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Editorial 

If this Journal had planned to dramatize its raison d'etre, we could not 
have staged a more appropriate incident than one that took place a t the 
Association T ypographique I n ternationale's Tenth Congress at uNEsco in 
Pa ris. \1\'e refer to the end of the session discussing the creation of alpha­
bets for developing countries, when- both to speakers and to the assembled 
Congress-it became suddenly apparent that the only logical way out of 
the growing complexities involved in getting these new alphabets down on 
paper was through the cooperation of our best educational, linguistic, and 
typographic resources. The linguists and other u NESCO representatives, quite 
obviously, had been totally unaware of the typographic resources that might 
be available to them, and the audience seemed equally surprised when con­
fronted with the immediacy of the "typographic" problems facing UNESCO. 

There are two points involved here that require comment. First, if 
typography is to contribute to eventual solution of problems on the scale 
suggested by this challenge from UNESCo, then we must begin by facing up 
to the task of getting our own house in order. Specifically, this calls for 
the integration of typographic research on an international level. If anyone 
doubts the chaotic image we now project to the research world, he need 
only attempt his own organizational chart of the international typographic 
research establishment. Through what means, for example, could UNESCO 
linguists and educa tors possibly have become aware of- let alone acqua inted 
with-other pertinent typographic research? There are other unfortunate 
consequences of our lack of integrated information. All too often we discover 
parallel research projects going on simultaneously in a number of countries 
(e.g., special materials for the visually handicapped ), each one ignorant 
of the others' work, and each one, as it were, rediscovering the wheel. 
And how many isolated pockets of typographic research are there tucked 
away in our universi ties, research laboratories, and large corpora tions? 

The second point that the confrontation at UNEsco brings to mind is 
the growing sense of confusion as to just what typographic research involves. 
Fern and Baudin points out on page 3 73 of this number that "typography" 
soon may be the concern of historians exclusively; in a note H erbert R oan 
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puts the problem more succinctly: "Lead is dead! " The old boundaries­
the old definitions- seem to be slowly dissolving. We're having to make room 
at our meetings and in our periodicals for visual communicators and elec­
tronic engineers and descriptive bibliographers; although the legibility 
syndrome remains very much alive! If more specific evidence is required, 
we refer you to the index for volume I beginning on page 457. 

In the biological sciences when a species is to be described, it is classified 
in two ways: first, according to the next larger group to which it belongs; 
second, how it relates to, and is differentiated from, other species within 
this larger group. Our initial step toward any possible integration of typo­
graphic information and the redefinition of typographic research must 
involve a similar classification. 

The first question, therefore: under what larger umbrella does typo­
graphic research belong? If we were to attempt to work out a chart showing 
the relationship of all academic disciplines-all areas of learning and 
artistic expression- where would we in typography feel at home? 

Typography deals with information, certainly ; but such a classification 
is much too broad to be useful. Typography deals with communication of 
information- but this is still too broad. Typography deals with language to 
communicate information- still too broad. Typography deals with visible 
language to communicate information. Aren 't we primarily concerned with 
getting our language ( the vocal, spoken language) down in logical, 
understandable- visible form ? 

The important point, of course, is finding our place in the research 
scheme, not worrying about the appropriate name for our category. Our 
time will be much better spent in looking around to see who else is under 
the same umbrella- in getting better acquainted with our compatriots. 
Who else is interested in the visual form of our language? Once we seriously 
organize the search, we'll find an amazing assortment- from paleographers 
to painters and sculptors, from city planners to computer engineers. 

T ypography has been as parochial in its thinking as any of the various 
other areas of letterform interest. Yet leadership in any movement to organ­
ize and to activate an inter-relationship between these areas must develop 
out of what we traditionally call typography. Typography alone has the 
necessary heritage on which to build. Typography alone has the resources. 
And typography alone has the ecumenical spirit to seek out the other 
commonly-oriented groups of scholars, practitioners, and scientists- first to 
call attention to, and eventually to structure, an en tirely new field of research. 

M erald E. Wrolstad, editor 



Three Fonts of Computer-drawn Letters 

M. V. Mathews, Carol Lochbaum, and Judith A. Moss 

Detailed descriptions are given for three fonts of letters. L etter shapes are entirely 
described by numbers. The basic vectors are in a genera l form so the fonts may be 
easily drawn on a variety of computers and cathode ray tubes. The fonts include 
both upper- and lower-case Roman letters, mathematical signs, and upper- and 
lower-case Greek letters. Digital type design is described. However, the principal 
contribution is the fonts themselves. 

A d igital computer can control a cathode ray tube so as to draw 
a lmost any black and white picture, including type fonts. Draw­
ing type fonts has proven to be an exceedingly useful output for 
editing and text manipulating programs.! In this paper three 
fonts of letters are described which are useful as a computer out­
put medium for many applications. T he fonts include both lower­
and upper-case Roman letters in three sizes, lower- and upper­
case Greek letters in two sizes, digits in three sizes, and an as­
sortment of mathematical symbols in three sizes. 

The letters are formed by a n umber of vectors (short straight 
lines) drawn on a computer-controlled cathode ray tube. The 
characters are photographed from the tube. An average of twenty­
five vectors-per-character is used; hence quite detailed control of 
character shape is achieved. 

The shape is specified by a numerical vector table stored in 
the computer memory; thus great flexibili ty in changing or add­
ing characters is inherent. The numerical table of vectors may be 
obtained in machine-readable form for use in other computers. 

The fonts were originally designed to be produced on a Strom-

I. M. V. Mathews and Joan E. Miller, "Computer Editing, Typesetting and 
Image Generation," American Federation of I nformation Processing Societies 
Conference Proceedings, 1965 Fall J oint Com puter Conference, Vol. 27, Part I 
(Washington, D.C .: Spartan Books ) , pp. 389-398. 

345 



berg-Carlson 4020 microfilm printer. This device has a 1024 
raster of computer-addressable points. A vector can be drawn 
between any two points. T he resolution is limited by the width 
of the vector, which is about 2.3 raster points. The normal out­
p u t is on 35 mm. microfilm which can be enlarged onto hard 
copy. T he final sizes of the fonts depend on the degree of en­
la rgemen t. ormally the middle-sized font would be used for 
standard text, the small size for footnotes and subscripts, a nd the 
large size for titles. There is, of course, no limitation to these 
uses. T he relative sizes of the three fonts are in the ratio of 
I to I Y2 to 2. 

The q uality of the Stromberg-Carlson 4020 is just acceptaole 
for 8 Y2 by I l-inch pages . T he fonts should be useful on any o ther 
ca thode ray d evice havi ng this good or better a raster and reso­
lution. I n particular, current announced d evices which have 4096 
x 4096 rasters and correspond ingly improved resolutions should 
produce excellent 8);2 by I l-inch quality. 

T he main contribution of this paper is the fonts. H owever, 
their creation led to a new skill- digital type design. Some of the 
art of this design is discussed. I n particular, it is possible to greatly 
increase the quality of the images by properly placing the vectors 
a nd characters with respect to the raster of the cathode ray tube. 
The advantage thus gained has not been q uantitatively measured, 
but we estimate it to be equiva lent to doubl ing the resolution. 

Digital Type Design 
Digital type design consists in determining the coordina tes of the 
vec tors which form the image of a letter. Selection of vectors to 
best fit a raster requires j udgmen t and practice. T he process is 
best illustra ted by a few example cha racters from our d ig ital ap­
proximation to a fo nt in the Baskervi lle style of type. This style 
was selected after trying several others (including a sans-serif 
variety) because it produced the most read a ble characters with 
the limited resolution available. 

Figure I shows a completed design for the Q and i of Font Three, 
the largest of the fonts. An enlargemen t of a letter is placed on a 
suitably-scaled raster, and the appropriate vectors chosen visu-
a lly. The ou tline vectors closely match the contours of the letter 
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10 15 20 25 30 

5 5nn 
. 

10 • 

SAMPLE VECTOR 
15 5 ,7,4,11 1 5 f-+-H-1-+-1-+--1--+-i 

' ' 

20 2 0 f-+-H-1-+-1-+--1--+-i 

25 

30 ' 

35 

• 

Figure 1. U pper case Q and lo11·er i o f Font Three. t\bo'-c arc the actual , ·ecwrs 
used to design the cha rac ters. O pen dots a rc the roo rd imn cs of the , ·cctors. D ottC'd 
lines arc .. fi ll er '' which shade in the characrc·rs. Below a rc the photographic 
C'n la rgemcnt of the Baskervi lle characters. 



figurr 2. font One 

ABCDEFCHIJKLMNOPQRS 
TUVWXYZ 

abcdefghljtlmnopqrs 
tuvwxyz 

ltfffiftffiiR?!(),.;: 

"'-(l'-'/1@#.00 

112545678QO 

+--:too 

ABr~EZHeiKAMN•ODP~T 
T.Xi'O 

figure 3. f ont Two 

ABCDEFGHIJKLM 
NOPQRSTUVWXYZ 

abcdefghijklmnop 
qrstuvwxyz 

&fffiflffiftl() 

-[]%/¢@ #* 0 0 t% 

$12S4567890 

.. ? I 
•• , • 0 • 

... ' " " 

~<~>= "* 
+-=±+-xr 

.&.. l. ""' II 

... .... foo = x 

lal =a if a ~ 0 
lal = -a if a < 0 

ABraEZH9IKAMN 

S:OITPl'.TTCl>X"I'O 

a8y8£,TJ8t.K~p.vfotr 

pCTf'Vt/ii(t/IW 



Figure 4. Fon t T hree 

ABCDEFGHIJKLMNOP 
QRSTUVWXYZ 

abcdefghij klmnopq rs 
tuvwxyz 

ff fi ft ffi fH 

12S4567890 

TABLE I. Format of computer cards specifying characters 

Column 

7 
5152418 
522 3 2 0 
8 2 1 2 1 
621 924 
315 3 11 
119 202 1 

2 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 
3 

5 
4 82511 
025 82 
3 6 5 4 
41 5 51 
318 62 
2 11 221 
41 5231 
829 92 
433263 
5271 22 

3 182022 2 82311 
92811 2 11271227 
6322731 731 27 29 

1226142 14272132 

T he eleven computer cards above give all the in formation necessary to draw the Q 
illustrated in Figure I. T he q uan tities in all fields are right adjusted. Each card has 
the following format: 

Field 

I 

2 
3 

4 
5-36 

Column ( s) 

1-2 

3 
4-6 

7-8 

9-72 

Description 

The font number: I , 2, or 3. 

Blank o rE (See description of field 3 below. ) 
' umerical character code number. See T able II for the corre­

spondence between the contents of columns 3-6 and the identifica­
tion of the character. 
Width of the character. 

T he remainder of the card is divided into thirty-two fields of 
two columns each. Each of eight successive groups of four fie lds 
describes one vector. In the example above, the fi rst vector is 
drawn between coordinate points ( 12, I ) and ( 14, I ) ; the second 
between ( 14,1) and ( 18,2); etc. 



outline except that both ends of each vector must lie on a raster 
point. The outline vectors are shown as solid lines with small 
circles indicating beginnings and ends. Other vectors shown as 
dashed lines fill the interior of the letter. These also must end on 
raster points. 

Each cha racter was designed on a grid with the origin of the 
vector coordinates (point [0, 0]) at the upper left-hand corner of 
the grid . All vectors for a given character a re relative to this 
origin. Thus, the sample vector in Figure I is described by the 
four numbers 5, 7, 4, II giving, respectively, the horizontal and 
vertical components of one end point of the vector and then the 
other. I n the course of typesetting, any character can be trans­
lated to any origin on microfilm by means of simple additions. 
The base line for Font Three is at vertica l coordinate 25. The base 
line is the imaginary line upon which most alphabetic characters 
sit, except those such as p, which have d escenders. These charac­
ters sit on the d escender line, which is at vertical coord inate 33 
for Fon t Three. All measurements are in units of raster spaces. The 
width of the character is d efined such that it is actually larger 
than the m inimum number of raster spaces occupied by the char­
acter. The add itional empty space assures that the next character 
in a horizontal line of type will be correctly placed relative to 
the current character when the width of the current character is 
added to its origin on the microfilm. 

The card decks for the complete fonts are too long to list here. 
Requests for this material may be directed to the authors. 

The vectors as drawn by the cathode ray tube have a substan­
tial width which must be considered in designing the letters. Fig­
ure 5 gives some idea of width on the Stromberg-Carlson 4020. 
The single vector shown in Figure 5A will be drawn as a line 
abou t two raster spaces thick surrounding the vector as indicated 
in Figure 5B. A double vector will produce two shades of grey as 
shown in Figures 5C and 5D. Although these line widths are 
specific to the Stromberg-Carlson 4020, other equivalent wid ths 
would apply to other cathode ray tubes. 

A useful method of producing intermediate line widths is illus­
trated in Figure 6. In some cases the double vectors in Figure 6A 
produce too-thick letters and the single vectors in Figure 6B pro-
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I 
t- ~(xi·Yd (;·l 'f(XI•YI) 

. u 

1\ ... .. 

1\ • . 

1·-:,n :t· 

f-(X2•Y2)"""' 
A I nIT 

(X2•Y2) "-J'·::S . 
F·''J}· B 

f(XI•YI) (X'1, Yl) 
1\\ 

1\ 

1\1\ 

(X2 ·Y2) >-< (X2 ·Y2) c I I 

Figure 5. In SA the single vector drawn between (x t, yt) and ( x~, y2 ) is 
presem cd on the cathode ray tube as in SB, a line thr thickness of two raster spaces 
with rounded ends. The double ,·ec tor of 5C is prcsemed as a line the thicknrss of 
three raster spaces with some overla p in the center, as in 5D . 

A B c 
Figure 6. The double row of , ·ectors of 6A produces a shape which is too thi ck, 
whilr the single row of 6B gi,·cs a shape which is too thin. The di sarra ngement of 
vectors in 6C gives an intermediate thickness. 



duce too-th in letters. The interlaced vectors in Figure 6C may 
yield a more desirable thickness. 

Cathode Ray Tube 
A brief description of the Stromberg-Carlson 4020 will assist in 
using the vector letters with other machines. 

The SC 4020 has two modes of operation. F irst, it can draw 
vectors, which can start at any raster point on its I 024 x I 024 
grid and extend up to sixty-four grid spaces in either or both x 
a ndy directions. Secondly, it can produce a tota l of sixty-four 
d ifferent characters by shaping the electron beam with an ap­
propriate mask in the cathode ray tube. O ne character is a dot. 
This mode a llows one to construct shapes using closely spaced 
dots, or a ny other available character, as building blocks. I n the 
type fonts described here, only the vector mode of operation was 
used. Measurement of the wid th of the vector ind icates that it is 
equal to 2.3 grid spaces. T his means that a character which is 
twen ty-three grid spaces high has a resolution of only ten vector 
widths. 

Conclusions 
Digital fonts have many advantages over other methods of form­
ing characters. Drawing on a cathode ray tube is inherently a fast 
process, and speeds from I ,000 to I 0,000 characters per second are 
practical with equipment which is especially designed for this 
purpose. The fonts a re inherently extendable. A new font con­
sists merely of a collection of numbers p ut in the computer mem­
ory. Even more important is th e ease with which special charac­
ters m ay be added to an existing font. The d igital description of 
these characters may be inserted at a ny point in the stream of 
input text to the character-drawing compu ter. Furthermore, 
since the image is described in complete generality digitally, such 
things as line drawings, mathematical equations, a nd musical 
scores can be drawn by the same, completely standard, means. 

Digital type design raises a unique problem of combining com­
pu ter technology with the type designer's art and a rtistry. The 
existing d esigns have been prepared by mathematicians and engi­
neers aided by a small amount of consulta tion with a type de-
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signer. Eventually, to achieve high-quality fonts, type designers 
will have to assume this job and will have to learn enough com­
puter technology to express their designs in this new digital 
language. Merely copying existing fonts has severe limitations. 
As type designers come to understand the digital technology, 
they will be able to design fonts which are not only pleasing to 
see but well adapted to the computer in terms of being fast to 
draw and compact in their digital description. 

It is clear from the number of vectors in letters that manual 
design of a font is a tedious process. Both semi-automatic design 
and completely automatic design are possible. For semi-auto­
matic design the designer would use a graphic computer2 and 
draw the vectors on the face of a cathode ray tube with a light 
pen. Once the vectors were drawn, their digital description would 
be known by the graphic computer. A completely automatic 
method is conceivable if one is willing to simplify the vectors by 
requiring that they all be parallel (vertical or horizontal). In 
this case, a simple scanner could be designed to determine the 
digital coordinates of the vectors by automatically scanning an 
enlarged image of the letter. 

The three fonts of letters presented here are the beginning of a 
great variety of possible fonts and characters which will be nu­
merically described and computer drawn. The generality of the 
representation is clear from the ease with which the vectors can 
be adapted to other computers and other cathode ray tubes. We 
believe the fonts will have great utility. 

2. W. H. Ninke, "GRAPHIC 1-A Remote Graphical Display Console System," 
IF IPS Conference Proceedings, 1965 Fall Joint Computer Conference, Vol. 27, 
Part I (Washington, D.C.: Spartan Books ) , p. 839. 
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TABLE II. S jJecifications of the fonts 

Minimum line spacing 
Base line 
Descendcr line 

Code 
Character Number 

a 25 
b 32 
c 41 
d 43 
e 42 
f 13 
g 15 
h 34 

24 
j 14 
k 40 
I 35 
m 31 
n 44 
0 19 
p 10 
q 8 
r 27 
s 18 
t 46 
u 45 
v 29 
w 16 
X 47 
y 2 
z 62 

Font I 

18 
12 
16 

Font Widths 

Font Font Font 
1 2 3 

9 12 16 
9 16 18 
8 13 16 
9 16 19 
9 13 16 
8 11 14 
10 13 19 
10 17 20 
5 9 11 
6 9 13 
9 15 20 
6 10 12 
15 25 30 
10 17 21 
9 14 18 
9 16 21 
9 14 22 
8 12 16 
7 9 12 
7 10 13 
10 17 22 
10 14 20 
13 19 27 
9 15 21 
9 15 19 
7 12 15 

Font 2 

27 
18 
24 

Character 

A 
B 
c 
D 
E 
F 
G 
H 
I 
J 
K 
L 
M 
N 
0 
p 

Q 
R 
s 
T 
u 
v 
w 
X 
y 
z 

ff 
fi 
fl 
ffi 
m 
1 one 
2two 
3 three 
4 four 
5 five 
6 six 
7 seven 
8 eight 
9 nine 
0 zero 

Code 
Number 

89 
96 
105 
107 
106 
77 
79 
98 
88 
78 
104 
99 
95 
108 
83 
74 
72 
91 
82 
110 
109 
93 
80 
111 
66 
126 

53 
54 
55 
118 
119 
63 
60 
61 
51 
58 
56 
59 
57 
48 
50 

Font3 

36 
25 
33 

Font Widths 

Font Font Font 
1 2 3 

14 22 27 
12 18 23 
11 19 25 
13 22 27 
11 17 22 
10 17 20 
13 20 27 
12 21 29 
7 11 14 
9 15 18 
12 19 25 
11 18 24 
15 26 32 
14 22 28 
12 19 27 
11 20 22 
13 20 29 
13 20 26 
8 13 17 
13 20 28 
13 22 28 
13 20 26 
18 27 36 
13 21 28 
11 20 25 
10 16 21 

13 17 21 
9 16 18 
10 16 19 
15 22 28 
15 23 28 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 
8 13 17 



Font Widths Font Widths 

Code Font Font Font Code Font Font Fon t 
Char~c tcr Number 1 2 3 Character Number 1 2 3 

& ampersand 123 11 17 <j: angle E 74 17 
apostrophe 26 4 6 7 == approximate-

* asterisk 121 8 10 ly equals E 54 12 15 
@ a t, each 124 16 25 ] bracket, 
[ bracket, square righ t E 58 5 8 10 

square left 30 5 8 10 cfo rare of E 85 20 
c cen ts 120 8 13 -r dagger E 80 14 

colon 75 5 6 8 0 degree E 56 7 8 

' 
comma 9 4 7 7 ...;-divided by E 75 16 

-clash 0 5 8 10 ! exclamation 
$ dollars 115 8 15 point E 57 6 8 7 

equa ls 12 12 15 - identically 
# number 125 12 21 equals E 65 15 
( parenthesis, ~iff notation E 66 15 

left 112 5 7 8 ..... implication 
) parenthesis, notation E 67 15 

right 114 5 8 9 6 increment E 73 16 
% percent 122 13 2 1 co infinity E 59 24 32 

period 28 5 8 8 f integra l E 83 13 
+plus 76 12 16 < less than E 52 13 15 
± plus or :::; less than 

minus 127 12 16 or equa ls E 51 13 15 
question - mmus E 60 9 14 
mark 67 7 12 15 > more than E 55 13 15 
quotation ~ more than 
mark 90 5 8 8 or equals E 53 13 15 
semicolon II 4 6 7 X multi plied byE 82 13 

I slash 3 9 14 17 # not equal to E 50 12 15 
space 4 7 II 15 II parallel E 81 8 

_underline 64 10 15 ( parenthesis, 
I absolute small left E77 ,'j 

value of E 84 4 parenthesis, 
small right E 76 5 

0 partial differ-
entia tion E 79 15 

j_ perpendicu-
Jar E 78 16 
quotation, 
double left E 63 12 14 

" quotation, 
double right E 64 12 14 
quotation, 
single left E 61 6 7 
quotation, 
single right E 62 6 7 

v root E 72 11 
¢ slashed 0 E 49 13 2 1 

<; 2 subset- E 69, 15, 
improper E 71 16 

C::) subset-proper E 68, 16, 
Note: A blank space indicates that char- E 70 17 
acter is not available in that font . 
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Font Widths Font Widths 

Code Font Font Font Code Font Font Font 
Character Number I 2 3 Character Number I 2 3 

a a lpha E 01 II 15 A Alpha E 25 14 22 

fJ beta E 02 13 19 B Beta E 26 12 18 
y gamma E 03 II 17 r Gamma E 27 I I 18 
ll delta E 04 9 15 /::,. Delta E 28 12 19 

• epsilon E 05 7 10 E Epsi lon E 29 II 17 

! zeta E 06 8 II z Zeta E 30 10 16 

'11 eta E 07 10 16 H Eta E 3 1 12 21 
0 theta E 08 10 14 9 Theta E 32 12 19 

' iota E 09 6 8 I Iota E 33 7 11 
K kappa E 10 9 12 K Kappa E 34 12 19 
A lambda Ell 10 14 A Lambda E 35 14 19 

iJ. mu E 12 12 17 M Mu E 36 15 26 
v nu E 13 9 13 N Nu E 37 14 22 
~ xi El4 10 14 .::. Xi E 38 13 18 
0 omicron E 15 9 13 0 Omicron E 39 12 19 
7r pi E 16 12 17 II Pi E 40 14 21 
p rho E 17 10 16 p Rho E 41 11 20 
(T sigma E 18 12 18 1: Sigma E 42 12 19 
T tau El9 9 13 T T au E 43 13 20 
u upsilon E 20 9 14 y Upsilon E 44 13 20 
'P phi E 21 12 18 <I> Phi E 45 II 20 

X chi E 22 12 17 X Chi E46 13 21 
'I' psi E 23 13 18 'I' Psi E 47 15 22 

"' omega E 24 12 18 n Omega E 48 15 19 

Note: A blank space indicates that char-
acter is not available in that font. 



The Development of CBS News 36 

Rudi Bass 

Production of legible typography on the television screen is affected by techno­
logical va ri ables unknown to the printed media. Specifi c problems of type distortion 
and decay in television transmi ssion are dcscril:wd. To counteract these problems 
the Graphi c Arts Department of CBS News experimented with various typefaces 
and developed CBS News 36; research resu lt s ar(' illustrated and di scussed. 

How readily words may be read and the attendant problems of 
acuity, perception, and apperception are governed by many well­
known factors. The design of the typeface, its form and weight, the 
size of the letters relative to the reading distance, letterspacing and 
leading, brightness and contrast between the type and its back­
ground a ll add to or detract from the discernibility of the alpha­
nu merical symbols. 

T he printed page-whether set in metal or by photocomposition, 
whether reprod uced in letterpress, offset, or gravure- does not offer 
great obstacles to the control of these factors. Not only the d esign 
and size of the letterforms are determinable, but the viscosity of the 
ink, the humidity-controlled absorp tion of the paper, and the reflec­
tivity of its surface can be regulated as well. There exists a close 
cause-and-effect relationship between the technology of the printed 
page a nd its ocular-psychological effect upon the reader. 

No such exacting control is possible over the reproduction of type 
on the viewer's television screen. The cathode ray tube (CRT) face 
introduces new problems into the aesthetic-technological relations 
that determine legibility. Even the best efforts of the technical di­
rector- attempting to strike a balance between the type and the vary­
ing and moving colors or gray-scale values of the background-can 
only govern the image on the studio moni tor. Final quali ty con trol 
rests in the hands of the viewer. "Widely varying reception condi tions, 
and more often than not, an aging and badly-tuned home screen 
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affect the quality of reproduction. To overcome what seems to be 
bad reception, many viewers exaggerate brightness and contrast 
wh ich only adds to the deterioration of the letterforms (Fig. I). 

Color broadcasting adds some reproduction d ifficulties of its own. 
The registration problems are somewhat similar to those that m ight 
develop were we to a ttempt to reproduce in print display type of 
varying sizes with process plates, not only by surprint or drop-ou t, 
but by halftone registration as well- and on a moving background 
at that. Consider also that the signal transmitted varies depending 
on whether the output is fi lm, videotape, or live pickup, often 
within the body of the same broadcast. The controls of the color 
receiver a re, if anything, more complicated than those of the black 
and white set. The average viewer attempting to arrive at a per­
sonally pleasing color image (and the standards of what is correct 
reception vary widely among viewers) by setting horizontal and 
vertical controls, contrast and brightness, chroma and color satura­
tion can hardly be expected to pay close attention to the needs of 
typography. 

The most widely used method of introducing type into a broad­
cast is superimposition. The source of the superimposed material 
might be a telop chain or a slide chain (i.e., an opaque or slide 
carrier incorporating a special video camera and its own link to the 
control room) or a camera card on an easel in fron t of a studio 
camera. The output of either the chain or the studio camera is then 
superimposed over the output of another studio camera, a fi lm 
chain, a video tape sequence, or a remote pick-up. 

Other ways of incorporating type into a broadcast might be its 
use as a part of a chain without superimposition. Type might be 
part of a set or a scene and appear d irectly as part of the picture. 
This would correspond in print to halftone reproduction of type 
matter rather than line reproduction. Finally, the type image 
might be the product of computer-driven character generation, the 
result of direct electronic signals without optical reproduction. 

All production methods used affect the reproduction of type. But 
it is superi mposition that represents perhaps both the widest use of 
type on television a nd some of the greatest problems of distortion. 
Since superimposed type is widely used in negative form and since 
we are dealing with light emis.sion rather than reflection, the letter-
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form itself becomes the light source. This results in halation, a 
blooming or bleeding of light a t all inside corners, from acute angles 
to right angles and beyond (Fig. 2). 

This light emission obliterates the precision of counters at the 
intersection of letterstrokes. It is perhaps the most significant phe­
nomenon affecting the acuity of type reproduction on the CRT 
face. A parallel element of deterioration is the light flux between 
letters. Both phenomena are affected by the weight of the letters, 
i.e. the stroke-to-counter ratio. The blooming becomes exaggerated 
when too-heavy or too-condensed a letter is used , or the letter­
spacing is very close. The contemporary trend towards tighter com­
position of bolder letterforms causes added light flux between letters 
and an added loss of definition, particularly if lateral ghosting 
occurs. Another characteristic distortion of type on the television 
screen, at times, is the light emphasis on horizontal strokes (Fig. 3). 

Poor focus at times causes a varia tion in brightness from bloom­
ing to excessive fall-off. The decaying type itself emphasises the 
light buildup at the interstices (Fig. 2). A concomitant phenomenon 
of blooming type is the decay and rounding of outside corners, 
which further reduces recognition values. 

The Graphic Arts Department of CBS News began an in­
vestigation into some typefaces to determine the quality of CTR 
reproduction. The typeface widely used on most networks has 
been News Gothic Bold. There appeared to be three reasons for 
this practice. The weight of the type was bold enough to give pro­
ducers the ocular "presence" they wanted over varying and inter­
fering backgrounds without suffering too much the effects of 
excessive weight. The length of the alphabet compared favorably 
with that of more condensed faces, an important consideration 
for most broadcast information, particularly with the trend 
toward smaller portable receivers. More condensed typefaces, al­
though often used, demonstrated a tendency to fuse counters and 
letters. Finally, the wide distribution of the font mad e it read ily 
available for hot-pressing, the traditional method used first in the 
film industry and then in the new medium to produce title cards. 

We also considered the comparative merits of serif and sans­
serif faces. Ea rly experience with CBS Didot, the corporate print 
d esign, showed tha t some letterstrokes tended to disappear alto-
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a a e 

Figure I. The heavy, condensed Grotesk capitals show fi lled counters and flux 
between letters. The lower-case go thic is completely fused. The light italics are 
badly interrupted by scanning lines. While certainly an example of particularly 
poor home reception, it is far from uncommon. It also represents some of the 
elements of destruction of legibility that all television production methods are 
subj ect to in varying degrees. Front projection of a color slide, photographed 
off a black and white receiver. 

Figure 2. Folio M edium capitals show light flux at inside corners, deteriorat ing 
outside corners affecting the length of terminal strokes, scalloped rdges due to 

poor al ignment, and consid erable variation in brightness from left to right due 
to uneven focus. The cleca)' ing lettcrforms at the right em phasize the light 
bui ldup at the nodes. 



Figure 3. D espite the squat distortion of the News Gothic Bold capitals which 
should decrease the weight of the horizontal strokes, they are emphasized both in 
weight and in brightness along the scanning lines. Perhaps not frequent, it is 
nevertheless a characteristi c phenomenon, due to faul ty vertical linearity. Photo­
graphed on a black and white receiver. 

Figure 4. Experimental letters with a variety of differently-shaped lacunae at 
counter corners and protuberances a t outside corner to counteract blooming and 
decay of televised letterfo rms. 

OPPOSITE: 

Figure 5. All typefaces tested showed various amounts of beam spread and light 
flux, as well as considerable decay of outside corners ( reading from the top ) : 

STAN DARD MEDIUM shows flowing counters (E , F ) and fused letters (N, 0 ). 
Large scalloped edges are probably clue to micro phonics in the camera but are not 
characteristic to the test. 



gether. A considerable strengthening of the light strokes was 
enough to safeguard reproduction in the larger sizes but was 
still insufficien t to withstand deterioration in the smaller sizes. 
Much of the cha racter of serif faces lies in the pronounced con­
trast of weights. An insufficient compromise fai ls to avoid decay. 
Add itional compromise tends to destroy the original design 
characteristics. 

We began some design experiments that we hoped would 
coun teract the blooming at inside corners and the decay at out­
side corners (Fig. 4). We experimen ted with round, square, or 
wed ge-shaped lacu nae at counter corners, and with similarly 
shaped protuberances at the outside corners to prevent round­
ness. These serif-like excrescences did not work well because 
uneven line scanning often tended to suppress the terminal 
nodules on one side of the letter while exaggerating them on the 
other side of the stroke. 

Our main purpose had been to preven t roundness and not to 
favor serif over sans-serif type. Research seems to leave unre­
solved the long debate between serif and sans-serif adheren ts; with 
serif- taugh t adults reading " traditional" typefaces better, while 
sans-serif educated young people did as well in sans-serif reading 
(e.g. , Cyril Bur t, A Psychological Study of Typography, Cambridge 
University Press, 1959). 

Even these conclusions cannot be considered definitive for 
broadcasting purposes if we remember that we deal with what 
essentia lly are video captions, while most reading tests devote 
themselves to book pages of running text. 

We did not look upon the fragmentary nodules shown in Fig­
ure 4 as serifs. U nlike true serifs that are a function of the original 
letter-forming instrument, their purpose was one of " preventive 
decay." Apart from the solutions discussed in these pages, we are 
continuing work on a related typeface having vestigial "serifs" 
combining weight emphasis with "built-in" deterioration. 

The faces selected for our tests were News Gothic Bold and a 
group of the con temporary goth ics related in character: Standard 
Med iu m, Folio M edium, Helvetica Med ium and U nivers 65. 
CBS Sans was measured and consid ered as part of the test along 
with Folio, to which it corresponds closely in character, weight, 
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Figure 7. News Gothic Bold. Poor alignment or variance in beam modulation. Even 
if we disregard added "white shirt" problem (R in STUART ), DEM shows flow­
ing counters and spread. Black and white photograph of black and whi te monitor. 

Figure 8. CBS News 36. Less spread, cleaner counters. Scalloped edges are 
probably due to micro phonics and are not characteristic. Black and white photo­
graph of black and white monitor. 

Figure 9. News Gothic Bold. Light fl ux and spread (DEM ), almost filled counter 
(A ) . Black and whi te photograph, enlarged detail. 

Figure 10. CBS News 36, same detail. Less distortion (DEM ), counters more open 
(S,A) . 



lews Gothic Bold, further enlargement. Note rounded inside corners 

Figure 12. CBS News 36, same enlargement . Less rounding a t same inside corners 
{R, K ) . 



Figure 13. News Gothic Bold, large d<'tail. Contrast level on the black and white 
moni tor was exaggerated in this test to simulate brightness added on the home 
receiver. Vertical d istortion lengthens capita ls and adds to the weight of the hori­
zonta l strokes. Note round inside corners (F ) and filled counter (A). 

Figure 14. CBS News 36, similar detail. D espi te exaggerated contrast level, inside 
corners tend to remain sharp ( F ) and counters arc not completely filled (A). 
Note the notch retained at the bottom of G. 



and proportion. We prepared slides and telops of all-capital al­
phabets and superimposed them over photogra phic slides simulat­
ing a broadcast. There was no appreciable difference between 
type "supers" from a telop chain or slide chain. Although the 
optics of the sl ide chain are superior, distortions recorded were 
similar in both instances. Photographs were taken off a studio 
monitor and photographic en largements made. These were cop ied 
and further enlarged to show large-screen reproduction and to 
simulate, as far as it was possible, the further loss in definition 
from the studio to the home screen. The enlargements were made 
on hard paper to simulate, on paper, the higher contrast ratio 
evident on the CRT face. Figure 5 shows some of the results of 
this test and some of our evaluations. 

Based on these comparisons a nd the amount of beam spread 
and halation of the various faces, we designed a typeface for the 
television screen. VVe named it CBS News 36, not to designate 
point size (obviously without meaning in relation to screen size) 
but in reference to the thirty-six scanning lines characteristic of 
the size of low-frame supers. This was based on several character­
istics (Fig. 6). 

I. Since both the greater psychological and ocula r presence of 
the negative superimposed letterform must be taken into account, 
CBS News 36 leans toward the slightly lighter weigh t of Folio 
and CBS Sans, combining it with the shorter alphabet length and 
greater character count of News Gothic Bold. If we assign News 
Gothic Bold a factor of 100 for the length of the entire capital 
a lp habet, the other a lphabets (given the same height) measure: 
I 09 for Standard Medium, I 16 for Helvetica M ed ium, I 19 for 
Folio Medium and CBS Sans, and 129 for Univers 65. Some of 
these differences might not appear significant in print typography 
but become cri tical in a medium where not only the quality of 
reproduction, but the size and even the actual margins of the 
"page" cannot be controlled. 

2. CBS News 36 reduces the width of some of the open capital 
letters such as 0, Q, U, L, or T ; while it opens up the tight letters 
such as M, N, and W; and, to some degree, B, R , and S. This more 
even all-over color is important because the visual intensity of the 
light source exaggerates the uneven color of tight and open letters. 
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FOLIO MEDIUM has less counter flow or beam spread due to its lighter weight, but 
equal decay a t outside corners. 

HELVETICA M EDIU ll! , the heaviest of the faces tested, has greatest spread (E, F ) 
and greatest letter fusion throughout. (Note the completely fi lled A in the 
second line. ) 

UN IV E RS 65 has equally flowing inside corners (E, F ) but avoids letter fusion 
because of its generous letter spacing, achieved, however, at the expense of the 
greatest alphabet length ( 129) and consequently the poorest character count across 
the CTR face. 

NEWS GOTHIC BOLD, the shortest of the alphabets tested ( I 00), has the desired 
character count, but its weight in relation to the proportion of its letters accounts 
for flowing counters (E, F ), fusion ( 0, P ), and completely filled counters (A). 





3. Since one of the undesirable effects of poor vertical linearity 
or focus is a buildup of light a long the scanning lines (see Fig. 3) 
CBS News 36 deemphasizes the weigh t of the horizonta l strokes. 

4. Most importantly, CBS News 36 employs a system of corner 
dots at a ll inside corners. These lacunae act as light traps, coun­
teracting the effects of halation and flux by absorbing the excess of 
light building up at the intersection of letter strokes. This "swiss 
cheese" effect disappears to the eye as the type approaches the 
36-line size. The result is a greater sharpness and definition at all 
inside corners. 

Figures 7 through 14 show comparisons of News Gothic Bold 
with CBS News 36. The progression of enlargements demon­
strates the reduction of corner flow at the nodes and less beam­
spread under poor reception conditions. 

A word about type design as a function of both technology and 
esthetics. Choices visually pleasing to the designer, not only those 
governing recognition values, m ust at some time determine de­
sign decisions. Like Helvetica and CBS Sans, we chose the 
straight capita l Rover the angled one. Folio avoids the dilemma 
by offering both letters. CBS News 36 recalls elements of some 
of the gothics of the turn of the century. A type catalog of the 
period carries almost equal instances of the alternate styles. More 
important perhaps was the choice between the open-descender, 
lower-case g and the closed-descender, lower-case g. Of the goth­
ics tested, all designs of European origin (Standard, Folio, Hel­
vetica, and Univers) carry the open-descender g. Our decision to 
choose the more detailed letter was as much a nod toward 
American tradition, if it can be called that, as a recognition that 
of forty-odd current text faces only five type families carry the 
open-descender g. 

A further development in our program is the design of a heavier 
version of CBS News 36 (Figs. 15 and 16). It will be used mainly 
in positive form and is not meant to represent a bold version of 
the typeface. The slightly heavier strokes, in positive form, bal­
ance the negative flare and visual presence of the regular font. 
We are continuing efforts directed toward overcoming the decay 
at all outside corners ; tolerable if reception is at its best, but con­
siderable under average viewing conditions. 
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ABCDEFG 
HIJKLMN 
OP RST 
UVWXYZ 
1234567 
890 ?&% 
Figure 15. A slightl y heavier version of CBS News 36, designed for positive rather 
than mainly negative use, retains the general proportions of the original font, 
but drops the comer light traps. 



ABCDEFG 
ABCDEFG 
HIJKLMN 
HIJKLMN 

Figure 16. A comparison between a CBS News 36 negative and a posi tive of the 
heavier alphabet shows the balance in weight achieved through the blooming of 
the white letters on the CRT face, as well as their greater apparent ocular presence, 
visible even on the printed page. 

Figure 17. An opposite of the Figure 16 comparisons underscores the actual 
difference in weight between the two fonts, not apparent in Figure 16. 

ABCDEFG 
ABCDEFG 
HIJKLMN 
HIJKLMN 



Typography: Evolution+ Revolution 

Fernand Baudin 

Typography is considered as a technological phase in the evolution of handwriting. 
The latter is an intellectual and rational operation and not only a skill that is 
purely manual or mechanical. That is why ideas about the legibility and intelli­
gibility of text should be extended to include the entire format which supports 
the written matter, book, or document. The technological revolution in progress in 
the reproduction and multi plication of printed matter provokes a social revolution 
in the actual production of writing, and calls for a parallel renewal of teaching 
- at a higher level - of handwriting. Illustrations and commentary. 

The specific techniques of typography: the cutting of punches, 
the striking of matrices, the composing and printing of type may 
soon be the concern of historians exclusively. Typography is now 
commonly used in connection with signs, posters, packaging, pic­
tographs, and so on. In short, it tends to cover the whole field of 
visual communication. T his may be qui te natural, but it can 
hardly be said to help clear thinking and precise talk. 

T ypography has its visual aspects, obviously. Yet its main ob­
ject is to reproduce and multiply written language, not pictorial 
representations. M ore and more people seem to imply tha t the 
main issue in this context should be: when is rational discourse 
going to be altogether superseded by irrationa l pictorial " lan­
guage"? When driving on a highway, the instant legibility of 
any road sign or any other relevant piece of information, is a 
matter of life and death. When I read a piece of printed or writ­
ten matter, intelligibility is a question of understanding or sense­
lessly fumbling around the would-be message. I t is hardly a ques­
tion of survival; it is a q uestion of culture and civilization, how 
to build them and how to preserve them. When watching a TV 
program or seeing a film, what I see and hear is largely enter-
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tainment and propaganda- and altogether expendable. On the 
other hand, the current use or abuse of the word typography has 
already had some rather nasty consequences. I shall cite three 
examples. 

Many art schools all over the world teach typography as a 
visual art. Only a few people show real talent in the practice of 
typography in this sense, a very conspicuous but also restricted 
field. But typography- or as I shall say later on, writing-as a 
rational discipline for the proper design of intellectual tools is 
largely ignored in practice, and a lmost totally neglected as an 
object for special study and research. 

A second example. For more than thirty years eminent practi­
tioners as well as theoreticians have been ad vocating a universal 
letter type. Others urge the aesthetic treatment of every new sign or 
symbol in scientific and general communication. There was no 
universal acceptance either way. It is an error to mistake lin­
guistic for graphic issues. A language is first created and exists 
as a linguistic system. Only afterwards can it be written, designed, 
multiplicated. The other way round is to put the cart before the 
horse. In a useful linguistic system, the abstract relatedness of 
abstract functions is fundamental ; not so the visual, aesthetic 
appeal. Useful graphic symbols have been invented before as well as 
after the introduction of the alphabet. There is nothing revolu­
tionary about that, nor is it surprising. Not only scientists, but 
also dancers, musicians, sailors, and customs officers will continue 
to ignore the assistance of designers for their symbols, choreog­
raphies, musical notations, Morse, semaphore, road signs, etc. 

A third example. I t would seem that psychologists have run 
into something of a blind alley in their legibility research. Assum­
ing that the main issue was the design of the individual typeface, 
they have been researching legibility for three quarters of a cen­
tury. Their own conclusions may be summarized as follows: there 
is no significant difference in the relative legibility of any set of 
printing types designed to fulfill an identical function and com­
pared under the same conditions of light, distance, etc. This will 
not surprise anyone fami liar with palaeography. In fact, any 
consistent system of standardized alphabetic signs, can be made 
legible, readable, and beautiful as well. Given the necessary in-
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structions that will ensure congeniality and readability, legibility 
is something any scribe or composer can master in a limited time. 

It is not my purpose here to disparage psychologists or to sug­
gest tha t psychological research is useless. One significant prac­
tical result of psychological research is in the use of perforated 
tape for computer setting; i.e., analysis of the operator's mental 
processes while reading copy and composing on the machine. 
Nor am I suggesting that legibility at the composer 's level is all 
there is to readability and intelligibility, and tha t as a conse­
quence we could dispense with others involved in the adequate 
treatment of any given copy. A psychologist, it seems-as well as 
a designer- can be a victim of an aesthetic fallacy; viz., to think' 
of the individual letter or alphabet as the main issue in typog­
raphy. 

What, then, can be said about " typography, evolution and 
revolution"? 

There is no revolution in typography in the strict sense. Typog­
raphy, as such, is a technology that we a re growing out of, 
leaving behind. New technologies are emerging to take its place. 
The purpose of typography was to increase the production of the 
scribe. Now, new technologies are stepping up this production in 
a way that may well be called a technological revolution. 

In an effort to narrow my subject down to some measure of 
specificity, I want to discuss what seems to me to be the essence 
of "typography" apart from any technological consideration. The 
scribes of old as well as the typographic composer or operator of 
today (or, for that matter, the computer) have one and the same 
purpose: the multiplication of writing, as distinct from visual 
communication which has been the province of the illuminator, 
or, as we would put it, the graphic artist. 

Writing is now considered a very common, every-day practice 
- a manual task, hardly an achievement- except for the rather 
"amusing" expertise of a calligrapher. Thus the fundamental 
significance of writing is lost; which is, in fact, as a social link as 
well as an intellectual discipline, not as a personal accomplishment. 
When talking about typography, we are all too prone to think only 
of books, posters, ads, and to forget the legal, commercial, religious, 
and scientific documents that contribute to the rational structure 
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of our society (even though they escape the notice of most artists 
and researchers). W ith unfailing instinct, the first thing that the 
over-a ll subversive Dada movement assailed was language and 
typography, precisely as the two fu ndamen tal aspects and links 
of a rational society. 

Writing is so familiar, so matter of fact, that we fail altogether 
to realise tha t it is a very complex product, the crowning achieve­
ment of human culture and of generations of learned and highly 
specia lized people; not of a technology, nor of mere scribes either. 
Scribes, operators, composers are concerned with individual letter 
symbols- a matter of legibility. There is much more to writing. 

The very intention to put thought- not only pen- to paper 
affects the thinking process. It invites rational thought, controlled 
communication. Consciously or unconsciously, it a ims a t creating 
and preserving social links; however tiny, they eventua lly, by 
sheer accumulation, make up for a whole social structure. The 
format, the proportions, and the plan ning not only of a page but 
also of the whole "written" document affects the very intelligi­
bility which comprises the psychological impact as well as the 
direct meaning of the text. 

Only such a complex subject accounts for the fact that, begin­
ning with the thirteenth century and until la te into the sixteenth, 
writing was ta ught at universi ties all over Europe. Writing masters 
were not mere calligraphers; they were men of learning-mathe­
maticians, philologists. Small wonder that so many manuscripts 
and printed books were not only useful tools but, as often as not, 
splendid works of art as well. 

Typography took over a scriptorial tradition in full vigour. 
What happened in the course of the typographical evolution of 
writing? To put it very briefly, writing masters disappeared from 
the universities (perhaps there was some connection between their 
withdrawal and the discarding of La tin for teaching purposes?) . 
From the point of view of status, the liberal arts were superseded 
by science. The care for typography as wri ting - as a mental, 
intellectual d iscipline- rested more and more with prin ters who, 
on the whole, were less and less lea rned people (more mech­
anized scribes, so to speak). Finally writing as a part of learning 
was altogether neglected. 
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This is obviously an oversimplification . To be a little more pre­
cise: after Gutenberg, the transmission of the scriptorial tradition 
took effect through the agencies of writing masters, printers, and 
typefounders. Authors cared less and less. Printers gradually be­
came immersed in industrial and managerial problems. The type­
founders alone could not be expected to keep the tradition a live. 
T hey can only ensure that their types are p roperly designed; they 
cannot enforce the intelligent arrangement of text matter. This 
applies also to the typefounders' new competitors: the computer­
ised composing machines. And we cannot ignore the fact that 
there is every ind ication that the care for the multiplying of new 
and tradi tional categories of text matter is in the process of being 
shifted from the composer's shoulders to the shoulders of typists. 
I d o not wish to appear suspicious abou t these new technologies. 
This wou ld be an altogether unrealistic, unpractical attitude. 
There is no obvious reason why new technologies should spell 
disaster for writing. Even if they al together neglected the typo­
graphic tradition in the design of type-which is not the case­
they could not be blamed for overlooking even a large amount of 
the typographic niceties and refinements. Fine printing was never 
the primary purpose of typography either. 

During any period there has been only a variable degree of 
coincidence between the economic and the cui tural consciousness, 
between the drive towards new processes and the sense of scrip­
torial tradition and culture. Tradition is not an undue respect for 
the past as such. Only a proper sense of trad ition can help the 
most fana tic modernist put into effect the most revolu tionary 
process. Whether it is baked in some primitive oven or in an 
electronic contraption, the proof of the cake is in the eating. The 
proof of writing is not in the computer, it is in the reading. I n the 
case of writing, only a sense of tradition can help us toward an 
intelligent and contemporary structure for printed text matter. 

Since some things- especially those we call cultural-do not, by 
definition, take care of themselves, I suggest that some consider­
ation be given to the tra ining of many more people in the tradi­
tion and practice of designing wri tten language, of writing as an 
intellectual d iscipline. Of necessi ty, more typists are being trained 
in the compositor's abili ty to follow instructions. Bu t what about 

377 



training needed to give proper, adequate instructions? Writing, 
whether typographically or electronically, is not an inborn talent, 
but a way of thinking, a rational attitude and a mental discipline. 
Only when thought is constructed orderly and rationally, can a 
corresponding orderly, rational structure be given to its transcrip­
tion-to its layout and design. Some consideration must be given 
to the training, at the university level, of competent people for the 
proper writing and editing of text matter- not as pieces of art, 
but as instruments for intellectual information. There are cogent 
reasons for that. 

The indifference of students as regards plain, clear, adequate 
language is already giving cause for alarm in our universities. It 
would have practical as well as cultural results to give them some 
sense of the scriptorial tradition, in its manuscript as well as in its 
typographic aspects. T hey would be prepared to meet the new 
scriptorial needs throughout commercial and industrial manage­
ments, scientific laboratories, etc. And, hopefully, they would be 
equipped with a thoroughly rational and intellectual training in 
the proper-written as well as spoken-expression of their and 
other's thinking. The m easu re of the success of a culture is ex­
actly the measure of the degree of rationality it achieved in its 
expression. Therefore, there cannot be a fundamen tal clash be­
tween two or more cultures, but only an emotional clash between 
two or more exponents of diverse aspects of culture. 

I am well aware that the programs of American universities are 
as overcrowded as they are in Europe. All we can hope to achieve 
now, obviously, is to start thinking about writing in a new light, 
to look at writing in the perspective that the present and the near 
future of printing and publishing demands. 

Needless to say, typography in the traditional sense, is still open 
for research. Typography as writing, however, as an intellectual 
discipline for the proper d esign of intellectual tools or as the foun­
dation of various types of societies has hardly been touched upon. 
I know only of one exception : Istvan Haynal, l'Enseignement de 

l' ecriture aux universites medievales (Budapest, 1959)-to whom I am 
deeply indebted. 

Consider, for instance, these examples: the h istoric relationship 
of writing and printing in our countries may help explain the way 
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they developed or did not develop in other countries; the a rrange­
ment, the scaling up or down of the various parts of a whole 
piece of writing, printed or manuscript, may be more important 
and socially significant than the design of any individual hand or 
letter design ; research may detect unexpected social connections, 
psychological associations, conscious or unconscious mental atti­
tudes, in the choice and combination of various letter styles. And 
it is a m istake to suppose that technology is the sole revolutiona ry 
element. Somewhere in the beginning of the Christian era, the 
scroll was superseded by the codex. There is too little factual in­
forma tion on the why and how of this revolu tion. It made for 
more transportable books, easier to consult for study and refer­
ence, for the introduction of critical apparatus, for editorial 
refinements, and for propaganda (it is known tha t the early 
Christians were not the last to avail themselves of the advantages 
of this new book form). In mod ern times, as a result of social, 
industrial, as well as technological evolutions and revolutions, the 
daily newspaper introduced the one new "writing" format since 
Gutenberg. 

The study of such a complex subject as writing cannot be con­
fined to any special branch of learning. It calls for the close co­
operation of specialists in many branches: linguists, communica­
tion, psychology, history, technology. And, if such an 
interdisciplina ry cooperation ever comes about, it would not be 
a revolution at all, but a very natural evolution of "typography" 
research. 

Fernand Baud in's article was originally presented as a lecture a t 
Callery 303 in New York C ity this fall. 
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These illustrations are intended to reinforce the two main points 
of the argument. First: writing is more than a technology, an 
artistic or manual accomplishment; it is a rational meth od for 
the proper design of intellectual instruments and social links. 
Second: total format of any piece of writing as an object (manu­
script, imprinted, or otherwise) is at least as significant as any 
single aspect of the document. 

Figure 1. Prescriptio or quittance fo r 3480 sesterces. 57 A.D. Roman style. 
Format: triptych, i.e., three tablets hinged together by a string of seals, stereotyped 
display of texts on " pages" 2, 3, 4, and 5 (page 4 is partly hollowed to make room 
for the string of seals) . The writing is comparable to any mural graffito; yet, 
in a fJrescriptio, the spatial arrangemen t is part of the information. 

Figure 2. Prescrij;tio for the sale of a slave. 166 A.D. Greek style. Format: 
fo lded papyrus, 7 seals, 7 strings, 7 hands in early roman cursive writing. 

Figures 5 and 6 (opposite) . T wo chapter openings of the "Zurich Bible," ca. 800 
A.D. The division in books, chapters, and further sections is as fixed as a ritual. The 
combination or fixed constellation of writing styles and their hierarchy is typical 
for Tours in the ninth century : roman square capitals and uncials for display. Yet 
the text is written in a miscel lany of half uncials (Figure 5) and Caroline 
minuscules (Figure 6) . What would we say or think today of anyone mixing 
Garamond with Bembo in one and the same text matter? 
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Figure 3. Imperial diploma. 1053 A.D. The format, the stereotyped order, and 
wording of the form ulas for every single part of the document are clearly as 
significant as any of the various scripts involved. Formulas comprise: invocatio, 
intitulatio, inscrijJtio, salutatio, arenga, jJTomulgatio, narratio, dispositio, 
corroboratio, subscriptio, date appecratio, etc. Visual aids: chrisman, 
Gitterschrift, minuscule with flourish, protocol, monogram, signum speciale, 
signum recognitionis, seal etc. 

Figu re 4. Menu a 60 francs. Manuscript. Brussels, Expo. 1958. A sense for decora­
tion and form ality may be instinctive and inborn; scriptorial competence and ratio­
nality are not. They need cultivation and tradition combined with observation 
and an awareness of economics as well as of technological development. 
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Figure 7. Papal Briefs, 1472, 1512, 1606. The oblong format was used in 
imperial and papal chanceries through the centuries. I t was also very common 
for various other documents. It is scarcely used as a book form, where it would 
be deemed inconvenient. 

Figure 8. T wo diplomas, both issued in the year 15 77 at the University of Paris. 
Identical format. The first, for a magister artium, dated March 21, in French 
gothic cursive. The second, for a baccalaureus in theology, dated August 1, in 
humanistic cursive. 

Figure 9 (below ) . An Epistle and its gloss, thirteenth century. 

Figure 10. Aristotle's, Ethics and Politics, fourteenth century. No longer a linear 
but a spatial arrangement. The plann ing of the prickings and the rulings be­
comes eventua lly the ra tional, adequate ordering of an intellectual instrument, 
as well as a determining factor for cost and delay. 
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Figures I I and 12. First proofs of a catalogue of books on music, as they came from 
a printing shop. One simply reproduced the typed copy. As a matter of fac t, no 
printing school , or art school can really prepare anyone to tackle this kind of 
design problem. 

Figure 13 (below ) . Cinema programme, Brussels. 

Figure 14. Publisher's ad in a joint Italian catalogue. Further proof that rational 
planning is not an inborn ta lent, nor even a mere consequence of a printer's 
training. 
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- '£TYM. Poignant, et le surthe mmf. 
POIGNAl\1, A:\IE (po-gnan , tmlln-t'; quelqu•s-­

uns disent pol-gn:tn}. o.dj.IJ t• Qui point, qui pique. 
Le Mri!'son a re~u d e la nature Ia facllit~ de prC­
scnltr de tous c6th des armes poil(nantes, BUPP. 
Jforc. choitr's, p. f95, f1 2• Fig. Oui cause une Im­
pression vivo et pCnthle. Bonheur, ph\il(in , trans­
ports, que vcs traits sont poignants I qui peut en 
w utenir l'atteinte? 1- 1. fiOUSS. IW . 1, &, Jl s'~t 
permis quelq~:erois de peindre le.s mlcbants et les 
vices en t raits vifs e t poignants, m<lis toujours 
prompts et rapide.s, ro. 2• dial. Sl vous descendez de 
Ia prosp6r iiC aux larmrs, ''ous serez: plus tris te, 
plus poignant, cmTEA OBJ~;. CiJJii!, JJ1 n, 3. 

f municre aux. commissaires du rol de France •• Frolaa. u, 
171. - E. Poignant, et Je suftlxe menl. 

poignant, ante {po·gnan, gnun-t'; quelques-un. dlsent r 
gnnn), adj. t 1 • Qui point, qui pique. • Le Mrisson n r 
de Ia naturr Ia laclut~ de pr~senter de tous cOl~s des orr 
poignnntes •, Buff. J\lforc. choisi, p. 195. t z o FJg. Qui c& 
une impression vive et p~niblc. • Donheur, plaistrs, transp01 
que vos traits sont poignantS I qui peut en soutcnlr l'atteinl1 
.J.-J . Rouaa. J-Ill. I, 5. • IJ s'cs t permis quelquefois de pein 
lt•s mCchanls c t Jcs vices e n traits vifs ct poignants. rn 
toujours prompts et r apid cs •, id. 2 e dial . • Sl vous d escem 
de Ia prosp~ritC aux larme~. vous sercz plus triste, plus ]: 
gnnnt •, Chateau b. G~nie, n , n . 3. - H. x1n• s. • Si ot 
langue moult punese, Et moult poignant et moult amer 
Itt Rost , 3527. • J...i roslerS est pofgnun s, et s'est souef In ros 
Ruteb. 13R. t xv• s. 1 Et si dit plusleurs aut res paroles au• 
n emenl poignant, lcsquellcs le due dlsstmuln •, Juv( 
Charles VI, 1384. • Vous s(:avez que de tisons embra 
y ssent [sortcnt] voluntiers poignnns estincelles •, Perct{or 
L v i. ro 71 . • I.cs mammelles dures et polgnnns ct Ia poictr 
hcllr l'l unic •, ib. t. v, 1° 44. t xvJe s. • Ce b ruit nlgre et J. 
l(nant que font Jes limes •, Mont. n , 367. • Le chauld ns 
d'un solei! poignant •, ld. tv, 104. - E. PoitJdrt. 

- HIST. XIII' •- Si ot Ia langue moult punese, 
Et moult poignant et moult amere( la Rose, 3&21. 
Ll rosiers est poignans, et s' es t souef Ia rose, lUl'· 

Tim. 138. II xv• s . Et si dit plusieurs autres pa­
roles aucunement poign11nt, )psquelles le due d issl­
mula, JUvtN. Char lt $ VI , f38f; _ Vous sej&VeT. que de 
tisons "mbr-Ws yssenl rsortent ] voluntierspoignans 
estincelles, P trt.,.(ort lt, t. VI , (- 71. Les mammelles 
ltttrC! el poigr.ans et Ia poictrine belle et unie, ib. 
t . v, (• H .lf XVI~ S- Ce bruit 8.igre et poisnant que 
fon liM limesl NONT. n , 3&1. Lc ebauld aspre d'un 
:.ole il poig nant, 10. Jv, ~04. 

-- £TnT. ~oindrt. 
POIGN.ARn {po-8'Jlll.fi quelques-uns disent poi- po ignard (po-gnnr; qnelques-uns dlsent poJgnnr ; Je d ne ~ r: 

Figures 15, 16, 17,and 18. Fourexamplesof the same entry, the word poignant, 
in a variety of French dictionaries. A sense of format and a proper editorial 
( i.e., scriptorial ) cul ture are also necessary for what is sometimes improperly 
called the "compositor's ability" instead of " finer points in the spacing arrange­
ment of writing" (and eventually, of type) . For there is no such thing, unless 
there is an editor's sense of responsibility toward author and copy- and precise 
instructions for the compositor. Figure 15: ( Li ttre ) orderly and sober ( three 
columns a page are practical for reference work ) ; Figure 16 : (Littre-Pauvert ) 
more elaborate (one column a page for casual reading ) ; Figures 17 and 18 : 
overemphasis on every single part of the text results in a jumble. 

lnp1.~~~~~T a:rT(~ ~~~ri~~g.na~r:n~~~ ;p~'~a~U a'k~l~' s~·; 
anc. P- pr~s. de poturlrt, • plquer •)-

II t o Vz.. Qui point, pique (Cf. Burro~. in LmR£). 
• A ce~ Instant du .olsUce, Ia lwnltr. du Pltiu mtdl u t, pou.r alntl-

dirt, polacante, t HO'OO, Mbir., V, I. XVI. 

U 10 Fig . Qui cause une tmpressfon tr~s vive. tr~s al~ue 
tsouYent. ~nible•) - V. Navrant. Douleur• pofgnante (ff· 
o~:~~~~0~i't. 6~}.2 ;_.~!~~tePa6s1!to!~t P(:ft~0 ~1f) !f'o~~~;na~t 
Eprouutr un brusqut et lof~nant btsotn (clt . 90}. La ten.-
:f';~'~~ ~aJ~'i'/o1;~~~~!e <b{ Hi3~'i:'X.c~tit~)&)~bagt tmprdnt 

• !:lie 1iltalt douce eomme ln bttu Jrac:ltuse• d a r11et au~: yeUJ: 
Protond•. et uouttlan commt, au matln, le tOUYtaJr polrn•M et 
•••u• dt 1.01 rhu. • PROUST, Plabln tt Joart, p, 52. 

1 ... CC~rr.me le capt!! Qui , com-ptant lea d:era.ltrt Jour• t\ •aeharn 
qut blentot H I cha1nu Yont torober, rerarde 10udal.D nee Wle 
~motion J>)ltnanct Itt muu de 1a cellule ... • 

Dt1HAM-• Sala•l-. V, U . 

- Une sct ne polgnante, tr~s ~mouvante, A la rots pre­
nante et dramattque• _ Leeturt poi&nante er t..rattantt 

~~~·n~~~- d~o~gn~~"cc~~"Jf,~'~i~. ~;~· n)S atd~~~~~~~~~a~ft 
dtchi ranrs. - C't $t 11ofgnant. cela perct, serre• l e Ca!'UT. 

• II y a queJqut choJC dt pl\ls PGII:n &nt l Tolr brQler qu'un patat• . 
C'" t une eha umltre. Une chaum!~re en reu tl' lamentable. La dtu•­
tatlon •'abattant n r Ia ml itre, 1e Y&Utour •'ac:hamant aur It Ttr de 
k r:t, U 1 1 ll on n t salt qu•l eontresena qui urre le ce2ur. » 

UUOO, Q1aln-wlnrl·l:ni.I•, I, IV, VI1. 
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t. pofCNA~T, adj. , piquant: 

Llr051or-a 41t poigtln'll• el •'est tou41r h. 1'010, 
(Rvna. , Dt1 Jacobiu, T, 111, IQ.) 

-Actif: 

ll di st encores. ee mesme soir que le 
pere )lichae lis estoil suett~ de quatre 
diable.; et. d'aularh de masiciens pour le 
maleflcier, et que ce maleRce. estoit si 

fij~~a~:~r~i~e p~!J r~~~OJ~u~.U~lf~~:A~~:: 
Hill. d 'une posttu., p. 311.) 

- BrUiant : 
Yous s~uez. que. de tisons embrases 

{~::C~{or;:,',u ~~:i~~ I" ;:!f.":;;8,,estince llu. 

I 
- S. m., poignard : 

Le su~p!ia.nt tlra 1.1n poignatlt ou dague, 

f~ :~~i~~i~l. :1~0~~e~~~~-uj~1a1~~.e ~~c~or,53 
La Bresse en Vosg.e~, pouogno.nt, 

piquant. 

~. POIG:-.'A~T, S. m ., poignet: 

Je aue p!ah en eodurant 
Les coups de IM bUnche. m..iM 
llh.ll pourlut r eTir e un peu 
Te' pfligfi(HII en•a ngltnlf'l. 

( D'Anuod, fE14 11.,lll1 UO, k hnme ctC.anad•-) 

- ? 

I La diiTerenu prorenoit possible plustost 
de l'incerlitude de 1:1 balance o u de Ia Tl-

1 cill31ion.de Ia mnin, qu'on appelle I~ poi· I gMnl. (Loc!S SA.\' tOr , Di$C. Ht..lt& mtdalftl 
1 antiqurs, P- 2i6, td . 162i.) 
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Figures 19 and 20. Two double-spreads from Stephane Mallarme's: Un coup de 
des jamais n aboliva le hasard, 1897, which consists of a single sentence arranged 
in form of a musical score. T he placing of the words and the body of the type 
should convey a sense of changing sonorities as well as the meaning of the text. 

!~--------~-------. -

-
I 

l~ 

·--
..................... 

... _ -........... _ ... 
·­__ .... _ .... 

._ __ 
-~-- ............ 

....... ·----·-....... ,_._ ....... _ 
. .... ..... 

. ... ................... 

·­. 

-·--. ·-



I ' 
II 

I ' 

111n ~II) IIIII (Ill) llln (ltlf) 

IIIIIIIIMIIIIIIIIIIIII 

IIIIIIMIIIIIIMIUUIIIIlllllll 

I BUM BUM BUM 

... 
11111111' II 1111111 

_.., M II I II, • -- " I 

J OBIC I 

a o B "' 

~-
~+---~ ··-
,,...._..._ .......... 
....... ... ,.wllr. J- ... 

-----­·-----· ----· ·----,. ___ _ 
-----

-= 

Figure 21. One page of Zang Tumb T umb, Marinetti, 1912. Poets and fu turists 
should (obviously) be free to indulge their wildest fancies. T heir "findings" may 
provide useful visual, as well as rhetorical, devices that can eventually be ratio­
nalized for advertising ... 

Figure 22 ... . or for sta tistical tabulation, as with W. Sandberg, honorary director 
of the Stede1ijk Museum, Amsterdam. 

Figure 23 (below). The result of sheer manual dexterity. Amsterdam, 1892. 



Vertical Group Exercises in Graphic Design 

Edward Wright and Jean Collins 

Graphi c designers traditionally have limited experience \\'ith the direct 
relationship between meaning and form in the language they use. In this 
experimental project graphic design students were encouraged to gradually refine 
thei r own ind ividua l handwritten texts from random, personal jottings into a 
formal graphic mode. Several studen ts' work is illustrated and commented on. 

These exercises form the preparatory stage of a graphic language 
" laboratory" study in the Department of Graphics at Chelsea 
School of Art. The word laboratory sounds ambitious, but in this 
first project it is the experimental attitude which defines the nature 
of the work rather than the equipment which is used. VIe began 
with a wish to provoke students into writing their own texts with 
the intention of using these to set typographic tasks based upon 
a handwritten groundwork. Typographers normally design using 
other people's words and eventually accept a situation in which they 
are limited to making only slight modifications in a given text even 
when a syntactic rephrasing could make the message more under­
standable. However, we found that recognizing a theme and 
choosing words was more valuable to our graphics course, so we 
decided to keep to a handwritten script. 

In the West most of us suffer from an inability to see hand­
writing as anything but a very informal or incomplete version of a 
typewritten or printed message. Lettering and calligraphy which 
are taught in many graphic design courses frequently show such 
symptoms of overcompensation as a meaningless formalism, akin 
to ballroom dancing. A graphics course should examine and dis­
cuss the suita bility of every graphic means without ignoring the 
function of peripheral implements and pieces of equipment. What, 
for example, do we have to say about the use of the ball-point pen? 
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We may use it for marking-up and correcting proofs, and then may 
find that it has other graphic uses. 

This project makes use of handwriting, but the aim is not to 
produce " li terature" only, nor a " free calligraphy" only, but to 
give the experience which allows a mass of words to be examined 
and processed accord ing to a program. We are not interested in 
end-products, but in dissolving inhibitions and breaking down the 
idea of compartmentalized skills. As communication, speech comes 
first; words come in with writing. Why should graphic designers, 
like many specialists, be afraid of words outside their own technical 
type of discourse' 

" Journeys demonstrate (among other things) that words are 
strangers to the things they name" (Amereida) . In the first exercise 
we asked students to attempt to reverse this situation. The project 
was introduced verbally to a group selected from graphics students 
in all three years of the Diploma in Art & Design course. Each was 
issued a copy of the program synopsis and notes reproduced on 
following pages. We asked them, in their own time, when alone or 
late at night before going to bed, to give names to, and make u p 
phrases about things in their vicinity. Early in the morning they 
were to add to or amend what they had written. The process was 
to continue until the student had exhausted his response to the 
stimulus-object. 

The random notes were to cover the area of work on the paper 
as completely as possible and could be illegible to anyone except 
the student himself. This was to allow a sense of freedom until the 
student had accumulated a rich verbal soil as a basis for the 
following stages of the exercise . It was stressed at the outset that 
participation in the project was tota lly voluntary; students were 
free to drop out at any stage, which many did . To maintain the 
laboratory point of view, all work in the series was done on sheets of 
layout paper 15 inches wide by 20 inches deep, coded with stenciled 
numbers in the bottom right-hand corner to correspond to the 
exercise in the program synopsis. The area of work was chosen by 
the student, but this area- drawn in pencil on the sheet- was to 
be kept the same, in size and position, throughout the series. The 
decimal system of numbering the exercises set a limit of nine sheets 
for each stage in the series; when this limit was reached a move had 
to be made to the next stage. 
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The title Vertical Group was originally chosen because the 
students were drawn from each year, worked without hierarchy, 
and attended weekly group tutorials to discuss their work progress 
and problems in the project. Later the system was replaced by in­
dividual tutorials as the working pace of students varied and 
fluctuated according to the demands on student's time made by 
other projects in the graphics course. I t is hoped that some of the 
first- and second-year students who participated last year will 
continue with the project d uring the remainder of their course. The 
work illustrated shows a part of the work carried out from O ctober 
1966 to June 1967. An unexpected result of the exercise has been 
the stimulus given to students to follow some experiments of their 
own invention outside the program but organized within the same 

methodical pattern. The examples on pages 407-8 are a part of a set 

of experiments made by a first-year student during the summer 
vacation. 
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Project Synopsis 

1.00 handwritten 
.10 repeated random observation 
.20 selective observation 
.30 continuous prose 
.40 given number of words 
.50 analysis/listing 
.60 naming/titling 
. 70 ambiguities 
.80 word substitution 
.90 commentary 

2.00 description of given object 
.10 seen 
.20 measured, counted 
.30 touch or taste 
.40 smelled or heard 
.50 structure, weight 
.60 uses of 
. 70 for or against 
.80 comparative aspects 
.90 prose 

JC 

Notes 

3.00 description of group of objects 
maintaining a representation of 
their spatial relationship by 
tabulation 

.10 seen 

.20 measured, counted 

.30 touch or taste 

.40 smelled or heard 

.50 structure, weight 

.60 uses of 

. 70 for or against 

.80 comparative aspects 

.90 prose 

4.00 observer as object 
.10 describe all other objects 

in selected group 
.20 repeat from viewpoint of each 

object in turn 
.30 
.40 
.50 
.60 
.70 
.80 
.90 

1.10 observations to be written/overwritten to saturation point on sheets 
of same format (20"x15") within uniform chosen area 

.20 approaching results of 1.10 objectively and extracting, verbatim, 
evidence of any apparent themes; e.g., subject content, phonetic, etc . 

. 30 making a prose piece out of the selected words and/ or phrases which, 
by its composition, should illustrate the reason for the selection 

.40 progressive editing, maintaining prose form 

.50 breakdown of prose into simplified grammatical analysis 

.60 arbitrary analysis; e.g., relating to sizes, functions, all iteration, etc . 

. 70 rearrangement of selected words to find new way of communicating 
their meaning; by repetition, grouping, etc. 
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Figure 1. Sarah Norton, Third Year. Subject : a cellophane-wrapped, sliced loaf of 
bread. 1.11-random observation . 

. 80 experimenting with synonyms, etc . 

. 90 personal into universal language: comparison of intended and 
apparent meaning 

2.10-2.70 random observations, as in 1.10, made exclusively through one 
sense at a time 

.80 recurrent theme/words selected from each group 

.90 presentation of combined selections from each group 

3.00 a multiple form of 2.00, exploring the possibilities of spatial 
relationships as emphasis or modification of meaning : graphic 
presentation of literal content 

4.00 descriptions of each object in the selected group are presented 
simultaneously from every viewpoint in turn; the area of interest is 
where the viewpoints "overlap"- the common essentials 

JC 



Figure 2. Sarah Norton. Subject : a cellophane-wrapped, sliced loaf of bread. 
1.12- random observation. 1.20-selective observation. 1.30- continuous prose. 

Description of given object. Subject: a two-shilling piece. 2.13- seen. 
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Figure 3. Sarah Norton. Description of a given object. Subject: a two-shilling 
piece. 2.20-measured, counted. 2.30-touch or taste. 2.40-smelled or heard. 
2.50-structure, weight. 
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Figure 4. Sarah Norton. Description of given object. Subject: a two-shilling piece. 
2.60-uses of. 2. 70- for or against. 2.80-comparative aspects . 2.90-prose. 
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Figure 5. Peter Niczewski, First Year. Subject : an electric fire. 1.10- random 
observation. 1.11- random observation. 1.12-random observation. 1.21- selective 
observation. 
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Figure 6. Nick Cudworth, First Year. Subject: his immediate environment. 1.11-
random observation. 1.22- selective observation. 1.30- continuous prose. 
1.41- given number of words. 
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Figure 7. Nick Cudworth. Subject: his immediate environment. I .50-analysis/ 
listing. I .61-naming/ titling. 1.7 !- ambiguities. I .80-word substitution . 
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Figure. 8. Ni c~ Ct~dworth . 1.90- commenta ry; a report by the student-on the 
evolution of h1s p1ece of writing with in the fram ework of the exercise. 1.9 1-
commei~ta ry; supplem ents 1.90 and is an analysis of the derivation of recurrent 
themes 111 the random work. 
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~igure 9. Nick Cudw . 3 mI. II ( p. 400) . oith. Caligraphic .· enlarged 4- . !- part of 1.11 enla. expenment relat ing tor . part of 3 enlarged. Iged. 2-part of 1 cnlar dandom handwriting ge · 3- part of 2 
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Figure 10. N ick Cudworth. Dia logue into structure . 
1-Th e dialogue, taken from a magazine, is divided 
into g roups indicated by Jines that relate to points of 
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groups, mantaining conversationa l ord<'r and st ill 
including lines to indicate parts which were derived 
from different points in the o ri ginal fra m ework. 
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III- Transposition of the dialogue into three­
dimensional volume, and the ratios on which this is 
based. IV- Scale drawing of three-dimensional 
structure representing evolution of the dialogue as 
analysed. 
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Japanese Calligraphy 

Horie Tomohiko 

More than any other a rea of the world , J apan and China havr rcfinrd the practica l 
act of writing into a highly-expressive art fo rm . With their roots in ea rlier Chinese 
symbols, J apanese callig raphers have- through a 1300-yca r history-dPvelopcd 
a variety of unique styles of their own. T wo main classifications arc d iscussed: 
" classical" in which form and emotion arc closely integrated, and "subjective" in 
which feeling takes precedence over form. 

Insofar as writing was invented as a series of signs to represent 
the spoken word, the primary emphasis is on its practical aspect. 
In this respect, all countries are probably the same. However, 
man also has an instinct to represent things as aesthetically as 
possible. It would be no wonder, then, if in the course of using his 
scripts he should come increasingly to see their forms as a vehicle 
for his own aesthetic outlook. To put it di fferen tly, writing is 
perfectly capable of acquiring an artistic character in addi tion to 
its practical na ture as a set of signs. Even so, it is probably no ex­
aggeration to say that of all the countries of t he world only Japan 
a nd China have m ade of writing something more than a useful 
set of signs and refined it into a highly a rtistic " calligraphy," 
capable of giving aesthetic pleasure wh ile retain ing to the full its 
practical usefulness. 

The history of C hinese calligraphy dates back incomparably 
farther tha n that of Japan, but even the latter, starting as it d id 
around the seventh century, can boast a history of more tha n 
I ,300 years. That Japa nese calligraphy throughout these centu­
ries grew and developed under a succession of influences from the 
styles of Chinese call igraphy is undeniable; but it is equally true 

Reprinted with kind permission from Japan Quar/Prly, January-Marr h, 1967; 
© 1967 by Japan Quarterly. 
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that Japan has also developed all kinds of unique styles of its 
own. It is not my purpose to go into detail concerning the various 
differences between the two nations in this respect. Nevertheless, 
I feel it is necessary to give at least a general account of the spe­
cial characteristics of calligraphy that have won it such a re­
spected place among the formal arts of both China and Japan, 
and of the common features, transcending stylistic differences, 
which the calligraphy of both countries shares. 

Calligraphy as a Formal Art 
What fundamental differences distinguish calligraphy- considered 
as a formal art- from, say, painting or sculpture? Writing, which 
calligraphy uses as its medium, is no more than a set of signs 
designed to replace the spoken word. To take Chinese characters 
as an example, some of them first came into being as primitive 
pictorial representations without even fixed forms, and even after 
developing into true hieroglyphs which had been simplified into 
fixed arrangements of lines and dots still-as in the character for 
"horse" ~ - retained strong visual suggestions of the actual 
object in nature which they were intended to represent. However, 
such complex forms were too unpractical to survive for very long, 
and the lines and dots in each character were progressively pared 
down or reorganized until the result was a completely abstract 
arrangement with no apparent relationship to the original object, 
and signifying that object only by general agreement. Other 
characters were unconnected with naturally occurring phenomena 
from the outset, being geometrical arrangements of formal ele­
ments- such as horizontal and vertical lines or squares and tri­
angles- which were endowed with an arbitrary meaning. Other 
characters, again, were formed by means of a combination of 
these two types. 

Whatever the origins of the characters, however, it should be 
noted that the results are in every case purely abstract forms. The 
hieroglyph, insofar as one can still detect signs of the actual ob­
ject it was intended to represent, has affinities of a kind with 
painting and sculpture, but the purely abstract character is an 
entirely different matter. When one considers that most of the 
characters one is likely to see in calligraphy nowadays consist of 
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just such abstract forms, the abstract quality of calligraphy begins 
to emerge as one of its chief features as a formal art, one that 
clearly distinguishes it from the representational qualities of most 
painting and sculpture. 

What, then, are the chief aesthetic factors in this art so different 
from painting and sculpture? They can be summed up, perhaps, 
a s the pleasure given by the arrangement of the dots and lines 
which make up each character, and the appeal of those dots and 
lines in themselves. That it is not a question of the meaning will 
be obvious from the fact that, for example, a number of different 
calligraphic works all based on the character for " cloud" will all 
convey precisely the same meaning irrespective of the artistic 
value of the calligraphy. What do I mean, now, in speaking of 
the "pleasure" given by, or the " appeal" of a character? Both, in 
short, lie in the character as an outward expression of the spiri­
tual rhythms of the calligrapher at the moment when he put 
brush to paper. Even though calligraphy cannot, of course, ignore 
the structural conventions of that medium, there is no obligation, 
as in painting, to represent actually existing objects. Thus the 
calligrapher is comparatively free in the a ct of artistic creation 
which precedes expression, and the lines and dots through which 
an arrangement is achieved have a correspondingly close relation­
ship with the personality of the calligrapher. Nor should one forget 
here the extremely important role played by the special tool em­
ployed for calligraphy- the hair writing-brush. By varying the 
speed with which the brush is plied, or the pressure brought to 
bear on it (the tip is, of course, far more pliant than, say, a pen 
or quill), it is possible to provide a graphic picture of the mental 
rhythms of the calligrapher at any particular moment. The inter­
est and appeal of this process make themselves felt in the viewer's 
mind as a type of beauty- which makes it plain, I would suggest, 
that a strong "spiritual" quality can also be listed among the 
special attributes of calligraphy. 

I have just referred to the "spiritual" nature of calligraphy. I 
could equally well have spoken of its " artistic" quality, insofar as 
the feelings of the calligrapher use the characters for artistic pur­
poses- that is, as a medium through which to evoke a specific 
emotional reaction within the viewer's m ind. It scarcely needs 
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pointing out that the quality of the "art" involved varies in di­
rect relation to the quality of the calligrapher's mind. 

Of course, although I have spoken here, for simplicity's sake, 
of " using writing as a medium," in practice a ll kinds of factors 
must be present before it can be effective as a means of artistic 
expression. The most basic of all these is that, since the medium 
is a series of characters, each made up of lines and dots, there 
must be a sure grasp of the structural form of each character, and 
a sense of rhythmical flow where a number of characters follow each 
other, as well as a sensuous appeal, deriving from the brushwork 
as such, in the lines and dots themselves. More specifically, if the 
calligrapher wishes through his work to create an a tmosphere of, 
say, solemnity, he must obviously consider what quality of line is 
best suited to this particular aim. Or if, again, he wishes to ex­
press a romantic feeling, he must obviously work out what permu­
tations and combinations of the factors mentioned above would be 
most effective for his purpose. 

In both China and Japan, changing conditions from period to 
period have given rise to many different modes of calligraphic 
expression. It is the accumulation of the thought and ingenuity 
expended in this d irection by the best of the calligraphers who 
have appeared over the course of this long history that constitutes 
wha t is known as slwho. 

The work of every celebrated calligrapher of both Japan and 
China, from ancient times up to the present day, has invariably 
been founded on one or another of the traditional styles which go 
to make up shoho. For practical purposes, however, one can dis­
tinguish two main types of calligraphy. 

The first type of work is that in which form and emotion are 
closely integrated; this is the calligraphy which has come to be 
known as "classic." Representative calligraphers in this class in­
clude Ono no Michikazu (also known as Ono no Tofu; 894-966) 
a nd Fuj iwara no Yukinari (972-1027) (Fig. 1) in Ja pan, and Yu 
Shih-nan (588-628) (Fig. 2), Ou-yang Hsun (557-641), and Ch'u 
Sui-ha ng (596-659) in China. 

In the second type- which adopts what one might call a "sub­
jective" approach- feeling takes precedence over form . Calligra­
phers who can be classed in this ca tegory include Fujiwara no 
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Figure 1. Calligraphy by Fuji\\'a ra no Yukinari (972-1 027) . 
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Calligraphy by Ryokan ( 175 7-1831). 



' 
< 

If 
F igure 4. Calligra phy by Su Shih ( 1036-11 0 I ) . 



Sadanobu (b. 1088) and the Buddhist priest Ryokan (1757-1 831) 
(Fig.3) in Japan, and Su-shih (1036-1 101) (Fig. 4) in China. 

Calligraphy in the classical style tends to impress one, first and 
foremost, by its well-ordered, regular beauty. Thus when it is used 
as a model for practice the results are liable to be too craftsman­
like, an enormous technical proficiency being lavished on an often 
threadbare spiritual content. With the more subjective style, on 
the other hand, it is the feeling which strikes one first, so that 
calligraphy in this style tends to be confused with the work of the 
dilettante who ignores technique and tries to carry the day with 
mere bravura . Moreover, both the craftsmanlike work and the 
showy work of the dilettante-perhaps because of their ready 
comprehensibility- are often mistaken for the real thing. Thus 
anyone who is really interested in calligraphy should first train his 
eye to distinguish between the true and the false in each case, and 
should be prepared to distinguish all the styles of the best callig­
raphers of the past in China and Japan. 

Both the two types of beauty which I have postulated above 
unquestionably represent genuine, orthodox approaches to callig­
raphy. However, one has only to look about to realize that besides 
these "orthodox" types of calligraphy there are others which can 
give us aesthetic pleasure of a different kind. Such kinds of callig­
raphy should be viewed as products of a state achieved withou t 
completing the process of training based on the orthodox callig­
raphy. One frequently comes across examples which fall in this 
category among work done by artists, with their especially deli­
cate susceptibilities and rich powers of expression, or among 
scholars of especially profound learning, or among particularly 
cultivated persons in all kinds of other fields. T hey are all stamped 
with the humanity, at once profound and elevated, of the men 
who wrote them, and are deeply moving in their own way, which 
is distinct from that of the conventional schools of calligraphy. 
This means, in other words, that one must recognize here the 
existence of an artistic quality distinct from that of calligraphy 
learnt via the traditional schools. 

An example which can be cited here is the calligraphic works 
of celebrated Zen priests of the past. In their day, the study of 
how to write well using a writing-brush was an important aspect 
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of education from a very early age, and since they were doubtless 
educated in the same tradition, they had, in this sense a t least, 
"studied" conventional calligraphy. However, most of them dif­
fered from the ordinary run of well-known calligraphers- who 
chose a certain existing style and stuck to it throughout in per­
fecting their own work- in that once they reached a certain age 
they ceased to trouble themselves with particular schools and 
wrote as they pleased. In this respect they resembled the average 
man of today; where they differed from him was tha t those whose 
work is prized today were all noted rel igious leaders who, as a 
result of rigorous rel igious training, had acquired a fervent desire 
for ultimate truth and a lofty nobility of spirit. I t is no wonder 
that a lthough they d id not rigidly observe any particular style of 
calligraphy, their work exudes a powerful character of its own 
which impresses in a totally different way. I t is this, without 
doubt, that gives the work of the famous Zen priests its worth as 
calligraphy. Some people tend to attach so much importance to 
traditional styles that they under-estimate work of this kind­
work, that is, which represents a powerful statement of its author's 
personality. 

I doubt whether in any other of the formal arts, such as paint­
ing or sculpture, the practice exists of mastering technique through 
the repea ted copying of the works of the masters- even though a 
correct appreciation of those works may play an important role. 
I n calligraphy, however, it is a normal method to choose a classic 
work, then make its style one's own through repeated copying. 
Moreover, it is common practice for a teacher himself to write 
specimens of call igraphy for his pupils which they copy repeatedly, 
in the same way as the classics. I n fact, whether one's model is 
the classics or a model provided by one's teacher, it is far from 
an easy task to reach the state where one has mastered the original 
style and proceeded just that little bit further- where one has 
succeeded, in other words, in expressing one's own individuality. 
Obviously an enormous effort is required here, but still more does 
one need a rich share of the artistic temperament. For this rea­
son, most people who learn calligraphy seem more or less con­
tent, in practice, to reach the level of perfect copies. H owever, 
calligraphy which still smacks of imitation is obviously not a work 
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of art; in fact, the work of the Zen priests, for all its disregard for 
the rules and its untrammeled self-expression , is far more effec­
tive tha n more orthodox work that stops at this level. Here, one 
suspects, lurks the grea test difficulty of calligraphy as a n art. Mi 
Fu ( I 051-1 I 07) complained: " Writing calligraphy is really hard 
work: one can write the same thing several times over and produce 
only one or two characters that are pleasing to oneself. " This re­
mark is illuminating, coming from one who is famed, even among 
the great calligraphers of the Sung Dynasty, for his technical 
skill. 

The Meaning of Slzodo 
Chinese has the word shoho, but not shodo. Both may be trans­
lated into English as "calligraphy," but whereas the former refers 
to the art, or technique, of calligraphy, the la tter signifies the 
" way" of calligra phy, i.e. calligraphy as a " way of life" -almost 
in the rel igious sense. The word, which is peculiar to Japan, is 
still current, but scarcely seems appropriate to the world of cal­
ligraphy today when one considers the sense in which it first 
came into being. 

From the late K amakura Period (around the middle of the 
fourteen th century) on through the Muromachi Period (first half 
of the sixteenth century), new ideas came to the fore in artistic 
and dramatic circles in Japa n. The priest K enko ( 1283- 1350), 
who wrote the well-known collection of belles-lettres known as 
Tsurezure-gusa, has the following to say in this work: "A specialist 
in a particular field , even if he has not reached the stage of ex­
pertise, is invariably superior to the expert dilettante; it is the dif­
ference between the man who makes constant efforts to ensure 
that he does not break the rules and the man who behaves just as 
his fancy ta kes him ." This can be construed as mea ning that for 
the a rtist to give expression to his emotions just as they stand is a 
perversion of art, that true a rt can only exist where the lesser self 
has been su ppressed and the emotions purified by being confined 
w ithin a fixed form. To carry the argument further, one could 
say that tra ining in suppressing the self, and in purifyi ng the 
emotions by restric ting them within form is, in a sense, both an 
artistic and a religious d iscipline; besides being an indispensable 
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stage toward technical mastery, it is also an important means to 
forming the charac ter of the calligrapher himself as a man. I n 
other words, both artistic and religious disciplines go to mold the 
man, and it is only when the man is well formed as a human 
being that artistic beauty can emerge. 

This way of thinking clearly indicates a bond between the 
world of art and the world of religion and morality, and this is 
how the concept of shodo- of calligraphy as a way of life- first 
came into being. I t was to domin ate the world of calligraphy 
from then on; even nowadays, it seems, the idea that to learn cal­
ligraphy is a means of elevating the character still persists among 
some calligraphers. However, most of them have discarded it in 
favor of the view which treats calligraphy simply as a formative 
ar t. The kind of "genuine" calligraphy which is dependent, as I 
have suggested, on spiri tual discipline within the confines of a 
fixed form is inevitably deficient in individuality and, as such, 
undoubtedly tends to leave modern man very much unmoved. I 
do not feel , however, that it can be dismissed lightly on this ac­
count, si nce, whatever theories may be bandied abou t concerning 
artistic values nowadays, the fact that such a characteristic con­
cept should have been produced by artistic circles, and that a 
type of calligraphy worked out strictly on the basis of this con­
cept should have enjoyed such a vogue in Japan at one period 
still represents an important episode in the cultural history of Japan. 

Kana 
The word kana signifies " letters used provisionally." In order to 
explain what " provisionally used" letters means, it is necessary to 
say something about how Ja pan first acquired its own script. By 
the time society had developed to a stage necessitating the inven­
tion of some method of writing, the ancient Japanese were already 
in possession of Chinese characters (kanji) brought over from the 
continent. I t is impossible, of course, to say just when kanji ""ere 
first imported in to Japan. However, objects bearing an inscription 
in kanji showing them to have been made around the middle of 
the first century A.D. were excavated in Japan in 1784, and records 
fortunately survive in China which show that they were brought 
to Japan around the same time. This is an extremely important 
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fact in any consideration of the import of Chinese characters into 
J apan. It means, at the very least, that the ancient Japanese al­
ready had a script on hand which they could use in writing their 
own la nguage. 

The question was, just how were they to make use of this 
script? Kanji of course, were designed in order to write the Chinese 
language, and are ideographs, each of which conveys a meaning 
by itself. Without doubt, it was the writing of Chinese that the 
ancient Japanese first learnt from the Chinese scribes who settled 
in Japan. They were obliged, as it were, to translate Japanese into 
C hinese before they could write it. The fact remained, though, 
that however proficient they might become in this method Japa­
nese had nuances of its own which it was impossible always to 
convey adequately in translation. This was a formidable barrier 
which they brought up against from the very outset. To put it at 
its simplest, there was obviously no way of turning personal and 
place names into Chinese, and there was no alternative but to 
transcribe them phonetically, using one Chinese character for 
each sound. I nevitably, this was no more than a kind of emer­
gency measure which involved using kanji for their sound only 
and ignoring the meaning which was such an important element in 
them. In this emergency measure, we see the first buddings of 
kana. I ndeed, no way of using the Chinese characters could be 
more li terally "provisional"-considered in the light of their 
original function- than one which mutilated them by discarding 
their sense and using only their sound. One of the oldest surviv­
ing examples of this phonetic use of kanji occurs on a sword ex­
cavated from an ancient burial mound at Funayama in Tamana 
City, Kumamoto Prefecture. Measuring 90.7 em. in length, it 
bears on its back an inscription, inla id in silver, which describes 
the circumsta nces of its manufacture. Though consisting for the 
most part of Chinese, the inscription gives personal names in kana. 

A study of other articles buried with the dead suggests that the 
mound was erected in the la tter half of the fifth century, while 
the inscription has been interpreted as showing that the sword it­
self was made in the first half of the same century. 

This, very roughly speaking, is how the method of writing 
known as kana first came into existence. I n Japan during ancient 
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times- surviving sources suggest that this means from the Na ra 
Period on through the Heia n Period, i.e., from the eighth century 
through the twelfth century- it was the general custom for men 
of the intell igentsia, most of whom were aristocrats, to use Chinese 
for all written purposes- not only for official documents but for 
private documents such as letters and diaries as well. Kana during 
this period was used onl y by men of compara tively low education 
and by women. Examples of writing by men using kana only are 
to be found a mongst letters da ting from the mid-eighth century, 
and it is also certa in tha t by the beginning of the latter half of 
the tenth century a kind of superstition was prevalent among ordi­
nary women which held that for a woman to have anything to do 
with kanji was to invite misfortune. 

I have spoken several times of using kanji as kana. In practice, 
however, three principa l styles of writing kanji- known in Ja pa ­
nese as kaislw, gyosho, a nd sosho- are distinguished (Fig. 8), a nd it 
was the custom from an ea rly date in Chin a to use one or the 
other as the occasion demanded. In kaislzo each character is wri t­
ten carefully in its full form without even minor contractions; it 
takes time to wri te, but the finished product has a characteristic 
dignity all its own . Gyosho a bbrevia tes a nd softens the forms of 
kaisho somewha t, while in sosho the forms are subjected to extreme 
simplification and the movements of the brush speeded up to 
produce a flowing beauty not to be found in gyosho, much less 
kaisho. The distinctions in the use of these three styles customarily 
made in China were ta ken over a s they stood by the Japanese 
and, as might be expected, were carried over into kana too. Kana, 

thus, also had its kaislzo, gyosho, and sosho, which were used side by 
side, a nd the distinction between the three can be clearly de tected 
in actual specimens of kana surviving from the Nara and Heian 
periods. 

In the ninth century, moreover, a new style began to evolve 
which took some of the sosho forms and m ade even bolder simpli­
fica tions, to the extent that all appa rent connection with the 
original Chinese characters was lost and they became phonetic 
signs pure and simple. I t is significant that this new form should 
have been evolved and made use of in female society, since this 
too was another outcome of the proh ibition on the use of Chinese 
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hPre is pronounced 110 in Japanese ) and of the further simplifi cation of the same 
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by women. An ignorance of Chinese and the Chinese characters 
automatically implies an ignorance of how to write those charac­
ters. This is why it was possible for female society to carry 
through drastic simplifications in the direction of a purely pho­
netic syllabary such as would have seemed rash and outrageous in 
the world of men, where the writing of kanji was such an impor­
tant part of education. The birth of kana in this new style, which 
was referred to as onnade, "woman's hand" (Fig. 8) , is not unre­
lated to the sudden flourishing of a new literature in the form of 
Japanese poetry and prose romances-which could not have been 
wri tten except with kana. And since kana in the kaislw or gyosho 
style, which retained the forms of kanji intact, was both over-elabo­
rate in appearance and bothersome to write, it is not to be won­
dered at that kana in the soslzo style and onnade should have come 
into increasing prominence along with the new vogue for Japa­
nese verse and prose romances. 

A word should be said, finally, concerning the process whereby 
kana, originally evolved simply as a phonetic syllabary, came to 
take its place alongside kanji as a form of calligraphy wi th a 
beauty entirely its own. Although, as we have seen, it found its 
first popularity among, and was developed by women and the 
lesser-educated men, its enormous convenience as a means of 
writing the Japanese language naturally found it favor, once it 
was an accomplished fact, among men of the intelligentsi a also. 
\.Yhat is particularly significant is the fact that there is frequent 
mention in contemporary records of a man revered as a calligra­
pher being asked to write a set of kana as a model for practice. In 
this transfer of the responsibility for kana to men, who were al­
ready well versed in the writing of kanji, lay the prime reason for 
the perfection of kana as a form of calligraphy in its own right. 
However abbreviated it might be, kana was, basically, a form of 
kanji, a nd obviously a person with a thorough knowledge of kanji 
calligraphy was best qualified to bring out the full beauty of 
form of each letter. In painting, too, an artist must fi rst be able 
to do a good drawing before he can produce any worthwhile 
work. Thus Japanese kana came to enjoy a kind of Golden Age 
from the tenth century on into the thirteenth century, and espe­
cially in the eleventh century. Since that time, different ages have 
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each brought their own variations of style, but it is no exaggera­
tion to say that there is no kana style to be found among the cal­
ligraphers of tod ay which is not based on the style fi rst perfected 
in the eleventh century. The reason is that in the early nine­
teenth century this style enjoyed a sudden increase in popularity, 
and led to a kind of classical revival whose influence still persists 
strongly to this day. 



The Identification of Type Faces 
in Bibliographical Description 

G. Thomas Tanselle 

Two suggestions may be helpful to descri p tive bibliographers in working out a 
method for describing the typography of a book: bibl iographers should base their 
measurement of type on its appea rance on the printed page rather than to infer 
the size of the type body; and their system of classification of type designs should 
be graduated so that different degrees of detail can be presented under differing 
circumstances and for the several periods of book production. 

In 1938 Beatrice Warde explained the " clumsiness and inade­
quacy" of many of the basic terms relating to printing in this 
way: the technicians would have been able to produce new terms, 
she said, but "the design of printed matter has very largely passed 
into the hands of people who have only theoretical knowledge of 
type and printing, and when the latter began, as it were, to 
eavesdrop on the jargon of the shop, they lacked the self-confi­
dence to challenge terms which had become antiquated."' The 
descriptive bibliographer often finds himself in a similar position: 
he is called upon to give some account of the typography in the 
books with which he deals, but he feels rather uneasy manipulat­
ing the conventional terms and is not sure how to go about 
selecting the most meaningful information to present. Of course, 
some bibliographers will also be typographical experts, just as 
others will have made a special study of paper; but none can be 
equally proficient in a ll aspects of book production, and a stan­
dard system for the identification of type in descriptions of books 
would be a great help. Fredson Bowers, in his Principles of Biblio-

I. "Size of Print," Penrose Annual, XL ( 1938), 75. 

R eprimed with kind permission from Paj1ers of/h e Bibliographical Society of 
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graphical Description ( 1949), sets forth the essentials of measuring the 
type page and indicating the vertical measure of twenty lines (pp. 
300-06, 444-46), but his recommendations a bou t referring to speci­
men books (p. 445) require some experience to carry out and 
suggest the need for a detailed guide. As Stanley Morison puts it 
in his comprehensive introduction to Type Specimen Facsimiles (ed . 
John Dreyfus, 1963), there should be a companion volume to 
Bowers entitled " Descriptive Principles of T ypography" (p. xxviii). 

My purpose in this article is far less ambitious, for I am subject 
to the same lack of confidence in technical matters about which 
Mrs. Warde spoke . I only wish to make two suggestions-which I 
hope may help point the way toward the kind of d escriptive man­
ual that must some day be produced. The assumption at the out­
set is that a precise description of the type used in a book is a 
proper part of the total bibliographical description of that book, 
a point not unan imously granted. Some bibliographers make no 
comment on type at all; and Desmond Flower, in his recent re­
view of Frederick Woods's bibliography of Churchill ( 1963), re­
marks, "There may be a valid argument for recording what type 
a book is printed in, but I doubt if the length of the line in ems 
will ever be found of vital importance .... generally speaking 
modern book production is a rather pedestrian mechanical matter 
and complicated details should only be recorded if they help to re­
solve or clarify a problem." 2 The contrary view, however , is that 
descriptive bibliography, like any other descriptive discipline, 
must describe-concisely but exactly- all aspects of the object 
being examined, whether they are interesting or pedestrian. That 
a particular book should be described at a ll is enough to justify a 
description of its type. This information may not in every in­
stance be significant for literary students, but a bibliographical 
description has a mixed audience. One cannot in a ny case know 
what is relevant to a given pursuit until a body of data has been 
accumulated, and Carter and Pollard's Enqui1y should have made 
clear that early books are not the only ones in which it pays to 
look at typography. 

If th is point of view is granted, then it follows that descriptive 

2. Library, 5th series, xx ( 1965 ), 161-62. 
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bibliographers should be expected to have at least a rudimentary 
knowledge of typographical matters, beyond that obtainable from 
a reading of McKerrow. They should be familiar with a few 
basic books, 3 such as A. F. Johnson's Type Designs (1934, 1959), 
Stanley Morison's On Type Designs (1926, 1962) , Legros and 
Grant's Typographical Printing Swjaces (1916), and D. B. Updike's 
Printing Types (2 vols., 1922), and they should know what to ex­
pect from Rowe Mores and T. B. Reed, from Moxon and his de­
scendants;4 they should have something more than a passing 
acquaintance with the essays of Stanley Morison, Beatrice Warde, 
O liver Simon, A. F . Johnson, W . Turner Berry, Ellie Howe, 
James Mosley, and Lawrence Wroth 5, and they should have pe-

3. An excellent survey of the basic litera ture is Ell ie H owe's "Bibliotheca Typo­
graphica," Signature, n.s. x ( 1950 ) , 49-64; he had earl ier covered the ground more 
briefly and suggested tasks still to be done, in "Typographical Studies," Libmry, 
5th series, I ( 1946-4 7) , 250-53; and he surveyed the course of typogra phical 
research of the last forty years in the British Printer, LXXIII (Feb. 1960) , I 06-10. 
Another important summary of scholarship is Stanley Morison's "On the C lassifi­
cation of Typographical Variations," in Type S pecimen Facsimiles (eel. John 
Dreyfus; London, 1963 ) , esp. pp. xvii-xxvi ii. Sec also vV. Turner Berry, "Books on 
Type and T ype-found ing," Book Collector's Quarterly, IV (O ct. 1931 ), 67-75; 
Horace H art, "Bibliotheca Typographica: A List of Books About Books," Dolphin , 

I ( 1933), 161-94; Berry, "A New Liter·ature of Printing," Penrose Annual, xxxvn 
( 1935 ), 53-55; and George Parker Winship, " The Li terature of Printing," D olphin, 

m ( 1938 ), 471 -91. For earlier works, the standard guide is E. C . Bigmore and 
C . W. H. Wyman, A Bibliography of ?tinting (3 vo ls.; London, 1880-86 ) ; for later 
references the re arc helpful annual su rveys in various journals-such as those by 
Berry and Mosley in PenTOse Annual ( LII, 64-69; LIII , 61 -63; LVI, 155-60 ) or those 
labeled "Books for Typographers" in Typogmphica (no. I 0 fT. ) . There is a good 
selective check list in A . F. Johnson's T ype Designs (2nd cd.; London, 1959 ) , 
pp. 167-78. 
4. The relationships among the books produced by Moxon's successors a rc traced by 
Lnvrence C . W roth in "Corpus T ypographicum: A R eview of English and 
American Printers' i'vfan ua ls," D oljJhin, II ( 1935 ) , 15 7-70- reprinted in T ypo­
graphic H eritage (New York, 1949), pp. 55-90-and by Herbert Davis in "The 
Art of Printing : Joseph Moxon and His Succrssors," Printing and GrajJhic Arts, v 
( 195 7), 17-32. Herbert Davis and Harry Carter's edition of Moxon (2nd ed.; 
London, 1962 ) is the outstanding work of scholarshi p in this area, but brief articles 
have appeared on some of the other manuals-such as A. F . Johnson, "T ypo­
graphia, or the Printer's Instructor," Penrose A rmual, XLIII ( 1949), 26-28. 
5. John W. Carter has compiled A H andlist of the Writings of Stanley Morison 
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rused the contents of the Fleuron (1923-30), Signature (1935-54), the 
Penrose Annual ( 1895- ) , the Gutenberg Jahrbuch (1926- ) , the 
M onotype Recorder ( 190 1- ) , and the new J oumal of the Printing 
Historical Society ( 1965- ) ;6 they should know some standard a n­
thology of printed pages, like Morison and Day's The Typographic 
Book 1450-1935 ( 1963) or Morison's Four Centuries of Fine Printing 
(1924; 4th ed., 1960), and they should be aware of such collec­
tions as those a t the St. Bride Institute in London, the American 
Typefounders Library at Columbia University, the Wing Foun­
dation at the Newberry Library, or the Plantin-Moretus Mu­
seum in Antwerp. 7 

The bibliographer , thus convinced that a paragrpah on typog­
raphy belongs in his descriptions of books and prepared to ap-

(Cambridge, 1950); a list of Johnson's work is included in Alan Rae Smith's 
"A. F. Johnson: H istorian of Printed Books," Signature, n.s. xm ( 1951 ), 4 7-56; a 
few of Beatri ce Warde's essays are reprinted in The Crystal Goblet (London, 1955 ) . 
6. For an extensive catalogue of periodicals, see Carolyn F. Ulrich and Karl K up, 
Books and Printing: AS elected L ist of Periodicals, 1800-1942 (New York, 1943); 
and Catalogue of the Periodicals Relating to Printing and Allied Subjects in the 
T echnical Library of St. Bride I nstitute ( 1950 ) . Cf. H . S. Williamson, "They 
Marched with Banners: Some English Art and T ypographic Periodicals, 1890-
1930," Signatw-e, vr (July 1937), 18-27. 
7. See Ellie Howe, "Typographical Libraries and St. Bride," Penrose Annual, 
XLVIII ( 1954 ) , 58-59, and "T he Printer and the Museum," Penrose Annual, XL 

( 1938 ), 80-83; and William Bentinck-Smith, "The Literature of American Type­
founding," Printing and Graphic Arts, I ( 1953 ), 21-26 (which includes a discussion 
of American collections). The P lantin-Moretus Museum is often discussed: 
Charles T. J acobi, " The Plantin-Moretus Museum," Penrose Annual, xxm ( 1921 ), 
17-22; Leon Voet, "The P1antin-Moretus Museum as Study Center," Printing and 
GrafJhic Arts, r ( 1953 ), 80-82; Harry Carter, "The Types of the Plantin-Moretus 
Museum," P1·inting and Graphic Arts, III ( 1955 ) , 53-58; Ellie Howe, "P lantin at 
Antwerp : A T ypographical Adventure," British Printer, LXX Ill ( 1960 ), 84-87 
(Jan. ), 106-10 (Feb.), 100-03 (Mar. ) , 96-100 (April ) . Articles on other centers 
include Robert F. Lane, "The Bodoni Punches, Matrices and ]\!folds at Parma," 
Printing and GrafJhic Arts, v ( 195 7) , 61-69, and " Parma Honors Bodoni with a 
New Museum," British Printer, LXXV!! (March 1964 ) , 61 -63; Harry Carter, "The 
T ypographical Museum at the Oxford University Press," Gutenberg fahrbuch , 

1958, pp. 376-79; A. Ruppel , "The World-Museum of Printing," Penrose Annual, 
xxxm ( 1931 ), 23-28. T he St. Bride Inst itute's Catalogue of the T echnical Refer­

ence Libmry (London, 19!9 ) is an important reference work; see also Charl es T. 
Jacobi, "The Saint Bride Foundation Technica l Libra ry," Penrose Annual, xxrx 
( 1927), 92-95. 
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proach the problem with some understanding, still must work 
out a method. It is toward this end that my two suggestions are 
directed, and they are concerned with the two essential ingredi­
ents in any identification of type- the indication of its size and 
the description of its style or design. 

I 
For the descriptive bibliographer, the determination of type sizes 
is a different kind of problem from the one faced by the printer 
when he specifies a particular point size: for the pirnter is working 
with the types themselves, whereas the bibliographer has only the 
type faces- the impressions made by the types- to look at. The 
question which the bibliographer must answer at the beginning is 
whether he is recording the measurement of the face type or of 
the type itself; for the size of the type face he has direct evidence 
in the impressions on the page in front of him, but to identify the 
size of the physical type (the type body) he can only make de­
ductions based on the composite arrangement of the impressions 
on the page. It is therefore most sensible to begin the descriptive 
note on a book's typography with a measurement of an entire 
type page- a procedure further justified by the fact that the pur­
pose of the description is not simply to determine the size of an 
individual piece of type or a type face, but also to record the 
typographic design of the book in terms of the way those indi­
vidual types are placed together. 

The measurement of the type page, begun by the incunabulists 
(for whom typographical evidence is particularly crucial) a nd 
described by Bowers for books of all periods (pp. 344-47, 300-06, 
444-46), is now a standard procedure. One finds a characteristic 
page and then records the number of lines, the dimensions of the 
type page (length of text, then in parenthesis the length includ­
ing headline and direction-line, then the wid th), and the vertical 
measurement of twenty lines: e.g., " 23 ll. (p. 17), 128 ( 141 ) x 80 
mm.; 113 mm. for 20 ll. " 8 For details of the system, one should 

8. M easurem ent of a page is, o f course, from the top of the ascenders in the first line 
to thr bottom of the descenders in the last line; measurement of twenty lines is 

from the top of the ascenders (or any o ther po int ) in one line to the top of the 
ascenders (or the corresponding poin t ) in the twenty-fi rst line below. 
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consul t Bowers; the only points which need be raised here are the 
adoption of a twenty-line standard and the choice of millimeters 
over inches . As to the first, the conven tion of a twenty-line mea­
surement is so well established for early books that it is futile to 
consider changing it; ten lines, however, are m uch more con­
venient (as M cK errow realized) and should, I think, be preferred 
for more recent books. On the second matter, it has been argued 
that inches are more appropriate for recent books, since the point 
system is based on inches and since the standard sizes of paper in 
England and America have been set in terms of inches; but in 
view of the recent discussions of the possibility of adopting the 
m etric system in England and America, to say nothing of its in­
herently greater logic, there are strong grounds for preferring it 
even for modern books. 9 I t would be possible, of course, to give 
the type page dimensions in inches and the ten- or twenty-line 
measurement in millimeters, but the result might be less, rather 
than more, conve nient to readers. A similar compromise has been 
suggested by John C. Tarr, who constructed a table by means of 
which twenty-line measurements in millimeters can be converted 
to the correspondi ng point size; he advocates including this point 
figure in parentheses following the twenty-line measurement.10 

His table emphasizes the fact that the measurement of a given 
number of lines can serve as a guide to the body size of a type 
only if the lines are set solid- that is, with no leading between 
them. But modern type faces are sometimes cast on unusually 
large bodies to give the effect of leading; thus it is impossible for 
the bibliographer, limited by what he can deduce from the printed 
impressions, to tell whether a given type is, for example, a 12-
point type with 2-point leading or a 12-point face cast on a 14-
point body. Either of these d escriptions would convey the appear­
ance accurately enough, but one of them would be factually 
wrong . In the face of such difficulties, the only logical- and 
honest- procedure is to base typographical description on ap­
pearance. The bibliographer, instead of attempting to identify 
the size of the type used (which he cannot do a nyway except 

9. The new sizes of paper (with di mensions in the ratio of \ 12: I ) , set forth in 
British Standard 3176: 1959, a re based on the metric system. 
10. "Measurement of Type," Library, 5th series, 1 ( 1946-47 ) , 248-+9. 
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through inference), must describe the size of the type face (the im­
pression of which is availa ble for direct observation). For earlier 
periods, the logical dichotomy between these two approaches 
does not result in important practical difficulties; but a t least for 
nineteenth- and twentieth-century books the gap cannot be 
bridged satisfactorily, and the bibliographer has no sensible 
choice but to concentrate on the appearance of what he is de­
scribing rather than to hypothesize what lay behind it. 

One solution would be simply to report a point measurement 
as before , but clearly labeled as " face" rather than " type." How­
ever, points are traditionally a measure of type bodies; 11 they can 
obviously serve to measure type faces as well, but to use the same 
unit for both does not effectively dramatize the important differ­
ence in approach and may even promote confusion between the 
two. Besides, the point (or ¥7 2 of an inch) is too small a unit for 
a bibliographer to employ accurately without proper equipment 
for magnification. Millimeters would seem to be the best work­
able unit, for they are a conveniently manipulable size in them­
selves and are easily convertible to points. Since a point is .0138" 
a nd a millimeter is .039381", the margin of error is only about 
.002" when three points are equated with one millimeter. The 
bibliographer can easily estimate thirds of millimeters when mea­
suring a type face, but beyond this he cannot go with any assur­
ance-nor is any greater accuracy required for his purposes. So if 
he records a face as 3.67 mm. , anyone wishing to think in terms 
of points can immediately visualize an eleven-point face, but no 
one will be under any illusion that an eleven-point type has been 
posited. If external documentary evidence (such as the printer's 
record) is later adduced to show that the type used was actually 
twelve-point, the bibliographer's account is in no way invali­
dated, for he had not pretended to be describing the type; he had 
simply indica ted its appearance, using a system of measurement 

II. A brief history of the standardization of the point, along with a proposal for a 
new point of .01 25", is given by vValter Tracy in "The Point," Penrose Annual, LV 

( 1961 ), 63-70. Essential background information-about the point size and other 
aspects of the physical type- is conveniently summarized in David T. Pottinger's 
"A Fount of T ype and I ts Case in England and A merica 1500-1900," Gutenberg 
J ahrbuch, 1940, pp. 269-80. 
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less accu ra te certainly than that of the printer but yet at the 
upper limit of accuracy possible (without producing meaningless 
discrimina tions, indecision, and diminishing returns) , given the 
nature of his position, his equipment, and his a udience. 

Two other considerations are worth mentioning. First, the a p­
pearance of modern types is often greatly altered, even within the 
same design, by manipula ting the lengths of the ascenders and 
descenders in relation to the tota l face. The middle part of the 
face, exclusive of the ascenders and descenders, is generally re­
ferred to as the " x-height" (the height of an x and si milar letters); 
thus a face wi th a proportionately large x-height (short ascenders 
and descenders) will appear larger than one with a small x-height 
even if both faces have the sa me over-all height. 12 Terms like 
" 12-point appearing" have been used in describing this phenome­
non but are rather clumsy, and it would be better simply to 
record both the "face" and " x" measurements. The bibliographer 
w ho is d escribing the appearance of a type face should certain ly 
include both figures, for, if he lists only the face measurement, he 
is still giving his reader no idea of the proportions of the design . 
The x-height in millimeters (perhaps la beled "x" for clari ty) can 
be inserted in parentheses following the figure for the total face­
e.g., "face 4 (2.33x) mm." This notation concisely reports the es­
sentials of the size of a type face and is analogous to the standard 
notation in measuring the type page, with two related figures 
together, one in parentheses. A further convention suggests itself: 
since the bibliographer will normally record the other type faces 
in a book, besides the one used for the text (running title, chapter 
heading, and the like), the reader may assume that, whenever an 
x-height is not provided, the type is from a titling font (or at 
least is used in the book under discussion only in upper-case). 

12. This phenomenon is d iscussed in a ll basic books on typography; it is also a chief 
factor in such a nicks as J ohn C. Ta rr's " A Critical Discursus on T ype Legibili ty," 
Penrose Annual, X !.Ill ( 1941 ) , 29-31, and "The Usc of Space in T ypography," 
Tyf;ographica, 1 ( 1949 ), 19-25; and Beat rice Ward e's "Size of Print," Pemose 
Annual, XL ( 1938 ) , 75-79. The related matter of the standardization of the size of 
the beard, in proportion to the body and thr leng th of the ext ruders, is taken up in 
most technical manua ls; a clear explanation of these ''Point Common," " Point 
T itle," and " Point Scri pt" lines, by A. Monkman, can be found in Practical 
Printing and Binding, eel . Harry W h et ton (London, re printed 1948 ), p. 17. 
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Second is the question of whether to include ten- (or twenty-) 
line measurements for modern books. Bowers suggests tha t nota­
tion of the point size of the type (ascertained perhaps by reference 
to specimen books) may replace the measurement of twenty lines. 
If the point size could be directly established, and with certainty, 
it is true that a twenty-line measurement would serve no purpose. 
But if, because of the impossibility of certain ty in most cases, the 
bibliographer decides consistently to follow the approach of de­
scribing appearances outlined here, he will find that a ten-line 
measurement is meaningful, even though the lines may be leaded. 
The measurement of any given number of lines, less than a full 
page, since it is made between identical positions in two lines, 
provides in formation which the total measurement of the type 
page (mad e between the tip of an ascender in the top line and 
the tip of a descender in the bottom) cannot easily reveal. For 
example, if ten lines measure 50 mm. and the face is 4 mm., one 
is informed at a glance either that there is leading of I mm. or 
that the 4 mm. face has been cast on a 5 mm. (or 15-point) body 
(or else some in termediate combina tion of leading and oversize 
body totaling I mm. per line); however, to know that the full 
type page of 23 lines measures vertically 114 mm. is not to be 
aware of this same information without troublesome calculation. 
The convenience gained outweighs the small amount of space 
which the notation requires. 

Under this system, then, the full d escription of the size of the 
text face for H. G. Wells's The Discove~y of the Future (New York: 
Huebsch, 191 3) would go as follows: 

23/l. (p. 17), 128 (1 41 ) x 80 mm.; 10 ll. =56 mm.; face 4 (2x) mm. 

If millimeters were clearly established as the unit of measure­
ment, this could be further condensed: "23 ll. (p. 17), 128 (I 41) 
x 80; 10 ll. = 56; face 4 (2x)." The nature of the technological 
developments in printing in the nineteenth and twentieth cen­
turies makes some such approach imperative for dealing with 
books of those periods. Even for the eighteenth century, as Philip 
Gaskell's important work in th is area has shown, a method based 
on typeface rather than body may be useful ; in a very helpful 
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chart13 he has ind icated, for eighteenth-cen tury types, the face 
height of text and titling capi tals (with a twenty-l ine measure­
ment) in millimeters and the body size in points- emphasizing 
once again the need to keep firm the distinction between types 
(bodies, points) and their impressions (faces, millimeters). A nd 
this, after all, is the crux of the matter. The system outlined here 
would inevitably require modification in practice, but my con­
cern is not so much with details of notation as with the concept 
lying behind those details. The descriptive bibliographer who 
records only type sizes, however valua ble and accurate his infor­
mation, may appear to be working backward, for observation 
must precede a na lysis, and the naming of a type size from the ex­
amination of a printed page is an act of inference rather than 
observation. Cer tainly the bibliographer should be encouraged to 
take this second step, but with each new technological develop­
ment in the printing process it becomes more difficult to take 
with assurance. This is not a counsel of despair but a recognition 
of the essentia l nature of the descriptive process. 

II 
The description of the style or design of a type face is a different 
sort of problem from the specification of its size. Once a unit of 
measure and a method for employing it are established, anyone 
can perform the actual measurement; but to recognize the char­
acteristics of forms and shapes- and to express those character­
istics verbally- requires some aesthetic perception and a special­
ized vocabulary, as does any other commentary on art. It may be 
assumed that the bibliogra pher, with the m inimum knowledge of 
typography described above, is able to make certa in basic disti nc­
tions- between "old face," " transitional," and "modern," for 
example- and is acquainted with several important faces (per­
haps Caslon, Garamond, Baskerville, Bodoni) and a number of 
historic specimens of various periods. Even so, in order to produce 

I 3. "Type Sizes in the E ighteenth Century," Studies in Bibliograph)•, v ( I 952-53 ) , 
I 4 7-51 . Allan Stevenson, in his im portant introductory volume to Part 11 of the 
Catalogue of B otanical Books in the Collect ion of Rachel M cM asters Miller H unt 
(P ittsburgh, 1961 ) , provides a chart of eighteenth-century type sizes ( p. ccxxviii ) 
and comments on the need for a handbook of types fo r bibliographers ( p. clxxxi ) . 
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efficient descriptions, he must have at his disposal a standard 
nomenclature and framework of classification. Besides being 
standard (in the sense that it is widely used and understood) , such 
a system should also be graduated- that is, it should provide a 
series of levels of increasing complexity and detail, so that the 
bibliographer could choose the level on which he would operate 
according to the requirements of each situation. In some cases it 
may not be possible- or even desirable- to furnish an elaborate 
description of a type design, while in others precise identification 
may be essential ; the bibliographer should be able to vary his 
description, under differing circumstances and for the several 
periods of book production, and yet remain within one coherent 
master scheme. 14 

As far as basic vocabulary is concerned, it should not be too 
difficult to achieve general agreement that the British Standard 
for Typeface Nomenclature (BS 2961: 1958) be adopted. This Stan­
dard does not furnish a classification of faces but does give defini­
tions of essential terms; it also serves an important nega tive 
function in excluding certain terms from the list of definitions, 
thus delimiting as well as establishing a standard vocabulary. 
Such words as "font," " series," and " family," as well as the 
names for parts of a type or face, are of course defined; but for 
descriptive purposes, the adjectives relating to weight (blackness) 
and width a re especially important and may be grouped as 
foUows: 

WEIGHT 

Light 
semi-light 
light 
extra-light 

Bold 
semi-bold 
bold 
extra-bold 
ultra-bold 

WIDTH 

Condensed Expanded 
semi-condensed semi-expanded 
condensed expanded 
extra-condensed extra-expanded 
ul tra-condensed ultra-expanded 

Obviously such terms are relative to the standard (or " medium") 
weight and width of a given family as issued by the manufacturer 

14. T his kind of system, with several levels of increasing accuracy, is similar to the 
one worked out by Kenneth L. Kelly for specifying colors; see "A Universal Color 
Language," Color Engineering, m (Mar.-Apri l 1965), 2-7. Cf. its application in 
G. T. Tansclle, "A System of Color Identifica tion for Bibliographical Description," 
Studies in Bibliography, xx ( 1967) , 203-34. 
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and do not imply any absolute notions as to what consti tutes 
varia tion from the norm. Nevertheless, the scheme provides a set 
of terms logical in its arrangement and promotes u niformity of 
terminology by elimina ting such words as " heavy" and "Ciar­
endon."15 

The next step is to arrive at a system of classification of the 
type designs themselves, a framework into which these standard 
adjectives can be fitted as required. Not surprisingly, this is an 
area fraught with disagreement, and many alternative plans have 
been proposed. 16 The trouble with the traditional terminology 
a nd with a number of these other schemes is that the classifica­
tion is not logically arranged (with unlike items- such as 
"roman," "sans serif," and " egypti an" - given pa rallel status) 
nor consistantly based- neither on form, nor chronology, nor use. 
"Old face" is a historically oriented term, while "sans serif" refers 
to formal characteristics; the " didones" of M aximilien Vox's 
system involves an allusion to the names of two d esigners of type, 
while his " lineales" is derived from the form of the face. Of the 
systems so far devised , the one by which descriptive bibliographers 
would be best served is probably the German standard, D I N 16 
518, as outlined by James Mosley. Although it, like its predeces­
sors, is not entirely consistent in the basis for its terminology, it 

15 . G eoffrey Dowding had earli er presented a similar proposal fo r standardizing the 
adjectives relating to weight and width , in his "T ype Faces : A P lea for R ational 
T erm inology," T ypographica, IV ( 1951 ), 9-1 3. On general terminology, see Joseph 
Thorp, "Towards a Nomenclature fo r Letter Forms" and "Experimental Appl ica­
tion of a Nomencla ture for Letter Forms," in M onoty pe R ecorder, no. 240 (Apri l­
M ay 1931) and no. 246 (] uly-Aug. 1932 ) . 
16. An extremely useful survey of these plans is James Mosley's " New Approaches 
to the Classifica tion of Typefaces," British Printer, LXX Ill (M ar. 1960 ), 90-96. The 
two most widely noticed recent systems are Maximilien Vox's Pour une nouvelle 
classification des came teres (Pa ris, 1954 ) and the D eutsche Industrie Normen­
Ausschuss Klassification der D ruckschrift en (DIN 16 5 18; Berlin , 1959 ) . Sir Cyri l 
Burt, W. F. Cooper, and]. L. Martin, in "A Psychologica l Study of Typography," 
British Journal of Statist ical Psychology, VIII (May 1955 ) , 29-5 7, include a sect ion 
entitled "Aesthetic Preferences and the Classification of Type Faces" ( pp. 38-44 ), 
which fumishes "an independent classifi cation of type faces similar to what may be 
called the historica l classification, but differi ng suggestively in minor details." 
Alfred Basti en's E ncyclopaedia TyfJographica, Vol. 1 (West Drayton, 1953 ), 
classifies type faces into twelve groups ( pp. 328-29; cf. pp. 48-49, 129 ) . 
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points the direction in which a satisfactory system for descriptive 
bibliography must be developed. The three large divisions of the 
DIN-Mosley classification are "Roman," "Fraktur," and "Ex­
otics" (or, in the terms of the British Standard, "non-latin"); 
subdivisions are assigned decimal places for reference (allowing 
other such categories to be inserted later). The " Roman" section 
is of principal concern here: 17 

I. Roman (or Italic) 18 

1.1 Renaissance 1.3 Neo-Classic 1.6 Block Roman 
1.11 Early 1.31 Early 1.61 Early 
1.12 Late 1.32 Late 1.62 Late 
1.13 Modern 1.33 Newspaper 1.63 Modern 

1.34 Modern 1.64 Typewriter 

1.2 Baroque 1.4 Free Roman 1. 7 Script 
1.21 Dutch 1.41 "Jugendstil" I. 71 Broad-pen 
I. 22 English 1.42 Seriftess I. 72 Flexible, 
1.23 French 1.43 Individual pointed pen 
1.24 Modern form I . 73 Strokes of equal 

1.5 Linear thickness 
1.51 Early I. 74 Brush script 
1.52 Modern 

In this terminology, "Renaissance" of course is the equivalent of 
"old face," "Baroque" of "transitional," "Neo-Classic" of 
"modern," "Linear" of "sans serif," and " Block" of "egyptian." 
The system is essentially historical in approach, though the divi­
sional heads 1.4, 1.5, 1.6, and 1. 7 (and a few of the subdivisions 
as well) are based on form; the inclusion of script and linear 
forms under " Roman" (that is, "Latin") is logically correct, and 
the decimal numbering allows the names of individual type faces 
to be assigned numbers under the proper subheadings. 

17. The form of this outline is derived from J ames M osley's presentation in the 
British Print er article m entioned above. 
18. This section should perhaps be headed "Latin," to usc the terminology of the 
British Standard. Because " ital ic" is now generally taken to mean the slanting form 
which is a subsidiary accompaniment to a given font, each of the terms under 
section 1 may be either " roman" or " italic," and all are "Latin." (An r or i could be 
attached to the reference numbers to ind ica te this distinction. ) 
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Assuming for the moment that the DIN-Mosley system is the 
most workable and logical one available, it is possible to set up a 
six-level plan for describing the forms of type faces: 

Level 1: The lowest level of discrimination distinguishes only 
among the largest sections of the scale-between " Roman," 
" Italic," and " Fraktur," for example. Bibliographical description 
in most cases will be expected to operate on a higher level. 

Level 2: Here the principal divisions are recognized. A Latin 
face will be classified as "Renaissance," " Baroque," " Neo­
Classic," or one of the other divisional terms. T hese three la bels, 
in particular, have more meaning than the traditional "old 
face, " "transitional," and "modern"; and it is important to 
reserve the word " modern" for twentieth-century d esigns based 
on earlier models (as 1.13, "Modern Renaissance Roman" or 
" Modern Rena issance Italic"- not a "modern" face, in the old 
sense, at all). The bibliographer may be expected as a m atter of 
course to understand the distinction between " Renaissance" and 
" Neo-Classic" faces ("old face" vs. " modern"), 19 and this is the 
minimum level which should be employed in a bibliographical 
description. 

L evel 3: The next level moves to the second decimal place on 
the DIN scale and discriminates a mong varieties of Renaissance, 
Baroque, and Neo-Classic faces. It should be emphasized that 
these distinctions do not involve reference to specimens for the 
names of individual designs but simply general recognition of the 
main traditions. Knowledge that the oblique cross bar of the e is 
a characteristic of Early R enaissance (or "Venetian"), for ex­
ample, is the kind of information req uired on this level. Again, 
most bibliographers, having read Johnson, Morison, and Updike, 
will remember such features; but the point is that, even if they 

19. Any basic book, like A. F . Johnson's T y pe D esigns, explains this distinction. 
A classic essay on the subject is Bea trice Warde's "T ype Faces, Old and New," 
Libra-ry, 4th se ries, xv1 ( 1935-36), 121 -43; see also her "What Does 'M odern' Mean 
in T ypography?", P enrose Annual, xxxvm ( 1936 ), 44-4-7. A helpful in t roductory 
d iscussion is Pau l A. Bennett's "On T ype Faces for Books," in Books and Printing 

( Cleveland , 195 1), pp. 402-07. A. F. Johnson gives authoritative historica l accounts 
of these matters in many articles- e.g., "'T he Evolu tion of the M odern-Face 
Roman," Library, 4th se ri es, XI ( 1930-31 ) , 353- 77. 
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occasionally do not, they can simply consult the standard general 
histories to pick up the details needed for this level. 

Level 4: In contrast to the first three levels, the upper three do 
involve reference to specimen books, illustrated historical surveys, 
or encyclopedias of designs. On the fourth level, one gives the 
specific family name of the type design. A face falling in the cate­
gory " Late Renaissance" ( 1.12), for instance, would then be 
further classified as Caslon, Garamond, Granjon, Janson, or one 
of the others of this general style. A modern version can be 
labeled "Caslon-derived," "Garamond-derived," and so on-in 
other words, the essential task here is identifying the family char­
acteristics, not the particular design or re-cutting. Most bibliog­
raphers will be able to recognize automatically a few such fami­
lies, but they will doubtless need to turn to reference works from 
time to time. For this purpose founders' or printers' specimen 
books are not required, although a good one would serve the 
function. What will usually be consulted, however, if this is the 
highest level of identification required, is one of the anthologies 
of type faces intended for a genera l audience or any other work 
which contains a wide and representative sampling of type de­
signs. A natural choice would be W. Turner Berry, A. F. John­
son, and W. P. Jaspert's The Encyclopaedia of Type Faces (3rd ed., 
1962), with its I ,500 faces; but one could use Alfred Bastien's 
Encyclopaedia Typographica (1953, 1961), or the display of faces in 
Chapter 6 of Kenneth Day's The Typography of Press Advertisement 
( 1956), or at the back of the University of Chicago Press Manual 
of Style (1 1th ed., 1949), or (though more limited in scope and 
usefulness) such books as R. S. Hutchings' The Western H eritage of 
Type Design (1963). 20 An inexpensive ($ 1.25) paper-covered book 
which bibliographers may find convenient for these identifica-

20. Other possible books are AljJhabet Thesaurus (New York, 1960); Alfred 
Bastien and G.]. Freshwater's Printing Types of th e World (London, 193 1); 
William Longyear's A Dict ionary of Modern T ype Faces and L ett ering ( Pelham, 
1935). More detailed information on individual famili es of type faces is sometimes 
available in series of articles in printing journals-such as "Learning to Identify 
Text Types," British Print er, Sept. 1954-Dec. 1955; or the "Let's Take a Look At 
--"series, British Printer, Mar. 1956-Aug. 1958; or A. F. Johnson's "A Guide 
to Present-Day Types," Paper and Print, Mar. 1932-Spring 1934. 
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tions is Specimens of Type Faces in the United States Government Print­
ing Office; a nd R . R andolph K arch's H ow to Recognize Type Faces 
(2nd ed ., 1959) , though it does not furnish specimens of complete 
fonts, employs an ingenious scheme for quickly identifying about 
I, 700 faces in terms of the family characteristics required on this 
level. 

Level 5: Once the design family has been determ ined, it is pos­
sible to apply the standard adjectives (listed above) indicating 
weight and wid th. Since they are rela tive terms, they cannot 
meaningfully be ap plied at a ny earlier level, for one must have 
some idea of what is " norma l" or " medium" in a particular fam­
ily before one can la bel a specific face as " bold" or "expanded. " 
In order to speak of Caslon bold condensed, or Caslon bold 
extra-condensed , for example, one m ust know wha t regular Cas­
ion looks like. T o be sure, these proportions m ay vary with the 
founder ; but given the nature of the terms, the goa l on this level 
is only to ma ke an intelligent estim a te (in standard language) of 
the weight a nd wid th of a face, based on some knowledge of 
what is normal for the family, so as to give an added dimension 
of detail to the description. The same kind of reference works 
employed in the preceding level are helpful here, too, but those 
which give more extended showings of various condensed , ex­
panded, light, and bold series within a fa mily a re obviously most 
useful in gaining an idea of the practical meaning of the terms. A 
book like the Graphic Arts Type B ook (first 2 vols., 1965, forma­
chine serifed and linear faces), though it contains a limited 
num ber of families, displays those it does include in great detail ; 
and specimen books, even when not used for precise identifica­
tion, are of great value in illustrating these distinctions. With 
experience, the eye can be trained to make extremely accura te 
j udgments, which the resulting use of the terms for weight and 
width will re flect. 

Level 6: W hen the bibliogra pher has reached the point where 
he is able to distinguish weights and wid ths with some confidence, 
he is read y to loca te the exact series in the proper specimen book. 
A series, according to the British Standard, is a type face " exem­
plified by one or more sizes, which can be identified by name 
and/ or n umber as emanating from a specific manufacturer. " T o 
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trace the type face used in a given volume back to its manufac­
turer and to record it by citing a name and number from the 
manufacturer's specimen book of a pa rticular year-these two 
activities constitute the highest level of accuracy and detail which 
the bibliographer will ge nerally attain in the description of type. 
(For earlier books, the com parable activity may often be the 
loca tion of the specific face in one of the sta ndard scholarly his­
tories-such as Gordon Duff's for incunabula, Frank Isaac's for 
the sixteenth century, or Horace H art's for the Fell types.) But 
the process is cumulative and the recording of a precise reference 
to a specimen book does not make unnecessary the classification 
(at least the DIN figure) obtai na ble on a lesser level, for unfa­
miliar names of faces do not convey any immediate descriptive 
meaning wi thout an indication of their place in a larger frame­
work. Identifications on this level, therefore, should read " K en­
nerley Old Style, Lanston Monotype 268 (D I N 1.1 3)" or 
" Stephenson Blake G rotesq ue No. 9 (DIN 1.52)" or " Walbaum, 
M onotype 374 (DI N 1.34)"-if indeed the classification is not 
given in words. The use of specimen books (and particularly 
locating the proper one) may be a troublesome process : the early 
ones a re very scarce and the later ones are often not conven iently 
accessible. Specimens fall broadly into two types- those issued by 
founders (for the use of their customers, the printers) a nd those 
issued by printing firms (for convenience of their customers, the 
publishers and others requiring printed work) .21 While prin ters' 
specimens can be useful (as can any la rge collection of type faces) 

21. On specimens, see Geoff rey Dowding, "P rinters' and Founders' T ype S peci­
mens," T yjJOgraphica, V I ( 1952 ), 6-1 6 (which suggests a standardized plan ) ; 
D. B. U pdike, "T he P lann ing of Printing," Fleuron, n ( 1924) , 13-27 (wit h a section 
on the arrangement of spec imen books ) ; A. F. J ohnson, "English T ype Specimen 
Books," Penrose Annual, xxxv ( 1933), 19-22, and "Notes on Some XV lith 
Century Engli sh T ypes and T ype S pecimens," Typograph y, VI (Summer 1938), 
17-22; R ua ri McLean, " Primers' T ype-Specimen Books in England, 1920-1·0," 
S igna/me, n.s. v ( 1948 ) , 33-4·9 (surveys 25 specimens); "T ypefounders' Specimens 
T oday," B rilish Prin/er, LXXI! (April 1959 ), 77-79; "T ypefounders' Specimen 
Books," British Prinl er, LXXII (Dec. 1959), 90-94. A. F. Johnson includes a chapter 
on "T ype Specimens·' in Type D esigns (2nd ed.; London, 1959 ), pp. 159-65; 
Graham Pollard's Caialogue of T y jJe founders' Specimens ( Birrell & Garne tt 
catalogue, London, 1928 ) is indispensable. 
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One further refinement is to identify the individual font- the 
particular collection of physica l types owned by a given printer. 
John Cook Wyllie, for example, in his Rosenbach lectures of 
1960, referred to a system he has devised for "fingerprinting" 
type by examining minute peculiarities of individual pieces of 
type, resulting from the casting process. 27 This kind of analysis is 
obviously of great value in assigning books to particular printers. 
But since it concentrates on unintentional peculiarities (not part 
of the letter design), identifiable through comparative reference 
to other books printed from the same and related types, it is not 
logically a seventh level in the sequence here outlined; rather it is 
an analytic technique which may be applied at any level, for it 
is essentially not dependent on knowledge of the classification or 
origin of the type design. 

There is every reason to expect that standardized methods for 
measuring and classifying type faces will eventually be agreed 
upon. The present two suggestions, however, are not intended as 
prophecies of the millennium; if they have any merit at all, it 
does not lie in their details but only in their general pragmatic 
drift: an appearance system of measurement and a multiple-level 
plan for classification. A favorite analogy of the incunabulists at 
the turn of the century was that their method of observing and 
describing type faces was like the Linnaean system of biological 
classification; and one writer, looking back on less rigorous days, 
could refer to the " happy-go-lucky bibliographers of the old 
school." 28 It would perhaps be salutary to revive the scientific 
parallel today. 

27. See the summary of his lectures in J esse C. Mills, "Detective in the Book 
World," Graphic Arts Review, xxm (May 1960), 7-8,46-48. 
28. Wilfred Voynich, "On the Study of Early Printed Books," Library, 2nd series, 
rv ( 1903), 189-99. 
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POSTSCRIPT 

This essay is reprinted here exactly as it appeared in the Second 
Quarter 1966 number of the Papers of the Bibliographical Society of 
America, with the exception of a few phrases which have been 
slightly altered. Since its original publication, several important 
typographic stud ies have become available, and some of these are 
discussed in "Typographic R esearch and Bibliography" in the 
April 1967 number of this Journal. One other recent work which 
should be familiar to all bibliographers is Stanley Morison and 
Harry Carter's John Fell: The University Press and the ' Fell' Types 
(Oxford, 1967). 

One statement in the second paragraph perhaps requires further 
comment: " That a particular book should be described at all is 
enough to justify a description of its type." In the context, this 
sentence was meant to suggest only that a paragraph on typography 
in a bibliographical description requires no defense, since type­
impressions constitute one of the principal physical elements of any 
book. It was not intended as a denial of the much-discussed "de­
gressive principle"- indeed, the idea of various levels of complexity, 
set forth later in the essay, springs from the assumption that 
different degrees of detail are appropriate under different circum­
stances. Conceivably certain bibliographies, or certain classes of 
entry within those bibliographies, could be set up with abbreviated 
descriptions in which any discussion of type would appear excessive 
- for the proportions of the entire description must always be kept 
in mind (a point I tried to elaborate upon in the Times Litermy 
Supplement, September 22, 1966, p. 884) . Nevertheless, the typog­
raphy of a book is so important a part of its total makeup that any 
bibliographical description which seeks to present a well-rounded 
view of the book as a physical object cannot avoid some comment 
on its typography; whether this comment is on the most elementary, 
or the most detailed, level is a matter to be settled in terms of the 
general propor tions of the complete description. 

G.T.T. 
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Octavius A. Dearing and the "California Case" 
"T he next notable improvement offered the trade and rejected was the California 
case of !867." This statement from an article by Chas. H. Cochrane, "The Lay of 
the Case" ( Printer and Bookmaker, D ecember 1899 ), is interesting in two 
respects. I t gives the year 1867 as the date of the introduction of the California 
typecase and gratuitously says it has been rejected. The century of acceptance 
by the trade-almost seventy years since the foregoing statement was made­
can hardly be considered rejection. 

Since there apparently is no published material on the history of the California 
type case, it seemed appropriate to make this brief study in the centennial year of its 
origin. T he earliest published reference to the California case found is in T ype 
and Grauer, a four-page publication issued by Ell is Read's Printers' Furnishings 
Warehouse and Scotch Type Agency, San Francisco. I t reads, in part: "This 
department is under the management of Mr. 0. A. Dearing, whose long experience 
as a job printer, and as foreman of one of the la rgest job offices in the State, 
renders him particularly competent to advise and assist printers in the selection of 
their outfits and the arrangement of their offices ... . "And among the printers' 
materials offered is " the Dearing Case- the only really practical two-thirds case 
ever made . . . invented by our Mr. Dearing, and manufactured by Simons & Co. 
The decidedly antiquated and fossi l method of arrangement still pursued by 
manufacturers on this coast has been avoided. Over three-quarters of the case is 
devoted to the letters, while the general appearance of the case is unchanged 
from the usual style of upper-case-the fourteen useless boxes having been dis­
carded and the remaining boxes enlarged. I t is, in fact, the only two-thirds case 
made that will hold an ordinary font of job letters larger than pica, without 
overrunning the boxes. We have sold several hundreds of this style case, and the 
demand is still increasing. Price, $1.25 each." 

Excerpted with kind permission from Th e Kemble Occasional ("Issued now and 
then from the Edward C. Kemble Collections on American Printing & Publishing"), 
No. 3 (March 1967), The California Historical Society, San Francisco. 



Research in Progress 
The editors welcome shorter reports on research topics currently under 
investigation. These reports may seek comment and additional information from 
other researchers interested in similar problems; or they may summarize 
investigative studies which suggest implications for further research. 
Communications should be addressed to the Editor, c/o The Cleveland Museum 
of Art, Cleveland, Ohio 44106, USA. 

Computer Graphics as a T ool in T ypographic Research 

There is much interest today in computer-controlled high-speed electronic 
character generation both for direct viewing and for photocomposition. 
All of the systems with which the author is aware take a face which has been 
completely stored optically or electronically in memory and convert it into 
a visual image. There does not seem to have been any interest in developing 
a flexible character-generation system which could be used to model fonts 
both for the investigation of known faces and for the design of new and 
different type styles. Such a system using pictorial, as opposed to numeric, 
computer output would seem to fall within the emerging field of computer 
graphics. 

As one aspect of our research activity, the Digital Systems Group of 
Case Western Reserve University in cooperation with Harris Intertype and 
The J ournal of Typographic R esearch has undertaken the development of 
a general purpose man-machine graphical computer system to be used in 
the study and design of the twenty-six Roman capital letters. The system 
will run on a Computer Control Co. DDP116 general purpose computer 
using a teletype as the primary man-machine communication device and 
with an on-line California Computer Products Co. plotter as the source of 
graphical out-put. The letters themselves will be nominally .2" to .25" in 
size, depending upon the desires of the operator. All letters will be 
generated inside the computer on a 200 x 200 rastor with a resolution of 
800 lines-per-inch. The plotter has a resolution of 200 lines-per-inch so the 
plotted character size will be fou r times actual size. The generation system 
itself will consist of a monitor program, twenty-six sans-serif letter 
generating programs and various serif generating and plotting routines. 
All programs will run under the control of the monitor which may commu­
nicate with or recei\'e data from the operator. The system will be interactive 
and run in real time. The operator specifies which letter he wishes to 
investigate. The monitor system then reports the data it already has 
available in memory that is applicable to the letter and specifies any 
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additional data it needs to enter the desired generation routine. Data in 
memory might have been previously entered by the operator or might have 
been derived by the monitor from the characteristics of previously-designed 
letters. If a generated letter is not suitable to the designer, it is only necessary 
that he recall the program and alter that part of the letter which is 
displeasing to him. 

The question of how to set up the generating routines and what 
rela tionships and parameters are important in the construction of letters 
has been hand led by deciding to look at five different type fonts and 
visually making judgment concerning the relationships that exist from 
letter to letter across these fonts. A preliminary study, undertaken in the 
spring and summer of 1967, on the letters A, H, and K for five fonts 
indicated that such relationships could be found and utilized to generate 
close approximations to known type faces or to produce new and different 
ones. The question of whether or not five fonts are adequate is still 
unanswered. However, the generating routines are being set up such that if 
the designer does not like the value suggested by the computer for some 
parameter based on previously entered data, the value may be changed by 
means of the teletype. 

This system will not alleviate any need for the designer to make judg­
ments based on good taste with regard to the characters he is generating, 
but it should shorten the time between a concept being formulated in the 
designer's mind and a set of drawings to look at and think about. It will 
also allow him to see immediately what the effects of altering one letter 
might be on the rest of the font. 

Any reader comments, suggestions or criticism of these ideas would be 
most appreciated by the author. 

Paul Vargo, Digita l Systems Group 
Case Western Reserve University, Cleveland, Ohio 44106 USA 



Book Reviews 

Emil Ruder. Typography: A M anual of D esign. New York: Hastings House, 
Publishers, I nc., 1967. $19.50. 

On the dust jacket we read: ·'T he author is concerned in this book with 
the problems of form which confront the typographer in the practice of his 
craft. " Considering this aim, T ypography: A Manual of D esign is a very 
sophisticated book conceived in the best Swiss typographic tradition. But 
it is, again, a work which evaluates typography-its effects and significance 
-with concepts more appropriate to the era of Gutenberg than to the new 
conditions imposed upon us by the era of au tomation. 

"The New Typography," magic words some thirty years ago, are not new 
any more. The revolution, however, produced its academies, and this book 
is an anthology of one of them. I t is a recollection of the author's teaching 
methods of a craft which (as such ) is about to expire. T he printer was his 
own graphic designer for most of the last 400 years. The t raditions and 
conventions of his craft are, by no means, without meaning today, but the 
craft which had the sole task of producing beautiful pieces of p rin t cannot 
sustain the immense and complex demands of an era of mass communication. 

T he profound change has created for the professiona l an environment 
with new conditions- both practical and ideological. His task is not just 
arranging an appealing piece of typography; he must consider over-all 
design programs and graphic systems in which typography is only a part. 

The beaux a rts, source of reference for a rtist-typographers, is as ever a 
private expression. The graphic designer of today, in order to be able to 
communicate efficiently (and not his private message), has much more to 
absorb from information theory and sister d isciplines. Good graphic or 
industrial design certa inly gives aesthetic satisfaction, but, above all, it 
must work; it must communicate not on a personal, but a public, le,·el. 

This qu ite widely acknowledged fact doesn' t seem to convince Mr. Ruder, 
who draws a line between graphic design and typography. On page 14, 
we read, " M ore than graphic design, typography is an expression of tech­
nology, precision, and good order." One wonders then how legibility can 
be defined in such untechnological terms: " ... in wh ich the effects of line 
and surface a re n icely matched" ( p. 68 ) . Many such misunderstandings 
are undoubtedly due to the careless translation. I am sure that Mr. Ruder·s 
"gebrauchsgraphik" is better expressed in terms of graphic art or applied 
a rt instead of "graphic design." 

T here is a vast and ornate literature about typography and the education 
of typographers. It is unfortuna te that this book is another one of the 
collection. I t fails to point out the real problems-which are not only those 
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of form-of today's typographic design and design education. It is only 
logical that the book's best information is formal; it is it's layout. 

Tomas Gonda 

Tomas Gonda is a graphic design consultant in Milan, I taly (Via Manzoni 14). 
Prior to this fall he taught graphic design at H ochschule fi.ir Gestaltung, Ulm, 
Germany, and with the Design Resea rch Group, Ohio State University, Columbus. 

Leonard Uhr, ed. Pattern R ecognition: Theory, Experiment, Computer Simu­
lations, and D ynamic M odels of Form Perception and Discovery. New York: John 
Wiley & Sons, 1966. 393 pp. $8.95 (cloth ) . $5.95 (paper). 

This book is a collection of papers from the fields of psychology, neuro­
physiology, and computer model building which relate to pattern recognition 
problems. It was intended to bring materials from different fields together 
in a coherent form. There are five parts: ( 1) conceptual framework, 
(2) empirical background, (3 ) theoretical developments, (4) experimental 
results from neurophysiology and psychology, and ( 5) computer simu­
lations of complex models. 

Readers who may not be familiar with these fields, will gain a much 
broader knowledge of the subject matter and how research people in other 
fields have been tackling the problems. However, it is felt that the sampling 
of papers is lacking in broadness; the lists of references cover only a few 
areas. More papers concerning the adapt ive threshold network and its 
application to pattern-recognition problems should have been included. 
T here is also too much of an emphasis on character recognition, a sub­
problem in pattern recognition which also covers speech recognition, medi­
cal diagnosis, electrocardiogram recognition, etc. Otherwise, the book is 
well organized and most selected papers are clearly presented. 

W.E.Lin 

W. E. Lin is assistant professor in the Department of Engineering at Case Western 
Reserve University (Cleveland, Ohio 44106 ) . Professor Lin is wi th the Digital Sys­
tems Group, a part of the Controlled Computers and Information Sciences Division. 



Resume des Articles 
Traduction: Fcrnand Baudin 

T rois families de caracteres dessines a l'ordinateur par M . V. M athews, Carol 
Lochbaum, et J ud ith A. Moss 

Lcs trois fam ilies de caracteres sont decri tes en deta il. T outcs les formes des 
lcttres sont enticrement chiffrees. Les vecteurs fondamentaux sont inscrits dans 
une forme generale de tell e sorte que lcs families de caracteres puissent ctre 
facilemcnt dessinecs au moyen de divers ordinateurs et tubes cathodiques. Lcs 
families comprennent: bas-de-casse et capitales en romain, signes mathematiques, 
capitalcs et bas-de-casse du grec. La manicre de dessiner des caracteres au clavier 
est decri t. Toutcfois, Ia nouvcaute essentiellc est dans Ia fo rme des lettres 
proprement d ites. 

La creation du "CBS News 36" par Rudi Bass 
La lisibilite des textes sur lcs ecrans de television est affectee par des variables 
qu'ignorent les techniques d'im pression. Description est fourn ie des d eformations 
ct corru ptions que subissent les textcs au cours d'une transm ission televisee. Pour 
y remedier le D epartement des Arts Graphiques de Ia CBS a fa it des essais au 
moyen de differents ca ractcres et dessine le "CBS News 36." L es experiences et 
les resultats sont illustres et discutes. 

T ypographie: evolution et revolution par Fernand Baudin 
La typographic est considcree comme une phase technologique dans !'evolution 
de l'ecriture. Celle-ci est une operation intellcctuelle, rationnelle et non pas 
seulement une habi lete purement manuelle ou mecanique. C'est pourquoi les 
notions de lisibil ite et d'intelligibil ite des textes doivent ctre etendues jusqu'a 
comprendre Ia mise en page totale du support de l'ecrit, livre ou document. L a 
revolution technologique en cours dans Ia reproduction et Ia multiplication des 
imprimes provoque une revolution sociale dans Ia product ion mcme des ec rits et 
appelle une renovation pa rallele de l'enseignement, au niveau superieur, de 
l'ecriture. Illustrations et commentaires. 

Une approche verticale dans les exercices graphiques de groupe par Edward 
Wright et Jean Collins 

Dans l'enseignement trad itionnel des arts graphique, les experiences sont limitees 
aux relations di rectes entre le sens des mots et les formes connues des lettres. 
Dans !'experience envisagee les etudiants sont invites a partir de leur ecriture 
personnelle spontanee et a l'elaborer en un style defini. Des travaux d'etudiants 
sont reprodui ts et commentes. 

La calligraphie japonaise par Horie T omohiko 

Plus qu'en aucune autre partie du monde, Ia pra tique de l'ecriture a etc elevee 
en Chine et au J apon a Ia hauteur d'une forme d'art particulicrement expressive. 
L es ca ll igraphes japonais, dont !'a rt plonge ses racines dans les symboles chinois 
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primitifs, ont clabore, au cours d'une evolu tion qui compte 1300 ans, une gamme 
de styles qui leur sont propres. Deux categories principales sont envisagees: Ia 
classique, dans laquelle Ia forme et !'emotion sont intimement integrees; et Ia 
subjective ou Ia valeur de sentiment l'emporte sur Ia valeur formellc. 

La description bibliographique des caracteres typographiques par G. Thomas 
T anselle 
Deux suggestions sont proposees aux bibl iographes pour les aider dans Ia description 
des caracteres typographiques d'un livre: ils sont invites a s'en tenir a Ia mesure 
des lettres telles qu'clles apparaisscnt sur Ia page plutot que de tenter de deduire 
leur "force de corps"; leur methode de classification devrait etre calculee de 
maniere telle que les details des caracteres puisscnt etre decrits en toutes 
circonstances et quelle que soit Ia date de Ia production typographique envisagee. 

Kurzfassung der Bei trage 
Dbersetzung: Dirk Wendt 

Drei Schnitte von Computer-gezeichneten Schriften von M. V. Mathews, 
Carol Lochbaum, und Judith A. Moss 

Drei Schriftschnitte werden eingehend beschrieben, wobei die Formen der 
Buchstaben vollstandig durch Zahlen gekennzeichnet werden. Die Grundvektoren 
sind in einer allgemeinen Form gegeben, so class diese Schriftschnitte Ieicht fi.ir 
cine grosse Zahl von Rechenanlagen mit Kathodcnst rahl-Bildschirmen verwendet 
wcrden konnen. Die Schriftschnitte enthalten lateinische und griechische Gross­
unci Kleinbuchstabcn und mathematische Zcichcn. Der Entwurf von Schriften 
mit Digitalrechncrn wird besprochen. Hauptbeitrag sind die Schriftschnitte selbst. 

Die Entwicklung der Schrift CBS News 36 von Rudi Bass 

Die H erstcllung einer lesbaren T ypographic auf dem Fernsehschirm muss 
tcchnischen Gegcbenheiten Rechnung tragen, d ie in den gedruckten Medien 
unbekannt sind. Es werden spezifische Probleme der Verzerrung und des 
Kontrastzcrfalls .von Buchstaben beschrieben. Urn dicsen Problemen wirksam zu 
bcgcgnen, cxperimentierte die Graphik-Abteilung des CBS-Nachrichtendienstes 
m it verschiedenen Schriften und entwickelte d ie CBS News 36. Die Ergebnisse 
dcr Untersuchungen werden illustrien und diskutiert. {Anmerkung des 
Dbersetzers: CBS ist cines dcr grossen amerikanischen Fernseh-Netze, die von 
den iirtlichen Sendem Ubemommen und ausgestrahlt werden; CBS News ist die 
Nachrichtcn-Abteilung dieses Netzes.) 

T yjJographie: Evolution tmd R evolution von Fcrnand Baud in 

T ypographic wird als cine technologische Phase in der Entwicklung dcr (H and- ) 
Schrift betrachtct. Letztere ist cine intellektuelle und rationale Handlung und 
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nicht nur eine rein manuelle und mechanische Fertigkeit. Daher soli ten Gedanken 
uber die Lesbarkeit und E rkennbarkeit von T ext en darauf ausgedehnt werden, 
auch den gesamten Trager des Geschricbenen mit einzubeziehen, das Buch oder 
Dokumcnt. Die technologischc Revolution im Vorgange der Reproduktion und 
Vervielfa ltigung von Drucksachcn mft cine soziale Revolution in der Herstellung 
des Gcschriebenen selbst hervor und fordert eine Erncuerung des Schriebuntcrrichts 
auf hoherem Niveau. Beispiele unci Kommentare. 

Vertikale Grup jJeniibungen in graphischen Entwiirfen von Edward Wright und 
J ean Coll ins 
Graphiker haben ublicherweise beschrankte E rfahrung mit der direkten Beziehung 
zwischen Bedeutung und Form der Sprache, die sie benutzen. I n dieser 
experimentellen Stud ie wurden Graphik-Studenten dazu aufgefordert, ihre 
eigenen, handgeschricbenen Texte Schritt fur Schritt von zufalligen, personlichen 
Notizen in cine strenge graphische Form zu bringcn. Verschiedene Studenten­
Arbcitcn wcrden gezeigt unci kommentiert. 

Japanische Kalligraphie von Horie T omohiko 

J apan und China haben mehr a ls andere T eile der Wel t die zweckgerichtete 
Handlung des Schreibens zu einer ausdruckssta rken Kunstform verfeinert. Von 
fruhen chinesischen Symbolen ausgehend haben japanische Kalligraphen 
wahrend einer 1300-jahrigen Geschichte eine Vielfalt von einzigartigen eigencn 
Stilen entwickelt. Zwei Hauptgruppen werden besprochcn: die , klassischcn," 
in denen Form und Gcfiihlsgehalt eng integriert sind, unci die ,subjektiven," in 
denen das Gefuhl uber die Form dominiert. 

Die K ennzeichnung von Druckschriften in bibilographischen B eschreibungen 
von G. Thomas Tanselle 

Zwei Vorschlage, die dem dcskriptiven Bibliographcn bei der Erstell ung einer 
Methode zur Beschreibung der Typographic eines Buches von Nutzen sein konnen: 
die Bibliographen soll ten ihre Messung der Schrift an ihrer Erscheinung auf der 
gedruckten Scite vornehmen, anstatt sic aus der Grundgrossc der verwendetcn 
Schrift zu erschliessen; und : ihr System der Kl assifizierung von Schriften soll te 
so abgestuft scin, cl ass unter verschiedenen Umstandcn unci fiir Bucher aus 
verschiedenen Zeitperiodcn verschiedene Grade der Detail iertheit 
verwendet werden konnen. 

This number of the Journal has been composed in Baskerville types by Craftsman 
T ype Inc. , Dayton, Ohio; printed by Great Lakes Lithograph Company, 
Cleveland; on 70-pound Nimbus T ext and 65-pound Sun Dial Cover generously 
provided by the Sorg Paper Company, M iddletown, Ohio. The Journal was 
designed by J ack Stauffacher of the Greenwood Press, San Francisco. 
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