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As we go about our everyday lives, we are completely surrounded by type
and typography: It is everywheare. On signage it directs us, in instructions it
helps us, through advertising it influences us, on packaging it describasto
us, and through books and magazines it informs us, tells us stories, and
aducates us. It forms a fundamertal part of our existence and, of course,

a fundamental part of graphic design. In this context, type's central function
is to communicate a massage in such away that firstly, the intellectual
content isunderstood, and sacondly, it is given a unigue “woice."

Ezsantially, typefaces are an artful representation of words, Bach is
urigue, and in a sense each has a personality. Today there are 5o many
typefacesin existance, it would be virtually impossible to put a figure on it.
Things have changed dramatically since the days of hot-metal type when
skitied typographers devoted themselves to their craft. Today font design
and typography is nolonger restricted to those specialized craftsmen in
fully equipped workshaops. Access 1o a huge range of fonts, and to
programs for font design, is open toanyonea in a computerized offics or
homea. The advent of computers in the 1980s meant that people were not
only introduced to the wide variely and use of different typefaces avaiable
through desktop publishing {a basic word procassing program comes with
over 60 different typefaces), it also meant that designers were introduced
to programs like Fontographer, which enabled them to create custom
typefaces easily and quickly.

Itis perhaps becauss of this that, despite the bewildering amaunt of
typefaces avalable, designars will oftan create a custom font to suit a
particular need. Sometimes it will be a tweakad version of an existing
typeface, other timesit will be a completely new design. Sometimes only
the letters neaded (say for aloge) will be created, other times a whole font
family will be created. In a commercial world ebsessed with branding, a
custom font can be the most efficient and effective way to create a uniguse
identity, and increasingly, companias are commissioning unique fonts for
use on their packaging and promotional materials.

The histary of typography, baginning with ancient Egyptian hieroglyphs
and through centuries of printing in the Far East, is a subject worthy of a
book in its own right. For the purposes of this book we will explore only
whal is commonly referred 1o as the history of modern type. This begins
in the fifteanth century, and its imention is credited to Garman Johanrnes
Gutenberg and his celebrated 42-fne Bibe, published circa 1444, It was
around this fima thal the Old Style, or Antiqua typefaces were developed
(amaong therm Garamond) from their predecessor, Old English. Cld English
was highly decorative and complex which meant that it was both difficult
to write and read; with the invention of printing and the consaguent
advancement of society, it was also impractical.

Oid Style typefaces were prevalent throughout the fifteenth and sixleenth
centurias, but by the end of the seventeenth, a new style of typeface was
emerging, and by the beginning of the eighteenth, one of the best-known
and most widely used typsfaces in the wold—Times Roman—was
created, alongwith other popular faces including Baskerville. Known as
Transitional typefaces, they have a higherlevel of contrast and a mone
austere sensa of design than the Old Style faces. They sit well on the
typography timeling between the arnate, organic nature of Old Style
facas and the minimalist nature of the Maodern fonts.

By the end of the nineteenth century, a more dramatic change 'was
acouring with the creation of sans-serif typefaces. The serifs at the end of
atrokes were dropped and typefaces becamea more lingar, but they weren't
an instant hit; initially called Grotesque typefaces, they were only really used
in adwvertising. It wasn't until the early 1900s (the 1820s and 1930sin
particular) that thay becamea popular Eric Gill was ane of the miain
charactersin their development, craating the first highly influential sans-senl
typeface, Gil Sans. This helped to bring on a surge in the popularity of
sans-serif faces throughout the twentieth century. Paul Rennar was another
important character. In 1928 he created Futura, and fellowing the
introduction of this, sans-seril faces becamsa the mainstream type style.

It was at this time that Jan Tachichold sparked controversy with his much
publiczed The New Typography: A Handbook for Modern Designers, first
publishad in 1928. According to Tachichold, *Agood letter is one that
expragses itsell, or rather ‘speaks,” with the utmost distinctiveness and
clarity. And a good typeface has no purpose bayond being of the highest
clarity.” Howewver, despite Futura “leading the way," it was supercaded by
Helwetica which became the “must use" sans-senf face of the century for
many designers and remains very popular today.



The latter half of the twentieth century saw a huge growth in type
foundries, with designers making the maost of the opportunities that
the naw computer technology provided. In the same year that the
Macintosh computer was first introduced—1984—Rudy VanderLans
founded Emigré, a digital type foundry and publisher of the design
journal Emigré. It continues to be recognized as one of the leading
innowvators in the fislds of graphic and experimental font design, and
its library now houses over 300 typefaces, created by a number

of contemparary designers. Another such foundry is FontShop
Imternational, This was founded in Germany in 1989 by Erik and Joan
Spiekermann; it now houses over 3,000 typefaces. Spiekermann is
farned for his more “humanist” take on the sans-serif typeface with
his creation of the highty popular Meta, developed in 1993,

Another leading innovator of the late twentieth century was
Carlos Segurawho, in 1984, founded the T.26 Digital Type Foundry
in Chicago. This foundry has created such faces as Euphaoric,
Boxspring, and Peepod and continues to be at the forefront of
typeface design today. Other leading lights include Jeremy Tankard
and Jonathan Barnbrook. Having previously worked for design finms
Woiff Olins, and Addison Design Gonsuitants, London, as a graphic
designer and typographer, Tankard founded Jeramy Tankard
Typography in 1998 to pursue his own design ambitions, His fiuid
Adobe Original typeface Blue Island won a Type Directors Club Type
Design Competition 2000 Award; among his other typetaces are
Disturbance, Bliss, Enigma, Shaker, and The Shire Types (a collection
of six typafaces taking their names from England’s midland counties).
Barnbrook founded Virus in 1998, releasing such fonts as Bastard
and Prozac. As a graphic designer he has collaborated with artist
Damien Hirst on the book | Want fo Spend the Rest of My Life
Evarywhere, With Everyana, One to One, Always, Forever, Now,
and is also known for the design of the book Typography Now Two:
Implosion, as well as high-profile advertising campaigns.

Owver the past 20 or so years, thousands of typefaces have been
created, some complately from scratch, many adaptad from older
typefaces, but all developed largely using the Mac and other
computer technology. Without doubt, technology has dramatically
changed the way the wihole typeface design industry works,

As Emigra’s Web site points oult, this has faced the art and craft

of typeface dasign with the danger of becoming extinct due to the
ilegal proliferation of font software and general disregard for proper
licensing etiguette—typeface developers have campaigned for
greater action to be taken against those who illegally copy typefaces
for years. However, much genuine typeface design does shill exist
and the industry is looking healthier than ever with exciting,
experimental, and innovative type design being created in every
corner of the world. The development of type and ifs recagnition as
an art has besn given a massive boost by the increase in ganeral
awareness of typefaces that OTP and programs like Fontographer
have brought about. An awareness and understanding of type
design is now open 1o anyone who uses a Mac or PC.

Charlotte Rivers
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NEWSPAPERS AND MAGAZINES
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Things have moved on since the early
days of newspapers, when they were
printed black-and-white, using
hot-metal typesetting and letterpress
printing. Today, printers use computer
typesetting and offset lithography

in color. The considerations for
designers remain the same though;

a font for a newspaper has to work
as a headline font or as body text,
and remain distinct when printed

on such highly absorbent paper.

Typetaces for use within magazines
are very different from those used
for newspapers simply because the
magazine environment allows for
more varied and experimental faces.
A magazine's masthead functions
as its logo; it must be easily
distinguished, unique, and work as
the visual voice of the magazine.

This chapter includes designs that
successfully meet the need for
economy and legibility.
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[The Haustaon Chrohicle is the major
Idaily newsapaper in Houston, Texas,
land is the L.5.A.'s seventh largest daily
paper and tenth largest Sunday paper.
The paper had basn living with its
design since the early days of
PostScript, working only with the
lvpefacas that wera available in the
mid-1380s. Using visual elements and
la typographic palette very typical of its
lara, it was not that distinetive,
Headlines weme in Times Mew Roman
land Franklin Gothic, text was in
IComona, Helvetica, and Trajan, with
IGouchy Old Style in feature sections.

leff Cohen, the naw Editor-in-Chigf,
was looking for a fresh new look from
top to bottom. In 2003 Roger Black,
the design consultant brought in to
steer the redesign, commissioned
IChristian Schwartz at Crange Italic to
iraw a haadline face. Howeser, as the
project progressed, a body-text face
jgrew almost unintentionalhy

Inspired by the fact that the Chranicle
is cwned by the Hearst Corporation,
Roger looked back to the restless
lenergy of the Hearst papers, including
the San Francisco Examiner and New
itk Jowrnal, from the early twentieth
loentury. He noticed various
incarnations of Jensan Old Style, and
lother bald, clunky serif facesin the
lsame genre. Popular for headlines until
labout the 1920s, Roger felt that
6 6 tlenson faces were ripe for a
rediscoveary. He tried British

— Monotypa's talian Old Style for
headlines in a prototype as proof of this
joonceapt. Itworked well, and Schwartz

hwas called in toraviva it as a proper

HOUSTON CHRONICLE NEWSPAPER REDESIGN e

CoHTACT [The main requirements for Schwartz's
WAWW. ORAMNGEITALIC.COM design were that the typeface be more

readable than the old font, and that it
be distinet encugh to strengthen the
Howuston Chroniclke brand.
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“| enjoy drawing newspaper lypes The headliine face needead towalk a fine
because there are both technical and line between adding a distinctive voloe
cultural restraints, " explains Schwartz, to the paper and being transparent
“Lagibility is key because typography enough to look appropriate for any kind
iz the foundation of a newspaper. of story The text face had to maintain
Maximizing legibility in spite of very the same character as the headline
poar printing conditions is not easy. face but, mare importantly, reproduce
Culturally, readers in different placas el on the presses.

hawve different feelings about what sort
Spmding of type is comfartable for reading their
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“l approachedit as an adaptation,
trying to draw an identifiabdie revival of

measure | Se day. These ans both big Italian Okd Style that made all of the
] R | OF minus [C250NS Wiy SOmany newspapers concessions necessary to be a credible
- T S TR g e e | ovision ORI O3 RN, vews typeface,” explains Schwartz.
- - “He [Cohen] asked me fo draw a “In the headline face, this meant toning

b gy o rem skl
il

halfway point. Between talian Qld Style  [own the huge ‘bell-bottom” serifs,
and Bookman was the target, the but leaning details like the inner serifs
formar becauss its quirky forms would of the capital M and N, and the angled
oive a distinctive feel to the paper, and crosshar of the lowercase e intact.

the lattar bacause its contrast and In the text face, this maant trimnming
: veight are very well suited tonews off these extra serfs 1o open up
== Ineadlines. The New York Times used it icounterforms; straightening cut the
.'...','.'.“:“.'."';E.‘?‘.":"—: for over 50 years.” crosstiarﬂ! the e, because it was
. e ioan sl |2 (e wspaper font needs to be heavy distracting; and widening menahc,_
" Pl nough to have 2 good presence on to keep melnlmunlerlorn‘;s frorm getting
. i 1P —— e B Peken e ek e too narrow.” All of these amendments
_E F,EF—m Leag'lar?:"scueams "y nd\gll-:}w = “Lt made the text face mone readable.
- T pmm:m . me[w e S ol [Zo'm'&w It was also importart that the typeface
E_.“:;EE_._: © worked on the paper’s pressas, 80

mermng e mi s [T ol was to develop thisinto a three or four rounds of prass tests were

The bl wall srm o 1w il

e i i e |50 TR, i1 b0 wisights, with italics, printad to make sure it worked in the
- AT e

=
= seoen

" ﬂ'

e premmem e 454 Land thie italics were to include a set of way it was intended. Alot of small
lternats lowercase characters, The white spaces—or example, the
paper had onginally planned touse a counters in the lowercase 8, w, and x—
lchunky version of Linotype lonic No. 5 had to be exaggerated to make sure
for the bacy text, but, unaware of this, they didn't fill up with ink.

(Schwartz adapted Houston Headline
forit. A press test showed that
ISchwarlz's typeface, now known as
Houston, was easierto read than both
the lonic Mo. & and the Comona they had
been using for 20 years, 30 they went
ahead with the creation of two weights
of test, with italics and amall caps.
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ISOLUTION

ICompleted in 2003, theissusis a
homage 1o the famous “windy city,”
including articles and stories about life
in the: great metropaolis. Since all other
laapacts of the issue wera devoted to
IChicago, Seeger and Shachter feltit
hwas only right that the type should be
las well. Ower 15 typelfaces of the late
Midwestern typographer Robert
Hurter Middleton were utilized for the

BIG MAGAZINE CHICAGO EDITION

magazing, along with a few customized
Ireatments created specifically for this

HANSSEEGERBEARTHLINK.N ET/SHACHTERBSBCGLOBAL.MET

issue of the magazine.

Big is aninternational style magazine
recognized in the industry as a titke that

zowers the latest visual and cultural
trends with stunning design and
informative contert. Italso hasa
history of great collaborations.
Concevedin Spain over 10 years ago,
it has since been published in different
countries, with each issue focusing on
o single topic. In 2002, Chicago-based
designers Hans Seager and John
IShachter were askad to design, art
direct, and adit an issue devoted to the
city of Chicago.

STIME
FELIELE

DLEN'T
GET THE

BLUES




A2-GRAPHICS/SW/HK

TYPOGRAPHIC 60 JOURNAL DESIGN
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BRIEF

Tha International Sociaty of
Typographic Designars{ISTD} is the
widely known professional organization
for designers and typographersin the
LK. Three timas a year, it publishes
TypoGraphic, a typography journal
edited by David Jury, a council membear
of the ISTD. leaue 60, published in
2003, features several essays relating
to analog and digital design and
printing processes and carries the
sublile Primal Typograohy.

Designers Scott Wiliams and Henrik
Kubel at A2-GRAPHICS/SW/HK were
icommissionad to design this issue with
an open brigf, atthough the Letler
paper (&d) format was fived, and there
was only a small production budget.

SOLUTION

Commissionad in 2002 and completad
one year latar, the inspiration for the
design of this 64-page publication, and
the thres typefaces created spacifically
for it, was the subtitle of the journal—
Primal Typography—and the key
essay, “The Codex Projgot.” The
journal consists of eight interleaved
eight-page sections, each allarnating
coatad and uncoated papers, printad
offeat itho and then overprintad by
lettampess, both wood and metal.
When wood type appears it is printed
wood type on the actual page—you
can feel how theink “sits” on the page.
All other sections are printed with
digitally produced typefaces. Nathing
has bean scanned andthen prnted,

As is common practice with wood

print these days.

The three digilal lypefaces—A2-Medin
(Carperter, A2-TypoGraphic regular
and italic, and AZ2-Typewiter—avohed
from hand-drawn skelches. Thess
wane transferred into llustrator to trial
different words before the typeface
was flinished in Fontographer. The
ettemmess typelaces used ae
Monotype Caslon (128) (typezet by
Stan Lane at Gloucester Typesetting
Services), along with a wide selection
of wood type.
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FADER MAGAZINE HEADLINE FONT
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SOLUTION
|
Designers al Stereo Type Haus began
developing the original Stylus facesto
better suit the magazine's needs after

it was decided that they reguired a face
with more weight—something that was
closer 1o the Akzidenz face it was
replacing. |t was alscimportant that
the typaface convayed a boldneass,
becauseitwastobeuwsedas a
headine font, and that it had alowcap
height, as thisis a characteristic of
Akzideriz. “Frstly, | took a really good
ook at the Akzidenz face, itscap
height versus weight and 20 on, and
then compared it to the Stylus letters,”
explains Rick Diaz-Granados, designer
At Stereo Type Haus, *l then tried to
match the weight and began awisual
exploration with specimens and mock
layouts similar to what was already in
use by FADER."

The idea was tocreate a family that
had a similar feel to classic sans-geril
faces, but that conveyed a modermist
sengibility, and that had more varaatility
in weights and styles. Diaz-Granados'
ingpiration cams from DIN, a typeface
designad by Duteh designer Albert-Jan

ool which be, in turn, had derved
from Geamnan road signs. Skelchas
wenzs mads in llustrator before the
characters werne imported into
Fortographer, where furtherweights
and styles were fleshed oul.

BRIEF

ADER is an Amencan music, fashion,
and culture magazine. Having used The font really wordks well within
Jakzidenz Grotesk Bold as amain the pages of the magazine. Mixed
/ header face for a number of yaars, the with other typefaces ona page, it
magazine decided that a change was stands out anddoes ts b asa
in order. In the first instance, FADER distinguishable yet subtle and legible
purchased the Stylus typefaca family headline font. *This was probably one
from designers Stereo Type Haus and of the most satisfying type projects
used it ina few issues before de g I've ever campleted, not only becs
that it should form the basis of the of its challenging range, but also
magazing's new ook, because of its visibility in a magazine
format,” explaing Diaz-Granados.
“It alao allowed me Lo step back and
see how other designers usedit and
abusad ||. made good and bad
e 5, but more importantly how
it [IJ!'ICli‘_',. edandwhat it coneyed.”
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SOLUTION
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Initially, Erkcason created individual
letters for use in each of the apacific
headlines, but as the number required
irew, he developed an entire typaface.
Erikason worked on a face that would
fit in a comic book—style bubble;
something that was slightly rough,

off the cufl, clean, clear, easy, and with
A akement of fun. He first drew the
letters by hand, using irk on paper,
then scannad and traced the elements
of the typeface as images, using

-~ ¥ i 3 i
s=()¢"»u """ f@*Gomi:; -
iy Fx
llustrator. Becauss of its italic feal,
the typeface was named Dennis P&

Ko adsoa a
[Stan talic. The hand-drawn, rough

ABCDEFGHIJKLMNOPRRSTUYWXYL
AADabedetghijklmnopgrstuywyxyz
47619945678908 S LELIGPER

Fu

DEm haracter of the font works well within

the context of the newspaper: the
DENNISERIKSSON | = =

the typeface into relief against the bold,
wo 0 G E N CY u'lk-heaw ook of the blackbubbles. .

DAGENS NYHETER HEADLINE TYPEFACE

Trreerec | NENSPAEEE WWW W00 50 BRIEF

= -
' " Dagens Myeheter is one of Sweden's
largest national daly newspapers.
In 2001, the paper commissionad
| iustrator/designar Dennis Eriksson

to create a headline typeface with the
icharacteristics of a handmads type.
Eriksson had worked with Dagens
Nvheter bafore, as anillustrator, and
the paper wanted him to apply his
Jllustrative skills to the design of the
| & typeface. The ideawas to produce a
number of headlines for the various
sactions in the paper's waekend edition.
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OHIO GIRL DESIGN

BAIL MAGAZINE MASTHEAD AND HEADLINE FONT

WWW.0HIOGIRL.COM

BRIEF

SKATEBOARD CULTURE

Independents’ Day Mediaisall.s.-
bazad, independeant publisher of two
magaznes anda line of books. Ball
magazine, launched in 2003, was the
publisher's follow-up to the long-
running Punk Flanet magazine. Bail's
focus s the cultural aspect of
skateboarding—the people, the
history—as well as celebrating the
world around skateboarding—the art,
music, politics, andculture that the
hkate workd has spawnad. Ball aims to
sel a new standard of skale magazine
threugh in-depth intendews, features,
art, and photography. Los Angeles—
based designer Andy Mueller, at Chio
Girl Design, was asked tocreale a
typeface to be used asa masthead
and headline fort in the magazine, as
well a5 on menchandise.

i
B
i

SOLUTION

Inspirad by his passion for offbeat
typography from the 1960s, 1970s,
and 1880s, Mueller wanted to create
something that was unigue, and that
was bold and visually dominant.

He began by working on the overall
direction of the magarine design rather
than on a typeface; this came aboul
after he started work on the masthead.

{Mueller liked the direction of this so
{much, he decidad to sse if he could

extend it into a complete typeface, as
he thought it would be good for Bal ta
have an exclusive type.

s Thicky is an extremely bold face,

it works bast when used in a larger
point size, as this avoids any filing in.
It seams to waork best when usad as
a headling,” explains Mueller, “Tha
type looks really interesting at a smalier
point sze, but it becomeas hand toread
due to the tricky kerming. The kerning
seems to be irregular at times,
espacialy when two letters with
opposing angles mest—such
letterpairs as A and M leave a funmy
emply space batwesen them, However,
after a few modifications—inereasing
the angle of the diagonal partsin
letters, including A and M—Thicky
wiorks very wall at most sizes,

“It was agreat project because Bal just
ket me do my thing," explains Mualisn

“| started it like | start most projects—by
opening my sketch pad and opening
Adobe llustrator and using both media
to start messing with design ideas.”

Mueller usad analog sketches tohelp
develop somea rough ideas of the letter-
shapes bafore moving to computer
sketches, in llustratorn 1o help refine
his ideas, Once the ideawas complete,
he used Adobe llustrator to create

the final letterforms. Due to time
constrairts, Musler asked Madins
Makanishi and Mike Coleman to help
finish designing the numbers for Thicky:
Madine also contributed by turning
Thicky into a working font, using
Macromedia's Fontographear program.



ISOLUTION
I
Drawing inspiration fiom fonts
Idesignad by the modernists of the
1920s, including Josef Albersand
Herbert Bayer, designers Jon Forss
land Kiell Ekhorn wanted to create

ia face that was as uncompromisingly
iclealist asthose, bult not as restricted
by height. They alsowantad to inject
I “Rusgsian constructivist” esthetic into
the magazine; a look that was popular

NON-FORMAT

during the early 1980s. The fonlis
based on these simple forms: circle,
lsquare, triangle, and rectangle. The
first shape created was the sguare,

THE WIRE MAGAZINE HEADLINE FONT

which was halved to create the
rectangle. The equilateral triangle is

WWW. NON-FORMAT.COM

BRIEF

The Wire is a completely indepandeant
music magazing based in London.
iScandinavian/British design duo Non-
Format are ongoing art directors and
designers of the magazine. In 2004,

ihey decided to create a new headling

font that woukd work for all the
magazine's features and coukd run
for three or four months.

ABandF 9

veoxyd

the same height as the square, and
the circle has a diamaler equal to the
height of the square. A semicircle was
lereated by halving the circle, and
lanother triangle was made by culting
the square in half diagonally.

“Wa started with the O, That was
jobviously going to be a filed-in circle.
[The Awas alsc easily a triangle. Once
| had the D shape, the mst of the font
jcame together fairly quickly,” explaing
Forss. “We made the font shapes riss
land fall in height so that cartain letter
lcombinations became quite dramatic.
Even though we had a deliberately
restricted cholce of shapes, we didn't
hwart to force the fontinto a box." The
1A, O, and V' were borrowed from early
Bauhaus typographic experimants
which, nearly a cantury later, look
lalmost mainstream. However, the
designars were keen for the rest of
the fort to be fairly idioayncratic, 2o
rather than trdng to think in terms of
there being a standard x-height for the
font, they made it sit on a basalne but
lascendto thriee or four different heights.

Norking in Photoshop, the basic
[zhapsas were created in separate
layers, which the designers could turn
lon and off to make each lettershape.

It was afast process with only one late
laddition—small, triangular “outs” weara
ladded tothe C and E to efine their
legibility: The first version drawn did not
hane the v-shapedouts in the CandE.
Mhen the designers delivered this, the
magazine found that it was not easy o
read the headines.
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FROM SWEDISH PUNK
TEEN TO COLLABORATOR
WITH PFETER BROTZMANN

AMD SONIC YOUTH,
SAXOPHONIST

MATE QUETAFESON HAS

BUILT UPF & FORMIDABLE
DISCOGRAPHY
MELDING THE EVANGELICAL
IMPROVIGATIONAL
PROPERTIES OF JAZZ WITH
THE RAW, ENGAGING
EMERGY OF ROCK
NOW WORKING WITH HIS

DWHN TRID, THE THING
HE EXPLAING THE JOYS OF

BUTING VINYL BY
THE METRE AND THE
HEED TO "SLOW HARDER®
AGAINST MASS
COMMERCIALISM
WORDS: ROB YOUNG
PHOTOS: MATTIAS EX
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Bruhn began with rough sketches

n paper before moving on to the

omputer, He wanted the new
hypeface to be bold, but to allow good

pace bebween the forms. The paper's
name had towork setin capitals, and
bevery tighl. As aresult, Sydswenskan
hwas used as the base for sl later
lspacing and kerning adjustmeants.

SYDSVENSKAN NEWSPAPER REDESIGN

here was a dramatic change in brief
jduring the development phase; the

e CHAFTER 06
THPESFECFC | NEWSPAPERS
AMOMACAANES

CORTACT
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Sydsvenskan is ane of the biggest-
selling newspapers in Swedan.
e In 2004, the paperwent through a

i transformation from broadsheet to
B — tabloid format and also shortenedits
—— name from Sydswvenska Dagbladat 1o
“‘w ISyasvenskan, For the revamp it was

felt that a new ypaface was nesdad to
icomplemant the new ook for ita main
flag and section heads. The previous
typeface for the flag was a condensad
ersion of Aachen, but the revision
required something more modern to
bring the paper into the twenty-first
century. The change also had to be
“unnaticeabde” at first glance—a
modast rafinement was key in this

at Fountain, was commissionad to
complete the job.

project. Swedish designer Peter Bruhn,

first assignment was foran all caps
typeface, but asthe project progressed

_|l wasdecided that lowercase should

be usad for the saction heads. When
this decision was made, Bruhn had
laimost finished the uppercase, so
rmany things had to be rethought, for
instance, spacing on the main flag had
to be adjusted while maintaining the
tightness of the characters.

[The x-height on this typeface, named
ISydavenaskan after the paper, has baan
kept high to aid readabidity, and the
“lool” of some of the sedfs from
lAachen were kept, but with straighter
brackets connecting them to the stem
of the letter. All of the design waork was
idone in Fontographer, before moving
irnto FontLab for finishing.
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S0LUTION
|

Inspired by Rudy Garnriech, Milton
IGlacer, and New Yorkers featuredin
the issue, Wood and Stitson creatad
la bold, angular, versatile typeface
that has filed characters. The time
constraints inharert in producing a
manthly magazine meant that the fant
hadto be designad quickly, 0 having
idecided on a few key points, basic
sketches were made before it weant
straight to llustrator. All the headlines
were buill in llustrator—thers was no
time to put it through Fontographer—
which gives the face a rawnass that
lacds to its character.

[Two or three versions, with fills and

without fills, were created for a number
of the characters, such as O, K, N, and
R, sathat the designers could fine-tune

SUZY WOOD AND
PETERSTITSON

lcoverlines to suit the imagas they were
partnered with, while keeping tham as
legitle as possible: if all the characters
jof one word have sdlid fills, it can ook
pretty clunky and unforgiving.

“Culture moves and mulates so

juickly, and Dazed's content reflects
this," explains Wood. *Magazines are

=

DAZED & CONFUSED MAGAZINE HEADLINE FONT

WWW.CONFUSED.CO.UK BRIEF

azed & Confused isone of the UK. 's
leading cutting-edge style magazines.
Pl i manthly the typefaces usad
change regularkyt. For the “New York"
issue in Juby 2002, Art Director Suzy
Nood and Designer Peter Stitson
anted to create a new headiine font

as the one they were using didn't
I E v % L U T I % n A I I E s sonvey the right attitude for the issue;
E " it was curvy, with a pop-art ook, and

small x-height in lowercase, all of
which worked against the maore
aggressive look they sought. They
eaded aheadline font with alittke
more presence, something attention
jgrabbing, angular, and hard edged
that woulkd better reflect the attitude
of the issue.

good visual resource and you tend to
sea ideas beaing recycled in advertising
naother meadia quickly, so creative
headling fonts in particular can have a
lirnited life before they no longer stand
out. The posilive side 1o this is that

you feal constantly challenged to stay
fresh, to try and present something
interasting within the time constraints.”

[The font, Tha New New York, is pretty
ersatie; the filed characters can be
Lusad as picture boxes—a ussful way of
introducing an image without kosing the
impact of the haadline—but iLisn't
suitable for running in great quantity
landit definitely looks better run large.
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FASHION
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Fashion graphics are as important
as the clothes they are designed for.
The logo and communications in
which a typeface is used are vital for
the marketing and image of afashion
brand. Think of iconic brands such
as Christian Dior, Chanel, and Gucci
whose logos are more recognizable
than their clothes, and account for
alarge percentage of sales through
branded accessories.

The same idea applies to the designs
featured in this book. Fashion is one
area of design that dictates a highly
versatile font. Typefaces have to be
flexible enough to work successfully
in the many, and often varied, media
involved: signage, hang tags, shop
windows, advertising, clothing,
letterheads, packaging, labels,

Web sites—the list goes on.

The work shown in this chapter
illustrates that versatility through
typefaces used on store window' s,
as an identity on labels and hang
tags, on clothing, and on the Web.




ELLIT!GN

Levi's Vintage is a premium, imited-
edition range of clothes based on
reproductions from the Levi's archives.
IJsing a paintbrush and ink, designars
at The Kitchen played around with the
iclea “never seen a computer,” literally
hwriting letters with a paintbrush until
they wera happy with 2ach one. The

THE KITCHEN

letters were then scannad inta the
lcomputer to make paths in Fhotoshop,
land exportad to FreeHand. In addition
Lo their seli-imposed brief, inapiration

PROUECT

LEVI'S ADVERTISING CAMPAIGN

for the design also came from a 1920s
photograph published infn This Proud

2l
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Lewi's has along history of innovative
advertising campaigns and memaorable
idesign, but has really upped the ante of
late in the face of increased competition
from othar jpans brands. This typefacs,
for use across all media relatedto its

intage clathing range, is no exception.
From the start, the designers decided
to create a new font forthe job, giving
themsehves the brief, *make it look like
Jit has never seen a computsar.”

I and, by Roy Emerson Stryker and
Mancy Wood, The book is about the
Armerican dust bowl era and the image
bwas of an old Modeal T Ford with the
slogan “The Boogie Woogie” painted
lon its side. MNamed Spookie Barn, this
font has a fantastic sense of freedom
andof the organic, but is, perthapsnol
surprisingly, a little difficult to set.
ISpookie Barn is a headiine font, For
=ach applcation of the typeface, the
idesigners had to treat the letter
spacing, positioning, and size of the
lype in a different way to make it
mppear that the typa had been naively
daubed with a pairtbrush. With no set
structure for the setting of this type,
evary letter had to be individually
nlaced for each set of words.

It works best really large, as shown
here on shop windows. In this contaxt

it appeaars that it has baan paintad with
= fal paintbrush. Used smaller it still has
thal bedraggled look, but doesn't have
the same impact.
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UNFOLDED

ISOLUTION

Designers at Unfolded came up with

TOMMY FJORDSIDE PROMOTIONAL ITEMS

twic thames from the collection—Fly or
Die and | Can't Stand the Light—and

i
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CHAPTER (2
Fasron

WA, UNFOLDED. CH

BRIEF

[Tomimy Flordside iz an Antwerp-basad
ashion designer. His 2005 spring/
lsummer collection saw the use of
idelicate, fragie layers of fabrics—a
theme that was inspired by moths
For a numiber of items (shirts,
postcards, CO-ROM, Web, and
buttons), Fiordsida neadead some
lgraphics; he commissioned Swiss
[designers al Unfolded to create
themes and typfaces for these.

foreach of these atypaface was
reated. It wasimportant that the
Iyvpefacas were adaptable bacauas
lof the variety of applications for which
they would be used. With Fiy or Dig,
la acribbled ketterform was adapted
mihile for | Can't Stand the Light, a
lschool script (one with which children
learn towrite) was used as the basis
for the design. The typfaces were
[ rawn on paper, then imponted into
llustrator and Scriptographer before
being applied to the wide range of
iterns, including clothing. They both
have a slightly retro feel to them and
fvary miuch suit the style of Tomimy
Fiordside's clothing.




FEATURES AND
CONSIDERATIONS
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w2 ahopcaled wood. cam “
[s]==1s 1)
Inspired by the shop's name, the

AT P designers bagan looking at esof
WOOD IN-STORE DESIGN AND IDENTITY lesoners b Ger ok 1 e
Preerecre [ FiaN el ; the raw nature of these things could be

_ . RIS SR L DR — e adaptaed to work within a typeface. The

resulting face, Wood, is based around
the idea of interlocking rings and
includes elemeants of nature. Each
letterform entwines with the next, like
twisted tree trunks, This makes the
word “wood” a tangle of roots, with
the ascender of the final d intendad
to resemble a sprouting tres. The
typeface was created using Photoshop
and lllustrator. It has bean applied to
stationery, shop signage, window
idisplays, bags, and the Web.

Wood, a clothing shop, sells high-end
street menswear. For its opaning in
surmmer 2004, design duo Kai & Sunny
wera commissionad (o create an
identity that would work within the

® clothing shop emvironment, and be
punchy and easily recognizable.




SOLUTION

Narwick, this elegant, stencil typeface,
displays a unigue blend of the classical
andthe modern, amix of formal and
informal. The idea for such a typeface
hadbeen intypographer Paul Barnas'
head for yaars (since school he insists),
and he created it in three days. “Part

of that is that you get bored of making
typefaces that take six years and still
vou are not satisfied with them, It
makes you want to design something

=L really guickly,” he explains. *|'ve always
bhean inspired by the idea of the quickly
madke pop single; its fantastic that you
lcan make someathing in a few days but
C H E N PASCUAL I D EN Tl TY it has such a long shelf life. " Begun for
lan American ceramics manufacturer
ks | ETLATER e ENTRET o G i in 1996, the jobwas stopped halfway
] W SETURDAY-L ONAION-COM HESET: nd Barnes |J*|e~:er m‘;mc-l-l’ei.zd the Ia::;:.

Marwick was keft urfimshed and
untouched until Erik Torstensson,
{Creative Director at Saturday, thought
it woulkd work well for the Chan Pascual
icentity. With a minimal budget for the
project, but a desire for a unigue face,
it helpaed that Warwick was already part
made, and that it is, quite simply, a
claggic, Barnes usad traced elements
iof Stempel Garamond to make a
slenci, which he than drew onto the
lcomputer. He determined the x-heaight
by tryirg out various options until he felt
hapoy with the result. In this face, the
lmacenders are taller than the capitals,
53 is typical in typefaces from the
sixteanth century {part of the influence

_hen Pascual a London-bazed
fashion designer, has gained a strong
rinlemamnal presance on the fashion
cincuit. In 2003, design group Saturday
'as asked 1o create a whode visual
identity for the brand, from a company
loqa to swing tags andlabels, visuals
for fashicn shows, and signage.
Saturday felt that designing a custom
font was necessary in onder to create
standout in the cluttered and
comipetithee world of fashion,

e behind this design). The kerning has
gt been kept leose because, ifit is too
,_h:-:\'“ tight, parts of some letters connect
___\‘ . o with adjoining letters, which reduoss its
N ‘:'\"?_.;_\ » readabilty. Asitis a display face for use
N\ el = lon alarge scale, the serifs could be
L _‘_\ g ._C\\ ¥ made quite sharp. f reproduced on a
-.‘_:_\ #‘,&" smaller scale, such fing serifs would be
AT lost, so, for the Chen Pascual logoe, a
= ersion with bolder serifs and wedges

hwas designed. This reproduces clearly
in more testing applications: on labels,
reversed out, and so on.
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COREY HOLMS

DECADES INC. IN-STORE DESIGN AND IDENTITY

L

WWW. COREYHOLMS.COM

BRIEF

Decades is a vintage couture boutique
in Los Angeles, seling pieces by
Hermés, Yves Saint Laurent, Guec,
Pucci, Loris Azzaro, Balenciaga, and
50 on. After one year of trading, the
store's owner asked designer Corey
Haolme to create a naw identity for the
ishop, including a different typeface.
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SOLUTION

1 —
Inspired by the name of the stone,
Haolms looked through design history
books for opposing styles that would,
with a litle playing around, actually
wark together. ¥ was trying ta find
different decades of type styles that
had nathing in commen, but ones that
| could meld tagether into ane newish-
looking style,” he explains. The
computer moniton in Kubrck's 2007

decades

14 Space Odyssey ware a main poaint
of reference, as wasthe typography of
the Vienna Secession, specifically the
ey such bype ran together with no
word spaces, oocasionally breaking
midword to go to the next iine. This
combination echoas the anachronistic
nature of the store's business—sealling
vintage couturs contemporarily:

The letters of the typeface, named
Decades OF, combing both squane
and rounded forms and are, inaword,
“skinny.” *I felt, at the time, that some
of the bast fashion houses had really
skinny typefaces in theirlogos, so
decidad that the type for Decades
should almost be ddiculoushy skinry,”
explaing Holms, *It had to ook
madern, without being tiedto a
particular era. Mot so much timeless
a5 not belonging in a specific tima.”

Signage has been a particularly
difficult application for Decades as

decades

them isa city ordinance preventing
the store friom using a horizontal sign.
This means that in addition to the typs
being so*skinny,” it has the further
restriction of having to be read
vertically; although the basic
letterforms ame square, ascenders
and descenders make it difficult to
maintain consistent spacing. Inorder
o compensata for this, Holms has
used contrasting colors and made

a sacond, bolder weight for the
typeface. It works most effectively on
stationery, in small point sizes. When
used small, the guikkiness of the face
adds character, but when it is large,
this detracts from its readability as
iewears focus on the individual forms
rather than reading smoothhy.
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FiLoveless, a Japanese clothing

yDoutique in Tokyo, is owned and

run by Sanyo Shokai Ltd. French
designers Jeremia Rozan and Santiago
Marotto at Surface2Air, Paris, were

: askedto art direct the interior design

of the store and to create an identity
that could be applied throughout the
boutique and on business cands, bags,
boxes, and 50 on.

SOLUTION

The project was commissionad and
completed betwaen May and July
2004. Inspired by the ambiance and
language of the Loveless boutique as
wiall a5 heavy metal music andthe
whole genre of dark vampire films,
Razan and Marotto have created a
seres of typefacas for the store. Bach
are has baen applied across various
media. Together, the organic, energatic
forts have a real impact. Adobe
Streamiine and llustrator were used
to create the fonts.

A afree and rather “chaotic exercise”
for the designers, the process was
closer to llustration than to traditional
typeface design; it does not follow any
rules or conform to amy constrictions.
Based loosely on Cooper, this new font
has besn namead Love.

‘LOVELESS:

YUCHI YOsHIL
Coeslive Pirecus

Sarryer Sheekons L

T § T e —
Wlimaiedu Pl 072041
Tel &3 5400 1504
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Typography is central to how we
communicate. It influences almost
everything we do: where we eat,
how we shop, what we read, where
we play, and of course, how we get
around. It directs us through our
days, whether this be on the roads,
in a museum, or at an airport.
Signage, and the typefaces
designed for it, are vital for keeping
the wordd moving. Consequently,
performance requirements for the
characters used in signage are very
different from those used in books
and magazines.

On such projects, abespoke font
is a real advantage as it allows the
designer much closer control of all
the elements. An obvious example
is Jock Kinneir’s British motorway
signage solution, Transport. This
was first used in the mid-1950s for
a signage system at Gatwick
Airport, following which it was
applied to signs in London and,

in the mid-1960s, on all British
motorways and roads. The lettering
and modular layout made Kinneir's
design a renowned success. It has
since inspired many signage
systems around the world.

.



BRIEF

In 2004, Sheffield City Council began
work on a five-year urban reganaration
project for this city in narthern England.
Together with various partners,
jincluding the city's universities,
miseums, galleries, theater trusts, and
Passenger Transport Autharity, the
ICouncil's plan included reshaping the
street pattern and creating a senes of
new public spaces. Toconnect all of
this, a new waylinding solution was
required. The jobwas givento
idesigners at Atelier Works, and
typographer Jeremy Tankard.

Sheflield has a strong history of type
design and production—the
IStephenson Blake foundry was
eslablished there in 1819. The design
of a bespoke typeface for the
wayfinding system was seen as an
appropriate tibute to this typographic
heritage, as well as a means of
ensuring that the system was
distinctive and unigue. It was also

falt that with the scale of the project—
around 240 maps and diagrams—this
woulkd help control the initial and

{ongaing outputs.

ﬁ!_l.lﬂm

[The designers spent over eight months
researching and developing a concept
for the Sheflield wayfinding system,
including maps, diagrams, photography,
typography, and iconography.

Inspiration was taken from some of the
IStephenson Blake types, notably the
[ictorian Grotesque sans serifs and
[Granby, designed in 1930, andfrom
benchmark font designs such as the
Londaon Transport typeface, Johnston.
[Tankard worked with Atelier Workis to
Idevelop the face over about thrae
manths, refining and modifying
Jdrawings on paper before developing
it fully in FontLab.

ISheflield Sans, as it was named, has
slightly condensed letters with clean
lines and a variety of terminal endings
lacross its forms. These help to keep
the fiow and image of the text alive
while being economical with space,
land legible on signing andin text. The
idiamaond dot, a strong feature of the
lvpe, is includad as a direct link to
IStephenson Blake's Granby type and,
in turn, to Sheffield. Additionally, and
unusually, the sans-serif form has a
ligature sat, which links it to the English
tradition. “We needed a slightly
lcondensed typaface for the sign
lsystemn, something that would allow
us to control the consistency of the
wayfinding," explains John Powner at
IAtelier Works. “Caliing it Sheffield Sans
laleo provided us with a basic dentity
that iz consistent and relevant toits
lculture, and thatl to some extent
lprojects the city's brand values such
a5 straightforwardness, accessibility,
land high quality.”

ATELIER

WORKS

[The typeface was produced using
[0 penType technalogy. This fomat is
fully compatible between Macintosh
land Windows. It can also be

CITY OF SHEFFIELD SIGNAGE SYSTEM

[*programmed” to have inteligence so
that various applications can make use

41 CHAPTEN ok
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lof added typographic support, such

Sheffield Sans
Sheffield Sans
Sheffield Sans

as extended figatures. Sheffield Sans
pvas launched in three weightsto give
Jdesigners chodos in the broad scope
Iof applications inwhich it may be used.
In the ambitious wayfinding schema,
this spans vehicke signs, public
tranaport information, and padestrian
land cycling wayfinding. Owver 100 sign
panels, at every level, from maps and
idiagrams to headline type, are in place
lacross the city.




Sheffield
Sheffield
Sheffield
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[Strategy wanted the font to have a
flowing feel, to pick up on the flowing
lines of traditional Maaori art. With this
in mind, Tarkard began looking at
historical scripts and typefacss such
lae the Cancelleresca Bastarda type
by Jan van Krimpen, which haslong,
lvrnate swashes, However, the
typelaces also had to have alikeness
to Tankard's Blias, the cora font used
by the gallery. The basic forms of
Blizs wene chosen for their simplicity,
legibility, and thair soft, flowing curves.
“| stantedwith Bliss Extra Light, but
soon moved away as the dasign
lralidified, " explains Tankard. *As with
lother types, | started with a faw test
lcharacters. | producad a test font with
lsome of the ligatures and allernate
leharacters. Thiswent down well and
the font deneloped to over 500

JEREMY TANKARD

lcharactersin each weight. | designed
it as a Multiple Master fort, which
lallowed me to fine-tune the middie
jweight on the final build.”

CHRISTCHURCH ART GALLERY SIGNAGE FONT

[Strategy wanted a font similar to
[Tankard's Blug lsland, asendf face, but

COTACT

WWW. TYPOGRAPHY. NET BRIEF

he Christchurch Art Gallery is one of
Mewy Zealand's bast-known public art
alieries. n 2003, a new building was
dded to the main gallery, and London-
based type designer Jaremy Tankard
was asked Lo create a font that could
be used on signage throughout it
Strategy, the New Zealand-based
icompany responsible for the design

of the signs, initially asked him to create
a display face in one weight, but as the
brief was worked through, this was
expanded to three.

lsans sedf. Rather than producing Blue
Izland without serifs, Tankard explored
7 vartical/ftalic script. He wanted to
move away from a caligraphic feel.
Typically, such scripts have sloping
lends to characters, aslighthy
lcondensed feel, and flowing lead-in
andlead-out strokes, Instead he made
the forms vertical and wide, and added
lstilf lead -in strokes. The collection of
lcharacters is balanced batweaen roman
land scripl; no preference isgiven to
lone ar the other, and the setting
lappears even. The many ligatures and
lalternates halp to keap tha identity alive
landinteresting. The font has been
made in the OpenType format, a
technology that is fully compatibie
lacross platforms, andoffers a huge
larmount of craativity to the font
idesigner and the end user. The font
has been usedin many situations,
including in print for literature and
billboards, castin steel for skinage,
land stitchad onto uniforms.
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Droogis a group of Dutch designers
perhaps best described by their own
explanation on the company Web site.
“Diroog is a brand and a mantality.
Droog is a curational collection of
exclusive products, a congenial pool of
designers, a distibuted statement
about design as cullural commeantary, a
medium, warking with cutting-edge
designers and enlightenad clients.”
Droog asked Dutch designers Hansie
van Halem and Madja Hanke to create
the signage, invitations, and brochuras
for a show thay hald at the Salona dal
Mcbile in Milan, Laly, in 2004,
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Halem and Hanke created the two
typefaces shown here, Stitch_
unsewed and Stitch_backside.
The type on the signage is actually
embroidered onto a building matarial—
a perforated white hardboard. For the
brochures and invitation, the
ambroideny was tranalated intoa
double-sided typelace; the front
showed a naat stitch while the back
showed exacthy what the everse of

a fabric swatch looks like when you
stitch letters onto it
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“The thame of the exhibition was
slownass, " explains Halem, “sows
thought that the fact that embroidery
s avery slow, and maybe also old-
fashionad or outdated method of
making something, itwould reflect the
thame well."

Forthe printed typeface, the designers
uzad the cutlines of Times New Roman
to work around within a grid. The grid
was similar to that of the perforated
hardboard, but instead of using thread
as they did on the board, they .Ei
“embroidenrad” the front of the words,
using a mouse on a computer, and
the back of the words, with their
connectedlines and letters, using
Fortographer and llustrator.

The ane problem with the font is that,
technically, the “stitch” dossn’t Tully
function; letters still have to be
connected by hand, as if they have
been embroiderad with thread.
Heonwwewver, onoe sat, its simplicity and
the mix of craft and technology means
that it really stands out a5 someathing
different, espacially on signage.
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In many ways itisongeing, but the
initial type design took about a year.
The ariginal proposal was ta replace
the Clarendon typeface that the NPS
hwas using on all their nad signs, and
the Helvetica Bold that they were using
ias & primary display face in their
wayside signageand in their publications
with Syntax, a humanist sans-garif,

IThe designers also proposed that a
lwanif face could be used as a sacondary
font on the road signs as well as for text
applications in their publications and
ayside signage. However, the NPS
fell that Syntax was toomuchof a lkeap:
they wanted a serif design foruse on
road signs. Initially, after a numiber of
fonts were presanted, Sabon was
hosen asa stating point. Sabon

itzelf is unsuitable for usa on highway
sigrage, being too delicate and
ontrasty, soa naw, specially designed
Ivpeface was developed.

“We bagan playing with the Old Style
forms in Sabon and Garamond as

el as Flantin, " explains Montalbano.
“Plartin, with its sturdy character, was
a batter starting point than Sabaon,
ndwe designed a sturdy Cld Style
typeface using Fontlab to produce

A Multiple Master font database that
included instances for weight, width,
andsarif styde”

Fialkd tests of the font were conducted
jduring daylight and at night on Avery
Prismatic film, a high-intensity,
retromefiective malterial. Retroreflective
materials have a vary high brightnass.

UNITED STATES NATIONAL PARK SERVICE IDENTITY

Mot onby are the letters rfizctive, the
background is aswell. This causes an
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In 2001, the 1.5, National Park Service
NP5}, the government agency
respansible for the administration of

all U5, parks, commissionad James
Montalbano of Terminal Design to
rebrand and develop anaw
typographic identity for the NP3 that
could be usadin all aspects of its waork.
The typographic palette the NPS was
using had grown out of control and
was no longer effectively projecting
their identity. Also on the design team
was Donald Meeker, who Montalbano
had worked with pravioushy.

e ffact known as blooming, or halation,
in which the glow of the reflectad light
causss the letters to fillin, MPS
Roadway was designed to minimize
this effect. Various permutations of the
new Old Style design were compared
with one another and with Clarendon.
Twahe people from NPS, Pennsylvania
Transportation Institute (PT1), and Avery
hwera invited to the field tesls. The
oroup picked two dasigns that they felt
performed bettar than the Clarendaon.

The designers developed a new
proportion of iowercase fo cap height
in order to make the face more legible.
The cap haight was kept the same,
but the x-height was increased so the
letterforms bacame slightly more
icondensed. The new designwas
tested at PTlandwas found to be

11 percent more readable than

the Clarendon.

The typeface is now used by NPS
lon ULS. park signage and in its
publications. Criginally called NPS
Rawlinson Raitbway, it has been
renamed NPS Roadway
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Mode created a custom typeface
because the dot matrix font thay were
peodking with was not going to be
usable on all elements of the signage:
the type had to be used onils side o
fit the vertical signs that sit within the
lbookshebles, and it was not easiy
readable when sat this way. After
studying many dot matrix fonts the
idesigners came across Matrix. They
Lsed this as a basis for the new fort.

In order to make the font easily
readable when st on its side, the
[dats within latters were stratched to
Ibecome ovala, This works bacause

CEAON

MODE

he oval dots within each letter *bind
tagether” better than circular dots,
particularly when being read vertically.
[Thetails of the g andy wene also

TOWER HAMLETS LIBRARY SIGNAGE

modified; they were lengthened to give
them more definition, and to aid legibility.

AFTER (5
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BRIEF

This project was guite a challange.

— S0 8 dot mar font within a publie

When twaonew libraries, or “ideas
istores,” designed by Adjaye
Aesociates, wene built in the London
borough of Tower Hamlets, alarge
amount of signage was needed, aswell
a5 a large amount of books. Mode was
icommissionad by Tower Hamlets
Borough Council to design the signage
for both librares. The typeface used
had tobe clear and functional, and had
towark both in large and small scale.

lsignage system is unusual as the
lsetting requires careful consideration
to ensure that itis legible. If the faceis
used at toolarge a poirt size for the
Idistance from which it will be read, the
lapaces batwesan the dots will appear
5o larga that the aye focuses on the
lspaces rather than joining the dots.
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1As part of the Melbourne Fashion
Festival 2002, designer Fabio Ongarato
invited Patrick Remy to curate an
|exhibition of contemporary
international fashion photography.
Thirteen of the greatest names in
lcontemporary fashion photagraphy,
both local and international, wers
invited to contribute. The exhibition
presented fashion pholography as an
art show bevond the bound aries of the
magazing, 1o ilustrate the importance
land power of the medium. Fabio
iongarato Design was commissionad
to create the identity, brochure, and
signage for the exhibition.

-3 L1 e

UTION

The graphic language created for the
e xhibition was based on extruding
sauares and cubes, a simple dot grid,
and illumingtion. “It is a kind of
reflection of the faghion image and its
own dimeansion, maowing from the
printed page into an art gallery
context,” explains Ongarato. The
placament of these oubes was deflined
by a strct grid, and a decision was
mads tobasa the typefacs anthe
same grid. As a consequence the
hypaface, named FPN, s monospace.

It weas drawn first by hand and then
refinad in llustrator. it does not have
kerning pairs and must stay within the
base grid. The typeface is simple, bold,
and strong as well a5 having that all
impartant fashion element. Monospace
onts have a someawhat iregular
lAppearance as the usually namower

| takes up as much space as tha W
This forces the viewer to read each
individual letter rather than whole
words. As the intention of the signage
was to catch and hold the viewer's

Attention, this works extramehy well,

FABIO ONGARATO DESIGN

49
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PHIL AND JACKIE BAINES

WESTMINSTER CATHEDRAL IDENTITY AND COMMUNICATIONS
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In the summer of 2004, Westminster
(Cathedral, London, commissionad
designars Phil and Jackie Baines to
craate a new identity for the Cathedral.
The brief was to ook at all aspects of
its communications, fram the weskly
newsletter, to signage, and information
provided to visitors in the building itself.
The aim was to create an identity and
typeface that could be used for all of
those purposes.




SOLUTION

“We wantedto producs lettering
sympathetic to the building, which was
a place we already knew," explaing
Phil. “We knew that it would nead to be
there for along time, as they don't hawve
the money to continually rimsent their
identity, 2o it was important that it
should not date.”

Inspiration was not hardto find in
such a buikding. In fact, says Phil,
thara was almoat too much. Thee is
an abundarnce of lettering and carving
in the Cathedral, including Ede Gill's
carved Stations of the Cross. The
principal starting points for the fant,
howewver, came from lettering in the
Chapel of St. Andrew and the

Saints of Scotland.

As the font will probably have to waork
with a variety of secondary fonts in

the future, the designers felt it was
important that it wasn't either sans serif
or sarif. Thera are saveral examplas of
“weighted"” sans serifs in the cathedral,
with distingt thicks and thins, and they
usedthese asthe starting point for

the new font. However, once work
progressed , it became clear to them
that the font needed more vigor, so
vestigial senfs and taperad stems
bagan to dominate. From the outseat

it was decided that the typeface should
be for large uses only, and thal capitals
would be most appropriate. To this
end, there isno lowercase version,

just three-guarter sized capitals.

The new font, awork in progress at
the time of writing, is named Bentley,
afler the Cathedral's architect. Phil

is working on the font design and
denelopment while Jackie is developing
the signage and exhibition graphics.

WESTMINSTER
CATHEDRAL,

A HUNDRED
YEARS OF FAITH,
PRAYER AN
SOCIAL ACTION.
SET IN THE NEW
FONT BENTLEY.

FEATURES AND

M I N CONSIDERATIONS
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IDENTITIES

call

Written words are essentially a
substitute for spoken language.
Itis the job of a chosen typeface
to compensate for this by
communicating a message as
well as expressing a tone of voice.
Within identity design this “tone
of voice” is essential because
businesses want to communicate
who they are, and what they stand
for, to potential clients.

When | asked Jonathan Barnbrook,
a leading type designer, what he
believes are the advantages of
having a specifically designed
typeface, he cited this need for a
voice. “A new brand is a new ‘belief
system’ and adesigner will want to
put forward that newness in any
visual representation of the
corporation,” Barnbrook explains.
“There are times when you want to
have a typeface that expresses a
tone of voice, or spirit, that has not
existed before, so you simply need
toinvent it.”

This chapter is allabout typefaces
providing ownership and identity.
If adesigneris to create a new
typeface, then the client must own
it and it must be an integral and
unique part of their brand. Type is
a vital part of any communication,
and the design and visual esthetics
of the letters help enhance, and
reinforce, a company’s visual
identity, including its attitude and
personality. In addition, for multi-
national corporations, a custom
corporate type is a sensible option
financially as it avoids the need for
multiuser or worldwide licenses.

The work in this chapter ranges
from identities for newspapers to
galleries and international aidines,
and reflects the diversity of work
within this field.
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MORI ARTS CENTER
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TOKYD SKY DECK

[The Mari Arts Center opened as part
jof & wider cultural development in the
new Tokyo district of Roppongi Hils,

MORIARTS CENTER IDENTITY

in late 2004, Housed atthetopof a
lskoyscraper, this development is

S5 GHAPTEN 0+
TYPESPECF | ICENTITIES

E

COMTAGT
WWW.BARNBROOK.NET

leomposed of various constituent
jorganizations: the Mo Art Museum

=

AB |
MOR
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RTS CENTER

XY W Z

la contemparany arts musaumy,
Roppongi Hils Club {restaurants and
iclubs), Tokyo City View {an absarvation
ideck), Tokyo Sky Dack (a conferences
meeting/exhibition space), and
Roppongi Academy Hills (an arts

land business school).

Barnbrook Design was asked to craate
lan idantity for the canter that warked for
the umbnzlla arganization as a whole,
land had separate elemeants that could
jwark on their own for each individual
lorganization. In addition, the designers
were askadto come up with a solution
that always said "Mori Arts Center”
when the separate identities wene saen
lon their own.
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“We wanted to create an identity that
symbolized actiity, energy, culture,
opposing views, and diferent art
forms, " explains Jonathan Barnbrook,
founder of Barnbrook Design. *To do
this, we came up with the idea of
‘gpectrum,’ which could mean visual
spectrum, sound spactrum, tha
spectrum of opposing views in arl, the
wide spactrum of differsnt activities in
the arts, and 50 on." From this starting
paoint, each individual organization was
assigned a color and a particular
waneform to represent differance and
provide each section with a unigue
branding, or identity. All the waveforms
and colors combined make upthe
principal loge of the center. “The
concept says ‘we ara mads up of many
parts which represent the whole gamut
of the arts’ " adds Barnbrook.

Barnbrook had waorked with the
company that sat up the center
previouslhy—they designed its
corporate identity, which included the
custom serf typeface Priorl. Because
of this, they wanted to create a custom
Iypeface for the Mon Arts Center that
related to Prior, but they wanted a
clean, bold typeface forthe center's
logo. To achieve this, they based the
new face on the same basic character
shapes as Prior, but translated the
principles of Prior into a sans-serif font.
The face ralates to many of the
monospace sans fonts drawn in the
19708 and 1980s, which oftan had

s koward or very basic widths due 1o
the technical requirements for their
uze: asthe typeface wastobe used in
Japan, the letters had to be extramely
clear and easily identifiable by non-
wastern readers. It was important that
the main headline font was 'oool," but
had a few ‘idiogyncrasies’ in it to make
it alittke playful,” explains Barnbrook.
This is eflected in the N, which is a little
differant from the other letters and
relates directly to the adginal Prior N.

“When | ook at these two custom forts
and how they relate to the corporation
Roppongi Hills, | think that the drawing
of a custom font took the whola identity
toa higher level," adds Barnbrook,

“It made the branding stronger and the
corporate design mone sympathetic to
the message of the museum.”
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Salpausseldn Kirapaino is a Finnish

printing house. To celebrate its 50th
anniversary in 2002, a new identity,
including a custom typeface, was

created by designars at Underware.

As well as celebrating their anniversary,

the aim of this redesign was to improve

the company's brand.
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[The company's original logotype was
lsetin Futurm, which was also used in all
lother typographic identity. Fulurais a
technical, some might say cold
lypefacs. An element of this had tobe
kept inthe new typeface, but at the
lzame time it had to have alittle more
warmth. “The goal wasto make a
hvarm, typographically rich sans seril
which was not too straight or dull, but
hadlots of surprising details to keep it
lalve," explains Sami Kortemaki,
Idesigner at Underware.

[The starting point for this project was
lan early version of Stool, which

| Inderwars had created in 2000, This
was a mini family of three forts {ragular,
italic, and bold) that had been used
lonhky once, and by SalpausselEn
Kirjapaing, for a single assignment—
the publication, posters, and invitations
fior an exhibition at the Pori Art
husaum. However, for this new
identity, many mare weights and styles
hadto be added to allow application
lacross all the typographic material of
the printing house.

FEATURES AND
CONSIDERATIONS

IStool is a sans-serif family with a moe
humanistic feel than Grotesgue fonts or
lpeometric sans-seril fonts. But on the
lother hand, it has a more industnal
fesling than humanistic sans serifs like
IGill Sans, for example. The famiby
lconzists of 12 fonts: roman, italic, and
lsmall caps, allin light, regular, bold,
land black. The heaviness and
blackness of the weights was adapted @
to wiork 20 that all the fonts can be
lcombined with one another. So, the
regularweight works with the black
heaight, the light weight works with the
bold weight, and so on.

b important adjustment had to be
made to the Futura J. A common ketter
pairing in Finnish is L and J, and this
lcauses a probleam in Futura; when
these letters are paired, a large white
lapace appaars batwesan tham bacause
they both align on the baseline. The J
in Stood has been designed to extend
below the baseling, which makes the
typesetting, and reading, in Finnish
muchmore fluant.

It took around five months to complete
the typeface. Fonlographer was used
to craate Mac PostScript Type 1 fonts,
land FontLab was used later, Lo produce
PC TruaTyps fonts. Stool has been
used on printed corporate idantity
(letterheads), on the company Web
lsite, and on PowerPoint presertations. [
It has also besn adapted, interms of
Ispacing, for use in English.
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The Australian Centre for Contermparary
Art (ACCA} is Melbourne's major public
sontemporary art space. Established
in 1983, itinitiates and presents
innovative Australian and international
contemporary arl practioes, and
lsupports artists in the creation of new
vork. In October 2002, the ACCA
mioved toa new location in Melbourne's
ISouthbank Arts Precinct. The landmark
building, designed by architects Roger
NMood and Randal Marsh of Wood
Marsh Architectuss, is very much
iewed as a sophisticated space for
oontemiporary art. Melbourne-based
Fabio Ongarato Dasign was asked to
develop a complete visual language for
the ACCA— something that would
capture what the center stands for and
represent the spirt of the building. It
alao hadd to be suitable for usa ona
broad range of applications, including
advertising, building signagea, and
printed material.

— e

SOLUTION
EEES———————
The ideaofl the design is that it eschews
a singular mark andinstead, brings
together a number of elemeants that
represant the dynamics of the art
diaplayed inside and the spirit of the
building. Inspired by the post-industnal
imagery of sci-fi fims such as 2001:

|4 Space Odvssey, StarlWars, and
Dune, the design is NASA-like, hi-fi
rather than digital. Elements include a
juxtapasition of typefaces, ona futurdatic
and fuid and the other angular and
awloward; patterns of infinite lines with
no sohd oolors; and acolor juxtaposition,
qgrean with the red building.

The designers wanted 1o subvert
traditional notions of legibility and to
this end, there is much variation
between the width of individual
characters. This has the effect of
producing “pauses” within words,
causing the viewer tareflect longer on
what they are reading. To achieve this
deliberate unevenasas in characters, the
designers examined hundreds of
differant words, and their unique letter
combinations; in casas whera some
variation in the width of indiidual
lettars was reguired, slternatives
wene designed.

The ACCA typeface was drawn in
lustrator before being completed

in Fontographer.

felix gonzalez
Jo=0 Oono

Susan narrie
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o Py HMinneapolis College of Art and Design
‘;_ | (MCAD), founded in 18886, offers some
/ ? l|of the finest art college courses and
s ‘ \facilties in the U.S. In early 2004, Jan
H|Jancourt at MCAD DesignWorks and
3 [Matthew Rezan at Soan After Design
“ﬁw’v‘ pet [began work on an extensive new
\l."o“ tﬁiﬁﬁ“ |identity program for the college. This
L cO oes Mhadnot been updated since 1972.
e At the heart of the new identity they

wanted a stable, but interesting sans-
seril typeface to refiect the innovatve
spirit of the college. The typeface also
hadto ba versatile, as it would be
applied to signage and usedwithin
displays aswell, of course, as onthe
extensive range of college stationery.

ANDREA TINNES

WITH JAN JANCOURT (MCAD DESIGNWORKS) AND MATTHEW REZAC (SOON AFTER DESIGN)
MINNEAPOLIS COLLEGE OF ART AND DESIGN IDENTITY

E CHAPTER B4 CORTACT
IDENTITIEE:

TPE SPECFIC WWW TYPEKUT.COM




SOLUTION
|

After experimenting with many differant

updated. Tinnes added two ne
waights and three new italic faces,
recut the verbical bar, and customized

letters for the MCAD logotype. The
updated family was named Spektro.
The now extensive Spaktra(the whole
family comprises 38 fonts) consists of
three diferant styles: Gothic, man,
and slab. Tomest the need for
economy with apace, the basic letter
shapes of Spektro are slightly
condensed, and pang it with
additional weights and thres differant
styles meets the nesdforit to be
wersatile. Spektrocan be applied
across a wide range of text usas.

It contains the complete standard
character set, supporting Wastern
European languages, and all versions
hawve three different numeral sets (lining
figuras, old-style figures, and tabular
figures), to maet all typographic neads.

All versions share the same x-heaight

fwith optical adjustments for the roman
varsion as well as the bolder weights),
and the same length ascenders and
descenders. They also sham the same
kerning pairs inall crtical character
combinations, including accented
characters and punctuations. This
allows them to be fully integrated,

with no problems.

The identity solution for MCAD has

a rather unusual element toitin that
endusers can select and manipulate
images (from a library of graphic
ilustrations creatad by MCAD's
stuckents), and apply tham to the item
of atationery they are using. This clever
quirk means that the end user is in
some way imolved in the dasign of the
1time they craate a

1, mose of the

MCAD id enlll1 IS re

“Spekiro has an eclectic et of unigue

characters that offered ptual
I..Ia!'allc‘:l 1o the flexibility (,f aur ickentity
ystem,” explaing designer Matthew
Rezac. “Also, Spektro aliows the end
user tochoosa from three faces, a
Gothic, roman, or slab face. These
wiork as an integrated famiby, resulling
in a communication that is urnque to
each user.”

H

The name Spekto comes from
“spactrum,” the idea being that the
typeface, with its three differant styles,
covers a wide spactrum of usage.

F 0 B FEATURES AND
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SOLUTION
I E———

“| wanted a multidimensional, layered
kind of feel to the logo toreflect the
idiffarant charactenstics of each floor of
the club, and theirindividual roles inthe
business," explains Stewan Lucking of
[Craftyfish. Lucking began the projact
by exploring organic letterforms based
lmround the number 23, The identity
hadto work with the branding of the
basement clubwhich was known as
the “Two Thirty Club, ™ a play onthe
lclub's odginal closing time. The
tvpeface usedforthat was Amelia,

ja retra-looking font.

He has used a combination of warm
icolors, including burgundys and
lochars, which reflect the interior design
lof the club's media/TV room, informally
known as the suede room due toits
suade walls and low-slung leather
lseats. All the colors in the logo were
presentin the clubin some form.

[The result is a logo that hasa 3-D
lquality and appears to ba a weighty
piece of precious metal. itlooks
Expansive, haawy heaventy, and
pricgless. Following this, Lucking
hadto design a bespoke black-and-
hwhite vemsion for use in monotons

Erdronments—iaxes for example.
For this he created a halftone bit-map
that reinvents the logo in a purs
fyraphic style.

CRAFTYFISH

23 ROMILLY STREET IDENTITY AND STATIONERY

CONTACT
EnTES WWW. CRAFTYFISH.COM BRIEF

=
T¥PE SPECFIC

L |
Cerberus Bars owns 23 Romily Strest,
= private mambers’ bar based at 23
Romilly St, in Scho, Lendon, in a four-
stony townhouse, it has a ground-floor
members” bar, second-floor restaurant,
third-floor media/ TV room, anda
basament bar and club. It opened in
2000, The identity and subssequent
araphic material for the clubwas
jdesigned by Craftyfish, who were given
complete creative freedom. The brief
was “make us funky [cool], sexy and
exciusive, and exude quality and class.”
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05 Het eigen ARBM'K' font wordt gecombineerd met een bescheiden
(bestaand of speciaal te ontwerpen) font voor ‘broodtekst’

Rijksgebouwendienst
Atelier Rijksbouwmeester

Bauhaus Light

ﬁ].l.l'l’iﬁhl

IThe typsface, ARBM Todl Kit, was
lcreated in 2004 by Dutch designers
Richard Mieszen and Harmen
Liemburg, then of Goldenmasters.
The dea wasto create an identity that
twas complete with instructions for how
Lo use the face, and how it should be
lapplied. ARBM Tool Kit was buit cna
_| L | lsquare grid. Around each square are
-| o e ' leight points to which the characters
lconnect, somea tomore than others—
the k connects to four, the s toonly
jone, The idea of this connection within
the design of the typeface is based on
the eight “foroes” which insure that the
installation of the artwork goes ahead.
[These include the organization itself,
the architect, the budget, the user, and
lza on. The connection and flow idea
hworks well when the typsfacs is
lanimated using Hash; you can really
lsee the characters grow into cne
lancther. Drawn in llustrator and
imported into FontLab, the typeface
has baen usedin all publications
produced by Art for Governmeantal
Propearty—books, posters, leaflats—as
f el as the aforementionad animations.
Nt } ith its mary curves, organic forms,
land quite extraordinary shapes, the
Jdesigners certainly met the brief of
joreating a typeface that was distinet
landinstantly recognizable. Building the
bype on a square grid, and the whole
ichentity on a4 x dom (1742 x 1140 grid),
lallows it to be used successfully in both
prrt- and Web-based meadia.

ART FOR GOVERNMENT PROPERTY IDENTITY

= CHAPT COHTACT
il i VM. TM - ONLINE.NL

6 4 TYPOGRAPHIC MASONRY

BRIEF

manages all the artwork that is
displayed in governmental buildings j_@ T e 1L T 4 I
throughout the country, including - B |
prisons and courts. The arganization - Pt e e e
needed an idertitythal coud beused I8 e b (] 1]

to communicate all the differant

[The Dutch Art for Government Property ] S !
L

; : Bl A i
projectsthat it undertakes, soithad to e el N L IR I
b a syatem that could ba used in all v -
media, in all sizes. It also had to be i it | , '

o L I I
easily recognizable and distinctive. h LN ‘_',I-_:-L-In
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SOLLUTION
|
The designers were given six meta
letters that the restaurant owners had
found in an antique store. They began
by redrawing these panticular istters,
then built a whole uppercase alphabet
from them. The only typeface they

KARLSSONWILKER INC.

found that resemiblad the metal letters
was Tempo, 50 they used this to draw
on for the remaining letters, it has been
used in print, on-line, and as a headling

EL DINER IDENTITY

font on products within the restaurant
including sugar bags, napkins, and

T CHARTER B
TVRL SPELE | ENTED

=

WWW KARLSSONWILKER.COM

ey,
WA gy,

BRIEF

In 2001, Goldman Properties opanad
the El Diner restaurant in New York and
commissioned designers at
kKarissonyWillker to create its identity.
Tha restaurant is usead mastly by
students, and that had to be taken into
consideration in creating the identity
land subsequent communications.

signage. With no set kerning or
baseling, the letters "dance.” Each
latter is set by hand to ensure that the
spacing is nght.
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CHAPTER 00

FTER O
PCATERS AND
PRCRMOTICHE

The graphic art of poster design
has produced some of the most
memorable, creative, and concise
examples of graphic design to date.
It has a long and rich history as

a method of advertising and
promotion, and many designers
have made their name within

this field.

In the mid-1800s, Jules Cheret was
among the pioneers of poster art.
His distinctive designs inspired
many more artists, including Henri
de Toulouse-Lautrec, creator of the
famous Aristide Bruant dans Son
Cabaret; Leonetto Cappiello with
his cartoon-like images; and Czech
artist Alphonse Mucha who
became the star of the poster-art
movement under the patronage of
Sarah Bernhardt.

Many of the typefaces used on
these early posters were highly
decorative and often hand-drawn

or painted by the poster artist.

At the time, combining illustration
and text to create a complete image
was considered art rather than
graphic design.

As a means of communication,
posters have proved invaluable.
The London Underground
pioneered the use of posters as an
advertising medium to promote
places of interest and encourage
people to move to newly developed,
greener residential areas.

During WWI, posters were used as
powerful methods of propaganda
by both sides. By WWII, they were
used to provide information about
the war and to boost public support
and morale. Today these posters
are highly collectable, along with
film, concert, and other classic
advertising posters. ltis an area of
graphic design that has a strong
appeal well beyond the design field.

Itis also an area that gives
designers real creative freedom.
The posteris the perfect blank
canvas. This chapter looks at what
designers have made of this
freedom, with a collection of
posters from around the world.

11OMOAS9
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[The shows were packaged together
land called The Long Dark Summer—a
Ihumorous antidote to some of the
rather more typically ighthearted
lsummertimea programming and
ladvertising around at that time of year.
However, it also eflects the content of
the shows, each of which has become
pretty notodous for exploring the
lsomewhat darkerissuesin life—crime,
murder, death ...

[The basis of the visual theme for

The Long Dark Summer was

|Californian’ Hawaiian summers, and

this provided the starting point for the
esigners’ research. They felt that a

Atight integration between typography
Jandillustration was required, so it was

important that a new lypeface was
joreated for thisbrief. Besides, no
lexisting typeface suited the job.
Typographic references were drawn
friorm Hawaiian and surf culture,
lAmerican footballlxgos, andice hockey:
[The typelace was sketched guite fraaly,
hwith technical details not really a major

ipairt of consideration, as the designers
pwere dealing with individual words

- Jratherthan a whole workable slphabet.

9 |Once the basic letterforms had been

VAULT49

joreated | illustrations were apphedin
land around themn to create the final
images, which included Vickence,

read, Paranoia, and Death. The
loolorful, seemingly playful ilustrations
mix the Californian/Hawaian summer
ioonography of palm trees, surfers, and

E4 PRINT AND ON-AIR PROMOTIONAL CAMPAIGN

aves with knives, guns, and bullets.
“The typographic design and style was

il SHAPTER 05
TAREEFECFIC | POSTERS AND
PRCRCTICHE

CONTACT
WAWW VALILTAZ.COM

BRIEF

aallyin touch with cur brief and
lconcept which halped communicate

N - | ictant message to Bd's audience

To support a new series of adult drama
programs on UK. satelite channel E4
during the summer of 2004, producers
at 4creative commissionad New
York-based designers Vault49 to
create a print and on-air promotional
campaign. B4 is known for showing
programs such as Friends and Big
Brother, but over summer 2004, new
series of award-winning dramas,
jincluding The West Wing, The
Sopranos, and Six Feat Under were

to be shown, and a campakgn was
neadad to advertise that.

for the ads,” explains Jon Kenyon,
[designer at Vault49. “We wears really
Ihappy with the final designs, and feel
that the progct shows what can be
lachieved when a client is open to input
from their creatives at all stagesofa
lbriel, and willing 1o allow such a free
reign to their design team. We have

8 kot of respect for doreative and B4

for their approach to this brief.”

[The issues that needed tobe
laddressed for the on-air use of the type
wera of a technical rather than avisual
nature, The typa was created as a
jvectarimage, point by point, to ensure
that it could be edited and animated
leasily, without any koss of detail, when
integrated with moving image.







Q AND NOT

ﬁumcm

hMunn has used a play on the alphabet
a5 the basis for the poster design
fornitting the “u"}, taking inspiration
frovn the aomeawhal unusual name of
the band. The typeface itaall makes
raferancea to the old plastic stencils
uged in schools, with the letter shapes
fomed using Vag Rounded as a
starting point. *Sometimes the best
tvpefaca for a specific job doas not
lexiat anywhera but in your head,”
Munn explains. *Hawving a specially
ldesigned typeface can make a mare
memaorable and lasting piece. It usually
ladds a uniguenass that can't be

THE SMALL STAKES

lpequired by using an existing
Ivpefacs." Created in Adobe lllustrator,
the actual design process was not very
irtensive; Munn spent maore time at

QAND NOT U TOUR POSTER

jorafl stores looking at stencils than he
jdid drawing the face. In addition, the

COHTACT
WWW THESMALLSTAKES .COM

BRIEF

merican band O And Not U was
formed by John Davis, Harris Klahr,
nd Christopher Richards in the
ummer of 1998. The band has had
reat sucosssinthe LS. witha
number of tours and the release of
three albums. For one tourin 2003,
the band commissioned designer and
renowned screen printer Jason Murnn,
Principal Designer at California-based
he Small Stakes, to create a
promotional poster. He was given
omplets creative licenze,

jdesign did not alter much from initial
lsketches. As the face was going to be
lscreen printed by hand onto postars,

M unn kept detail to a minimum: pedect
registration cannot be achieved with
soreen printing, and smiall details,
including serifs, are often lost.

[The result is a simple, organic, raw face
that forms part of the process

lof a clever play onwords. | like

that people had to discover that the
letter ‘U’ was missing and therefore the
name of the band could not be
jcompletely spelled out,” adds Munn.
“Although | also had people telling me
that I'd forgotten the ‘u'." There's
lahviays one.




- SOLUTION
While the brief did not specify a new
typeface design, the idea of creating a
custom lypelace emergad through
Fruehauf's sketching proocess. The idea
was to create avisual language that
was apen and would leave room for
interpretation by the viewer, It was also
crucial for the typeface to connots
architectural space or furniture.

“| bagan by thinking about the
emdronment inwhich product design
takes place—emply spaces, " explains
Frughauf. “To me thess rooms
represant a point of departure., |
wanted 1o represent an abstract
physical space, sol started to
construct these simple geometric
rooms. After awhile it almost feit like
they wanted to say something and they
accidertally started to ook like type,
furniture type.”

The typeface, namad 15gm, evoheed
from these room configurations. The
oiginal room spaces were basad on

a square, which led lo a manospace
typeface. The ketters are constructed
from each otharin quite a raw mannar
Countarspaces ware nol constructed
syatematically, but rather created
re— |=ccording to the nation of light. The
pritiumell ooyl is & typeface thal occupies a fing
line betweaen type and image, designed

M ERKLM

STy 1 ﬂ | I as a display font.
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HELENA FRUEHAUF AT 2X4

PRCECT

INTERNATIONAL CONTEMPORARY FURNITURE
FAIR COMMUNICATIONS STRATEGY

e} CHAFTERN 05
THE SPEQRC | POETERS MO
PRCMOTICNS

The International Contemporany
S Furniture Fair (ICFF), held in New York,
is North America's premigr event for
contemporary design. The annual fair
drawse avaried and diverse collection of
design professionals to an extraordinary
display of cutting-edge furniture as well
as other design events. Inthe summer
of 2004, New York designer Helena
Frughauf, at design studio 2x4, was
Nlaskedto evaluate ICFFs positioning,
develop a new communications
strategy, and create a visual language
system for application on print and
promotional materials and a new
advertising campaign and Web site.




8 OUT OF 10
POSTCARDS
MENTION THE
WEATHER

BRIEF
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_ _ Tate Modern and Tate Britain, both

in London, are two of the world's
leading art galleries. They hold many
exhibitions and art-based events each
year. During 2003, designer James
Goggin worked as consulting Design
Director for Tate, and was commissionad
to creale a number of promotional
posters and other material for a series
of exhibitions during that time.

TATE

ABCDEFGH]
. JKLMNOPQR
— STUVWXYZ

— | ABCDEFGHI
s i wE | JKLMNOPQR

PRACTISE |

TATE MODERN AND TATE BRITAIN ABCDEFG
PROMOTIONAL MATERIAL HIJKLMNOPQ

recen | RS WWW. PRACTISE. CO.UK RSTUVWXYZ
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SOLUTION
S————
“As | started work with Tate, there was
discussion of pamaps starting to
evigte from the original Tate identity
land its official Tate font," explains
Goggin. “We thought about perhaps
introducing other typefaces to use on
the galleries’ publicity material and
=xhibition posters.”

Rather than go completely against this
already recognizable identity, Goggin
ecided to customize the official fomt
and change elements on selected

= xhibition projects subthy, All of his
sustom versions use the original Tate
font as a base, 50 asnot to contravena
the identity guidelnes, but make
lnbliue referances to either the artists
in gquestion, theirwork, or the ovearal
function of the typeface ina gallery
imituation. He created four typefaces:
Tate Stencil, Tate Dot, Tate Maono,

and Tale Sans.

The Tate modifications made by
Goggin and his team rely heavily on
the foundations laid by Miles Mewlyn
for the original Tate font family. Maost of
the customized varsions irvoled the
lmubtraction of elements from the
loriginal. The most intense work was
lon Tate Mono, where egual-width elab
serifs were added to characters like the
lowercase i, |, and r, and the owveral
letterspacing of the font was changed
1o create equal widths, for atrue
Lypewriter mono.

The typefaces have beanusad in
exhibition books and catalogs, on
posters (both traditional double crown
and larger underground and publc
transport campaigns), extador axhibition
banners, intedor wall signage (lasercul
inyl}, and on actual artwork captioning.

Tate Stencil

ICreated for a Wolfgang Tillmans
exhibition, If Cne Thing Matters,
Everything Matters, at Tate Britain,

| approached the Tillmans exhibition
with the idea to create a makeshift and
rmcdular version of the Tate face, but
jone that also retained an elegance and
subtlety in letterform, mirroring both the
beauty of Tillmans' photography, and
his wall-hanging method, which is
made just bafore exhibition openings,
using such humbile and tfemporary
materials as Magic Tape, packing taps,
land bullidog clips,” explains Goggin.

Tate Dot

Designed with Laurenz Brunnar for
I0iafur Eliasson's The Weather Projact,
jat Tate Modern. “For Olafur Eliasson,
the idea of publicizing what couldbe
seen as anintangible artwork was
tricky. Both Eliasson and the Tate wene
vary of people coming to see the piece
with preconceived ideas and were
more interested in using just the title
itself to encourage contemplation of
what the word ‘weather' constitutes,”
lexplains Goggin, "No images ofthe
work wene to be used, in order 1o retain
an element of surprise before the
project opened.” The customized font,
made of “precipitation” dots over a

blank spacs bathed in yellow, reduces
Eliazzon's arbwork to its fundameantal
components of mist andlight.

Tate Mono

Designed with Laurenz Brunner and
used for the Turnar Prize 2003, at Tate
Britain, a Luc Tuymans exhibition at
[Tate Modernin 2004, inthe Leval 2
Gallery at Tate Modern, and for Time
IFones, a film shown at Tale Modern,
"Laurenz Brunner and mysell mads
this monospace, bypewnter-ike version
Lo answer our own wish for amore
istraightforward, utiftarian, and
‘informational’ cut of the Tate font,

for typesatting basic information like
lexhibition dates, work labels in the
jaliery, and just to extend the overall
[Tate family we were stading to build
upon,” explains Goggin.

Tate Sans

Usad for the Donald Judd exhibition at
[Tate Modern. *The sans-senf warsion of
the Tate font is a tongue-in-cheek
reference tothe stark geometric nature
jof Donald Judd's work: squaring off
[Tate Regular's rounded cormers
actually endad up yielding a fairly
refined sans reminiscent of Gill or
Frutiger," explains Goggin.
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RAFAEL KOCH

THE SCHOOL OF ART AND DESIGN, ZURICH e oni, ramedr Steckmam.
PROMOTIONAL POSTER sprang fom Kooh's person

in the functionality and shapes of the

CONTALT jold children's building toys made by
WWW VECTORAMA ORG /WWW.CHIDO.CH /WWW.ENCYCLOPAEDIZER .MET Meccano and Stokys. Koch usad the

E”EF horizantal andvertical elemeants of

these for designing and setting the
Rafael Koch was commissionad to

: laiphabat, but after experimentation
design two promational posters for with the already axisting Meccana and
The Schoaol of Art and Design in Zurich,

i ; [Stokys parts, he extended the formal
one of which is shown here. The brief

! repertoire of pieces, designing new
was simple—caonvey the text he was shapes to use within his letterforms,
igiven on a poster, Other than that it

: las using the “found” shapes only was
: : [was compietely open andleft for him too res?nctwe. Koch followed sketches
v Lo interprat as he wished. on paper, and used FreeHand and
Fontographer to produce the Herr
& j Stockmann font. Certain lelterpaira—

T ("‘n B FE2 among themDand |, S and T, and G
voe e S et S TgEa :
ool e o) felh jand A—proved difficult; Kochhad to
B W o) fu | N
FE TNl Sy N 3 ke d}’\ respacs the letters, setting them
|§o° [ag) ‘%n\o i B Y individually each time thay ocourmed.
e e
B [Pl I P i AL prasent, this font only exisls as a
R TGN /r”"‘\\:::," ol series of uppercass ketters, Howeer,
(=// o oo g I, \I'— [ 2 il is Koch's aim to extend the idea of
A

this “formal language” of Meccana
and Stokyswith a full font famiby.
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NO TIME FOR LOSERS PROMOTIONAL MATERIAL FOR EXHIBITION
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Mo Time For Losers is a group of
curators based in Stockholm, Sweadean.
For anexhibition that it organized in
004, a poster, catalog, and other
printad material ware required, and
designars Joel Nordstrdm and Lars
Ohlin at RBGE were given the job.
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The solution is a typefacs created by
using drawing pins and ubber bands
to make the lettershapes. *| had basn
playing around with these materials
before this project came up, and when
it did, | simply adapted the idea to this
project,” explains Nordstam.

The font, named Rubber bandy
Pushpin, was inspired by the pins an
ameassage board in the RBGE studio.
The look and feel is pratty much shaped
by how much one can stretch a rubber
band and the other physical imitations
within the materials used. Evenwhean

it was digitized these restrictions were

> [“ taken inte consideration.
= \J To guote Hans Eduard Meier in Die
— Schiftentwicklung (Graphis Press

Zurich, Switzerland, 1859), “The tools
- and the material usad inwriting are
—— ‘ majar determinants of its form—leatters

rﬁm‘ chiseled into stone and those that are

i written with a pen on paper will develop

| 1 differant forms due to these different

technigues.” In the first instance, each
letter of this font was created using
actual rubber bands and drawing pins;

tha letters weane then photographed
and digitized using llustrator.

Rubber band/Pushpin is an all cap
font: smaller latters tend to have
tighter curves and smaller shapes
which are hardto create, particularky
as recognizable letters, using rubber
bands and pins.




BEAUTY
AND
THE
2EAST - . -

N Sewedish Design

ﬁLUTION

[The designers created a typeface,
ITimber Type, espacially forthe Baauty
land The Beast identity. Timber Type,
inspired by the dominance of nature in
the Swedish way of life, was created by
taking simple shapes and *hacking”
into them as though they werne wood
being chopped. Shapes were then
ideveloped from Timber Type to create

KERRINOBLE

mystenous vessels and apertures that
bk as motifs across related printed
matter. Inaffect, Timber Type has
lended up providing both the type and

BEAUTY AND THE BEAST EXHIBITION

PUBLICITY MATERIAL

the imags for this project.

“The type was formed asif we wens
lcutting logs, " explains designer Amelia

i
T¥PE SPECFIC

CHAPT
PLETERS AMD
PROMCTICNS

CONTACT

WWW KERENOBLE.COM

BRIEF

[The Crafts Council is an arganization
that supports craftspeople through
jts gallery and shop, and through
hosting exhibitions, like the Jerwood
Furniture Prize. In 2004, the Council
lcommissionad designers KerrlNoble
to design the marketing and publicity
material, and the exhibition graphics for
Beauty and the Beast: New Swadish
Design. Dasigners at KerrlNoble also
workad together with the exhibition
curator Lesley Jackson and the
evhibition designers Stickland
(Coombe. The design had 1o work
consistently across all media to give
the exhibition a eohesive feal.

Mabile. *Fieces were hacked off blocks,
slotted into gaps, and piled on top of

T - ) other Lo form the lettershapes.

‘e aimed to create atiting font that
reflected the quirky nature of the
lobjects the audience would encounter
in the exhibition. We also wanted to
make something that related toa
[Swedish perspective. While creating
intrigue and mystery, it also needad to
be bold and eye-catching and legible.”

[The typsface was sketched in
FraaHand and then imported into
[Quark XPress, to be overlaid on
photographic and drawn imagery.
Finalty, the typeface became the
lettering and the imagery. The
letteriorms were complelad in
llustrator, then composed in llustrator
land Quark. Timber Type has been
Lged on promaotional posters, bannars,
imvitations, stickers, the exhibition
jguide, leaflets, intraductory and
themed exhibition panels, touring
nosters, and prass advertisemeants.
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Arguably, the packaging of a
single or album is as important

as the music on the disc or record
inside it. Most of us, whether we
admit it or not, make decisions
about purchases that are heavily
influenced by the “look” of the
product—by its packaging.

The following pages show
typefaces that have been designed
specifically for use on packaging.

The style of typeface varies
enormously when it comes to

CD packaging. The choice and use
of typeface on CD covers is quite
flexible, allowing for the use of
more unusual or experimental
letterforms. Legibility, although of
course important, is not as much
of a consideration as standout.
Many CD covers use cool, bold
typefaces that would never work
on ashampoo bottle or drinks can.

Whatever the style of music on

a CD, it is vital that the typefaces
used on its packaging “talk” to the
consumer, or potential purchaser,
and give the artist and the music
the right “voice.” This must appeal
to its target market, but at the same
time the typeface itself must be
relevant to the product inside.
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BoinkBox is an independeant
indistronica label, basedin
Copenhagen. Danish design house
Cykdon was commissionad to create
a cover, and custom typeface, for the
virnyl EP releass of one of it artists in
late 2003, The title was Solfvery, an
aid Mordic word that describes baoth
the shortest and the longest days in
the year. To this end, the design of the
recard cover had 1o, in some way, give
the impression of the darkness of
winter and the increasing dasdight that
follows in the summer.

e

% - | Designer Henrik Gytz wanted to use
il 2 clean, yet distinctive typeface that
R [wolld work well with tha frosty

landscape image on the cover of the
album and as he could not find an
appropriate typeface in his collection,
anew one was r2guirad. The face he
designed wasnamed C-Aorta; C for
Cykdon, and Aorla after one of the
tracks on the album.

Gylz bagan by dmwing different
versions of the o before moving on

to the a and then the s. These three
ketters provided the guidelines for the
craation of the rest of the aphabst.

A distinctive featune of the typefaceis
the diagonally flattened, top left-hand
edge of many letters, and the short
ascenders and descenders. These

clean, tight look he was after. Gytz
developad some kettedomms both with
and withoul flatlened edges so thal
they can be alternated, to add a
distinctive character to the typeface.

Sketchas of the entire aiphabat wera
done in llustrator and the final typeface
was generatad in Fontographer.
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Looking at the biel, the solution clearly
had to contain some kind of visual
system. It had to show the consistency
of the seres, as well as the diversity

of the products. The basic visual
elements that the designers had 1o
work with wera the album title, the
track listings, and an image of the bar
or club that sponsored the cormpilation.
Becauss the photographic material
would change with each compilation,
HORT designed a strong and unusual
typeface as a means of creating
consistency throughout the series.

This compilation was sponsored by

FRANKFURT/FFM LOUNGE CD COVER

AND PACKAGING

Frankfurt bar Sansibar, and elements
of its interior decoration have been
used within the title typeface,

[ AR
L SFIEET | MR

WWW.HORT ORG.UK

BRIEF

The face is inspired by the designs of
Wim Crouwel that are based on, and in

N ' C2SES even made oul of, grids.

In 2004, German company Bestboy
Music commissioned Frankfurt-based
designers HORT to create the cover
and packaging for the first inan
intended senes of bar-sponsoned
compilation CDs. The album title,
Frankfurt/FFM Lounge, pretty much
explaing the concept—a compilation
CD of lounge music from Frankfurt.
Bestbaoy Music intended to adapt this
compilation concept both o differant
music genras and to different German
cities. Consequently, the cover dasign
for thig initial release had 1o be easily
adapted for use on fulure CDs,

A strong visual appearance was of
the utmost importance, and therefore,
a strong image that would bring
recognition to the brand was maore

important than a highly legible typeface.

“We wanted to make a grid that could,
o the one hand, contain the body text,
and on the other, ba the basis for the
miain album tithe typeface,” explains
designar Martin Lorenz, who created
the typeface in one evening.

“The basic unit of the grid is the basic
unit for the typeface. Applied to print
miatarial and Web it works well on bath,
but the print with special colors is of
course more spectacular.”

Because the typeface was designed
for use on this seres of albums alone,
and only by Lorenz, he could leave the
way the face works when laid out
relatively open. There are no “rules” as
such, and this allows great diversity
between the products, without the
series losing coherence.
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Herbie Hancock is a legendary
Airmerican jazz composer and musician,
For the release of his album Future 2
Futura in 2000, Keith Tamashino of Log
Anoeles—based Soap Design was
icommissionad to design aCD
package for the artist. The brief was
fairly open and no custorn typefacs
was requestad by the client.

B EIR HANCOCK dinind2amning

THIS .
La

VEIUT ORI
[
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“| wanted to get a futuristic fesl for the
Herbie Hancock album package,”
lexplains Tamashiro, “A custom
tvpeface was not demanded, but it
jwas something that | fell the project
needed.” The design of the typeface,
named Hancock, came from the idea
lof having a modular face that was
based on parts drawn from a grid.
Initial sketches wane made on graph
paper, using the square grid to create
the facse before drawing it in llustratas
then imparting it into Fontographer.
[There ig a real economy and simplicity
ta the font, a result of it being unicase
land monospace, and it works
particularlywell as a display font. “It's
rare that |find myself leoking outside of
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lexisting typefacas for a particular

prject,” explaing Tamashirg, “but on
the oocasions that 've done 2o, it's
B usually bacause |"ve found something

FROECT jclose to, but not exactly what I'm

FUTURE 2 FU TUR E CD PACKAGE looking for. It helps when you can builkd

O e T CONTAGT. 5 lcertain characteristics into the custom
" WWW. SOAPDESIGN.COM lypeface that you knowwill be useful

aEEnEF!HIJHLm based on the demands of the project.”

Initially, tham was the possibilty

"nFurETuumHHzmal thf-::nlwc-uhbeusguin -

resolution formats, including Web

u -IE a q 5 E-I H q t] [] and_\.ricre_c}. and it was designed with

this in mind—the ketlerforms wee built

ll hh ::!?@ #/ /*5 ir{;;ﬁ:jﬁg;fﬁﬂﬁhﬁ;b hold up well
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Starting with the album name, Mare
Than Matian, Clark created a series of
letters in llustrator, using the pen tool.
“l'wanted to make something that had
a futuristic feel” he explains, “but
something that maybe would"ve been
percenead as futuristic in the 1980s
mare than what we might call futuristic
today. [think the idea of neon sign
lettering was the biggest inspiration
for the typeface. The album title
lsugoested motion too, sothat was
lanother factor”

Onoe Clark had the basic shape for
one letter—an oblong derived from
arectangle—he used that almostas a
Hlemplate for the rest, His first letter, M,
41set the angle at which all the cross

sections would e, Becauseitis a

uricasa font, there are no descendears
{raaching below the baseline, and Clark

Mikept all the ascenders the same height

Min arder 1o keap the shape uniform and,
{in turn, keap the entire sat of characters

he had creatad.

hMoat of the ketters are jpined; at imes
this reduces legibility, but what matters
in this context iz that the type hasa ral
senas of flow and of motion. With so
litthe text, and no time restdctions on
the reader, the problem with legibility
offers no real constraint, but rather,
draws the raderin. The typsface was
craated in a few hours directly in
llustrator—no prafiminary sketches

ASTERIKSTUDIO

werne done.

MORE THAN MOTION CD COVER

= .
TYPE SPEQIAG

CHASTEN 08
MUELC

CANTACT

WWWASTERIKSTUDIO.COM

BRIEF

Designers at Asterik Studio, Seattle,
wara asked to create the coverand
packaging for this third album from
Blemeant 101, a band from New Jerssy,
LS., in summer 2002, Titled Mare
Than Mation, the album was released
by Tooth & MNail Records. A custam
hypeface was not specifically
requested, but designer Ryan Clark
decided to create one anyway.
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In 1988 Frad Deakin and Mick
Franglen, aka Lamon Jelly, released the
first three imited-edition 10in EPson
their own label, Impotent Fury. The
records instantly became collectors’
tems, not only bacause of the
unmistakable Lemon Jelly sound,

but slso bacause of their unusual
packaging. The band, now signed 1o
X1 Recordings, has played a sell-out
LK tour and bean nominated for a
Brit Award (annual British pop music
awards], whilke its Lost Harizons album
was shortlistad for the Mercury Music
Prize {annual prize for best British
album of the yvear) in 2003. Fred Daakin
is also a Director at design company
Airside. Along with his design team, he
has created all the graphic material for
the band's releases, including a custom
hpeface. The band makes music, but
just asimportantly it produces graphic
images in print and rmotion specifically
to acoompany that music.

SOLUTION
———.
Becauss the typeface had o define the
band's identity, the band's music and
rama were the starting poirt for the
design. Research and experimentation
with different indidual lettedoms
were very much part of the process,
and inspiration came from 1970s’ fonts
such as Hot Wheels. Legibility is usually
& high priority when designing a
typeface, but inthis case it was mone
important that it be evocative, and that
it merged into one piece rather than sit
as individual letters. This certainly
comies across in the way the type
interlocks in a fluid way; each letter
rudges up against the next, creating

9

AIRSIDE

the intended ebb and flow. Because
the typeface was nol created as a
traditional sat alphabet of letters, sach
word has to be handsat, and the shaps

LEMON JELLY EP COVERS

of individual letters adjusted whare
necessary to ascommaodate this

e CHAPTER 0%
TYFESFECFIC | MLUEX:

WWW. AIRSIDE.CO. UK SWWWAIRSIDESHORCOM

“merging” of letters. Created entirely in
llustrator, each letter has been hand-

BFSCLr

drawn and is applied differanthy
depending on context—Web site,
album covers, and merchandize, The
fort is unique and highly appropriate

for the band and its music. This
designer—client union has produced
some great work, and not onty with this
fitting typeface; the die-cut coversand
use of ilustration and imagery make for
a great, all-round Lemon Jelly package.
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{Give it Up, the title of a single by LS,
Ipand Midtown, reflects a recurring
glhame within the alburm from which tis
Ela ken, Forget What You Know. This
fandmany of the songs on the album
fare about the dissolution of the lines of
reality and the realization that things ara
never what they seem, that before we
tcan understand the true nature of all
things, we nead to ket go of whatever
notions we have of them. The world
then becomes clear and things begin
to show themselvas forwhat they really
jare, both good and bad. When
Columbia Records commissioned
|Linda Zacks to design the CD package
in 2004, she was given this information
nher ownway Thay
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s," explaing
Zacks, “and | approached this project
twith the album title and that concept
firrnby in mind. " In addition, the band
lcomes from the New York area and
their name, Midtown, iz also that of
la well-known area of Manhatlan, so
IZacks wanted city imagery to feature
prominenthy on the cover,

Facks often uses type within her work,
and has done so here, She created the
band's logo by ying type from a
%2 plastic stencil; Zacks used a vanety
of other writing implemants—auill and
ink, ballpoint pen, thin marker—to
lachieve differant texturesin the
lzttering on the front and back covers.
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"My type s purely instinctive, " explaing
Zacks. | seldom edit or change it.

It's reslhy wi ar s aut of my pen,
or guill, paintbrugh, pencil, or crayon,
and | revel in the smears and smudges
and inconsistencies that make each
letter unigue. |love the idea of 'every
letter differsnt”.”

However, for this project it was
important that the type was legible and
that it integrated wall with the images: it
was there to tell a story that the viewer
had to read. The idea was that they got
an intimate and personal feeling when
vienwing the de witny the
f Zacks' type works.

the true sense of the word, butitis a
great example of the creativeness and
expression of feeling that the design
of lettering can offer.




KEEFINTIME: A LIVE RECORDING

WHeepintime: A Live Recording is a film
 that documents the initial meating and
. Subsequant jam sassions betwean Los

recordings. Tamashiro wanted to
‘create a lypeface that would somehow
reflact this hybrid of two generations
irkad by the same sounds. Much of
the influence behind the design of this
typeface, named Mochilla, came from
the warmith of woodblock types, and
its inconsistencies. Howeavear, Tamashire
added characteristics 1o his typeface
to aid its functionality in new media
forms, such asvideo and Web usage.
Because of this, there ware exira
onsiderations that had to be taken
into account in its design. In video

| noticed that a ot of fonts tend to bleed,
specialy in the counters and bowls,”
explains Tamashiro, “They get distorted

from horizontalvertical hold settings

- land screen sharpress’ resolution.
| added little notches at joints in the
@ letterforms to compansate for screen

lead. It's very similar to the way Bell

FROECT
A ICentennial is designed to compensate
KEEPINTIME: A LIVE RECORDING e s ecdnes e ow o)
CD AND DVD PACKAGE when set at small point sizes.”
mem [ enseren CTALT T — S Mochilla was developed in llustrator

dimpored into Fontographer,
but because itisonly an uppercase
ypeface there wene alot less
olographers B+ and Eric Coleman. loharacters to deal with than usual in
4 terms of time and labor. It has bean

It functions as an umbrella company : t :

nder which they release their various applied to_ print material—offset and
otographic, film, andmusic projects.  [FCTee printed on appand—as wel

en Keith Tamashiro at Soap Az invideo and computer intedfaces.

. It works very well across all the different
Design, also Los Angeles—basad
S e blatforms and helps create a distinet
ckage forthis CD and DVD release | Centity for the Keepirtime project,
in 2003, he was not askedto create without being overly stlish.
3 custom typeface, but he felt the
project needed it.
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Together, letterheads, business
cards, and other items of
stationery—compliments slips,
envelopes, and so on—show how
designers can make the most of
what is essentially afairly limited
area in which to work. Certain
criteria haveto be met, in terms

of both form and content, when
designing a company’s stationery;

it has to contain essential
information, be functional, and be a
clear, correct, and interesting visual
representation of the company.
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Brussals-based Bursaud4d 7, a\Web
and graphic design compary, works
with & wide variety of clients, from the
miusic industry to health care and
media. The comparny wanted an
identity that would quite simply “make
them look good." It was an open brisf,
ard Michael C. Place of Build, London,
was hired on the back of another
project that he had done for tham—
the branding of aninternational graphic
e sign exhibition.




o SOLUTION

“| wanted to create something that had
a really nice, sensuous curve toit,”
explains Flace, “almost the opposite of
GAESS DauTHUE the cold, hard world of the pixel
medium that the company mainby
woarksin.” The design was inspired by
Bureaud47's pink hairline logo, which
represents the company's “confinuing,
reser-ending thirst for the perfect
solution in all types of communicative
projects,” and bagan around the letter
B, as Bureau34 7 wanted a “trademark”
in the form of B347. Readability was
the main issue, and the design has
centainly met that demand. This very
. intriguing and highly noticaable
r 1 lypeface_wrks, effactivaly on all the

1 material it is has been applied to and
ghves the company standout.

This typeface is intentionally simple
and friendly. Place wantedittohave a
childlike, playiul guality. Bureau347 is
ayoung company and the font reflects
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Buschow Henley Architectsis a Boyal
Institute of British Architacts (RIBA)
award-winning practice that works
across many different areas, with
projects ranging from private houses
and apartments tourban housing and
regeneration; offices and research
laboratories; and public buildings for
education, the arts, and healthcara.

In 2004, the company askad Garman
designer Mark Diaper al Eggers and
Diaper to create a new identity for it.
There was no brief as such, but at

the time of the commission Diapar
suggested the company look at all
aspacts of its communication when
considenng the new identity, including
the typafacs.

EGGERS AND DIAPER

BUSCHOW HENLEY ARCHITECTS IDENTITY
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UTION

Diaper bagan the project by talking to
the architects about the practica’s
lapproach to architecture, its problems,
lnoals, and soon, to get a feel for the
lcompany and its working methaods.
IAfter many comversations tweo main
jpoints emenged, and these became the
lbasis for the idea behind the identity
land new custom typeface. The primary
theme was architecturs as abstraction;
the secondary theme, the company's
lconstant problems with getting paid.
“We sat oul to design a face that would
become increasingly abstracted and
Irealized that it also had the potential

to communicate the exasparation we
feel when clients don't pay, orignore,
irvoice reminders, " explains Diaper.
[The main cutcome of this approach
lwas that, instead of designing a type
family that came in a saeries of weights,
Diaper designed one that, rather
unusually, comes in degreasof
iritation. The five degrees availlable
lare: Calm, Hostile, Angry, Outraged,
land Schizoid.

[Tagethar, the first letters of aach
“degres" spell Chaos. This provided
the inspiration for the typeface's
Inarme—MNews Chaotic. Calmis a
Iclearly legibde bitmap-based face; as
o progress through the degrees,
lpach letter explodes from the cantear,
becaming mare broken down and
illegible. However, the typeface
loccupies the same amounrt of space
in each degres, meaning that as the
individual elements of each letter
migrate outwards, they collide and
Imerge with elernents from the letters
to the left and right, and from above
land below,
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The ascanders in News Chaotic ars
relatively short compared with the
descendears. In many instances, it is
thesea “"axtenders” that define one
lowercase character from another
Depending on the typefacs, aand d,
and n, land i, ete, can be confused

if the extenders are loo shorl, For News
haotic Calm, the designers made

ure thal these letter pairs had differant
apes to begin with so that the
enders weren't the only aspact

that distinguished one letter from the
ther and this meant that pronounced
enders weren't necassany:
Heowwener, they kept the descenders
longer to add texture.

The typeface needs quite wide kerning
to work effectively The counters and
llunctions get thrown out from degres 1o
idegrea, and this creates lager white
spaces, intended to represent growing
firritation. llustrmator and Fontographer
were used to create the typeface.

It really is quite animaginative, unusual
font family based on a solid and original
lidea. Diaper points out that when
ipeople are shouting, or angry, what
they are saying isn't necessarily
iparticularty clear; reflecting this, the
face becomes less and less legible as
the degrees increase.
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WILLIAM HALL DESIGN

PHIL REYNOLDS IDENTITY

COMTACT

WAWILLIAMHALL.CO.UK

Phil Reynolds is a well-known and
espected LK. costumier. He designs

and makas baspoke, and oftan
slaborate coatumes for film, opera,
ballet, television, and musical theater.
In 2004, having been in the industry for
ovier 20 years, he decided that a revamp
of his own identity was in order, and
ommissionad designers Wiliarn Hall
and Micholas Barba at William Hall
Design 1o create avisual system for

se an his stationary.




We wanted to have something of his
orking processes in the design of his
tationery,” explains Hall, “sowe bagan
y collating vanous objects and images

ith which 1o work while sketching
deas of the design.” This evolved from

& idea of embroiderad ketterforms,

ut it was not intended to be a direct

astiche of embroidered typography—
thad to be alittle more sophisticated.

Ithough the letterforms relate to the

apes made whean typea is sewn rather

han printed, a careful interpretation

emonstrates that a typeface based on

& idea of a craft can also be unifom,
adern, and practical. *Typefacas with
standard width line throughout
esign themsehves, " adds Hall. *You
stablish a zet of criteria foreach
PhilRe ids unction, and then carry this through.
Eﬂstuﬁm e aim then s to ensure that thers are
a rogue elemeants that will alter the
Shaies q}gio;'oﬂg: t\,rpe whenit is setasa
Perrujbani Chambers i
33-3550 JohnaSouare & o .
Lerdan EC1M408 ypefacs, named Phil Reynolds,
as baen applied to Reynolds'
;’elq:m-em ﬁ“ﬁfym tationery, signage, and Web sita,
CH ; : X
prsetimm i designed by William Hall design.
emai@philreynolds.com
i phireynolds com
AT Hio 4B0E5550%
PhilReunalds
Costumes
Shucko 94
Fm%m-kcmrmfm
33355 JohnsSquare
LondonEC 1M 405
Telephone 020 72530678
Facarmie 020 765082133
Mobile 07973327647
emaigphireynoids com

i phiregnolos com
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DAAM architects and designers
formed in 2004 through the menger

of twa established architects. Forits
launch, they required a naw “look."
The brief to NB: Studio was to create
something that was mare modern than
either architect's previous identity;
something with a refreshing feel that
would appeal to ayounger, edgler
client. However, ering on the side of
caution, DAAM did not want anything
so drastic that it might scare its
substantial existing chent base, buit up
over vaars, and disturb the reputation
they wishad to maintain.

SOLUTION
|

DEEION
“Wa felt that it was necessary to create
u a mark that looked solid and assertive,
un to reflect the established background

FRCLECT of DAAM " explaing Jodie Wightman
DAAM |DENT|TY at MB: Studio. “This was also

P = > REHGRET functamental ta the nature of their
TESPECFE | LENER EALEMD WA NBSTUDIO.CO.UK businesswhere, as a client, you wart
to be assured that this is a serious,
trustworthy company to work with.”
Wightman and herteam bagan to
research the language and style of
architeciure and the drawings and
ephemera that accompany it before
baginning towaork on the design. The
typeface itself is based on Fregio
Macanao, a font that Wightman found in
a type book publishaed by Radstone
Prass, An lalian typeface of the 1920s,
by anunknown designer, all of its
letters and numerals can be made
using combinations of 20 segments.
Beacause of its segmentation and
architectural nature {you hawe to “build”
aach latter), NB: Studio felt it provided
a perfect base for a typsface for the

Like Fregio Mecano, the typeface NB:
Studio created is composed of different
segments that can potentially be
rearranged and rebuilt for other uses.
\Where the segments join to form a
letter, this iz exprassed as a white ling;
wvartical white lines create a pattern that
unifies the latter It is poasible to creats
a seril alphabet simply by adding
segments, and letters can be created
lo oocupy any space. The eal genius is
that, from 20 pieces, aninfinite number
of alphabets can be created,

The typeface has baen applied to

all stationery elements andis usedin
the DAAM logotype. The logotype is
printedwith thermographic ink which
becomes raised when heatad, adding
lexture 1o the blocky letters,







WILLIAM HALL DESIGN

WE NOT | IDENTITY

CONMTACT
WAWWILLIAMHALL.CO.UK

Wa Mot |is an architecture practice.
In 2004, it commissionad William Hall
Design to interpret the following text,

in two dimeansions, for a new company’
idarntity. “We are the cedipal offspring
of the archifraudulent first peson
singular me-me-me nomadic fugitive
formiess multitudinous. We stalk the
future without maps. We have
dispensad with curselves and consign
our fiotsam to the void. We traverse
tarritories. We donot cligue. We are
free of prostheses parasites posatics,
We were the consenting minors rapaed
at the vanity fair. We are tired of the
tyranny of irony the back pedaling
bock pedaling consumptive ego
paracke. We are praciss not
prescriptive, We do not fulfil institutional
raquiremants our reality has no
degreas of scale. We she he are the
diatribe sublimaire ke Bruce Lee "'we
are all sbykes and no style'.”

e Mot | is an “anonymaous”
mrchitectural office in that it has an
unpeopled cantral London office which
houses a computer server frorm which
its international operatives down- and
upload fles. The members of We Not |
never have their names published and
mre not known in the public domain.
IThis stems from their previous
experiences at major architectural
studios and a frustration with the idea
Iof “architect as celebrity.” It was from
this that the designars drew mast of
their inspiration for the identity, wanting
lodemonstrate this invisibility and
isomething of We Not I's approach 1o
anchitecture. Further inspiration came
from cardboard box batch numibering
and MASA's ceramic shuttle pansis,

The typeface wasnot designed on a
grid and when you look at individual
idetails—such asthe way the diagonal
downstroke of the M mests the vertical
strokes—it can look alitle strange.
However, when sesn asa whole, ong
idoes not read the irregularities, but
instead sees an architectonic, timeless,
tactile collection of letterforms. One of
the masons for this was that the holes
icould be neither too close togather nor
too amal bacause of the process used;
the typeface is only ever punctured,
inot printed, whather thal be ontoa
letterhaad, CD slesve, orbusiness
card, “We have stipulated that the font
lcan only be used reversed out, or by
puncturing the material,” explains Hall.
“In this way, the font isnotabe inits
abeenca rather than its presence. In
puncturing the hales, we were making
sculpture, making someathing that
people might have a physical response
ta. Something that relied on ight and
touch and was playful.”
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Flace wantaed lo create an “inticale
tvpeface that was ‘chunky’ at tha same
time," to reflect the technical nature of
ISaccenti's photography. Inspired by
the: bypefaces onan okd Somy Batamax
lcassette, Place approachedthe design
with the idea that it should have the
natural flow of a handwritten letterform,
bt in a different way—more angular
land with a computer-generated look.
It had to ba decipherable, but | wanted
o make the reader work, concantrate
la litle more than usual on the face, to
lengage the reader,” explains Place.

" Parsonally, | think it works most
effectively when you seeitinalargs
block, asthe letters interact with each
lother really well." The font was created
using FreeHand MXand FontLab.

hiichael C. Placeof Buildis epresentad
vy This is Real Art, London.

1
gmBusiness-card’
BRIEF ?ug' AITEM: [Hi ]
| gua Bew B m
Timothy Saccenti s a weall-known, ¥ T
New York-based, international -2 ih gﬁl

photographer. In 2003 he
commissionad designer Michael C.

Plac f Build, London, to creat ID mll-. L'I

bt eag ot oo 150 FOrsyn st no. sa

RN R PRl R NSk UIOINs, 2w Ujioirs
uUiSa 10002

+001 AP-UNS-UIn1S

FEATURES AND

CEAN
B U I I D l"'ﬁNbIDEHh‘['IﬁNb

TIMOTHY SACCENTI IDENTITY

THTALT

WAW.DESIGMEYBUILD.COM




BRIEF

The Latrobe Regional Galleryin
ictoria, Australia, was established in
1970 to house works that focus on
Australian art post 1971 thas a
reputation for innovative axhibitions,
and holds works by such prolific
Astralian artists as Jessie Traill,
Evelyre Symes, and Ann Martgomeary:
In 2003, Melbourne-based 3 Deep
Deasign were asked to create anew
|licfentily for the gallery that “captured

he notions of community and its
interaction with the ans.”

3 DEEP DESIGN

ﬁLUTJON

[The key to the lypeface s a vertical
line that represents this notion of
“community.” Areguiremeant of the

LATROBE REGIONAL GALLERY IDENTITY

tvpefacs is that all of the letterforms
need to be aligned with this, giving

the sense of a consistent gridin the
background. Diagonals have been
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lept to a minimum to create a sense

lof repetition which, inturn, createsa
lsense of unity, again basaed on the main
ickea of “"community.” "W started by
lexploring notions of community, what

it is that makes a community and how
the indnidual fits inte the framewaork of
la community,” explains Brett Phillips

lat 3 Deep. "We startaed with how an
individual is represented in the most
basic manner— point, or a line—than
moved on to how a group of individuals
fomm a community—by repetition of the
incividual elemeant.”

lAs the typeface had to be appled
lacross arange of meadia including
signage, stationery, advertising, and
fother printad material, the individual
Istrokes of each letter weare kapt
relatively simple in order 10 avoid
problems in its application; the design
tearn had to ensure that the weight of
the striokes, and their relationship to
ke another, would hold up under all
production methodalogies and all
lapplications. The only difficulty proved
to be in ensuring the measure of
lsantences, due to the *awhward"”
spaces batwean lettedoms, However,
these opan spaces, together with the
simmplicty of the design, give the
typeface acalming, neutral voice.
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CHAPTER 08

Creating type for use on-screen
also provides designers with some
very specific technical challenges.
There are certain ingrained rules:
use faces with a large x-height
(this allows the use of smaller
sizes without the text becoming
unreadable), and avoid typefaces
with finer serifs (they do not
translate well on-screen). There
are also a number of considerations
not relevant in print design—speed
and movement of type, lighting,
and combining visuals with sound.
Beyond this is a more fundamental
issue to consider—the experience
of the reader and the context in
which they are viewing the type;
printed type is read, moving type

is watched.

The advent of cinema, and then
television, meant that for the first
time type, imagery, and movement
were combined. For silent movies
this was in the form of subtitles,
and these developed into the more
creative title sequences. Freed from
the world of print, type was able to
move, to be animated, to become
3-D. The iconic work of Saul Bass
for such films as Psycho and
Vertigo is still imitated the world
over. However, the industry has
changed massively since then.
With computer technology, the
constraints faced by Bass [he had
a choice of hot-metal or hand-
drawn faces) have disappeared
and computers are used to
combine digital type with clever
graphics. Teday, highly advanced
computer-graphics programs allow
fortypeto be manipulated in any
way, and designers are making the
most of this.
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BRIEF
0k the most direct typetace

ISouth released their album WWith the
Ticles in 2003, To promote this release,
MNew York—based design house
Monkey Clan was commissionad to
create a Web site. The designers were
kgiven the band's bgo, album cover,
and a number of band photographs
o wiork with. The objective wasto
capturne the attitude of the band and
their music without making the site
limply & brochure of the album cover,
lzince it needed to last beyond that
particular album.

ELU'HON

Image-wise, the idea wasto tie the
different photographs together, sothe
Jdesigners applied a style treatment to
the images, which included hand-
[drawn illustrations and a paintardy
process, intended togive the band a
rough, raw, street attitude. They then
used old design elements totie in the
lclassic look of the band's logo. Type-
Iise, the designers wanted to do
lsomething a littke differant, so they
lcreated a hand-drawn Tace to give
the site and the band a sense of the
immediate and loase. The letterforms
lare hiock -shapad, but set askaw in
keaping with the carefres layouls and
raw images. This caused some
problems with a few letterpairs, so
the spacing was adjusted, and some
letters were made smaller in order to
“fit" with their neighbors. Once sat in
the lavout, 3-D perspactive lines wera
ladded to each letter; this gives the
lvpefacs a retro feel. “We wanted to

poasible, " explaing Kal Pham of
Monkey Clan, “so we used all caps,
block type. We welcomed the
inaccuracies of mistakes while creating
frae-form ketters bacauss they all
lcontributed to the charm.”

In arcler to be usad on the Web, each
letterform was drawn in llustrator
before baing imported into Flash,
lwhne they were animated.
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Tweeterfriendly Music is a Norwegian
band signed to Warner Music. The
band consists of three compoasrs/
producers and a singer, Leslie Ahern.
Its miusic is best desaribed as classic
pop, astyle of music forwhich they all
have a passion. In 2002, following a
lmeries of collaborations on various
other projects, design agency Play/
Union Dasign, also Norwegian, was
asked to design CD packaging for
Twaatarfriendly Music'z album Gin &
Fhaonic and 1o develop a concapt for
the band's promotional video forthe

release of the single “Undertow.”

LM NOPQRSTUVW XYZA @

LUTION

Designer Erik Johan Worsee Eriksen
idecided touse the typographic
lelemeant from the CD cover within the
ideo. With video's coarse esolution,
fine, detaied typafacas donot waork
e, a0 it was important that the overall
lshapeas of the characters wera simpla
ehile still conveying a distinct image.

“Bacausa of the way | wanted to
lanimate the type, | needed a genuine
honoline to start with," explains
Eriksen, “| wantedto be able to chop
the characters into small ‘'drops’ and to
leasily alter the thickness of tha ling, 2o
my first thought was to meraly madify
lan earlier typeface I'd mada.”

Eriksen bagan madifying his Kit deal
typeface, but in fact ended up creating
la whole new one—Frends. Friends is
based on a set of geometric modules;
lanhy & few charactera deviate from the
underkying scheme. ILis ano-nonsense
face that combinesthe coolness of
nonemotional, mechanical designs
lwith the organic, visually harmanic and
[ty riythim of humanistic typefaces,
land bacause it is based on a single line
with no change in thickness, it works
el animated an-screen.




XSANS BOLD

EACH OF THE 10 SKATERS MAKES THREE 75-
SECOMD RUNS WITH EACH OF THE SIX JUDGES
GIVING A WWHOLE NUMBER 100-POINT SCALE
FOR TLWIO RUNS. OF THE SIX SCORES GIVEN BY
THE JUDGES, THE HIGHEST AMND LOWEST SCORES
ARE DROPPED AMND THE FOUR SCORES LEFT ARE

BRAND NEW SCHOOL

FUEL TV ON-AIR IDENTITY

AT

CHAPTER O

WWW.B RANDNEWSCHOOL.COM i

Fuel TV, a subsidiary of Fox Cabile
iNalwa .2 a retwork devoled to
laction sports and the cultures
surrounding them. In 2003, the
network commissioned New York
idesign house Brand New School to
create typefaceas for pad of its on-air
identity project. The brief tothe
designers was tocraate an
“antibrand, " acknowledging that
the Fusl TV audience iz a desply
suspicious one, and knowledgable
about marketing strategies.

Rl

SIGNATURE SERIES
NO 1 OF 100:
SAIMAN CHOW

SOLUTION

lary hints of corporate graphic design,
lra much as possible. Five typefacas

adapted from existing faces whilke one,
Fual Sguare, was created from scratch
by Gelhaar, All five are sat inuppemass
only, with default tracking, which
suggests e-mail or vinyl lettering.

[To anable the letters tobe animated
laeily the fve fonts were resized to

the same cap height, and the tracking
as equalized: this makes them
interchangeable. Aral, FF Bementa,
PP Darricla, and Frankfurter are the four
facesthat Gehaar chose and adapted.
He created Fuel Sguare as he wanted
ja “squarish punk thing or a Greciar
cports fort, or better vel, a combination
of the twio.

The idea was to mess up the
slereolype of an American Football
font," he explains. “| diew a Gracian
lEiphabeat and threw in some iregularities
tothe treatment of the angles and the
basic skeletons. | added a layer of
squarish Punk lettering, resulting ina
lighter weight, a wider stance.” Gelhaar
morkad directly in Fontographer rather
than on paper when designing the
face. By mixing influencas and creating
lan inconsistent typaface, the fve Fuel
faces represent what action sports ae
lall about. Bven maore so, Fuel Square
is intended to work in context with

the other four *Fuels.” The faces have
been used on-scresn, in print ads, and
on Web sites.
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NB:STUDIO

TO CULTIVATE IDENTITY

GONTAZT

WWW.NBSTUDIO.CO. UK

garden design
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MB: Studio has not so much created
a new typeface as combinad two
existing facas. Having researched
& whaole concapt of gardens, the
designers wanted 1o create an identity
0 Cultivate, a landscape gardening ith a logo using a typeface that
ompany, commissioned NB: Studioto [
design an identity that they could apphy
o arange of stationery (including land the florals and other decorative
business cards, compliments slips, ishapes “growing” from the letterfoms
land letterheads) press folders, andvan are borrowed from Botanical. The
ivery. To Cultivate wanted an idantity lemeant of growth is particularly
hat had a madern faal while affective on the company's Web site,
aintaining traditional elaments. where the type has been animated.
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The brief for this projact was guite

apeciic; in fact, there wera several

briefs for different aspects of it. Overall,

Pracursor werne asked by MTV o

{ r £l [ i creats agraphic package for the MTW
E TTI‘; ': F:;_ !.l_ TTTj H j N EE Eur.c;pe husic Awards 2004, The

i R Ng B el ‘ project had many deliverables, from

miain titkes and teasers through 1o

- promas, voting spots, and a graphic
kit that would enabla MTV to create
various other spots for the show.

PRECURSOR

MTV GRAPHIC PACKAGE FOR MUSIC AWARDS 2004
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[SOLUTION

[The overall creative solution was bagsed
laround an underground streat race in
Rome; the main titkes for the awards
lshiowy this race in full. The strast
footage was shot in Rome and cars
wene added later. For on-screen
irformation used during the awands,
the designers created a navigation
lwyatem that would be used by the
jdriverrs during the race. The system
lcontinues the underground feel, but is
lalso relatively hi-tech; a glitchy esthetic
was craatad so it almost appears that
the feed is not transmitting property.

For this system the designars created

[z custom font based on agrid. The font
neaded towork well on-screen and ba
leasy to animate. Television screens
have quite a low resolution and
becausa of thig, thers are minimum
noint sizes for type toensure readability
in a TV environmant. In addition to this,
T warks with two fiekds, upper and
lowver, and aline will flicker on and offas
it dossn't encompass both fislds, soa
lzpacific mirmum width is reguired: a
lone-pixel line is kel to flicker.

IThe grid for the typeface was designed
in llustrator and the font created in
FontLaby, After Effects was the main
tool used to animate the type, which
Nas mainhy beaen used on-scraen

las part of animations for the TV
irformation systam.

Frecursor built the font, named ASCII,
lepecifically forthe type of animations
they were creating. It forms the basis
of a lo-fi ASCI system with an
underground “coded” feel. Building
the lowercase letters as scrambled
letterforms and the uppercase as
Lnacrambled ensured that it would
work well with the animation
techniques they were using.

FEATURES AND
CONSIDERATIONS




UTION

(Work on the identity bagan inearly
12004 and was completad in time for the
TV Channal's launch in October that
lvaarn Baze wantedto exprasathe ides
lof & “human” TV—that a TV has a mind
land spirit of its own. They tded to
lrchieve this ‘human personality”
through the design and use of
hypefaces. The messages are writtan

in a typewriter font and signed with a
“signaturs logo” that looks hand-drawn.

[The principal typefacs in the identity is
based on ITC American Typawriter, a
Ihumanist, warm typelface, This went

iaoainst the then current trend of using
old sans-senf or bold ypefaces in
broadcast applications. A typewriler
font was the obvious choice for the
signers at Base: they believe thata
face that comes from the typewriter
best expresses the idea of “a message

from a person.”

The original idea was to have a vearsion
! jof Amercan Typewriter Monoling: this

faoe has very littke contrast and no

Sornamentation in the sedfs, which

makes it more readable in a broadeast
"qewironment. Howeaver, as the font was

o be used in many different ways—

levenything from text in a magazine 1o
jon-screen animation—the designers
warted to strike a balanos in
jcharacters that couldwork in these
arious contexts.

lustrator was usedfor sketching the
Ivpeface and FontlLab 4.6 used for

DESITH

BASE

its production: Fontlab's scripting
lcapabilites allow the user to program
their own scripts to perform many

BETV IDENTITY

iflerent oparations. This allkws maone
pracision in the design and production
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BRIEF

In 2003, media and communications
giant Vivendi Universal sold a numbser
of affiliates of one of France's biggest

led to the Belgian version of Canal+,
Canal+ Belgium, being relaunched as
BeTV. Base was asked to create an
cverall corporate idantity for the new
channel, including print and screen
applications. The brief specified that
the “spirit” of Canal+ [contemporary,
exclugve, and unigue) was kepl, but
that the “look” of the new identity be a

pay TV channel providers, Canal+. This

complete departure from that of Canal+.

processes through checking
letterpairs, spacing, and sc on.

.} i
[The desigrersat Base alsoused a

library called RoboFab, which adds
more capabilities to the FontLab
iscripting environment.

3o
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The modern history of type began
with the printing of books during
thefifteenth century. Credited to
German Johannes Gutenberg, the
invention of movable type is
recognized as one of the most
important developments in recent
history in terms of the potential and

opportunity it provides.
| | A P | | | ; Gutenberg's celebrated bible (circa
1444) is widely held to be the first
printed book. Printing processes,
E design, and typefaces have
working in this area of design,
legibility is the number one issue.

changed somewhat since then, but

thelayout and format of books has
remained pretty much the same.
The most obvious requirement of
a typeface used within a bookis
legibility. It is essential that the
words are easily readable which is
why, traditionally, serif typefaces
are used: serifs help carry the
reader's eye along the line and on
to the next word. In most books
published today, the body text will
still be set in a serif typeface, but
the design of book covers is
becoming a real art, almost like
posters, giving designers that blank
canvas on which to work with text
and imagery.
As with newspapers and
magazines, the design of books
and catalogs usually requires both
headline and body text. When

Ef‘;"ﬁ‘\'-: i ::.;aathﬂlﬁrn‘:_n
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SCANDINAVIAN SPARKS VISUAL PACKAGE FOR EXHIBITION
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Sauna, a Swedish-based exhibition
company, and curator Susanne Rolf,
rganized an exhibition of work by
Swedish artists and fashion designers.
Titled Scandinavian Sparks, this was
held at galiery 798 Space, in Bejjing's
Dashanzi Art District, in 2004, For the
exhibition, Sauna and Rolf needada
visual concept to include the design
of a catalog, posters, invitations, and
business cards, and a custom typsface
for the exhibition displays,

N,
7

P
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SOLUTION

. ]
The design of the typeface was

ingpired by the name of the exhibition,
which conjures up ideas of sparkiing
stars and snowflakes. By cutting oul

a large number of small paper shapes,
including stars and diamonds, Higrta
Smirta created a whole new visual
language for the exhibition.

“We thought of those paperwarks that
children make; the kind where stars
and shapes are cut out. You see them
i lals of Swedish kindemgarten
windows,” they explain. “Visually,

the paper stars are familiar to most
Swades, but the idea of cut paperalso
miacke us think of Chinese papanvorks,
which connacts with Bejing.”

Lettars were formed by combining
the “confetti” left from cutting cut
these shapes, and a complete type-
face was eventually created. || was
too complicated to position all the
indiidual paper piecesin the scannsr
inorder to fom the face in Photoshop,
=0 formsweara drawn in llustrator and
the letters put together from these,
The resull is a stylized version of the
“confatti letters,” creating a font that is
eminerthy more readable.

The cover of the catalog hasa cut-out
star with a colod ul spinning wheel
beehind it; when this spins, it gives the
impression that the staris sparkiing, as
all the different colors are seen through
the holes, Stars have been used
throughout the catalog, in the headline
font on each of the artist's pages, and
to indicate the start of a new chapter,
Thisis a typeface thal has a strong
element of fun. It combines handoraft
with the computer to graat effect. The
only issus is that it cannot be used as
by tent—uisad amall, the confetti
chapes becomes blurred and difficult

o read—but then that is not what it
was intended for.
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BRIEF
L |
RocaWearis an “urban” clothing label
gat up by Damon Dash and Jay Z,
both of legendary hip-hop record label
Roc-A-Fella Records. In 2003, New
York-based designer Giovann Russo,
lowner and Creative Director of No11,
proposed the idea of designing a book
a5 an altlernative marketing tool for

the label; something that was a bit
differant, to reflect the nature of the
RocaWear brand.

NO. 11 INCORPORATED

THE ROC

GHARTER (2
;| BCOHSAND WARAY

uuuNl;HI.l:I:IM SOLUTION

Ag Busso himsall put i, the inspiration
behind the design of this extravagant,
lavish, and luxudous book was the
aubject matter and Damon Dash's
ifestyla. Dash has establishad himsalf
by running highty succassiul
businassas within the music and
fashion industries and achieving a
cohesive link between the two. With
this book, which includes supermaodel
MNaomi Campbell among others, Russo
wanted 1o take the link one step further,

= craated this decadant, Gothic-style
fort especially for the projgct. Set
within the pages of the book, it creates
a fantastic juxtaposition and an exciling
energy between the orate and old-
fashioned, and the more glamonous
bling nature of today's hip-hop.

Creative Director: Giovanni
Carreri Russo
Designer: Darnis Crtiz Lopez
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HYPERKIT

ROYAL COLLEGE OF ART INFORMATION BOOKLET

BRIEF
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SOLUTION

The Interaction Dasign Resaarch
Studio at the Royal College of A,
Londaon, works on a variety of studies.
iCna of thesa, the Equator project, s &
six-year, interdisciplinary study that
investigates the interweaving ofthe
physical and digital worlds by
developing innovative systems. The
studic focuses on new technologies for
the home and has designed and built
thres pieces of electonic furniture and
furnishings: a coffes table, a halltable,
and a tablecloth. In 2003, Hyperkit was
acked to create an information booklet
for the studio, entiled Hectranic
Furniture for the Curous Home,
announcing their findings to date.

The designers at Hyperkit wera given

3 large amount of the research material
towork with—sketches, diagrams,
photographs—and they used this
material to inform the design. They
anted to find a visual solution to link
the thres products—coffes table, hall
table, and tablecloth—so picked up on
their electronic aspact; the tablacioth
lcontains circuits that light up when an
object is placed on it

They developed a typelface with ketters
that could be joined together, to
suggest electronic connections. Called
Output, it was derived from the circuit
idiagrams that feature on the tablecloth.
Laid outin a grid, every letter hasa
circular “connactorn " and where an
lazcender and descender follow the
wamea line, they have baen extendead o
that a circular “connector” links the
twio. Output is used as a display font
onty. Throughout the booklet the letters
for each heading have bean assembled
individually in order to allow them lobe
joinad wvertically as well as harizontally.
The font was created in [lustrator,
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CHANGE IS GOOD

RIK BAS BACKER, JOSE SOARES DE ALBERGARIA, AND MARCO MULLER

FRAC PACA BOOK DESIGN

COMTACT
RIKEBEWANADOO.FR

TH’EE"EEF EDDKSAM:I
ATALD.

k|

Lhristophe
Bevdagwer &

T

anze Fegus

Negalnve
archnl-ecl-ws
Blacl: RBleock

s

66

cANalgite s projef de cour msmge an
melation avec les Olymesodes sooy

68

Olivier Tourane
ponh fite

Tatiana Trouwi
Michast kackson’s childrns mark

Jo
Miok van da Steeg
Lo cité locale

n

Agance WVardonck & Cosseron
Faits divary en proe!
programme de difluilon n®y

72
Edgard Allan Moe Sculptire Prajact -
Paria! New York 19q7 - a0y




TR

M
|

L] |_':'|!1

| |
FIL +ul one poliie comncwd frean
laswé 1260 ML
. P Mk ergoaria o Pl Baw Rasles
fowjemis ¢fe velonie Jrava
5 " ommandtl nmes. Lol owwy BT
x ] " 5
Sy LT il donaes HwAav
N T fosafvalnl i i
3 i UL tT g i BivH an ¢ilvy W wil

pes ele concee poor érve buible,

GARI

'\"Iffq

wi ally

BRIEF
]
The Frac Paca book is a collaborative
arte project between the Centre
Mational de l'estampe et de |'art
Imprimé {CNEA, Fonds Régional d' Art
iContemporain {(FRACH of the Provence,
Alpes, and Cote d'Azur regions in
France PACA), and was financially
mupportad by Espace Paul Ricard.
iCMEAI organizes exhibitions and other
special arts projects in France, FRAGC
PACA coordinate regional government
funds for contemporary arls projects,
land Espace Paul Ricardfinancs and
lgenarate contemporary art projects.

In 2003, French designers Rik Bas
Backer and José Soares de Albergaria
hwere commissionad to design a

book showeasing rejected works by
icontemporany French artists.

ELLIT!ON

IAs well as the design and layout of
the artists” workl within the book,

la typeface was neaded foruse onthe
lcover and inside. Bas Backer and

b ergaria, in collaboration with
harco Miller, adapted and updated

la typeface that they originally
Idevelapead in 2002, but had left
unused as the original client rejected it
Inspired by color, mosaic, Paulo Canta
(Portuguese writer, ypographer,
rublisher, and printer), Joseph Albars
Bauhaus artist, teacher, and
typographer), and printing techniques
lappled by constructivist artists, the
vpefacs, named Zérik, is amost a
hork of ant initzelf. It is built up from
five differant layers and colors that
lcomplemeant one anather. Each layer
lcan be produced in a differant color to
lcreate, when all five are fitted together,
la mosaic.

Different combinations produce
lcompletely different versions of the
type, and the angular shapes of the
letters maka it lnok asifeach squars
has been laid by hand, like 8 mosaic.
It is a defightful typeface.




BRIEF
=]
In 2001, Base was commissionad to
design a book on Belgian design that
had bean compiled by la Maison des
Métiars d'Art (MMAP) and the VIZO
Arts Foundation. Made in Belgium
Design Book looks at both established
and emerging Belgian designers,
showcasing theirwork to present and
promote contemporany Belgian design
to an international audience.

DESICH

BASE
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MADE IN BELGIUM DESIGN BOOK
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The designers at Base wanted to
craate an extracrdinary and spacial
ot that was not controlled
exclusively by the images, but that
had an identity as a design piecain

its own right. The idea was tocreate a
strong design concept built around a
Iypefacs. The typeface sslectad was
{Cointrin, created by Kimou Meayer,

2 Swiss graphic designer who was
orking al Base at the timea. [twas
inspired by airport information panels—
the name Cointrin is a reference to the
Geanava airport of the same name.

“|'was waiting for a plane in Genava
airport and | noticed the sign with the
e parture and ardval information,”
=xplains Mever, | always liked the retro
look of it and the machanical noise
when the information changad. | shot
lsomea pictures in black -and-white, then
seanned them and tried to match them
a5 closely as possible in llustrator with
a vectarized Univers and some
kjeometric shapes.”

The fontis a monospace, andworks
bestwhen it isintegrated into both

2 horizontal and vertical grid. Ftting
the typeface to this simple gridis a
reference to its original purpose; to
directly communicate important
information in a clear, organized way.
It was important for Meayer to recreate
the ook communicated by the Swiss
lanalog airport signage, butina 2-D,
paper context.

“Wiorking with this ‘airport typeface’
unites the book as awhole and
SUpports its pumpose of presenting
Balgian designers internationally,”

e xplains designer Thierry Brunfaut

at Base, [t was guite easy 1o use as

it is monospace, and with the differant
styles of the contributing designers,
the nautral and mechanical nature of
the typeface enabled individual designs
to stand out, while providing uniformity
to the book as awhole."
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In the summer of 2004, Swiss designar
Urs Lehni was commissionad 1o design
& catalog for the graduation works of
the wvisual communication department
lat the School of Art and Design, Zurich.
[The brief was fairly opan craatively.

ABCDE PQRST abcde
FGHIJ UVWX fghij
KLMNO YZ—+ klmno

136 URS LEHNI

SCHOOL OF ART AND DESIGN, ZURICH GRADUATION CATALOG
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SOLUTION

The typefacs was inspired by an
ewisting face, Learning, that was
spacially developed to help young
children learn how towrite. Lehni's
lidea is based on the contradiction in
“graduation” being seen as the end of
la peraon's period of learning, with the
need for a person 1o continue learning
whether studying ornot. As Lehni
modified an exigting typeface, the
design process didn't take that long.

IThe original typeface was developed
lout of basic geometric shapes, and
Lehni worked with these. He tightened
up the spacing, using Adabe llustrator
and Fontlab, to make his version a
Imonospace font. The new typefaceis
called Almost Monospaced, asthe W
takes double the space of every other
jletter. It has been used in the catalog
land an the invitation card. In addition,
la stencil version of the font was
Iproduced sothat the letters could be
applied directly onto the wall at the
lgraduation exhibition.
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Over the following pages, a
number of “special” typefaces,
created to fulfil a more unusual or
unique brief, or for use on unusual
or unique materials, are examined.
For instance, Natascha Frensch's
Read Regular typeface was created
specifically for dyslexics. This
particular project demonstrates
how designing a typeface for a
specific audience or job makes you
look at the characters in a different
manner and raises questions
regarding their appearance, the
pros and cons of the typeface, and
so on. Read Regular has helped
raise awareness of the issues
surrounding dyslexia.

Similarly, Digital Signage for
Transport looks at how different
audiences benefit, or suffer, from
the way type is used in digital
signage, and how problems within
this area can be overcome.




BRIEF
I
Freelance designer Angela Pelzl
lcreated these lypefaces in responae to
lan apen brief while she was studying
lan MAIn Communication Design at
ICentral Saint Marting College of Art
land Design, London. At that time PelA
was specifically interested in creating
lobjects that involved printed fabric,
lcollage, and manual fabrication.
Having decided upon the topic
“Gender," Pelzl needed to creale a
tvpeface that she could use on her
intended series *Insulting Cughions”
land *Habardash on Skin.”

140

ANGELA PELZL

INSULTING CUSHIONS AND HABERDASH ON SKIN
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SOLUTION
1

In ghort, the project addressed gender-
related issues and gender-specific
crafts. The four amall pink cushions
listed numerous English swear words,
divided into four gender-specific
groups: male hetero, male gay, female
hetero, andfemale gay. The Haberdash
and Haberdash Shadow typefaces
were created to apply those words Lo
the cushions. A simple serif font served
as a template, and the choice of a
white thread on white fabric resulted in
a subtle kook. Creating this typeface
through embroidery saw Peld use a
needie and thread as a design tool
instead of a mouse ora pen.

Pelzl transferrad the outlinas of the
template typeface anto fabric and then,
afler exparimeanting with several
embroidery techniques, settled on

the stem stitch. As an addition to this
bitmap font, Pelel alsocreated a
TrueType character set made only

fram the shadows of the original font.
She did this by digitizing the bitmaps
using Photoshop, FreeHand, and
Fontographer. The letters of the bitmap
font have to be placed indiidually by
hand for each project, using only the
naked eye and guidelines. “The mixing
of manualwaork with digital manipulation
is something that interestsme,”
explains Pelzl “The work gains a
surface feel, and impearfection adds
charm and character.”

The typeface was applied to silk for

the Insulting Cushions praject, using

a transfer sheat called Lazertran. The
TrueType typeface requires extrems
simplification of the sendened shadows:
Fontographer can only import shapes
with a limited numiber of angle points.
Also, each letter had to be scanned,
level adjusted, rendered, and alterad
before positions and counterspaces
could be dealt with. The bitmap
typeface had to be setin a grid and
freed of its ariginal background through
masking in order to adjust to any
chosen light background.

“Experimentation and the
reintroduction of a craftin my own
visual language was my main idea with
this project,” explains Pelzl. *| felt rmy
design was dominated and limited by
the usage of the computer, by the flat,
digital perfection that is at the conre of it,
and since my lopic dealt with gender
roles and gender-spacific manners,
I'warited to practice and embed a
fernining activity such as embroidery

in my project.”
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BRIEF

It iz estimatad that, intha UK. dione, g

thera ars over 2,000,000 saversly

chyslexic indiiduals, including some
375,000 schoakchildren, while in the
U.S., dyslexia affects over 40,000,000 LS &
individuale. Dyskexia is independeant of ny

intellzctual ability and teaching, and .
of socioeconomic and language -__""\

background. In recent years there
hawe besn anumber of computer
soltwars innovations developed to o 1 Hesbmicha Faenadi i 004
combat dyslexia, especially for

childran. Howewver, elatively littke 01 2 3 ‘I 5 6 7 8 9
design research has been donein

the area of typography and typefaces
that right support dyslexics, and

that is where Dutch graphic designar
Matascha Frensch comes in with

her self-initiated project 1o create a
typaface that would offer such support.
Sponsorship for this came from the
AudiDesign Foundation and Deutsche
Bank Pyramid Award.

142 NATASCHA FRENSCH

READ REGULAR TYPEFACE TO SUPPORT DYSLEXICS

a4l GHAFTER ue
T¥FE BPECFE FECIALE

WWW.READREGULAR COM




SOLUTION

Frensch's own difficulties with dyslexia
wearne the main inspiation behind the
ject, but she also wanted tohelp
others suffering from the same
problems and frustrations. She bagar
by researching dyslkexia and traditional
sign, looking at the idea of
creating 26 individual char
opposed toth

et the for

*Dyslexia is about coping with keft,
right, up, down, andso on,” explains
Frensch. “Shapes that contain the
exact same mirrored shape create
sonfusion, so | wanted to see what

4 happen if the 26 alphabetical
characters weman't created by copying,
pasting, and mirmring.”

Four years in the making, the typeface
Read Regular aims at preventing a
neglect of dyslexia, creating a more

# jent feeling regarding the
irasaresultofit,

Initially it was usad in My 1
Dslexia, an aducation
from Chinysalis Children's Books, and
Dslexia and Dyspraxia, a support guids
for The Royal College of Art, London.

Since then, Frensch has caollab
with the College in using Read Regula
for many of their educational titles.

Mot onby is Read Regular a technically
sound typeface, it has alsogenerated
amuch-neaded awarenass about
dyslexia. The fact that this is one of the

very few typefaces designed fora

suffering from its efects.

FEATURES AND
CONSIDERATIONS




BRIEF

innowvative idea.

=
While this typaface wasnol designed
far a client, | felt it was worth including
for its unusual design values and the

BOND AND COYNE
ASSOCIATES

PERSONAL PROJECT

CHAFTER m:

T
WA

iy

W.BONDANDCOYNE.CO.UK

SOLUTION

Createdin 2001 by Bond and Coyne
lAcsociates, thisis the Fold typeface.
Inspired by something that the
designers spotted one day skirting
the edges of an old shop window—
lmacurity tape—what was a traditional
form of sacurity became a material
from which to create atypaface.

Metallic security tape relies ona
continual flow of electricity, andilis
that which forms the basis of Fold.

[The designers began experimeanting
pwith the tape, folding it inone
jcontinuous piece to create words and
centences. “We had to make sure that
the letters of the typefacs weare formead
vithout breaking this cireuit,” explaing
Martin Coyne, Direclor at Bond and
ICoyne. This meant that the designers
hwans reatricted in how certain letters
could be formed, an cular, how
lcertain letters ran into t
naighbor. However, this constraint has
lad to an interesting switch of texture:
the grain of the taps alters according
to the direction in which itis laid down,
which brings a 3-D quality to the
surface of the type, particulady asit
catches the I:;]i'll.

Nhat is great about this typeface is that
is only exists in a physical form, going
lagainst the norm of solely screen- or
print-bazed typelacas.
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1 4 6 ROUNDEL
HELEN HAMLYN RESEARCH CENTRE AND THE DESIGN

BUSINESS ASSOCIATION DIGITAL SIGNAGE GUIDELINES

CMTACT
WWW.ROUNDEL.COM

arriving arriving



DMR

epartures

departures

Rail Alphabet

departures

Helvetica

departing
departing

BRIEF letterforms that translate well in digital
signage. Problems that arisa from

The Helen Hambyn Research Centre,
basedin the U.K., is dedicated to the
ztuchy and practice of socially inclushe
design. In 2003, for the Design
Busiress Association {DBA) Design
(Challenge, which explores inclusive
design through practical research and
projects within the industry, Roundel
began a project that looked at digital
signage for transport. Akey objective
of the Design Challenge initiative is

o demonstrate how a deeper
understanding of the needs of users
can be a driver for innovation within
design. Through research the aim was
to creale a set of digital signage
guidelines and a typeface aimed at a
designer or transport manager whao
may be approaching digital signage for
the first time.

SOLUTION

The project was inspired by what the
designers al Roundel and the Helen
Hamityn Research Centre saw a5 an
area of signage with great potential for
improvemant—transport signage.
Displaying public information in an
alectronic format offers somuch
poterntial, particularly in a transport
context where the information may
nead to change very quickhl: Bectronic
displays offer a range of options for text
pragentation, layvout, and color, and
have the advantage of being able to
show “rzal timae" information.

For deaf and visually impaired
passergers, electronic displays should
be able to prasert maore information,
more clearky, and immeadiately. Roundel
picked upon the fact that, in mamy
cases, transport communication
systemns ane designed for the benefit of
the operators rather than inthe
interests of passangers. The result of
thiz is that passengars have to wark
harder to understand how these
systems operate, how to buy and usa
tickets, wher ta find the right
connections, and soon.

Most digital signage uses pixel-based
display systems such as CRT (cathode
ray tube), TV monitors, plasma
soreens, or LCD {liguid crystal display)
aquipment. Another technology widely
used in transport is the LED {light
emilting diode) display. Anew
generation of LCDVmatrix display is
also available; this offers better daylight
aperation but, like the LED, only offers
A bit-map level of font display.

Warking closely with type dedigners
Dalton Maag, the designers at Roundel
created the DMR typeface lo llustrate
the principles of creating a range of

rasterization of a typeface in different
operating systems, the limitations

of kow-resclution displays, and the
raquiemeants for the prasentation of
large ypa have all bean taken into
consideration. The typeface servas
a5 an example of besl practics in font
design for digital applicationina
ransport anvironment.

The DMR typeface has great flexibility
in the size at which it can be used; it
can ba increased by 25 pencent of x-
height yet maintain the same length of
text as that of more conventional
signage typefaces. For digital display
technology used in portrait mode, this
i5 a particular advantage. Larger type
means better legibility for many people,
particularly from a greater distance.

FEATURES AND
CONSIDERATIONS

departures

departures

departures
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ARM

CAP HEIGHT
X-HEIGHT

'GLOSSARY

SHOULDER

11

FS

ARM

I uppear stroke
attached tothe
letterform at ane end
land free at the othar
(compare leg)

BIT-MAP

A graphic image that is
composed of dots, This
term s also used 1o
describe the on-screen
rapresantation of a font

ICOUNTER
[The hollow space within

ta lettarform

FONT

[The complete character
sat of a particular
typeface ina particular
cize and style, Onginalhy
cpell fount

LEADING

The space between
lines, from one bassline
tathe next

ASCENDER

[The part of a lowencass
letter that priojects abowve
the x-haight

BODY TYPE

The type thatisused as
“main” type, as opposad
o headline type

IDESCENDER
E‘I’i 12 part of a lowsrcase
fletter that hangs below
|the baseline

FORMATTING
Styling type to achieve
the desired structure and
Bppaearance

LEG

a lower stroke attached
to the letterform at one
end and free at the ather

[compare arm)

BAR

[The horzontal stroke
that featuras inletlers
lsuch as AandH

BOWL

The curved stroke that
creates an enclosad
space within aletter, as
for B andP

|

[EAR

1A small stroke featured
%‘:n the top right sida of
Ithe bowl, bypically on
lalowercase g

HEADLINE

used in small amounts,
las opposed to body text

LETTERPRESS

A form of reliefl printing
using wood or metal type

BASELINE

A nonvisible line on
which letters sit

CAPHEIGHT
The height of the capital
lettars, from the bassline
toy the top of the lettar

FAMILY

;a'\ range of lypefaces
based around a central
[esign, e.q. Aral Black,
tArial Bold, Arial Roundad
lare al part of ang family

KERNING

[The adjustment of space

Lo improve the
lappearance of type

LIGATURE

A character consisting
of two or more letlers
joined togethear




ASCEMDER

LINK

A stroke that connects
the top and bottom of a
twio-stony, lowercase g

POINT SIZE

[The unit of measune
Lzad for type; ther are
72 points to tha inch

COUNTER

DESCEMDER

SERIF

A amall, decorative
latroke at the end of
ia letterform

SPUR

W small projection often
found at the end of the
cured portion of the
letters C, 5, and G

(ETEDAND

SWASH

A mone decorative o
lexannerated form of serif

TERMIMAL

TYPEHEIGHT

[The height of the

physical wood or metal

latter, from plate o face

(not to be confusadwith
-height}

LOOP

This refers to the lower
part of the lowercase g;
it may be fully or partially
A, Fully/partialhy
anc d extendars of
cursive letters are also
called loops

POSTSCRIPT

Adobe Systems Inc.
introduced this

1983, Type andimages
in PostScpt format will
output on a machir
has a PostScript interpreter

SHOULDER

|The curved stroke in
icharacters including h,
m, &nd n

STEM

IThe main stroke ina
“haracter, usually vertical

TAIL

[This refers 1o the curved
deso ofaQ, K, or
R. The nders ong,
I . , and y ame also
referedto as tails

UNICODE

An international standard
for character sats

MONOSPACE

A typeface whera each
character s allotted the
Same space

ROMAN

A geril typeface; a
lvpefaca that & upright
rather than italic

SLAB SERIF

& heawy, rectangular serif

STRESS

|This refers to the
idirection of thickening in
i curved stroke

TERMINAL

[The end of a stroke that
has not bean finished
with a serif

X-HEIGHT

A term usedto describe
the height of the main
part of lowercase letters

OLD FACE

A term used to refer to
typefacas that have an
oblique stress

SANS SERIF

A typeface without serifs

SPLINE

[The main curved stroke
fof the upper- and
IOWIErCAsE S

STROKE

A straight or curved line

TYPEFACE

1A gat of fonts
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3 DEEP DESIGN
WAVWADE ERCO M.AL

A2-GRAPHICS/SW/HK

WWWALGRAPHICS.COLK

AIRSIDE

WAVWAIRS IDE.CO.UK
WAAWAIRS IDES HOPCOM
ANDREA TINNES/
TYPEKUT

VAW TY PEKLIT.COM
ANGELAPELZL/
JUST MY NAME
WWW.CIRCLETDES IBN.COM

ASTERIK STUDIO

WWWLASTERIKSTUDIO.COM

ATELIERWORKS

WNWATELIERWORKS.COLK

BARNEROOK DESIGN
AW BARN BRODK. NET

BASE

MWAVW BASE DESIGN.COM
BONDAND COYNE
ASSOCIATES

WAV BONDANDCOY NE CO.UK

BRAND NEW SBHDDL

WWW.BRANDMEWSCHOOL CO

BUILD
MAYW.DESIGNEYBLILD.COM

ELAHISSATD SSIN/A*

WWWLA-LINHA DR

COREY HOLMS

WWW . COREYHOLMS.COM

CRAFTYFISH

WM CRAFTYFISH.COM

CYKLON

CYKLOMGRAFIK.NET
DENNIS ERIKSSON/
W00 AGENCY
WWWIWODSE

EGGERS + DIAPER
WM. EGGERS-DIAPER.COM
ERIK JOHAN

WORSQE ERIKSEN/
PLAY/UNION DESIGN
WM PLAYPLIPFY.COM
WAMCLNICN NG
ERIKSPIEKERMANN
WS PIEKERMAN N COM

FABIO ONGARATO
DESIGN
MWW FODES IGH. COM.AL

HANS SEEGER AND
JOHN SHACHTER

HANSSEEGERGEARTHL IME.NE
TSHACHTERASBCGLOBAL NET

HANSJE VAN HALEM
W HANSIE NET

HELENA
FRUEHAUF/2%4

EMAIL: HELLIFRACL COM/
WWWTWEXFOURMET

HJARTA SMARTA/
W00 AGENCY

WNWIWED.SE

HORT

WNWHORT.ORG.UK

HYPERKIT
WAWWHYPERKIT CO LK

JENS GEHLHAAR/
BRAND NEW SCHOOL
WWWE RANDMEWSCHODL COM
JEREMY TANKARD
TYPOGRAPHY

WNWTYPOGRAPHYNET

KAl ANDSUNNY

WA KA LAN DS LUMMY . COM

KARLSSONWILKER

WWWKARLSSONWILKER.COM

KERRINOBLE

WWWHKERRNOBLE.COM

THE KITCHEN
WWW.THEKITCHEN CO.UK
LINDA ZACKS/
EXTRA-O00OMPH

WWWEXTRA-DOMPH.COM

MATASCHA.FRENSCH
WANW READREGULAR.CO'M

NB:STUDIO

WNW NBESTUDIDCOUK

NO11 INEIJRPIJRATEIJ

WINWNET 1 .COM

NON-FORMAT

WNW NON- FOR MAT.COM

MARK ERRINGTON

WA MARKERR INGTON. ME LK

ILK
WA MILKCOMMUINICATIONS COM

MODE

WA MODE-GNLINE.CO.LK

MONKEY CLAN

WV MONKEYCLAN COM

OHIO GIRL DESIGN

WWWOHIDGIRL .COM

ORANGE ITALIC

WNWORAMGEMALIC GO M

PASCAL COLRAT

WA ART-CONTEMPPORAIN
ELLORG/COLRAT/INFOS
J-!"CL'EIL HTML

PATRICK DUFFY
WAWWLTAN COO LK
PETER BRUHN/
FOUNTAIN

WINW FDLIMTAIN.NU

PETERSTITSON/
DAZED & CONFUSED
PETERBCONFUSED CO.UK
WWW.COMFLSED CO.UK

PHILBAINES

WA PHILBAINESCO LK

PRACTISE

WWW PRACTISE.CO.UK

PRECURSOR

WWWAY PRECLIRSORSTUDID.COM

PRODUCTS OF PLAY

W PLAYPLIPPY.COM

RAFAEL KOCH
wwn.".'E..TuF.I!-fh ORG
WWW.CHIDO

WA ENCYE L“FLEI'_I"'EE WET

RBG&
WWAW RBGS SE

RICHARD NIESSEN/TM

WAWW.TM-OMLINE-NL

RIKBAS BACKER
RIKEBEWANNADDFR

ROUNDEL

WWAY ROUMDEL.COM
SAGMEISTERINC.
WWW SAGMEISTER.COM
SATURDAY

WWW SATURDAY - LOMDON COM

THE SMALL STAKES

WA THESMAL LSTAKES.COM

SOAP DESIGN CO,

WWWSDAPDESIG N.COM

STEREOTYPE HAUS
WWW.STEREOTYFEHALIS.COM

SURFACEZAIR

WWW SLIRFACE2NIR COM

SUZYWw00D/

DAZED & CONFUSED
S UEYEMAKEREAD Y CO.LK
WWAN.CONFLUSED CO.LK
TERMINAL DESIGN
MWL TERMINALDESIGN.CO M

TYPOGRAPHIC
MASONRY

W TM-OMLINE ML

UNDERWARE
WWW LUNDERWARE ML

UNFOLDED
WAV UNFOL DED CH

UNITED DESIGNERS
NETWORK
WAL LUNITEDD ESIGHE RS.COM

URS LENHI

WM DUR- MAGAZINE CH
VAULT4AY

WIWWBLILTAS COM

WILLIAM HALL

WAL MHALL COUIK
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A
AZ-GRAPHICS/SWHEK 15
A2-Meriin Carpanter 15
A2-Typawritar 15
A2-TypoGraphic 15
Aachan 22
absorbant paper 11
Addkson Dasign Consultants 8
Adkaya Assocktes 48
Adnbe 8,19, 37,72, 137
acertising 7,24, 27-8 59 68 70,
73,80, 108
After Effacts 121
Ahern, Lasba 115
asbnes 53
Arzide o]
Akzidanz Grotesk Bold 17
Alpars, Josaf 20,133
albums 72,83-4, 85 83-90, 493, 113
Abmest Monospaced 137
Amelia &2
Amarican Typawnter Monoline 122-3
Angry 101
animation 64, 99,111, 113, 115-186,
118, 121-2
antiaiasng 143
antibands RRL
Antioua 7
Antwarp 30
ARBM Tool Kit 64
architects 51, 59,64, 100=1,104, 108
archivas 28
Agial 116, 143
Aristida Bruant dans Son Cabarat &8
am 152
anmms 145
art collages 801
At for Govarnmental Proparty B4-5
art schools 54
ascendars 31-2,35,41, 81,85, 89
Dooks 130-1
ghossary 152
spacals 145
stationery 101, 107
ASCI 121
Astark Studio &g
asymmatry 17
Ataliar Works 40=1
AudiDesign Foundation 144

Austraia 108
Austraian Cantra for Contamponany

Art ACCA) 58-0
Avary Prismatc fim 48
B
B+ 13
bags 31,37, 66
Bal 19
Baines, Phil and Jackea 50-1
Bdlenciaga 34
banners 75 80
Barba, Mcholas 102
Barnbrook Dasign 54-6
Barnbrook, Jonathan 8, 8355
Barnes, Paul 32
bars 82
Bas Backer, Bk 132-3
Basa 1223, 134-5
Baskarvila 7
Bass Saul 111
Bastard a
Bauhaus 20,133
Bavyer, Harhert 20
BeTV 123-3
Beauty and the Beast:

New Swedish Dasign 801
Eagng 127
Balgium 123, 134-5
Ball Cantennial 94
Bantiay 51
Bamhardt, Sarah ]
Batooy Music BE
Big 14
Big Brother 70
blbcards 42
bit-maps 62, 101,141-3, 149, 152
Biack, Roger 12
black-and-whita 11,62
blaad Q4-5
Blss B 42
blooming 46
Blue Istand B 42
body taxt 11=13, 124 127,152
BoekBox B4-5
Bond and Coyna Associates 146-T
Bookman 13
bocks 64, 75, 12437
bockshahes 48
Botanical 119
bowts 94, 145, 152
bowes a7
Boxspring 8
Brand Maw School 116
branding T, 12,32, 40,44, 46 53

books 128

idantity 5586

TSC BE

sCredan 116

spacials 143

stationary o8
Braunschwaig 142

Brit Awvards a0
Britain sae Unitad Kingdom
Btish Monotype 12
brochures 44-5, 49
Bruhn, Pater 22
Brunner, Lauranz 75
Brussals a8
budgets 15,32, 64
Build Q8- 107
Bureau47 e ]
Buschow Hanlay Architects 100=1
busness cards 37, 96-108, 119,127
business schools 54
buttons 30
c
C-Aona B85
Calfomia 70,72
Calm 101
Campball, Naomi 128
Cansi+ 122
Cancalarasca Bastarda 42
Canto, Paulo 133
Cappeaio, Leonatto B8
captions 78
catabogs 75,79, 124-37
cathedrals 80=1
cathode ray tubes 149
CD-ROMs a0
CDs B3, BB, BB-9, 92-4 108,115
cababrity cultura 108
Cantral Saint Martins Coliaga 140
Cantre National de I'estampe at

da l'art lrmpeimé (CHNEA]) 133
Carbanus Bars B2
Chanal 27
Changa s Good 1323
Chapd of 5t. Andrew 51
Chen Pascual 32=-3
Charet, Jues 68
Chicago 14
China 127
Christchurch Art Galary 423
Christian Dior 27
Chwysalis Childran's Books 145
cinema 111
Clarandon 48
Clark, Ryan B
ClaarTypa 143
chothing 27-8, 3041
chulbs 54,62
coatad papar 15
Cohan, Jaff 12-13
Codntrin 134
Colaman, Bic 04
Colaman, Mkea 19
coflabomatons 14
collaga 140
color 11,35, 55,59,62,86, 133
Cobrat, Pascal 9
Columbia Records a3
compiments sips 25, 119

computars 7,11, 19,22, 28 35 45
books 127
SOnaarn 111
spackals 141, 144

ocondansing 40-2 48, 81, 143, 149

confarances 54

connactors 130=1

constuctvism 20, 133

contact detals 154

contrast 13

Cooper ar

Copenhagan B85

Corona 12-13

counters 81,494,101, 123, 145, 152

countarspaces 73,123, 149

courts 84

Coyne, Martin 146

Crafts Council B0

Craftyfish 62-3

dcraativa 7O

oSS stokes 145

orosshans 145

Crouweal, Wim 86

curators T9=80

cycling 40

Cyklon B4-5

Cyres, Karobkne 134

i}

Db 104=5

Dagans Nyheter 18

Dalton Maag 148

Dash, Damon 128

Casharnz Art Destrict 127

Daves, John 72

Dazad & Confused 24-5

daafnass 149

Deakin, Frad a0

Dacadas 34-5

Decadas OS5 as

dacoration 41

2 Deap Dasign 108-9

Danmerk 85

Denees PA Stan ftakc 18

dascanders 35,41, 61,85, 83, 101
books 130
glossary 152
spacials 145
stationary 107

Dasign Business Association 1 48~5

Dasign Chalangea 149

daskiop publshing 7

Dautscha Bank Pyramid Award 144

diameond dots 40-1

Ciapar, Mark 100-1

Diaz-Granados, Fick 17

Degetal Signage for Trans port 1353

DN 17

B Diner 66-T

Cisturbanca ]

DhR 149

dot mateix 48



drawing pins 79
Droog 44-5
Duffy, Patnck a
Duna 59
DVDs 4
dysaxia 139, 144-5, 149
Dystaxia and Dyspraxia 145

E
E4 T0-1
aconomy 11, 41,81
Eggers and Diaper 4 00=1
Egyot 7
Ekhorm, Kiell 20
alactronic displays 148
Ebamant 101 fo]
ERasson, Olafur 75
ambroidary 45,141
Emigrd a8
England 8,40
Enigma a
anvaopas 96
Erikzen, Bk Johan W. 114-15
Enksson, Dennis 18
Emingtan, Mark ]
Espaca Paul Recard 133
Euphonc 8
axhiitions 44, 51,54, 74-5, 7980
catalogs 126=T, 133,137
stationary a8, 108

E
Fabic Ongarato Design 49, 58-4
fabncs a0, 45,140
FADER 1817
fairg 73
farmilies of fonts 7,13, 57,61, 7586,
101, 152
Far East 7
fashion 17, 26-37, 49, 128
faxas 82
FF Elamanta 116
fiabd tests 48
figm 11023
Finke-Antauff, Andea 142
Finkand 56-T
Flordsida, Tormamy 30
flag heads 22
Flagh 84,113
flickar 121
Feid 148

Fonds Ragional d At Contemporain 133

FontLab 22,40, 48,57, 84,107,
1212137

Fontographar 7,15,17,19, 22 24
idantity 53
MUSIc B85, 88, 94
promotions 7E
SCraan 118
sgnage 45
spacids 141, 145

stationary 101

FontShop Intermnaticnal 8
FontStudic 145
Forgal What Y Know 83
Forss, Jon 20
Fountain 22
Fox Cabia Matworks 118
FPN 49
Frac Paca 1323
Franca 37,122,133
Franglan, hick a0
Frankfurt/FRM Lounge: BT
Frankfurter 116
Frankin Gothic 12
FraaHand 28, 76,80, 141
FraaHand Mx 107
Fragio Mecano 104
Frensch, Matascha 133, 144-5
Friands 115
Fruahauf, Halana 73
Frutiger 75
Fuel Square 116
FuelTV 11617
Futura 1,57
Fuiura 2 Futura 88
G

galanas 40, 42, 43 53, T4-5 80, 108,127
Gammaond 7,48
Gatwack ag
Galhaar, Jens 118
Ganeva 134
Gamary 817,61
Garmriech, Budy 24
G, Fic 7.5
Gl Sans 7,57
Gir & Phonic 115
Ghvaltlp 92-3
Glasar, Miton 249
Goggin, James 74-5
Goldenmastars B84
Goldman Properties &8
Gothic 128
Goudy Old Styla 12
govarnment buldings 64
graduaton catalogs 136-T
Granby 40
Grotesqua 7,57
Guca 27,34
guidas B
Gutanbarg, Johannes 7,124
Gytz, Hannk 85
H

Habardash 141
Haberdash Shadow 141
Habardash on Skin 140-1
halation 48
halftona 62
Hak, \Wikam 1023, 108
Hancock, Hartwa &8
hang tags 44-5
Hawai 70

headinas 11=-13,17-20, 24 28 124,

127, 152
Hearst Compomation 12
haawy matal a7
Halan Haméyn Rasaarch Cantra 148-9
Hebkvwatica 7,12, 143
Hebvatica Boid 45
Hemnés 34
Ham Stockman Fi+]
hiaroghphs 7
hip-hop 128
Hirst, Daméan 8
history 7,35, 40
Hjgsrta Smarta 127
Hofand B4, 144
Hokms, Corey 34-5
HORT 88-T
Hostda 101
hot matal 11,111
Hot Whaas a0
Houston 12
Howston Chronicla 12-13
Houston Haadina 13
humanesm T.41,46 57,122 149
Hyparkit 130-1
hyphans 57

|
I Want o Spendthe Rastof My Lila... 8

idantity 31=2, 34, 37, 49-67, 80, 80
Dooks 134
scraan 116, 118=19, 122
=ONage 40, 42, 46
stationary 9B, 100-2, 104, 108-8

If Ona Thing Mat tars Evarything Mattars 75

IBustrator 15, 19, 24, 30=1, 45, 49
books 127, 130,134, 137
idantity 59, 64
MUSIC 85, B3-80, 94
promations 72, T8-80
sCraen 113, 122
stationary 1

Impaotant Fury a0

Indepandants' Day Madia 19

Informnaton bockiat 130

Insulting Cushions 140-1

Interacton Design Research Studio 130

intanor design ar

International Contemporarny
Furnitura Fair 73

International Socaty of Typographic
Dasgners 1STD) 15

vitations 445, 57, 80,127, 137

inwoices 1o

lonic Mo, 5 13

Italian 143

Hafan Oid Styie 12-13

italics 13,15, 18, 42, 57, &1

Itaty 44

ITC Amarican Typewritar 122

J

Jackson, Laslay B0
Jancowrt, Jan 80
Japan a7, 55
Jay Z 128
Janson Cid Style 12
Jaremy Tankard Typography 8
Jarwood Furniture Prize B0
joints =5
Judd, Donald 75
punctions 101, 145
Jury, David 18
K
Kai & Sunny 3
Kartsson Wilker 867
Kaapitima: A Live Raconding -5
Kanyon, Jon 70
kaning 18, 22, 31-2, 49, 61, 66,101, 152
KariNobia BO-1
Kinnesr, Jook ag
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