagari
Text typeface

Adrian Frutiger’s  
type-design projects in 
chronological order, 
giving year of design.

1952 | (2007)
Delta
Typedesign project

1953 | —
Element-Grotesk
Typedesign project

1953 | —
Federduktus
Typedesign project

1961 | —
Alphabet Entreprise  
Francis Bouygues
Typedesign project,  
Corporate typeface

1962 | —
Serifen-Grotesk
Typedesign project

1962 | —
Gespannte Grotesk
Typedesign project

1965 | —
Katalog
Typedesign project

1969 | —
Delta  
IBM Composer
Typedesign project

1980 | —
Dolmen
Typedesign project

1991 | —
University
Typedesign project

1993 | —
Cooperline
Typedesign project

1993 | —
Primavera
Typedesign project

France

Deberny & Peignot (1923 — 1972)
The Parisian foundry was formed through the 
merger of two traditional and well-established 
type foundries. The first branch, Deberny,  
traced its roots back to the firms of Joseph Gillé 
(1748—1789), J. F. Laurent (1818—1823) and 
J. L. Duplat (17…–1824). These three foundries 
amalgamated in 1827 under the name of 
Laurent, [Honoré] Balzac & Barbier. In 1923, after 
several more name and ownership changes, 
the foundry finally settled on Girard & Cie. The 
other branch, Peignot, went back to François 
Ambroise Didot (established c. 1775) and his son 
Firmin Didot. In the mid-1830s the family firm, 
after branching out greatly, was absorbed into 
the Fondérie Générale, which, in turn, was 
bought by Peignot & Fils in 1912. Deberny &  
Peignot was formed in 1923 through the merger 
of Girard & Cie and Peignot & Cie. It was led 
by Henri Menut. Charles Peignot was director 
from 1939 to 1962 (1964?). Louis Moyroud 
and René A. Higonnet, along with the latter’s 
son René-Paul Higonnet, bought the firm. 
The foundry was run by the younger Higonnet. 
Deberny & Peignot went into liquidation in 
1972 with Higonnet fils still at the helm. The 
foundry programme and typeface licences were 
taken over by the Haas type foundry.

Typefaces by Adrian Frutiger  
for Deberny & Peignot:
 · Initiales Président 
 · Initiales Phoebus
 · Ondine
 · Méridien
 · Univers
 · Antique Presse

Société Lumitype (1955 — 1960)
The company was founded in Paris in 1945  
by Louis Moyraud and René A. Higonnet.  
It was based at Deberny & Peignot. Its goal was 
to build the Lumitype photosetting machine
in Paris and to distribute it throughout Europe. 
In 1960 the Société Lumitype, together with 
American Photon Inc. were amalgamated into 
the International Photon Corporation. 

Typefaces by Adrian Frutiger  
for the Lumitype photosetting machine:
 · Adaptations of other designers’ typefaces
 · Méridien
 · Univers
 · Egyptienne (F)
 · Alphabet Algol

Sofratype (19… — 1969)
The Swiss Alfred Devolz founded the Sofratype 
company in Paris. The small firm produced  
and distributed matrices for line-casting 
machines. In 1969 it was bought out by the 
Mergenthaler Linotype Company. 

Typefaces by Adrian Frutiger  
for Sofratype:
 · Opéra
 · Concorde (with André Gürtler)

USA

Photon Inc. (1950 — 1960)
Bill Garth, owner of the Lithomat offset printing- 
plate company in Cambridge, Massachusetts, 
USA, met French engineers René A. Higonnet 
and Louis M. Moyroud through contacts at 
the Massachusetts Institute of Technology (MIT) 
in 1946.Shortly after, he became involved in 
their attempts to develop a photosetting 
machine. In 1950 Lithomat changed its name 
to Photon Inc. and in 1960 Photon Inc. merged 
with Société Lumitype to become the Inter- 
national Photon Corporation. 

Typefaces by Adrian Frutiger  
for the Photon photosetting machine:
 · Latine (Méridien)
 · Univers

IBM (1896 — present)
The business company dates back to Herman 
Hollerith’s Tabulating Machine Company, 
founded in 1896, which produced machines  
that gathered data and output data based  
on punch cards. In 1924 the company’s name 
was changed to International Business 
Machines. In the 1950s and ’60s the company 
produced its first computers. IBM is a founding 
member of the European Computer Manu-
facturers’ Association (ECMA).

Typefaces by Adrian Frutiger  
for the IBM Composer:
 · Univers IBM Composer
 · Adaptation of other designers’ typefaces  
 and foreign-language typefaces 
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United Kingdom

Monotype (1895 — present)
Tolbert Lanson, inventor of the Monotype 
setting and casting machine, founded his first 
Lanston Monotype Machine Company in 1887. 
By 1897 a machine had been produced that 
would lay the foundations for all future 
Mono type machines. To secure funds for its 
further development, the British and Colonial  
patent rights (excepting Canada) were sold 
to British investors and the Lanston Monotype 
Corporation Ltd. was founded in Salfords, 
Surrey. From the 1920s on, the British Mono- 
type Corporation gained ever-more technical 
and economic prominence, overshadowing  
its American counterpart. In 1966 the latter was 
bought by the United States Banknote Corp- 
oration, and then liquidated in 1969. Agfa,  
the successor to Compugraphic, bought the 
Monotype Corporation in 1999, giving the new 
company the name Agfa Monotype. In 2006 
Monotype Imaging — as Agfa Mono type was 
renamed in 2004 after being pu rchased by TA 
Associates — bought Linotype Imaging GmbH. 

Typefaces by Adrian Frutiger  
for Monotype:
 · Univers
 · Apollo
 · Univers Greek
 · Devanagari / Tamil (with Mahendra Patel)

Switzerland

ECMA (1961 — present)
The European Computer Manufacturers’  
Association (ECMA) is a private organisation 
with responsibility for the standardisation  
of information and communication systems 
with headquarters in Geneva. It was founded 
on 17 May 1961 by 13 computer and type- 
writer manufacturers. The founding members 
were: Aktiebolaget ADDO, Compagnie des 
Machines Bull, N. V. Electrologica, English Elec- 
tric-Leo-Marconi Computers Ltd, IBM-WTEC,  
ICT International Computers and Tabulators Ltd, 
ITT Europe Inc, NCR (The National Cash Register 
Company Ltd), Ing. C. Olivetti & Co. S.p. A.,  
SEA Société d’Electronique et ’Automatisme, 
Siemens & Halske AG, Sperry Rand International 
Corp., and Telefunken Aktiengesellschaft.  
In 1994 the organisation changed its name to 
ECMA International, to better reflect the body’s 
international direction.

Typeface by Adrian Frutiger  
for ECMA:
 · OCR-B

Westiform (1948 — present)
The Swiss family firm emerged from Westing-
house Electric Corporation, an American 
lighting company in 1948. Under the name of 
Westineon, it produced high-voltage neon 
tubes. In 1959 the Imfeld family took over the 
‘neon’ department and continued to expand 
and develop it. The name was changed to 
Westiform in 1987. 

Typefaces by Adrian Frutiger  
for Westiform:
 · Frutiger Neonscript

Germany

Bauersche Schriftgiesserei (1837 — 1972)
Johann Christian Bauer established the type 
foundry in 1837 in Frankfurt am Main. The 
business was taken over by his son and sold in 
1873. In 1898 Georg Hartmann took possession 
of the firm and, in addition, bought several 
other type foundries. After Hartmann’s death in 
1954, his son-in-law, Ernst Vischer, ran the 
company until his own death in 1962. Walter 
Greisner was managing director from 1964 
until 1967. After the firm’s liquidation in 1972 the 
casting division was taken over by Fundición 
Tipográfica Neufville and its owner, Wolfgang 
Hartmann, grandson of Georg Hartmann, 
has led the company ever since. They distribute 
digital typefaces under the name of Bauer Type 
and Neufville digital. 

Typefaces by Adrian Frutiger  
for the Bauer Type Foundry:
 · Serifa

D. Stempel AG (1895 — 1985)
Founded by David Stempel in Frankfurt am 
Main in 1895, D. Stempel AG produced matrices 
for Linotype line-casting machines. After much 
buying and selling of assets, as well as invest- 
ment in other type foundries, Walter Greisner 
took over as managing director in 1967. In 1973 
he became head of the board of directors.  
In 1983 Stempel ceased matrix production and 
in 1985 the firm went into liquidation. The matrix- 
plate production was taken over by Linotype 
GmbH. The material assets, the punches and 
matrices, were sent to the Darmstadt Technische 
Hochschule, where a typecasting workshop was 
set up, led by Rainer Gerstenberg. Today, this  
is incorporated into the Printing Museum, which 
is itself a part of the Hessisches Museum in 
Darmstadt.

Typefaces by Adrian Frutiger  
for D. Stempel AG:
 · Adaptation of other designers’ typefaces 
 · Adaptations of his earlier typefaces 
 · Documenta
 · Iridium
 · Frutiger
 · Univers Cyrillic (with Alexei Chekoulaev)
 · Glypha
 · Icone
 · Breughel
 · Versailles
 · Frutiger Cyrillic

Linotype (1886 — present)
The Mergenthaler Linotype Company was 
founded in 1890 in Brooklyn, N. Y., with the aim 
of producing the line-casting machine invented 
by Ottmar Mergenthaler. Shortly after the 
firm’s founding, subsidiaries were set up in 
England (1890) and Germany (1896). From 1900 
onwards, matrices, which up until then had 
been produced only in the United States,  
were produced by D. Stempel AG in Germany. 
The subsidiaries in the three countries operated 
independently in their respective markets.  
After the Second World War the German head- 
quarters was moved from Berlin to Frankfurt  
am Main. In 1973 Mergenthaler Casting Machine 
GmbH and Linotype GmbH merged to form 
Mergenthaler-Linotype GmbH. Meanwhile, in 
the United States, the Mergenthaler Linotype 
Company was purchased by the Eltra Corpora-
tion in 1963, which, in turn, was bought by  
Allied Chemical Corporation in 1979. Frankfurt 
became the headquarters for all of the Linotype 
companies in 1983. Two years later, D. Stempel 
AG, along with its entire typeface portfolio,  
was absorbed into Linotype. Linotype now 
possessed the rights to the typefaces of the 
former firms of the Benjamin Krebs, Klingspor 
and Haas type foundries; and, at the same  
time, the typeface rights of Deberny & Peignot, 
Fonderie Olive and Società Nebiolo. (Haas type 
foundry’s typefaces are still available today  
in hot-metal form from Walter Fruttiger, and are 
cast in Rainer Gerstenberg’s type workshop.)  
In 1987 Linotype became a public company  
when a German bank purchased it from Allied 
Chemical Corporation and renamed it Linotype 
AG. A merger in 1990 with Dr.-ing Rudolf Hell 
led to Linotype-Hell AG. Heidelberg Druck-
maschinen bought the company in 1997 and 
changed its name to Linotype Library. Then,  
in 2006, Linotype was purchased by Monotype 
Imaging. 

Typefaces by Adrian Frutiger  
for Linotype:
 · Adaptations of his earlier typefaces
 · Tiemann (original by Walter Tiemann)
 · Linotype Centennial 
 · Avenir 
 · Vectora  
 · Westside 
 · Herculanum 
 · Linotype Didot (original by Firmin Didot) 
 · Pompeijana 
 · Rusticana 
 · Frutiger Stones / Frutiger Symbols 
 · Linotype Univers 
 · Frutiger Next / Frutiger Next Cyrillic
 (with Reinhard Haus, Silja Bilz, Erik Faulhaber)
 · Avenir Next (with Akira Kobayashi)
 · Frutiger Capitalis 
 · Frutiger Next Greek (with Eva Masoura) 
 · Nami (with Akira Kobayashi)
 · Frutiger Arabic  
 (by Nadine Chahine with Adrian Frutiger) 
 · Frutiger Serif (with Akira Kobayashi)
 · Neue Frutiger / Neue Frutiger Cyrillic
 (with Akira Kobayashi)
 · Univers Next / Univers Next Cyrillic
 · Univers Next Arabic 
 (by Nadine Chahine with Adrian Frutiger)
 · Avenir Next Rounded 
 (with Akira Kobayashi, Sandra Winter)
 · Neue Frutiger 1450 (with Akira Kobayashi)
 · Neue Frutiger Devanagari  
 (by Adrian Frutiger and Mahendra Patel, 
 with Kimya Gandhi, Akira Kobayashi)
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Collaborations with 
other companies

Places of work and 
co-workers

Over the course of his career — whether as an 
employee, freelance or in his own studio — 
Adrian Frutiger has worked with in-house and 
external co-workers who have supported him in 
the realisation of his commissions. 
They are listed here in the following overview 
according to the current state of our knowledge.

1952—1960
Deberny & Peignot
Paris, France
 Charles Peignot — Director
 Rémy Peignot — Graphic designer 

 Harry Boller — Typographer
 Albert Boton — Type draughtsman
 Annette Celso — Type draughtswoman
 Lucette Girard — Type draughtswoman
 Ladislas Mandel — Type draughtsman
 Robert Meili — Typographer
 Jean Mentha — Typographer
 Marcel Mouchel — Leader, Gravure dept.
 Marcel Nebel — Typographer

 External co-workers
 A. M. Cassandre — Artist

1960
Deberny & Peignot — Atelier de composition
Paris, France
 André Gürtler — Typographer
 Rémy Peignot — Graphic designer
 Bruno Pfäffli — Typographer

1961—1964
Atelier Frutiger
Place d’Italie, Paris, France
 Suzanne Curtil — Secretary
 Nicole Delamarre — Type draughtswoman
 André Gürtler — Type designer
 Bruno Pfäffli — Typographer

 External co-workers
 Rudolf Mumprecht — Artist
 Peter Willi — Photographer

1965—1968
Atelier Frutiger
Villa Moderne, Arcueil, France
 Martin Altenburger — Occupation unknown 
 Suzanne Curtil — Secretary
 Nicole Delamarre — Type draughtswoman
 Bruno Pfäffli — Typographer
 Verena Pfäffli — Co-worker, compositor
 Sylvain Robin — Type draughtsman
 Brigitte Rousset — Draughtswoman and  

 layout artist

 External co-workers
 Nadine Bonnier — Co-worker type
 Françoise — Frisket cutter
 Mahendra Patel — Type designer, National  

 Institute of Design, Ahmedabad, India
 Peter Willi — Photographer

1969—1974
Atelier Frutiger+ Pfäffli
Villa Moderne, Arcueil, France
 Bruno Pfäffli — Typographer
 Suzanne Curtil — Secretary
 Nicole Delamarre — Type draughtswoman
 Hans-Jürg Hunziker — Type designer
 Verena Pfäffli — Co-worker, compositor 
 Brigitte Willay (née Rousset) — Draughts- 

 woman and layout artist

 External co-workers
 Leen Averink — Designer
 Gérard Ifert — Graphic designer
 Rudolf Mumprecht — Artist
 Mahendra Patel — Type designer, National  

 Institute of Design, Ahmedabad, India
 Sylvain Robin — Type draughtsman 
 Peter Willi — Photographer
 Françoise … — Frisket cutter

1975—1992
Atelier Frutiger / Atelier Pfäffli
Villa Moderne, Arcueil, France
 Bruno Pfäffli — Typographer
 Helena Nowak — Draughtswoman
 Verena Pfäffli — Co-worker, compositor

 External co-workers
 Serge Cortesi — Type draughtsman
 Lucette Girard — Type draughtswoman
 Sylvain Robin — Type draughtsman

1992—2013
Adrian Frutiger
Bremgarten / Bern, Switzerland 

 External co-worker 
 Kurt Wälti — Typographer

Adrian Frutiger has produced typefaces 
for numerous firms. In the following overview — 
complete according to the current state of 
our knowledge — the dates of collaboration is 
listed, as well as the names of Frutiger’s  
contacts at those firms.

1954—1960
Société Lumitype
Paris, France
 … Bernard — Photographer 
 René Gréa — Engineer

1954—1960
Photon Inc.
Cambridge, Massachusetts, USA
 René A. Higonnet — Engineer, developer
 Louis M. Moyroud — Engineer, developer
 Louis Rosenblum — Head of the typographic  

 studio 

1957—1967
Éditions Hermann
Paris, France
 Pierre Berès — Publisher

1959—c. 1965 
Sofratype
Paris, France
 Alfred Devolz — Owner

1960—1962 
Monotype Corporation
Salfords, Surrey, England
 John Dreyfus — Typographic consultant
 Stanley Morison — Typographic consultant

1960—1974 
Brancher
Vélizy, France
 Pierre Brancher (father) — Owner
 Olivier Brancher (son) — Owner

1961—ca. 1963 
Synergie
Advertising agency
Paris, France

1963—1973 (plus further collaborations) 
ECMA
European Computer Manfacturers Association, 
Geneva, Switzerland 
 Dara Hekimi — General secretary
 Gilbert Weill — Compagnie des Machines Bull

1966—1968 
Bauersche Type Foundry
Frankfurt am Main, Germany
 Konrad F. Bauer — Artistic director
 Walter Greisner — Member, board of directors

1963—1978 
Facom
Morangis, France
 André Moses — Owner

1964—1981 
IBM
International Business Machines, 
Armonk, USA / Orléans, France
 André Bonnier — Departmental head,  

 golfball production 
 Max Caflisch — External typographic 

 consultant
 Henri Friedlaender — Type designer
 Fritz Kern — Departmental head, graphics- 

 products 
J. François Leblanc — Departmental head,  
 typeface department

1965—1967
EDF-GDF
Paris, France
 Jacques Veuillet — Project leader
 Francis Boucrot — Project leader  
 Nicolas Karzis — Architect
 Giulio Confalonieri — Graphic artist

1967—1972 
National Institute of Design
Ahmedabad, India
 Mahendra Patel — Typographic draughtsman
 Gira Sarabhai — Founder and principal,  

 design department

1968—1969 
Crosby / Fletcher / Forbes
London, England
 Alan Fletcher — Designer
 Colin Forbes — Designer
 Georg Staehelin — Designer

1968—1985 
D. Stempel AG
Frankfurt am Main, Germany
 Walter Cunz — Member, board of directors
 Walter Greisner — Member, board of directors
 Reinhard Haus — Typographic draughtsman
 Horst Heiderhoff — Artistic director
 Arthur Ritzel — Head, typeface department 
 Erich Schulz-Anker — Artistic director

1969—1970 
National-Zeitung
Basel, Switzerland
 Fritz Sutter — Head, photosetting department

1970—1976
Aéroport de Paris
Paris, France
 Paul Andreu — Architect
 Jacques Filacier — Colour consultant

1973
Régie Autonome des Transports Parisiens
Paris, France
 Paul Andreu — Architect
  … Ebeling — Director 

1982
Die Zeit
Hamburg, Germany

since 1985 
Linotype / Mergenthaler Linotype Company
Eschborn / Bad Homburg, Germany
 Reinhard Haus — Head, typographic studio, 

 Artistic director
 Hans Wolfgang Glathe — Head of type licences
 Otmar Hoefer — Marketing director
 Gerhard Höhl — Head, typeface department
 René Kerfante — Head, matrix-plate production
 Akira Kobayashi — Artistic director
 Werner Schimpf — Head typeface department,  

 Artistic director
 Bruno Steinert — Director

Brooklyn, USA
 Matthew Carter — Type designer
 Mike Parker — Typographic director

since 1987
Westiform
Niederwangen, Switzerland
 Niklaus Imfeld — Owner

1991
Shiseido
Tokyo, Japan
 Yutaka Kobayashi — Artistic director
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The authors

Heidrun Osterer
 * 1966, apprenticed originally as a window dresser in Wiesbaden, 
Germany. After gaining her Fachabitur (vocational diploma) she 
studied communication design at the Fachhochschule für Gestal-
tung (Design Polytechnic) in Darmstadt, Germany. Studied corpo-
rate design under Peter von Kornatzki and typo graphy and poster 
design under Christof Gassner, and trained with Ruedi Baur in 
Lyon, France. After receiving her diploma Heidrun Osterer worked 
for publisher Lars Müller, Baden, Switzer land, collaborating on the 
book Josef Müller-Brockmann. Designer, and several other publi-
cations. In collaboration with Josef Müller-Brockmann, she organ-
ised his work archive in Unterengstringen, Switzerland. She was  
a visual designer at Studio Hablützel, Basel, Switzerland before 
going freelance in 1996. In 1998 Heidrun Osterer and Philipp 
Stamm formed feinherb, Visuelle Gestaltung, Basel, since 2009 
she is sole owner. In 2004 she co-founded Swiss Foundation Type 
and Typography, of which she was a special committee member 
until 2009. From 2004 to 2010 she was also a consulting editor 
for the specialist publication Typografische Monatsblätter / Swiss 
Typographic Magazine. 2007/08 she taught screen typography at 
the Berufsschule für Gestaltung (Vocational School of Design) in 
Zurich, Switzerland. From 2009 to 2011 she was a lecturer in typo-
graphy and book design at the Freie Hochschule für Grafik Design 
und Bildende Kunst in Freiburg, Germany. 

Publications
‘From Univers towards Avenir: On the typefaces of Adrian Frutiger’, 
in: [kAk) graphic design magazine of russia, Nr. 4  /48 /2008.  
‘Typo grafie. Grundlagen. Gliederung einer Fläche mittels sieben 
Quadraten’, in: k-magazin, Nr. 1/2010, Freie Hochschule für Grafik- 
Design und Bildende Kunst Freiburg. ‘Adrian Frutiger — Caractères. 
L’œuvre complète’, in: Le Quai. Journal de l’école supérieure d’art 
de Mulhouse, Nr. 39, Oktober 2010. In cooperation with Philipp 
Stamm (editing/annotation): ‘Adrian Frutiger: Die Zeichen der 
Sprachfixierung’, in: Klaus Th. Edelmann, Gerrit Terstiege (eds.): 
Gestaltung denken, Grundlagentexte zu Design und Architektur, 
Basel 2010.

Lectures on Adrian Frutiger and Swiss Typography 
Association Typographique Internationale (ATypI), St. Petersburg 
2008; Typografische Gesellschaft Austria, Vienna 2008; Van Abbe 
Museum, Enschede 2008; Typo Berlin, 2009; Freie Hochschule 
für Grafik Design und Bildende Kunst Freiburg, 2010; Zontas Club 
Basel, 2012; Internationale Gutenberg-Gesellschaft Mainz, 2014.

Participation in exhibitions
Plakate gegen Gewalt und Fremdenhass, Ernst-Reuter-Haus Berlin, 
1993.

Philipp Stamm
 * 1966, apprenticed as a typesetter at Meier+Cie AG, Schaffhausen, 
Switzerland. Trained further as a typographer and type designer 
at the Schule für Gestaltung (School of Design) Basel, Switzerland; 
subsequently studied visual communication at the Höhere Fach-
schule für Gestaltung HFG Basel, Switzerland (The Basel School of 
Design, Post graduate Studies in Visual Communication).  Amongst 
others Philipp Stamm studied type design under André Gürtler 
and typography under Wolfgang Weingart. 
His diploma thesis, ‘Erweiterung des lateinischen alphabetes für 
die deutsche sprache / Extension of the Latin alphabet for the Ger-
man language’ suggested a typographical approach to integrating 
missing phonemes into the Latin alphabet without compromising 
legibility. It produced the font addition PhonogrammeF, based on 
the typeface Frutiger Roman. 
From 1995 to 2008 he has been self-employed and in 1998 Heidrun 
Osterer and Philipp Stamm formed feinherb, Visuelle Gestaltung, 
Basel. Since 1996 he has held various teaching positions; from 1999 
to 2003 at the Swiss Public Relations Institute SPRI, Zurich. In 2000 
design of a corporate typeface for E. Gutzwiller & Cie, Banquiers, 
Basel / Geneva. Since 2000 tutor and lecturer, since 2011 professor 
in type design, typography and corporate design at the University 
of Applied Sciences and Arts North western Switzerland / Academy 
of Art and Design / Visual Communication Institute — The Basel 
School of Design. In 2004 he co-found ed Swiss Foundation Type 
and Typography, until 2009 he was a special committee member. 

Publications
Grauwert-Darstellung mit PostScript, Munich 1992; ‘Schrift gleich 
sprache. Erweiterung des lateinischen alphabetes für die deutsche 
sprache / Extension of the Latin alphabet for the German language’, 
in: Typografische Monatsblätter / Swiss Typographic Magazine TM, 
1/1997. In cooperation with Heidrun Osterer (editing/annotation): 
‘Adrian Frutiger: Die Zeichen der Sprachfixierung’, in: Klaus Th. Edel-
mann, Gerrit Terstiege (eds.): Gestaltung denken, Grundlagentexte 
zu Design und Architektur, Basel 2010.

Lectures
Adrian Frutiger — Typefaces; Type and Language —  PhonogrammeF; 
Type design at The Basel School of Design.

Participation in exhibitions
Read me — with Adrian Frutiger throughout the World of Signs and 
Types, 2000; postscript — Zur Form von Schrift heute, Künstlerhaus 
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