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INTRODUCTION

Letter forms can basicly be divided into two categories, those

with and those without serifs. Since it was first introduced

on the terminal strokes of the Roman ‘Capitalis Monumentalis'

(1st century B.C. ill. 1). The serif became a characteristic if

not dominant feature of letter design and construction. Over the
centuries this simple terminal stroke has evolved and appeared

in a variety of formshSthilckiRthiine hairline, slab, bracketed or

unbracketed (ref: 1. B). However as the name indicatés the sans

serif is a letter without serifs. This serifless letter form
lacks .th "distrac%jve and decorative qualities of the Roman
(seriffgd) lettég_ﬁ}ll.,?). The sans is generally a monoline,
uniform, hard edged character, which by its nature is the basic
skeletal form of the alphabetic sign.
Although the unserifed letter first appeared in the inscriptions
of the anciént Gfeeks %EE. 'Greek lapidary type' (5th century
BhiC: SlasEaiiandl agaln riefly during the Renaissance (ill. 4).
10 (ol (ol notApeappear.untll the nineteenth century. After the
transiti§h from formal writing to the printed character no one
had thouéht of removing the serifs from the terminals of the
letter form until the f%;st tentative design for the sans serif
typeface was made in 18§§ by William Caslon IV (1781 - 1869).

o £
In the short period of its evolution (less than two hundred
vears) the sans has had a significant impact on design. Partic-
ularly in the later half of the twentieth century. It had been
my intention from the outset to devote my thesis to the study
of an area of design history. For this reason I chose the study
of the sans serif typeface. It also presented an opportunity
to broaden a subjective interest in the sans. Except for a few
cases, serious study or research of this subject has not yet
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been attempted. With this in mind I decided to structure the
thesis into three sections.

The first is a general discussion on the history of the devel-

opment of the sans serif typeface. It will be confined to

England, Germany and Switzerland. It was in these countries that

the major developments of the sans typeface took place. I intend

to trace the sans evolution, from its origin during the nineteenth

century through to the more recent designs of the later part of
the present century. This discussion will also take into con-
sideration the reasons for the sans introduction, the individuals
(e.g. William Caslon IV, Eric Gill, Paul Renner and Adrian
Fruitiger) and the various circumstances (i.e. such as changes in
methods of reproduction) that affected the sans changing form.

The second section will be a more specific approach td discussing
and comparing the indiviual typefaces e.g. through visual char-
acteristics and varying concepts in methods of construction.

For example, compared to the English sans of the early twentieth
century, which were based on classical forms (i.e. the Monumental
Capitals, Carolingian Minuscule and the early Roman typefaces).
The German designs of the same period were based on geometric
shapes and at times grounded in philosophical theory. In essence
this section will take a more definative approach in discussion
the various typefaces. It will be treated in chronological order
and the system of Classification (with reference to the sans

i.e. Grotesques, Neo Grotesques, Geometric and Humanist) will be
used to structure this section. I feel that it will lend

itself to communicating this discussion coherently, thus incr-
easing my own and the readers awareness of the different sans
serif typefaces.

Finally, in the third section I will discuss the legibility and
use of the sans. This section is more of a personal reaction
to what I feel is the unseriffed letters true role. Edward
Johnston's (1872 - 1944) sans serif design of 1916 gives us the
first clue to this role. Johnston's letters were designed for
use on 'London Underground'posters and signs. It was in fact

2
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the first system introduced for the standardization of publicity
material (i.e. corporate identity). It proved that as a medium
for conveying the message with the maximun economy, the sans was
both logical and ideal. Since then the sans has been increasingly
incorporated in identity and information sysfems. As a conveyor
of words, in the context of informing, communicating and indicating
direction the sans is at its most effective. To illustrate this
discussion I will use the identity/information programme designed
(1975) by Adrian Frutiger for the Roissy (Charles de Gaulle)
Airport, Paris. This final section will bring the thesis to its
conclusion.
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A History of the Development of the Sans Serif Typeface.

From the Roman to the Sans Serif typeface - the origin of the Sans.

The invention of moveable type during the fifteenth century by
Johannes Gutenberg (1398 - 1468) was undoubtly inspired by ‘the
concept of producing the book by mechanical means. Certainly
from its invention up to the late eighteenth century, printing
was practically and solely concerned with the production of the
printed book.  The. Jmain letter form to emerge for use in con-
tinuous text was' th LReman character. As such the development
of prlntlng and the prlnted book has been paralleled and comp-
11mented by the evolutlon «0f the Roman typeface.

The p01nt Qf departure came during the Industrial Revolution
(late elghteenth early plneteenth century), when amidst social
and economlc upheaval e g; with the increase of consumer goods.
The prlnters of Europe Were looking for new and bolder types
i.e. dlsplay faces for the purpose of advertising. Perhaps the

main 1nfluence on the development of the display face, came in

a period. (durlng the elghteenth century) of radical and innovative
change in. the progre551ve evolution of the Roman typeface i.e.

the tran51tlon from the Old (ref; 2. A.and B, Humanist, Garalde)
to the Modern (ref 2 D Dldone) types.

Gutenberg's characters for printing were based on the black
letter or textura of German scriptoria (manuscripts). This letter
was constructed by holding the pen practically upright. They
were a rather heavy letter form, hard edged with little or no
curves. Which gave the letters an illegible quality (ill. 5).
But as Gutenbergé invention moved south to Italy the letter

forms produced by the Venetian printers replaced the black letter

5



fq;cu:nﬂcoLo¢nzfﬁf\;ofabfbuF
Tanzaeramiraculo. tdquod

Cos'c-b.w uerreaf facebamur

. Caroline Minusculd,

WA qucrum feeue memotem winon
M ulra quoqu:'&bcllo Faﬂ'us dum «
I nFerretq,deoﬂano : g&murunde
A Lbamq,l:an-d: anaur,‘alt&'moen

Italian 15th. century writing. @

A A

CASLON BASKERVILLE

Y |

\ 2
Y \ f
[
t

DIDOT .

commentari ; neg; co uultu, quo eflc h
foles, hilari, etfoluto ;fed ,quo tem u
be confpicimus,contractiore niterdur

Aldus’s Roman’ Letter. i

fine che emafchi.In tutn glalm e lopp
hdno piugraue boce che lefemine. Del f

e tutto fuon.Non parlafenon dopo lar

Jenson’s Roman Letter. 6

This is Caslon Old Face which was
designed at a time when printing was
done on a hand-press on damp hand-
made paper. Caslon looks its best when
conditions are near those for which it
was~designed. -

Caslon’s Old Face. q

N 3 —~
‘ ﬁ &

1

il

=

f
d U

Uy

Judud

A

igimige

f

dudu

140

.
u

and established the Roman letter as the supreme character in
printing. Amongst the first of these types was Nicholas Jenson's
(i11. 6) and Aldus Manutius (ill. 7) Roman letter. Both were
printers in Venice towards the end of the fifteenth century.

These types were based on Italian hand writing of the same period
(i11. 8) ( like the black letter, Italian writing was influenced
by the capitals of the Roman Empire, and like most sub calligraphic
styles in Europe at that time , both were derived from the 'Carol-
ingian Minuscule'. A system of standardized writing style int-
roduced in 789 by decree of Charlemagne King of the Franks).

At the height of the Roman typefaces development came William
Caslon's (1692 - 1766) type design (ill. 9). ‘'Caslon', named after
its creator, brought to an end one phase of the evolution of the
Roman typeface and it signaled the transition from the 0ld to the
Modern face. This period of transition occoured between the
introduction of William Caslon's and Giambattista Bodoni's (1740 -
1813) typeface designs. In between, illustrating the transition
was the typeface ‘Baskerville' (AL, @) désigned by John Basker-
ville (1706 - 75). When comparing 'Baskerville' to ‘'Caslon’ the
first subtle changes are noticeable. The serifs on the 'Basker-
ville' type are slighly thinner but the most obvious difference
occours in the execution of the curved elements of the letter
forms. 'Caslon' and previous Roman types were based on the shapes
made by a broad nibbed pen. Whereas by the eighteenth century
typefaces like 'Baskerville' were "subject to intellectual as
well as artistic development" (quote. p. 21. No. 23 Ghe
'Caslon' letters the axis of the curves is inclined to the left,
this is called oblique shading.(ill. 11). On the other hand

in the 'Baskerville' letters there is a slight incline on the
axis of the curves, this is called vertical shading (ANl A2
This vertical shading became a standard element of design in the

Modern Roman typefaceés.

The next radical change to the Roman letter was made by Firim
Didot (1764 - 1836). In this case there is a greater contrast
between the strokes of the letters (ill. 13). The emphasis

6
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€5l N 3 and weight has.b?en put on the main strokes. The serifs have
) == almost been eliminated altogether. They have become hairline,
ﬂ¢::3 unbracketed and appear to have been drawn with a ruler. An-
: ’ other influence on the construction of these letters was the
M ==/ introduction of copper engraving and its popularity as a medium
(== for reproducing illustrations in books. In an effort to design
> a letter form (f?r use in continuous text) to compliment the
copper engraved illustrations the Modern Roman typefaces emerged.
(=
1‘:23 Since the invention of moveable type up to the seventeenth century,
/ D characters for printing were made from metal punches i.e. they
| -‘~// | were cut out in relief on the end of a small steel rod called a
== punch (ill. 14). The punch was then hardened and used to stamp
4 (e 2 matrix from which the types were cast. However after the intro-
e | duction of Intaglio (during the seventeenth - eighteenth century)
: characters were engraved on a copper plate. Under heavy pressure
DE F o= the letter forms were picked up and printed on paper. As various
: 1 methods of reproduction determine the appearance of the finished
I I 1 product. Intaglio by its nature had an influence in encouraging
G : I L the use of fine hairlines and serifs which are evident in the type
DIDOT BODON| 15 == designs of Didot and Bodoni.
(e Didots letters were later absorbed and developed by Giambattista
ULTRA BODONTI: Series No. 120 y Bodoni. The Bodoni letter is quite similar to Didot's. Except in
LMN s (o *Bodoni' (ill. 15) there seems to be not as strong a contrast
mno 36 pt. « between the strokes to the extent that the thin strokes are
NOPQ ‘ rsti (= o slightly thickened. Brackets are also reintroduced on the serifs.
pq SOPE As I mentioned up tb this period printing was mainly devoted to

the production of the book. With the increase of consumer goods
and advertising during the industrial revolution a new letiter
form emerged, the display face. This letter form was undoubly
inspired by, if not directly, then indirectly by the Modern type-
faces. The connection seems an obovious one and was later (twent-
ieth century) "acknowledged by the Monotype Corporation when they
cut "Bodoni Ultra' (ill. 16).

RSTUMuvwxo.:

VWXMNyzab&fi1?L£ s .

YZROPSTUabedefghijkln 1+ pt.
ABCDEFGHI kmopqrstuvwx 12 pt.
JKLMNOPQRS'I" yzabcdefghijklmn 10 pt.
UVWXYZABCDEFGHIopqrastuvwxyzabedefghijk 8 pt.

16




The Display Face

Perhaps one of the earliest display faces was introduced by

Thomas Cotterrel (d. 1785) in a book of specimens (1765). The
specimen of 'Caslon’ type was twelve line pica in size (ill. 17),
which was approximately the same size as the illustrated example
shown. It is important to note that before the introduction of the
display face, that the Roman typeface had appeared in one weight
only (medium) and the largest size was 48pt. The Cotterrel spec-
imen both in size and weight was unheard of then.

It was Cotterrel's pupil Robert Thorne (d. 1820) who was responsible
for the development of the first *'Fat Face' introduced in 1802.

This new display face contains elements of and was probably infl-
unced by the Modern typefaces. In Thorne's letters (ill. 18) more
emphasis is placed upon the contrast between thick and thin strokes.
Similar to 'Bodoni' there are hairline strokes or serifs. However
Thorne's letter forms are more rounded, almost whimiscal in shape

MINT
IRRERRED.

and slightly crude compared to ‘Bodoni‘'. So successful were the
new 'Fat Faces' that they dominated the printers founts for more
than twenty years.

In 1815 Vincent Figgins (1766 - 1844) make the second significant
contribution to the development of the display face. When he in-
troduced a new design that was called ‘Antique' or 'Egyptian'(ill.

Two Lines Pica, ANTIQUE. 19). This letter form was monoline in shape and had a machine

ABCDEFGHIJ
KLMNOPQR
STUVWXYZ&, ;.-

YA

BODON | FAT FACE ANTIQUE (Slab Senf?)  EGYPTAIN (Saums)

like appearance, thisimage was enhanced by the inclusion of slab
or rectangular serifs. The adoption of the name 'Egyptian®
probably refers to the French invasion of Egypt (late eighteenth
century). As a result of Napoleons invasion things' Egyptian’
became fashionable in the early half of the nineteenth century.
"An interest in the ancient Egyptian and to a lesser extent Greek
cultures was evoked by this invasion. "The ponderous solidity of
the Pharaonic tombs,the top heavy colonnades,the emphasis upon
the straight line, vertical or horizontal, in the pylons and in
the hieratic inscriptions, these features were reproduced with
enthusiasm” (quote. p. 66, No.14). Elements were absorbed from
both cultures and the monoline slab serif and the unseriffed
letter ‘form were to an extent a result of this influence.

100006000000000000000D0D000DDD00DDDY
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TWO-LINE GREAT PRIMER SANS-SERIT.

TO BE SOLD BY AUCTION,
WITHOUT RESERVE;
HOUSEHOLD FURNITURE,
PLATE, CLASS,

AND OTHER EFFECTS.

VINCENT FICCINS. -

TWO LINES SMALL PICA GROTESQUE.

HEREFORD INDEPENDENT & FREE PRESS.
MODERN FURNITURE, &c. 1836.

6. Unseriffed capitals cut by William Thorowgood, first shown in

1832. The examples are from his specimen book of 1837 (St Bride’s). THOROWGOOD & Co. LONDON-
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The 'Fat Face' also had a part in inspiring the development of

the 'slab serif' and in turn the sans serif. One feature that

both the ‘Fat Face' and the ‘'Antique' had in common was that one

could either emphasize or eliminate the serifs. This seems to
have been the logical step taken in 1816 by William Caslon IV

when he made the first design for the sans serif typeface.

The Nineteenth Century Sans.

England.

William CaslonIV cut his two-line English (approximately 28pt)
unseriffed capitals in 1816 (ill. 20). Unaware of the significance
of his innovation Caslon hid the design amongest the decorative
capitals in the back of a book of specimens. Needless to say

at such a small size the design went unnoticed and Caslon recived
no money for his discovery.

As a result the sans did not offically appear until sixteen years
later. When in the early eighteen thirties several typefounders
introduced the design in their books of specimens. These early
sans serif designs were rather crude in their tonstruction. They
were blg and bold, designed to attract the attention of the con-
sumer. The first of these was shown in three sizes in 1832 by
the Figgins foundry (ill. 21). This was followed in the same
year by Caslon and Livermore (not Caslon IV) (111.22) and William
Thorowgood's (formly Robert Thorne‘s foundry) (ill. 23) designs.
The following year 1833 two more designs (E33—2%) were shown by
Blake, Garnett and Company (formly William Caslon IV's foundry).
A variety of titles were used to name these designs. Caslon

and Livermore called their design ‘Condensed' which was later
changed to 'Doric'. Thorowgood called his design ‘'Grotesque’.
Blake, Garnett and company called theirs 'Sans Surryphs®, which
fourtnately was later changed to 'Grotesque’'. But it was Vincent
Figgins title which focused on the letter forms most obvious
feature that became the norm i.e. 'Sans Serif‘.

The first lower case sans serif design was cut in 1835 by William
Thorowgood. Up to that period all the sans designs had been cut

9
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in capitals only. Thorowgood called the design 'Communicate*
(111. 25), this was later changed to 'Communion® in 1848 and
'‘Common' in 1868. The design was not only crude it was also
illegible. There are a greater number of curved elements in the
letters of the lower case and the characteistic monoline cor-
struction of the nineteenth century sans letter forms did not
sult .the design of the smaller letters. Both the equal weight
of the letters and the choice of root i.e. were a curve or bowl
joins the stem, portrayed the faults in Thorowgood*'s design.
When placed together, as in the illustrated exampie, the letters
were clumsy and illegible.

TWO LINES ENGLIEH ITALIC GEOTESQUE.

London Banking Company

AARRROARE N
JUU UV UdUduUiduovd

Provident [nstitution

The Figgins foundry seemed to have played a major role in the

development of the nineteenth century sans. Figgins was responsible

Grand Promenade Concerts
Premium £84,537 -.

for the introduction of the first 'Antique®' (as mentioned above)
and the first offical sans. This was followed in 1876 by the first
sans italic (I could find no example of this design but an italic
cut by the Reed and Fox foundry (ill. 26) inl873 was influenced

by and quite similar to the Figgins design). Finally in 1889 the
Figgins foundry cut the first true Roman sans serif in upper and

L O O
dduduvd ¥

lower case (ill. 27). "Thereafter, sans serif in both capitals

BIRMINGHAM MERCANTILE REGISTER
Recently Circulated Numerous Handsome Designs
NORTHAMPTON and HUNTINGDON
Monthly Reports are now published, Cloth, 36s.

2

and lower case was an indispensable feature of all British spec-
imen books" (quote. p. 74, No. 14),.

Germany.

In Germany during the nineteenth century the opportunity to exper--
iment with the sans letter form or Groteskschriften as it was
called, thrived. As early as 1825 a sans serif design which in-
cluded both upper and lower case was cut in seven sizes (10pt to
48pt) by J.G. Schelter of Leipzig (ill. 28). This design unlike
the British sans which was a bold mechanical looking letter, was
both condensed and light in weight. The J.G. Schelter firm later
added (1830) a bold upper and lower case Roman. This was followed
in 1850 by a condensed bold. Both the 1830 and 1850 designs were
cut in a number of sizes. But in the 1850 design three of the
nineteen sizes cut included a choice of three body sizes. "Their
design, named 'Steinschrift®', was obviously intended for text sett-

000070

Er. 589. 3 Cicory (36 Puniis) 302124 . i1z ca B g

Kalendarumiur Deutschlands Steindruckerund Buchbinder -
Franzosische Pogsie THE oPECTATOR Neuss Handelsrecht

=

(000000000
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ing rather than eye catching display" (quote. p. 74, No. 14).
10
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This coupled with perhaps the major innovation in the development
of the nineteenth century sans i.e,

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWX
abcd_efghijklmnopqrstuvwxyz 24

‘Akzidenz Grotesque' had an
significant influence on the Swiss designs of the twentieth century
(this will be discussed later).

In 1889 the Berthold typefoundry introduceéd g family of ten sans
typefaces, cut with variations in style and weight (light, medium,
bold), based on one design. This family was called 'Akzidenz
Grotesque' (ill. 29). Up to that time designs such as posters
(i11. 30) were carried out using a number of contradictory typefaces.
The advantage of 'Akzidenz Grotesque' was that it enabled one

to carry out a job using one family composed of different styles
and weight. But unfourtnately the concept was wasted and did not
catch on. Both Figgins and Berthold designs i.e. the true Roman
and 'Akzidenz Grotesque' occoured at the turn of the century and

as such brought the sans development for that period (nineteenth
century). to a close. Generally the sans of the nineteenth century
evolved out of the need and were used as display faces for the

CHESNUT STREET THEATRE
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Dwmrs epes af baif pase 7 o'cloak. Owrimia =il nee ot § vaieah proesaly.

s @ nes e Vv ey oo s m

SUMMER SEASON
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GRI-PYEES

GENTEEL COMEDIES
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SIGN'R STRINI
MRS. ADA KING,

(@R, 2DWARAD WARDED

SATURDAY EVENING, June 17, 1854

purpose of advertising. This role was to become more diversified
during the twentieth century. The sans not only had an impact
on the increasing growth of advertising, but on design (corporate

identity and information programmes) and to extent the fine arts.

The Twentieth Century Sans.

England.

In 1916 literally one hundred years after William Caslon IV

v e e S % rinOR
MRS DUPUIS. - - - - - - = MRS. ADA KING
After which, CAVATINA from the Opers of Cinderells by Bignor BTRINT

hh — e G

cut his first tentative design. The first sans serif of aesthétic
merit was designed by the calligrapher and type designer Edward
Johnston. He was commissioned by Frank Pick of the 'London
Passanger and Transport Board' (L.P.T.B) to design a letter

form for use on ‘'London Underground Railway'. "Johnston's daugh-
ter had described how Frank Pick persuaded her father to reflect
on a block letter design that had the bold simplicity of the auth-
entic lettering of the finest periods'.yet would " belong unmist-
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akeably to the twentieth century" (quote. p. 76, No.1l4k). The
result was Johnston's 'Railway type'. This incorporation of a

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqgrstuvwxyz

sans serif letter form on ‘'London Undergrounds®' posters and signs
gave the sans a respectability it had not achieved before.

Johnston's sans serif design was (ill. 31) based on classical
letter forms. He used a simple method in the design of the in-
dividual characters. Not unlike the 'Monumental Capitals® whose
construction was based on simple geometric shapes i.e. the square,
circle and the triangle. For example, the 'M' is constructed

"I R

within a square, the ‘0*' is a perfect circle.and the ‘A' is cons-
tructed within a triangle. Johnston not only worked out the
relationship between counter and mass, he also worked out the

spacing between the letters. Such considerations were unheard of
in the sans of the nineteenth century. _

Present at the early meetings between Johnston and Pick was a
young Eric Gill (1882 - 1940). This is evident from the differ-.
ent entries in Gill's diary dating between October 29th and Nov-
ember 17th.

"Oct. 29: To G(erard) M(eynell) with him to meet H(unter) re. £1
note design. ZIunch with E.J(ohnston) and G.M. after. To see

Pick (Undergrd. Rly) with E.J. and G.M. re. new alphabet, etc 2510
Nov. 7: E.J. came to tea (also H.D.C P(epler)) to discuss Pick

R

feut tourt] ek \ \SauTly (g Zaidi K & =
(R NWITH CARE INK NOT vatiohhor
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b s ‘:‘Kd‘;‘h‘?‘;’. X3

e A R N S

G Fra st -

(Undergrd. Rly) lettering.

Nov. 17: To Ditchling in eve. to see E.J. re. Block letter alpha-
bet!  (quotes Dl LSRN oERIIGH)S

Although it may be derived from these entries that Gill had a

part in the discussions relating to the new design. Unfourtnately
there is nothing to suggest that Gill had a part in the physical
construction or designing of the letters. Needless to say the ex-
perience left a lasting impression on Gill and undoubtly influenced

the design of the later 'Gill Sans'.

Eric Gill was a pupil, assistant and friend of Edward Johnston
He first met Johnston at the 'Central School of Arts and Crafts'
which ahd been founded by William Lattaby (1857 - 1931). Edward
Johnston had been instructed by Lettaby to teach calligraphy at
the school. Like William Morris before him Johnson went back

ﬂnnnnnnnnfﬁNHHﬂﬂﬂﬂEBgﬂﬂﬂﬂﬁﬁ“
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in history in search for fine lettering e.g. such as the 'Carolingiaﬁx\

Minuscule®, for use as models. Present at Johnston's first class

was Eric Gill. The next signilicant English sans serif design
was made by Gill in 1928.

=

UGLAS CLEVERD

A number of circumstances are collectively responsible for the

creation of 'Gill Sans'. Notable (as mentioned above) the influence

of Johnston's sans serif design of 1916. Gill derived from

Johnston's block letters a simple display face of unseriffed cap-
itals which he used in three differnet situation.
for use on sign posts at Capel-y-ffin.

ot
dédiéV

The first was

Secondly, for use on signs
for the Army and Navy stores. Finally for use on the facia board

of Douglas Cleverdon's book shop in Bristol (ill. 32).

Gill had been bound to his bed by influenza. During this period
of illness he took to completing a project for a book shop owner,
Douglas Cleverdon. Cleverdon had approached Gill and had asked

him to design a series of alphabets ( some preliminary sketches,

G ay

il1l. 33).%For use on signage, price tags and labels. Included

in the final book of specimens was a design for unseriffed letters.
Cleverdon later asked Gill to paint the facia board of his shop

using these block letters. A friend of Cleverdon's (and Gill's),
Stanley Morison of the Monotype Corporation, on seeing the facia
board approached Gill and asked him to supply a design of block
letters for type cutting. z

The sans had become quite popular in Europe. Stanley Morison
had been searching for an English equivalent to rival the designs
emerging in Germany. He found what he was looking for in the
person of Eric Gill. But there was one major problem. Gill was
opposed to the modern industrial society and the task fell on
Morison to convince Gill to allow his letters be reproduced by
an industrial process. There ensued a series of arguements and
debates by Morison based on 'Thomistic® lines (which would have
appealed to Gill);ﬁ%Eventually Gill was convinced and he produced
too designs for}geﬁféon the first was a seriffed face called
'Perpetua’ and *he second was 'Gill Sans'.

O 5 O O O w  w O T
POUUUUBUERBEEVEREUEEVY

Gill's unseriffed letters (capitals only) was introduced in 1928

13
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) ABCDEFRGH

Gill Sans Cameo, Monotype Saies 233

ABCDEFGHI

G!11 Sans Shadow Line, Monotype Series 250 &

P ABCDEFGHI

GillSans Cameo Ruled, Mozotype Series 299

ABCDEFGIH

Gill Sans Shadow, Monotpye Serics 304

ABCDEFGH
DEFGH

ABGC

Gill Sans Ulura Bold, Mozotype Series 442

38

at the 'Annual Congress of the British Federation of Master

Printers'. Stanley Morison used the sanserif typeface to design

2 programme. cover for the Congressll(Einis/ i)t cEl R/ R i
had a stormy baptism and was greeted with cries of ‘'typographic
bolsevism'. Which is understandable when one compares the radical

new design with another cover designed for the Congress by

George W. Jones (11l 35). However during the same period the

newly appointed Publicity Manager (Mr. C.C.G. Dandridge)

for
the ‘London and North Eastern Railway' (L.N.E.R,)

3 ; was considering
the standardisation of the railways publicity material.

He was impressed by the logical simplicity and legibitity of
'Gill Sans'. As a result the lower case of the sans was cut.

Gill who as a young boy in Brighton had drawn locomotives (LAl e 515)
with carefully rendered names, had come full circle when he placed
his hand drawn name plate on the 'Flying Scotsman' (Gl 7)) o

Like Johnston before him, Eric Gill's sanserif typeface was used
to standardize the printed matter of a railway. Due to the var-
lous requirements of the L. N. E. R. many new variations (ill. 38)
based on the original design grew until there was a family of
twenty eight related designs. It seems that Gill did not complete
all of these or have controll over the majority of the finished
designs. "Gill was merely asked to provide basic alphabets from
which the 'Type Drawing Office' could derive (by mechanical logic)
what ever bolder, narrower or lighter wversion would be required"
(quote. p. 16, No. 16). It is important to note that

‘Gill Sans' was designed first as a typeface and later became
a face for use on poster and signs. However tradition was slow
to break amongest the British printers. They were slow in accep-
ting the sans‘certainly within the context of using it for con-

tinuous text.

SE[Ue

Germany.

R )

%y s
On the other hakd-in Germany the sans had long been a favoured
letter form. Several designs were introduced during the 1920°'s,

14



=4 ABCDEFGHIJKLMNOPQRSTUVWXYZ &
abcdefghijklmnopgrstuvwxyz

The first German sans of aestheticimenitiavoeondiiniic I EEbINEC)M
It was designed by Jakob Erbar for the purpose of advertising.

This was a result of the increasing growth of advertising in

post war (First World War) Europe. 'Erbar' was later followed

in 1927 - 28 by Rudolf Koch's ‘'Kable' and Paul Renner's ‘'Futura’
(111. 40). Johnston's sans serif for London Undergound had a
strong influence on these designs. They were generally monoline
in their construction, based on geometric shapes and in some

cases grounded in philosophical theory. Germany had just emerged
defeated from the First World War. There was an urge to rebuild,

ABCDEFGHIJKLMNO  adaabbbbe
PQRSTUV WXYZ ddefgghij

abcdefghijklmnopqgrstuv kIITII'TOO"PP
Y o o qqrristuv
40 WXX i

ATtk i3

16. Paul Renner’s first designs for the lower case of Futura Ll»l

ABCDEFGHIJKLMNO
PQRSTUVWXYZabcd
efghijklmnopqgristuvwxyz .,

21 EmcEmwery n mma womyets (COALPRMANRE |

to define new concepts and philosophies. In essence a Utopian
image was 5sought by most individuals and movements in the arts
e'g"thPJDFtPh group De Stijl and the Bauhaus in Germany. This
encomPasised not only the fine but the applied arts also. In the
lesser” arts, typogaphy in particular the unseriffed letter was
caughf up in this evolution of change. The sans was eonsidered
by thé gé%man s as a modern letter form, ‘typically twentieth
cenfumy j oﬁ¥ unsere Zeit®' (of our time). "Was it not a stage
in the dewvelopment of some new form ? " (quote. p. 76, No. 14).
Such gestions and thoughts influenced the use of the sans.and

the initial experiments with a lower case alphabet by Paul Renner
(i11. 41). This later resulted in the successful sanserif typeface .
design 'Futura' which was based on more conventional letter forms.

R EEEEEEEEREER

The popularity of the sans as ‘'unsere Zeit' was advocated and

absorbed by various individuals and movements in the arts,

in particular the Bauhaus. Characteristic's of such work (ill.

42) was the use of;; asymetrlcal layout, the dynamic diagional,

the use of barSﬂ rules and boxes for the purposes of balance and
& the sole use of the unserlffed letter form. As Jan Tschichold

stated 1n hzs bpok-‘ Die* Neue Typographie that the "sans
"'t"_- g of weights (1light, medium bold, extra

jES (condensed normal expanded) was declared

DIE KUNSTISMEN 1922

GEGENSTAND H

PUBLIES PAR EL LISSITZKY

o
-
(1)

ET HANS ARP 1914

PUBLISHED SY EL LISBITIKY 1916

AND HARS ARP 1914

{ o EUGEN NENTSCH VERLAD
! ENLERGALK FOMICH, BURCH LN UND LEIPIIG
i wes

p—=—yey % SHOHOEMA
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The unseriffed letter devoid of decorative serifs

portrayed the
alphabetical sign in its most fundamental,

elementary shape.
This functional and impersonal quality appealed to the Bauhaus

designers. The sans was also readily and easily compared to
Bauhaus philosophical thought on architecture. "The wnseriffed

monoline letter echoed the stripped out line of ferro concrete
and tubular steel(quote. No. 13).

As such the sans was preferred
by the Bauhaus typographers and it was reckoned to be the only

letter form suitable for modern design. With the result sans
serif fonts were used almost exclusively for the setting of post-
ers‘and bgohe.

Two ﬁgopIe*who had a major impact on typographic design within
the- Bduhaus, was Lazlo Moholy-Nagy and Herbert Bayer. Moholy-
Nagy's interests in a synthesis of photography and typography encou-
raged experiments in this area. This is evident in the poster
design (ill. 43) by Moholy-Nagy in which he intergrated type and
photography. He was also responsible for some excellent if not
unusual designs for books. These include a design for the title
pagé”of the first Bauhaus book (ill. 44) 1925 and a cover design
for a brobgyre entitled "Fourteen Bauhaus Books" (ill. 45) 1929.
In the later Moholy-Nagy uses a photograph of metal type that

is positioned in such a way which gives an optically jarring

ES

effect. Not unlike the contradictory movement one experiences
in a print of M.C. Escher.
Herbert Bayer once a former student at the Bauhaus was the head

of the typography workshop His range of activities included
the designing of book covers, postepﬂand type (ill. 46).

Among his des1gns for type was a study for a single sized (lower
case ) unlversal alphabet. Thls unseriffed alphabet (ill. 47)
was based onwgeometrlc shapes with a dominant use of the circle.
Bayer had. favoured the sole use of a lower case alphabet He
argued 'whyshould we print with two alphabets ? Both a large
and a small'sién afe not necessary to indicate a single sound.
Capital 'A° equaIs“small 00 O (Ereeiiee 9s 448, Koo 7)o fHails
eventually resulted in the Bauhaus abandoning capitals and for
a period books were printed in the lower case alphabet only.
Another advocater of the new typography (although he later re-
jected it) was Jan Tschichold. After a visit to a Bauhaus

16

abcdefghi

[KImnopqr

stuvwxyz
a

o O IO I O O O O w O A A A o o O O O R R W
AR R R




VORZUGS-ANGEBOT
Lo ]

bm VERLAG DES BLDUNG3VERBANDES der Deutachen Buchdnichar,
Bacin 5w 61, Drasbencalr 5 srscheint camaleal

JAN TSCHICHOLD

Lenver an car Mewtamcnule for Deutachiance Bocncrucher in MOnchen

DIE NEUE TYPOGRAPHIE

rer die
whd @6 drucksachenvertrouchensen Kreiss

Das Prodiem car » L Tm;'lbb At #na labbatte INHALT DES BUCNES

. N w~n-< o- wacet u sl i (e

e

772
[Hi

i
%
|
1

Iy
i

r he
o

RSahOe r\a(ht s Barspepla einandes Gapanibergestell Jwe: wei- D t ——y

tars Artikel behmndein , Photegraphis mmm und L

-.—rymnm--lumun. Do s Bt

Dar H-u:?-ﬂ des Buches fOr cen t’nmur besleht in dem rweiten
Ten [N

n-r..- ar Bedeutong it as $7 R 3
-u.,!‘-m-_ Photograpten, Architerte ure uaz Schrfutellar,
ame 37 alie, Cot Ml Gem Bochdra xma Unrung kommen,

t,rg—.p». »in umanthehrliches HRn@buch sein. Vos Aich I ;5
. Gebr :

H]

Das Buch eathint over 125 Abblldungan, von
denen etwa ein Vierte! rwolfarblg pedruckt ist,
und umtagt gegen 200 Selten suf gutem Kunst-
druckpapler. Es erscheint im Format DIN A B (143X
270 mm) und ist In

Preis be: Vorpes'eliung bis 1. Juni 19282 5.00 RM
curch den Buchhandsi nur zum Preiae von 6,50 RM

Bestellschein umstehond EXP

ABCDEFGHIJK

g (‘HDACH!“ Dt ‘-AVIG#
sﬁo ~ATl

MNOPORSTUVWXYZ
abcdefghijklmnoporstuvwxyz

Sl

ER KR
Jovied

o O o o O T L O T T T T

P8PV RBERRBUEEUUTTITVITUV T VUV

5 O O A A

exhibition in 1928 Tschichold was impressed by the new concepts
in typographic design. In particular it stimulated an interest
in the sans serif. Through his different publications and writ-
ings Tschichold formulated principles of the new typography.

His objective was to achieve a clearer understanding, especially
in the case of printers. These and proposed concepts for the
new typography were described in his book -"Die Neue Typographie"”
(Berlin 1928). The book was set in one of the early industrial
sans from the turn of the century. The format and layout of
the book served two purposes to communicate and illustrate 1it-
erally what Tschichold was proposing.

Most of the innovations happening within the arts also had an
influence on advertising. Post War Europe had witnessed a
growing increase in advertising. Various movements such as Cubism,
Futurism, Dada, Surrealism and Constructivism (both Rﬁssian and
Dutch) had a profound influence in this area. Elements such as
the use of the diaginal (from the Supermatist paintings of Malevich),
the static asymetrical paintings of Mondrian (the grid and the
dynamic typograghy of Lissitzky. A typical example of the style
of advertising of that period (1920's - 30's) can be found in -
the posters of A. M. Cassandre. Take for example his poster
design for a steamship line (1931, ill. 48).
rays the influences of Cubisrn. The proportion between the ship
and the tug is exaggerated, which enhances the size and shape

of the ship. The large heavy form of the ship is intergrated
and complinented w1th unser:”fed letters of different weights.

i i balanced.”

This poster port-

bold qaplt 2 ogan ] of the poster. Cassandre also des-
igned three sans seflf féceé. These include ‘*Bifur® (1929 ill. 49),
'A01ef N01r (1936 Fi1l, 50) rand S SEeiion ot (OB FZENISIEEE 9P )
1ntereétln% ?}e :ﬁi:“ éthe later typeface is the design of the
lower case. s Wifth {'exception of 'b', 'd*' and 'f' the lower

case letters“ape-capitals. Unlike the usual monoline sans Cass-
andre's ‘Peignot' is closer in construction to the Roman letter,

which is made up of contrasting thick and thin strokes.

17
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This was the last sans designed before the war. With the out-
break of the'Second World War'the different movements broke up.
Many individuals left Europe and sought refuge in America or

England, others went to Switzerland. As a result the numerous

concepts that had evolved were exported, adopted and spread throu-
ghout the countries of their new origin.

Switzerland.

Influenced by the import of ideas and various individuals. After
the Second World Was a new style of design emerged from Switzerland.
The 'International typographic stylé'or'Swiss design'as it was
known had an influence and tended to dictate the modes and trends
in graphic design for a period of twenty years (and to some extent
it still does today). Characteristics of this style éomprised

of asymetrical layout with various visual material incorporated

or contained within a mathematically constructed grid. More to
the point the sole use of the sans was favoured. In particular
the sans serifs of the nineteenth century enjoyed a Renaissance
during this period. Two very influential and popular sans designs
emerged during the fifties. They perhaps signify the most recent
and the last contribution to the development of the sans serif
typeface. These include Max Miedingér's 'Helvetica' Gl 52
1957) (inially called 'New Hass Grotesque' it was designed for

the Swiss type foundry HASS) and Adrian Frutiger's 'Univers'

(Lt 5%, 1957) (whlch was de81gned for the French type foundry
'I’lgna‘t) Unlllge ‘the, sans of the 1920's - 30's

; f as'd Qn geometrlc shapes. As Frutiger

Deberny and?

these new &(fm' ‘not.
said " thegn %*stylg'u* not so;gébmetrlcal a purely geometrical
1etterf0rmf1wwnot téﬁa_le in the long run. The eye sees horiz-
ontal strokes as thleker than‘Vertlcal ones and the perfect
circle of the '0%: appears ‘mis- shapen" (quote. p. 5, No 10).
'Univers' was based on non constructlon, a totally new design.
But at the same time its form was determined by an awareness-: of
previous methods of constructien. On the other hand 'Helvetica |
is based on the nineteenth century sans 'Akzidenz Grotesque',

it was a redrawn version of the old industrial sans.

18



The development of photocomposing also had an influence on the
design of both types. This is a process where by the image

of the letter is projected on to film through a negative disc

or plate. Thus the construction of 'Univers' and 'Helvetica'
was based on a suttle use of visual perception to allow for det-

ormation in printing which was one of the limitations of photo-
typesetting i.e. over exposure.

39

'Univers' also represents a mile stone in the development of the
sans serif typeface. Since the standardization of the publicity
material for London and North Eastern Railway, perhaps the larg-
est related family of types was based on Eric Gill's 'Gill Sans'.
But this family was expanded after the initial design was released
and not all the variations can be credited to Gill. The same

can be said for Max Miedinger's 'Helvetica', Although he desig-
ned the original alphabet, other individuals expanded it to the

as 46 32 48 43

unIvers univers J univers J UnIvers J univers

53 55 (56 57 58 59

univers univers | |univers | |univers | |univers | | univers

63 65 66 67 68

univers univers | (univers | | univers | |univers

large family of types in existance today. ‘'Univers®' on the other

hand was an entirely different situation. Frutiger executed

all twenty one designs (ill. 54) in different weights and styles,

73 75 76

srvere s before the design was actually released. "Before 'Univers®' was

-

produced the typographic designer was often obliged to use the

83

typfaces from various periocds and designers for jobs of a wide-
ranging nature: today he can cover everything witha single, hono-

univers

geneous type family, even for the most extensive requirements
(eliefeEs 0o s Nos 24

At this stage I think two interesting connections can be made.
Firstly as I have already mentioned the sans of the nineteenth
century enjoyed a revival during the fifties. The innovative
'Akzidenz Grotesque' designed at the turn of the century(perhaps
the first time that a family of types in different weights and s
styles was developed) probably had an influence on the concept

of completing a predétermined thought out family of types in
various weights and styles before it was introdced. Secondly

in an article for ‘'Icographic' entitled ‘Typographical training for
technicians and technical training for typographers', Frutiger
declared the following. " It is necessary to stress the essentail
difference which exists between text types and display types,
because in exactly the same way there are really two cat-

Deliberate plannumg o! R ngé.-
Yace fauily as 2 wified whole
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egories of type designers; it is hard for one and the same desig-
ner to work in both fields. For a variety of reasons, I have
belonged to the first category ever since my start in the profess-
ion" (quote. p. 22, No. 21). The sans since its inception was
primarly designed for the purposes of display. Except during

the nineteenth century when J.G. Schelter of Leipzig cut the

design called 'Steinschrift' (1850) (which came in a choice of
three body sizes) and later when Frutiger designed 'Univers'

for the purpose of continuous text. For this reason Frutiger

gave the lower case a large 'x' height, opened the counter in

the letter and designed small capitals. Such a relationship
between the upper and lower case allows ease of layout in different
languages with little or no major alternations to the pEEE, I
(Frutiger) must never forget that a letter exists only in its
relation to other characters. In addition the look of the printed
page in a given typeface must be the same in all languages" (quote.
Dls 3, Nosrlosss

So the development of the sans which was initially inspired by the
need of a display face for the purposes of advertising ends (in a
sense) in the role of a text face. Since its first appearance in
1816 in this first section I have discussed the sans development
from the nineteenth century through to the twentieth. This has
been complinented by a discussion on the influences for the unserif-
fed typefaces origin. The individuals, movements, methods in re-
production and construction which inspired the changing shape of the

sans.

At present the new technologies are determining the form of the
typeface. Many of the old nineteenth century sans are been redrawn
by computers. Adrian ﬁrutiger is involved in researching the
adaptation and designing of typefaces for the new technologies.
"The problems I have to face today in the designing of a new type-
face are not the problems I have had to face before. They are
those of digitisation, a process by which it is hard to reproduce
curves. I have found it necessary to think of a design that will
fit the technology. However, I always try to retain the human
element of the hand drawn image (quote. p. 5, No. 10). Thus this
is the next stage in the development of the sans serif typeface.

20
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The Typefaces.

To reduce the confusion between various styles of typefaces and

the names used to describe them (e.g. Gothic, Grotesque, 01d and

Modern). A system of classification was invented by a French
designer Maximilien Vox (1894 - 1974). Typefaces were classified
according to age and characteristic elements i.e. methods of cons-
truction. A series of artificially composed names was devised to
describe each group. A necessary form of standardization "since
many words describing typefaces have different and sometimes op-
posite meanings in different languages" (quote. p. 58, No. 25 )

The sans serif (or lineale) for example is broken down into four
groups. They are (a) Grotesques (b) Neo-Grotesques (c) Geometric
and (d) Humanist. The display types of the nineteenth century
belong to the first group. The more recent designs such as
'"Univers® and 'Helvetica' belong to the second group. Those types
based on geometric construction such as ‘'Futura', 'Kable' and
'Erbar' belong to the third group. Finally the types which are
based on the 0ld inscribed Roman capitals and the early Roman
typefaces, such as Johnston's "Railway type' and 'Gill Sans'
belong to - the last group.

I feel that this system of classification could lend itself to giving

a clearer discussion of the second Section. For this purpose I
have rearranged the group in such a way that it would allow me

to structure and tredt the development in chronological order i.e.
Grotesques, Humanists, Geometric and Neo-Grotesque.
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Grotesgques.

These types originated during the nineteenth century. There
development was influenced by the 'Fat Faces' and 'Antiques
and the need of a display face for the purposes of advertising.
These unseriffed letter forms were crude in their construction.
Amongest the English designs was William Caslon 1V's tentative
design (1816), Vincent Figgins ' 'Sans Serif® (1832) and William
Thorowgood's lower case disign (1835). Included in the German
sans or Groteskschriften were the J.G. Schelter design (1825)

and the Berthold foundries 'Akzidenz Grotesque' (1889).

William Caslon 1V  Two-lines English Egyptian  1816.

fannanRRRad
'E'E'EEEEREEK,

This single sixe type was cut and first appeared in 1816, It
was a tentative design and unaware of its potential Caslon hid

W CASLON JUNR LETTERFOUNDER

i

it amongst the decorative capitals in the back of a book of spec-
imens (ill. 1). It consisted of twentu one unseriffed capitals
which simply read "CASLON JUNR LETTERFOUND". 1In size it was approx-
imately 28pt (equivalent to two-lines English). The proportions

of the individual letters are quite similar to the Roman ‘Monument-
al Capitals'. Remarkably, although the design was not used, it

was not as crude as its anticedients.

Vicent Figgins Two-line 'Great Primer Sans Serif' 1:8827%

Vincent Figgins introduced the first ‘Antique’ or slab serif type-
face in his book of specimens (1815) a year before Caslon cut his
design. Similar to the ‘Fat Faces' which- inspired the development
of the slab sefif, the serifs could be emphasized or elminated.
A logical process which Caslon followed in 1816 and Figgins in

1832 (independent of each other) when he showed for the first
+time three sizes of sans serif. Again the letters were all capitals,

TWO-LINE GREAT PRIMER SANS-SERIF.

TO BE SOLD BY AUCTION,
WITHOUT RESERVE;

the largest specimen was approximately 36pt in size (equivalent
of Two-line Great Primer). The letters (ill. 2) were all heavy,
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mechanical and crude in their appearance. Compared to Caslon's

unseriffed letters Figgins are aesthetically inferior. Take for
example Figgins S and contrast it with Caslon's S. The counter

in Figgins S 1is particularly bad. Figgins R also lacks the free-
dom evident in the proportion of Caslon's R; the tail is constricted
and tight. Figgins specimen is typical and reflects the quality

of the majority of the nineteentn century sans serif designs.

William Thorowgood Communicate 1835,

The first unseriffed lower case was cut by William Thorowgood in
1835. He called his design 'Communicate (i11. 3), this was later
changed to 'Communion' in 1848 and finally to 'Common' in 1868.
The design was heavy and typical in appearance of the nineteenth
century types. The choice of root (i.e. were a curve or bowl
meet the stem) combined with the weight of the letteré portrayed
the faults in Thorowgood's letters. When placed together almost
devoid of counter the letters appeared clumsy and illegible.

One interesting factor to arise out of this was that it high-
lighted the problems involved in making the unseriffed lower case
alphabet legible. There are a greater number of curved elements
in the lower case letters which require predetermined consideration
in their construction and design.

J.G. Schelter 1125,

In Germany the oppOrtunity to experiment with the unseriffed
letter form or Groteskschriften as it was known thrived. One of

the first sans was cut as early as 1825 in upper and lower case (ill 4)

by J.G. Schelter. The design was condensed and appeared in seven
sized i.e. 10pt to 48pt. Compared to Thorowgood's lower case
the German version was superior in construction and thus had
improved legibility.

Berthold foundry Akzidenz Grotesque 1889.

At the turn of the century an innovative design was produced by the
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ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdeighijkimnopgrstuvwiyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijkimnopgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefchijkimnopgrstuvwxyz

ABCDEFGHIJXLMNOPQRSTUYWX
abcdefghijkimnopqrstuvwxvz

q_

ABCDEFGHIJKLMNO
PQRSTUVWXYZ
abcdefghijklmnopgrst
UVWXYZ

The Johnston Underground sans serif

,
L]

—

Germans. It was called 'Akzidengz Grotesque' and consisted of a
family of ten unseriffed typefaces, cut, with variations in style
and weight (light medium bold) all based on one design. This
enabled the individual to complete a Job using one family of types,
something unheard of then. The usual procedure was to use cont-
radictory types.

By the end of the nineteenth century the sans had evolved through
numerous stages of progression and modification. From the first
unseriffed capitals, to the first lower case, italic and finally
to a family of types (in different styles and weights) based on
one design. In 1889 the Figgins foundry cut the first true Roman
sans. This design was cut in upper and lower case. But the first
sans of aesthetic merit first appeared in 1916, a hundred years

after William Caslon 1V made the first design.

Humanist.

These typefaces are monoline in their construction and based on
the Roman inscriptional capitals ('Monumental Capitals') and the
Roman typefaces. There most obvious characteristics are a double

storeyed 'a' and a closed tail or loop on the ‘'g.

Edward Johnston Railway type 1916.

Edward Johnston was commis%bned by Frank Pick of 'London Passanger
and Transport Board' to design an alphabet for 'London Underground”.
Which as a result the sans achieved a respectability it had not
recived before. Johnston's design was based on classical letter
forms. He used a simple construction not unlike that of the
‘Monumental Capitals®, which were based on basic geometric forms
i.e. square circle triangle. For example the upper case '0' is
a perfect circle, the 'A' a triangle and the 'M' a square whose
internal strokes converge on the exact centre point (Sl 5)) .

The capitals are all basicly uniform in weight.
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ABCDEFGHUKLMNOPGQRSTUVW |

- XYZ&..51?()/--* abcdefghijklmn
opqrstuvwxyz£1234567890

1 New Johnston Bold

" ABCDEFGHIJKLMNOT’bRSTUVW
- XYZ&..:1?"()/--*abcdefghijklmnop
| grstuvwxyz£1234567890

5 '\cu ]ohnston Bold l{ahc

2 New Johnston Medium

6 {\cw]ohnSIon Medium Italic

ABCDEFGHIJKLMNOPQRSTUVWX
| YZ&.:1?"()/--* abcdefghijklmnopgrst
| uvwxyz£1234567890

I ABCDEFGHIJKLMNOPQRSTUVWX
YZ&.,::1?"()-* abcdefghijklmnopgqrs
tuvwxyz£1234567890

ABCDEFGHIJKLMNOPORSTUVWXY
Z&.,:;12()-* abcdefghijkimnopgrstu

‘ vwxyz£1234567890

3New johnston Light

ABCDEFGHIJKLMNOPORSTUVWXYZ
L&) abcdefghijkimnopgrstuvwx
yz£1234567890

7 r\ew)ohnszon Light llahc

ABCDEFGHIJKLMNOPQRSTUVWXY
- Z&.,:;17'()/--* abcdefghijkimnopgr
| stuvwxyz£1234567890

| ABCDEFGHIJKLHNOPQRSTUVWXYZ&
il 12°()/--*abcdefghijklmnopqrstuvw
| xyz£1234567890

4 New Johnston Bold Condensed

8New Johnston Medium Condcnsed

3

v I T T R R T O T T
CICREEEEEEEEEK]

Several visual characteristics| incliude a large bowll lon the: lowers
half of the 'B'. 'E' and 'F' have short extending centre arms.
The 'G®' has no spur and the tail of the 'J* has an oblique ter-
minal. The 'R' has a curled tail. The tail on the N la S e UM
an oblique angle. In the preliminary design (ill 6) Johnston
seem to have consideered crossing the centre strokes of the 'W'
i.e..similar to combining two'V's"',

The lower case alphabet is also of a uniform thickness with a
subtle variation in weight. The 'a‘' is two storeyed although a
single storeyed ‘a' was considered.(ill. 7). There are oblique
dots on the *if and *j'.. They were probably a calligraphic in-
fluence i.e. holding the pen at an angle of 45°, There is a o
on the tail of the 'l' which helps reduce confusion between it

‘and the upper case 'I'. (111. 8). The tail on the 'y' is curved.

Also apparent in Johnston's preliminary sketeches for the lower
case alphabet, is a capital 'Q' reduced to a smaller 51ze with
a large extended tail. Johnston seems to have been calculated
(to an extent) in the design for the 'Railway type'. Not only
did he work out the relationship between mass and counter but
Johnston also gave allowance for the space between the letters.
A consideration unheard of until then.

Quite recently I came across an article which discussed 'London
Undergrounds' proposal to phase out Johnston's 'Railway type' and
introduce or review a new printed visual identity. Fourtnately
in restating the problem 'Banks and Miles' who had been invited
to review the situation convinced 'London Transport ' to retain
Johnston's sans serif and extend the range by developing add-
itional weights (ill. 9). The result was eight new designs

New Johnston Bold, Bold Italic, Medium, Medium Italic, Light,
Light Italic, Bold Condensed and Bold Condensed Italic' (quote.
p. 13, No. 10). The letters were modified and the 'x' height
increased to enhance legibility (when printed in small sizes).
Thus one of the oldest and one of the first types used for the
standardization of publicity and information material was brought
up to-date.
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Eric Gill Gill Sans 1928.

y

Gill was a pupil friend and colleague of Edward Johnston. He

was present at the meetings between Johnston and Pick., Although
Gill had no part in designing the 'Railway type"

o W R

GLAS CLEVERDON

s

>
LB

(in the process
of my research I found no reference) undoubtly the experience

left.a strong impression on him. After seeing Johnston's design
Gill viewed the sans in a new light and started to experiment with
his own block letters. While at Capel-y-ffin he constructed
simple unseriffed capitals for use on sign posts. He also designed
block capitals for use on posters and signs for the Army and Navy

)
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o
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; .. Stores. But it was the capitals designed for Douglas Cleverdon's
"' bookshop (ill. 10) that prompted Stanley Morison of the 'Mono-
(- ’cype Corporation' to approach Gill and ask him to supply a design
m_ of unseriffed capitals for type cutting.
| Reluctant at first because of his ideals i.e. Gill was opposed
"' to the modern industrial society. The task fell to Morison to
, convince Gill to allow his letters be produced by an industrial
L process. As he became more aware of the methods of reproduction
Gill's enthusiasm grew. With the help of the 'Monotype' tech-
== = nicians he recognized the limitations (both physical and optical)
== m and the considerations necessary for designing type. Gill prod-
2 uced two designs, the first was a Roman called 'Per'petua' and the
T second a sans called 'Gill Sans'.
-
- m The visual characteristics of 'Gill Sans' include the following.

A BC D E FG;,H IJ K L M N 1 The 'E' and the 'F' both have extended arms of equal width (il11.11).
T The 'G' has neSpur. s CEERGCERERY O dER QS areliconsitrueEed
"" from a perfect circle. The ‘R*' and the 'Q' have curved tails.
O PQ RSTU VWXYZ \ -x The diagional strokes of the 'V' and the 'W®' converge on a sharp -

point. In the lower case visual elements include a two storeyed
'a'(a single storeyed 'a' was considered). Similar to Johnston

ade efgh ij kl m nOPq rs "‘ Gill closed the loop on the 'g’. There is no curve on the '1°.

‘1 The terminal on the 't*' is oblique. ‘v' and 'w' are similar to
»

| .
t u VWXYZ | the upper case letters, the strokes converge on a point. The tail
rt
©

of the 'y' is straight. Finally there is an increased contrast
Monotype Gill Sans Mediurn Series 262, 48 pt ll

in the construction of the lower case letters ( unlike Johnson's
lower case they are less uniform and monoline). This is evident
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Fig. 17: From a drawing 101" 81" in the Collection.
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This is evident were curved elements of the letters join the stems.
For example see the letters 'a‘', 'm', 'n' ang v and (411, 12)

Both Johnston's and Gill's types were based on classical letter
forms. Althought 'Gill Sans' was influnced by Johnston's 'Railway
type' and at first glance the two types seem very alike, There
were: specific and subtle differences. One can discern this from

a letter Gill sent to Lawrence Powell (dated 16.1.1940) in which

he attempts to justify +the difference between the two types.

The following is an extract from the letter " As Perhaps you know,
I was a pupil of Edward Johnston and was living almost next door

to him when he was designing the London Passenger Transport Board
sans serif. It was a revolutionary thing and, as you know, at one
go it redeemed the whole business of sans serif from its nineteenth-
century corruption. It was not until 1927 that I was. asked by

the Monotype Corporation to do a sans serif for them. This was
designed, of course, for a somewhat different purpose from that

of the LPTB. The dlatter was designed primarily for station name-
boards and only later became a printing type, whereas the Monotype
sans serif was disigned first of all for typography, and moreover
for machine punch-cutting. It therefore seemed desirable to me
that the forms of the letters should be as much as possible math-
ematically measurable and that as little reliance as possible
should be placed upon the sensibility of the draughtsmen and others
concerned in its machine facture. Thus the E has equal arms and
the middle one is as near as possible to the middle and so throughout.
I do not myself think there is much to choose between Gill Sans

and Johnston Sans, but I do think the alterations I make might be
said to be an improvement from the point of view of modern methods

of production".

The important point ﬁpon which the two designs revolve is that
initially Johnston's type was designed for posters and signs and
only later became a printing type. He was more concerned with

the optical appearance (to the extent of working out the counter,
mass and spacing of the individual letters) of his block letters.
Gill however took this a stage futher, not only was he concerned
with the visual appearance of his design, he was also aware of
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the mechanical limitations involved in reproducing the unseriff-

R

ed letters. Perhaps the only difference was that Gill was slightly
more calculated in his approach.

Geometric.

f o
gJdddi

These types basicly originated in Germany in the early half of

the twentieth century. They were monoline in their construction,
based on geometric forms and at times grounded in philosophical
theory. The sans was considered by the Germans as a modern letter
form, 'typically twentieth century' or ‘unsere Zeit'. The concept
of evolving a new form influenced Paul Renner's experiments

which led to the design of 'Futura‘'. Typefaces belonging to this
era were Jakob Erbar's 'Erbar', Rudolf Koch's 'Kable'-Paul Renner's
'Futura' and I have also included Herbert Bayer's studies for a
universal alphabet.

Jakob Erbar Erbar 1924,

Basicly the typefaces 'Erbar', 'Kable' and 'Futura' are quite

ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopgrstuvwxyz-

similar in consitruciticnts Thel Firstiaofthe eI Rbar s (e
was designed by Jakob Erbar for the purpose of advertising. This
was a result of the increasing growth of advertising after the
'First World War'. Charateristics of the face include a low

bar on the 'A'. The iletters YEY, " SESENGTandEnSDa ki criliais i
are constricted or condensed in shape. The tail on the 'Q' is

a short horizontal stroke. Unlike the 'a' and 'y' in Johnston's
and Eric Gill's sans serifs,which are based on the Roman typeface.
The 'a®' in 'Erbar' is one storyed and the tail or loop on the ‘g°

is open.
Rudolf Koch Kable 1927 - 8.

Rudolf Koch's 'Kable' like 'Futura‘ appeared in 1927 - 8.
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< AL Characterdsiticsiofitthi s Stypcaice (i I/ it At s splayed ‘A’
/‘\BCDEFGHUKLMNO with'a high bar."yThe Jettezs onpnione Sy Rt BN U
P@R‘STU\/\X/XYZ PSRN AT AT ?re marrow and constricted. The 'M' has splayed legs
e . R and the '0' is a perfect circle. 'Q' has a small tail and the 'U*
ét) (j -F h_ 'k, has a spur i.e. similar to the construction of 'a' lower case 'u'.
(@G G 8 IL mﬂOpq rs '1: uv The centre stroke of the 'W° converge and cross like the synthesis
ny2193456789 of two 'V's'. 1In the lower case the 'g° is single storeyed. The
14‘ counter: in SathiEbitt S oG LSRR ol 'q' is made up

of perfect circles. Thr tail on the''j' has a curve. Finally
perhaps the most interesting element of the lower case is the shape
of the 'g' which seems to be constructed from two circles, with

the lower one open.

Paul Renner Futura O — &,

ﬁ_ﬂﬁ%
R EEEEEEEEEEE

fRrogecantnone

Of the three typefaces 'Futura' was and still is the most popular.
Visual characteristics of the face (111. 15) include splayed

ABCDEFGHIJKLMNOP
QRSTUVWXYZ
abcdefghijklmnopqgrstu
VWXYZ

Futura Medium, 48pt

legs on the ‘'A' with the bar in a central position. A VIV

g, L', 'R, 'St iand nEareScons trilc he dMEh e armnsHonsthe s YE
and 'F' are of equal width but unlike the ‘E*' and 'F' in (eiai Ll
Sans' were the distance between the arms is equi-distant. There

is a bigger distance between the middle and bottom arms of the
'Futura' letters. The legs on the 'M' are splayed. The only points
appear on the tops of the 'M' and 'N' and on the bottoms of 'M',
'‘N', 'V' and 'W'. 1In the lower case letters the 'a' is single
storeyed. The tail on the 'g' is open. There are no curves on

waE sl e e wae e 090 gl e %R0, 'Similar to the upper case,points
appear on the 'v' and 'w'. On the 'y' the tail is straight.

Like Gill, Renner has reduced the uniformity of the strokes in the
lower case letters..

The 'Futura' alphabet was developed from earlier experiments with
a lower case constructed from pure geometric forms (ill. 16).

This experiment was influenced by the concept of creating a new
form that would "represent the abstraction or pure essence of

the alphabetical sign" (quote. p. 76, No. 14). . The letters are

constructed from triangles (see the 'g') circles (such as #%a‘', ‘c',
and 'o') and vertical or horizontal strokes (which at times are
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set at right angles e.g. the 'a' and the 'm*'). The use of curved
elements are eliminated where possible e.g.

aaaiabbbbc
ddefgghij
klmnooopp
qqrristuv

WXXYZ

AT kB

16. Paul Renner’s first designs for the lower case of Futura

16
HBCOEFGHI IHLM
F'IDFEIF?ETLJUI.I.I}[':IE

¥ + V¥ o
MANY NlF;l;Y MAXIMS LOWER LAZ*Y T’YPESE;I';I'ER'S...
S . L
18

|a|, 'm' and 'n’'.

An interesting comparison with these letters is a design made

in 1919 by the De Stijl artist Theo van Doesburg. Entitled
'An Alphabet' (ill. 17) it consisted of capitals only. The letters
are made up of right angled strokes with no curved elements usesd

at all. The structures of the 'M' and 'N' are for example quite

similar to Renner's letters.

The German sans serifs were very popular in America. 'Futura'
for example had an influence on the designers, Paul Rand and

o O O T R T O O O
'R EEEEER

Herb Laublin. One interesting conclusion I derived from this
influence is how it inspired Laublin's design for a mast head

for the magazine 'Avant Garde' (which incidentialy was later evolved
into an alphabet). A number of letter forms in the upper case
don't fit effectively into a rectangle (A, F, J, K, L, T, W, V,X).
Thus they leave unnecessary space (ill 18). To overcome this the
German designers introduced splayed elements into the letters

e.g. M and narrowed or constricted others (e.g. L and T) to tigh-
ten up the spacing between the letters (ill. 19). I feel that
Laublin developed these characteristic's especially the splayed
element. This is evident in Taublin!sE @A S Gy uyeongl g5

MANY NIFTY MAXIMS LOWER LAZY TYPESETTER'S...
14

20). Simply a logical development but only after Laublin thought
ofi#iit,

Herbert Bayer Proposal for a universal alphabet 1927.

As I mentioned earlier Bayer advocated the sole use of the lower
case alphabet. It is not surprising then that his proposal for
a universal alphabet was designed in the lower case only. The
letters are geometrically constructed and the use of the circle

. is perhaps the strongest element in the design. With the result
that the individual character of the letter has been eliminated,
(i11. 21) because of the circles the letters are gquite similar
in their appearance. This would seem to exemplify Bayer's
opinion "uniformity in the construction of the letters to achieve
precise character; simplicity, in order to achieve easy compre-
hension and memorization. The socalled grotesque writing is what
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best meets todays requirements" (auciCe D NTinL SN o L2).

Neo-Grotesques.

Both.'Univers' and 'Helvetica' Signify the most recent and the last
contribution to the development of the sans serif typeface. The
construction of thes types is based on optical rather then math-
ematical rules. This not only allows ease of appearance on the

ABCDEFGHIJK
LMNOPQRS

TUVWXYZ
abcdefghijklm

nopqrstuvwxyz __

ABCDEFGHIUK
LMNOPQRS
TN Z

abcdefghijkim

NOpPQrstuvwxyz -

eye but also to facilitate for deformation or over exposure in
printing i.e. Phopotypsetting.

Adrian Frutiger Univers 105S = £,

Visual characteristics of 'Univers:include a low bar on the DD

The centre arms on the 'E' and 'F' are slightly shorter in width
compared to the top and bottom arms. There is no spur on the 'G’.

'J' has a generous tail. 'Q' has a horizontal tail and the tail

on the 'R' has a curl. None of the strokes on +the upper case (i11.22)
letters come to a point, the terminals are generally in a horiz-

ontal position. In the lower case alphabet the 'a' is two storeyed.
The tail on the 'g' is open and the top of the 't' is cut at an
obligque angle. Finally the tail of the Ly S SR ot

Max Miedinger Helvetica 1957.

Visual characteristics of 'Helvetica®' (ill. 23) include a central
positioned bar on the 'A'. The middle arms on the 'E' and 'F*
are shorter in width than the top and bottom arms. The 'G' has

a spur. The 'Helvetica' 'J* has a generous curve on its tail but
slightly tighter than the 'Univers 'J'. The tail of the 'K' PRO=
trudes from the lower third of the upper arm and the tail of the
'Q' 1s set at an oblique angle. The tail of the 'R' has a curl.
There are no points on the tops of the upper case letters, all
terminals are basicly horizontal. In the lower case letters the
'a' 1s two storeyed and has a curved tail. The ‘'g' has an open
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tail and the tail on the 'k' is similar toe the upper case ‘K°',
€~ Finally the tail of the 'y' is curved,
»’:‘.,,
P Although the two types look alike, when they are compared there
are a variety of differences. I have always experienced a cold
L feeling i.e. lack of colour, from the 'Univers’' sans serif.
= Unlike the warm generous portions portrayed in ‘'Helvetica'. There
- are two reasons for this. First, in an effort to achieve an opt-
5 ically proficient face, Frutiger like Gill may have been
- too calculated in his approach (even though they were necessary
-~ calculations). Iike Gill, Adrian Frutiger's interests extended to
o 4 sculpture. This is evident in his numerous sculptures and the

wall lettering at ‘Roissy Airport' (i.e. the airports railway
- station).
This interest is also highlighted in a method Frutiger uses in

and 'N' (ill. 25) Frtuiger has slightly thickened the vertical
. and horizontal strokes which run slightly conically towards the
e outside. Interior angles on a letter such as the 'w' are opened

-
3 ' designing type. He in fact applies a three dimensional process
—1- to a procedure that is in a sense by its nature two dimensional.
- "One method I used was to draw the design in black ink on a heavey
—t- art paper, ehich as you know has a clay base; if the shape was
not the design I wanted I could scrape away any part of the design
— until I had the required shape of each letter. The tools and
=== equipment used for the creation of a typeface are such that they
= .
- . leave an inprint on the work" (quote. p. 3, No. 10). He also
e ' 3 defines the unseriffed letter as follows. "A sanserif typeface,
- is in its essential nature a carved or chiselled form....The un-
- iform shaping of a symetrical stroke is the basic and most natural
_ - means of expression" (quote. p. 15, No. 2).
| Eric Gill had trained as a stone mason and had learned to incise
- a letter that could be read at a distance. Combining this knowledge
DI < with the necessary considerations for punch cutting Gill achieved
, a bold simplicity in his sans. In his way Frutiger also combined
| his knowledge but this time with the necessary considerations for
«C phopotysetting. "Thus the weight and height of the letters are
- determined by optical rather than mathematical rules" (ill. 24
P l quoite. p.t 20, No. 2k In the construction of letters like 'E°
!
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(i11. 26) and the outer angles are partly strengthened i.e. in
the form of slight projections (these are necessary exaggerations
provent the filling in on black i.e. phototypsetting).

Secondly ‘Univers 55' the initial design and the point of deaparture
upon which the rest of the family is based, was designed as a

text face. Keeping in mind the requirements of setting in wvarious
languages Frutiger gave the lower case a lenass Sl aeialot (Hi1, 27).
The capitals are designed small,thus their is little difference

in size and weight between the upper and lower case alphabets.

This was to give a tranquil appearance to the page. As a result

the letters in a sense seem to have lost their individuality and
they also seem to be slightly constricted.

On the other hand 'Helvetica' letters have a generous weight and

are slightly extended. If I were to illustrate the difference

with two rectangles they would look like wasla (Sl 28). Compare
the two 'B's'. Notice the counter in the ‘Helvetica' 'B' is exten-
ded and slightly larger than the counter in the 'Univers® ‘B
(i11.°29). Undoubtly 'Helvetica' was designed as a display face
and thus respons in form to the true shape of unseriffed letter.

To conclude in this second section I have discussed the various
visual characteristics and methods of construction used on the
different sans serif typefaces. This has been complimented with
a comparison of the seperate faces. I used Maximilien Vox's
system of 'Classification to structure this section (it was re-
arranged to treat the discussion in chronological order). Thus
the objective was to reduce and keep confusion to a minimun.
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Legibility and the use of the Sans Serif typeface.

As I mentioned before the sans serif is in essence the basic

shape of the alphabetic sign. There are no serifs or decorations
to distract the eye. It is this quality that makes the sans a
legible letter form i.e. as a display face. There is no specific
definition of legibility it is more of a subjective reaction in
the make up of the individual or designer. Legibility depends on
many things, for example the brief, context, circumstances, client,
projected audience i.e. age of group at which the design or prod-
uct is aimed at. Basicly it is what works and looks well.

One would almost feel that due to the legibility of the sans it
would be suitable for most jobs. Unfourtnately this is not so.

For example it has been proved for the purpose of continuous read-
ing matter that a sanserif typeface was the worst of all for word
recognition (findings of a report entitled; 'A Psychological

study of Typography' by Sir Cyril Burt 1959). The Roman type-

face with its serifs (which create a natural spacing between
letters and words) is more suitable for continuous text. A page
set in seriffed type will read horizontally, whereas a page set

in the uniform monoline sans will read vertically. Psychologically
we have been conditioned to reading horizontally. It is this vert-
ical quality of the sans that is off putting.

Personally I do not totally agree with the idea that the sans is
not suitable as a text face. Adrian Frutiger's *Univers 55' proves
this point. The introduction of phototypsetting has allowed grea-
ter control over the appearance of text, through the manipulation
of letter spacing i.e. this reduces the white spaces that occour
between the individual unseriffed letters. However the sans has
been successfully used in advertising, for example billboards,
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television, posters, mast heads on news papers and magazines,
is constantly used for headlines and short titles for various
articles and reports (also magazines and news papers). This

is because in such short reading matter (such as a title) the
sans is at its most legible. The hard edged character of the

unseriffed letter, especially in a bold face attracts the eye.

The sans was initially introduced for the pPurposes of advertising
But it was with the first sans of
aesthetic merit that I feel the unseriffed letter found its true
role (as a medium for indicating information in a basic legible

during the nineteenth century.

and logical form). Edward Johnston's Railway type was incorporated
in an information/publicity programme for London Underground.

"In Beatrice Warde's words: What was a foot was the first stand-
ardization of lettering forms for systematic use by a large

orgainization in signs posters and printed matter" (Cieite WpL 635

Py

No. 23). “Eric Gill participated in the meetings between Johnston
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and Pick ( of the London Passanger and Transport Board). Although
he had no part 1n the design of the Railway type, Gill's sans
serif design for the Monotype Corporation was undoubtly influenced
and derived from Johnston's block letters. Initially designed

as a typeface 'Gill Sans' like Johnston's Railway type was used
to standardize the publicity material of a railway i.e. London
and North Eastern Railways. For the second time a sans serif

letter form was used in a corporate identity system.
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2 | As the development of the sans progressed the unseriffed letters
o
| were and still are used constantly in corporate/information prog-

(s ™ rammes. One of-the more recent identity programmes was designed

*\@q Snack ;_ by Adrian Frutiger (1975 - 1976).for Terminal 1 Paris (Charles
’ i de Gaule) Airport. Frutiger recived the commission "to design
; ‘—" an alphabet suited to the architecture and fuction of the airport,
d _o S If - ( tOgeﬂ_leI‘ with a cor'npilation of typographical rules for the overall
©?© e S@ﬁblr@e — pPlanning of lettering" (quote. p. 80, No. 2o
7 : | Frutiger chose a typographical solution as opposed to the use of
< _ 3" a pictoral system (ill. 1). Pictograms have a certain ambiguous
| Restaurant i quality as a resuljc of.there having no internationally recognized
@ Depa r‘tu res | - system of standardization. Frutiger felt that words prove to be
- A . ; the most practical means of indication. For this purpose he
<5 decided to design a new sans serif alphabet. This was due to the
:L fact that the sans in use then had a dated appearance, A seriffed
’i- face was also considered but "for indication purposes,. serifs (il1.2)

2 [ _are felt to be a kind of visual noise" (quote. Dl k80 SNo w28 comp=
- ared to the sober practical and less distracting character of the
‘ Sans’serif. Initial cons:Lderatlons were of a purely geometrical

-
;3 i | nature, such as the balanc:.ng of the round letters with the circular
""'r plan.of  the bulldlng" (i1l1.. 3) (quote. p. 80, No. 2). The final
- alphabet ,se.ems_ 10 be a comp_romls_e between the construction of the
:_l_ Geometrid-saﬁe and the Neo Grdtesques In essence Frutiger has
4 i ' applied an knowledge of the ‘sans. serlfs development to produce
f" this new alphabet. e
=
_“ The Roissy alphabet (i11. 4) is generous in shape and the optical
I rather than mathema‘tlcal rules applied to the construction of
55’3 'Unlvers for example are employed here also. The monoline form
- & ,comblned with the optlcally de31gned letters give the alphabet
;‘g good leglblllty ( in a sense T feel ‘that Frutiger has used his
Alphabet Roissy: ' { system of optical cons*bructlom end comblned it with the generous
s OO p == proportions found in 'Helw ‘l:?,f_'_‘_'! i
HAHBHCHDHEHFHGHIHJHKHLHMHNHOHPHQHRH | .: -Language_and. its. ise Had beh"Hrother important consideration
e e : i ‘within ‘the context of %this job i.e. for an airport the need for-
HSHTHUHVHWHXHYHZH nanbncndnenfngnhnmJn «B» "j 1nterna1;1onall"ég.j:égcepted and recognized terms are necessary.
nknlnmnonpngnrnsntnunvnwnxnynzn ¢ (6688) i = The Roissy system is bilingual, the layout of information is in
l Lf‘ ,-, both the English and French languages. The background colour used

= 38




on the signs is a dark yellow (ill. 5). French text appears in
black letters while English text is in white. To compliment the
layout of information a single arrow (ill. 6) is used as an ind-
ication of direction. Like the alphabet the construction of this
internationally recognized symbol has been subjected to psycho-
logical consideration. So as not to appear either too blunt or
too sharp the constructed angle is 900.

Another interesting development at the Charles de Gaulle Airport

is the concrete lettering designed by Adrian Frutiger for the
airports own railway station. The lettering consists of five
lines, monoline in shape. "These signs are not coloured but gain
their life from the rising and falling contrast of black and white,
light and shade. They begin nowhere and end nowhere, their only
limitation is the length of the walls 250 meters" (quote. p. 143,
No. 2). This lettering (ill. 7) was created by placiﬁg fifteen
kilometres of nyloh, two centimetres thick into the shutting for
the concrete and removed with it. The letters have a lyrical,
poetic rythm combined with a dynamic feeling of movement. Not only
is there method of construction related to Frutiger's own methods
of designing type (mentioned earlier). It is also related to his
definition of the sans i.e. "A sans serif typeface in its essential
nature is a carved or chiselled form. The uniform shaping of a
symmetricial stroke is the basic and most natural means of express-
ion®" (quote. p. 15, No. 2)L ExemEthiisSiNdetermimeMthat not onily
does the concrete lettering reflect the structure of the architect-
ure but it also compliments the sans designed for Roissy Airport.

To conclude this section, I have attempted to foward the arguement

that the sans is at-its most effective when used in an identity
Essentially I have

system to convey an image or information.
As a conveyor of

placed the sans in an enviromental context.
information on an international scale, I feel that the legible

form of the sans is best suited to this task. This has been backed
up by various examples i.e. Johnston's "Railway type' and Eric
Gill's 'Gill Sans' for London Underground and the L.N.E.R. respect-
ively. I concluded with a discussion on Adrian Frutiger®s

39



identity system for Roissy Airport, Paris. I have attempted to

intergrate many of Frutiger's ideas and comments with my own
personal reactions in this final discussion on Roissy. Thus bring-

E.i,..m‘»-'-fﬂ |
|
% |
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ing the thesis to its conclusion.
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Conclusion.

In conclusion, the development of the Sans serif typeface has
evolved over a period of less than two ﬁhundred Yiears I heSn—
seriffed letter form first appeared in the inscriptions of the
ancient Greeks and later for a brief period during the Renaissance.
But it was not until 1816 that the unseriffed letter was first

cut as a typeface. Since its inception the sans influence has
been diverse and it has had a significant impact on the applied
and to an extent the fine arts. For the purposes of structuring
the thesis I divided the sans development into three sections.

The first section dealt with a general history of the development

of the sans serif typeface, from its introduction during the nine-
teenth century through to the more recent designs of the later

half of the present century. The development was basicly confined
to three countries i.e. England, Germany and Switzerland. Thus

I discussed the sans evolution in relation to the various countries,
individuals and changes in methods of reproduction and const-
ruction that had an influence on the changing form of the sans.

In the second section I took the individual type faces, dis-
cussed and compared them through visual characteristics and
methods of construction i.e. Geometric Humanist etc. Maximilien
Vox's system of classification was used to structure this section.
I felt it lent itself to treating the discussion coherently.

Finally the third section was more of a personal response to
what I feel is the sans true role. I discussed the legibility
of the sans and‘its use in identity programmes (from the first
designed by Edward Johnston for ‘'London Underground®' 1916 to
the more recent identity system designed by Adrian Frutiger for
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'Roissy' Airport 1975 - 6). Thus my conclusion is, that as a
C— medium for conveying words and indicating direction Lele g
€D information/identity programmes, the useriffed, hard edge uni-
form, monoline letter form is at its most effective.
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Script

Graphie

REFENLENCE 2

CLASSIFICATION OF TYPE FACES

Type faces in which the cross stroke of the lower case e
is oblique; the axis of the curves is inclined to the left;
there is no great contrast between thin and thick strokes:
the serifs are bracketed; the serifs of the ascenders in the
lower case are oblique.

Nore. This was formerly known as “Venetian™. having
been derived from the lifteencth-century minuscule written
with a varying stroke thickness by means of an obliquely -
held broad pen.

Type faces in which the axis of the curves is inclined to the
teft: there is generally a greater contrast in the relative
thickness of the strokes than in Flumanist designs; the
serifs are bracketed; the bar of the lower case e is hori-
zontal; the serifs of the ascenders in the lower case are
oblique.

Note. These are types in the Aldine and Garamond
tradition and were formerly called *“Old Face” and “‘Old
Style™.

Type faces in which the axis of the curves is vertical or
inclined slightly to the left; the serifs are bracketed, and
those of the ascenders in the lower case are oblique.

Note. Influenced by the letter-forms of the copperpiate
engraver. It may be regarded as a transition from Garalde
to Didone, and incorporates some characteristics of each.

Type faces having an abrupt contrast between thin and
thick strokes; the axis of the curves is vertical; the serifs of
the ascenders of the lower case are horizontal; there are
often no brackets to the serifs.

Nore. These are type faces as developed by Didot and
Bodoni. Formerly called *“Modern”.

Type faces with heavy, square-ended serifs, with or without
brackets.

Type faces without serifs.
Note. Formerly called “‘Sans-serif™.

Lineale type faces with nineteenth-century origins. There |
is some contrast in thickness of strokes They have |
squareness of curve, and curling close-set jaws. The R |
usually has a curled leg and the G is spurred. The ends
of the curved strokes are usuazlly horizontal.

Lineale type faces derived from the grotesque. They have |
less stroke contrast and are more regular in'design. The |
Jjaws are more open than in the true grotesque and the g is
often open-tailed. The ends of the curved strokes are '
usually oblique. |
Lineale type faces constructed on simple geometric shapes,
circle or rectangle. Usually monoline, and often with
single-storey a.

Lineale type faces based on the proportions of inscriptional
Roman capitals and Humanist or Garalde lower case,
rather than on early grotesques. They have some stroke
contrast, with two-storey a and g.

Type faces which are chiselled rather than calligraphic in
form.

Type faces that imitate cursive writing.

Type faces whase characters suggest that they have been
drawn rather than written.




