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Foreword

The Latin typography had a long history pro-
gressing and was richly recorded. Especially
the knowledge of modern typography has
provided widely for the design education since
Bauhaus era. A huge amount of relevant
archives could be found that introduced the
Latin typography history and the contempo-
rary researches.

Since the modern typography course came to
the Chinese art academies in the early 1990s,
hundreds of art institutions have included
this course into educational plan. Nowadays
typography is more closely to be translated
to type design, and in addition contained the
layout. Still, there was not one Chinese word
fit to translate “typography.”

On the other hand, there are nearly no other
boundaries between the Chinese and Western
societies today, except the language and
culture differences. The globalization told us,
more informations are required than ever
before, and more effective foundations are
asked for communicating. It means that the
designers have to continue extending their
abilities in no other way to solve the increasing
target problems. Chinese and Latin Typo-
graphy is the one of that.

Hopefully a wise publisher, Dalian University
of Technology Press, sensitively realized

the importance to publish a book which
contained the knowledge of Chinese and

Latin typographies together. This is also my
pleasure to be invited to write this book,
fortunately including some valuable parts of
my recent years’ research from both European
and China’s art academies.

The strategy of this book is to compare the
principles of Latin and Chinese typographies,
and to provide any logical and functional
approaches on the application between
Chinese and Latin typographies. It has also
summarized some talented researches, that
might give any inspirations in deficient field.
The book’s bilingual version aims to help
more readers who need the bilateral communi-
cation, and it is believed that the designer
will act an important role between the Chinese
and Western speakers when they knew the
way of people speak.

Last but not the least, it will be very pleased
to receive any suggestions in order to improve
this book.
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Preface 1

The composition of the type constructivity re-
flects the composite demand of politics,
trade, culture, education, etc. Many issues re-
vealing from multilingual typography are
worthwhile thinking: Does the multilingual typo-
graphy conform to the Eastern and the
Western using habits? Does the information
communicate the best with each other? Are
the nationality and culture expressed properly?
The multilingual combination can be traced
back to 196 B.C. The Rosetta Stone has re-
corded three languages together, they are
Ancient Egyptian hieroglyphs, the Demotic
script, and Ancient Greek. It became an impor-
tant material in the future for the decoding of
ancient Egyptian hieroglyphics and ancient
Egyptian culture.

Typography involves multilevel factors such
as language, art, culture, technology, etc.

As the essential elements of visual communi-
cation, designers must complete the study on
language text, culture, ideological and psycho-
logical level, and then create the readers’ in-

tuitive comprehension towards information in
order to provide an accurate reading experience.
To combine Chinese and Western typographies
is not a trend or a style, but a pragmatic
design methodology, and also a part of de-
signers’ duty service. The design process is
not simple to create the harmony or unity

of different languages on page, but a design
method based on the effective communi-
cation of multilingual information as the fun-
damental purpose.

Xiaofeng Wang graduated from studio7, and
then studied in Norway and Finland. After-
wards he returned homeland for teaching. He
has been engaged on researching the subject
of Chinese and Latin typography. | am very
happy to see his book published, and also
hope this book can help its readers widely.
This book perhaps causes the reflection and
resonance towards the relevant issues, or
leads to new matters for designers to research.

Xiao Yong

ICOGRADA Vice President, 2009-2011
Professor at Studio7, School of Design,
Central Academy of Fine Arts
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Preface 2

A book on typography which is designed
with a clarity and scope of Xiaofeng Wang’s
present work, deserves to be read on the
backdrop of similar interventions in the
history of graphic design. | am thinking here
of Jan Tschichold’s modernist manifesto for
typographic clarity.

Jan Tschichold’s book “New Typography”
(Germ. Neue Typographie) in 1928, has today
an almost iconic status. In its day, however,
the book was highly original. Previously,
typography was the prerogative of craftsmen,
who were trained in the traditional way in
apprenticeship, till they became journeymen
and masters.

Besides the techniques of the trade, they
were trained in language and grammar. With
modernism, however, a new visual culture
came to the fore. It came from artists and
designers (e.g., from the Bauhaus), with
tastes for visual expressions that related to
the mobile conditions of modern life, with its
demand for clarity.

The originality of Jan Tschichold’s perspec-
tive on typography therefore came from two
sides: on the one hand, he was sensitive to
the speed and forms of the modern life-style,
on the other hand he was concerned with the
technical detail needed to address readability
at the level required by the craft.

Xiaofeng Wang’s contribution is similarly
related to life-conditions in present China, as
well as to the historical antecedents in
modern typography and traditional calligraphy.
For this reason, his contribution is, of course,
more than a simple replica of the Western
manifesto for readability in modernism.

As one of his former teachers at the Oslo
National Academy of the Arts, | see Xiaofeng’s
professional contribution to the design-field,
in his area of specialisation, as one of

1

universal relevance: his specific investment
in the questions of Chinese typography
releases this potential.

Seen from far away, the interest of Xiaofeng’s
longstanding engagement with Chinese
typography—its historical and contemporary
conditions—would not have been possible if
restricted to the Western typeface only. While
the Western writing was cast on the idea of
fixity, the Chinese writing was based on the
idea of motion.

For this reason, the formal qualities of motion
and the formal quality that imposed them-
selves with the speed of production—the
modern press—has to be asked differently in
the context of Chinese history and modern
society, than in the West. Xiaofeng Wang has
walked this long and arduous path.

It is doubtful whether the line of questioning
pursued by him could have occurred at a
much earlier time, since the visual analyses—
at the level of form and expression—that he
proposes, could not have been carried out
before the advent of computer graphics. He ad-
dresses typography in a postindustrial setting.
In the work you have between your hands,
this is more than a cliché; since the visual
analyses it contains would not have been
possible either in wood-cuts or foundry type-
fonts. It simply would have entailed a too
high production cost and an insurmountable
amount of work.

His efforts to bring in some of the expressive
qualities of Chinese calligraphic writing

into the world of post-industrial typography,
however, also bring a new level of contact
between two worlds: the world of Chinese
written expression, and the universal culture
of computer literacy.

The characteristic of computer literacy—
which today is world-wide—is to pick up
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