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I*) Dataline

Distributor a produkéni partner spoleénosti Linotype Library,
dodavatel a systémovy integrator grafickych, predtiskovych a publikaénich

systémU a zafizeni pro produkéni digitalni tisk.

DataLine Technology spol. s r.o.
Drahobejlova 6, 190 00 Praha 9, Ceska republika
tel.: +420 284 811 400, fax: +420 284 811 409
e-mail: obchod@dataline.cz
www.dataline.cz

Kpr

TISKARNA

Kompletni predtiskové, tiskové a kniharské sluzby:
ofsetovy tisk B1 a B2 (Heidelberg), vazby V1 a V2, automaticky
vysek B1, falcovani, slepotisk, trojiez, DTP, scan, osvit CtP

K.P.R.s.r.o. tel.

Pod Sancemi 4/196, 190 00 Praha 9
tel.: 266 311 822, fax: 266 311 820, e-mail: info@kprtisk.cz
www.kprtisk.cz, www.mojetiskarna.cz
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Storm Type Foundry

ADOBE AUTHORIZED SERVICE PROVIDER

SOFTWARE

a pro elektronickou

Viyhradni distributor Adobe Systems pro CR a SR.
Dodavatel aplikaci pro klasické, internetové a multimedialni publikovani

distribuci a archivaci dokument.

Specializované skolici stfedisko aplikaci Adobe.

AMOS Software, spol. sr.o.
Patoékova 61, 169 00 Praha 6, Ceska republika
tel.: +420 284 011 211, fax: +420 284 011 212

e-mai

TISKARNA

€ REPROPRINT

DTP, redigitalizace film0, osvit CtP, archovy i rotaéni
ofsetovy tisk na strojich Heidelberg, vazby V1 a V2

Tiskarna Praha
Podébradska 540, 190 00 Praha 9 - Vysocany

1225 277 111, fax: 225 277 249, e-mail: obchod@praha.reproprint.cz

Tiskarna Zadverice
763 12 Zadvefice 48, Zlinsky kraj
tel.: 577 687 111, fax: 577 687 112, www.reproprint.cz

Printing for Professionals

OMIKRON

Océ umoziuje svym zékaznikiim

|: obchod@amsoft.cz
www.amsoft.cz

grafika, DTP, CTP, tisk do forméatu B1,
kompletni kniharské zpracovani

REALTISK, s.r.o.
Opatovicka 18, 110 00 Praha 1
tel.: +420 224 930 426, +420 224 933 822-3
fax: +420 224 933 824

FONTSERVIS
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Lokalizace pisem do CE sady v¢etné

grafické navrhy, DTP, scan, osvit
velkoformatovy a digitalni tisk
prodej fontd URW++ a Adobe

Studio Marvil, s.r. o.
Jecna 29, 120 00 Praha 2
tel.: 224 941 955, fax: 224 941 145
marvil@marvil.cz
www.marvil.cz

WWW.sazbha.cs

(nejen) knizni typografie
a sazba, jazykové redakce, korektury,
Skoleni grafickych pracovnikd

Studio LACERTA
Chvalova 11
130 00 Praha 3
tel.: 603 746 009
sazba@sazba.cz
www.sazba.cz

StieSovicka pismolijna je vyrobcem kvalitnich
OpenType fontd s jedenactiletou tradici.
Kromé slavnych klasickych textovych pisem
z evropské historie nabizi také dulezita ptvodni
dila ¢eskych pismart 20. a 21. stoleti.

Franti$ek Storm
Spélova 23, 162 00 Praha 6 CZ
mail@stormtype.com
www.stormtype.com

il
Suitcase Type Foundry

Plvodni pisma, korporéatni pisma,
pisma na objednavku.

SUITCASE TYPE FOUNDRY
Sobéslavska 27
130 00 Praha 3
tel.: +420 775 066 498
mail@suitcasetype.com
www.suitcasetype.com

ucinné a efektivni zpracovani dokumentd
nabidkou priibézné inovovanych
produktd pro spravu a tisk dokumentt
pro profesionalni prostredi.

Océ-Ceska republika, s. r. o.
Hanusova 18, 140 21 Praha 4
tel.: +420 244 010 111, fax: +420 244 010 190
e-mail: info@oce.cz, http://www.oce.cz
http://shop.oce.cz

antalis®

ANTALIS s.r. 0., velkoobchod papirem,
Slen nadnarodni spole¢nosti ANTALIS
International Holdings.

ANTALIS s.r.0.
Office Park Nové Butovice
Bucharova 1314/8, 1568 00 Praha 5
+420 233 113 211, fax: +420 233 113 223
e-mail:antalis@antalis.cz
www.antalis.cz

tel.:

Univerzalni tiskarna a grafické studio.
Tisk katalogti a casopisti V1, V2, V3,
automaticky vysek.

OMIKRON Praha, spol. sr. o.
Doudova 22, 147 00 Praha 4
tel.: 261 218 309-10, fax: 261 227 946
vyroba: U Elektry 650, Praha 9 - Hloubétin
e-mail: omikron@omikron.cz
www.omikron.cz

Uplného kerningu véech novych znakd.
Konverze pocitacovych pisem OpenType,
Type 1 a TrueType pro Mac & PC.
Generovani OpenType fontti véetné funkci
podporovanych v Adobe CS 2.
Designiq
Simadkova 18, 170 00 Praha 7
fontservis@typo.cz
www.typo.cz/ fontservis
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— Matthew Carter. An untitled alphabet that began as an experiment in the legibility of sans serifs.

Drawn by a twenty-two year old Carter and reproduced in “Motif.”

Matthew Carter. Bezejmenna abeceda, ktera vznikla jako experiment na téma Citelnosti bezpatkového pisma.

Carter ji nakreslil ve dvaadvaceti letech a byla otisténa v ¢asopise Matif.

Ahoj Jezisku (a ¢tenafi), Matthew Carter by si pral, aby nemusel skfipat zuby nad Spatné
pouzitymi pismy. Rekl to Adamu Twardochovi, kdyZ si spole&né& optimisticky notovali
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u prilezitosti padesati let Carterovy kariéry. Jejich rozhovor otiskujeme na strané 18.
Studenti grafického designu na VSUP Radek Sidun a Jifi Karasek by chtéli zpatky
papirovou tasku, kterou ztratili v Osace v Apple Store. Pisi o tom ve své fotoeseji

z Japonska na strané 38.

My v redakci bychom chtéli, aby v péknych publikacich
nikdo nepodcerioval jazykové korektury a aby velké
spolecnosti a reklamni agentury pfestaly pouzivat
termin firemni filozofie. Laska k moudrosti s kecy kolem
prodeje aut, limonad a pracich praskd prosté moc
nesouvisi.

A mné uz, prosim t&, JeziSku, nedavej k Vanoctim zadnou
drfevénou volavku. Dala jsem ji sice na jafe do zahrady
do trsu kosatc, ale stejné byla vidét. A coz teprve, kdyz
kosatce odkvetly...

Diky a dobry novy rok vSem! %
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Dear Santa (and dear readers), Matthew Carter wished for himself not to have to grind his teeth
over the appalling use of letters. At least that is what he told Adam Twardoch when they were rather
optimistically chatting on the occasion of the 50th anniversary of Carter’s career. We bring their talk
on page 18.

Radek Sidun and Jifi Karasek, graphic design students of The Academy of Arts, Architecture and
Design in Prague, wish to find the bag they lost in an Apple Store in Osaka. They tell the story of their
loss in their photo-report from Japan on page 38.

The editors wish for all elegant books not to be spoilt by the absence of editing, and for all the big
companies and advertising agencies to stop using the expression philosophy of the firm. Love to
wisdom does not really have much to do with all that babbling about merchandising of cars, soft
drinks and detergents.

And as for myself, dear Santa, | don’t wish to get another wooden heron. | placed the last one in my
garden amongst the irises, but it was still visible. Let alone after the irises lost blossoms...

Thanks and a Happy New Year to all of you! %
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Miller Text (Roman, Italic) by Carter & Cone

Nimbus Sans Novus (medium, bold, heavy) URW++

Matthew Carter (British, born 1 Oc-

tober 1937) has been the focus of
attention by those who make and use type
and study its history, because this year
marks Carter’s fiftieth anniversary as a type
designer. However, it is not the number of
years that makes this industrial designer’s
achievements notable, it is the quality and
innovativeness of a significant body of work
made by a keen and perceptive mind that has
worked through the historical and pioneered
the contemporary processes used to make
type. This broad and deep knowledge base
combined with a respect for those who use
the tools he makes gives Carter the insight to
recognize the potentials of these processes
and their constraints on the shapes given to
the letters themselves, on language as it is
physically formed by others and ultimately
to anticipate new uses while ensuring that
the very real human needs for legibility, read-
ability, and expression are met. At its core,
Carter’s work is concerned with clarity and
comprehension; the ease in which individual
characters and word shapes are recognized in
reading environments and the ease in which
they can be used.
Carter’s work exemplifies the belief that in
order for a typeface to be truly useful, it must
function as what Stanley Morison called,
along with architecture, a servant art. Carter
has compared the act of creating a typeface
to that of an architect using planes to define
space. In type design, as with architecture,
the void, the living space, is more important
than the solid. A type designer makes marks
thereby constructing spaces to create char-
acters that must combine to carry thought
that he may never know without obstructing
intent. Carter begins a typeface by working
intensively on a small set of letters, expand-
ing his study to related forms. Carter’s skill
extends past shaping individual letters and
their potential combinations to include the
relationships found between word and inter-
word shapes, and their functional groupings
ultimately progressing into issues of type
weight, slope, width and scale, characteris-
tics that act as interpretative devices. This
careful consideration of all facets of type
design encourages the user to employ Cart-
er’s typefaces with a thought-free confidence

1vpo.ESSAY  texr. MARGARET RE

A Typographic Jubilee for Matthew Carter

born of ease. Carter whose father is Harry
Carter (1901-1982) quotes his father’s word;
from A View of Early Typography Up To
About 1600 that impressed this lesson in
humility on him:

“The comparative numbers of readers,
printers and typefounders is such that the
convenience of the least numerous gets very
little consideration.”

The subtlety of this understated and self-ef-
facing quote is as much characteristic of the

younger Carter as it is the senior. The sympa-

thetic respect that Carter, a careful thinker,
holds for the reader allows him to intel-
ligently negotiate his way through a web of
considerations so that his types successfully
mediate between author and reader. At the
core of Carter’s work is an understanding
that the answer to a problem is found in its
definition.

Carter is a landmark figure who clearly
enjoys working with language as much

as he does providing the tools to make it,
Carter has written and publicly commented
on typography. While he is known for his
elegance, eloquence, and generosity of spirit,
he is a private individual. His typefaces have
always spoken most publicly about him. As
a body, they demonstrate that Carter under-
stands that the driving force for the creation
of a typeface can arise from a number of
inter-related concerns, including cultural,
technical, and aesthetic. The best way to
learn about Carter is through a discussion
of his typefaces.

Bell Centennial

Bell Centennial, released in 1978, provides
an example of how the creation of a typeface
can be developed as an inter-related re-
sponse. It also demonstrates how the knowl-
edge gained in arriving at a specific solution
can be built upon. AT&T commissioned
Carter through Linotype to design Bell Cen-
tennial because of technological problems
emerged when typesetting systems changed.
The design brief required that a page set in
the new typeface utilizing cathode ray tube
technology contain the same amount of
information as a page set in the old type-
face, Bell Gothic, which utilized hot metal.
The nature of the text used in a directory

challenged Carter with issues of hierarchy,
legibility and readability. The resulting seven
member type family whose names describe
their purpose met these needs and demon-
strated Carter’s prescient ability to address
onserving resources as a cultural concern.
ike Parker, formerly Mergenthaler Lino-
type’s director of typography, says that Bell

drop in calls placed to information and
attributed the-drop to Bell Centennial’s
increased readability and legibility.
Bell Centennial’s anteceden i
a 6-1/2 point type designed by Harry Carter
for Oxford University Press’s use in small
bibles and prayer books drawn in 1956 by
the younger Carter under his father’s direc-
tion. Paul Luna in “Two Oxford Bible Types”,
published in Matrix in 1997, points out that
these are the first formal type drawings
made by Matthew. The drawings were used
to make multiples so that sample sets could
be pasted-up and reduced photographically.
(Harry made the initial drawings but could
ot physically craft tight drawings himself.)
Carter; a .
doesn’t think that the experience of draw-
ing his father’s bible type influenced Bell

typefaces designed to reside within inhos-
pitable environments including: Bitstream

Charter, a serif face designed with minimal
curves to be digitally compact at a time w

t uses ClearType technology.
However, Bell Centennial’s greatest impor-
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Harry, Matthew, and Ella Carter. Originally included in “Harry
Carter: Typographer” published by The Old School Press.
Harry, Matthew a Ella Carterovi. Pvodné publikovano v knize ,Harry
Carter: Typographer” vydané nakladatelstvim Old School Press.
Carter, 19 years old, cutting a punch.

Devatenactilety Carter vyrezava pismeno.

4 Typo.ESSAY

tance lies in its success. This type family
gave Carter a sense that it would become
possible to make a living as an independent
type designer or—as is now the case—de-
signer, manufacturer and distributor. AT&T
commissioned Linotype to solve a design
problem whose answer laid in an under-
standing of how to work within technologi-
cal constraints in order to solve a problem in
readability and legibility. AT&T did not pur-
chase Linotype’s typesetting equipment and
then ask for a new typeface as a supplement
to machinery. It hired Carter for his exper-
tise in type design and in creating functional

typography.

Snell Roundhand

Snell Roundhand, released in 1966 and
made for photocomposition, is exemplary

of script faces that have become evoca-

tive of cultural concerns that extend to an
integrated pattern of human behavior that
encompasses gender, era, exclusivity, and
courtesy. It is a revival of the writing master
and accountant Charles Snell’s disciplined
copperplate script, originally conceived in an
effort to develop a standardized means for
accountancy that met the needs of the grow-
ing commercial concerns of 18th century
England. Carter understood that he could
take advantage of technological advances
that permitted letters to extend past the
boundaries once imposed by metal— as seen
with the lowercase fthat extends into four
letters—with generous overlaps and dra-
matic flourishes, and set himself the task of
designing a workable script face for typo-
graphic purposes. As a case in point, James
Mosley, type historian and former head
librarian at St Brides’, points to the daring
manner in which Carter took the lowercase
s of Snell’s alphabet and formed it into the
capital S of Snell Roundhand.

Galliard

Carter has always been interested in text
faces because of their complexity, of which
Galliard is a prime example. Like Bell
Centennial, Galliard’s forms reflect Carter’s
experiences, his knowledge of technology, his
understanding of the wide range of charac-
ters needed to structure a complex text, and
his aesthetic sensibilities, what these charac-
ters look like and how they must rhythmical-
ly fit together. An elegant and efficient Old
Style face, Galliard was released by Linotype
in 1978. While the Carter & Cone release is
truest to Carter’s original drawings, ITC,
Adobe and Bitstream have also released Gal-
liard. This is testimony to its functionality

in the commercial market and its success as
a publishing industry standard. David Ber-
low of the FontBureau humorously noted at
TypeCon 2005 that Carter has been around
long enough to see his work revived.
Galliard’s design is rooted in the functional
concerns of the present era and the historical
forms of the French typecutter Robert Gran-

jon, noted for the exuberance and vitality of
his letterforms. Carter calls Galliard, which
is not tied to any specific Granjon typeface,
an anthology of Granjon’s work. It is a sensi-
tive re-interpretation of the sum of Granjon’s
mature style with the added consideration of
the range of type weight, slope and alterna-
tive characters needed in a contemporary
type family. Galliard shares a kinship with
Garamond, Plantin and Times Roman, other
well-used and familiar typefaces inspired by
the historical models found at the Plantin-
Moretus Museum. Its frequent use con-
tinues to demonstrate that it is pliable and
adaptable to a broad range of textual needs.
Critics have ranked Galliard among the most
significant typefaces of the 20th century.

Mantinia
Carter drew his inspiration for Mantinia,

a titling face issued in 1993 to accompany
Galliard, from three sources: the painted
inscriptions of Andrea Mantegna, one of the
first Renaissance artists to revive Roman
lettering, who studied the sculptural letter-
forms of classical Rome; the lettering on the
facade of the Boston Public Library which
uses ligatures and other typographic short
cuts to fit a variety of names into a limited
space; and Granjon. Mantinia evolved into

a full set of capitals and elevated capitals,
plus visually distinctive letterforms such as
ligatures and scribal-connected characters
that dated to the 16th century and earlier
but that had disappeared over time from the
printer’s palette as the pace of life increased.
Studying Carter’s work and work processes
results in people thinking about what a type-
face is and how it can be used to make ty-
pography. Subsequent to Mantinia’s release
there was an increase in general interest on
the part of type designers in continui
exploration of what constituted a
set and an explosion in the design and use of
decorative ligatures.

Walker and Devanagar
Carter, who has desigried a number of non-
Latin types, is sensitive to the abilities of
native speakers and fluent users of a lan-
guage to have an innate understanding of
the typographic textures — the rhythms and
patterns of the visual form. His knowledge of
these other writing systems has informed his
development of Latin typefaces. The expres-
sive, changeable, and pluralistic nature of

tionalism and experimentation, owes a
to the 1975 Carter-designed Devanagari
open-ended script typeface used pri
for setting Hindi via Linotype an
serifs developed for the commergial needs of
19th century England.
Walker, in what Carter calls its “vanilla

state,” is a sans serif titling face. In its more



T Sketches on drafting film for the Black weight of Bitstream Charter. Nakresy fezu Black pisma Bitstream Charter na rysovacim papite.

Typografické jubileum Matthewa Cartera

Brit Matthew Carter (narozen 1. fijna 1937) byl letos
stfedem pozornosti typografd, designérd i historik(
typografie: pfesné pred padesati lety se totiZ stal typo-
grafem. Neni to ale pocet let vénovanych typografii,
co ho ¢ini vyjime&nym, je to spi$ kvalita a inovativnost
podstatné ¢asti jeho dila, vytvofeného Zivou a vni-
mavou mysli, schopnou zpracovat historické podnéty
a byt prikopnikem modernich technologii. VSestranny
a hluboky védomostni zaklad spolu s respektemvi-
¢Gi tém, ktefi jim vytvorené néstroje uZzivajf, davaji Car-
terovi schopnost rozpoznat petencidl jednotlivych
vyrobnich postupl-azéaroven mu umoziuji odhalit
omezeni, kteréa tyto postupy kladou na tvar pismen sa-
motnyeh i na jazyk, jak je fyzicky utvaren svymi uzi-
vateli. Dale mu umoznuji anticipovat nova vyuziti téch-
to nastrojl, aniz by rezignoval na fyzické naroky je-
jich uzivatelt - Gitelnost, ¢tivost a vyraz. Jadrem Car-
terovy tvorby je tedy dliraz na Cistotu, srozumitelnost
a-potencidl znakd k tomu, aby mohly byt okamzité
rozpoznany i uzivany v konkrétnich étenérskych si-
tuacich.

Carterovo dilo je ztélesnénim presvédceni, Zz¢ pismo
je skute¢né uzitecné, kdyz funguje jako néco, co Stan-
ley Morrison nazval spolu s architekturou ,$luzebnym
umeénim®. Carter srovnava akt tvorby pisma s uménim
architekta, ktery uziva rovin k definici prostoru. V typo-
grafii, stejné jako v architekture, je vice nez hmota dd-
lezitd prazdnota, Zivotni prostor. Typograf vytvari znac¢-
ky, kterymi definuje prostor pro vytvoreni znakd. Ty
musi byt déle zkombinovany tak, aby nesly myslenku,

jiz ale tvlirce nemusi znat. Pfesto znaky nesmi stat to-
muto zameéru v cesté. Kdyz Carter za¢ina pracovat na
navrhu nového pisma, intenzivné pracuje na malé sku-
piné vybranych znakd, a pfitom se vénuije i pribuznym,
nepismovym tvardim. Carterovo typografické uméni
saha totiz déle nez k pouhému tvarovani jednotlivych
pismen a promysleni jejich moznych kombinaci. Car-
ter bere v Uvahu i vztahy mezi jednotlivymi tvary uvniti-
slova a mezi celymi slovy, a tyto funk&ni kombinace
dale reflektuje pfi vytvareni sklonu, Sifek a proporci,
coz jsou vlastnosti, které funguiji jako nastroje interpre-
tace. Toto peclivé zvazeni viech aspektd, které hra-

ji roli pfi vytvareni nového pisma, pak uzivateli umoz-
nuje pracovat s Carterovymi pismy se sebeddvérou,
ktera plyne prave z lehkosti jejich uziti. Carter v knize
A View of Early Typography Up To About 1600, kte-

ra ho inspirovala v jeho skromnosti, cituje slova svého
otce Harryho Cartera (1901-1982):

»KdyZz porovname mnozstvi étenafd, tiskafl a typo-
graf(, zjistime, Ze na potieby té nejméné pocetné
skupiny jsou brany jen minimalni ohledy.“
Pronikavost této zdrZenlivé a velice skromné poznam-
ky je stejné typicka pro Cartera mladsiho i starsiho.
Chépavé ohledy vici ¢tendfi jsou pro dakladného,
premyslivého Cartera samoziejmosti: umozfiuji mu
dlvtipné najit cestu propletencem jednotlivych poza-
davka, kladenych na pismo autorem i ¢tenarem, a uci-
nit z néj jejich vzajemného prostrednika.V jadru Car-
terovy tvorby najdeme poznani, Ze feSeni problému se
skryva v jeho definici.

Carter je vyznamnou osobnosti typografie, prace s ja-
zykem mu zjevneé prinasi potéseni, a stejné tak mu &i-
ni radost tvorba nastrojl pro uvedeni jazyka do fy-
zické podoby. Proto také o typografii piSe a verejné
komentuije jeji vyvoj. A€ se proslavil eleganci, vy-
mluvnosti i velkorysou povahou, zlstava v pozadi a ve-
fejn& o ném vypovidaji hlavné jeho pisma. Ukazuiji,

ze Carter coby hnaci silu vedouci ke zrozeni nového
pisma vyuziva nejrliznéjsi vzajemné souvisejici pod-
néty — kulturni, technické i estetické. Nejlepsi cesta,
jak proniknout do tajemstvi Carterovy osobnosti, vede
skrze jeho pisma...

BELL CENTENNIAL

Prikladem toho, jak se pismo muze zrodit coby od-
povéd na rlizné vzajemné souvisejici podnéty, je Bell
Centennial z roku 1978. Demonstruje, jak Ize déle sta-
vét na poznatcich, ke kterym designéra privede pra-
ce na jedné konkrétni zakéazce. Spolecnost AT&T za-
dala Carterovi prostfednictvim Linotype zakazku na
pismo Bell Centennial hlavné v reakci na problémy,
které vznikaly s pfechodem na novou technologii saz-
by. Zadani pozadovalo, aby strana vysdzena v no-
vém pismu technologii CRT (pozdéji digitalni tisk) ob-
sahovala stejné mnozstvi informaci jako strana sézena
pavodnim pismem Bell Gothic klasickou horkou saz-
bou. Povaha textu - telefonniho seznamu - kladla na-
roky na usporadanost a jasnou ¢itelnost. Vysledna ro-
dina sedmi fez(, jejichz ndzvy zaroven oznaduji vhod-
né uziti, beze zbytku naplnila tyto pozadavky a stala



Auriga. Begun at Crosfield Electronics in 1965, finished at Mergenthaler Linotype in 1970.

Right: Letters produced via scratchboard a production technique learned at the Deberney & Peignot Foundry.
Auriga. Pismo, jez se zrodilo v Crosfield Electronics v roce 1965 a dokonéeno bylo v pismolijné Mergenthaler Linotype v roce 1970.
Vpravo: Pismena navrzena pomoci techniky kiidového papiru, kterou si Carter osvojil v pismolijné Deberney & Peignot.
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complex form, Walker allows its user to
select from a palette of five different snap-on
serifs, customizing the typeface for each new
project. These flexible serifs, whose historical
form make them comfortably familiar at the
same time as they make Walker innovative,
may be added or deleted at will from the let-
terform’s basic structure—and the letterform
can be deleted leaving behind the serif. To
add to the richness of the fabric that can be
woven with Walker, the user may also select
horizontal rules of the same width—what
Carter calls wash-lines—on which the letter-
forms may sit or stand. At first glance, these
rules are purely decorative. Ultimately, they
aid in organizing the text by providing a trail
for the reader to follow.

Devanagari, used for setting Hindji, has both
dependent and independent vowels. The
dependent vowel forms, whose positions
vary from consonant to consonant according
to the sound that the combined characters
referenced, are physically attached above,
below and to the side of consonants. In de-
signing a Devanagari, Carter took advantage
of Linotype’s VIP system to develop a meth-
od that allowed these dependent vowels

to be positioned through keystroke com-
mands. Carter has said that the aspect of the
Devanagari typeface that really influenced
Walker was the problem of how to make the
snap-on serif, the zero-width characters with
their own keyboard addresses. In his design
of Walker, Carter eliminated the numeral
sign and other infrequently used characters
and replaced them with serifs keyed to “shift,
option” or “shift” commands.

Verdana and Microsoft
The task of designing what became Verdana,
which has been described as intentionally

ordinary to further its widespread accept-
ance and help guarantee a long shelf life,
began when Microsoft asked Carter to
design a new typeface that while increasing
on-screen readability would also signal to
users they were using a new software release.
Carter says that Steve Balmer, then second-
in-command at Microsoft, when reviewing

a Windows update that used MS Sans, asked
for a new font. As a result, Carter was com-
missioned to design a typeface that looked
cleaner and better.

Carter hopes that Verdana, which has set

a standard for readability on the web, will
continue to be used even when high-resolu-
tion screens that permit wide spread use of
common, well-known typefaces are available
and affordable. Microsoft provides extraor-
dinary diffusion for Verdana, as it continues
to expand its program to accommodate the
needs of multilingual typography, thereby
allowing Verdana to make its niche in the
typographic ecology along with its compan-
ion faces designed for on-screen viewing:
Georgia, a Scotch-Roman; Tahoma, a con-
densed variation of Verdana designed for use
in situations that require more information
to fit in less space—such as with dialog boxes
and menus—; and Nina, a spatially efficient
sans serif designed for use in situations

that require more information to fit in even
less space—such as with small hand-held
devices.

Verdana’s printer version was made after the
screen version. Carter tried to give Verdana
avisual interest and quality that makes it
useful for off screen reading. He hopes that
Verdana will last as users become more
familiar with and accepting of it, and won’t
necessarily associate it with poor screen
resolution or with on-screen viewing. This

may prove to be true. Verdana and Georgia
may become the equivalent of Helvetica and
Times Roman.

CRT Gothic

The challenge of designing a typeface that
compensates for the deficiencies of a still
evolving technology has lead Carter through-
out his professional life. It is not limited to
his experiences with Microsoft or AT&T

for that matter. Carter encountered this
challenge of designing a typeface that made
a technology look like it functioned better
than it actually did in the very early days

of digital typography when he drew CRT
Gotbhic, a sans serif released as Video when
Linotype was building its digital library that
was never commercially successful because it
looked too much like Helvetica and Fu-

tura, typefaces that had all ready come to
dominate culturally. CRT Gothic allowed the
same glass negative to be used to set roman
and italic and to condense or expand width
without having to change the physical font.
Type set in CRT Gothic could be modified

in much the same way the picture on a TV
could be set by controlling the raster without
any loss of production time.

Type and Technology

Carter proves that a typeface can be le-
gitimately used to improve the aesthetic
appearance and performance of a technol-
ogy. Designing a typeface for a particular
technology, while always viewed by Carter as
a learning experience, has, as Carter points
out, a crucial drawback, “... Youre sort of on
thin ice if you do make technology—specific
typefaces.” Halfway through the design of
Charter, whose squared off serifs and rigid
curves used a smaller file size, Bitstream
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T Olympian, 1970. A newspaper text type produced both as Linotype matrices and Linofilm fonts. The last new design manufactured by American Linotype in metal.
The diagram on the right shows how the “Old-style” canted stress of Olympian gives the illusion of greater width than the “Modern” form of Corona.
Olympian, 1970. Novinové pismo vydané jako Linotype matrice i jako pismo pro fotosazbu. Nejnovéjsi navrh byl vyroben pismolijnou American Linotype jako odlitek v kovu.
Schéma vpravo znazornuije, jak vyrazny sklon pisma Olympian vyvolava dojem veétsi Sirky nez varianta Modern pisma Corona.

se tak dikazem Carterovy predvidavé schopnosti pri-
psat technické predloze kulturni vyznam. Mike Parker,
byvaly feditel oddéleni typografie v Linotype, fekl, ze
Uspornost pisma Bell Centennial usetfila AT&T dvacet
radek na kazdé strang, a kazdy usetreny radek zna-
menal pro AT&T Usporu zhruba milionu dolar(i na ce-
né papiru. AT&T také zaznamenala pétadvaceti az tfi-
cetiprocentni pokles pocétu hovor( na informace, a pfi-
psala jej lepsi Citelnosti Bell Centennial.

Mezi predchtidce Bell Centennial patti napriklad pis-
mo o velikosti Sest a pll bodu navrzené Harry Carte-
rem pro Oxford University Press, kde bylo uzivano pro
tisk malych Bibli a modlitebnich knizek. Carter mlad-
i je pod otcovym vedenim nakreslil v roce 1956 (Har-
ry Carter nebyl fyzicky schopen sam tak drobné pismo
nakreslit). Nakresy byly okopirovany a z kopii sestave-
ny zkusebni archy, jez byly pozdéji fotograficky zmen-
Seny. V ¢lanku Dvé pisma Bibli z Oxfordu (Two Oxford
Bible Types) upozornil Paul Luna v roce 1997 na to, ze
se jedna o prvni dvé oficiélni pisma, které Matthew na-
kreslil. Matthew Carter s timto tvrzenim prekvapivé ne-
souhlasi, ackoli je skrze reprodukci mozné ziskat radu
zkuSenosti. Aby mohl designér dobre kreslit, musi

Vv prvé fadé pochopit, co se snazi sdelit, a aby rozumél
podstaté véci, musi chapat, jak véc funguije.

Teoretici povazuji Bell Centennial za jedno z Car-

ze jeho priklad pozdgji pozitivné ovlivnil pisma, ktera
musi existovat v nehostinnych prostredich. Mezi ty pa-
tfi Bitstream Charter, patkové pismo s minimalnim uzi-
tim kfivek, které vzniklo v dobé, kdy byla pamétova ka-
pacita tiskaren omezena, dale Verdana, grotesk ur-
¢eny k tomu, aby pohodiné prezival v bidném c¢te-
narském prostredi poditacové obrazovky, a Meiryo Ro-
maji, doplikovy latinkovy grotesk s doprovodnymi sa-
dami cyrilice a alfabety pro japonské pismo, které uzi-
va technologii ClearType.

Presto spociva nejvétsi vyznam pisma Bell Centennial
Vv jeho Uspéchu. Tato pismova rodina Cartera privedla
k presvédceni, Ze je mozné, aby se uzivil jako nezavis-
ly typograf ¢i designér, vyrobce a distributor pisem.

V zakazce pro AT&T méla pismolijna Linotype vyresit
designérsky problém, jehoZz feSeni nebylo mozné bez
ddkladného pochopeni danych technologickych ome-
zeni, branicich jasné Gitelnosti. AT&T nekoupila tech-
nologické vybaveni Linotype, aby poté pozadala o no-

vé pismo jako doplnék pro tyto stroje. Misto toho si na-
jala Cartera coby profesionalniho typografa.

SNELL ROUNDHAND

Prikladem pisma, které se stalo ztélesnénim respektu
vaci kulturni tradici a presahlo az do obecnych vzor-
cu lidského jednani, do problematiky doby, exkluzivity
a vybranosti, je skript Snell Roundhand. Byl vydan

v roce 1966 a je urcen pro fotosazbu. Jedna se o re-
vival disciplinovaného médirytinového psaciho pisma,
které navrhl pisaf a Uc¢etni Charles Snell ve snaze vy-
tvorit pro oblast Ucetnictvi standard schopny naplnit
narocné komeréni potreby primyslové Anglie osm-
nactého stoleti. Carter si uvédomil, Ze technicky po-
krok umoznuje pismentim prekrocit hranice kdysi sta-
novené meédénou deskou (jak je vidét na ukazce mi-
nuskového f, které zasahuje do prostoru ¢ty pismen),
a tak pracuje s velkorysymi pfesahy a dramatickymi
kudrlinkami. Jako priklad Carterova odvazného pfi-
stupu poukazuje James Mosley, historik typografie

a byvaly hlavni knihovnik v St. Bride, na minuskové s,
které Carter prevzal z plvodni Snellovy abecedy a pro
Snell Roundhand jej pretvoril v S verzalkove.

GALLIARD

Carter se vzdy zajimal o textova pisma kvdli jejich
komplexni povaze, ztélesnéné napriklad v pismu Gal-
liard. | jeho tvary odrazeji Carterovy zkusenosti, tech-
nologické védomosti, porozumeéni Siroké skéale znakd,
které jsou zapotiebi pfi strukturaci komplexniho textu,
i jeho estetické citéni. Elegantni a Usporna renesanéni
antikva byla vydana pismolijnou Linotype v roce 1978.
Nejblize k plvodnimu Carterovu nédvrhu ma verze vyda-
na pismolijnou Carter & Cone, dalsi verze pisma vydaly
ITC, Adobe a Bitstream. To svédci zejména o funké-
nosti tohoto pisma v komeréni sfére. Na konferenci
TypeCon v roce 2005 David Berlow z FontBureau vtip-
né poznamenal, ze Carter uz se v typografii pohybuje
tak dlouho, Ze je svédkem revivalu své vlastni prace.
Design Galliardu na jedné strané pevné drzi pfi ze-

mi ohledy na funkénost, jak si ji zada dnesni doba,

na strané druhé se inspiruje historickou podobou fo-
rem francouzského pismare Roberta Granjona, vy-
jimecnych pro svoiji vitalitu a nevazanost. Galliard ne-
ni pevné svazan se zadnym konkrétnim Granjonovym
pismem - Carter o ném mluvi jako o ,antologii*

z Granjonova dila. Jde o citlivou interpretaci Gran-
jonova celkove vyspélého stylu, dopinénou o rlizné
fezy a alternujici znaky, neodmyslitelné patfici k mo-
derni pismové rodiné. Galliard je ¢lenem Slechtické ro-
diny oblibenych a znamych pisem inspirovanych vzory
z muzea Plantin-Moretus: Garamondu, Plantinu nebo
Times Romanu. Rozsifenost Galliardu dokazuije, jak
je univerzalni a schopny prizpUsobit se nejriiznéjSim
textovym potrfebam. Galliard byva fazen mezi nej-
vyznamngjsi pisma dvacatého stoleti.

MANTINIA

Pri tvorbé titulkového pisma Mantinia, které bylo vy-
dano v roce 1993 coby doplnhkové pismo Galliardu,
se Carter inspiroval tremi rliznymi zdroji. Zaprvé to
byla ruéné malovana zahlavi Andrea Mantegny, kte-

ry studoval napisy na skulpturach z obdobi klasického
Rima a byl tak jednim z prvnich renesandénich umélct,
ktefi ozivili fimska pisma. Dalsi inspiraci bylo pismo na
fasadé verejné knihovny v Bostonu, ve kterém je uzito
ligatur a dalSich zkratek pro vtésnani velkého mnozstvi
jmen do omezeného prostoru. Posledni inspiraci byl
opét Granjon. Mantinia vyrostla v plnou sadu verzalek,
zvySenych kapitélek a vizualné vyjimecnych variant
znakU, napriklad ligatur a propojenych psacich znakd,
které byly bézné uzivany az do Sestnactého stoleti, ale
postupem ¢asu a se zrychlujicim se Zivotnim tempem
z tiskafovy kasy nenavratné zmizely.

Studium Carterova dila a jeho pracovnich postupt pri-
vadi divaka k Uvaham o tom, co to vlastné pismo je

a jakym zpUsobem utvari typografii. Kdyz byla Manti-
nia uvedena na trh, zvysil se i zajem typografl o to, co
vlastné vSechno patfi do pismové sady, a nasledoval
boom v uzivani dekorativnich ligatur.

WALKER A DEVANAGARI

Carter je citlivy ke vrozené schopnosti rodilych mluv-
¢ich a uzivatell narodnich jazykd chapat typografické
struktury, rytmy a vzorce vizualnich forem vlastniho ja-
zyka. Znalosti jinych pismovych systémU vyuziva Car-
ter pro obohaceni svych navrh( latinkovych pisem. Za
svoji expresivni, promeénlivou a pluralitni povahu vdeé-
¢i titulkové pismo Walker do zna¢né miry otevienému
psanému pismu devandagari, které v roce 1975 Car-
ter ve spolupraci s Linotype navrhl primarné pro sazbu
jazyka hindi, a komerénim egyptienkam z Anglie de-



Bell Centennial

1T Diagrams and sketches for Bell Centennial, 1978.
Top right: a contrast in legibility between the more
closed forms of a Helvetica-like sans serif and the
open forms adopted for Bell Centennial.

Schémata a nakresy pisma Bell Centennial, 1978.
Vpravo nahore: Patrny rozdil v ¢itelnosti mezi
uzavrenymi formami bezpatkového pisma podobného
Helvetice a oteviengjsimi tvary pisma Bell Centennial.
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discovered a way to compact electronic data,
which made the issue of font size much less
important. Charter survived, because its
simple structure that kept curves to a mini-
mum appealed to Carter aesthetically, after
the technical need for it disappeared.

There is a pun circulating among typophiles
that Carter may be the “most read man”,
because he has used his problem-solving
acumen to design new and modify existing
typefaces for a number of major news media
corporations. Carter suggests “a combina-
tion of a more adventurous attitude toward
design on the part of people at newspapers or
magazines combined with the economics of
the digital evolution, the desktop revolution
has contributed to the design of journalistic
typefaces becoming a very lively business
with a lot of typefaces.” What makes type-
face design especially rewarding in contem-
porary society is that those who commission
or utilize typefaces are willing to conceive of
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multiple uses for the faces. The cost of both
manufacturing and purchasing a typeface
has gone down dramatically, especially since
type is no longer machine dependent and
requires considerably less work and storage
space. The personal computer and related
software make it much more affordable and
instantaneous for a designer to experiment
with using different typefaces.

As a case in point, Carter cites Miller, based
on a Scotch Roman from the 1800s, that he
“thought of as a book and general-purpose
face” but was first used in The Guardian and
then in a special version by The Boston Globe
and in the text and headlines of many other
newspapers. Had Miller been designed in
“Linotype days,” Carter believes that “no one
would have thought to use it in newspapers.”
Contemporary newspapers are able to take
advantage of Miller because of improvements
made in newspaper presses that allow for
higher quality printing. Miller, Carter’s best

selling type, is a fourteen-member family.
Its breadth and depth meant that Carter
who usually works alone was aided by Tobias
Frere-Jones and Cyrus Highsmith of the
FontBureau (Frere-Jones has since joined
Jonathan Hoefler). Highsmith values his
friendship with Carter. He says that in
“working on Miller..., I learned ... how well
[Carter’s] typefaces are put together. The
deeper I got into the character sets when

I was drawing additional versions... the
more I discovered how well thought out the
relationships between the details were. ...
Everything fit.”

“The other thing I learned from Carter is to
respect the reader. Matthew doesn’t just serve
the reader by providing him with a readable
typeface. He respects the reader. This comes
Jrom his combination of humility and the
seriousness and the level of thought he puts
into his crajft.”



T Bell Centennial was an early digital typeface designed before computer programs
could convert outline letterforms to bitmaps. The bitmaps had to be drawn by hand
on quadrille graph paper. The red friskets are from an earlier stage of trials on the VIP,
a pre-digital typesetter. The sample set shows the Bell Centennial family as used in
the Montgomery County, MD phone book issued in November 2000.

Bell Centenial je rané digitalni pismo, navrzené jesté dfiv, nez pocitacové programy dokéazaly
konvertovat obrysy pisma do bitmapového forméatu. Bitmapové krivky musely byt nakresleny
ruéné na étvereckovany milimetrovy papir. Cervena maska pochézi z rané faze testti na

VIP, sazecim stroji preddigitalni éry. Sada v ukézce znazoriuje uziti pismové rodiny Bell
Centennial v telefonnim seznamu Montgomery Country z listopadu 2000.
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vatenactého stoleti. Pismo Walker si objednala v roce
1995 galerie Walker Art Center v Minneapolisu v Min-
nesoté, aby demonstrovala svij respekt ke kulturni di-
verzité, internacionalismu a experimentalnimu umeéni.
Ve své prazékladni formé je Walker titulkovy grotesk.
Komplexni podoba pisma spociva v moznosti vy-
béru z péti raznych ,pfidavnych” serifl, které uzivateli
umozni prizplsobit pismo momentalnimu zaméru.
Tyto pruzné serify jsou prevzaty z existujicich pisem

s vlastni historii. Tak jsou pro uzivatele pfijemné zna-
mé, ackoliv zaroven poskytuji pismu znac¢nou flexi-
bilitu. Mohou byt po libosti pfidavany ¢i mazany, a stej-
né tak mUze byt odstranéno zakladni pismeno, za-
nechavajic za sebou serif samotny. Jemnou tkaninu
tohoto pisma dale obohacuje moznost pridat ho-
rizontalni linku v Sifce fadku, na které mohou byt pis-
mena zavésena Ci postavena. Na prvni pohled slou-
Zi linky Cisté dekorativnim uceldm. Ve vysledku ale na-
pomahaji usporadani textu tim, ze ctenari poskytuiji
voditko, které mize nasledovat.

Devanagari, pismo uréené pro sazbu hindi, obsahuje
jak zavislé, tak nezavislé samohlasky. Pozice zavislych
samohlaskovych forem se méni souhlasku od sou-
hlasky podle toho, jaky zvuk kombinace znak( re-
prezentuje. Tak se mlze zavisla samohlaska objevit

NZ

nad znakem ¢&i pod znakem pro souhlasku, pfipadné
po jeho strané. Pfi navrhu tohoto pisma vyuzil Car-

ter VIP systému Linotype a vyvinul metodu, jak ty-

to zavislé samohlasky umistit pomoci prikazd na kléa-
vesnici. Carter fika, ze devanagari ovlivnilo pismo Wal-
ker zejména pfi feseni problému, jak technicky vytvorit
pridavny serif — znak o nulové Sifce s vlastni pozici na
klavesnici. Carter odstranil znak pro &islici a dalsi mé-
né frekventované znaky a nahradil je serify vazanymi
ke kombinacim klavesovych zkratek.

VERDANA A MICROSOFT

Verdana je popisovana jako zamérné obycejné pismo,
jehoz vSedni charakter ma podpofit vSeobecné rozsi-
feni i dlouhou Zivotnost. Microsoft oslovil Cartera, aby
navrhl pismo, které bude dobre &itelné na obrazovce,
a zaroven bude uzivatelim signalizovat, ze maji nej-
novejsi software.

Carter doufa, ze Verdana, ktera stanovila normu Gitel-
nosti obrazovkovych pisem, se udrzi i poté, az se nové
monitory s vysokym rozlisenim stanou dostupnéjsimi
a umozni tak i rozsifeni standardnich, dobre znamych
pisem. Ostatné Microsoft umoznil svym pismim neby-
valé rozsiteni diky programu na podporu multilingvalni
typografie. Tim Verdané umoznuje proniknout do
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rliznych typografickych prostfedi spoleéné s dalsimi
pismy, ktera byla navrzena pro uziti na obrazovce:
Georgia, tzv. skotska antikva, Tahoma, zizena verze
Verdany, uzivana v situacich, kde je nutné umistit

vice informaci do omezeného prostoru (napfiklad do
dialogového okna & menu), a Nina, obzvlasté usporny
grotesk pro situace, kdy je nutné umistit mnoZzstvi
informaci do je$té mensiho prostoru - napriklad

u malych prenosnych zafizeni.

Verze tiskové Verdany vznikla az pozdégji. Carter se
pokusil dat Verdané atraktivitu a kvalitu, ktera by

ji ucinila pouzitelnou i pro éteni mimo obrazovku.
Doufd, Ze Verdana prezije, kdyz se s ni uzivatelé lépe
seznami a pfijmou ji, aniz by ji bezprostredné davali
do souvislosti s nizkym rozliSenim obrazovky &i se
¢tenim na monitoru. Tato nadéje se mozna splni,

a Verdana i Georgia se mohou stat novou Helvetikou

a Timesem.

CRT GOTHIC

Vyzva navrhnout pismo tak, aby kompenzovalo ne-
dostatky dosud rozvijené technologie, provazela Car-
tera celou profesionalni kariérou. Neomezuje se jen
na jeho spolupraci s AT&T a s Microsoftem. Carter se
s timto naro¢nym Ukolem — navrhnout pismo, diky kte-
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rému by funk&nost urcité technologie vypadala lep-
§i nez ve skuteénosti - setkal uz v ranych dobéach di-
gitalni typografie, kdyz nakreslil CRT Gothic, grotesk
vydany pod nazvem Video jako souééast knihovny di-
gitalnich pisem Linotype. Ten nebyl nikdy komeréné
Uspésny, protoze prilis pfipominal Helveticu a Futuru,
které uz tehdy dominovaly trhu. CRT Gothic umoz-
foval, aby byla z jediného sklenéného negativu zho-
tovena sazba jak zakladniho, tak kurzivniho rezu,

a umoznoval i ztzeni ¢i rozsirfeni znakd, aniz by musel
byt zménén font. Sazba v pismu CRT Gothic se dala
upravovat podobng, jako Ize modifikovat televizni ob-
raz pomoci Upravy rastrd.

PiSMO A TECHNOLOGIE

Carter dokazal, ze pismo mUze byt zcela oficialné po-
uZito k vylepSeni estetiky i vykonu urcité technologie.
Navrhovani pisem pro konkrétni technologie ma ale
jednu kli¢ovou nevyhodu, a¢ je jinak Carter vnima ja-
ko pozitivni studijni zkusenost. ,,Kdyz navrhujete pis-
ma pro konkrétni technologie, pohybujete se tak
trochu na tenkém ledé.“ V poloviné prace na pismu
Charter, jehoz hranaté serify a strnulé kfivky byly vel-
mi nenaro¢né na pamét pocitace, objevil Bitststream
zplsob, jak komprimovat elektronicka data, a tim péa-
dem otézka velikosti souboru s pismem ztratila na di-
leZitosti. Charter prezil diky tomu, Ze jeho jednoducha
stavba omezuijici zakfiveni na minimum Carterovi vy-
hovovala z estetického hlediska i poté, co jeho tech-
nické opodstatnéni zaniklo.

Mezi typofily koluje slovni hfi¢ka, Zze Carter by mohl
byt ,nejctenéjsSim typografem*. To proto, ze svij pro-
nikavy zpUsob feseni technickych problému vyuZil
pro navrh ¢i redesign mnoha pisem na objednavku
hlavnich medialnich korporaci.

Carter podotyka, ze ,kombinaci odvaznéjsiho pri-
stupu k designu na strané vydavatel denik,
vzrastajici ekonomiénosti digitalni evoluce a roz-
Sifeni programt pro DTP vzniklo prostredi, které
pfeje zivému rozvoji obchodu s nejriiznéjsimi no-
vinovymi pismy*“. V dnesni spole¢nosti je typografie
neobycejné vdécnym femeslem, protoze ti, ktefi pis-

4+ Galliard, 1987. Drawing of the lowercase ‘a’ on drafting film. The
lowercase ‘g’ was digitized at Bitstream in an outline format consisting
of straight lines and circle-arcs, whose radii have been plotted here.
Galliard, 1987. Nakres minuskového ,a“ na rysovacim papife. Obrysy
minuskového ,g“ byly digitalizovany v Bitstreamu pomoci pfimek a ¢asti

kruznic tak, jak jsou zde narysovany.

mo objednavaiji ¢i uZivaji, jsou otevieni riznym zpu-
sobdm jeho vyuziti. Navic se dramaticky snizily vy-
robni i pofizovaci naklady pisma, zejména od té doby,
kdy vyroba pisma neni zavisla na specialnich strojich
a vyzaduje podstatné méne prace i Ulozného prosto-
ru. Osobni pocita¢ a i specializovany graficky software
jsou dnes pro designéry bézné dostupné a umozriuiji
jim experimentovat s rlznymi pismy.

Carter to ukazuje na pismu Miller, odvozeném od
skotské antikvy z prelomu sedmnéactého a osm-
nactého stoleti. Uvazoval o ném jako o ,kniznim, uni-
verzalnim pismu®, nakonec vsak bylo poprvé pouzito
v deniku The Guardian a pozdéji v modifikované po-
dobé v deniku The Boston Globe i v mnoha jinych no-
vinach coby textové i titulkové pismo. Carter je pre-
svédcen, ze kdyby bylo byvalo toto pismo vzniklo

v éfe Linotype, nikoho by nenapadlo jej uzit jako no-
vinové pismo. Soucasné deniky mohou vyuzivat vy-
hod pisma Miller diky zlepseni tiskarskych stroju, kte-
ré umoznuji tisk novin v mnohem vyssi kvalité. Mil-
ler, tvofici rodinu ¢trnécti ez, je Carterovo nej-
prodavanéjsi pismo. Jeho Siroky zabér si vyzadal,

aby Carter, ktery obvykle pracuje sém, pfrizval ke spo-
lupraci Tobiase Frere-Jonese a Cyruse Highsmitha

z FontBureau (k Fere-Jonesovi se pozdéji pridal jeste
Jonathan Hoefler).

IONIC NUMBER 1 A YALE

Carter si udrzuje svézi mysl a nadale celi problémuam,
které ho nuti ke zkoumani historickych pisem a jejich
mozného vyuZiti pro moderni typografii. Navic prag-
maticky usuzuje, ze pismolijna musi nabizet Sirokou
Skalu nejriznéjsich pisem. Kdyz srovnéava sva pisma
pro specifické technologie (Verdana) s individualnimi
experimenty (Big Figgins, Sophia, Big Caslon), podo-
tyké: ,Cas od éasu je pfijemné se trochu odvazat...“
Carter mini, ze esteticka hodnota pisma presahuje
od rytmu, ktery spociva v jeho tazich, az k plsobeni
celé strany. Aby bylo mozné dosahnout této cel-

kové harmonie, typograf se musi nejen zabyvat tva-
ry samotného znaku, ale musi stejné tak brat v Gvahu
prazdny prostor, ktery jej obklopuje.

Tvpo.ESSAY 1

lonic Number 1 je pfimo odvozen od anglickych
egyptienek, které maji vyrazné, silné patky. V kovové
sazbé vytvari tyto Siroké patky podivné bilé mezery
mezi pismeny a slovy. Carter si uvédomil, Ze ackoliv
nelze zmeénit esteticky vzhled pismen samotnych, pre-
sto je mozné vyuzit vyhod digitalni sazby, konkrétné
kerningu, ktery oproti pevné kovové sazbé umoznuje
dynamicky pracovat s prostorem okolo pismen. Car-
ter spravné usoudil, Ze kerningové tabulky Ize upravit
tak, aby byla pismena pravidelné usporadana, a zlep-
Sil tak celkovy vzhled radku vysazenych timto pis-
mem. Kerningovych pard v lonicu Number 1 je podle
Cartera ,zatracené hodné*.

John Gambell z vydavatelstvi Yale University ob-
jednal u Cartera design pisma Yale Street pro uzi-

ti v napisech. Soucasné mel Gambell zajem o design
pismové rodiny, ktera by byla zakladem komplexni vi-
zuélni identity celé univerzity. Jediné plvodni pismo
se tak rozrostlo v rodinu, ktera pomohla znovu sjed-
notit osobity graficky styl vSech publikaci univerzity.
Pro Cartera pismo znamenalo prileZitost opét pro-
kazat svoji virtuozni schopnost reagovat na potreby
uzivatell, na dany zptsob ¢teni i na omezeni dana
procesem vyroby. Vysledna rodina je vhodna pro na-
pisy, tisk i web; Carter mohl pfi jejim vyvoji uplatnit ce-
lou 8kélu svych predchozich zkuSenosti. Yale vychazi
z pisem Aldine z patnactého stoleti, ktera maji i jiné
slavné potomky v rodiné textovych pisem, napriklad
Bembo &i Garamond. Navic je Yale prostoupen i si-
lou Galliardu.

Yale Street je zakladnim ¢lenem celé rodiny a slouzi
pro v8echny verzalkové napisy, sjednocujici jinak ar-
chitektonicky rliznorody aredl univerzity. Street neni
prvnim pismem, které Carter navrhl pro pouliéni na-
pisy. Pocatkem Sedesatych let Carter nakreslil feckou
abecedu pro Davida Collinse jako soucast jeho za-
kazky na zpracovani napist pro Cyprus Airways. Kon-
cem Sedesatych let pak vytvoril pro londynskeé letisté
Heathrow pismo se sadou verzalek i minusek, kte-

ré se vyznacovalo zejména znacnou minuskovou vys-
kou. Ani jedno pismo se nedockalo tiskovych matric,
text byl poskladan z fotostatickych kopii.
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Snell Roundhand, 1966. The two bolder weights were added in 1972. On the right is a page from a handwriting manual
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by Charles Snell (1667-1733), the English writing-master whose disciplined hand was the model for this typeface.
Snell Roundhand, 1966. Dva tu¢né fezy byly doplnény v roce 1972. Vpravo je ukézka stranky z kaligrafického manualu
Charlese Snella (1966-1733), anglického pismomalite, jehoz Uhledna pisma se stala vzorem pro tento CarterGv font.

Ionic Number 1 and Yale

Intellectually agile, Carter sets problems

for himself where he challenges himself to
explore historical form and how it might be
used to make contemporary typography. It
is also pragmatic for a type foundry to offer
a broad range of types. “It’s nice,” says Carter
comparing his problem-solving faces such as
Verdana to his more personal explorations
like Big Figgins, Sophia, and Big Caslon, “to
kick over the traces once in a while.”

Carter understands that the aesthetics of

a typeface extend past the rhythm created
by its strokes to the rhythm it creates on

the page. In order to achieve this rhythm,
the type designer must be concerned with
the white space that surrounds each letter
as much as he is with the form of the letter
itself.

Ionic Number 1 is directly based on 19th
century Ionic typefaces, also known as
Clarendons, that have very long, prominent
serifs. Set in metal, the serif length creates
very awkward white spaces between letters
and words. Carter recognized that while the
aesthetics of the actual letterforms could
not be improved, he could take advantage of
digital typography with its kerning tables,
mathematical tables that control the amount
of white space on either side of a letter to
perfect the limitations of metal. Carter cor-

rectly assumed that kerning tables refined

a number of letter combinations by allowing
the letterforms to fit next to each other in an
even cadence, improving the overall appear-
ance. Carter doesn’t know how many kerning
tables exist “...in that Ionic face but there are
a hell of a lot”.

John Gambell, Yale University Printer,
commissioned Carter to design Yale Street,
a typeface intended for use in signage. At
the same time, Gambell was interested in
developing a type family that could help
build a university-wide comprehensive visual
identity. This singular type blossomed into

a family that helps reconcile Yale’s graphic
personalities and encouraged Carter to dem-
onstrate his virtuosity in creatively respond-
ing to user needs, reading conditions, and
production limitations found in the environ-
ments of signage, desktop publishing, fine
printing, and web design. This family works
across a variety of mediums and in doing so
permits Carter to consolidate a variety of his
past experiences. Yale draws its inspiration
from 15th century Aldine types that have
influenced other readily familiar text faces
that are descendant of the Aldine, such as
Bembo and Garamond. It is infused with the
strength of Galliard.

Intended for use with all-cap messages, Yale
Street, the family originator, was made for
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use on signs that serve to give unity to an
architecturally diverse campus. Street is not
the first face that Carter has designed for sig-
nage. In the early 1960’s, Carter drew a Greek
typeface that was part of David Collins’
signage work for Cyprus Airways. In the late
1960s, Carter designed a typeface that used
both upper and lowercase with a tall x-height
for use in signage for Heathrow. Both type-
faces were never manufactured for typeset-
ting; text was pasted-up from Photostats.
Yale Administrative is intended for a general
use audience consisting of faculty, admin-
istration and student body that produces
communications that are primarily in-
formational and circulated internally. Tt

was designed so that text can be format-

ted simultaneously for both print and web
ensuring accuracy, compatibility and visual
consistency. Yale Design was designed to
support design staff and consultants in their
effort to promote the university to a broad
range of external audiences. Its primary use
is to make typography after a text is writ-
ten for publications that have institutional
and promotional significance outside the
university. Two versions of small caps: Yale
Small Cap and Yale Web Small Cap support
this family. Carter designed both sets to be
slightly taller than traditional small caps, so
that text set in them, such as acronyms and



National Geographic Caption, 1979. A face commissioned by the magazine to harmonize with—but be distinct from—the Roman and Italic used for text.
It solved a problem in hierarchy created by readers who reviewed the photographs and read captions before beginning a story.

National Geographic Caption, 1979. Pismo na objednavku znamého ¢asopisu mélo ladit se zakladni i kurzivni latinkou pouzivanou v textu, zarover se od ni vsak
meélo jasné odliSovat. Vyresilo tak hierarchicky problém, ktery vznikl tim, Ze néktefi ctendri si prohlizeji fotografie véetné popiskl drive, nez se pusti do hlavniho textu.

Pismo Yale Administrative je uréeno k vSestrannému
uziti spravou univerzity, jejimi pedagogy i studenty. Pa-
tf zejména na listiny informativniho charakteru, uréené
k obéhu v ramci univerzity. Bylo navrzeno tak, aby
mohl byt text pouzit zaroven jak v tisténé, tak v elek-
tronické podobé, a mélo byt zejména presné, kompati-
bilni s jinymi pismy a vizuéalné jednotné. Yale Design je
primarné uréen pro grafické designéry a poradce zod-
poveédné za verejnou prezentaci univerzity. Ma se jim
typograficky zpracovat text publikaci reprezentativniho
a oficialniho charakteru. Toto pismo je navic rozsiteno
jesté o dva rezy kapitalek - Yale Small Cap a Yale Web
Small Cap. Obé sady jsou nepatrné vyssi, nez je u ka-
pitalek zvykem, aby bylo mozné je na prvni pohled od-
lisit od minusek, zejména v titulech a zkratkach, v aka-
demickém prostredi ¢asto uzivanych.

NAPRIC TECHNOLOGIEMI

Kdyz byl dlouholety CarterQiv pritel James Mosley
dotézan na nazor ohledné jeho dila, pfirovnal ho

k Morrisu Fuller Bentonovi, plodnému internimu
typografovi pismolijny American Typefounders, ktery
se proslavil svymi inovacemi a uzitim technologii:
»(---) na mé [u Cartera] nejvice plsobi obcasné
umérené vyuziti historickych zdroju. To je vcelku
paradoxni, protoze mam dojem, ze kdyz se typogra-
fové pokusi pretvorit historické vzory, jez obdivuji,
vétsinou nadélaji tolik Skody, Ze si nakonec preji,
aby to byvali ani nezkouseli. Matthew je jednou ze
Stastnych vyjimek. Neni sam o sobé jedinec¢ny. To,
jak s klasiky pracuje, by se dalo pfirovnat k tomu
nejlepsimu, co dokazal Morris Fuller Benton v ATF
(ackoliv Benton mél tendenci klasiky zbavit Zivota,
zatimco Matthew jim naopak zivot znovu vraci).“
Carter je mistrem formy, je senzitivnim estétem

a hlubokym znalcem typografie véetné nelatinkové.
Jeho pisma jsou dokladem komplexniho, elegant-
niho a funkéniho tviréino procesu, ktery odrazi viru

v umeéni a remesla, jak ji zastavali jeho rodic¢e Harry

a Ella, oba rovnéz vyjimecéni designéfi. Harry mél for-
malné pravnické vzdélani, ale byl zejména historikem
typografie, aktivnim typografem, pisafem a lingvis-
tou. Carterova matka Ella pracovala pred sfiatkem

v designérském studiu Henryho Hopea, které se
specializovalo na vyrobu kovovych okennich ramd, jeji
otec zde byl vedoucim inzenyrem. Carter vzpomina na
to, jak jeho matka ve vale¢né Anglii vyrezala z linolea
deseticentimetrova pismena, aby se mohl naucit abe-
cedu. Carter byl jako chlapec veden k tomu, Ze tvorba
designu je proces, ktery vyzaduje aktivni U¢ast. Nejde
jen o vytvoreni planu - jde o plan a zaroven i o proces
jeho realizace. Tyto dve soucasti celého procesu jsou
neoddélitelné spjaty. Z tohoto dlivodu Carter jen zfid-
ka svéii realizaci svych navrht jinym. Uéeni mu prinasi
potéseni. Ma pozitek z vyroby vSech znakd, které jsou
v pismové sade potieba, i téch méné frekventovanych,
a vychutnava si to, ze jeho prace poté slouzi Sirokému
spektru uzivateld.

Vzdy Usporny Carter bere informace, které ma k dis-
pozici, a pretvafi je v poznani. Pouceni, kterého se mu
dostava béhem tohoto vzdélavaciho procesu, déle
obohacuje jeho pisma, a tim ho stavi do popredi pred
vSechny typografické radce a vzory. Pouze minimum
napadU zUstane bez vyuziti. To je vidét na prikladu,
jak Carter pretvoril pavodni koncept pisma Cadmus
Greek, které jeho recti uzivatelé kritizovali jako pfilis
archaické, protoze bylo zalozené na predpismovych
tvarech. Vzniklo z néj pismo Skia, z&asti postavené
pravé na tom, co se Carter naucil pfi navrhovani
pisma Cadmus Greek.

Carter navrhl pisma pro horkou sazbu, fotosazbu

i DTP. Jeho dilo je vtélenim znalosti, které presahuiji
ramec jednotlivych historickych obdobi a které jsou
pouzity v prvé fade k tomu, aby byla naplnéna zcela
lidska potieba Citelnosti a jasné adresnosti pisma.
Carter si je pIné védom toho, Ze vysledny tvar pismen
nesmi zalezet jen na narocich kladenych uzitou tech-
nologii. Uspé&ch &i selhani pisma z valné éasti zalezi
na tom, zda je pismo pro vétsinu svych uzivatell pri-
rozenym nastrojem, a musi Uspésné naplnit kulturni,
technickeé i estetické naroky, které jsou na néj kladeny.
Existuji i vyjimky, jako napfiklad Bell Centennial, ale
presto si Carter neochvéjné stoji na svém: ,Kdybyste
poskladali dohromady v§echny aspekty tvorby
pisma a ohodnotili celek deseti body, samotna
technika bude mit tak jeden dva body. Jinymi slovy,
z osmdesati procent je proces navrhovani pisma
stejny, at se jedna o rytinu do kovu, kresbu na félii
nebo o to, Ze sedite pred pocitacem a navrhujete
pismo digitalné.“

CarterQv pohled na celou problematiku napovida,

ze tradicni striktni déleni typografie na éru kovové
sazby, fotosazby a digitalizace je pouze otéazkou kon-
vence. Jeho pisma prozrazuji, ze kreativité i funkénosti
nejlépe poslouzi, budeme-li aplikovat znalosti ziskané
z tradi¢nich technologii na nové postupy, budeme-li
predvidat budouci vyvoj, a v prvé fadé nade vse re-
spektovat potreby ctenare.

Pred padesati lety si mlady muz vzal pred univerzitnim
studiem rok volna. Ten jediny rok se proménil v cely
zivotni béh plny sebevzdélavani a tvirci prace, kte-

ra hluboce obohatila a formovala podobu typografie
vSech svétovych jazykl, umoznuijic tak jejich uzi-
vatellim Iépe komunikovat. Jsme za to vdédni.

[preklad: Olga Neumanova]
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Helvetica Compressed, 1966. The diagram on the right shows how the 18-unit spacing system of Mergenthaler’s Linofilm phototypesetter determined the proportions of this three-part series.
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Helvetica Compressed, 1966. Nakres vpravo znazornuje, jak osmnactibodovy proklad sazeciho stroje Linofilm Mergenthaler preduréuje proporce této tfidiiné pismové sady.

academic degrees which are frequently used
in academia, are easily distinguished from
the lowercase. Carter has designed a type
family that because it is at ease on a facade,
screen or page — in two, three or virtual
dimensions — assists in creating an identity
for an academic institution.

Journey across technologies

When asked how he views Matthew Carter’s
work, James Mosley, who has a long friend-
ship with Carter, compared him to Morris
Fuller Benton (1872-1948), the prolific Amer-
ican Type Founder (ATF) designer known for
his typographic innovations and use of tech-
nology and who, like Carter, was born into a
household in which type and typography was
part of its everday language. He says:

“... what appeals to me is—to some extent—
the occasional use of historical sources. But
that is rather paradoxical, because mostly

1 feel that designers who attempt to rework
historical models that I admire do so much
damage to them in the process that I just
wish they would not try. Matthew is one

of the happy exceptions. He is not unique.
What he does to the classics might be com-
pared with what was achieved at his best by
Morris Fuller Benton at ATF (though Benton
tended to squeeze the life out of some classics,
and Matthew mostly puts it back in).”
Mosley continued,

“It is not that Carter is at all modest or
hesitant in his approach. He gets away with
some things that leave me astounded, like
his creation of Mantinia—a fantastic but
convincingly integrated design—>by blending
elements of the letters of an Italian fifteenth
century painter with those of a French six-
teenth century punchcutter.”

Carter’s mastery of form, his wide-ranging
aesthetic sensibilities, his wide knowledge of
typography—including non-Latin typogra-
phy—and ultimately his typefaces exemplify
a complex, elegant, and functional design
process that reflects the Arts and Crafts
belief held by his parents, Harry and Ella,
both designers in their own rights. Harry,
formally educated as a lawyer, was a type
historian, type designer, typographer, and
linguist. Ella, prior to marrying, worked in
the design studio of Henry Hope, an innova-
tive manufacturer of metal window frames.
Her father was Hope’s chief engineer. Carter
relates how his mother, in war-time England,
cut three inch high caps out of linoleum so
that he could actively learn his ABCs. Carter
the boy was taught that designing is an act
that requires direct participation. It is not the
singular act of planning; it is an act of plan-
ning and making. They are very much the
same thing. It is for this reason that Carter
the type designer rarely hands off his ideas to
be completed by others. He enjoys the learn-
ing process. He delights in making all of the
characters necessary to set type, including
those infrequently used, relishing that his
work is in service to a wide range of users.
Never wasteful, Carter takes the information
at his disposal and turns it into knowledge.
The lessons learned as he acquires this
knowledge inform the type he designs, and,
ultimately, puts him in the forefront of typo-
graphic mentors and exemplars. Few ideas
are ever wasted as typified by how Carter
transformed the idea behind Cadmus Greek,
criticized by the Greek audience for which it
was intended as “too archaic” because it was
based on pre-typographic forms, into Skia,

a Latin typeface based in part on the lessons

he had learned in designing Cadmus Greek.
As a designer who has made letters that
function within the realms of metal, pho-
tocomposition, and digital, Carter bridges

a knowledge of technology that extends past
historical divisions ensuring that the very re-
al human needs for readability, legibility and
expression are met. Carter is very conscious
that technological considerations alone can-
not drive the shapes of letters. The success or
failure of a typeface is greatly determined by
how easily it works as a tool for the majority
of users as it successfully responds to cul-
tural, technical and aesthetic needs. While
there are exceptions such as Bell Centennial,
Carter adamantly states,

“If you took everything that went into type
design and you add that up and gave it

a score of ten, the part that’s purely technical
scores a one or two. In other words, “80% of
type design is the same whether you're cut-
ting in steel, drawing on film, or sitting in
Sfront of a computer digitizing.”

Carter’s understanding of technology indi-
cates that the separateness usually accorded
to metal, photocomposition, and digital
typography is artificial. Carter’s typefaces re-
veal that creativity and functionality are best
served by integrating lessons learned from
past technologies into present technolo-

gies and by anticipating future needs, while
respecting the needs of the reader above all
else.

Fifty years ago, a young man took a year off
before entering university. That year turned
into a continuing lifetime of scholarship

and design that has deeply enriched and
shaped the typographic form of the world’s
languages, enhancing the ability of its people
to communicate. We are grateful.



TYPEFACES DESIGNED BY MATTHEW CARTER, 1963-2005

This list names in chronological order all of the typefaces for which Matthew Carter is responsible from 1963 through October 2005. Several typefaces attributed to Carter are not included be-
cause Carter does not consider himself responsible for their design: Linotype Cochin, Linotype Auriol, Optima Greek and Optima Classified. Linotype Cochin and Linotype Auriol are revivals.
Optima Greek follows sketches made by Hermann Zapf. Optima Classified is based on Optima Medium. John Quaranta designed ITC New Baskerville.
A Raschi Hebrew designed for Linotype and a Hangul commissioned by the South Korean government are omitted because Carter has no record of these designs or their exact dates although

they were done in the 1970s.

Three typefaces commissioned by Colin Forbes are not included because they were not manufactured for typesetting. These typefaces include one for use as part of the London Airport
signage system and two made for Pentagram as part of the Lucas and Nissan corporate identities. Likewise, a Greek drawn as part of David Collin’s work for Cyprus Airways in the 1960s is not
included. For all four typefaces, artwork was pasted-up from photostats.

1963

Southwark Small Ad. Crosfield
Electronics’ Photon 540.

For classified advertisements

in New Scientist.

Colophon Greek. Crosfield
Electronics Photon 540. An
inclined Bodoni-like Greek for
mathematics.

1965

Auriga™. Crosfield Electronics’
Photon 540. Completed for
Mergenthaler Linotype in 1970.
Cascade Script™. Mergenthaler
Linotype’s Linofilm

1966
Snell Roundhand Script™

[Bold & Black were added in 1972].

Mergenthaler Linotype’s Linofilm.
Helvetica Compressed™ [Extra
Compressed, Ultra Compressed].
Designed with Hans-Jurg Hunziker.
Mergenthaler Linotype’s Linofilm.

1970

Olympian™ Roman & Italic
[Bold, Bold Italic]. Mergenthaler
Linotype. A newspaper text face
released simultaneously as Lino-
type matrices and Linofilm fonts.
Gando Ronde™. Designed with
Hans-Jurg Hunziker. Mergenthaler
Linotype’s Linofilm.

Unnamed Signage face.
Commissioned by Colin Forbes
for use in the London Airport sig-
nage system designed by Crosby/
Fletcher/Forbes. Not manufac-
tured for typesetting, artwork was
pasted- up from Photostats.

1971

Helvetica™ Greek [Inclined, Bold,
Bold Inclined. Also Greek versions
of Century Schoolbook (1976),
Baskerville (1979 with Tim Hol-
loway) and ITC Souvenir (1981)].
Mergenthaler Linotype’s VIP.

1972

Shelley Script™ Andante, Allegro
and Volante. Three different sets
of capitals with a common lower-
case. Mergenthaler Linotype’s VIP.

1974
Cadmus Greek.
Mergenthaler Linotype’s VIP.

1975
Devanagari Light [Bold].
Linotype Hell.

1977

Video™. Sanserif family, a revision
of [CRT Gothic (1969)]. Mer-
genthaler Linotype’s VIP.

1978

Galliard Roman & Italic [Bold,
Bold Italic, Black ltalic, Ultra, Ultra
ltalic]. Mergenthaler Linotype’s VIP.
Acquired by ITC and released as
ITC Galliard® in 1981.

Bell Centennial Address,
Sub-Caption, Name & Number,

Bold Listing. Commissioned by
AT&T for the U.S. telephone direc-
tories. Mergenthaler Linotype’s
Linotron 606.

1979

National Geographic Caption

& Bold. Commissioned by National
Geographic magazine. Mergenthal-
er Linotype’s Linotron 606.
Victoria & Albert Titling. Com-
missioned by Derek Birdsall for

a series of museum guides. The
Greek capitals were added later.

1982

Pegasus Roman, ltalic & Bold.
A version of Berthold Wolpe’s
Pegasus of 1937, made under
Wolpe’s supervision. Linotype.
The Bold Small Caps were
commissioned by the Oxford
University Press in 1997.

1987

Bitstream Charter & Italic
[Bold, Bold ltalic, Black, Black
ltalic]. Bitstream’s FontWare.
Acquired by ITC and released
as ITC Charter® in 1993.

1992

Elephant Roman & Italic.
Microsoft’s TrueType Fontpack 2.
Renamed Big Figgins for general
release in 1998. See also Big Fig-
gins Open. Carter & Cone Type,
1998.

1993

Mantinia®. Carter & Cone Type Inc.
Sophia®. Carter & Cone Type Inc.
Benton Bold Condensed. A dis-
play sanserif derived from Franklin
Gothic. Commissioned by Time.

1994

Big Caslon [Expert, Alternatives].
Carter & Cone Type Inc.

Skia. A TrueType GX family

[with extensive width and weight
axes]. Commissioned by Apple
Computer.

[Interchange]. Set of nine screen
fonts for AT&T Interchange.

1995

Walker & Italic [Over, Under, Both,
Over ltalic, Under ltalic, Both Italic].
The font contains five different
forms of “snap-on” serif that can
be attached to letters (or not) by
the user. Commissioned by the
Walker Art Center, Minneapolis,
Minnesota.

Wiredbaum Roman & ltalic.

A text version of Walbaum
commissioned by Wired magazine.
Alisal® Roman, ltalic & Bold.
Carter & Cone Type Inc. and

Agfa Creative Alliance.

Tahoma [Bold, Greek, Greek Bold,
Cyrillic, Cyrillic Bold]. Screen fonts
commissioned by Microsoft.
Wilson Greek & Greek Ligatures.
Carter & Cone Type Inc. Made in
GreekKeys and Polytonic layouts.

1996

Sammy Roman. Roman type to
accompany kanji and katakata.
Commissioned by Dynalab,
Taiwan.

Flamande & Flamande Archaic.
Carter & Cone Type Inc.

Verdana & Verdana Italic [Bold
& Bold ltalic]. Screen fonts com-
missioned by Microsot.

Verdana Greek [Inclined, Bold,
Bold Inclined].

Verdana Cyrillic [Inclined, Bold,
Bold Inclined].

Monogram Leafy. One of a set of
monogram faces commissioned by
William Arthur, stationers. 48-pt.
Georgia Roman & ltalic [Bold,
Bold ltalic]. Screen fonts commis-
sioned by Microsoft.

1997

Georgia Greek

Inclined, Bold, Bold Inclined].
Georgia Cyrillic

[Inclined, Bold, Bold Inclined].
Postoni Light, Light Italic, Bold
& Bold Italic. A Bodoni variant for
newspaper headlines. Commis-
sioned by The Washington Post.
Miller Display Roman & Italic
[Text Roman & Italic, Bold Roman
& ltalic. Light and Semi-bold
weights and other variations have
been produced with the help of
Tobias Frere-Jones and Cyrus
Highsmith of The Font Bureau].
Carter & Cone Type Inc. and

The Font Bureau, Inc.

1998

Big Figgins Open. Carter & Cone
Type Inc. See also Elephant, 1992.
Newsbaum Roman & ltalic.

A version of Walbaum for newspa-
per subheads. Commissioned by
the New York Daily News.
Foreman Light [Deck, Bold].

A newspaper headline and sub-
head family derived from Century.
Commissioned by The Philadel-
phia Inquirer.

Fenway & Fenway ltalic.

Text face commissioned by
Sports lllustrated magazine.
Wrigley & Wrigley Italic

[Bold, Bold Italic]. Display face

for headlines and section heads.
Commissioned by Sports lllustrat-
ed magazine. Additional weights
were added in 1999.

Manutius Latin [Latin Italic].

A bibliographical type containing
obsolete Latin ligatures and ab-
breviations found in the printing of
Aldus Manutius. Commissioned by
UCLA as a supplement to Miller.
DeFace. A self-vandalizing type-
face commissioned for Fuse 18,
on the theme of “secrets.” Fuse 18
was published in February 2001.

1999

Vincent Text & Italic [Middle,
Headline, Banner]. Carter & Cone
Type Inc. Introduced in Newsweek.
Le Bé Hebrew. Commissioned
by Barry Moser for the Pennyroyal
Caxton Bible.

lonic Number One. Carter & Cone
Type Inc.

Miller® News Roman, ltalic,
Bold, Bold Italic. A newspaper
text version of the Miller design.
Introduced by The Guardian in
London, England.

Durham [Text, Headline, Display].
A series of condensed sanserifs
commissioned in 1996 by U.S.
News & World Report and revised
in 1999.

Nina & Nina Italic

[Bold & Bold ltalic]. A condensed
version of Tahoma. Screen fonts
commissioned by Microsoft.
Wrigley Light, Condensed,
Expanded. Additions to the
Wrigley family. Commissioned by
Sports lllustrated magazine.

2000

Miller® Globe Head Condensed
Medium Roman. One of several
newspaper headline versions of
Miller introduced by The Boston
Gilobe.

Milne Roman & ltalic [Bold].
Revised version of Olympian.
Commissioned by The Philadel-
phia Inquirer.

Rochelle ltalic. Carter & Cone
Type Inc.

2001

Madrid Light, Medium Condensed,
Medium ltalic, Bold Condensed.
Commissioned by the Spanish
newspaper El Pais.

2003

NY Cheltenham. Fifteen

versions of Cheltenham designed
for headlines in The New York
Times. Commissioned by The New
York Times.

Monticello Roman, Italic & Small
Caps. Digital version of the Lino-
type face of 1949, commissioned
by Princeton University Press for
The Papers of Thomas Jefferson.

2004

Yale. [Street, Administration
Roman & ltalic, Design Roman
& Italic, Small Caps, Web Small
Caps]. Commissioned by Yale
University.

MoMA Gothic. Two versions

of Franklin Gothic commissioned
by the Museum of Modern Art,
New York, for signs in their new
building and for print.

Meiryo Romaji, Greek and
Cyrillic. Designed as part of the

Microsoft ClearType Meiryo project

lead by Eiichi Kono for multi-lingual
composition. Screen fonts com-
missioned by Microsoft.

2005

Hyperion. Digital version

of Berthold Wolpe’s design of
1932, licensed by Neufville SL,
Barcelona, Spain.

Fraktur-NYT. Commissioned

by The New York Times Style
Magazine. Typeface derived from
the lettering of the newspaper’s
nameplate.

Consulted with Suntory Limited
on the redesign of their logo.

Alisal®, Mantinia® and Sophia® are regis-
tered trademarks of Carter & Cone Type
Inc. Miller® is a registered trademark

of Carter & Cone Type Inc. and The

Font Bureau, Inc. ITC Charter® and ITC
Galliard® are registered trademarks of
the International Typeface Corporation.
Auriga™, Caledonia™, Cascade Script™,
Gando Ronde™, Helvetica™, Olympi-
an™, Shelley Script™, Snell Roundhand
Script™, and Video™ are trademarks of
Heidelberger Druckmachinen AG which
may be registered in certain jurisdictions,
exclusively licensed through Linotype Li-
brary GmbH, a wholly owned subsidiary
of Hiedelberger Druckmachinen AG.

Typefaces Designed by Matthew Carter,
1963-2005 is based on A Check-List of
Typefaces Designed by Matthew Carter
(© Matthew Carter, 2002) and published
in conjunction with the exhibition
Typographically Speaking: The Art of
Matthew Carter.

Carter’s original checklist shows sample
character sets of his typefaces made
from 1963-2001 that are available

as PostScript or TrueType fonts. It is
included in Typographically Speaking:
The Art of Matthew Carter, edited by
Margaret Re and published by Princeton
Architectural Press in 2003.
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Jednoho chladného podzimniho
rana nas hrdina v previeku za
zplsobného typografa medituje
nad vytvarnym potencialem
nového pisma. Najednou se
rozdrnéi Mattova pohotovostni
telefonni linka!l CRRRRR! Je to
priruci z mistni samoobsluhy

a zoufale shani pomoc: ,Ach,
Mattmane, prosim té, okamzité
prijed. Na stojanu s ¢asopisy

se objevily néjaké Spatné
znaky!“— ,Hned tam budu.
Jsem prece Mattman!“ (Uzijte
lehce evropsky pfizvuk. Povida
se, ze Mattman stravil zna¢nou
Gast Zivota v ciziné.)= Rychleji,
nez bys vysadil a otestoval Type1
font, si Mattman oblékne svij
prevlek a uz je na cesté.— ,Lepsi
uz to nebude...“— ,Hele,
Franku, mrkni na to éro za
nama!“— U stojanu s ¢asopisy
se zatim schyluje k typografické
tragédii. ,Hele, kdmo, vo co
de? Ja to nemizu predist.
Hele, a kdo je viibec ten
Annodam?“— ,Hele, vole,

za to ty nemuzes, vole. To je
téma pismenama nebo co.
Hele, todle je fakt podezrely,
vole.“— Mattman prichazi
prave vcéas, aby Spatné znaky
pristihl v tom nejvétsim chaosu
a zmatku.= ,Vy neschopni
pitomecci! Na tomhle

pismu neni nic Spatného.
Nahodou pochazi z vysoce
citelné renesancni antikvové
rodiny. Kdyz si ten ¢asopis
obratite spravné a ne vzhiru
nohama, treba vam dojde,

o éem mluvim!“— ,Teda to

je néco, kamo! Ten chlapek
mél pravdu. Todle je pfece
Galliard!“— ,Hele, vole, co to
bylo zag¢, ten typek?*“

KONEC

Margaret Re is an Associate Professor in the Visual Arts Department at UMBC (Baltimore, MD) where she teaches in the graphic design program. Re curated
“Typographically Speaking: The Art of Matthew Carter” an exhibition that examined Carter’s work and edited a publication that shares the same title.
Margaret Re vyucuje graficky design na fakulté Vizualniho uméni univerzity UMBC v Baltimoru v americkém Marylandu. Byla kuratorkou vystavy

»Typographically Speaking: The Art of Matthew Carter“ a také editorkou publikace vydané pod stejnym nazvem.



PiSMA MATTHEWA CARTERA: 1963-2005

Prehled uvadi v chronologickém poradi vSechna pisma, ktera Matthew Carter navrhl od roku 1963 do fijna 2005. Pisma Carterovi pouze pfipisovana (Linotype Cochin, Linotype Auriol, Optima
Greek a Optima Classified) uvedena nejsou, stejné tak néktera dalsi: Linotype Cochin a Linotype Auriol jsou redesigny, Optima Greek je zaloZzena na nakresech Hermanna Zapfa, Optima
Classified je odvozena od pisma Optima Medium, ITC New Baskerville navrhl John Quaranta. Vypusténa byla rovnéz pisma Raschi Hebrew pro Linotype a Hangul, navrzeny na zakazku
jihokorejské vlady, protoze k témto pismdm Matthew Carter nevlastni zadné nakresy ani nezna presna data vzniku, a¢ obé pisma byla nakreslena v pribéhu 70. let. Ti pisma navrzena na
objednavku Colina Forbese jsou rovnéz vypusténa, protoze z nich nikdy nebyly vyrobeny tiskové matrice. Jedno z téchto pisem bylo uréeno pro navigaéni systém londynského letisté, dvé byla
vyrobena pro Pentagram jako soucast corporate identity znacek Nissan a Lucas. Neni zahrnuta ani fecka abeceda, kterou Carter nakreslil v rdmci zakazky Davida Collinse pro Cyprus Airways
v 60. letech. (Ve vSech étyfech poslednich pfipadech byly napisy poskladany z fotostatickych kopii.)

(Pozn. prekladatelky: nazvy fezti ponechavame v ptivodnim znéni, nebot jsou obecné srozumitelné a navic jsou ¢asto nedilnou souéasti komeréniho nazvu daného pisma.)

1963

Southwark Small Ad. Crosfield
Electronics’ Photon 540.
Urceno pro inzerci v ¢asopise
New Scientist.

Colophon Greek. Crosfield
Electronics’ Photon 540.
Naklonéna fecka abeceda podle
Bodoniho, uréena pro sazbu
matematickych textd.

1965

Auriga™. Crosfield Electronics’
Photon 540. Nakresleno pro
Mergenthaler Linotype v roce
1970.

Cascade Script™. Linofilm
Mergenthaler Linotype.

1966

Snell Roundhand Script™
[Bold & Black doplnény v roce
1972]. Linofilm Mergenthaler
Linotype.

Helvetica Compressed™
[Extra Compressed, Ultra
Compressed]. Spoleény navrh
s Hans-Jurgem Hunzikerem.
Linofilm Mergenthaler Linotype.

1970

Olympian™ Roman & Italic
[Bold, Bold ltalic]. Mergenthaler
Linotype. Novinové textové pismo
vydané soubézné jako matrice
pro Linotype i jako Linofilm font.
Gando Ronde™. Spole¢ny navrh
s Hans-Jurgem Hunzikerem.
Linofilm Mergenthaler Linotype.
Nepojmenované pismo pro
napisy. Na objednavku Colina
Forbese, uréeno pro navigaéni
systém londynského letist &,
navrzeny triem Crosby/Fletcher/
Forbes. Nebylo vyrobeno pro
tisk, napisy byly poskladany

z fotostatickych kopii.

1971

Helvetica™ Greek [Inclined,

Bold, Bold Inclined. Dale recka
varianta Century Schoolbook
(1976), Baskerville (1979, s Timem
Hollowayem) a ITC Souvenir
(1981)]. VIP systém Mergenthaler
Linotype.

1972

Shelley Script™ Andante,
Allegro a Volante. Ti rizné sady
verzalek s jednou spole¢nou sadou
minusek. VIP systém Mergenthaler
Linotype.

1974

Cadmus Greek. VIP systém
Mergenthaler Linotype.

1975

Devanagari Light

[Bold]. Linotype Hell.

1977

Video™. Groteskova rodina, revize
pisma [CRT Gothic (1969)]. VIP
systém Mergenthaler Linotype.

1978

Galliard Roman & ltalic [Bold,
Bold ltalic, Black Italic, Ultra, Ultra
Italic]. VIP systém Mergenthaler
Linotype. Prejalo ITC, vydano jako
ITC Galliard® v roce 1981.

Bell Centennial Address, Sub-
Caption, Name & Number, Bold
Listing. Na objednavku AT&T pro
telefonni seznamy v USA. Linotron
606, Mergenthaler Linotype.

1979

National Geographic Caption

& Bold. Na objednavku ¢asopisu
National Geographic. Linotron 606,
Mergenthaler Linotype.

Victoria & Albert Titling.

Na objednavku Dereka Birdsalla
pro edici privodct po muzejich.
Sada feckych verzalek byla
doplInéna pozdéiji.

1982

Pegasus Roman, ltalic & Bold.
Varianta pisma Pegasus od
Bertholda Wolpeho z roku 1937,
vyrobeno pod Wolpeho vedenim.
Linotype. Bold Small Caps
vyrobeny na objednavku Oxford
University Press v roce 1997.

1987

Bitstream Charter & Italic

[Bold, Bold ltalic, Black, Black
Italic]. FontWare, Bitstream. Prejalo
ITC, vydano jako ITC Charter®

v roce 1993.

1992

Elephant Roman & Italic.
TrueType Fontpack 2, Microsoft.
Prejmenovano na Big Figgins pro
obecné uvedeni na trh v roce 1998.
Viz také Big Figgins Open. Carter
& Cone Type, 1998.

1993

Mantinia®. Carter & Cone Type Inc.
Sophia®. Carter & Cone Type Inc.
Benton Bold Condensed.
Akcidenéni grotesk odvozeny

od pisma Franklin Gothic. Na
objednavku ¢asopisu Time.

1994

Big Caslon

[Expert, Alternatives].

Carter & Cone Type Inc.

Skia. Rodina TrueType GX pisem
[rozsifena Sitka a tloustka fezu].
Na objednavku Apple Computer.
[Interchange]. Sada deviti
obrazovkovych fezd pro AT&T
Interchange.

1995

Walker & Italic [Over, Under,
Both, Over ltalic, Under ltalic,
Both ltalic]. Font obsahuje pét
rlznych typt ,pfidavnych* serifd,
které uzivatel mlze (&i nemusi)
prisadit k zakladnim pismentm.
Na objednavku galerie Walker Art
Center, Minneapolis, Minnesota.
Wiredbaum Roman & ltalic.
Textova verze pisma Walbaum,
na objednavku ¢asopisu Wired.

Alisal® Roman, ltalic & Bold.
Carter & Cone Type Inc. a Agfa
Creative Alliance.

Tahoma [Bold, Greek, Greek Bold,
Cyrillic, Cyrillic Bold]. Obrazovkové
pismo, na zakazku Microsoftu.
Wilson Greek & Greek Ligatures.
Carter & Cone Type Inc. Vyrobeno
technologii GreekKeys a Polytonic
layouts.

1996

Sammy Roman. Latinka
doplnujici abecedy kaniji a kana.
Na objednavku Dynalab, Taiwan.
Flamande & Flamande Archaic.
Carter & Cone Type Inc.
Verdana & Verdana Italic

[Bold & Bold Italic]. Obrazovkové
pismo, nazakazku Microsoftu.
Verdana Greek

[Inclined, Bold, Bold Inclined].
Verdana Cyrillic

[Inclined, Bold, Bold Inclined].
Monogram Leafy. Jeden z fezl
pisem pro monogramy navrzeny
pro William Arthur, papirnické
zbozi. Velikost 48 bodu.

Georgia Roman & ltalic [Bold,
Bold ltalic]. Obrazovkové pismo,
na zakazku Microsoftu.

1997

Georgia Greek

[Inclined, Bold, Bold Inclined].
Georgia Cyrillic

[Inclined, Bold, Bold Inclined].
Postoni Light, Light Italic, Bold
& Bold ltalic. Varianta pisma
Bodoni pro novinové titulky.
Zakézka The Washington Post.
Miller Display Roman & Italic
[Text Roman & Italic, Bold Roman
& ltalic. Rezy Light a Semi-bold

a dalSi byly navrzeny s pomoci
Tobiase Frere-Jonese a Cyruse
Highsmitha z pismolijny Font
Bureau]. Carter & Cone Type Inc.
a The Font Bureau, Inc.

1998

Big Figgins Open. Carter & Cone
Type Inc. Viz také Elephant, 1992.
Newsbaum Roman & ltalic.
Varianta pisma Walbaum pro
novinova zahlavi. Na objednavku
New York Daily News.

Foreman Light [Deck, Bold].
Rodina uréena pro novinové
titulky a zahlavi, odvozena od
pisma Century. Na objednavku
The Philadelphia Inquirer.
Fenway & Fenway Italic. Textové
pismo na objednavku ¢asopisu
Sports lllustrated.

Wrigley & Wrigley ltalic [Bold,
Bold ltalic]. Akcidenéni pismo
pro titulky a zahlavi rubrik. Na
objednavku Sports lllustrated.
Dalsi fezy byly doplnény v roce
1999.

Manutius Latin [Latin Italic].
Pismo urcené pro bibliografie.
Obsahuije staré latinské ligatury

a zkratky z tisk( Alduse Manutia.
Na objednavku UCLA jako
doplrikové pismo k pismu Miller.

DeFace. Sebedestrukéni pismo na
objednavku 18. vydani ¢asopisu
Fuse s tématem Tajemstvi. Vyslo

v tnoru 2001.

1999

Vincent Text & Italic

[Middle, Headline, Banner].
Carter & Cone Type Inc. Premiéra
v Gasopise Newsweek.

Le Bé Hebrew.

Na objednavku Barryho Mosera
pro Pennyroyal Caxton Bible.

lonic Number One.

Carter & Cone Type Inc.

Miller® News Roman, Italic, Bold,
Bold Italic. Textova varianta pisma
Miller pro uziti v novinach. Poprvé
pouzito v The Guardian v Londyné.
Durham [Text, Headline, Display].
Sada zuzenych grotesku, navrzena
v roce 1996 pro U.S. News & World
Report a prekreslena v roce 1999.
Nina & Nina Italic [Bold & Bold
ltalic]. Zuzena varianta pisma
Tahoma. Obrazovkové pismo,

na zakazku Microsoftu.

Wrigley Light, Condensed,
Expanded. Doplriky rodiny pisem
Wrigley. Na objednavku ¢asopisu
Sports lllustrated.

2000

Miller® Globe Head Condensed
Medium Roman. Jedna z mnoha
verzi pisma Miller uréena pro
novinové titulky, poprvé uvedena
v deniku The Boston Globe.
Milne Roman & Italic

[Bold]. Revidovana verze pisma
Olympian. Na objednavku The
Philadelphia Inquirer.

Rochelle Italic. Carter & Cone
Type Inc.

2001

Madrid Light, Medium
Condensed, Medium ltalic,

Bold Condensed. Na objednavku
$panélského deniku El Pais.

2003
NY Cheltenham.

Patnéct variant pisma
Cheltenham, navrh pro The New
York Times. Na objednavku
The New York Times.

Monticello Roman, Italic & Small
Caps. Digitalni verze linotypového
pisma z roku 1949, na objednavku
Princeton University Press pro
publikaci The Papers of Thomas
Jefferson (Dilo Thomase
Jeffersona).

2004

Yale. [Street, Administration
Roman & ltalic, Design Roman
& Italic, Small Caps, Web Small
Caps]. Na objednavku Yale
University.

MoMA Gothic. Dvé verze pisma
Franklin Gothic pro Museum

of Modern Art, New York, k uZiti
jak na napisech v nové budovée
muzea, tak pro tisk.

Meiryo Romaji, Greek a Cyrillic.
Navrzeno jako soucast projektu
Microsoft ClearType Meiryo pod
vedenim Eiichi Kona. Uréeno

pro sazbu ve vice jazycich.
Obrazovkova pisma, na zakazku
Microsoftu.

2005

Hyperion. Digitalni verze navrhu
Bertholda Wolpeho z roku 1932,
vydal Neufville SL, Barcelona,
Spanélsko.

Fraktur-NYT. Na objednavku
casopisu The New York

Times Style Magazine. Pismo

je odvozeno od pismen na
firemnim logu.

Konzultace se Suntory Limited
ohledné redesignu jejich loga.

Alisal®, Mantinia® a Sophia® jsou
obchodni znamkou Carter & Cone Type
Inc. Miller® jsou obchodni znamkou
Carter & Cone Type Inc. a The Font
Bureau, Inc. ITC Charter® a ITC Galliard®
jsou obchodni znamkou International
Typeface Corporation. Auriga™,
Caledonia™, Cascade Script™, Gando
Ronde™, Helvetica™, Olympian™,
Shelley Script™, Snell Roundhand
Script™, a Video™ jsou obchodni
znamkou Heidelberger Druckmachinen
AG a mohou byt zakonem chranéna

v uréitych regionech. Vlastnikem
vyhradnich prav je Linotype Library
GmbH, pIné ve vlastnictvi Heidelberger
Druckmachinen AG.

Seznam pisem Matthewa Cartera z let
1963-2005 je zalozen na publikaci

A Check-List of Typefaces Designed

by Matthew Carter (©Matthew Carter,
2002) vydané v souvislosti s vystavou
Typographically Speaking: The Art of
Matthew Carter (redakce Margaret Re,
Princeton Architectural Press, 2003).
Kniha obsahuje vedle seznamu i ukazky
znakU z Carterovych pisem, pokud jsou
dostupna ve formatu PostScript nebo
TrueType.
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Carter: GraCIaS Typo contributor’Adam Twardoch visited Matthew Carter at his home in Cambridge, Massachusetts.

Nimbus Sans Novus (medium, bold, heavy) URW++

Thank you, Matthew, for having me here. In going to university. To my surprise, my parents were

2005, you celebrated an anniversary: fifty years of very understanding! At the end of the 1950s, I moved to
your career. That’s quite impressive! And from the body London and gradually started making my own way. I had
of work that you have done, these must have been some fallen in love with type, making type in particular—design-
busy fifty years, too. ing type came later. At Enschedé’s, I learned to make
Yes, I left school in 1955 and I was supposed to go to type by hand —essentially the same way Gutenberg made
university, but I had a year between leaving school and it or had it made. I didn’t master punchcutting in a year
starting university at Oxford so my parents had to find but I knew enough to be able to do it more or less.
some way of getting me out of the house for a year. Be- I even cut a very small number of punches for pay but it
cause of my father’s long-standing, friendly connection proved hopeless as a way of making a living. I had learnt
to the Enschedé printing house in Haarlem in the Nether- a completely obsolete trade! I had to branch out into
lands, I went there as an intern. By chance—it was only drawing lettering and eventually drawing type.
a chance, I think—I started in the type foundry, and spent
the whole year there. Enschedé’s was a very fascinating Did the punchcutting training help?
place with many different departments: color printing Many people who are now type designers simply learn
and security printing of banknotes and stamps... But I got in a self-taught manner, with a Macintosh and Fontog-
hooked on type founding, in particular working with Paul rapher. I found my very traditional training interesting at
Rédisch, the by-then aging and soon-to-retire punchcut- the time and ’'m glad that in these fifty years, it’s been
ter, and I spent that whole year learning to cut punches. possible for me to make type by all the means that type
That means that last year, 2005, it was fifty years since has ever been made. But if my students at Yale show
I started making type by one means or another. interest in type, I never tell them to cut punches unless

they are fascinated by that as a sort of labor of love.

But did you have some interest towards letters before Calligraphy is no more a prerequisite to type design than
that, in school? punchcutting is. If you have a gift for calligraphy, practice
I suppose I did. My father Harry Carter was a typogra- it by all means. I can’t use a pen properly. My advice to
pher, and in particular a historian of typography, and students now is to use the electronic tools. I’'ve used all
I grew up in that world. There was a revival of italic hand- available tools to make type and I’'m only too pleased to
writing in England in the 1950s. I’'m a terrible calligra- have survived into the age of digital type! This morning,
pher, I can’t make a pen do what I want it to do, but I did you have given me my first introduction to FontLab—and
get enthusiastic about handwriting at that time. I guess, I’m delighted that I have what I consider to be the best
without being aware that it was happening, some tools that type designers have ever had at my disposal.
influence from my father and his colleagues and his
books got to me by osmosis. My father didn’t push me Never lost the thrill
in that direction other than finding me the internship at There is something that my traditional training in the hand
Enschedé’s. But when that year was finished and I came crafts may have helped me with, although there are other
back to England supposedly to go to Oxford University, ways of learning it. If you’re cutting a punch in steel, it
I found I had completely lost interest in academic life. takes you a long time, approximately a day a letter. If you

make a mistake, it’s very expensive in time to fix it. Before

What university program did you originally apply for? you commit yourself, you need to have a very good idea of
I would have read English literature at Oxford, which in the letter you’re going to produce. If a stone mason cuts the
those days was mostly Anglo-Saxon literature, Beowolf wrong letter in marble, he needs a new piece of marble, so
and Chaucer. I have no idea how I would have survived he thinks very carefully before he hits the chisel with the

it so at the last moment I decided I really couldn’t face mallet.



In metal type, there was a big penalty for getting it
wrong. Now it could not be more different, because
there’s an “undo”. Even my beginning students do more
than one letter a day! But however you learn it, you have
to develop in yourself a faculty for judgment, for saying
“This is a good letter. It relates well to other letters in
the typeface. This needs fixing, this is terrible, forget

it” I learned it because I had to think long and hard
first, because I didn’t want to screw up or change my
mind. Nowadays, my students can make ten different
variants and get more adventurous, more experimental
each time. Since design is, to a large extent, a matter

of trial and error, you can learn judgment in a different
way. You can leave your mind open until a later stage in
the design process, then assess a number of different
alternatives and make your decision based on evidence.
One way or another, you’ve got to have the judgment.

I learned this one way but I would not insist that anyone
necessarily went by the same route.

Do you work on a computer from the very beginning
rather than sketching or drawing on paper?
I work directly on the screen. I never drew very well in
the first place. In the days of photocomposition I had
to make production drawings with the aid of straight
edges and French curves so I taught myself to do that,
but I don’t really draw tremendously well. Just as I'm
a hopeless calligrapher. In my case there’s not a huge
advantage to making a bad drawing on paper and then
scanning it and cleaning it up. But I have many col-
leagues who are wonderful calligraphers. Sumner Stone
or Rob Slimbach usually start with a pen in their hands,
and that’s the natural way for them, while others such as
Zuzana Licko or Gerard Unger only use the computer.
But in the end, for a type designer, the computer is only
an engine to drive the printer. It was the laser printer that
revolutionized what we do—within seconds after digitiz-
ing a letter, the type designer can see not only that letter
but can put it in a string of other letters. For the first time
in the 500-year history of type design it’s been possible to
close the loop. In the old days of punchcutting you could
make proofs in candle smoke with the punch but it was
very difficult to get the letters lined up. When I worked at

Spolupracovnik ¢asopisu Typo Adam Twardoch navstivil Matthewa Cartera
v jeho byté v Cambridge v americkém stdté Massachusetts.

Matthewe, dékuji vam, Ze jste si na mé

udélal éas. Letos jste oslavil padesaté vyroci
od zaéatku své kariéry. To je impozantni!
A'podle objemu prace, kterou jste vykonal,
soudim, Ze to bylo dost nabitych padesat let.
To ano. Stredni Skolu jsem dokoncil v roce 1955
a nasledujici rok jsem mél pokrac¢ovat na Oxfordu,
ale tu roéni pauzu jsem musel néjak vyplnit. Moji
rodic¢e tehdy vymysleli vyborny zplsob, jak se mé
na ten rok zbavit. Diky dlouholetym préatelskym
kontaktdm mého otce s tiskarskou spolec¢nosti
Enschedé v nizozemském Haarlemu jsem ziskal
moznost pracovat jako neplaceny stazista. A naho-
dou - myslim, Ze to opravdu byla nahoda - jsem
zacinal v pismolijné; nakonec jsem tam stravil

cely rok. Enschedé bylo fascinujici misto s mnoha
rlznymi oddélenimi — byla tam i barevna tiskarna,
ktera tiskla nejriznéjsi tajné bankovky a znamky...
Mné se ale nejvic zalibila tvorba pisma, hlavné diky
praci s Paulem Réadischem, starnoucim rytcem
raznic, ktery se pomalu chystal do penze. Cely rok
jsem se tenkrat ucil ryt raznice. To znamena, Ze je
to letos opravdu presné padesat let od chvile, kdy
jsem zacal tvorit pismo.

Nezajimalo vas ale pismo uz nékdy dfiv,

treba ve sSkole?

Myslim, Ze ano. MUj otec Harry Carter byl typograf
a hlavné historik typografie. Kdyz jsem kongil $ko-
lu, pracoval v oxfordském nakladatelstvi University
Press, kde psal o historii nakladatelstvi a o historii
pisma. V tom svété jsem vyrlstal. V padesatych le-
tech bylo v Anglii obdobi velkého névratu k ru¢né
psanému pismu. Jsem velmi Spatny kaligraf, pero
nikdy nedéla to, co od ného chci, ale tehdy ve Sko-
le mi nadSeni z pismomalitstvi rozhodné nechybélo.
Myslim, Ze aniz bych se o to védomé snaZzil, nebo
aniz bych si toho byl viibec védom, mél na mé vliv
otec, jeho kolegové a jeho knihy, coz nakonec za-
fungovalo jako osmoza. Otec mé nikdy nenutil,
abych se typografii vénoval, kromé toho, Ze mi nasel
zminénou stéz v Enschedé. Kdyz jsem se vSak po
roce straveném v Holandsku vratil do Anglie a mél
nastoupit na Oxford, uvédomil jsem si, ze jsem se

0 akademickou drahu naprosto ztratil zajem.

Na jaky obor na univerzité jste se puvodné hlasil?
Byl bych na Oxfordu studoval anglickou literaturu,
coz tehdy znamenalo zabyvat se anglosaskou li-

teraturou, Béowulfem, Chaucerem. Netusim, jak
bych néco takového mohl prezit, tak jsem se na po-
sledni chvili rozhodl, ze na univerzitu prosté oprav-
dunemUzu jit. A kmému velkému prekvapeni pro
meé meli rodic¢e pochopeni! Na konci padesatych
let jsem se prestéhoval do Londyna a pomalu si za-
¢al hledat vlastni cestu. Zamiloval jsem se zkrat-

ka do pisma a hlavné do jeho vyroby (vlastni na-
vrhovani pisma prislo az pozdéji). V Enschedé jsem
se naucil ruéné vyrabét litery, zrovna tak, jako za ¢a-
sl Guttenberga. Rok sice nestacil, abych byl v ry-

ti liter dokonaly, ale viceméné jsem to zvladal. Vy-
ryl jsem dokonce i par raznic za penize, ale na uzi-
veni to bylo zoufale malo. Naugil jsem se vlastné
absolutné zastaralé femeslo! Zac¢al jsem se tedy vé-
novat pismomalifstvi a posléze navrhovani pisma.

Pomohla vam zkusenost s rytim liter?

Mnozi soucasni designéri a typografové zaci-

nali jako samoukové, kdyz si poridili Macintosh

s Fontographerem. Tenkrat mi tradiéni typograficka
prlprava pfipadala zajimava a z mnoha ddvodU
jsem rad, Ze jsem v téch uplynulych padesati letech
mohl tvofit pismo véemi zpUsoby, kterymi se pismo
kdy vyrabélo. Kdyz mi ale studenti na Yale feknou,
ze je zajima pismo, nikdy bych jim nerekl, Zze maj jit
ryt litery, pokud to nedélaji pro osobni potéseni.

Ani kaligrafické nadani neni o nic vic podminkou

k navrhovani pisem nez zkusenost s rytim liter.
Pokud mate na kaligrafii nadani, vyuzivejte ho

a trénujte vSemi moznymi zpUsoby; ale pokud ho
nemate, nepropadeijte beznadgji. J4, jak uz jsem
fekl, nejsem dobry kaligraf a svym studenttm
radim, aby pouzivali elektronické nastroje. Mél
jsem moznost vyzkousSet vSechny vyvojové stupné
vyroby pisma a mam obrovskou radost, ze jsem

se véku digitalniho pisma dozill Dnes rano jste mi
poprvé predstavil FontLab a j& jsem nesmirné Stast-
ny, Zze mam k dispozici podle mého nézoru nejlepsi
nastroje, které kdy typografové méli.

VZDYCKY JSEM TROCHU NAPJATY

Prece jen ale existuje néco, co mi tradi¢ni femeslo
dalo, prestoze urcité existuje i jiny zpUsob, jak se
tomu naucit. Ryti ocelové raznice je velmi pomala
prace. Vyroba jednoho pismene trva zhruba den.
Pokud udélate chybu, je velmi asové narocné ji
napravit, takze si musite vS8echno predem opravdu
dobre rozmyslet. Musite mit jasnou predstavu
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regular ABCDEFGHIJKLMNOPQRSTUVWXYZ&abcdefghijklmnopqrstuvwxyz
iaic ABCDEFGHIJKLMNOPQRSTUVWXYZ&abcdefghijklmnopqrstuvwxyz

boid ABCDEFGHIJKLMNOPQRSTUVWXYZ&abcdefghijklmnopqrstuvwxyz
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vlackitatic ABCDEFGHIJKLMNOPQRSTUVWXYZ&abcdefghijklmnopqrstuvwxyz
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Bitstream Charter, released in 1987. Bitstream Charter, vydano v roce 1987.

Linotype, if you wanted the factory to cut trial matrices for
a metal face it may have been weeks or months before you
got them. Even in the days of photocomposition, trial fonts
would take several days because trial work had to compete
with production.

This closed loop is still phenomenal to me: that I can

run proofs constantly as I’'m working, I install fonts and
use various standing files in Quark for proofing different
aspects of the font. The ability to do that is still sort of
magic for me. I’ve never got over the excitement of seeing
my work in real time. But when I say that to students they
just look at me like ’'m an idiot: “Well of course there’s

a printer hooked up to it, who ever saw a computer without
a printer?” It makes no sense to them—I must sound like
I’m a million years old.

How do you react when you first see a proof on paper in
a small type size?
I’ve never lost the thrill of doing that. This is not to say
that when you produce a proof, you’re always happy about
the results. You sometimes feel suicidal as a result of it! It’s
not always a good experience, but it’s an experience that
I’ve become so used to now that I could never go back to
working in the dark as in my Linotype days.

How much time did you spend at Linotype altogether?
There were three separate Linotype companies in those
days: American, British and German. I went to Mer-
genthaler Linotype in Brooklyn, New York in 1965 and
I stayed there until 1971. Then I went back to London.
Technically, I was self-employed but I worked almost ex-
clusively for the Linotype companies, mostly the American
one, until 1981 when Bitstream started.

“It would kill me”

In my early Linotype days, the days of metal type, to

take on a new typeface family as Linotype matrices was

a project like building a museum, it was architectural in
scale. I mean the amount of time and money that went into
it. I remember, the head of design at the New York Times
in those days was the great Lou Silverstein, and the Times
was a good customer of Linotype’s of course. So Lou once
called me at Linotype and he asked me, “Do you have such
and such a version of Bodoni”, and I said, “Well, no, we
don’t,” but I said, “I guess we could make it”. And Lou said,
“Stop right there,” he said, “it would kill me”. Just the idea
of having to go through making one version of Bodoni was
more than he could face!

It would occupy many people for many months?
Exactly! Nowadays, in North America there is a sort of
symbiotic relationship between type designers and the
designers of publications. Art directors of magazines or
newspapers often consider having a new weight of an
existing typeface made or some changes to an existing
typeface, or they even commission new faces. That’s the
sort of work that type designers like David Berlow, Cyrus
Highsmith, Jonathan Hoefler, Tobias Frere-Jones or myself
probably spend most of our time doing. There’s no longer
any sense that it would kill someone to do this! I would say
most of my work over the thirteen years that we’ve been in
business has been for newspapers and magazines.

As Carter & Cone.
Yes. I do some speculative type design, faces for the retail
market. A certain amount of that goes on. And then, in my
case, in addition to newspapers and magazines, Microsoft



Package for Charter in Bitstream’s Fontware format,

designed by Kathy Forsythe.

Balik ve formatu Bitstream Fontware, navrzeny pro Cartera Kathy
Forsythovou.

Matthew Carter and Cherie Cone at a Bitstream party, late 1980s.
S Cherie Cone na party Bitstreamu, konec 80. let 20. stoleti.

o pismenu, které chcete vytvorit. Je to jako kdyz
kamenik tesd napis do mramorového bloku a udé-
l& chybu - taky ztratil spoustu ¢asu a potifebuje
novy kus mramoru -, takze si musi kazdé tuknuti
palici do dlata velmi peclivé rozvazit.

V horké sazbé se prosté za kazdou chybu draze
plati. Dnes je to jednodussi, protoze mame ,undo*.
| mi zacinajici studenti tak dokazi vytvorit vic nez
jedno pismeno za den. Nezélezi ale na tom, jakym
zplsobem si osvojujete typografii, hlavni je vypésto-
vat si schopnost spravného Usudku, ktery vam rek-
ne: ,Tohle pismeno je dobré — dobre jde k ostatnim
ve fontu. Tohle potfebuje upravit a tohle nestoji za
nic.“ Ja jsem se to naudil tak, Ze jsem musel vzdy
napred dlouho a peclivé premyslet, pokud jsem ne-
chtél néco pokazit nebo pozdéji ménit. Mi studenti
dnes mohou najednou vytvorit deset rliznych va-
riant, mohou byt odvaznéjsi, mohou vic experimen-
tovat. Ale protoze design je viceméné procesem za-
lozenym na pokusu a omylu, mdzete si schopnost
spravného Usudku osvaijit i jinym zpltsobem. M-
zete nechat mysl otevifenou az do pozdéjsich sta-
dii designérského procesu, pak vyhodnotit vic riz-
nych variant a rozmyslet se na zakladé vétsiho po-
Gtu faktl. At tak nebo tak, nejdllezitéjsi je schop-
nost spravného Usudku. J& jsem se to naudil jed-
nim zpUsobem, ale netrvdm na tom, aby ostatni i
stejnou cestou.

Pracujete radéji od samého pocatku na pocita-
¢i, nebo napred kreslite a skicujete na papir?
Pracuji pfimo na monitoru. Ja jsem ale nikdy nebyl
prilis dobry kreslit. V dobach fotosazby jsem mu-
sel délat vykresy za pomoci pravitka a kfivitka, tak-
ze jsem se to prosté musel naucit, ale nekreslim ni-
jak oslInivé. Stejné tak nejsem dobry kaligraf, ne-
bo lépe feceno, jsem beznadéjné mizerny kaligraf.
Takze v mém pripadé by to nebyla pfili§ velka vy-
hoda nakreslit Spatnou skicu na papir, naskenovat
ji a pak se ji snazit vycistit. Ale mam mnoho koleg(,
ktefi jsou vyborni kaligrafové. S tuzkou v ruce vét-
Sinou zacginaji Sumner Stone nebo Rob Slimbach
a je to pro né naprosto prirozené, ale treba Zuzana
Lickova nebo Gerard Unger naopak patti mezi ty-
pografy, ktefi pracuji pfimo na monitoru.

Je ale fakt, Ze pro typografa je pocita¢ vlastné jen
nastrojem k ovladani tiskarny. Nastup laserovych
tiskaren zpUsobil v nasi praci naprosty prevrat —

v nékolika vtefinach poté, co digitalizujeme znak,
mUZeme vidét ne jeden, ale hned tieba cely fadek
znakUl. Poprvé za pétisetletou historii typografie

je mozné proces ihned dotdhnout do konce.

V dobéch ryti raznic mohl ¢lovék délat korektury
tak, Ze vyfezanou matrici obarvil kourem ze svicky,
ale bylo velmi obtizné zarovnat znaky do rfadku.
Kdyz jsem pracoval ve firmé Linotype a chtél jsem
nechat vytvorit zkusebni matrice pro kovové litery,
trvalo tydny i mésice, nez jsem je dostal. A dokon-
ce i v dobach fotosazby trvala vyroba zkusebnich
fontd nékolik dni, protoze zkusebni fonty musely
vzdy dat prednost komerénim zakazkam.

Tenhle uzavieny cyklus je pro mé porad Uzasny —
to, Ze mohu po celou dobu tviréiho procesu kont-
rolovat zkuSebni vytisky, nainstaluji fonty a pouzivam
rtzné testovaci soubory v Quarku, abych vyzkousel
rzné moznosti fontu. Je to pro mé porad tak trochu
jako kouzlo. NemUzu nikdy potlacit nadseni, kdyz
vidim své pismo fyzicky vytisténé. Kdyz to ale feknu
svym studentdim, koukaji na mé jako na idiota:
~Samozrejme, Ze je k pocitadi pripojena tiskarna.
Kdo kdy vidél pocita¢ bez tiskarny?“ Nechapou to.
Musi mit pocit, Ze jsem sto let za opicemi.

Jaka je tedy vase reakce, kdyz poprvé vidite
vytisk na papife v malé velikosti?

Vzdycky jsem trochu napjaty, jak to dopadne. Kdyz
udélate zkusebni vytisk, nejste pokazdé nadseny

vysledkem. Nékdy mam dokonce sebevrazedné
tendence! Neni to vzdycky dobra zkusenost, ale uz
jsem si na to zvykl a nikdy bych se nechtél vracet

k té préaci ,ve tmé*“, k praci, kdy si nemUzete vysled-
ky hned ovérovat. Dnes se Uplné divim, jak jsem

mohl vydrzet pracovat s fotosazbou v Linotype.

Jak dlouho jste pro Linotype pracoval?

Tehdy existovaly tfi sekce spole¢nosti Lino-

type — americka, britska a némecka. Ja jsem od
roku 1965 od roku 1971 pracoval pro Mergenthaler
v newyorském Brooklynu a pak jsem se vratil
doLondyna. Technicky jsem pak byl soukromy
podnikatel, ale ve skute¢nosti jsem az do roku
1981, kdy byl zaloZen Bitstream, pracoval témér
vyhradné pro spole¢nosti Linotype, hlavné pro
americkou pobocku.

»TO BY ME ZABILO*

Kdyz jsem zacinal v Linotype - jesté v dobach
horké sazby -, byla zakazka na vytvoreni matric
pro novou rodinu pisem projektem, ktery rozsahem
prace, vlozenymi finanénimi prostredky a stra-
venym ¢asem pripominal spis$ tfeba stavbu muzea.
Pamatuiji se, Zze tehdy byl Séfem grafického odde-
leni v New York Times Lou Silverstein. Byl to skvé-
ly ¢loveék a Timesy byly pro Linotype samozrejmeé
skvély klient. A Lou mi jednou zavolal do Linotype
a zeptal se: ,Méate ten a ten fez pisma Bodoni?“ Ja
jsem odpovédél: ,Nemame, ale myslim, ze ho md-
zeme vyrobit.“ A Lou fekl: ,Okamzité prestan, to by
me zabilo.”“ Jen predstava, ze by musel absolvovat
proces vyroby jediného fezu Bodoniho antikvy, byla
vic, nez mohl jeden &lovék unést!

Zaméstnalo by to mnoho lidi na mnoho mésictu?
Presné tak! Dnes je v Severni Americe urgita sym-
biéza mezi designéry pisem a designéry novin a ¢a-
sopisU. Artdirektori Casopist a novin ¢asto zvazuji
pofizeni nového fezu existujiciho pisma, nebo ur-
Cité zmeény v existujicim pismu, nebo dokonce ob-
jednavaji pisma nova. S timto typem prace asi li-

dé jako jsem ja, jako je David Berlow, Cyrus High-
smith, Jonathan Hoefler nebo Tobias Frere-Jones
travi nejvic asu. Ale Ze by to mohlo nékoho za-

bit - to uZ je dnes opravdu nepochopitelné. Re-

kl bych, Ze za poslednich dvanact tfinact let tvorily
vétsinu nasi prace pravé zakazky na pisma pro no-
viny a ¢asopisy.

»Nasi“ myslite spole¢nost Carter & Cone?
Ano. Délam i néjaké fonty jen tak do Supliku, pak
je zverejnim a doufam, ze se prodaji. A urcita ¢ast
na odbyt opravdu jde. Velkou ¢ast prace mi od
poloviny devadesatych let zadava také Micro-
soft - projekt fontl pro monitory, pismo Verdana,
Georgia, Tahoma, Nina; a v nedavné dobé jsem
také s Eiichi Konoem spolupracoval na navrhu
japonskeé abecedy Meiryo. Kromé pisem pro noviny
a Casopisy jsem udélal i par korporatnich pisem,
néco pro rlizné instituce, muzea...

Jako je Walker Art Center.

Ano, pro né jsem navrhl korporatni pismo. Pra-
coval jsem i pro Muzeum moderniho uméni v New
Yorku, ale stejné bych fekl, ze nejvic pracuiji pro tis-
téna média. Navrhoval jsem také titulkové fonty, ale
vétsina mé prace sestava z textovych pisem. Né-
kdy pracuji na celé velké rodiné pisem, jako byl tre-
ba Miller, které obsahuije jak textové, tak i titulkové
fonty stejného designu, ale vétSinou fesim pro-
blémy textového pisma. A fesim je moc rad! Pa-
tfim k tém designérlim, ktefi se s radosti zabyvaji
detaily Upravy pisma na miru. Existuji fezy s rliz-
nou idealni velikosti - jeden fez je nejlepsi ve ve-
likosti devét a ptl bodu, jiny ve velikosti Sestnact
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has been a big part of my work from the mid-90s onwards:
the screen font project, Verdana, Georgia, Tahoma and
Nina, and more recently the Japanese Meiryo design that

I did with Eiichi Kono. Apart from publications, I have
done a little corporate work, some work for institutions,
museums. I’'ve done some work for the Museum of Modern
Art in New York and the Walker Art Center in Minneapolis,
but still, I would say that I mainly work for publications.

I have done a few display faces, but most of the work has
been with text type. Sometimes it’s a big family like Miller,
which embraces both—there are text versions and display
versions of the same design—but I tend to get stuck with
the problems of body typefaces. And I'm very happy work-
ing with those! I’'m the kind of designer who is happy to

be working with the minutiae of adapting a face so it has
one cut which is at its best at 9.5 point, another cut for

16 pt, and another one for 36 pt. It’s perhaps because of my
background in type founding. Those things would drive

a lot of designers mad, because it is very detailed work. It’s
not creative work, more of the crossword-puzzle-solving
sort of work.

I have impatient moods

Is temper and patience a prerequisite for a type designer?
Do you get irritated if somebody doesn’t start his car when the
traffic lights turn green?
I have impatient moods but in general, I am a fairly
patient person. Arlene might disagree, she is in a better
position to judge than me. Without generalizing, I would
say that as a full-time type designer, you must have, as
part of your nature, a recognition that you’re working
within well-defined constraints. This applies to all forms
of industrial design—if an architect is building a house, it
must keep the rain off. For the type designer, the Latin
alphabet has been fixed for so long, there is such a long-
established pact with readers about what the letter “a” or
“b” looks like. You have a slightly freer hand in display
types, but you cannot depart from these norms very far
without seriously impeding the reading ability.
The struggle for a type designer—since all designers are
arrogant to some degree—is, how am I going to make this
“b” different from everyone else’s “b”? Readers are very
conservative, how would they not be? You don’t have much
room for manoeuver and many perfectly good designers
are impatient with that sort of constraint.

Another issue is the duration of projects?
That is also true. You have to have something of the
same perseverance—to go from the ridiculous to the
sublime—that novelists have. You have to be prepared to
start on a certain day knowing that the finish date is a long
way away. And it would be a long way away even if you
began on a Monday morning and did nothing else until
this typeface was finished! But that never happens because
when you get to a certain stage and you send a trial font
to the client, it often takes weeks before you get it back. In
the meantime, you’ve got to be working on something else,
then the phone rings, someone’s in a panic, you put that
aside and get back to the old project... Psychologically it’s
good for a designer to put something aside and then come
back to it, at least for me it usually works well.

You have learned certain useful things through
punchcutting. What about the “transitional” years of
photocomposition?

From the type designer’s point of view, I believe that the
change from metal to photo—from three dimensions to
two dimensions—was more dramatic than the change from
photo to digital. Photocomposition opened up a few classes
of type that had not really been possible, or been very dif-
ficult to do, in metal. The invention of the laser printer was
important but many of the digital changes such as Open-
Type really made more difference in the non-Latin world
than in the Latin world.

Yet I must say that at least eighty percent of type design is
the same regardless of whether it’s metal, photo, digital,

or anything else. There are of course exceptions like Bell
Centennial. Phone books used tiny type on newsprint with
very poor ink and high-speed rotary presses—this present-
ed a very inhospitable environment for type. In this case,
technology had a bigger influence on the design than 20%,
which was probably also true with the screen fonts such as
Verdana and Georgia. But those are problem-solving type-
faces that were designed for use in situations where there
is a technical problem, a threshold problem.

In general, I think the technical influence is a rather small
part to play. Many people disagree with me about that.
They believe in “techno-determinism”—that the technolo-
gy has a determining effect on what is produced. Sculpture
tends either to show the material very strongly or some-
times to defy the material, but there’s always an attitude to
the material, as in architecture. But I don’t think that’s true
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T Elephant, 1992, based on 19th-century English fatface types. The Roman and Italic were included in Microsoft’s TrueType Fontpack 2.
Elephant, 1992. Pismo zaloZzené na tu¢nych akcidenénich antikvach obvyklych v anglickém pismaistvi prvni poloviny 19. stoleti. Zakladni a kurzivni fez tohoto pisma byl zafazen

do TrueType Fontpacku 2 od firmy Microsoft.

to the same extent with type design. When I’'m showing
slides of recent work that I’ve done, someone will put their
hand up and say, “Could this typeface have been made in
metal?” and usually my answer is: absolutely.

® In metal type, each tjype size was made independently
and therefore had its “optical” master design. One of the big
revolutions in photocomposztzon, later continued in digital
type, was the ability to scale the letterforms over a large range
of sizes so you would only need one master design for small
and large type sizes. But type that looks good in display sizes
often looks fragile and weak in small sizes and vice versa. Did
the technological advance contribute to some deterioration of
the craft?
In the days of metal type, Linotype made different draw-
ings depending on the typeface. Sometimes, each size had
its own drawing; in other cases one drawing could do two
or three different sizes. For the first photocomposition
system that Linotype produced—the “big” Linofilm—the
optical system could only enlarge by a factor of two. So in
order to get from 6-point to 36, they had three different
“grids”, as they were called, different pieces of glass that
held the masters. The A-master went from 6 to 12 and
was usually based on the 8 pt metal design. The B-master
went from 12 to 24 and was usually based on the 12 pt
metal design. And then there was an overlap because the
C-range—the biggest one—went from 18 to 36 and was
derived from the largest metal cut, probably 18 or 24. So
a large part of this so-called optical scaling survived into
the first generation of typesetting devices.
Then came the VIP phototypesetter which was the first
Linotype machine that could go from 6 to 72 pt from the
same master. With all of their good background, Linotype
continued to produce the A, B, and C-range masters for
the VIP saying “You’ll get a much better 8-point from the
A-range master than you will from the B.” But it didn’t take
the treasurer very long to notice that the only fonts they
were selling were the B-range fonts. Fairly soon, Lino-
type simply stopped making the A and C because nobody
bought them. Once typesetters discovered that you could
go all the way from tiny to huge from a single master—why
buy three fonts when you can get away with one?

® Especially since one font for the VIP cost about thousand
dollars?

Oh yes. That was really the death of the idea of optical scal-
ing in mainstream typography. Fortunately, in recent years,

bodU a dalsimu nejvic slusi Sestatficet bodd. Mze
za to asi moje zkuSenost s tvorbou pisma. Z téchto
detailli by se asi lecktery designér pométl, protoze
je to piplacka, neni to kreativni a pfipomina to spis
lusténi krizovek.

OBCAS BYVAM NETRPELIVY

Myslite si, Ze trpélivost a sebeovladani jsou
predpokladem pro praci typografa? Rozcili vas
tfeba, kdyz nékdo nenastartuje, jakmile naskoci
na semaforu zelena?

Obcas samoziejme byvam netrpelivy, ale obecné
jsem spis trpélivy. Arlene mozna nebude souhlasit,
ona mé muze posoudit [épe nez ja sam. Domnivam
se, Ze typograf zabyvajici se navrhovanim pisem na
plny Gvazek musi mit vrozenou schopnost poznat,
ze to, co dél, funguje v ramci pevné vymezenych
mantinell. To se ostatné tyka vsech forem pri-
myslového designu a do urcité miry i uzitého de-
signu. Kdyz architekt navrhuje ddm, také do néj ne-
smi zatékat. Pro designéra pisma je latinkova abe-
ceda jasné vymezend, dohoda se &tenafi o tvaru
pismene ,a“ nebo ,b“ byla uzaviena uz tak davno,
ze se nemUze od danych norem ptili§ odchylit, aniz
by vazné ohrozil Citelnost. (U titulkovych fontd méate
samoziejmé o néco volnéjsi ruku, protoze tam neni
Citelnost hlavni prioritou.)

Vnitini boj kazdého designéra pisem - protoze
vsichni typografové jsou trochu nafoukani - je te-
dy: jak zafidim, aby tohle moje ,b*“ vypadalo jinak
nez ,b“ véech ostatnich? Ctenai jsou totiz velice
konzervativni. Samozrejmé, a jak by také nebyli?
Manévrovaci prostor je v tomhle pfipadé Zalostne
omezeny a mnoho vynikajicich designérd nema

s timto omezenim dostatek trpélivosti.

DalSim problémem je délka trvani projektu?

To také. Musite byt podobné vytrvaly jako tfeba ro-
manopisec. Hned na zacatku prace musite byt
pfipraven, Ze je pred vami opravdu dlouha ces-

ta. A byla by dlouha i v pfipadg, Ze byste mohl za-
it pracovat hned v pondéli rano a nemusel se vé-
novat vibec nicemu jinému az do okamziku, nez
by byl font hotov! Ale to se nikdy nestane, protoze
kdyz se dostanete do urcitého stadia prace a po-
Slete font na zkousku klientovi, trva obvykle nékolik
tydnl, nez ho dostanete zpatky. Mezitim mate jinou
praci, do toho zazvoni telefon, nékdo panikafi, ze
potfebuje vasi pomoc, takZe vSechno odlozite a za-
¢nete se vénovat néjakému star§imu projektu... Na
designéra ma pozitivni psychologicky vliv, kdyz jed-
notlivé projekty odklada a vraci se k nim pozdsji.
Aspori u mé to dobre funguije.

Diky ryti raznic jste se naucil par uzitecnych
véci. Ale co ,,pfrechodova“ Iéta fotosazby?

Z typografického hlediska se domnivam, Ze pre-
chod od kovové sazby k fotosazbé, od trojrozmeér-
ného tiskového podkladu ke dvourozmérnému, byl
gitalni. Diky fotosazbé se otevrely nec¢ekané ob-
zory, které by s horkou sazbou byly naprosto ne-
myslitelné. Vynalez laserové tiskarny byl ddlezity,
ale mnohé novinky spojené s nastupem digitalnich
technologii jako OpenType zplsobily vétsi zmény
ve svété nekomunikujicim prostfednictvim latinky
nez u nas.

Musim fict, Ze minimalné osmdesat procent pro-
cesu navrhovani pisma se pfilis nelisi, at pracujete
s kovem, fotosazbou nebo digitalni sazbou. Existuji
samoziejmé vyjimky, napfiklad Bell Centennial. Te-
lefonni seznamy reprezentuji velmi specifické pro-
blémy sazby v Sestibodovém pismu, coz je pro pis-
mo velmi nehostinné prostredi. V tomto pripadé ma
technologie vétsi vliv nez dvacet procent, coz nej-
spis plati i o fontech pro monitor, jako je Verdana

a Georgia. Ale to jsou fonty navrzené pro pouziti

v situacich, kde je nutno pocitat s technickymi li-
mity.

Domnivam se, Ze technicky vliv hraje spiSe malou
roli a mnoho lidé se mnou nesouhlasi. Vi v tech-
nicky determinismus - v to, Ze technologie ma vliv
na to, co vyrabime. Ano, socha bud dava na odiv
material, ze kterého je vyrobena, nebo se snaZi jej
potladit, ale material ma vzdy velky vyznam, a stej-
né je tomu treba v architekture. Ale v typografii to-
mu tak podle mého nazoru neni. Kdyz na pred-
nasce promitam diapozitivy s ukédzkami svych no-
vych fontl, nékdo se tfeba prihlasi a zepta se:
»,Mohlo by byt tohle pismo vyryté z kovu?“ Obvykle
odpovidam, Ze urdité ano.

V kovové sazbé vznikala kazda velikost

pisma oddélené, a proto méla svou ,,optickou*
predlohu. Jednou z velkych zmén, kterou
prinesla fotosazba, byla moZnost zvétSovat
pismo do nejriiznéjSich velikosti, takze stacila
jedina predloha pro malé i velké velikosti fontt.
Ale pismo, které vypada dobre v titulkovych
velikostech, jevi se v malych velikostech

casto fragilni a slabé, a pochopitelné naopak.
Zapricinil podle vas technologicky vyvoj upadek
remesla?

V dobach horké sazby navrhoval Linotype rdzné
nakresy pro rdzna pisma. Nékdy mélo kazdé pis-
mo svUj vlastni nékres, jindy stacil jeden nakres
pro dvé nebo tfi rizné velikosti. V prvnim systému
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Mantinia, 1993. Titling face with capitals, floating small caps, and several
ligatures of inscriptional origin. The four double-page spreads are from

a printed specimen of the face. From a specimen book by Carter & Cone.
Mantinia, 1993. Titulkové pismo obsahuijici kapitalky, zvySené kapitalky

a rtzné ligatury, které maji svlij pavod v pamétnich napisech. Uvedené Gtyri
dvoustrany pochazeji z tisténé verze tohoto pisma.
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ULLMAN THINKS IT WAS POGGIO WHO BEGAN
THE PASSIONATE STUDY OF CLASSICAL INSCRIP-
TIONS TO WHICII SEVERAL GIITLED ITALIANS
DEVOTED THEMSELVES IATER IN THE CENTURY.
SOME OF THEM WERE NOT SCRIBES: CIR'ACO OF
ANCONA, ANTIQUARY, ANDREA MANTEGNA,
PAINTER. LEON BATTISTA ALBERTI, ARCHIECTL
AND ONE WHO WAS AN ANTIQUARY AND SOM-
THING OF A SCRIBE, FELICE FELICIANO. THEY
WERE CONCERNED WITH REVIVING THESE
LETTERS IN ARCHITECTURE RATHER. THAN IN
BOOKS. FEUCE'S ENLARGED DRAWINGS OF TY-
PICAL ROMAN CAPITALS BASED ON CLASSICAL
EXAMPLES LED TO A SERIES OF ATTEMPTS TO
CONSTRUCT THE LEITERS BY RIGID GEOMETRY
BEGINNING WITH A BOOKLET BY DAMIANO
MOYLLE OF ABOUT [480 AND GOING ON LATE
IN THE SINTEENTH CENTURY. &3 WHEREAS TH
CAPITALS OF BLACK LEITTER COULD BE & WERE
WRITTEN VARIOUSLY AND DIFFERED FROM
PLACE TO PIACE AND WERE NOT IN TH CHILD-
REN’'S ALPHABET-BOOKS, THE HUMANISTIC
SCRIPT WAS TIED To THE ROMAN CAPITALS AND
WAS INFLUENCED BY THEM INCREASINGLY.

A*TYPEFACE
BY*MATTHEW
DEDICATED
MANTEGNA
ANTIQUARY
PAINTED *» &
THE+*ROMAN
LETTERING
MONUMENTS
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it has crept back into digital typography to some degree, es-
pecially in the publication world. Publications have woken
up to the fact that there are very few typefaces that will
perform equally well over the complete range of sizes that
they need. So Time magazine, or Newsweek, or a number
of magazines who use my Miller typeface, use different
cuts: text, subhead, headline, plus sometimes a monster
version, also known as a “disaster cut,” for huge headlines.
The publication world, especially in the U.S., has now quite
a good understanding of the fact that in order to get the
best result, you need to go back to the traditions of the early
days of photocomposition with at least three masters.

® Originally, the optical scaling was a side-effect of techno-
logical limitations. Today, it is a fully conscious decision of
those who strive for best quality and legibility.

Absolutely! Whenever I embark on one of these projects
with a new client, I say to them, ‘There is no formula here.”
We go through a process of empirical discovery and end

up with a pragmatic decision. We start with a text face, for
the sake of argument. Then we try that at larger sizes and
if we’re happy with it, that’s fine. Otherwise we’ll design

a display cut, sometimes add one or two more intermediate
cuts. I once did a face called Fenway for Sports Illustrated
magazine. In my view it is a text type but they use the same
cut in huge sizes. When the same typeface was later picked
up by BusinessWeek, they wanted a special display cut;

in fact, they got two of them. Some clients have stronger
feelings about optical scaling than I do. It has happened to
me that I’ve said, “I think you need three cuts to cover your
whole range” and they’ve said, “No, I think we need four”.

® Among the text typefaces you designed, ITC Galliard

does not work very well in very small sizes.

No, it has some fairly fine lines. Indeed, I was once

asked to look into doing a version for small sizes of Gal-
liard. I ended up not doing it then but it probably would

be a good thing to take on. For example, it’s not a face

that you could reverse out of black very well —any face
with fine hairlines doesn’t perform well in those situa-
tions. I would say that Galliard was a general-purpose
book—and other—face. But there are certain limitations:
in small sizes on coated paper you’d be better off with
Monotype Plantin, but that is true for most typefaces.
Recently, I've done a lot of work on Cheltenham for the
New York Times—fifteen different cuts of Cheltenham.
Cheltenham is a fairly versatile face, there is not much con-
trast between thick and thin. It’s a sturdy, solid-looking de-
sign. Since they’ve introduced more of these versions into
the newspaper, there is no doubt in my mind that certain
weights and widths work better than others. This may just
be my fault, but I don’t think so. No matter how inherently
versatile a typeface is, within any series of typefaces—that
is, a family with different weights and widths—there is still
a sweet spot somewhere in the range. There’s one particu-
lar cut of the Cheltenham I did for the New York Times
which they use for the headlines of reviews on the Arts
page, which for me is just right. But that is not the regular
weight of Cheltenham, it’s slightly lighter. Nowadays, you
have these big families with many different weights and
widths but, still, they’re not equally good over the whole
range even though the designer has put much work into all
of them. It’s hard to tell ahead of time where the sweet spot
is going to be. It is only by virtue of seeing all these faces
introduced in the Times—all for very well-studied particu-
lar uses—that I realize that I have favorites among them.

fotosazby, se kterym Linotype pracoval - byl to ,,ob-
fi“ Linofilm -, mohl opticky systém zvétSovat jen

o jeden nebo dva faktory. Aby se tedy dalo Ses-
tibodové pismo zvétsit na Sestatficetibodové, po-
uzivaly se tfi rizné ,mfizky“, coz byly rtizné mo-
difikaéni lupy - typ A pro velikosti Sest az dvanact
bodl vychazel z osmibodového kovového vzoru,
typ B pro velikosti dvanact az ¢tyfiadvacet bodd vy-
chézel z dvanactibodového vzoru, a nejvétsi typ

C se s nim prekryval, protoze zvétSoval v rozmezi
osmnéact az Sestatficet bodl z nejvétsiho vzoru,
myslim, Ze z velikosti osmnact nebo &tyfiadvacet
bodU. Takze velka ¢ast principu tzv. optického zvét-
Sovani se dochovala aZ do prvni generace zafizeni
pro fotosazbu.

Pak nastoupila fotosazeci jednotka VIP, ktera byla
prvnim zafizenim firmy Linotype, jez mohlo z jediné
matrice vytvorit vSechny velikosti od Sesti do dvaa-
sedmdesati bodd. Linotype ale nadéle propagoval
pouzivani modifikacnich lup A, B, C i pro jednotku
VIP: pry mnohem lepsi osmibodové pismo do-
stanete pfi pouziti typu A, nez kdybyste pouZili typ
B. U¢etni viak brzy zjistili, ze se prodavaji jen fon-
ty typu B. A tak Linotype zahy prestal vyrabét A a C,
jelikoz je nikdo nekupoval. Kdyz sazedi zjistili, Ze si
vystadi s jedinym vzorem, pro¢ by kupovali tfi fonty?

2Zvlast kdyz jeden font pro VIP stal asi tisic
dolart.

No jist&. To znamenalo konec myslenky optické
zmény velikosti v hlavnim proudu typografie. Na-
Stésti se ale tento princip v poslednich letech za-
se zacina vkradat do digitalni typografie, hlavné jej
pouzivaji v novinach a ¢asopisech. Vydavatelé totiz
zjistili, Ze existuje jen velmi omezeny pocet pisem,
ktera funguiji stejné dobre ve vSech pozadovanych
velikostech. Casopisy Time, Newsweek a dalsi, s&-
zené mym pismem Miller, pouZivaji rizné fezy na
text, titulky, podtitulky a nékdy i na obfi titulky, kte-
rym se také rika ,katastroficky rez". Vydavatelé -
aspon ti v Americe — uz dobre védi, ze nejlepsiho
vysledku dosahnou, pokud se budou drzet vy-
zkousenych tradi¢nich metod rané fotosazby s ale-
spon tfemi predlohami.

NEEXISTUJE UNIVERZALNiI RECEPT

Plvodné byla opticka zména velikosti jen
privodnim jevem technologickych omezeni, ale
dnes je to plné védomé rozhodnuti typografa,
ktery usiluje o nejvyssi kvalitu a ¢itelnost.
Jednoznac¢né! Kdykoli se poustim do projektu

s novym klientem, feknu mu: ,Neexistuje zad-

ny univerzalni recept.” Prochazime spole¢né pro-
cesem empirického poznavani a koncime u prag-
matického rozhodnuti. Za¢indame obvykle u tex-
tového pisma, pak ho zkousime ve vétsich ve-
likostech, a pokud s nim jsme spokojeni, je vSech-
no v poradku. Pokud ne, navrhneme titulkovy fez,
nékdy pridame jeden nebo dva dalsi rezy. Kdy-

si jsem délal pismo Fenway pro ¢asopis Sports II-
lustrated. Podle mého nézoru je to textové pismo,
ale oni se rozhodli pouzivat totéz i v obrovskych
velikostech. Kdyz si pozdéji totéz pismo klient vy-
bral do ¢asopisu BusinessWeek, chtél k nému spe-
cialni titulkovy font (nakonec dostal viastné dva raz-
né). Nektefi klienti maji pro optickou Upravu ve-
likosti jesté vétsi cit, nez mam ja. Uz se mi stalo, Ze
jsem fekl: ,Myslim, Ze k pokryti vasich potfeb jsou
nutné tfi fezy.“ A klient odpovédél: ,Ne, ja myslim,
ze potrebujeme Ctyri.”

OPTIMALNI RESENI

Mezi vasimi textovymi pismy je i ITC Galliard,
ktery v prilis malych velikostech nevypada moc
dobre.

Méate pravdu, nékteré jeho tahy jsou pfili§ tenké.
Dokonce jsem byl jednou pozadan, abych pro-

blém pouzivani Galliardu v malych velikostech vy-
fesil. Nakonec jsem se k tomu nedostal, ale bylo by
to potfeba. Galliard se neda pouzivat ani negativné,
ale zadny font s tenkymi vlasovymi liniemi by v ne-
gativni varianté nevypadal o nic lépe. Rekl bych,

Ze Galliard je vSestranné pouzitelné knizni pismo.
Ma ale urc¢itd omezeni, a proto bude v malych ve-
likostech na natiraném papire lépe vypadat tfreba
Monotype Plantin.

Nedavno jsem pracoval na patnacti fezech fontu
Cheltenham pro New York Times. Cheltenham je
pomeérné univerzalni font, rozdil mezi tu¢nymi a ten-
kymi tahy neni pfilis vyrazny. Je to robustni, solidné
vypadajici pismo, ale od té doby, co zacaly noviny
pouzivat vice jeho fezl, nepochybuiji o tom, ze né-
které z nich jsou méné povedené. Mizu se mylit,
ale spi$ ne. Jeden fez fontu Cheltenham (je to fez
0 néco malo tendi, nez fez regular) pouzivaji New
York Times v titulcich recenzi na strance vénované
umeéni, coz je pro néj podle mého nazoru naprosto
idealni vyuziti. Dnes existuje obrovské mnozstvi ro-
din se spoustou rdznych fezd, ale ne vSechny jsou
stejné dobré, prestoze kazdému z nich jejich autor
vénoval mnoho asu. Je tézké predem fict, jaké fe-
Seni bude optimalni. Jen diky tomu, Ze jsem scho-
pen rozlisit vSechny fezy pouzité v Timesech -

z nichz kazdy mé naprosto konkrétni Ucel -, zjistuii,
Ze mezi nimi mam své oblibence.

Jak reagujete, kdyz vidite své pismo v praxi?
Musite je prece vidat dost ¢asto.

Kdyz nékde vidim své pismo, ma to pro mé velky
vyznam. Mam docela $tésti, protoze pisma, jako je
tfeba pravé zminény Galliard, pouZivaji Casto velmi
dobfi designéfi. A pismo vypada vzdycky jesté lé-
pe, kdyZ je pouzito v ramci dobrého designu. Sa-
moztejms, Ze jsem byl uz i parkréat zklamany. Cla-
nek v ¢asopise vysazeny negativné devitibodovym
Galliardem, to je prlser. Kdyz néco takového vidite,
otréavi véas to, protoze to prosté muselo dopadnout
mizerné. A i kdyz za to mGze Spatny Usudek grafika
Casopisu a neni to tak Uplné moje chyba, vzdycky
trochu skfipu zuby.

Pisma jsou syrovy material. Kromé fontli navrze-
nych pro konkrétniho klienta pousti designér pis-
mo vétSinou do neznama. Dnes uz se graficti de-
signéfi vic zabyvaji souvislostmi, vic je zajima, kdo
je klient. Za&inaji vznikat urcité moralni zabrany a ja
si toho vazim. Vim, jak mlze byt designér vnitiné
rozpolceny, kdyz vezme zakazku od firmy, s jejimiz
aktivitami nesouhlasi at uz z politickych, nabozen-
skych, nebo moralnich dtvodu. Pro typografa je to
jesté tézsi, protoze vétSinou nevi, kdo a jak bude je-
ho font pouZivat.

Pfed mnoha lety se mi stala dost komicka véc.
Americka organizace Surgeon General poradala
informacni kampan, ktera se dostala do vSech do-
macnosti v USA, byla to jedna z nejvétsich viadnich
kampani svého druhu v americké historii. Slo o bro-
Zuru upozornujici na rizika AIDS, a ta brozura byla
vysazena pismem Galliard. Za nékolik dni nato se
mUj znamy vrétil z konference v Las Vegas a privez!
mi leték s reklamou na bordel v Nevadské pous-

ti kousek od Las Vegas, ktery byl také vysazen Gal-
liardem. Vynikajici publikace varujici pfed AIDS

a reklama na bordel, oboji vysazené stejnym pis-
mem - a co s tim nadélam? Mohlo by se stat, ze
mi zavola vydavatel néjakych novin a fekne: ,Chce-
me vam zadat vyrobu nového pisma.”“ A ja reknu:
,Ne, protoze se mi nelibi vase politika.” Nikdy se mi
to nestalo, ale mohlo by, no ne?

Zda se, ze jste uz uplné upustil od tvorby
modnich skript.

Ale ja bych rad zase néjaky udélal! V Linotype jsem
navrhl skripty Snell a Shelley. Dnes se zda, Ze de-
sign skriptl je zalezitosti typografl s kaligrafickymi
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typeface,” and I say, “Well, I'm sorry but I don’t really like
your politics.” It has never happened to me, but it could.

% Do you see a lot of your work in use? How do you react
when you see your typefaces in use? There’s got to be plenty
of them.

The whole experience of seeing the faces that I have de-
signed in use has been a very rewarding one. I have been
lucky because faces like Galliard have been used by very
good designers. Some typographers have done wonderful
things with them, made the face look good by using it so

% At some point you seem to have stopped making fancy
scripts.

I would love to do another one! Snell and Shelley hap-
pened in my Linotype days. Today, the design of script
faces seems to have become the province of designers who

well. Of course there have been disappointments. When
you see that a magazine has set something in Galliard at
9 pt and reversed it out of black so it looks like shit—this
really annoys you because that had to fail. That’s bad
judgment on the part of the designer of the magazine. It’s
not really my fault but I grind my teeth a little bit.
Typefaces are raw material. Except for those designed for
a specific client, typefaces just go out there into the void.
Currently, a lot of soul-searching is happening among
graphic designers. They are more concerned about the
contents, about who the client is. There is a little more
moral concern about the profession, and I admire that.

I can see how graphic designers can be torn if they are
approached by a company they disapprove of for political
or religious or moral reasons. To have that kind of at-
titude is very difficult for a type designer because mostly,
you don’t know how your work will be used.

A very comical thing happened to me many years ago.
The U.S. Surgeon General organized a mailing that went
to every American household—it was one of the biggest
government mailings in American history. It was a book-
let about the dangers of AIDS and they happened to have
used Galliard. Within a few days, a friend of mine who
had been at a conference in Las Vegas came back with
one of the fliers that advertise whorehouses in the Nevada
desert outside Las Vegas. It was set in the same typeface,
in Galliard. A very admirable publication warning of

the dangers of AIDS and a promotion for a whorehouse
both set in the same typeface—what am I supposed to

do about that? It could happen that I got a call from

a publication that said, “We want to commission a new

have calligraphic backgrounds. Particularly the informal
scripts, which tend to sell very well. You can understand
calligraphy—by that I mean the gesture of how the pen
forms letters—without being able to do it yourself, which
is my case. I would drive myself mad if I had to produce
one of these script letters with a pen.

® Really?
Yeah. It would be very hard for me to do that. I just don’t
have the motor skills. So I just drew them.

% Quite early on, you started working on Greek typefaces.
When I went to Thessaloniki last year, I was walking around
with Gerry Leonidas and I noticed that ITC Souvenir Greek
is hugely popular. It seems that Souvenir Greek serves

a similar role in Greece as Cooper Black does in the United
States or Western Europe.

In North America, you don’t see Souvenir very often
anymore. It had an amazing fashion when it first came
out, but you don’t see it much these days. But you see the
Greek still, do you?

% Yes, a lot. It has this soft, friendly look... How come you
started with the Greek?

In the original Linofilm machine, the prism that exposed
the letters onto the film traveled constantly backwards
and forwards. In the mid-1970s, Linotype came out with
this new machine, the VIP, in which the prism was driven
by a stepping motor: an electric motor to which you can
send a pulse or multiple pulses. With a stepping mo-



tor, you can move the prism along but you can also leave
it standing still, which means you can have a zero-width
character.

With the VIP, you could do things like polytonic Greek or
even Devanagari, which were impossible on the original
Linofilm because of its constantly moving lens. So before
the VIP came out, there was no photocomposition equip-
ment in Greece at all. Linotype had a very energetic sales
agent in Greece, Costas Chryssochoides, who quickly real-
ized the potential of the virgin market. The only problem
was, there were no Greek typefaces. Linotype took a deep
breath and said, “We think the equipment sales there will
justify investing money to produce a few Greek typefaces.”
So I went a number of times to Athens.

Greece in the mid-1970s was very westward-looking, and
prospective customers for the VIP told us, “We need Greek
Souvenir, we need Greek Baskerville,” etc. My task was to
produce these Greek versions of pre-existing Latin types.
We started, inevitably, with Helvetica Greek. Then we did
some faces that haven’t endured so well, serif faces like
Baskerville and Century. In 1995, twenty years after I had
done all of this work, there was a splendid conference in
Athens. It was the first time I had been back to Greece. It
was very good for my ego. It looked that Costas captured
the market in time: the use of these faces in Greece was
extremely widespread.

% You said that Baskerville and Century Greek didn’t

endure so well?

‘We made the Greek versions of Baskerville and Century
look like the Roman and Italic versions of those faces, be-
cause the clients insisted on them—their ideas about Greek
type were entirely expressed as versions of Latin faces.
Now that has changed, very much for the better!

By the time I went to this conference in 1995, there was
quite strong reaction against the serif types. The culture
has changed and contemporary Greeks, who developed

an interest and taste in typography, looked into their own
typographic history and found that these serif faces we

did were a kind of typographic imperialism: Latin ideas
stamped onto the Greek letterforms. It seems that the
sanserifs we did have left a longer-lasting positive impres-
sion. My understanding is that even today, Helvetica Greek
occupies a similar, central place in Greece that Helvetica
occupies in our culture. Optima Greek, which Hermann
Zapf designed and for which I made the production draw-
ings, also lasted very well.

The Greeks are great newspaper readers. They consume

a lot of type, so their typographic taste has evolved in those
twenty years. Now, as you know, there are many Greeks
designing type, and will obviously do a very much better
job than I could ever do. But I'm interested to hear that
Souvenir Greek seems to have survived.

® [ think the flair of American culture that Souvenir brings
may still be acceptable or even interesting in the display
context. Typefaces for body text are usually required to be
culturally native to the reader. Since Greek readers have

a stronger notion of their own cultural identity now, they
dislike Baskerville Greek as it lacks the “crystal goblet”
quality. But with display faces such as Souvenir...

...people are probably more tolerant.

® You have worked on Greek type later as well?

While I did study classical Greek as a schoolboy, I don’t
retain much of that, I don’t speak Greek. But I do feel
fairly comfortable with Greek type as a result of design-
ing a number of different styles. When it came to doing
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1T Flamande, 1996. A Textura blackletter in the style of the 16th century Flemish
punchcutter Hendrik van den Keere. Photographed at Bitstream by Steve Marsel.

(The photograph was taken at Bitstream by Steve Marsel.)
Flamande, 1996. Textura ve stylu pisem viamského tiskare Hendrika van den Keere,
ktery Zil a tvofil v 16. stoleti. Fotografoval Steve Marsel v pismolijné Bitstream.

schopnostmi. Hlavné neformalni skripty, které se
velmi dobte prodavaiji. Kaligrafii (myslim zptsobu,
jak pero vytvari tvary znakd) mizete rozumét, aniz
byste ji sami byli schopni vytvaret, coz je maj pfi-
pad. Ja bych zesilel, kdybych musel vytvorit ka-
ligrafickou abecedu ruéné.

Vazné?

Ano. Bylo by to pro mé strasné naro¢né. Nemam
zkratka ty motorické schopnosti, uz jsme o tom
mluvili.

NE MOJi ZASLUHOU

Pomérné brzy jste zacal pracovat na feckych
fontech. Kdyz jsem byl loni v Soluni, v§iml jsem
si pfi prochazce s Gerry Leonidasem, ze vas
ITC Souvenir Greek je tam velmi popularni. Zda
se, Zze Souvenir Greek ma v Recku stejnou roli
jako Cooper Black ve Spojenych statech nebo
zapadni Evropé.

V Severni Americe uz na Souvenir moc ¢asto ne-
narazite. Byla to svého ¢asu velikd moda, ale uz to
odeznélo. Rikéate, Ze fez Greek jesté k vidéni je?

Ano, a ¢asto. Je takovy mékky a pratelsky...
Jak se vibec stalo, Ze jste zaéal s feétinou?

U plvodniho Linofiimu se ¢oc¢ka, ktera exponovala
pismena, stéle posouvala dopredu a dozadu. V po-
lovingé sedmdesatych let pfiSel Linotype s novym
strojem, s VIP, o kterém jsme uz miuvili. V ném

byla ¢ocka pohanéna krokovym elektrickym mo-
torem, ktery miZete ovladat impulzem nebo sledem
impulzd. Diky krokovému motoru mizete Gockou
pohybovat, ale mUZete ji také zastavit a exponovat
tak znak s nulovou $itkou. Diky VIP mUzete sazet
polytonickou feétinu nebo dokonce devanagari, coz
bylo s pvodnim Linofilmem nemozné kvali jeho sté-
le se pohybuijici ¢occe. Takze pred nastupem VIP

v Recku nebylo viibec z4dné zafizeni na fotosazbu.
Linotype mél v Recku velice energického ob-
chodniho zastupce Costase Chryssochoidese, ktery
rychle odhalil potencial dosud neobsazeného trhu.
Jedinym problémem bylo, Ze pro sazbu fectiny ne-
existovala Zzadné pisma. Linotype se rozhodl, Ze zisk,
ktery v Recku utrzi, stoji za investici do nékolika fec-
kych pisem. Tak jsem se parkrat vypravil do Athén.
Recko bylo v poloving sedmdesatych let velice
prozapadné orientované a potencialni zakaznici

VIP nam fikali: ,Potfebujeme fecky Souvenir, po-
trebujeme fecky Baskerville...“ Mym Ukolem bylo
vytvorit fecké verze jiz existujicich latinkovych fon-
td. Nutné jsme museli zacit s fontem Helvetica Gre-
ek. Pak jsme pokracovali s fonty, které nemély tak
dlouhou zZivotnost, patkovymi pismy jako Baskerville
a Century. V roce 1995, dvacet let poté, co jsem tu-
hle praci dokongil, se v Athénach konala skvéla
konference. Bylo to poprvé od té doby, co jsem se
vratil do Recka, a pro moje ego to byl balzam. Vy-
padalo to, ze Costas zastavil ¢as na trhu s fonty, pro-
toZe moje pisma byla v Recku naprosto véude.

1vpo.INTERVIEW 2
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Big Caslon, 1994. Based on the three largest sizes
of Roman from the 18th century Caslon foundry in
London. From a specimen book by Carter & Cone.
Big Caslon, 1994. Pismo zaloZené na tfech nejvétsich
velikostech zakladniho fezu pisma, pouzivaného

v londynské pismolijné Caslon v 18. stoleti.

Greek for Verdana or Georgia, I felt I could fly solo, though
I believe that Microsoft showed the faces to Gerry Leoni-
das, very sensibly.

What about the Cyrillics? Practically your debut in this
alphabet, Georgia, is one of the best Cyrillic typefaces that
exist today, exceptionally well-designed. It has been awarded
by a Russian jury in the “Kyrillitsa 99” competition, along
with Verdana Cyrillic.

When it came to doing Cyrillic for those faces, I absolutely
did not have that kind of experience in the past so I had
to throw myself on the mercy of Maxim Zhukov, the
typographic coordinator at the United Nations in New
York, and an expert in Cyrillic type. He looked over my
shoulder when I was doing the Cyrillics for Microsoft. If

I did a Cyrillic now, I would probably have a better idea as
a result of my work with Maxim, but I still don’t feel com-
fortable doing a Cyrillic from start to finish by myself.
Interestingly, the Cyrillic that I’'ve not had much to do with,
is a Cyrillic version of the face I designed called ITC Char-
ter. The Cyrillic was designed by Vladimir Yefimov at
ParaType in Moscow. I've been told by Maxim and by
others that Charter really converts to Cyrillic particularly
well. I take no credit for this because Cyrillic was never in
my mind when I was designing Charter in the first place.
ParaType sent me proofs—all I could say was, “It looks
fine to me, but don’t trust my eyes.” It’s now being used
for the Russian edition of Robert Bringhurst’s book and
various other publications. I'm delighted though I can’t
tell what exactly the qualities are in the Latin version that
adapt well. If someone asks me for a recommendation of
a Cyrillic face, I say, “I am told that Charter Cyrillic has
come out particularly well. No thanks to me.”

You haven’t done many sanserif faces.

No... Early on, I did Helvetica Compressed. Then Bell

Centennial, Verdana. I designed Skia, which was originally
a TrueType GX font for Apple. Last year, I released the one
regular version in PostScript format. It has done so well at
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MyFonts that 'm now producing it as a series of PostScript
fonts with seven different weights plus wide and narrow
versions.

Skia is a very versatile design. I always judge sanserifs
by their heaviest weights—it’s easy to make an elegant thin
sanserif but the very bold cuts are a challenge. The very bold
versions of Skia are quite distinctive but still work very well.
You don’t seem to lack proficiency in sanserifs. How come you
haven’t made more?
I don’t know... In my Linotype days I had considerable
input into the development program, but I couldn’t just
get up and say, “Okay, I’'m going to do a sanserif now”. We
had to respond to specific requests from the customers,
or we did what we perceived as marketing opportunities.
Since having my own company, Carter & Cone, I have done
some speculative design but mostly my work has been
in response to custom orders. When Microsoft wanted
a sanserif, I was delighted—that’s how Verdana, Tahoma
and Nina happened —but most of the commissions I have
had have been for serif text types.
If T had nothing to do and if Skia didn’t exist, I would prob-
ably embark on a sanserif family. They always sell better
than anything else in the retail market. If you ask David,
Cyrus, Jonathan or Tobias, those big families of coordinated
weights and widths like Interstate, Gotham or Knockout are
fabulously profitable. If you invest the time in them, they do
better than almost anything else. Script typefaces also do
very well. When I look at The Font Bureau best sellers, I'm
very gratified that Miller, a serif type, is even in the top 10!

Let’'s massage Verdana

How come that there are so many common design features
in Nina and Bell Centennial? Nina was the third in the
screen font series, after Verdana and Tahoma, and it kind
of closed a loop.
When I embarked on Verdana, the problem was very differ-
ent from the problem I had confronted with Bell Centen-
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nial back in the late 1970s. But there are probably lessons
learnt in Bell Centennial that re-surfaced in the design of
Verdana—maybe not even consciously. The forms of the
figures and of the lower-case are fairly open because in
Bell Centennial we found that was a huge advantage over
the sort of Helvetica-like, curving-inward forms. Verdana
was intended for continuous text on screen, reading and
writing text. Tahoma was for the menus because Verdana
was a little wider, on average, than the old Microsoft user
interface font MS Sans.

When the hand-held devices came along with the really
tiny screens, Microsoft was very concerned with the screen
real-estate. I hacked some bitmaps for a condensed version
of the basic Verdana and Tahoma design and the usability
department at Microsoft did some quite elaborate testing
with users to whom they gave samples of normal-propor-
tion type and this very condensed version that was eventu-
ally called Nina. To everyone’s surprise, there was no real
loss of legibility with the condensed typeface. Most well-
trained typographers would be immediately suspicious,
but it really worked in the narrow constraints of the tiny
screens. Microsoft was encouraged by this, so I completed
the Nina bitmaps and then made the outlines for it.

I know that some users of the Microsoft screen fonts
expressed their gratitude...
In November 2001, I took part in a fabulously well-or-
ganized and well-attended graphic design conference in
Buenos Aires. Outside the auditorium, big sheets of paper
had been put up on a wall as a notice-board for messages.
A web designer named Saul, whom I never met, had writ-
ten on this: “Carter: Gracias por la Verdana.” I was touched
because type designers are seldom thanked in person for
their efforts. You sent me e-mail once saying that you liked
Nina and I was very pleased by that.

I'm a great fan of Nina! It took me several years to squeeze
a review copy out of Microsoft. I have been using Nina ever

smaller sizes it is.

that resulted, the two
largest are particularly

Rekl jste, Ze Baskerville a Century Greek mély
kratkou zZivotnost?

Navrhli jsme fecké verze k Baskerville a Century,
které vypadaly jako latinka, a kurzivni fezy, protoze
na tom klient trval - jejich pfistup k feckému pis-
mu byl takovy, jako by se jednalo o dalsi fezy la-
tinkového pisma. Ted' uz se to ale hodné zlepsilo.
Kdyz jsem v roce 1995 prijel na zminénou kon-
ferenci do Athén, zjistil jsem, ze Rekové velice bro-
ji proti patkovym pismim. Kulturni prostredi se
zmeénilo, zvysil se zdjem o typografii a zlepsil se ty-
pograficky vkus, takze patkova pisma - tedy la-
tinkové prvky naroubované na fecké tvary znakd -,
ktera jsme pred dvaceti lety navrhovali, chapou
dnedni Rekové jako jisty druh typografického im-
perialismu. Nase bezpatkova pisma naopak ziejmé
zanechala pozitivni dojem. Domnivam se, Ze i dnes
zaujima Helvetica Greek v fecké typografii stejné
postaveni jako Helvetica u nas. Optima Greek, kte-
rou navrhl Hermann Zapf, a pro kterou jsem ja dé-
lal technickou dokumentaci, je také jesté v kurzu.
Rekové jsou velci étenafi novin. Jsou tedy porad
obklopeni pismem a jejich typograficky vkus se
za téch dvacet let vyrazné vyvinul. Jak vite, dnes je
hodné feckych designérl pisem, a tém samo-
ziejmé jde prace s feckymi fonty daleko Iépe nez
mné. Ale rad slysim, Ze Souvenir Greek se porad
pouZiva.

Myslim si, ze to tuSeni americké kultury, které
v sobé skryva Souvenir, je akceptovatelné,
nebo i zajimavé na urovni titulkd. U textovych
pisem je ale obvykle bran ohled na kulturni
souvislosti. Jestli, jak rikate, maji dnes
Rekové vétsi povédomi o své kulturni identité,
nesnaseji Baskerville Greek, protoze to prosté
neni zadna perla. Ale k titulkovym fontiim,
jakym je tfeba Souvenir...

...jsou lidé asi tolerantnéjsi.

Pracoval jste i pozdéji s feckym pismem?
Ackoli jsem ve Skole studoval klasickou rectinu,
moc mi z ni nezbylo, ani fecky nemluvim. Ale fec-

vigorous. Perhaps they were s
cut by the master himself in a
funkier mood, or by William
the younger, a chip off the old
block, who joined the family
foundry in 1742 and later cut a
number of gargantuan poster
types. Or could they be much
older in origin, like Moxon's
17"century face? Caslon’s text
types, unequalled in legibility,
have often been revived; but
the display sizes, forceful and
a touch eccentric, have had
no digital version up till now.

1vpo.INTERVIEW 29

ké pismo pro meé neni problém, protoze jsem

uz navrhoval mnoho rliznych fontd. Kdyz do-

$lo na fectinu pro fonty Verdana a Georgia, mél
jsem dojem, ze to klidné zvladnu sam, ale mys-
lim, Ze Microsoft stejné tajné vSechno konzultoval
s Gerry Leonidasem.

A co azbuka? Georgia - vas debut -, je

jednim z nejlepsich sou¢asnych azbukovych
pisem. Byla dokonce ocenéna ruskou porotou
v soutézi ,Kyrillitsa 99“ spolec¢né s azbukou
fontu Verdana.

Kdyz jsem dostal zakazku na azbuku ke zminénym
fezam, nemél jsem s touto abecedou zadnou zku-
Senost, takze jsem byl vydan na milost a nemilost
Maximu Zukovovi, tehdej§imu typografickému ko-
ordinatorovi OSN v New Yorku, ktery je expertem
na azbuku. Dival se mi pfes rameno, kdyz jsem
pracoval na azbuce pro Microsoft. Kdybych délal
znovu azbuku, asi bych se uz diky Maximovi citil
jist&jsi, ale dodnes nerad délam celou azbuku od
zacéatku do konce sam.

Je zajimavé, Ze azbuka, se kterou jsem nemél
mnoho do ¢inéni, je azbukova varianta fontu

ITC Charter. Azbuku navrhoval Viadimir Jefimov

z moskevského ParaType. Maxim i ostatni mi fikali,
ze k Charteru pujde velmi dobre vytvorit azbuka,
ale ja tomu moc nevéril, protoze jsem s azbukou
pfi praci na Charteru nepocdital. Z ParaTypu mi pak
poslali vzorky, ale mohl jsem fict jen tolik, Ze po-
dle mé vypada dobre, jenze v tomhle pripade se
mym o¢im neda verit. Nakonec s ni vysadili ruské
vydani knihy Roberta Bringhursta a mnoho dalsich
publikaci. Jsem rad, ackoli nejsem schopen fict,
diky jakym prvk@m v latince bylo mozné Charter
tak dobre upravit. Kdyz mé nékdo poprosi, abych
mu doporudil néjaké azbukové pismo, rikam mu:
,Charter v azbuce pry vysel velice dobre. Ne

moji zasluhou.”

Vy jste nedélal moc bezpatkovych pisem.
Ne... Kdysi jsem navrhl Helvetiku Compressed. Po-
tom Bell Centennial, Verdanu, taky font Skia. Ten
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since as my default user interface font on my high-resolution
notebook screen. I use Nina at 14 pixel-per-em instead of
the default 11 ppem Verdana, which gives me the same text
width but larger type. Verdana and Nina work splendidly
together.

Microsoft never made much fuss about Nina. Internally
they were very enthusiastic but it never got much atten-
tion outside—probably because not many devices that
use the font are available. When some smart watches that
use Nina went on the market about a year ago, there was
a review in the New York Times that mentioned that these
watches were very legible. I was quite pleased to read
that.

Recently, you continued with the expansion of the
Verdana— Tahoma— Nina series when you worked on the
Japanese Meiryo font?
Yes, the ClearType technology appeared that has made
such a difference to screen rendering. As you know, the
spatial resolution of computer screens hasn’t moved a hell
of a lot since the personal computer arrived. The 250 dpi
screens still cost tens of thousands of dollars—they are
used in the medical profession but have not found their
way onto the normal desktop. With Verdana, Georgia,
Tahoma, Nina, I followed the procedures of designing
the bitmaps first, and then wrapping the outline around
them. Since ClearType does this brilliant job of enhancing
the photometric resolution, the necessity of “pre-hinting”
the most crucial sizes went away.
Most importantly, ClearType made Japanese in small
screen sizes possible at all. Unless you have that enhanced
resolution, or the appearance of enhanced resolution,
the complexities of kanji just aren’t doable on the screen.
When Microsoft developed ClearType, they decided to un-
dertake Meiryo, a new Japanese typeface optimized for the
new display technology. Microsoft hired Eiichi Kono, an
old friend of mine, to guide this project. He recommended
C&G, a vendor in Japan to produce the Japanese.
All Japanese typefaces have what they call romaji, the
Latin alphabet. In the past, the relation between kanji and
romaji was often poor. Eiichi master-minded the idea of
developing both the Japanese and the romaji in concert.
He thought that Verdana stylistically was a good match,
but almost everything about Verdana was dimension-
ally wrong —it was the wrong weight, the wrong size, the
wrong alignment, the wrong width. So my design brief
from Eiichi was, “Let’s take Verdana and massage it so it
works as well as it possibly can alongside the Japanese.”
And I produced a new version of Verdana, you might say.
It has a different name, but structurally it’s very close.

Bolder but no wider

Some of the typefaces that you made come as a surprise,
like the Flamande Backletter. It looks like one morning, you
woke up and thought, I haven’t designed any blackletter yet
so I will make one.
That’s exactly right. I feel that a good type foundry should
have one of everything. I love blackletter. I've always been
very attracted to it despite its strange history. So I did do
one just for my own recreation.

I once worked on a massive project of designing and
adding the euro symbol to 500 typefaces. I was the font
technician while a type designer was drawing the euro
symbols. I asked him if I could draw ten or so myself, and
I indeed picked one of everything, including an old-style
roman and italic, a transitional, a modern, two sanserifs,
a crazy script and a blackletter.

byl pavodné ve formatu TrueType GX firmy Apple,
loni jsem vydal jeden fez v postscriptovém formatu:
na MyFonts si ved| tak dobfe, Ze ted' pfipravuiji ro-
dinu postscriptovych fontd o sedmi rlznych tloust-
kach plus rozsifené a zizené fezy.

Skia je univerzalni font. Bezpatkova pisma
vzdycky soudim podle nejsilnéjsich ezl - ne-
ni tézké navrhnout elegantni tenké bezpatkové
pismo, ale velmi tu¢né rezy jsou tvrdy oriSek.
Velmi tuény duktus fontu Skia je hodné odliSny,
ale funguje dobre. Nezda se, ze by vam v oblasti
bezpatkovych pisem chybéla odbornost. Jak to,
Ze jste jich tedy nevytvoril vic?

Nevim... KdyZ jsem pracoval v Linotype, mél jsem
znacny vliv na déni ve firme, ale nemohl jsem jen
tak z niGeho nic fict: , Ted udélam bezpatkové pis-
mo.“ Museli jsme reagovat na konkrétni poZzadavky
zékaznik(, nebo jsme se zabyvali tim, co jsme po-
vazovali za dobry marketingovy tah. Od té doby, co
mam vlastni spole¢nost, délal jsem i nékolik navrhi
pro sebe, ale vétSinou pracuji na objednavku. Kdyz
si Microsoft objednal bezpatkova pisma, mél jsem
radost (tak vznikla Verdana, Tahoma a Nina), ale
vétSinou si u nas zakaznici objednavaji patkova tex-
tova pisma.

Kdybych nemél nic na préaci (a kdyby uz neexistova-
la Skia), asi bych se pustil do rodiny bezpatkovych
pisem. V maloobchodé se vzdycky prodavaji nej-
|épe ze vSeho. Kdyz se zeptate Davida, Cyruse, Jo-
nathana nebo Tobiase, potvrdi vam, Ze velké rodiny
jako Interstate, Gotham, nebo Knockout jsou Uzas-
né ziskové. Pokud do nich uz investujete Cas, jdou
pak skvéle na odbyt. Stejné je tomu se skripty. Kdyz
se podivam na zebricek deseti nejprodavanégjsich
fontl u Font Bureau, mam vzdycky radost, ze se
tam Miller (tedy patkové pismo) vibec dostal!

MASIRUJME VERDANU

Jak to, Ze je v pismech Nina a Bell Centennial
tolik spoleénych prvk(? Font Nina byl tfetim ze
série fontl pro monitor po pismech Verdana

a Tahoma a svym zplsobem uzaviel jednu
etapu.

Kdyz jsem zadal pracovat na fontu Verdana, fesil se
jiny problém nez na konci sedmdesatych let, kdy
jsem navrhl Bell Centennial. Ale z Bell Centennial
jsem se asi v urcitych vécech poudil a pfi praci na
Verdaneé jsem si to - mozna podvédomeé - vybavil.
Tvary Cisel a minusek jsou pomérné oteviené, coz
jsme u Bell Centennial shledali jako velkou vyhodu
ve srovnani s uzavrengjsimi tvary podobnymi Helve-
tice. Verdana byla plvodné uréena ke psani a ¢te-
ni dlouhych textl na monitoru a Tahoma méla slou-
zit jako font pro menu, protoze Verdana byla o né-
co SirSi nez predchozi font MS Sans, ktery Microsoft
pouzival pro uzivatelské rozhrani.

Kdyz se objevily kapesni pocitace, Microsoft se za-
Gal intenzivné zabyvat zobrazovanim textu na mi-
niaturnich displejich. Na¢maral jsem si par skic pro
zUZené bitmapové pismo vychazejici z designu Ver-
dany a Tahomy a odpovédné oddéleni v Microsoftu
provedlo dikladné testy na uzivatelich, jimz da-

li vzorky fontd normaélnich proporci a této velmi zU-
zené varianty, pozdeéji nazvané Nina. Kupodivu u zU-
zeného fontu nedoslo k Zzddnému zasadnimu ome-
zeni Citelnosti. Vétsina zkusenych typografli ted' bu-
de podezirava, ale opravdu to na malych displejich
fungovalo. To Microsoft povzbudilo, takze jsem do-
konc¢il bitmapy pro font Nina a potom i odpovidajici
obrysové pismo.

Néktefi uzivatelé fontd pro monitory od firmy
Microsoft vam byli opravdu vdécni...

V listopadu 2001 jsem se zUcastnil skvéle zor-
ganizované grafické konference v Buenos Aires.
Pred konferenénim salem byly na zdech napjaté

obrovské plachty papiru jako nasténka pro vzkazy.
A tam jsem naSel vzkaz od jistého web designéra
Saula, ktery znél: ,Carter: Gracias por la Verdana.”
Byl jsem dojaty, protoze typografovi se malokdy sta-
ne, ze by mu nékdo podékoval za jeho snahu. Vy
jste mi ale také jednou udélal radost, kdyz jste mi
poslal mail, kde jste psal, Ze se vam libi Nina.

Ja jsem velky fanousek Niny! Trvalo mi nékolik
let, nez jsem ji z Microsoftu vymacknul na
recenzi. Od té doby pouzivam font Nina jako
vychozi font uzivatelského rozhrani na displeji
notebooku s vysokym rozliSenim. Pouzivam
Ninu ve étrnactibodové velikosti misto
jedenactibodové Verdany, diky éemuz text

o stejném rozsahu vypada vétsi. Verdana a Nina
jdou skvéle dohromady.

Microsoft nikdy nedélal kolem fontu Nina velky roz-
ruch. Uvnitf firmy z néj byli nadseni, ale venku nikdy
nebudil pfili§ velkou pozornost - asi proto, Ze ne-
ni moc zarizeni, kde by byl font Nina nainstalovan.
Kdyz se loni na trhu objevily néjaké chytré hodinky,
které pouzivaji pismo Nina, v recenzi v New York Ti-
mes jsem se docetl, Ze ty hodinky jsou dobre &i-
telné. To mé potesilo.

Nedavno jste sérii Verdana - Tahoma - Nina
jesté rozsiril o japonsky font Meiryo...

Ano, nastup technologie ClearType zpUsobil ob-
rovskou zménu ve vykreslovani pisma na ob-
razovce. Jak vite, rozliSeni monitorti se od nastupu
osobnich pocitacl nijak zvlast nezménilo. Monitory
s rozli§enim 250 dpi porad stoji desitky tisic dolar
a pouzivaji se prevazné v lékarstvi, ale na normalni
pracovni st se jesté nedostaly. U Verdany, Georgie,
Tahomy a Niny jsem nejprve navrhl bitmapy a az
pozdéji jsem dokreslil obrysy. Protoze ClearType vy-
borné zvysuje fotometrické rozliseni displeje, od-
pada nutnost cizelovat klicové velikosti pisma.
NejdUlezitéjsi je, ze technologie ClearType viibec
umoznila pouZiti japonstiny na malych monitorech.
Pokud nema vas monitor vysoké rozliseni, neni
mozné znaky kanji pro jejich sloZitost viibec zob-
razit. Kdyz v Microsoftu vyvinuli ClearType, roz-
hodli se vytvofit nové japonské pismo Meiryo op-
timalizované pro tuto technologii. Microsoft najal
meého davného pritele Eiichiho Konoa, ktery si vzal
projekt na starost a doporucil ke spolupraci na tvor-
bé japonskych znakd firmu C&G.

VSechna japonska pisma obsahuji romaji, tedy la-
tinkovou abecedu. V minulosti byval vztah mezi kan-
ji a romaji minimalni. Eiichi dotahl myslenku sou-
ladu mezi kanji a romaji k dokonalosti. Domnival
se, ze Verdana by se k tomuto Uc¢elu hodila, ale zjis-
tili jsme, Ze ma naprosto nevhodné proporce — me-
la Spatnou tloustku, Spatnou velikost, $patné za-
rovnani, Spatnou $itku. Od Eiichiho jsem tedy dostal
zadani ve smyslu: ,Vezméte Verdanu a masirujte ji,
az vytvofi s japonstinou dokonalou harmonii.“ A tak
jsem vytvoril, dalo by se Fict, Uplné novou Verdanu.
Ma jiné jméno, ale strukturalné je velice podobna.

TUCNEJSI, ALE NE SIRSI

Néktera z vasich pisem mohou leckoho
prekvapit, treba Flamande Backletter. Zda se,
jako byste se jednou rano probudil a rekl si:
Jesté nikdy jsem nedélal zadné lomené pismo,
tak si ted’ jedno vysvihnu.

Presné tak. Mam pocit, ze dobra pismolijna by mé-
la mit ode vSeho néco, a ja lomena pisma zboz-
Auji. Vzdycky mé velice pfitahovala navzdory své po-
divné historii. Tak jsem si jedno opravdu udélal jen
tak, abych se zrekreoval.

Jednou jsem pracoval na mamutim projektu,
kdy bylo tfeba do péti set font doplnit znak
eura. Ja jsem mél na starost technologickou
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Miller Display Light
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
abedefghijklmnopqrstuvwxyz 1234567890

Miller Display Light Italic
ABCDEFGHIFKLMNOPQRSTUVIVXT1Z¢es
abedefghijkimnopgrstuvwryz 1284567890

Miller Display Roman
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
ABCDEFGHIJKLMNOPQRSTUVWXYZE
abedefghijklmnopqrstuvwxyz 1234567890

Miller Display Italic
ABCDEFGHIFKLMNOPQRSTUVWXYZ¢ES
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
abedefghijklmnopgrsivowxyz 1284567890

Miller Display Semibold
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
abedefghijklmnopqrstuvwxyz 1234567890

Miller Display Semibold Italic
ABCDEFGHIFKLMNOPQRSTUVWXYZES
abedefghijkimnopgrstuvwzyz 1234567890

Miller Display Bold
ABCDEFGHIJKIMNOPQRSTUVWXYZ&
abedefghijklmnopgrstuvwxyz 1234567890

1 Miller, 1997. A Scotch Roman with Text and Display cuts.
Versions of Miller adapted for newspaper text and headlines
were commissioned by The Boston Globe and introduced on
September 13, 2000.

Miller, 1997. Skotska antikva obsahujici textové i akcidenéni fezy.
Varianty pisma Miller byly adaptovany pro uziti v novinovém textu
i v titulcich na objednévku deniku The Boston Globe a byly tam
poprvé uvedeny 13. zafi 2000.

Miller Display Roman

Miller Text Roman
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stranku véci a jeden typograf navrhoval kon-
krétni znaky. Poprosil jsem ho, jestli mGzu par
symboll navrhnout sam, a vybral jsem si je-
den font od kazdého stylu - renesancni antikvu
a kurzivu, prechodovou antikvu, jeden moderni
font, dva bezpatkové, vyrazny skript a frakturu.
Tak se ¢lovék nauci navrhovat pismo. Pokud chce-
te pochopit, jak néco funguje, digitalizujete to, ro-
zeberete a sloZite a pak se Zzjisti, jestli vam to jde,
nebo ne.

Symboly pro euro neni lehké navrhovat, ale musi
se prosté udélat. Do starsich pisem museji byt do-
date¢né vlozeny. Podobny pfipad je se znakem @,
ktery mél odedavna kazdy pocitadovy font, ale ni-
kdo ho nikdy nepouzival, takze vétsina fontd méla
jen univerzalni @, ktery s celkovym designem pisma
nijak nesouvisel. Dnes je zavina¢ v kazdé e-mailové
adrese, coz pak vypada hloupé v pfipadé, Ze pro
néktera pisma nebyl nikdy poradné navrzen. Ja do-
cela rad tyhle divné znaky tvofim, takze jsem se ne-
musel ve vétsing pripadl ke svym starsim pismam
vracet a doplfiovat je.

Naprosto Gzasny mi pripada vas font Fenway.
Poprvé jsem ho vidél v roce 2000 pred
konferenci ATypl v Lipsku. Byl jsem tehdy
vybran jako narodni delegat za Polsko a psal
jsem svou prvni zpravu. Maxim Zukov navrhoval
brozuru delegatd a pouzil pismo Fenway.
Udélalo to na mé dojem, protoze jste k nému
vytvoril trochu jiné akcenty pro stfredoevropskou
a zapadoevropskou sadu znakd.

To je pravda. Vytvoril jsem nékteré CE znaky a Cas-
to jsem hledal pomoc se sazbou polstiny na vasich
strankach. Pak k nému John Hudson vytvoril néco
jako velmi ranou OpenType verzi.

Pismo Fenway jsem vytvoril na zakdzku pro ¢asopis
Sports lllustrated. Odjakziva pouzivali Times a uz je
to nudilo. Domnivali se, ze Times byl az pfili§ svét-
ly, a tak mi fekli: ,Navrhnéte ndm nové textové pis-
mo s témito dvéma podminkami: za prvé, musi byt

+ Pages from Simon Esterson’s design of The Guardian

newspaper in London, one of the first to use Miller.

editofi i autofi se odmitaji vzdat Jedlneho slova, tak—
Ze nové pismo musi byt stejné ekonomické jako Ti-
mes “ Ajé si pomyslel: ,,Kristepane toje u2 prilis,
mi libila Flelschmannova pisma pro svou malou ve-
likost, takze v pismu Fenway najdete urcité podob-
nosti s Fleischmannem. Myslim, ze Fleischmannovi
se Citelné fonty v malych velikostech velmi daily.
Fenway je stejné pouzitelny jako Times a ma dalsi
vyhody. Texty v ¢asopise Sports lllustrated jsou pl-
né Gisel, skore a vysledkd, délek a vysek — prosté
spousta ¢isel na kazdé strance. Velké verzélkové
Cislice z Timesu by v textu vypadaly téZkopadné

a klasické skakaci ¢islice zase staromoédné. Tak
jsem pro font Fenway vytvotil trochu hybridni ¢is-
lice, které jsou na pll cesty mezi témito dvéma va-
riantami.

Coz jste udélal i ve fontech Miller a Georgia.

V pfipadé fontu Miller jsou ¢islice plvodni. Skot-
ska antikva, na které je Miller zalozen, pouziva ten-
to typ cislic.

Pouzivaji Fenway i jina periodika?

Pouziva ho BusinessWeek, nékolik ¢asopist

v Evropé a nové také francouzsky Le Monde.
Hlavnim divodem pro volbu pisma Fenway je
vzdy to, Ze se na jednu stranku vejde hodné
textu. Navzdory véem sou¢asnym moznostem
vodorovného zvétsovani, prostrkavani a zadavani
velikosti pisma s desetinnymi misty a dalsim
zpusoblm, jak pismo pokfivit, aby se vam veslo
tam, kam potfebujete, je jesté porad zajem

0 pisma, ktera jsou ekonomicka svou podstatou.
Ja vim, ze by ¢lovék nemél mit jedno své dité
radsi nez ostatni, ale j& mam Fenway opravdu
réd. Pri praci na ném jsem mél tak svazané ruce,
ze se mi opravdu ulevilo, kdyz byla prace hotova,
a hlavné kdyz jsem zjistil, ze vypada docela dobre.
Ajsem rad, ze se Fenway libi vam.

Stranky z navrhu layoutu londynského deniku The Guardian od
Simona Estersona. The Guardian byl jednim z prvnich denikd, které

pismo Miller zaGaly uzivat.
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T With Adrian Frutiger and Mike Parker at a Linotype meeting, early 1970s.
Matthew Carter s Adrianem Frutigerem a Mikem Parkerem na schlzce v Linotype, poc¢atek 70. let 20. stoleti.
7' With Jack Stauffacher and Wesley Tanner, San Francisco, 1985, photographed by Bridget Johnson.
Matthew Carter s Jackem Stauffacherem a Wesley Tannerem, San Francisko, 1985. Foto: Bridget Johnsonova.

That’s how you learn as a type designer. If you want to
understand how something works: you digitize it, and
deconstruct it, and reconstruct, seeing if you can get it
right.

Euro symbols are never easy to design. Their basic struc-
ture doesn’t help but, of course, they have to be done. For
older typefaces, they need to be added post-factum. The
other thing that has amused me is that every computer
font includes what used to be called a commercial at
(@). In the old days, no one ever used these things so
many fonts just have generic or substituted @ signs

that have nothing to do with the overall design of that
particular typeface. Today, this character appears in
every e-mail address, which is embarrassing for some
typefaces that never had properly designed @ signs in
the first place.

I quite like doing these odd characters, so in general,

I haven’t had to go back and redesign the @ signs in my
older typefaces.

% One typeface that you did that I find truly amazing is
Fenway. [ first saw it in 2000 before the ATypI conference
in Leipzig. I was appointed the ATyplI country delegate

for Poland and wrote my very first report in this capacity.
Maxim Zhukov designed the country delegates booklet
and typeset it using Fenway. I was very impressed because
I remember that you made slightly different accents

for the Central European and the Western European
characters.

That’s absolutely right. I made some CE characters,

and I referred to your web site, where you had all that
excellent advice about how to do those for Polish. Then,
John Hudson made what must have been a very early
OpenType version of it.

Fenway was a commission from Sports Illustrated. They
had been using Times Roman for as long as they had ex-

isted, they got bored with it. They thought Times Roman
was a bit too light, so they said to me, “You can design us
a new text face on two conditions. One is that it should
be heavier, a better color on the page than Times. The
other is that the editors and writers refuse to lose any
words, so it has to be as economical as Times.” I thought,
“Christ, that’s asking a lot, that it should be bolder but no
wider than Times!” I’ve always liked Fleischmann’s faces
for small sizes so there are some references to Fleis-
chmann in Fenway. I think Fleischmann was wonderful
at doing those tiny faces that were very legible.

It is as efficient as Times, and there are a number of other
things about it. The text of Sports Illustrated is full of
numbers, averages and scores and results and weights
and heights—a lot of numbers on the page. The big lin-
ing figures in Times looked so clumsy while the classic
old-style numerals might look antiquated. So in Fenway,
I did these sort of hybrid, semi-old-style figures.

% Which you also did for Miller and Georgia.

In the case of Miller these numerals were quite authentic.
The Scotch Romans on which Miller is based had that
style of figures.

% Did other publications choose Fenway as well?
BusinessWeek picked up Fenway, a couple of magazines
in Europe, and now the French newspaper Le Monde.
Every time, this copy-fitting issue has been at the heart
of the decision. People like the typeface because it gets

a lot on the page. In these days of fractional point sizes,
of horizontal scaling, of tracking—all the things you can
tweak to make a typeface fit pretty much however you
want it to fit—still, there is some interest in a typeface
which is inherently economical. While one shouldn’t
have favorite children, I’'m actually quite fond of Fenway.
Because it was designed to such a tight brief, there was



ROBERT BRINGHURST

Voices, languages and scripts
around the world

ROP A WORD in the ocean of meaning and concentric ripples
form. To define a single word means to try to catch those ripples.
No one’s hands are fast enough. Now drop two or three words in
at once. Interference patterns form, reinforcing one another here and can-
celing each other there. To catch the meaning of the words is not to catch
the ripples that they cause; it is to catch their interaction. This is what it
means to listen; this is what it means to read. It is incredibly complex, yet

T Carter on a tram in Helsinki during the ATypl conference,
September 2005. Photographed by Tiffany Wardle.

Carter v helsinské tramvaji pfi konferenci ATypl konané v zari 2005.
Foto Tiffany Wardleova.

1 = Excerpt from the ATypl/Graphis book ,Language Culture Type“,
New York 2002. The book was designed by Maxim Zhukov and
uses Fenway as its body typeface.

Strana z knihy ,Language Culture Type*. Knihu vysadil Maxim Zukov
pismem Fenway, vydalo nakladatelstvi Graphis, New York 2002.

humans do it every day, and very often laugh and weep at the same time.
Writing, by comparison, seems altogether simple, at least until you try.
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Voices, languages and scripts
around the world
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ROP A WORD in the ocean of meaning and concentric ripples
D form. To define a single word means to try to catch those ripples.
No one’s hands are fast enough. Now drop two or three words in
atonce. Interference patterns form, reinforcing one another here and can-
celing each other there. To catch the meaning of the words is not to catch
the ripples that they cause; it is to catch their interaction. This is what it
means to listen; this is what it means to read. It is incredibly complex, yet
humans do it every day, and very often laugh and weep at the same time.
‘Writing, by comparison, seems altogether simple, at least until you try.

Writing is the solid form of language, the precipitate. Speech comes
out of our mouths, our hands, our eyes in something like a liquid form
and then evaporates at once. It appears to me that this is part of a natural
cycle: one of the ways the weather forms on the ocean of meaning. What
else are the words we drop like pebbles in that ocean if not condensing
droplets of evaporated speech, recycled bits of the ocean of meaning it-
self? Yet language can also solidify — into iridescent, sharp, symmetrical
crystals, or into structures more like hailstones or shale beds or mud. In
solid as in liquid form, the intersecting meanings may reinforce each
other or rub each other out.

To bring the metaphor ashore, writing is language displaced from
the mode of immediate gesture or speech to the mode of the memento —
something like the seashells and the driftwood and the footprints on the
beach. Writing is leftovers — but of a kind some people prize as highly as
they do the original meal or parent organism itself.

And what is language? Language is what speaks us as well as what
we speak. Through our neurons, genes and gestures, shared assump-
tions and personal quirks, we are spoken by and speak many languages
each day, interacting with ourselves, with one another, other species,
and the objects — both natural and man-made — that populate our world.
Even in silence, there is no complete escape from the world of symbols,
grammars and signs.
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ATypl pouzilo znovu Fenway v knize Language
Culture Type. Podle mého nazoru to byla od
Maxima Zukova, ktery knihu navrhoval, vyborna
volba. Dokazuje to totiz, Ze Fenway dobie
funguje nejen v ¢asopisech, ale i v knihach.
Ostatné rozhodli jsme se, Ze jim vysadime

i nas rozhovor...

POSUZOVANI POTENCIALU

DalSim vasim Zelizkem v ohni, které jsme
zminili, je rodina font Miller. To musel byt
obrovsky projekt.

Vzdycky se mi libila tzv. skotska antikva. Byla vy-
tvorena v pismolijnach v Edinburku a Glasgowé

v letech 1810-1815. VV Severni Americe byla ve-
lice populami a tam také dostala svij nézev. V po-
loving devatenactého stoleti dovezla skotskou an-
tikvu jedna pismolijna sem do Bostonu. Jak fikam,
skotska antikva se mi vzdycky libila, ale nerozumél
jsem dvéma vécem. Za prvé, kdyz tu byla skotska
antikva tak popularni, pro¢ pak UpIné zmizela? A za
druhé, pro¢ ji nikdy nikdo dobre nedigitalizoval?
Odpoveéd na prvni otazku myslim je, Ze jeji roli pre-
vzalo pismo Century. Theodore De Vinne mél skot-
skou antikvu také velmi rad a mam za to, ze jeji vliv
na Century je zfejmy na prvni pohled. Kdyz si pis-
mo Century vybudovalo na trhu stabilni pozici, za-
plnilo postupné mezeru po skotské antikve.

MUj pritel James Mosley, knihovnik ze St. Bride
Printing Library v Londyné, ktery je dnes uz v di-
chodu, vzdycky skotskou antikvu miloval a pod-
poroval mj zajem o ni. Dokonce o ni napsal stu-
dii, kterou jsem Cetl jesté driv, nez byla vydana. Ja
jsem nakonec bez jakéhokoli konkrétniho zaméru
zacal jednu verzi skotské antikvy digitalizovat sém
pro sebe. Pak se ale stalo néco, co jeste nekolikrat
potom — moji praci uvidél Roger Black, ktery porad
patra po novych pismech. Dohodli jsme se k obou-
stranné spokojenosti na dokoncéeni zékladniho fe-
zu a kurzivy a ja jsem zacal uvazovat o textovém

a titulkovém fezu. Kdyz Roger pismo uvidél poprvé,

nebylo jeste zdaleka hotové, ale on ho samoziejmé
chtél ,zitra“, takze jsem celou rodinu fontl dokondil
s pomoci Font Bureau. Pracovali jsme na ni spo-
le¢né s Tobiasem Frere-Jonesem, Roger ji parkrat
pouzil a pak to zacalo.

Ani by mé nenapadlo, Ze by nékdo chtél to pismo
pouzivat v novinach nebo ¢asopisech, ale opak

byl pravdou. Vybral si ho londynsky The Guardian
a Boston Globe a mnoha dalsi periodika. Existuje
také specialni novinova verze nazvana Miller Daily,
kterou z velké &asti vytvoril Cyrus Highsmith. Ackoli
jsem si myslel, Ze pismo Miller ma své prednos-

ti — skotské antikva je totiz velmi dobre ¢itelna —,
vlibec mé nenapadlo, Zze Uspéch bude tak obrov-
sky. Moc rad bych tvrdil, Ze jsem to predpokladal,
Ze jsem uz davno prohlasil: ,Ano, toto bude vy-
nikajici novinové pismo.“ Pravda vsak je, ze mé

to ani nenapadlo.

Pred nékolika lety jsem vam ukazal nékolik
navrhi pisma jednoho mého kamarada.

PrisSlo mi, Ze jste pouzil pro vas typickou
diplomatickou odpovéd:. Rekl jste néco

jako: ,,Posuzovani komeréniho potencialu
maloobchodniho prodeje fontt mi nikdy moc
neslo.“ Nevédél jsem, jestli jste upfimny, nebo
jestli chcete vlastné rict ,,Je to mizerné pismo*,
jen nechcete ranit mé city.

Ale ja jsem byl upfimny! Vétsina lidi neni schopna
predpovidat komeréni Uspéech. Podivejte se treba
na ohromny Uspéch Souveniru a uvidite, Ze to by-
la vlastné obranna reakce proti Helvetice. Helvetica
vladla dlouha léta typografii, zvlast na téhle po-
lokouli. Pak prisel Souvenir, ktery byl jejim pravym
opakem. Ale protoZe jsem znal Eda Benguiata a Aa-
rona Burnse z ITC, mzu odpfisahnout, ze neméli
ani tuseni, ze Souvenir bude protipélem Helvetiky.
Mozné radi predstirali, Ze védéli, jaky bude mit ob-
rovsky Uspeéch, ale mezi nami dvéma: nevédéli nic.
Kdybych védél, jak bude font Uspésny, byl bych

uz davno rentiérem na Bahamach, a kdybych vé-
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a sort of relief that I felt when it was finished, and when
it looked that it works out reasonably well. I'm glad you
like Fenway.

% ATypI used Fenway again in the Language Culture Type
book. I thought it was an excellent choice—again, devised
by Maxim Zhukov who designed the book. It proves that the
typeface works not only in magazines but books as well. And
of course, we have decided to use the typeface to typeset this
very interview.

Judging potential

% Another workhorse that you designed is Miller, which
seems to be a huge project.

I always liked the so-called Scotch Romans. They were
developed in Scotland, by foundries in Edinburgh and
Glasgow in 1810-1815. They became very popular in
North America, where they got their name, Scotch Ro-
man. In the mid-19th century a type foundry here in
Boston, Massachusetts, imported the type. I always liked
Scotch Roman but I couldn’t understand two things. One
is why, when they were so popular here at one time, they
disappeared completely. And also, why nobody ever made
a good digital version. I think the answer to the first
question is that its role in life was taken over by Century.
Theodore De Vinne liked Scotch Roman very much, and
I think you can see some influence of Scotch Roman in
Century. Once Century became established, it took over
the job that Scotch Roman had done.

My friend James Mosley, the now-retired librarian of St
Bride Printing Library in London, had always loved the
Scotch Roman faces and supported my interest in them.
James had done a study of Scotch Roman that I read be-
fore it was published. Off my own hook, I started digitiz-
ing a version of Scotch Roman without any aim in mind.
Then a thing happened, that has happened more than
once: Roger Black saw it. Roger is always on the lookout
for new designs. I had done a good deal of work on the
Roman and Italic, and I had already decided to do a text
and a display cut. On the day that Roger saw the typeface
it was not finished enough to be usable, but of course, he
wanted it tomorrow, so it was produced with the help of
the Font Bureau. Tobias Frere-Jones and I worked on the
family, Roger started to use it, and then it caught fire.

I had no idea that anyone would use it in a newspaper
or a magazine, but they did! The Guardian in London
picked it up, the Boston Globe, and many different news-
papers. There is a special newspaper version of it called
Miller Daily, which Cyrus Highsmith largely did. It illus-
trates the fact that while I thought there were virtues in
this typeface—Scotch Roman is very readable—I had no
idea that it would have the sort of fortunate success that
it has had. I wish I could claim that I foresaw this and
said, “Oh, this is going to be really good for newspapers
and magazines”. The truth is that I had no clue.

% A few years ago, I showed you some specimens of

a typeface a friend of mine designed. I believe it was as
much of a diplomatic answer as you are in general. You
said something like, “I’'m not very good at judging the
commercial potential of retail typefaces.” I wasn’t quite
sure if you were honest or if you meant to say “It’s a bad
typeface” but did not want to hurt my feelings!

I was being honest! Most people are not good at fore-
seeing commercial success. You can look back on the
astonishing success of Souvenir, and you can see how it
was a reaction against Helvetica. Helvetica ruled typog-
raphy— particularly in this hemisphere—for a long time.



Then came Souvenir and you couldn’t have two more
different typefaces. But because I know Ed Benguiat and
I knew Aaron Burns, the people at ITC, I can promise you
that they had no idea this was going to be the antidote

to Helvetica, and that it would have the kind of success it
had. They may have liked to pretend that they saw it com-
ing, but—between you and me—they absolutely did not.
If T knew what was going to be successful, I would have
retired to the Bahamas long ago. If I could tell what
typefaces were going to sell very well, those are the only
ones I would design. But most of these are very mod-

est in their success. With hindsight, you can sometimes
understand a fashion for a typeface like David Siegel’s
Tekton—1I hope Dave still gets royalties from it—but
when that took off, it was a surprise.

What typeface do you use on your business card?
Boy, what is it? I think it’s Miller. And on the back there
are a few kanji and katakata characters which I did
myself. The Japanese are so fond of business cards. If
you have Japanese on your business card it scores a lot of
points in Japan.

Which of your typefaces would you consider the most
successful?
In commercial terms, it’s hard to judge because I don’t
get a royalty for Galliard, I don’t get a royalty for Charter,
while I do get a royalty for Miller. I don’t know how well
those faces that I did in the past have done commercially
because I have no way of measuring it.
In sales terms, Miller has done outstandingly well.
Mantinia continues to sell and Big Caslon sells, but none
of them are barn-burners. And Skia! Just on the basis
of that single face that MyFonts has, that’s given a good
return. John Collins of MyFonts had been twisting my
arm for ages, since before I was legally allowed to release
a PC version of Skia because of the exclusivity contract
with Apple. Apparently, there was quite some demand
for a PostScript version. At first, you would think the
opposite. You'd say, “If you get it for free, why would
you want to buy it?” Skia is also used quite a lot on TV.
Strangely enough, it’s quite legible on the screen, which
I didn’t anticipate.

How come that you have been getting royalties only for
Miller but not for Shelley, Galliard or Charter?
When I was working for Linotype, and later for Bitstream,
I was an employee. It was only with my own company
Carter & Cone, started thirteen years ago, that I made
a royalty on Mantinia or on Miller. I was fifty-six years
old when I did Mantinia.
Younger type designers such as Cyrus, Jonathan, Tobias
or Christian Schwartz may be twenty-six or thirty-six and
have already designed good typefaces that are earning
royalties. I see no reason why Tobias shouldn’t be still
earning royalties from Interstate when he’s one-hun-
dred-and-six! We have foundries again, such as The Font
Bureau—their only business is type so they understand
compensating type designers. They share the risks and
the rewards. Do you agree?

I do agree. Otherwise I wouldn’t get involved in all the
Sfont stuff. I would be...
A linguist, a professor of linguistics.

Or building surfboards, or doing something else.
I think it is not hopeless. Thank you very much!
Oh, you’re very welcome. It’s nice to talk.
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Matthew Carter on the balcony of his apartment in Cambridge, Massachusetts.
Photographed by Adam Twardoch.
Matthew Carter na balkoné svého bytu v Cambridge v Massachusetts. Foto Adam Twardoch.

dél, ktera pisma se budou dobre prodavat, na-
vrhoval bych jen ta. Ale vétsina z nich ma jen vel-
mi skromny Uspéch. Pfi zpétném pohledu nékdy
porozumite modni zalibé v pismech, jako byl Tek-
ton Davida

Siegela, ale kdyz se objevilo, bylo to prekvapeni.

Jakym pismem mate vysazené vizitky?

Ale co je to za otazku? Myslim, ze Millerem. A na
zadni strané je nékolik znak( v kanji a katakané,
které jsem sam navrhoval. Japonci miluji vizitky,
a kdyz mate na svych vizitkach japonstinu, mate
hned v Japonsku spoustu bodl k dobru.

RIZIKA A ODMENY

Které ze svych pisem povazujete za
nejuspésné;jsi?

Z obchodniho hlediska je to velmi tézké posoudit,
protoZe tfeba za Galliard nebo Charter mi nechodi
honorére, ale za rodinu fontt Miller ano. Nevim, jak
si z komercniho hlediska tyto fonty v minulosti ved-
ly, protoze nemam, jak to zmérit.

Co se tyCe prodeje, vede si Miller neuveéritelné dob-
fe. Prodava se taky Mantinia a Big Caslon, ale zad-
ny z nich uz neni takovy trhak. A Skia! John Collins
z MyFonts na mé naléhal uz davno predtim, nez
jsem mohl legalné vydat verzi fontu Skia pro PC,
kvlli smlouvé o exkluzivité s Apple. Ziejmé byla
poptavka po postscriptové verzi. A na prvni pohled
by se zdalo, Ze je tomu naopak. Clovék by si fekl,
ze kdyz néco dostanete zadarmo, pro¢ byste si to

1vpo.INTERVIEW

chtél kupovat? Font Skia také hodné pouzivaji
televizni stanice. Je zvlastni, Ze je na obrazovce
dobre Citelny, coz jsem nepredpokladal.

Jak to, ze dostavate honorare jen za fonty Mil-
ler, ale ne za Shelley, Galliard nebo Charter?
Kdyz jsem pracoval pro Linotype a pak pro Bit-
stream, byl jsem zaméstnanec. Az kdyz jsem pred
tfinacti lety zaloZil svou vlastni firmu Carter & Cone,
zaCaly mi moje fonty jako je Mantinia nebo Miller
vydélavat. Kdyz jsem navrhl font Mantinia, bylo mi
Sestapadesat.

Mladsi designéfi, jako je Cyrus, Jonathan, Tobias
nebo Christian Schwartz, uz ve svych Sestadvaceti
Sestatficeti letech navrhovali dobré fonty a zacali na
nich vydélavat. A nevidim zadny divod, aby Tobias
prestal dostavat zaplaceno od Interstate, az mu
bude tfeba sto Sest! Uz zase existuji pismolijny, ja-
ko tfeba Font Bureau, jejichz jedinym cilem je ob-
chod s fonty, takze chapou, Ze musi designérdim
platit. Sdileji rizika i odmény. Souhlasite?

Souhlasim. Jinak bych se nezabyval vsi tou
typografickou vetesi. Byl bych se stal...
Lingvistou, profesorem lingvistiky.

Nebo bych délal surfovaci prkna nebo cokoli

jiného. Nevidim to nijak beznadéjné. Mockrat

dékuju za rozhovor!

Velice rado se stalo. PEkné jsme si popovidali.
[pfeklad: Linda Kudrnovska]

Adam Twardoch develops fonts and font tools for Fontlab Ltd., MyFonts, Linotype and other clients
worldwide. He is member of the ATypl Board and ATypl country delegate for Poland.

Adam Twardoch se zabyva tvorbou font( a aplikaci na jejich editaci pro Fontlab Ltd., MyFonts, Linotype
a dal8i spole¢nosti po celém svété. Je ¢lenem rady ATypl a jejim polskym delegatem.
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Maiji Japonci dost ¢asu, ze vam poradi, pfipadné vas nékam dovedou, nebo jsme

v Evropé pfili§ zaneprazdnéni a pracujeme vic nez oni? Smi mit fidi¢ v autobuse
klin, aby ho mohl viozit pod kolo svého autobusu, dobéhnout k prvni kfizovatce a ukazat
ztracenym Evropaniim cestu k muzeu? Je pravda, Ze ¢erna je krasna a navic zestihluje,

nebo se jen lodé& s barevnou panskou konfekci na cesté z Ciny porad nékde ztraceji?
MUze na svété existovat zemé, kde Ize i s nejmensim kasSparkem hrat velké divadlo?

Jsou opravdu v§echny japonské Skolacky panny? Znate stat, kde se nekrade? Dokaze

1ex + proro. JIRI KARASEK & RADEK SIDUN  tveo.PHOTO

¢eska modelka v kozackach o dveé cisla vétSich soucasné telefonovat, fidit kolo, brzdit

a jesté se usmivat? Existuje limitovany pocet penisli na jed-
nu normostranu japonského komiksu? Mysli si vSichni Ja-
ponci, Ze jsou dobfi zpévaci, nebo se jen my neumime ba-
vit? Znamenaji kosoctverce na japonskych silnicich to sa-
mé, co na ¢eskych domech? Maji krajky v taxiku co do &i-
néni s japonskym folklorem? A kdo je vlastné Suntory?

Pri zastavce v Osace se nam podafilo ztratit papirovou
taSku s nakupy. Navstivili jsme predpokladané misto

ztraty - japonsky Apple Store.

Pfichazime k prepazce: ,,Hello, do you speak English?*
»OU jes, ofkors!

»,Okay, [pomalu] | lost my paper shopping bag here. Today.
Ten minutes ago.“

SHMmML. ... haaa!“ Prodava¢ nas odvadi k polici pIné tasek
na powerbooky. Dlouho se rozhlizi, néco si mumla, po chuvili
smutné zveda hlavu: ,Nou pejprbek hir.“

MALY SLOVNICEK VYRAZU

Pisful pipl - mirumilovni lidé

Hirosima pispark - park miru v Hiro§imé
Goee-ey? - Mam vam to zabalit?

Karate tichh - ucitel karate

Buck you - japonsky ekvivalent k vulgarni frazi
Jaauar frent - tvoji pratelé

Dr. Drive - sit autoservist

Notjet - prakticka univerzalni odpovéd, ktera se
hodi témér na cokoliv (,When will you start selling
new iPods?“ - ,Hhhhm, notjet!*)

Elitl - ne (,,Do you speak English?“ - ,Jes, e litl.”
Preklad: Mluvite anglicky? Ano, ani trochu!)

everything is possible
Is it because the Japanese have plenty of time that they advise you, or even walk you to your destination, or
are we too busy in Europe, working more than them? Is a bus driver allowed to put a chock under the wheel
of his bus, run to the next crossing and show the lost Europeans the way to the museum? Is it true that
black is beautiful and it makes you look slimmer, or is it just that cargos of colorful men’s clothes always get
lost on their way from China? Is it likely that there is a country in the world where you can play a great the-
ater with a teeny tiny puppet? Are all the Japanese schoolgirls really virgins? Do you know a country where
people do not steal? Can a Czech model in too-big leather high-heels make a phone call, ride a bicycle,
brake and smile at the same time? Is there a limit for the number of penises per page in a Japanese comic
book? Do all the Japanese think they are good singers, or is it just us who cannot entertain themselves? Do
the diamond signs on Japanese roads have the same dirty meaning as those on Czech buildings? Do the
laces in taxicabs have anything to do with Japanese folklore? And who the heck is Suntory?

While making a stop in Osaka, we somehow lost our paper shopping bag. We returned to the place where

we thought we had lost it—a Japanese Apple Store.

We come to the counter: “Hello, do you speak English?”
“Ouu yez, of kouz!”
“Okay [slowly], | lost my paper shopping bag here. Today. Ten minutes ago.”
“Hmm...I sii!” The assistant takes us to the shelf full of powerbook bags. He takes a long
mw?‘jj look, mumbling, and after a while he raises his head, saying sadly: “No paperback
LITTLE VOCABULARY
Pissful peepl - peaceful people
Hiroshima Pisspark - Peace Park in Hiroshima
Goee-ey? - Should | pack it for you?

heeer.”
Karate teechaah - Karate teacher
Buck you - Japanese equivalent of the popular dirty phrase
Yuuur frent - Your friends
Dr. Drive - car service chain
Notyet - practical universal answer that can virtually be applied to everything
(e. g. “When will you start selling new iPods?“ - ,Hhhhm, notyet!“).

Elitl - no (e. g. “Do you speak English?” - “Yez, elitl.”, meaning: Yes, not at all!). ** [translation: Petr Onufer]
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3¢ KRASNE PISMO VE VYV0JI LATINKY I-Il Monumentalni dvojsvazkové dilo vyznamného
Ceského typografa FrantiS$ka Muziky (1900-1974) patti ve svém oboru k diliim klasickym.
Jako jedina publikace v ¢eském jazyce popisuje vyvoj evropského pisma od prehistorie
(prvni pismové soustavy nejstarsich kultur, fecké a fimské pismo) po goticka pisma (I. sva-
zek) a od renesance po pisma pocatku dvacatého stoleti (Il. svazek). Muzikova prace ne-
ni jen kompilaénim souborem, ve své dobé (1. vydani 1958, 2. vydani 1963) predstavovala
i vyznamny autoritativni a hodnotici pramen (rozliSujici progresivni a slepé vétve ve vyvoji
pisma); nemaly podil méa rovnéz na utfidéni a dotvoreni ¢eské pismové a tiskové termino-
logie. Podle dobovych recenzi méla kniha svétovy ohlas, prestoze byla publikovana pou-
ze v Cedtiné - recenzenti Casto zminovali, Ze kniha je smysluplna i pro Ne¢echa, a to diky
148 celostrankovym pfiloham a stovkam reprodukci v textu. Kniha byla donedavna k ma-
ni jen za mnohatisicové ¢astky v antikvariatech. Nakladatelstvi Paseka si proto zaslouZi po-
chvalu za vzorny reprint (az na zvoleny papir: chtélo by to o néco vyS$si gramaz - nékteré
tmavai obrazky rusivé prosvitaji) i vybornou cenu. Skoda jen, Ze je reprintovano vydani prv-
obrazovy doprovod byl vylepSen napf. o kvalitnéjsi predlohy. fjk;

(ISBN 80-7185-740-8 vazana, 210x297, 1476 stran, 764 + 712 stran textu, 1 990 K&,
pfipadné vyhodnéjsi cena pfi objednavce pfes www.magtypo.cz)

% NEKROLOG 25. listopadu 2005 zemtel
v Teheranu Morteza Momayez (1936), za-
kladatel moderniho iranského grafického
designu, pedagog a $éfredaktor gra-
fického ¢asopisu Neshan.

Pan Momayez byl prezidentem, zakla-
datelem nebo aspon ¢lenem mnoha vy-
znamnych iranskych i mezinarodnich gra-
fickych instituci (napt. Tehran International
Poster Biennial, Iranian Graphic Design
Society, Alliance Graphique Internationa-
le) a drzitelem fady ocenéni za grafickou
tvorbu (v roce 2004 dostal cenu Icogrady
za celozivotni pfinos grafickému designu).
Uz od roku 1969 byl Momayez také ob-
libenym pedagogem fakulty vytvarnych
umeni Teheranské univerzity.

iransky grafik Majid Abbasi mi v dervenci
napsal, ze do Teheranu kone¢né dorazilo
patnacté Cislo Typa vénované perskému
designu, které urcité udéla vazné nemoc-
nému Mortezovi radost. V poslednim cis-
le Neshanu, které nam do redakce prislo,
byl opravdu vlozen osobni dopis od pana
Momayeze s pochvalou. To uz se nam
bohuzel stavat nebude. ik

- www.graphiciran.com

- www.neshanmagazine.com

- www.tehran-poster-biennial.com

Photo: Amirali Ghasemi

% 0BITUARY Morteza Momayez, founder
of modern Iranian design, teacher and
editor-in-chief of the graphic magazine
Neshan, born 1936, died November 25,
2005. Mr. Moyez held a number of
important posts, being the president,
founder or member of numerous graphic
institutions, both Iranian and interna-
tional (e.g. Tehran International Poster
Biennial, Iranian Graphic Design Society,
Alliance Graphique Internationale); he
was awarded many graphic prizes, and
in 2004, he received the Icograda Life
Time Achievements Award. Besides that,
from1969 until his death, Momayez was
a popular teacher at the Faculty of Fine
Arts of Tehran University.

In July, I got a letter from the Iranian
graphic artist Majid Abbasi, saying that
the latest issue of Typo focused on
Persian design finally had made its way
to Tehran, which was definitely going to
please Morteza, who was already seri-
ously ill at that time—and the latest issue

s of Neshan, which we received a bit later,

e actually included a personal letter from
= = Mr. Momayez praising us. We are truly
e e sad this will not happen again. ik

corporate identity set

% WORK! Kdyz jsem jel pred nékolika lety autem do Pardubic s docentem Rostislavem
Varikem, vedoucim Ateliéru grafického designu a vizualini komunikace na prazské VSUP,
vypraveél mi mimo jiné o svych pranich. Utkvéla mi v paméti dvé. Moc si pral, aby se

jeho studenti podivali do Japonska. A také projevil nadéji, Ze se mu jednou podafi po-
moct na svét knize, ktera by mapovala tvirci déni v jeho ateliéru. Rok 2005 se evidentné
Varikovi vydaifil. V fijnu stravily dvé desitky studentl par tydnd v Japonsku a 22. listopadu
byla v prazském knihkupectvi Fraktaly pfedstavena kniha Work!

Rovnou na zagéatku prozradim, Ze kniha je po véech strankach velmi povedenda. Padne
do ruky, je to takovy mily Spali¢ek ideélnich rozmérd s Zlutou obalkou, na dotek prijem-
nou. Uvodni strany patfi &tivé eseji Alana Zaruby, po ni nasleduji coby tematické kapitoly
studentské prace. Kazdy ukol, ktery Varkovi studenti pinili, je dokumentovan nékolika re-
produkcemi. Kromé ateliérovych cvieni jsou v knize také ukazky realizovanych zakazek,
za véechny jmenuiji alespor corporate design pro Méstskou knihovnu v Praze, Univerzitu
Pardubice a Stfedocesky kraj. Zaroven jsou otistény i prace, které nebyly vybrany, coz
umoznuje zajimava srovnavani. Ukazky jsou reprodukovany bud' v podobé fotografii, ne-
bo origindlnich dat. V zavéru knihy jsou zatim posledni diplomové prace studentl ateliéru
Maria Corradiniho a Libora Kle¢ka a také veselé ¢ernobilé fotografie z kazdodenniho zi-
vota ateliéru. Z typografického pohledu na mé kniha plsobi pratelsky, pochvalu si za-
slouzi i tisk. O néco horsi je to s vazbou, obavam se, Ze se obalka pfi Castém listovani pu-
blikaci polame. Jen je velka Skoda, Ze se zapomnélo na korektury: Skolacké hrubky délaji
knize ostudu - stejné se bude vic prohlizet nez Cist, fekli si zfejmé autofi...

Kniha je skvélym dokumentem o tvofivosti studentt a pedagogickych schopnostech
Rostislava Vanka. Nezbyva nez doufat, ze si odvazny a netypicky pfistup k feseni kol
uchovaji v praxi alespon néektefi studenti a z&efi tak pomérné poklidné vody ¢eského gra-
fického designu. ffb]

Publikaci Work! vydalo nakladatelstvi Fraktaly. Format 140x220 mm, 400 barevnych
stran, brozovana vazba, cena 900 K¢&.

% WORK! A few years ago, | was driving a car to Pardubice with Rostislav Vanék, head
of the Studio of Graphic Design and Visual Communication of the Academy of Arts,
Architecture and Design in Prague; among others, he told me about his wishes. Two

of them remained in my memory. He really wished for his students to visit Japan. And
he also expressed his hope that one day, he will be able to produce a book mapping
creative action taking place in his studio. Well, the year 2005 was obviously successful
for Vanék. In October, twenty of his students spent a couple of weeks in Japan, and on
November 22, a book called Work! was launched in the Prague bookstore Fraktaly.

It has to be said right in the beginning that the book is well executed in every respect.

A pleasant volume of an ideal size in a yellow cover, it fits well in your hand and feels
nice to touch. Its first pages offer a lively essay by Alan Zaruba, followed by students’
works, organized into chapters according to various topics. Each task Vanék’s students
were given is documented here by several reproductions. Besides studio exercises, the
book features samples of the realized jobs—e. g. corporate design for Prague Municipal
Library, the University of Pardubice or Central Bohemia Regional Council. Moreover,
the book presents works that were not chosen in the contests, which makes for an
interesting comparison. The samples are either reproduced as photographs or original
data. In the final part of the book, one can find diploma theses of the students Mario
Corradini and Libor Klec¢ek, plus cheerful pictures from the studio’s everyday life. From
the typographical point of view, the book seems quite friendly; its print quality is also
more than praiseworthy. The same, however, cannot be said about its binding: | am
afraid that with frequent leafing in its pages, the book cover will break. One can only
regret that the book lacks editing work: grammar mistakes undoubtedly disgrace the
book—it seems the authors thought the readers were going to look at the pictures more
frequently than read the whole book...

The book is an excellent document of both the creativity of his students and pedagogical
skills of Rostislav Vanék. One can only hope that at least some of the students will keep
their brave and unconventional attitudes in their future careers, thus disturbing the quite
waters of Czech graphic design. [b]

Work! was published by Fraktaly Publishers; Format 140x220 mm;

400 color pages; paperback; price: 900 CZK.

- www.fraktaly.cz

3¢ CORPORATE IDENTITY SET Kvalitni eské literatury o corporate identity je zoufale malo. Nejnovéjsim pokusem priblizit toto téma
Ceskému ¢tenari je Corporate Identity Set editord Michala Kotyzy a Ondfeje Kafky. Hlavni soucéasti sympatické plastové krabicky je
B4strankova barevna knizka v krouzkove vazbé. P¥i jejim ¢teni mé bohuzel neustéle provazel dojem, Ze se autofi nedokazali dohodnout,

komu je bali¢ek urcen. Jestli spiSe tém, ktefi o Cl rozhoduji, nebo tém, ktefi ji vytvareji; jestli laikiim, nebo odbornikdim.

Za nejlépe zpracované a pro designéry nejuzitec¢néjsi povazuji ¢asti venované praktickym otédzkam corporate designu, tedy tvorbé gra-
fického manudlu. Ty jsou napsany stru¢né, vystizné a srozumitelné a obsahuji skute¢né mnoho cennych informaci. Autofi se podélili

o fadu postiehll a doporuceni, které ziskali mnohaletou praxi v oboru. Naopak nejslabsim mistem jsou teoretické kapitoly. Ty jsou psé-
ny nesrozumitelnou, raédoby odbornou ,reklamstinou*, jez ma zakryt ponékud mdly obsah (jesté Ze autofi doplnili knizku slovnickem!).
Jen namatkou: ,Filozofie, aby mohla pinit svou funkci, musi byt zaméstnanci akceptované a oni se s ni musi ztotoznit. Nejlepsi cestou,
jak toho dosahnout, je umoznit, nejlépe véem zaméstnanctim, podilet se na jeji definici.“ Skoda, Ze na to nepfili uz antisti filozofové.
Mohli zalozit filozoficka ,eserécka“ a akciovky a definici filozofie svéfit svym zaméstnanclm. Misto toho, chudéci, nad smyslem Zivota
a vznikem véehomira premysleli sami. Moderni firma jiz ziejmé nemUze mit strategii, ale musi se po hlavé vrhnout rovnou do filozofie.
Pres nemalé vyhrady k této publikaci si myslim, Ze je to velmi uzite€ny pomocnik pro vSechny, kdo se corporate designem zabyvaji.
Hodnotu zvysuje i velké mnozstvi komentovanych ukéazek a pfilozené CD s grafickymi manudly a prezentacemi vice nez dvacitky ces-
kych grafickych studii. Kdyz nic jiného, je inspirativni a obohacujici podivat se na praci ostatnich. ffb]

Corporate Identity Set zahrnuje knihu, pét ukazkovych vzornikd félii firmy 3M, Gtyfi blocky Post-it a dvé CD.

Publikaci vydal Kafka Design, cena je 599 K&, pro predplatitele asopisu Font 499 K&. - www.kafka.cz/font/ci-set.html

BLACK
LABEL

Tato publikace je vytiSténa na papiru Black Label Mat 250 g/m? (obalka) a 150 g/m? (vnitini listy).
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ANTALIS s.r. 0., Office Park Nové Butovice, Bucharova 1314/8, 158 00 Praha 5
tel.: +420 233 113 211, fax: +420 233 113 223, e-mail: antalis@antalis.cz, www.antalis.cz




TYPO Berlin 2006
11th International Design Conference
18.t020. May

Register now to secure a discount!

Friedrich Schiller was always keen to underscore the
importance of play. In his “Aesthetic Education” he wrote:
“Man is only really a man when he plays.”

Play offers a great opportunity for breaking old moulds
and creating something new. Creative companies
recognize the merits of combining ratio with emotion.
No-one knows that better than design and advertising
professionals. TYPO 2006 will explore and confirm the
merits of play.

Three days of presentations, discussions, workshops,
playgrounds, colleagues and friends. With surprises,
as usual, but still at the usual prices.

CONFERENCE TICKET PRICE Professionals Students
registration by 28.2.2006 495,— 245,—
thereafter 595,

All prices are in euros and inclusive of VAT.

First Speakers:
Donald Beekman
Eboy

Johannes Erler
Daniel Gjpde

Ralf Grauel

Fons Hickmann
Karlssonwilker Inc.
Chip Kidd
Claudius Lazzeroni
LettError

Ralf Lobeck

Ellen Lupton
Mathias Mertens
Tim Pritlove
Clemens Schedler
Piet Schreuders
Erik Spiekermann
Katja Thoring
Andreas Trogisch
Underware

Sven Voelker
Simon Waterfall
team basics_09
And more to come!

Facilitators:
Albert Dommer
Heide Hackenberg
Alessio Leonardi
Simone Wolf

Wittypoberlin.de
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l Sketches for Bell Centennial, commissioned by AT&T for the U.S. Telephone directories, 1978.
Skici k pismu Bell Centennial pro americké telefonni seznamy, zadavatel AT&T, 1978

+ Jubilee for Matthew Carter/ jubileum Matthewa Cartera + Interview with Matthew Carter« véechno je mozné/ Everything is possible [RULILGEATE]:





