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Lesson 1
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We study handwriting because the first
mechanically printed letters were designed to
directly imitate handwriting — adopting also
the existing manual standards for form, rhythm
and spacing.

The shape and line of hand drawn letterforms
was influenced by the tools and materials used
to make them. Sharpened bones, charcoal
sticks, plant stems, brushes, feather and steel
pens all contributed unique characteristics.

The form was also determined by the material
upon which the forms were written; clay,
papyrus, animal skins «vellum and parchment,
and paper.

As civilization evolved from nomadic hunters
into a more agricultural society and began to

( Figure 1-1)

trade goods, it was necessary to find a way to
record transactions. Small portable clay tokens
were made in specific shapes to represent
objects in approximately sixteen economic
categories, sheep, grain, oil etc. The tokens
were stored in clay ball-shaped envelopes,
bullae, which were impressed on the outside
with the shapes of the tokens found within.

Around 3100 BC the tokens themselves were
eliminated and the just the shapes of the tokens
were drawn on clay tablets. (This was still
not a system of writing — writing is used to
represent language not as an accounting tool).
The end of using tokens coincided roughly
with the emergence of a system for graphically

recording spoken language.

Cuneiform, the oldest known form of actual
writing, was written with a wedge shaped
stylus pressed into wet clay tablets. The
characters started out as pictograms but later
were rotated onto their sides, abstracted into
symbols and organized into horizontal rows.

( Figure 1-2)
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Cuneiform was written from left to right,
perhaps as it helped a right-handed writer to
see their work as they wrote or to keep the clay
from being smeared.

R

( Figure 1-3)

Hieroglyphics 2613-2160 BC

A writing system is fused with the art of relief
carving, in fact the Greek translation of the
term means “sacred carving.” Hieroglyphics
adorned the walls of tombs to connect the
mummified dead to the divine world. (3)
The system was a mixture of both rebus and
phonetic characters — the first link to a future
alphabetic system.

( Figure 1-4 )

Our English Alphabet

Building on the Egyptian logo-consonantal
system, the Phoenicians developed a phonemic
alphabet, which was later adapted by the
Greeks and finally modified by the Romans
into the Latin/Roman alphabet. English

emerged out of Latin as part of the family
of Romance languages, falling under the
category of logo phonemic. Below are the
major milestones in letterform development
excerpted from Die Schriftenwicklung; (The
Development of Writing), Hs.Ed.Meyer,
Graphis Press, Zurich, 1958. Meyer’s
complete letterform progression from the 5th C.
BC though the 18th C has been placed on the
web by Dean Allen at “Evolution of Western

Writing.”
Early Greek
5th C. BC

Early Greek was written in straight rows but
read in alternate directions, reading from left
to right and then switching to right to left
—**boustrophedon” or “as the ox plows.” Most
scholars believe that the Greek alphabet was
borrowed from the Phoenicians and passed on
to the Greeks who added vowels.

PAMWHA
TAVA I
DYKRMWEN
AATAT

( Figure 1-5)

Early Roman Lapidary
2nd Century BC

As copied from the Greek style, the first
Roman stone carved letters were of equal
width and were without serifs. Rudimentary
word spacing begins with dots used to divide



CORNE
VS SCIPI
TVSCN/
RYFHQ'

( Figure 1-6)

words.

\1)

The first serifs are theorized to originate with
the stone cutter’s horizontal finish of the
carved line to decrease the chance of a stone
splintering at the end of a line and/or to mimic
the thickness of the initial brush drawn guides.

“The lapidary stone-engraved letters were
painted on stone with a square-cut tool and
then incised; from such means resulted the
thick and thin variations of the strokes and the
serifs.” (1-7)

MATRO
FLIABVS
ARIVSK
DPQYX.

( Figure 1-7)

Watch a modern day stone cutter carving the
Trajan letters here, Trajan’s Column, Origin of
Our Capital Letterforms, 113AD.

See the Catich Collection stone-carved Capiltaiis
Monumentalis. (1-8)

Wit PHEIE s

‘“D\AIA\IG
/\D Etmp
MON\ETLQC

( Figure 1-8 )

‘4\4‘!

The letters in the inscription at the base
of this monument are considered by many
to embody the ultimate resolution of Latin
letterform evolution. They have been studied
by numerous type designers for almost 20
centuries—with many spinoff fonts including
the famous Edward Johnston, Eric Gill and
Carol Twombly reinterpretations.

Father Edward Catich, an calligrapher, authority
on stone incising and authority on the Roman
alphabet, theorized that serifs evolved from
stone cutters following the form of brush
painted letters in his 1968 work “The Origin of
the Serif”.

graphic ['graefik] adJ 228 09

imitate ['imitert] v. #5475 B8 45 20 B0k
charcoal ['tfa:koul] n. A%

papyrus [pa'paioras] n. (& 3% & F A 4875
% 49) I 4K

vellum ['velom] n. #%#) 45 BU4% Hr 6] 5 B4
parchment [pa:tfmont] n. - & 4%; £ % 4%
nomadic [nou'madik] adj. #4449
transaction [treen'zakfon] n. L %; F % Ak
% 325 432

token ['touken] n.AX 5 RAE; A7 &; 105
bullae ['bulr:] n. O—#r R L HRE 5 &, AT
% & i 2K P @bulladd £ 2 (bulla n. $4F)
cuneiform ['kju:nufo:m] n. #29 5 B2k
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stylus ['statlos] n. % (A& $ 5. %] 5 & Hf
%) A 0 tm K6 R A 69 T A1)

pictogram ['piktogreem] n. %% [ #2A | L5
S AW

fuse [fju:s] v. #Lak & 256 —AL; I5fL
hieroglyphics [ harora'glifikz] n. %77 L5
adorn [o'do:n] vt. #4F

mummify ['mamifai] v. £ A& 775K T2
rebus ['ri:bos] n. dk; Fdik; Fik

phonetic [f5'netik] adj. 75 49; 1555 19
consonantal [konso'nantl] adj. #4549 A 44
FAFAEAY

phonetician [ founi'tifon] n. #& 55 %
rudimentary [ ru:do'mentori] adj. & A& 49; 47
Py, AR K6

splinter ['splinto] v. % %4 # 2L

mimic ['mmik] vt. 245 B3
lapidary['laepn,den:] adj. %\ /&% L9, A 49,
(B SCAR) P A o AR 49

incise [in'saiz] v. #7%); A %)

inscription ['m'skripfon] n. #% 3 4471 A1 %
T

(1) We study handwriting because the first
mechanically printed letters were designed
to directly imitate handwriting — also the

existing manual standards for form, rhythm
and spacing.

FAVAE R P F 2 B A A PR 8 L F R
ARG IR A ARG B EG—F
HELRATAAFEHELFFIH A
A2 B L5 F AL

(2) As civilization evolved from nomadic
hunters into a more agricultural society and
began to trade goods, it was necessary to find a
way to record transactions.

KE A AR A A 4o A B SR ) Rk
WAL R 58944 F LT 44 % ’* A oo B,
‘f{f‘} /F‘Pf,\fnﬁulxi;’/] )}Lf {—A !C }

(3) Hieroglyphics adorned the walls of tombs
to connect the mummified dead to the divine
world.

W L FRHAFEMNIGE, T 2T RA
754764 SuH B Ap 2 R0k A ﬁ-"

(4) As copied from the Greek style, the first
Roman stone carved letters were of equal
width and were without serifs.
WTREEGTHABFR, R YL
FHAMEGTE, HFELEAH XK.
(5) The letters in the inscription at the base
of this monument are considered by many
to embody the ultimate resolution of Latin
letterform evolution.

% ANINAXERRIFGHELLFHRRT
2T UFARIR L6 ki

LG %) X
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Even as the Gothic Spirit reached its height
in the other areas of Western Europe, Italy
was slowly evolving a revival of the culture
of antiquity: a renaissance ... there arose an
interest in all of the relics and ruins of Roman
life; an interest that lead to the discovery of
works art such as the Apollo of Belvedere
and the Laocodn (above).The same sort of
interest within the realm of literature lead to
literary sleuthing: all over Europe long lost
manuscripts were located and purchased or
copied by literary agents, such as the famous
Poggio. Although thought to be original
ancient Roman documents, in many cases they
were copies written in Carolingian manuscript.

( Figure 2-1)

“It has often been pointed out that the [Roman]
capitals and the (Carolingian) minuscules
were not homogeneous elements, the capitals
were unmistakably an incised letter style; the
Carolingian was strictly a pen design ...of
course the scribes noticed that the capitals and
small letters did not fit together well so they
performed a styling job of adding serifs and
finishing strokes in order to suit them to the
capitals. By the time the craft of printing was
introduced to Italy, the Humanistic writing
afforded a fully developed basis for the type
style we now call ‘roman. *” (Nesbitt)

ABSOLV
Superif bat
quorumn
gcrcntt nu

( Figure 2-2)

Printing partners Sweynheim and Pannartz
(trained in Germany) were among the first
to bring their craft to Italy. They worked in the
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Abby of Subiaco (1464) but shortly moved to
the Massimi Palace in Rome.

Sweynheim, an engraver, was most likely
the punch cutter. His designs were influenced
by the calligraphic style of the Italian
Humanists — yet still retained influences from
the Gothic — a hybrid or semi-humanistic
form.

See the complete work here at the National
Diet of Japan, Please.

Tulkulo prefidium orancelniicn
ducbulcrcunftancbul Vrbem
baud ignart quanca inudie im
imminenudt caufal in fe cdgeltt
in confenfu reifterée. Impertoc
aliorum comprimerée. Poftd.
Decemutrof uocanaf: uelucne
Senacufl mirabundam Plebem ¢
rem defuccamufurparent,. ¥
libere crcanl fierer. Circunfpe
nofccare.curtam inde ac folicw
inuifum impertum:& Pleblfqut
pacrefincerprarencur. Lam cap

( Figure 2-3)

Many other printers left Germany, often due
to bloody political upheavals, and migrated
to Italy, especially to the wealthy sea trading
city of Venice, making it one of the greatest
printing centers of the Renaissance.

( Figure 2-4 )

Fonts derived this stylistic era often have
names containing words such as Antiqua,
Ancient, Renaissance, Venetian or Garalde.
Garalde, a sub category of Old Style merges
the names Garamond and Aldus Manutius.
Generally speaking it is a later, more refined
development of Old Style.

The first book printed in Venice was completed
in 1469. It was Epistolae ad familiares by Cicero,
and its printer was Johann van Speyer (Giovanni
da Spira). The type used by Van Speyers has
extraordinary clarity. It consists of purely
roman forms that are directly recognizable as
such even by modern standards. The brothers
made great claims for their design, seeking
in fact to patent it as a new invention. They
succeeded in obtaining legal if not practical
protection against plagiarism for five years.
(Chappell and Bringhurst, a Short History
of the Printed Word) Old style metal type,
although influenced by the punchcutter’s
critical decisions, still carried the diagonal
stress and line weights of the wide nib pen.
The sturdy strokes weights were necessary to
hold up to the limitations of the early printing
process, including uneven pressure from a
screw press and rough paper surfaces.

Ed necefle eft inc

t:ucl cogatad tens
OMI1ES 1N terra eral
it Sed quia &ac
fcenditincaelum

intucantur paulc
t: utex metallis g

( Figure 2-5)



vicholas Jenson ruil Koman

Jenson, a Frenchman sent to learn punchcutting
in Germany, traveled to Italy where he is thought
to have made the final definitive break from
blackletter style towards a fully evolved roman
letterform. (See an example 1470 edition
of Eusebius, De Evangelica Praeparatione.)
Jenson was a success in his own time, both
artistically and financially. Beyond his time
he has remained an inspiration ... his early
training [of goldsmithing] gave him even
greater sensitivities to the sculptural nature
of type... the letters Jenson employed were
capitals, often beautiful capitals that could
summon the spirit of Rome.

Jenson’s highly legible and evenly colored
typeface, based upon Humanistic scripts,
has been reinterpreted through the centuries
by numerous type designers, most notably
William Morris’s Golden Type, Bruce Roger’s
Centaur (1914), Morris Benton’s “Cloister
Oldstyle™ (1926) and Robert Slimbach’s digital
Jenson for Adobe (1996).

Quida eius libros né ip
lophoniort tradunt:qu
ponereidoneo dederunt
quide lydis {cripfie: Xar
Tertius {tratonicus fop
& fextus pictores:utrofs
tem uolumina tredeci {1
pofitz exdeorum pfon:
matico{qs:& epicuri fce
luntur imagines:& alia.

( Figure 2-6)

Aldus Manutius, Frinter

I N2 Vil * N { n‘\v""- > 8§ > ff '.’V 1Ty
Francesco Ui fo, Punch Cutter.

Fifteen years after Jenson’s death a Venetian
publisher, Aldus Manutius, ran a scholarly
printing concern that introduced a number
of typographic innovations. His carly
concentration was on Greek literature,

F—-Hor Fmdite 9

necessitating a new Greek metal face which
Aldus commissioned from Francesco Griffo.
Griffo later produced a number of Latin, or
roman fonts, mostly notably for an essay De
Aetna, by the Italian scholar Pietro Bembo—
for whom the design was named. It was the
basis for Stanley Morison’s Monotype Bembo
in 1929 and subsequent Bembo derivatives.
Another face Morison revived from Griffo
was Poliphilus, from the text design of the
Hypnerotomachia Poliphili, 1499.

A type faces could be named for a punchcutter,
printer, a book title or an author.

PETRVS BEMBYVS
quidem pater hic fedes::
urcns;c{)uam populi tu
cinumbrant; & luurus

gidiorcft fortafle,q fitfa
RDVS BEMBVSPA
ili nufpiameflelibenciu
mripae, tuin arborum
UnIsamoceniatened; cf
auid nobisfrigus hoc r

( Figure 2-7)

Manutius wanted to produce a smaller hand-
held size book and sought a more closely-
spaced and condensed typeface to accommodate
the reduced page sizes. He looked to Griffo
cut the first face based upon chancery
manuscript, a hand written style that met
the space demands. The chancery model
Griffo used was the work of Niccolo Niccoli,
an offical scribe in the Vatican. It was
comprised only of lower case characters.

Although first called Aldinian, it quickly was
referred to as italic (the named derived from
[talian). Italic was a separate and distinct face,
not a sub-version of a roman family as we use
in contemporary type design.
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P abula parua
litnuncpmﬂuu

S tagna fonat, [t
r ertur equis,ra

I amq; hic germ
N ec conferrema

( Figure 2-8 )

Gothic ['goB1k] n. T4 X adj. 4% X89; ¥
5 49

revival [ri'varval] n. 7 82; & %
antiquity [en'tikwiti:] n. &4%; "5%
renaissance [ri'nersns] n. 7% L&
[aP S

sleuth [slu:0] v. #¥7; K&
minuscule ['mmoskju:1] n. ¥ 5 > 5
homogeneous [ homo'dzr:njos] adj. [l £ 47:
PR BY; 3 —69; 39 5 89

engraver [in'greivo] n. A% Jf; A T

retain [re'tem] v. %R4; #R &

hybrid [haibrid] adj. #4649

upheaval [ap'hi:val] n. 7 &L; ] &

migrate [mar'grert] v. /&

plagiarism ['pleidso rizom] n. %] %5; 2% 4
diagonal [dar'agonal] adj. * /A £ 49; 4149
nib [nib] n. AL K; (T L) K K; K
sturdy['sto:d1] adj. "& B 49; 4& 5 49; 524249
goldsmith ['gould smif] n. &%

typeface ['taipfers] n. F4&; F4f; T FF
&

typographic [ taipa'graefik] adj. 7741 E49; 4
F L#g

necessitate [ni'sestitert] v. 1R A 4% AL F
=3

derivative [dai'rrvotiv] n.
4 4T £

italic [1'teelik] adj. [FP] #H& 49

m

Pl g2 R

"

(1) Even as the Gothic Spirit reached its height

in the other areas of Western Europe, Italy
was slowly evolving a revival of the culture of
antiquity: a renaissance ..
BpAd % F 4F X AF AP A2 L/\ﬁ—ﬂ, L X 3k %) g
0 T A, & kﬁ *M‘E’f 1% W AT A é‘f’&
Wb B o XL E %
(2) By the time the craft of printing was
introduced to Italy, the Humanistic writing
afforded a fully developed basis for the type
style we now call ‘roman’.
LR LA E KA A, AT ESL P&
A EF ARG T — AN wm Ak 6 A,
A BMARZA “F B TR
(3) Many other printers left Germany, often
due to bloody political upheavals, and migrated
to Italy, especially to the wealthy sea trading
city of Venice making it one of the greatest
printing centers of the Renaissance.
HF LR T AEIFT i&] i] IEAE A H T o2
HEGEHE, MBEERA, LEZE /’?'*
09 B FE R G R, FERAT LE
B AR R EZA PR PO —
(4) The sturdy strokes weights were necessary
to hold up to the limitations of the early
printing process, including uneven pressure
from a screw press and rough paper surfaces.
FARG L E AT T A58 A g A AR
Wb R L RRA L Z6, AP atska
2 A% PP R AL TR 3G IR ) Fe LA 69 209K K
\LJJ
(5) Jenson’s highly legible and evenly colored
typeface, based upon Humanistic scripts, has
been reinterpreted through the centuries by
numerous type designers...
IR B AR PTXET 69 FAR R F F e B ik oF
BE@EHYEL, EAXEAXLFAM L,
JUANH22, A R & 22 #0289 AR 7T BT
EH G
(6) Fifteen years after Jenson’s death a
Venetian publisher, Aldus Manutius, ran a
scholarly printing concern that introduced a
number of typographic innovations

miﬁwfm>)w R B e BRI A
AEHE 15 \f——f/}ﬁb/\—‘ﬁ’ LA 5 AR 69
Piﬁ | KB A, 8T KE8 LFET 0 #71E

\7\1 0



