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We would like to thank all the designers and companies who
have involved in the compilation of this book. This project
would not have been accomplished without their significant
contribution to the production of this book. We would also
like to express our gratitude to all the producers for their
invaluable opinions and assistance throughout this entire
project. The successful completion also owes a great deal to
many professionals in the creative industry who have given
us precious insights and comments. And to the many others
whose names are not credited but have made specific input
in this book, we thank you for your continuous support the
whole time.

We would also like to give our special thanks to Wolfgang
Hartmann and Bauer Types who sponsored the typefaces we
used in this book as well as the text and visual materials for
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JEDER DRUCKER
SUCHT nach einer guten Schrift

die dem Stilwillen unse-
rer Zeit entspricht, die

gut lesbar und schon ist

HIER 15T SIE!

uuuuuu

Se dié por formar inscripciones
* figurativas o idiograficas donde
el sol era representado por un
circulo y la vigilancia por un ojo

Um die Verwendungs-Maglichkeiten der

FUTURA

zu erhohen, schnitten wir neben dieser
ersten Form des r
noch ein zweites r

Der Frankfurter Hof
Fihrer durch Worms
Reit-Turnier

Freimarke
BAUERSCHE GIESSEREI
el e e e

jFU-TU-RA!

El FU-tipo mas
FU-imitado
desde los
FU-tiempos
de FU-Gutenberg
FU—PD.:
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BAUERSCHE GIESSEREI

DIE
FETTE
FUTURA

Futura: the type of today and of tomorrow 3

When in 1927 the Bauersche Giesserei introduced the first
weights cast in lead of its new typeface Futura, very few
people could imagine that the sentence, with which the
German typefoundry described the type, would keep its
validity until nowadays... reaching soon its 100 years of
existence.

Paul Renner (1878-1956), the designer of Futura, showed
the first sketches of the alphabet to my grandfather,
Georg Hartmann, owner of the Bauersche Giesserei,
thanks to the intermediation of Heinrich Jost, Art Director
of the Foundry and former student of Renner. The typeface
aroused immediately Hartmann’s enthusiasm; it was a

DIE SCHRIFT UNSERER ZEI'I'|

ABCDE

AO U

nopqrls

KLMNOPQRS
TUVWXYZ

great breakthrough in its time. The originality of its design
consisted in its geometric forms, based on the circle, the
triangle and the square; however the outline of the circles
was slightly oval in order to make reading easier. The
whole alphabet was conceived with a functional aim,

| FIGUREN-VERZEICHNIS an effectiveness that eliminated all that could look “cal-

FGHI1J ligraphic” or decorative. This simplicity responded to the
trends of the era in the arts, architecture or painting, the
Bauhaus or constructivism; therefore still valid in our cur-

: § rent era of minimalism.

abcdefghijkim

tuvwxy

zasuchkAAARM  To convert the sketches of the alphabet to letters cast in
ikBeceg lead, ready for sale, exactly three years had to pass:

12343567890 from 1924 to 1927. This long period of elaboration can be
=2 1?2(7«n8T° &

partly understood due to the complexity of the process of

mné manufacturing the first letters in lead, from engraving the

patterns and the matrices to the adjustments in the casting
machine. The complete alphabet for one sole size for one
sole weight required the engraving of some 120 matrices—
small caps, caps, vowels with accents, numbers and punc-
tuation. Furthermore, every size from 5 to 84 point required almost
the same number of matrices.

But most of all, the delay in finishing Futura for its introduction into the
market was due to the great care brought to the execution of its final
forms. Many letters that were initially designed were later rejected.
The skill of the engravers, the frequent improvements required by

the Art Director Heinrich Jost, and finally the strictness as well as the
patience which the owner of the foundry Georg Hartmann showed
during the whole long process of manufacturing, contributed to the
great success of Futura from a very beginning.
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The fast introduction of Futura at a global level can be mainly
explained due to the company’s structure. The Bauersche Giesserei
used to be the typefoundry with the largest capacity of production in
Germany, after the absorption of various typefoundries in the country
during World War | and the postwar period. It disposed of a dynamic
network of distributors in the neighboring countries. In Spain it used to
operate the typefoundry Neufville, directed since 1923 by my father
Carlos Hartmann. From Neufville the types were exported to Portugal
and Latin America. In the US a subsidiary company was established—
firstly under the name of the Bauer Typefoundry but later changed

to Bauer Alphabets—and was the main provider of European types

in America. The prestige of these companies was not only based on
the fact of offering a type as unique as Futura but also due to other
typefaces of great reputation such as Bauer Bodoni, Weiss, Schnei-
dler, Corvinus, Bernhard, Menhart... alphabets designed by German,
Czech, Hungarian or American artists.

Futura was not a typeface produced only by the company group
directed by Georg Hartmann. In the 1930s, the typefoundry Deberny
& Peignot signed an agreement with the Bauersche Giesserei for the
casting and selling of Futura exclusively for the French market. D&P
changed the name Futura to “Europe” and with this name became the
most popular typeface in France. In Argentina, the sales agents Serra
Hermanos, long time distributors of Bauer types, requested the license
to manufacture Futura just a few years after World War II. They had
bought a typefoundry with the aim to sell their own Futura to the
South American countries.

In the late fifties of the previous century, just before the appearance
of photocomposition, which would convulse the typefoundry field,
the Bauersche Giesserei and its sister-company in Barcelona would
find themselves in an absolutely extraordinary situation. The cast-
ing machines that both companies had installed could not cope with
the necessary production to respond to the great demand of printing
types requested by printers all over the world. As a matter of fact it
was Futura that they wished to buy, since 75% of the sales of Bauer
focused in this typeface. So the decision was taken to offer the casting
of Futura for the Anglo-American market to the English typefoundry
Stephenson & Blake. For this purpose Stephenson & Blake had to re-
engrave the matrices of various sizes and weights of Futura; it was a
truly important investment to increase the production of types cast in
Pica System.
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We have seen that the unprecedented success of Futura drove the
Bauersche Giesserei to the decision to outsource its production to type-
foundries situated in different countries, a fact that had never occurred
before in the history of Graphic Arts. For this reason Futura could
reach a great popularity in all countries over the world at the same
time, hence converting itself in the most highly regarded typeface
amongst printers of all nationalities. What was left to define was the
company’s strategy to allow manufacturers of composition machines
to have Futura in their program.

When Georg Hartmann acquired the Bauersche Giesserei in 1898,
Mergenthaler had invented the machine to cast lines of types,
enabling text to be typeset in a much shorter time than it could be set
by hand. The sale of these machines contributed to the disappearance
of many typefoundries. Therefore Linotype seemed to be a competi-
tor and any alliances had to be avoided. Moreover, the Bauersche
Giesserei’s main competitor, Stempel AG, also from Frankfurt, had
permitted, even before World War Il, the US Mergenthaler Company
to become its first share holder and have therefore in exchange the
opportunity to produce matrices for the Linotype machines.

Due to these circumstances, it took long for the Bauersche Giesserei
to provide the availability of Futura for the photocomposing machine.
It did so, when the market conditions demanded that a type such as
Futura—in order to assure its success—could be supplied simultane-
ously in both manual and mechanical composition. Therefore a deal
with Intertype—Linotype’s major competitor—was signed. For a long
time Intertype was the only supplier of the matrices of Futura to print-
ers. Finally Linotype joined the deal after realizing that the sales of
Futura matrices was good business.

In the late 1950s, the photocomposing machines burst in the market
and precipitated the end of the typefoundries. The manufacturers of
composing machines of types in lead, like Linotype and Monotype,
adapted their machinery to new technology and other typefoundries
like Deberny & Peignot had either entered a collaboration with a new
manufacturer or developed their own photocomposition machines,

as Berthold did. The typefaces of these foundries were manufactured
in an exclusive way for the corresponding systems of photocompos-
ing. These machines were “closed systems”, in other words the image
carriers could not be used with another system. While the sales of
machinery was converted into the main goal of these companies,
typefaces like the ones of Stempel/Linotype were only available in the
photocomposing machines of Linotype.
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The Bauersche Giesserei preferred not to diversify its activities in their
own manufacturing of photocomposing machines. We know “a poste-
riori”, that this decision was correct, since the era of photocomposition
was extremely short and furthermore the new technological change
with the step towards the digital age put these manufacturers in seri-
ous financial difficulties.

Therefore, the Bauersche Giesserei, free of engagements with manu-
facturers of matrices and machines, decided to cede its typefaces to
third parties under license. By this way, Futura would soon be avail-
able in the closed systems of photocomposition of Linotype, Mono-
type, Photon, Berthold, Bobst and many others, as well as in the very
popular in those years Letraset transfer sheets. Despite the great care
manufacturers had put in that their version were the most accurate
adaptation of the original, some slight differences could be noticed
between one Futura version and another; mostly due to the fact that
every company “interpreted” the forms of Futura in their way.

The transition from the manual composition in lead and typographic
printing to photocomposition and offset printing obliged the Bau-
ersche Giesserei—as well as many other typefoundries—to close
down. In 1972 the company so]d the international rights over their
typefaces—particularly the Futura ones—to the Spanish family branch
Fundicién Tipografica Neufville, SA. Neufville continued with the
strategy to license its typefaces, up to 1995 when it changed to
“Bauer Types”, which still maintains its active presence in the inter-
national scene. Furthermore, the company continues to be owned by
the Hartmann family, a rather unusual fact for this activity in such
convulsive times.

Once the digital technology was introduced in the graphic
world, Bauer Types would cede the rights of the making
{ ol of Futura to Adobe, Apple, Berthold, Bitstream, Elsner &
RO -1t Tl Flake, Linotype, Monotype, Paratype, URW++, Wiescher.
S These manufacturers sell Futura directly to the users or
e i through distributors like MyFonts, FontShop, FontHaus and
others.

In 1997 Baver Types signed a deal with Visualogik cre-
ating the software of Bauer’s typefaces. Visualogik, a
leading Dutch company in the development of font soft-

s ne,,,:iij’,;,",’f,fmdm ware, digitized the different weights of Futura by work-

i ing with the original letters cast in lead. These weights
are available under the name of Futura ND, as the
initials ND mean “Neufville Digital”, the joint venture of
Bauer and Visualogik.

Foty
Fotora ND extrabold oblique

NEvrvILE
om




Futura ND is available in 36 weights, including small caps, old style
figures and ligatures, all identical to the originals designed by Paul
Renner; in other words, the most complete Futura of all versions avail-
able up to date.

Now Futura continues to be a typeface of universal use and available
almost everywhere, exactly as Georg Hartmann made available the
types in lead cast in different locations. Also, the sentence “Futura: the
typeface of today and of tomorrow” still remains powerful. The world
is changing, but Futura always remains present, it is the favorite of
every period of time.

Wolfgang Hartmann
Bauer Types
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Typeface In Use o .

Customized Futura
Medium

“The typeface's simple,
geometric style, in
contrast to the fun,
figurative shapes
give the right playful
expression, referring
to the old Folk Park
aesthetics.”
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Folkets Park

2009 - Typography concept for signage in the
amusement park Folkets Park, Malms, Sweden
Client Folkets Park, Malmé, Sweden

Design Byggstudio

The typography illustrates the range of activities available in the park
and the fun and entertaining nature of the features there—the kiosks,
the mini-golf, the kid’s zoo, the Rose sculpture and the Ferris wheel.
The letters are laser-cut in acrylic and partly magnetic which makes

it possible to change the menu signs during the season. This also
presents further opportunity for creative and imaginative variation.
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SASONGSBASTA

Byggstudio’s Favorite
Futura Letter Is 'Q".
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