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ost people generally consider
shelter the second most important
ingredient for human survival. "B,"
the second letter in our alphabet,
evolved from the ancient Egyptian
hieroglyph attributed to shelter.
Although the designs are somewhat
different, there is a recognizable
correlation between this Egyptian
hieroglyph and the second letter of
the Phoenician alphabet, which
evolved from it, and which also
meant "house." The Phoenicians
called this letter beth, their word for
"house." The name is also carried
over into various names and places
in the Bible: Bethel (house of God)
and Bethlehem (house of bread).
The Phoenicians were tradThe width of the capital "B"

z
ers, the foremost merchants of the
Mediterranean in the ninth century
B.C. They developed their alphabet
for business purposes, and through
the course of their travels spread it
throughout most of the ancient
western world.
Beth was one of the 19 characters acquired from the Phoenician
traders and became the basis of the
Greek alphabet. In the process, they
changed the name slightly from
beth to beta; and in doing so, provided us with the second part of the
two-letter name that makes up the
word alphabet.

should be about half, or a little
more, of the character height.
The bottom bowl should be

While the name change was
minor, the eventual Greek beta
looks quite different from the Phoenician beth. This change gradually
took place over many years. First,
the character was inverted so that
the triangle was at the base.
Then, through continual
use, and perhaps because symmetry was so important to the Greeks,
a second triangle was added and
the two triangles ended up on the
right side of the character.
The Greek beta further
evolved in the hands of the Romans.
They changed its name to Bay, and
more important, formalized the
curved strokes.
The Romans were some of
the first calligraphers in the western
world. They brought flowing lines
and graceful curves to our alphabet. It was art born of technology.
The early Greeks drew their letters
by scratching through a soft wax
coating applied to a wooden board;
this forced them to work primarily in
short, straight lines. By the time the
Romans inherited the precursor to
our present alphabet, letters were
drawn using flat pens and brushes

slightly larger than the top.
Optically, this gives the characters a feeling of balance and
stability. For the same reason,
the middle hairline should be
slightly heavier than the top,
the bottom hairlinejust a

B

little heavier than the middle,
ITC Berkeley Oldstyle' Medium

ITC Bookman' Light

B

Normally, the two bowls
arejoined by a hairline which
appears parallel to the baseline and joins the main vertical
stroke. There are some type-

on a smooth writing surface; the
result was the naturally-proportioned letters we are now familiar
with. It has been shown that even
the inscriptions on their great monuments were first painted on with a
flat brush, or similar tool, before
they were carved. These letterforms
were so proportionally beautiful,
and at the same time legible, that
they serve as a guide to type
designers even today.
From the square "house':
the "B" grew into one of the most
beautiful letters of our alphabet.

faces, however, in which the
hairlines do not quite meet
the verticals, or they continue
the curve of the bottom bowl,
joining the vertical stroke higher
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than the optical mid-point.
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ITC Benguiat Gothic' Medium

In a Roman typeface (a
design with serifs, generally
based on classic Roman design
traits) the thickest part of the
bowl is slightly above the center
of each curve.

HEADLINE: ITC GALLIARD BOLD ITALIC WITH ROMAN

TEXT: ITC PANACHE BOOK, BLACK ITALIC

BYLINE: BLACK

CAPTIONS: ITC FRANKLIN GOTHIC BOOK

- Allan Haley
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Collage illustration for
"How the Whale Got It's Throat"
from Kipling's Just So Stories.

"The Inventor."
Collage of a man a bit ahead of his time.

You don't have to ponder these
drawings too long ro see there's a
blithe spirit on the loose here. Ellyn
Siegel is an artist who speaks in three
different voices: in brilliant-colored
fey, fantasy drawings, in sophisticated
pen-and-ink line and in folksy collage
paintings. She is a young illustrator,
anxious to expand her horizons in all
directions, but she turned her back
on the big cities that nurture those
industries and settled in a small town
in the midst of a vineyard. There,
between commissions, she tends her
orange tree and artichokes and feels
she's "come home ro stay"
To better understand the Muses that
guide her we thought it best to ler
her tell her srory in her own words:

The Lion:' Ink and watercolor
illustration for a story about a lion.

Ellyn Siegel
"Uncle Benny." Collage and drawing
for a short story published in
Northeast Magazine 1982.
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Of Art and Artichokes
Portrait of an artist by herself
"The Lion Lying Down With the Lamb7
Inkand water color.

"As long as I can remember,
people have called me a daydreamer. I was always the kid in
school who got caught staring
out the window or drawing in
class when I should have been
paying attention. Hackneyed as
it sounds, I really have always
wanted to be an artist. Even
as a little kid, I was getting into
trouble for not coloring inside
the lines.
"When I was in Junior High
School, I went out with a boy
whose father was a very wellknown illustrator. They lived in
this beautiful house in the country, and his father had a whole
separate building for a studio.
He stayed at home and painted
most of the time except for occasional trips into New York City, in
his late model BMW, to deliver
his illustrations. Being the impressionable youth that I was, I remember clearly thinking, Oh boy! That
is the life for me!
"I got my first real illustration
assignment while I was still
in art school (Pratt Institute,
Brooklyn, New York). It was an
assignment to do a 4-color illustration for an article on 'How
to travel with your pet.' (Not
exactly the esoteric, cover-ofTime-magazine-job we were
practicing for in art school, but
it was for a national consumer
magazine and they were even
going to pay me!) I was thrilled
to say the least.

"Levitation7 A pen-and-ink drawing
used in a promotional piece for herself.

"I have had manyjobs since that
first piece appeared, but I still
feel the same excitement today
when I see my work in print. I
feel incredibly lucky to be able to
make a living doing something
I enjoy.

"The Board Room!'
Black and white pen-and-ink drawing.

6
"When I first got out of art school,
I used to lug around a huge portfolio crammed full of every drawing and painting I ever did. Gradually my work evolved into three
separate illustration styles. I
figured if an art director said,
`Well this work is really very nice,
but we really don't use much
black and white art,' I couldjust
whip out one of my other portfolios, act kind of surprised and
say, 'Well, golly, look here, a
whole 'nother portfoliojust
chock-full of 4-color illustrations.
Imagine that!'

"I have been very fortunate to have gotten work in all three
styles. For me, everything I can get my hands on is just
another tool that can potentially solve a particular design
or illustration problem: 7
"You hear a lot about illustrators
working towards the time when
they can get out of the business
to do more 'personal art,' but for
me the two worlds really blend
together. Once I even did a collage-painting for a lady who had
just redecorated her house and
wanted something to match her
couch andjust sort of 'pull the
room together.' She sent me fabric swatches and everything. A
lot of artists would turn up their
noses at ajob like that, but aside
from the general color scheme,
I really had total freedom to
do whatever I wanted. She was
happy with the finished painting, and so was I. There's always
going to be an ultimate consumer,
whether it's an art director, a
collector of fine art, orjust some
lady who wants a painting to
match her throw pillows.
"After one particular bone-chilling
winter living in Brewster, New
York, I decided that if I was to be
a struggling artist, I might as
well do it someplace where
I would at least be warm. So
I packed up everything and
moved to California. Almost
everyone who knew me said,
`What? You'rejust going to up
and move clear across the country? You have nojob. You don't
know any people there!' I guess
I didn't want to end up one of
those people who always took
the safe path and wound up
wondering, 'What if...?'

Illustration for
"The Gentle Giant;'
an original story by the artist.

Collage inspired by the song "The Blue Room7

7
"Not to sugar-coat things (there
have been some real lean times
for me out here), but it feels
like things are starting to fall
into place. I live about 40 minutes north of San Francisco, in
the heart of wine country, in a
little house surrounded by vineyards. Although I had never
been here before, when I saw
this area, I felt that I was finally
coming home to stay. I am, of
course, your typical transplanted
Easterner; the first thing I did
when I found a place to live was
to rush out and buy an orange
tree. And this year, I'm trying to
grow artichokes in my garden.
"I guess I really believe that you
can make your dreams come
true if you're willing to work
your buns off and not lose sight
of the path you've chosen. Or as
my grandfather used to tell me,
`Just follow your heart and you
can't go wrong: " Ellyn Siegel

"Farm Boy." Ink and watercolor.

jrd, ke-c-14c-

(

Ellyn Siegel graduated from Pratt
Institute with a BFA in Communications Design and Illustration. She is a
member of the Graphic Artists Guild
and Artists in Print Her work has
appeared in the Society of Illustrators
Annual (24), Print Magazine and
Print's Regional Design Annual,1984,
1985. Among her clients are CibaGeigy Pharmaceuticals, Parents Magazine, Aetna Life & Casualty The
Hartford Courant—NortheastMagazine, Harcourt, Brace, Jovanovich,
Sunrise Publications, Houghton-Mifflin
and Columbia University.

"Different Kinds of Blues:'
Black and white pen-and-ink drawing.
HEADLINE ITC BARCELONA BOOK

TEXT I BYLINE, ITC SERIF GOTHIC LIGHT, ITC BARCELONA BOOK ITALIC

Marion Muller
CAPTIONS. ITC BARCELONA BOLD
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and all of Central Park...

a portion of Paris

including Notre Dame and the Eiffel Tower...

One or more of these prized parcels ofreal estate can be yours
for as little as $195. Best of all,
you can enjoy them in the peace
and quiet and comfort of jour
living room or office.
San Francisco from Coit Tower
to the Golden Gate Bridge.
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What you see here are small scale bird's-eye view
sculptures of renowned cityscapes. They were conceived
and executed by two young Italian artists, John Dell'Orto
and Paolo Costa. The young men met as students at
the Academia del Brera, in Milan, and upon graduation
opened their own studio, offering services in graphic
design and photography. When Costa went on to study
architecture, he brought another dimension to the studio's
by Marion Muller
work. The fusion of all their talents gave birth to the conPhotographed by VanBlerck Photography
cept of city sculptures, which has been so successful that
their studio, Fabbrico Di Dedalo, is now almost totally
given over to their "real estate" and related projects.
As is often the case, the concept came easier than the
craftsmanship, and it took a good deal of new experimentation to arrive at their modus operandi. For each new
city, the artists start with a set of aerial photographs from
which they select the most satisfying site. They look for
identifiable landmarks, provocative street patterns, contrasts of massed buildings and open spaces, and all such
esthetic details that make for sculptural surprises. Once
the site is selected, they make a three-dimensional model
based on the aerial photo. Although they aim for verisimilitude, in truth they frequently take liberties—lop a few
stories off a building here, add a clump of trees there—for
the sake of esthetics and practicality. Finally a master cast
is made for producing the replicas.
After numerous trial runs they found that gesso
combined with acrylic resin was the perfect medium for
their reproductions. It is durable, non porous and takes
up color in muted pastel tones that provide the perfect
atmospheric effect. Best of all, it is cheap, lightweight, and
can be finished in a variety of textures.
As if the charm of the miniatures were not enough,
the artists invested the sculptures with another beguiling
feature: each cityscape is cast in a number of free-form
sections so that it can be disassembled and reassembled
like a jigsaw puzzle. In a final benevolent touch, and at the
request of a number of patrons, they have added a removable Plexiglas cover for each piece of sculpture so that
their cities exist in dust-free unpolluted splendor.
The response to these sophisticated, playful works
of art has been stunning. They are being gobbled up by
people who are sentimental about their home towns, foreign cities they have visited, and those bathed in literary
and romantic associations.
Recently, Dell'Orto and Costa have expanded their
horizons to include squares and piazzas of universal fame.
Information about City Sculpture Puzzles and related
works of Dell'Orto and Costa is available from C.R Fine
Arts, Ltd., 249 A Street, Studio 35, Boston, MA 02210.
HEADLINE: ITC FRANKLIN GOTHIC HEAVY

SUBHEADS. ITC VELJOVIC BOLD

TEXT/ CREDITS: MEDIUM ITALIC
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TYPE & SIGNAGE

Mee t the
As is its paradoxical nature, the sign industry, in the
peak of health these days, nonetheless suffers from an
identity crisis. Over the course of time, three distinct
personalities have emerged. There's the custom electric
industry—a group of 3,000 to 4,000 shops which
design, manufacture and install about $3 billion worth of
internally illuminated signs per year. Then there's the
out-of-home industry, which is comprised primarily of
billboard and transit advertising companies. These firms
don't sell signs per se; they sell advertising—approximately $2 billion annually—or a one to two percent
sliver of the total media advertising pie.
The third major group, called for no particularly
good reason the "commercial sign industry," is made up
of the vast majority of small signshops across the U.S.
and Canada. These are the signpainters, the woodcarvers, the pinstripers, the gilders, the calligraphers, et al. In
terms of numbers, this is the largest segment of the sign
industry—about 30,000 shops, according to estimates.
Of course, no one knows for certain because the commercial sign industry is made up not only of a fair number of
perfectly reliable and established enterprises, but also
includes a number of people who work out of garages, or
who hold other full-time jobs, or who don't advertise in
the yellow pages, or who make more moves than Mayflower. At present, no reliable demographic information
exists which truly keeps track of this segment of the
industry (nor defines exactly who belongs to it).
Unlike the custom electric shops or the outdoor
advertising industry, the commercial sign industry has
no trade association, no paid president, no paid membership dues, no marketing organization, and no lobbying
representation in Washington watchdogging its interests.
Nevertheless, no taxation does not necessarily mean no
representation...

During one Letterhead meeting, Mike Sargent sat down and carved himself
an identity.

Rick Glawson, Fine Gold Lettering, Harbor City, California, designed and gilded this intricate A.

eiterheacis
unearthed a wealth of all-but-forgotten
information. Lost techniques were
revived; past masters of the trade were
revered. Old sign books became bibles
and the men who wrote them—heroes
of today.
There was no want of reading material:
Frank Atkinson's Sign Painting Up to Now
(published then in 1909), Charles Strong's
Book of Designs (a 1910 compendium of Art
Nouveau illustrations), Henderson's Sign
Painters (featuring Denver's own John
Ohnimus in 1906), J. N. Halsted's Modern
Ornament and Design (circa 1927), and
many more.*
The sign painters of that era were, in a
very real sense, the graphic designers of
today. They were not viewed as they
sometimes are in the '80s: as "fabricators:. or "manufacturers:' or that most
servile of all descriptions, "vendors." No.
The sign painters then were designers—
and respected as such. After all, it was
often the sign painters who were called in
to design the earliest advertising broadsides. And much of the graphic design's
roots can be traced back to the legacy left
by the turn-of-the-century sign painter.
The Letterheads could see this clearly.
From the beginning, they recognized the
need to see the present through the eyes
of the past. So they studied the classics,
and their knowledge grew.
If truth be told, this was probably
the Original Letterheads' golden age
(although, like most golden ages, no one
knew it at the time). It was not to last.
Jeff Cahill, from Colorado Springs, designed and fabricated this in-house project which required approximately 90 hours to complete.
The creative atmosphere eventually was
disturbed by clashes of opinion, differences in personalities. The upshot?
funding from product manufacturers,
By Bill Dorsey
the informal meeting of eight young sign- People went separate ways.
without an official membership roster,
shop apprentices in Denver resulted in a
For a while, it appeared the Letterheads
Managing Editor
without even any compelling economic
formal name. After much deliberation
were about to become little more than a
Signs of the Times magazine
reason to exist, the Letterheads have
and even more green chili and beer at
historical footnote. Then, a funny thing
truly succeeded—without really trying.
Rick Flores' Rustic Sign Studio in Denver,
happened. The Letterheads were given a
Perhaps that's because the Letterheads
Designed by Magno Relojo, Jr.
someone (no one knows exactly who)
larger forum in which to display their
are
not
really
a
physical
entity,
so
much
as
came
up with the name that stuck.
work. When Signs of the Times sponsored
Art Director
they are the embodiment of an idea, a
As the legend goes (and grows) those
what has become an annual design conSigns of the Times magazine
movement. And as any good "brother or
first few monthly meetings were intimate, test, the Letterheads now had an internasister of the brush" knows, an idea can
creative and intense. The emphasis was
tional audience for their designs (which
survive without funding.
on learning for learning's sake. Egos were
had, by then become too good not to
From one perspective (let's call it "the
checked at the door. One-upmanship
notice). During the late '70s and into the
MEET THE LETTERHEADS—a delightbig picture"), the Letterheads have existed was considered bad form. Fora few bright early '80s, the Letterheads didn't just
fully eclectic, completely unofficial,
ever since Cro-Sign Man first picked up a
and shining moments each month, the
enter ST's design contests; they domiremarkably efficient, non-profit, "nonbrush. Just as there has always been a
idea was to improve one's craft while
nated them. And when it came time for us
organization" of craftsmen who occupy
somewhat petty faction of painters who
enjoying one's company, to experiment
to
credit the winners, their entry blanks
a peculiar place within the sometimes
squirreled away trade secrets, there has
and experience.
always
include the enigmatic footnotes:
maligned, often misunderstood sign
also always been a fraternity of signThe idea worked. Digging back into the Mark Oatis—a member of the Letterheads.
industry. Needless to say, here's a group
painters who loved to talk shop and share dusty stacks of libraries and even dustier
Noel Weber—a member of the Letterheads.
which defies too-easy labeling. Without
techniques. Barely a decade ago, however, signshop bookshelves, the Letterheads
Rick Flores—a member of the Letterheads.
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Curiouser and curiouser. Inquiring minds
wanted to know: Who are these guys?
And what's a Letterhead?
An interview here begot a magazine
article there. Soon, the Letterheads
became favorite sons to the family of
talent which collectively makes up the
commercial sign industry. A new generation of craftsmen—many of whom had
never even met the Original Eight—
adopted the Letterhead name and its
irreverent motto: I.O.A.F. S. (which stands
for "It's Only A sign;" the "F" means
irreverent).
Of its own vitality the movement
gained momentum. Unsponsored but
completely accepted Letterhead chapters entered the fold. Gatherings
occurred in all sorts of shapes, sizes and
denominations. There were national
meetings, regional meetings, local meetings. Typically each came complete with
its own name: the "Denver Exchange:"
"A Happening Fandango:" "Sign Mania:"
and the best ever—"The Santa Cruz AntiStagnation Rally"
Personal participation was the order
of the day. Attendees were asked (but not
expected) to bring both a project (using
an adopted theme as the subject) and a
portfolio of their work (which was displayed for all to appreciate). Each meeting also had its own graphic identity,
which took literal form on T-shirts, buttons, bumper stickers and assorted para- A core group of Letterheads collaborated on this project: lay Cooke, Paul White, Jim Pritchard, Mark Oatis and Al Zanetti. (Photographed from below.)
phernalia. Indeed, almost everything at
these meetings was fair game for the
Butch Anton, a.k.a. the Superfrog,
Some were rather exclusive—"by invitawas its own canvas. In such a context, it
Letterheads' peculiar brand of graffiti—
attempts
to link his vocation and avocation
only"
Others
attempted
to
attract
the
was perfectly acceptable when a piece of
whether it was painted, airbrushed,
tion,
i.e.,
signpainting and scuba-diving.
Common
Man
by
catering
to
the
lowest
yesterday's trashy pizza was outlined in
gilded, routed, sandblasted, carved, pinOn "Bad Medicine Lake, MN, Dead of
common
denominator.
A
meeting
in
today's
treasured
goldleaf
script.
"Less
is
striped, screened or tattooed. In Denver,
Winter," the Superfrog staged his own
Dallas included this entertainment: a
more" is not this group's favorite saying.
at the '85 National Meeting, several HoliWinterfest. Scheduled events included
late
night
sojourn
to
Billy
Bob's
(adverOf course, these meetings were not all
day Inn top-floor windows were trimmed
an underwater color demonstration, ice
tised
as
the
world's
largest
bar)
and
a
trip
just for the spray-painting of America.
in pastel colors (water-based for the
blasting, cold leafing, ice chipping...well,
the
following
night.
down
strip
joint
row
They
had
their
serious
moments
too—
maids' sake). One money-conscious
you get the idea.
meeting,
In
Chicago,
a
"for
women
only"
formal schedules of workshops and
group of signpainters bargained with a
Anton is but one supporting player in
sponsored
by
a
self-proclaimed
group
of
demonstrations, presented by fellow
taxi driver; they'd pinstripe his cab in
a cast of Letterheads who work hard, and
"Sign
Hags:'
was
subsequently
crashed
by
Letterheads
for
the
benefit
of
all.
Old
exchange for a ride from the airport.
at the same time, hardly work at all. For
a bearded man in drag. In reaction to
techniques such as glue chipping and
Sometimes, such graphic contributions
them,
it's fun. Things are not taken too
these
shenanigans,
a
Kansas
City
group
"marbleizing" on glass were taught. The
were anonymously donated at "grave"
seriously.
Alton Gillespie, for example,
held
a
utilitarian
"no-frills"
meet,
which
personal risk. Reportedly, an over-zealous meetings also presented a forum for
can
play
a
fair rendition of the "Yellow
meant no fees, no T-shirts, no food and
some "old walldogs" to show off timesignpainter was almost caught commitRose
of
Texas"
on his airbrush. Bruce
no
convention
high-jinks.
honored tricks. For instance, someone
ting a federal offense. No—he didn't
Suba,
a
self-professed
"mad scientist:'
The
Letterheads
have
arrived.
They
are
might load up a brush with paint, place it
tamper with the mail; he tampered with
replaced the spark plug wires on his Ford
now
established
enough
to
parody
themon
a
piece
of
glass,
let
it
go
and
wait
for
the mailbox. As a result, a picture postT-Bucket with alternate blue and purple
gravity to take effect. Gradually, the brush selves. So what if one group of signcard scene of a setting sun now fittingly
neon tubes. After months of experimenpainters,
in
a
not-so-veiled
reference
to
would slide its way down the glass leavadorns the mailbox at Skyvue Drive-In in
tation
and some assistance from profestheir
rather
unsettled
personal
lives,
kiding a perfect stripe behind. The Dead
Santa Cruz.
sor Larry Albright (of the wonderfully
dingly
refers
to
themselves
as
members
Man's
Brush
was
brought
back
to
life.
Nothing escaped "The Mark of the
named "Institute of Eternal Light"),
of Paintin' Place? Put - ons are proper.
The Letterhead meetings had become
Letterheads': From walls to windows,
Suba had contrived for himself a hot rod
They're
accepted.
events—each with its own personality.
wagons to wheelbarrows, every surface

Gary Volkman provided the intricate gilding for Signs of the Times cover in October, 1984. ST's art
director, Magno Relojo, 1r, has since redesigned the magazine starting with a new logo.

Sign design by Carl Rohrs, Santa Cruz, California

Mike Jackson, Jackson Signs, Jackson Hole, Wyoming, demonstrates types of styles
and backgrounds at his in-shop"R-Wall."

that glowed gloriously in the dark.
Suba's creation stirred publicity outside the industry, as have several of the
Letterheads who have carved out reputations beyond the bounds of their trade.
In his acclaimed "On the Road" series,
for example, Charles Kuralt interviewed
one of the most legendary Letterheads,
Steven Parrish. Up until he died not long
ago, Parrish traveled the Midwest doing
one thing but doing it right: He gilded
bank windows. Why only banks? "Because
that's where the money is." Sadly Parrish
died with only a little bit of it. A memorial
fund has been established to help out his
widow.
His memory survives. Several years
ago, some Letterheads were surprised
but delighted when Parrish showed up
unannounced at a local meeting in Boise,
ID-1,293 miles from his home in Aurora,
NE. "I had a job to do in Wyoming' said
Parish, "so I thought I'd swing up to Idaho
and see what you guys were up tot'
HEADLINE/ CREDITS: ITC NOVARESE MEDIUM ITALIC
CAPTIONS: BOOK ITALIC

What the Letterheads "were up to" was
as serious as any other business which
happens to be your livelihood and reason
for being. If a laborer works with his
hands, a craftsman with his hands and
mind, then a true Letterhead is closer
to the artist: he works with his hands,
mind, heart and soul. And like the artist,
personal deportment is not reality. The
quality of one's work is. That is what is
respected. For a good Letterhead, it's
more than just a job—it's a way of life.
And who you are is inseparably tied to
what you do.
At present, any Letterhead worth his
mahl stick is expected to have at least
gleaned a small library of these out-ofdate, sometimes out-of-print sign books.
The most popular of these books (Atkinson, Strong, Halstead, Martin) have been
reprinted in a sign classics series published by Signs of the Times, 407 Gilbert
Avenue, Cincinnati, OH 45202.

TEXT: MEDIUM ITALIC,BOOK WITH BOOK ITALIC, MEDIUM WITH MEDIUM ITALIC

To understand Signs of the Times is to understand its place in a historical
context. When the magazine began, way back in May, nineteen-aughtsix, there was no radio, no TV and only 150 miles of paved roads in the
entire country. Signs, along with the print medium, were the two primary forms of advertising in which entrepreneurs ( in an age of entrepreneurs) could get their messages across.
No wonder, in those early days, advertisers went to great lengths
finding ways and means to utilize this country's most exciting new
discovery: the incandescent bulb. For the sign industry, light bulbs
made possible the first form of around-the-clock identification. And
the magazine, as was the literary style of the day, waxed poetically
about the possibilities: "Man is by predilection and hereditary right a
nocturnal animal. The labor he performs under the sun ceases with its
setting. Then he abandons himself to the subtle influence of the night."
The electric sign, more specifically the huge spectaculars which
dominated the Great White Way in New York City, actually became a
part of Americana, landmarks for which cities became famous. Signs of
the Times, always championing the cause, predicted a bright future:
"Would you compare an electric sign with a magazine advertisement—
even the most subtle? As well compare the sun to a bottle of ink."
As the decades passed, Signs of the Times followed the dictates and
conventions of commercial art. By the mid '20s, neon made its colorful
appearance on the cityscape. The shadowless, fluid form of illumination worked well highlighting the Art Deco architectural detailing of
the '30s. World Warll interrupted the industry's (and the magazine's)
momentum, but, ironically, the technology arising from the war effort
spurred the development of the industry's modern-day staple: plastic. By the late '40s, and into the '50s and '60s, acrylic plastic became
the popular material of choice. Neon, once upon a time the star on
the horizon, slowly and inexorably lost its sheen. Especially during
the '70s, it became synonymous with all that was tacky and garish in
this world.
All that has changed in the age of Miami Vice: Today, neon once
again appeals to America's collective conscious.
Of course, in the '80s, just about everything's in fashion: Victorian
and Art Nouveau designs of 1900-1920 are accepted alongside Art
Deco of the '30s. So-called "rude graphics" of the '50s (now ballyhooed
by "commercial archeologists") have found a niche next to the hi-tech
look of Tomorrow. With each accepted style, there are specialists proficient at creating it. As the article on the Letterheads suggests, a passel
of industries has emerged to supply this demand for alternative forms
of signs, graphics and outdoor advertising.
Signs of the Times, meanwhile, profits from the diversity (as its 260
pages per month in 1987 attest). The growth of the magazine, meanwhile, has been paralleled by the growth in the company's book division as well as Signs of the Times' sister publications: Screen Printing, Site
and Visual Merchandising and Store Design
Changes in size and editorial direction not withstanding, Signs of
the Times has remained remarkably stable in its 80 years. Amazingly
enough, there have been only six editors in its history, including its
present-day director, Tod Swormstedt, the fourth generation of the
family-owned company which has always maintained its headquarters
offices in Cincinnati, OH.
For more information about the company or the magazine, contact
ST Publications/407 Gilbert Ave./Cincinnati, OH 45202; phone:
(513) 421-2050.
*VM&SD's roots, by the way, go deeper than even Signs of the Times. In
1897, VM&SD's direct ancestor, the Show Window, premiered. Editor
Frank Baum, however, was more famous for another literary endeavor:
he wrote The Wizard of Oz.
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Review
New typeface designs can't be just picked out of a hat.
They must be sought out, culled through, carefully
determined, and painstakingly developed. Not an easy
task. And, certainly not a task for a single individual.
At the very heart of ITC's reason for being is the commitment to releasing new typeface designs. From the
very beginning (when we released ITC Avant Garde
Gothic in 1970) ITC had delegated the authority of
choosing and developing new typeface designs to a
board of highly qualified typographic experts. In the
past the ITC Review Board was comprised of such
people as Herb Lubalin, Ed Benguiat, and Aaron
Burns.
Until now the Board worked in somewhat of a state of
anonymity. No one outside of ITC knew who was on
the Board; the workings of the Board were not published; meetings were not announced in U&lc. The
only thing made readily apparent was the eventual,
and final, judgment of the Board regarding which
typeface designs ITC would release. While at the time
anonymity seemed the appropriate attitude, we now
believe that people should know who sits on the ITC
Typeface Review Board, how the Board is organized,
how its meetings are structured, and the process we go
through to release a new typeface design.

Colin Brignall

Purpose oftheBoard

Simply, its the job of the Review Board to help ITC
choose and release the best possible typeface designs.
Unfortunately, the process is considerably more complicated than the directive. It involves meeting three or
four times a year, judging new submissions, discussing
proposed design concepts, reviewing continuing
work, and guiding development process of a design
solution.

Who's Who

Aaron Burns needs almost no introduction.

To accomplish this task we have assembled what we
believe to be a highly qualified and talented group of
Board members. We wanted to gather people from a
wide range of disciplines, different tastes, and diverse
range of experience. Our primary criterion was that
each member excel in his or her use and knowledge
of, and commitment to, type and typography. Only
future generations of type specifiers and typographers
will determine whether we made the correct choices.
In the meantime, we would like to introduce the
present Board to you.

He is Chairman and co-founder of the International Typeface Corporation. From 1970 to 1987,
he was ITC's President and Chief Executive
Officer. He is an Editorial Director of Upper &
Lower Case (U&lc) and is the author of the book,
Typography, published by Reinhold Publishing
Corporation.

ColinBr ignall is the Type Director for Esselte
Letraset in London. Prior to this appointment in
1980, he was a Senior Type Designer in the
Letraset Type Studio. Mr. Brignall has been
responsible for the creation of more than 100
typefaces, which, although initially released
for dry transfer lettering, now can be found
on virtually every form of type setting and imaging equipment.
Among his early works are Harlow, Aachen Bold,
Premier Shaded and Super Star.
More recently Mr. Brignall has entered the
demanding area of designing typefaces suitable
for both text and display applications and
includes the Italia, Romic, Corinthian and
Edwardian families among his accomplishments.

A graphic designer and typographic consultant
for over 40 years, the international typographic
industry has benefited from his unique ability,
creativity, wisdom, and dedication to improving
our craft.

Mr. Burns also founded the International Center
for the Typographic Arts (ICTA) and was its
Director from 1960-1965. In 1964 ICTA sponsored the first world typographic exhibition,
Typomundus 20, in Toronto, Canada.
An active member of the Art Directors Club of
New York; the Type Directors Club of New
York; Honorary Member of the Society of Typographic Designers of Canada; Compagnons de
Lurs, France; Mr. Burns is also a member of the
Board of Directors of l'Association Typographique Internationale (A.Typ.I), Paris, Geneva.
In 1983 he was elected to the Hall of Fame of the
Art Directors Club of New York. In 1985 he was
honored by A.Typ.I with his appointment as
lifetime Honorary Vice President, and presented
with The Type Directors Club of New York
Annual Gold Medal Award. He is a former member of the Board of Directors of the American
Institute of Graphic Arts.
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Board
Allan Haley is Chairman of the ITC Typeface
Review Board. In addition to this responsibility
he is Executive Vice President of ITC. Prior to
joining ITC in 1981 he was the Typographic
Consultant to Compugraphic Corporation. An
accomplished type designer, Allan has created
many popular faces. He is highly regarded as an
educator, and for his efforts to raise typographic
awareness in our industry.

Marjorie Spiegelman is the President and founder
of Spiegehnan Design Associates, a creative group
specializing in desktop publishing. Her studio
uses this new computer technology to help implement creative solutions to clients' design needs in
the areas of corporate identity, annual reports,
and book and magazine design. Marjorie's clients
range from Aldus Corporation and Apple Computer to Wells Fargo Bank and Zellerbach Paper
Company. PC World, Mac World, and Publish! are
also examples of her capabilities as a designer.

Allan sat on the Board of Directors of the
National Composition Association (NCA) for
five years, and was one of the principal founders
of the Friends of the National Printing Museum.
He is a member of the American Institute of
Graphic Arts, the Society of Typographic Arts,
and sits on the Board of the New York Type
Directors Club. Besides regularly contributing
articles to U&lc and many other typographic
communications publications, he is author of
the book, Phototypography.

In her role as an Advisor to the Board, Ms.
Spiegelman's unique blend of scientific as well as
artistic sensibilities (she holds a Bachelor of Science degree in Biochemistry from Harvard, as
well as a Master of Fine Arts from Yale) provides
ITC with special insight into the technical—and
esthetic aspects of letterform communication.

Allan Haley
Mike Parker is another who virtually needs no
introduction. He brings nearly 30 years of experience in typography to the ITC Typeface Review
Board. This includes 22 years as the head of the
Typographic Division of the Mergenthaler Linotype Company and six years as President and
Chairman of Bitstream Inc. Known throughout
the typographic industry, Mike has led the fight
for typeface protection and high technical standards in typography. He has lectured and written
extensively in this field.

Aaron Burns
Cynthia Hollandsworth is an Advisor to the Board.
It is her responsibility, along with three other
Advisors, to not only help determine which faces
ITC releases, but also to provide input regarding
the "hands-on design" and use of typefaces.
Ms. Hollandsworth is the President of
AlphaOmega Typography, Inc., a design studio
dedicated to typeface development. She is also the
Director of Typeface Development at High Technology Solutions, in Poughkeepsie, New York.
In addition, she holds the very demanding
responsibility of coordinating and directing the
efforts of the newly formed Typeface Design
Coalition. In this latter position she is working
tirelessly to obtain copyright protection for typefaces in the United States.

Erik Spiekermann is an accomplished type
designer, graphic designer and typographic consultant. A native German, he spent five years
working and lecturing in London. Now living
in West Berlin, he has a studio, MetaDesign,
which specializes in corporate design work, and
complex design systems. Mr. Spiekermann has
written numerous articles on type and typography,
and even what he calls a novel on type. The book,
Rhyme &Reason: A Typographical Novel, was originally
written in German, but has since been translated
into English.
In addition to his other accomplishments, Mr.
Spiekermann designs type. He has designed several text typefaces for Berthold AG in Berlin, and
others for private corporate accounts. He was
commissioned by the West German Post Office
to create a new alphabet design for their use.

Mr. Parker is currently President of The
Company, in Boston, Massachusetts. The
Company was established to provide consulting
and sales services to the typographic industry.
Its specialty is assistance to those involved
with imagesetting systems in evaluating their
markets, forming strategic relationships, and
taking advantage of newly created opportunities
in the world of digital imaging.
Jay Schechter is also an Advisor to the Board.
He is that rare combination of typographer,
designer and businessman. Mr. Schechter learned
his trade at Photo-Lettering, Inc., several other
prominent New York typesetting studios, and
his own design firm, Visual Identity. He is currently the Director of Typographic Design at
Characters, one of New York's most capable and
aggressive type houses.
Jay is also no stranger to the creative world
of typeface design. Twice he won the Visual
Graphics Corporation's competition for typeface design, and his Jay Gothic family, which
was for years a mainstay of display typography,
has recently been released for digital text and display typesetting equipment.

Cynthia Hollandsworth

16

Maxim Zhukov is alphabetically the last, but certainly not the least important contributor to the
Board. In his role as Advisor, he provides insight
into the use of type in the graphic and book arts
in addition to the particular needs of the international type market.
Mr. Zhukov was born in Moscow, and has spent
the majority of this professional life working
in the USSR. He is the recipient of numerous
awards and honors for his work as a freelance
graphic designer and art director. Mr. Zhukov
was Design Editor at Iskusstuo Art Publishers
and Art Director for Mir International Science
Publishers (both firms in Moscow). He is currently Chief of the Graphic Presentation Unit of
the United Nations Publishing Division in New
York. Mr. Zhukov has a particular interest in
typography, lettering, and typeface design. He
was Consultant for the Type Design Department
of the Moscow Printing Research Institute, and
has written extensively on typography, book, and
type design. In 1983 Mr. Zhukov's translation
into Russian of Emil Ruder's Typographic was
published with his commentaries.

ABCs ofAlphabet Design
Our first task was to build a strong and capable Review
Board; next (because even the best of boards cannot
operate in a vacuum) we needed to provide them with
clear-cut guidelines for selecting ITC typeface designs.
Recently, when we updated these guidelines, we also
took the opportunity to re-evaluate our policy toward
typeface designers. What follows, then, is the result of
our thinking.
Beauty is always first

Several qualities are looked for when the Board considers a new typeface. The first, and always the most
important, is "beauty." If the Review Board agrees on
the beauty of a typeface, they begin to judge the other
attributes of the design.

Marjorie Spiegelman

Unique, but not overpowering

The Board next judges the distinctiveness of the submitted typeface. Ideally, it should be sufficiently different from other typefaces that an unsophisticated
user would readily distinguish it from other designs.
This is a key to the marketability of a typeface. It must
look new, fresh and distinctive. Yet, another requirement is that the design not be so unique that its usability is impaired. There is a fine line between unique and
overpowering; a line to be approached but not
crossed.
Text applicability

While display typefaces are the spice of typographic
creativity, ITC does not encourage display-only
typeface submissions. Every ITC typeface must be
practical for a wide range of text as well as display
applications.
While the ITC Typographica Series (to be introduced
Summer 1988) allows more latitude for design distinction and is aimed at more display-oriented usage
than the more traditional ITC releases, even these
faces must have wide applicability in sizes above
14 point.
Family development

Mike Parker

ITC prefers to release typefaces as a family of three or
four weights of romans with corresponding italic
designs. We try to release families which have drawn
italics that are cursive designs, as opposed to those
that are merely slanted versions of the roman style.
Jay Schechter Expanded and condensed variants of the basic design
are normally not necessary due to the existence of
digital typesetters which can electronically modify
a design.
Originals

ITC looks for original typefaces. While in the future,
the design of additional typeface revivals for our
library may take a higher priority, the concentration
now is on new, and original typeface designs.

Step One... the process
A new typeface design should be submitted to the
Board in three or four weights of roman and corresponding italic designs. These should be presented by
showing the word "Hamburgerfonts" in initial cap
and lowercase in the four weights of roman and corresponding italic designs. In addition, the word "HAMBURGERFONTS" should also be rendered in all caps
of the lightest (usually Book) weight.
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The Review Board judges the design on the merits of
this presentation. While an explanation of the design
can be helpful in some cases, it is the "Hamburgerfonts" renderings which will determine the future of
the alphabet design at ITC.

No guaratsteed sales

ITC cannot guarantee that an accepted typeface will
succeed in the marketplace. The public determines
that, not ITC, and not ITC Subscriber Companies.
Some typefaces may take years to become fully appreciated by the public. Some typefaces may never be
popular.

Step Two
If the Review Board reaches a favorable decision at
this first step, ITC will request that the designer render
a full alphabet in the lightest weight of roman and its
italic. The necessary complement is approximately
120 characters which include caps, lowercase, figures,
punctuation marks and accents. Letters should be
drawn at least 2 1/2 inches on the cap height.
The designer is, of course, compensated for this effort.
ITC will pay $3,000 if the work is completed and
delivered within six months, and $5,000 if it is delivered within four months. At this stage no final decision has, as yet, been made regarding release of the
design; however, in order for payment to be made,
the designer must sign the ITC Designer Contract.
This establishes ITC's intentions and the designer's
responsibilities.
Text Test

The alphabet art is used to create a prototype font and
extensive text printouts for the Review Board to study.
While the "Hamburgerfonts" rendering allows the
Review Board to study and evaluate a basic design,
the text printout enables the Review Board to test the
basic design under "real-world" conditions.
If the art submitted to us is not of quality suitable for
reproduction purposes, ITC retains the option to
cancel the design development process unless the art is
satisfactorily corrected by the designer, or arrangements to have the art corrected are made by ITC. This
would be done, of course, with the approval of the
designer. If ITC takes responsibility for correcting the
art, the expense incurred will be deducted from the
first royalties earned by the designer for the typeface.

What are the prospects for acceptance?
Erik Spiekermann

Final Steps
In the event of confirmation, these extreme weights
are then sent to a CAD (Computer Aided Design)
company where interior weights of the typeface family
are developed and the small caps, superior and inferior
characters, fractions, and the remainder of the 250
characters in a standard ITC release complement are
completed.
In the event-ofnon-acceptance

If, at any point, the Board determines that a typeface
should not be released by ITC, the designer will be
notified and is free to submit the face to any other
company, or to re-submit it to ITC at a later date. The
alphabet design fees paid by ITC are not due back
from the designer, however, no further design payments will be made by ITC should the design be resubmitted.
Designer royalties

Upon release of the typeface family the designer is
paid a royalty equal to ten percent of all revenues ITC
receives from the sale of the family. (This includes the
versions created by the CAD company.)

Maxim Aukap ,

Step Three. . . market research
and more tests
If the text printout produces a favorable evaluation
from the Review Board, the typeface is researched and
studied for sales potential and marketability. If the
Board is able to reach a positive decision on the initial
text test—and the market research proves favorable—
full alphabets in the boldest weight of roman and italic
are requested from the designer. These must meet the
same design criteria and have the same character complement as the lighter weight. The same designer compensation program also applies to these designs.
These designs are also made into a prototype font
from which a test printout is generated. The Review
Board then studies this printout in conjunction with
the lightest typefaces in the family and makes a final
determination concerning the design.

HEADLINE: ITC GALLIARD ROMAN

TEXT: BOOK WITH BLACK ITALIC, BLACK WITH BLACK ITALIC

ITC generally releases four typeface families a year.
Since the number of submitted designs far outweighs
the number that can be issued, the mathematical
chance that a design will be accepted is quite small. We
are, however, constantly seeking those fresh, hard-tofind designs that are beautiful, distinctive, have wide
applicability, and that can be executed as a full family.

CAPTIONS: BOOK ITALIC
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FAMILIES TO REMEMBER

HE BACHS
When he was 15, however, his brother died and Sebastian
struck out on his own. He moved through jobs as chorister,
organist, chamber musician and Kapellmeister in several different locations, and finally in 1723 he became cantor and organist
of Thomasschule in Leipzig, where he remained for the rest of
his life. It was during those last 27 years that he wrote his most
important music: over 300 cantatas, three great Masses, choral
music, concertos, solo music for harpsichord, clavichord,
organ, violin and cello, as well as orchestral and chamber
music for private patrons and gentle compositions for his own
family musicales.
His prolific output was only one reason he became known as
"The Father of German Music:' Although not an innovator, Bach
expanded and refined established music forms to their most
exalted heights. His most unique and confounding gift was his
ability to transcend severe, logical, mathematically structured
forms and produce music that was emotionally charged to the
point of being sublime.
When Sebastian died in 1750, five of his sons continued the
Bach
tradition of careers in music. But the two who were most
Carl Philipp Emanuel Bach and Johann Christian Bach
successful and whose works are still performed and recorded
Anyone with 20 children to feed had better be a tireless
today are Carl Philipp Emanuel and Johann Christian Bach.
worker. But it was not just the pressures of supporting a large
At the age of ten, Carl Philipp Emanuel (1714-1788) entered
family that prompted Johann Sebastian Bach to turn out canthe Thomasschule where his father was employed as cantor
tatas, fugues, choral, organ, orchestral and chamber music in
and organist. His higher education continued at the University
prodigious quantities. Music flowed naturally through his veins
of Leipzig, where he set out to study jurisprudence, but almost
as it did through four branches of the Bach clan—through ances- immediately after earning his law degree he abandoned that
tors, grandparents, uncles, cousins, fathers and sons—starting
career to devote himself to music. After serving as chamber
100 years before Sebastian's birth and continuing for100 years
musician and harpsichordist to Frederick the Great, he went on
afterwards. Johann Sebastian Bach was simply the most prolific to succeed Georg Philipp Telemann as Kapellmeister at Hamand the most gifted of them all.
burg. C.P.E. Bach produced quantities of liturgical music, but
He was born in 1685 in Eisenach in central Germany. His father his reputation was enhanced by his pioneering contribution to
taught him to play the violin at an early age, but when he was
new forms of instrumental music.
only ten his parents died, leaving him in the care of an older
Johann Christian Bach (1735-1782) was one of the few Bachs
brother, an organist, who became his guardian and music
who ventured out of Germany. He studied music in Milan and
teacher. Sebastian's talent on the organ was so precocious and
eventually held the post of organist at the Milan Cathedral, for
intimidating that, so the story goes, his brother jealously tried
which he wrote two Masses, a Requiem, a Te Deum and many
to smother his progress by forbidding him access to scores
other liturgical works. In the secular field, he proved to be a fine
by the foremost composers. Undaunted, Sebastian stole out
composer of opera. On the strength of his accomplishments,
of bed in the dark of night to copy the scores by moonlight.
he was invited to London, where he served as music master to
These nocturnal labors, some believe, damaged his vision and
the queen. He also produced dramatic works and gave concaused his eventual blindness.
certs which were extremely well attended. From the time he
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ITC KABEL

arrived in England in 1762, until he died 20 years later, he was
the most popular musician in the country. Historically, he distinguished himself as the first composer to devote himself to the
pianoforte in preference to the older keyboard instruments.
Historical Footnote: Despite their eminence in the world of
music, the Bach clan (with the exception of Sebastian's sons)
never budged outside the Thuringen region of Germany. For
200 years the Bachs were so numerous and so persistently
associated with music that in the town of Erfurt musicians were
consistently referred to as "Bachs," long after any family members remained.
HEADLINE: ITC KABEL BOLD, DEMI

SUBHEAD / CAPTIONS: BOOK

TEXT: BOOK, DEMI

ITC Kabel is different from most sans
serif typefaces. It doesn't fit the mold.
Geometric sans serif typestyles are
normally concise, logical kinds of
designs; some become almost clinical
in their search for geometric purity.
ITC Kabel has the clarity and logic
found in other geometric sans—it also
has something else: a liveliness and
vitality not found in similar designs.
The first designs for Kabel were
created by Rudolf Koch for the Klingspor foundry in 1927. His goal was to
produce a design which could compete with the likes of Futura and Erbar.
Fortunately for Kabel, Koch was a special kind of type designer: one who is
more emotional artist than gifted technician. It is this quality that made
Koch's completed design more lively
and friendly than its competition.
The rights to the family were eventually transferred to D. Stempel AG.
Then in 1975, under special license
from D. Stempel, ITC commissioned
Victor Caruso, of Photo-Lettering,
Inc., to revive the design for phototypesetting.
Caruso was charged with the task of
building a well-integrated type family
with high standards of legibility for
text composition—without losing the
charm and vitality of the original
design. No easy task. We believe that
Mr. Caruso met, and surpassed, these
goals.
ITC Kabel is a perfect alternative
to more traditional sans serif designs.
It can be used as easily, and as effectively, as any other sans serif typestyle, yet it provides a personality and
liveliness rarely found in other serifless types. The Book and Medium
weights are ideal for lengthy text
copy. They are inviting, highly legible,
and non-tiring to the eye. The Demi,
Bold, and Ultra weights are excellent
for emphasis or directing the reader
through long and/or complicated
documents. True to it's heritage, ITC
Kabel is also an exceptional display
typestyle. Each weight brings its own
distinct personality, charm, and vitality to display copy.
It has been over 10 years since ITC
Kabel was released. It is worth remembering—and using again and again.
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ITC KABEL
BOOK
Anyone with 20 children to feed had better be a tireless worker. But it was
not just the pressures of supporting a large family that prompted Johann S
ebastian Bach to turn out cantatas, fugues, choral, organ, orchestral and ch
amber music in prodigious quantities. Music flowed naturally through his
veins as it did through four branches of the Bach clan—through ancestors
grandparents, uncles, cousins, fathers and sons—starting 100 years before
Sebastian's birth and continuing for 100 years afterwards. Johann Sebastia
n Bach was simply the most prolific and the most gifted of them all. He wa
s born in 1685 in Eisenach in central Germany. His father taught him to play
the violin at an early age, but when he was only ten his parents died, leavin
g him in the care of an older brother, an organist, who became his guardia
n and music teacher. Sebastian's talent on the organ was so precocious an
MEDIUM
Anyone with 20 children to feed had better be a tireless worker. But i
t was not just the pressures of supporting a large family that prompte
d Johann Sebastian Bach to turn out cantatas, fugues, choral, organ
orchestral and chamber music in prodigious quantities. Music flowe
d naturally through his veins as it did through four branches of the Ba
ch clan—through ancestors, grandparents, uncles, cousins, fathers a
nd sons—starting 100 years before Sebastian's birth and continuing f
or 100 years afterwards. Johann Sebastian Bach was simply the most
prolific and the most gifted of them all. He was born in 1685 in Eisena
ch in central Germany. His father taught him to play the violin at an ear
ly age, but when he was only ten his parents died, leaving him in the c
are of an older brother, an organist, who became his guardian and m
DEMI
Anyone with 20 children to feed had better be a tireless worker. But
it was not just the pressures of supporting a large family that prompt
ed Johann Sebastian Bach to turn out cantatas, fugues, choral, orga
n, orchestral and chamber music in prodigious quantities. Music flo
wed naturally through his veins as it did through four branches of th
e Bach clan—through ancestors, grandparents, uncles, cousins, fat
hers and sons—starting 100 years before Sebastian's birth and conti
nuing for 100 years afterwards. Johann Sebastian Bach was simply th
e most prolific and the most gifted of them all. He was born in 1685 i
n Eisenach in central Germany. His father taught him to play the violi
n at an early age, but when he was only ten his parents died, leaving
him in the care of an older brother, an organist, who became his gua
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BOLD
Anyone with 20 children to feed had better be a tireless worker. B
ut it was not just the pressures of supporting a large family that pr
ompted Johann Sebastian Bach to turn out cantatas, fugues, chor
al, organ, orchestral and chamber music in prodigious quantities
Music flowed naturally through his veins as it did through four bran
ches of the Bach clan—through ancestors, grandparents, uncles, c
ousins, fathers and sons—starting 100 years before Sebastian's bir
th and continuing for 100 years afterwards. Johann Sebastian Bach
was simply the most prolific and the most gifted of them all. He wa
s born in 1685 in Eisenach in central Germany. His father taught him
to play the violin at an early age, but when he was only ten his pare
nts died, leaving him in the care of an older brother, an organist, w
ULTRA
Anyone with 20 children to feed had better be a tireless worker. B
ut it was not just the pressures of supporting a large family that pr
ompted Johann Sebastian Bach to turn out cantatas, fugues, chor
al, organ, orchestral and chamber music in prodigious quantitie
s. Music flowed naturally through his veins as it did through four b
ranches of the Bach clan—through ancestors, grandparents, uncl
es, cousins, fathers and sons—starting 100 years before Sebastia
n's birth and continuing for 100 years afterwards. Johann Sebastia
n Bach was simply the most prolific and the most gifted of them al
I. He was born in 1685 in Eisenach in central Germany. His father to
ught him to play the violin at an early age, but when he was only to
n his parents died, leaving him in the care of an older brother, an
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Behold ye Shakespeare
devotees, an elegantly
schemed and crafted
book in which to record
the domestic and commercial abodes of friends,
lovers, countrymen, merchants, attendants,
servants and all related
dramatis personae
essential to your life.
Measure for measure, it is
precisely as you might
like it in dimensions and
capacity, and charmingly
augmented with a score
and more of Shakespearean characters in alphabetical order from A to Y.*

he Cast of
Characters
in order of
their appearance in the address book:
A Don Armado
Love's Labour's Lost
B Bottom
A Midsummer Night's
Dream
C Cleopatra
Antony and Cleopatra
D Dick the Butcher
Henry IV, Part 2,
E Emmanuel
Henry VI, Part 2
F Falstaff (Disguised)
The Merry Wives of
Windsor
G Gloucester
King Lear
H Hamlet
Hamlet
I Iachimo

Cymbefine
J Joan of Arc
Henry VI, Part 1
K Katherine of Aragon
Henry VIII
L Leontes
The Winter's Tale
M Mariana
Measurefor Measure
N Nestor
Troilus and Cressida
O Othello
Othello
P Pericles

Pericles
Q Queen of Britain
Cymbefine
R Countess of Rousillon
All's Well That Ends Well
S Saturninus
Titus Andronicus
T Timon
Timon ofAt hens
U Ulysses
Troilus and Cressida
✓ Vincentio
Measurefor Measure
W Widow
Aff's Well That Ends Well
X Exton .
Richard II
Y York
Richard III

*lb be perfectly authen-

tic, this alphabet must
endwith Y, as there is
not a character in all of

Shakespeare's works
whose name begins
with Z.
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ESS BOOK
You might presume
that designing an
address book is a fairly
cut-and-dried assignment—just strike a good
theme and engage a talented illustrator to do the
rest. When Scott McKowen
was asked to produce
an address book for the
Stratford Shakespeare Festival Bookshop in Ontario,
Canada, he was more
than halfway home. The
Shakespeare theme is
pregnant with illustration
opportunities, and
McKowen is in familiar
and beloved territory
when it comes to the theatre. He once aspired to
being an actor, but in the
face of competition and
job uncertainty, he turned
his equally persuasive talents in graphic design
into a happy sublimation.
Now in his own studio in
Ontario, he specializes in
producing ads, posters,
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brochures and programs
for the Stratford Shakespeare Festival, the Shaw
Festival at Niagara-onthe-Lake and for occasional touring companies.
Before attacking the
illustrative aspects of the
address book, McKowen
confronted some basic
design problems. He was'
determined to eliminate
certain features he finds
irksome in most common
styles. He deplores those
minuscule books that are
too small to write in legibly, those that are too
large to carry around for
handy reference, and
those that confine you to
a miserly three-line space
for each entry.
McKowen chose a 5 x 7
inch format—a size that

ijpicalspreadfrom the

address book.
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slips reasonably into a
purse, a pocket or a briefcase. And instead of the
meager three-line allotment per entry, he provided page after page of
uninterrupted lines.

might be ten or more possibilities for each place in
the alphabet—there was a
monumental research job
to be done. What was the
appropriate period costume for each character?
How to portray the personality, bearing and physiognomy of each one?
For the illustrations
Most important, from a
he decided to create a
design point of view, how
Shakespearean alphato
combine the figure
bet and introduce each
and letterform in an intesection with a character
grated image? Clearly,
whose name started with
balancing all the imperthe appropriate letter.
atives was no task for the
Furthermore, it amused
faint-hearted.
him to select characters
The final illustrations
associated with a spewere executed in scratchcific place—an address
of their own, so to speak,
board, a technique in
such as Cleopatra, Queen which McKowen, using a
of Egypt, Timon of Athens,
needle or blade, scratched
the drawings out of gesRichard, Duke of York,
soed board coated with
and so on. In addition, he
strove for a mix of charac- black India ink. The whiteters—popular and obscure, line-on-black drawings
are reminiscent of early
male and female, comic
woodcut prints and proand tragic.
vide just the right authenOnce the characters
tic period feel for the
were selected—and there
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portraits. The book is also
a pleasurable experience in color. Venetian
red and ivory are distributed through the black
and white drawings so
imaginatively and tastefully, they give the pages
a very classy look and
belie the fact that this is a
fairly economical flat
color printing job.
That the project was a
love's labour found for
McKowen is obvious. That
he took special pleasure
in the way certain letters—
I, W and J for instance—
integrated with the
figures is understandable.
That he had to cheat a
little to legitimize his X
character is excusable.
Of course he regrets that
Shakespeare never created a character with an
initial Z, but he counts
that as Shakespeare's failing, not his own. Nevertheless, there are adequate
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ings in this alphabardian
address book. Should you
care to own one, it is available from The Shakespeare Festival Bookshop,
Stratford, Ontario, Canada, at $9.95 (American).
MM

HEADLINE: ITC ZAPF CHANCERY BOLD, ITC LUBALIN GRAPH BOLD

TEXT: ITC ZAPF BOOR DEMI, ITC ZAPF CHANCERY BOLD, ITC LUBALIN GRAPH BOLD, MEDIUM

CAPTIONS: ITC ZAPF CHANCERY MEDIUM
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A Life's Commitment to
Education

Typographic Milestones

A Woman Not to Be
Underestimated

On a cool night in October of 1928, Ms. Beatrice
Warde delivered the first speech by a woman to that
prestigious, tradition-bound—and male dominated
—British printing society, The Worshipful Company
of Stationers. For the occasion at Stationers' Hall she
wore a black chiffon evening dress, studded with
black crystal beads, and highlighted by a large orchid
pinned to her shoulder. Ms. Warde, who had not yet
reached the age of 30, was both honored and thrilled
by the opportunity to speak before such an august
group. She was not, however, overwhelmed.
Her plan was to take advantage of the occasion.
The dress was for drama. She wanted to shock the
society members just a little—to be sure that they
noticed and paid attention to her. No props, however,
were necessary. The young Ms. Warde was drama
enough for the staid printers in attendance. In her
short talk she managed to chide, challenge, poke fun
at—and completely charm—her audience.

For most of her career the title on Beatrice Warde's
business card read "Director of Publicity, British
Monotype Corporation'.' This doesn't, however,
begin to describe the breadth and value of her
responsibilities and influence within Monotype, or
her contributions to the typographic community.
Early in her career, Beatrice discovered (as other
creative and individualistic people within corporate
environments have discovered) that if you are willing
to waive a climb to the top of the corporate ladder, a
surprising amount of freedom can be at your disposal—enhanced by corporate support. While she
never rose above a middle management position at
Monotype, Beatrice Warde's influence on typography
and typographers was, in many cases, more pronounced and far-reaching than that of the corporate
officers.

4, Stationers' Hall, 32 Years Later
In 1960 Ms. Warde was asked, once again, to speak at
Stationers' Hall; this time, on the occasion of her
60th birthday. Toward the end of that talk (which
was considerably longer—and gentler—than her
first), Beatrice confessed, "Work has been a game all
my life. It's been more fun than I could possibly tell
you. It has been like being in love.."

In that same 60th birthday talk at Stationers' Hall,
those in attendance were reminded of one of Ms.
Warde's lifelong passions: her commitment to education and those who hold the future of typographic
communication. "One of my most treasured birthday
presents is from the first year apprentices of the Dundee School of Printing. These are boys of 15, who
having to set the first line of type that their fingers
would ever set in the course of their lives, took a
week beforehand, each of them, in composing his
own felicitous greeting to me... they are printed one
under another in this birthday broadsheet. And I can
tell you that when I got to the line by one, Edward
Maxwell,`This is my opening line—life's work begun',
I burst into joyful tears:'
Beatrice began to visit printing schools, talking to,
and lecturing students, shortly after she started
working for Monotype in 1925. She continued this
service tirelessly for over 30 years—even after she
retired from other active work. The visits were more
than likely Beatrice's idea rather than Monotype's,
and she probably sold the company on the plan by
presenting it as a solid business investment toward
future type sales and use. Her personal goals were,
however, undoubtedly more esthetic than fiscal in
nature. She believed fervently in the value of beautiful and effective typographic communication. She
knew that the printing students she spoke to one day
would be typographic practitioners the next. Beatrice
wanted to share her enthusiasm and her knowledge
with these young apprentices.
e& It All Started at ATF
Although it is through her association with Monotype that Beatrice Warde is best known, this was not
the only typographic company to employ her talents.
She first worked with the American Type Founders
Company in New Jersey. It was here, in fact, that she
began to build the foundation of knowledge on type
and typography which would serve as the source for
her later famous articles and lectures. Aside from
creating typefaces, printer's tools and a variety of
other products for the graphic arts, ATF also maintained a typographical library and printing museum
tucked away in a particularly inhospitable and infrequently visited section of Jersey City. Beatrice was the
Assistant Librarian for the library. For some this

Beatrice

First Lady of Typography

by Allan Haley

Stanley Mori son and Beatrice Warde (1960s).
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could have been a boring and tedious job; but not for
the inquisitive Ms. Warde. She delighted in the
opportunity to work in such (to her) auspicious and
intellectually stimulating surroundings. Henry Bullen (her immediate manager and ATF's Librarian)
only added to the opportunity: the first day of work
he told her, "...There are over 1,400 books in this
library. I want you to dust them all—they collect
dust on the tops. I don't mind (he added) if you
stop to read the books': Beatrice needed no further
encouragement.
Prophetically, Henry Bullen also provided Ms.
Warde with the topic for her first important article.
Once, while showing her a specimen of ATF's version
of Garamond he told her, "You know, this is definitely not a 16th-century type. It is based upon the
type at the Imprimerie Nationale, which is itself
attributed to Garamond, but I have never found a
16th-century book which contained this typeface.
Anyone who discovers where this thing came from
will make a great reputation.
And so it was.

Prophesy Fulfilled
Shortly after she left ATF and moved to England,
Beatrice began working with Stanley Morison on
The Fleuron magazine. One afternoon while gathering information for an article, in a local museum,
Beatrice discovered a title page with the familiar
Garamond types, but with the imprint of Jean Jannon of Sedan. Pausing only to look up Jannon in the
available reference books, she caught the night boat
to Paris, went directly to the Mazarine library there,
where she made the discovery that solved the
Garamond puzzle. A telegram was immediately dispatched to Stanley Morison. "JANNON SPECIMEN
SIMPLY GORGEOUS SHOWS ALL SIZES HIS
TYPES WERE APPROPRIATED BY RAPACIOUS
PAPIST GOVERNMENT HOORAY.. :'
Jannon was a typefounder who, in 1621, published
the specimen showing that Beatrice had discovered;
displaying types that were close copies of the earlier
designs of Claude Garamond. As a result of this find,
she was able to write her now famous article on
Garamond and fulfill Bullens prophecy. The article
which ran 48 pages in the fifth edition of The Fleuron
did, indeed, as Bullen predicted, firmly establish Ms.
Warde's reputation as a typographic scholar. The
deserved recognition, unfortunately, was not immediately forthcoming.

Za, Mr. Paul Beaujon—Writer and
Historian
Beatrice Ward8 first writings were published under
a male pseudonym. When asked later, she provided
three reasons for this choice: first, her husband, Frederic, had already published a book about Bruce
Rogers, and Beatrice thought it would be better not
to have two Wardes writing about things typographic; second, her mother had made the name
Becker well-known in literary circles, so Beatrice
chose not to use her maiden name; and finally,
according to Beatrice (and anyone else who could be
prompted to give an honest answer), nobody at that
time would have accepted the fact that, "a woman
could know anything about printing, typography,
and such-like' So, by the time the Garamond article
was published, she had already decided to write
under the name of Paul Beaujon.
Through Beatric8 help Mr. Beaujon became quite
famous. So famous in fact, that he received fan mail.
One very important letter was sent to him, in care of

The Fleuron, by the head of the Lanston Monotype

Company. He wrote to Mr. Beaujon inviting him to
become editor of The Monotype Recorder magazine.
He, and the other executives at Monotype were
clearly impressed with Mr. Beauj on's literary and
scholarly abilities. They felt that his services could
improve the quality of their own typographic magazine. Paul Beaujon wrote back to Monotype saying
that he would be delighted to take the job, and in fact
would be able to start working within a few weeks.
The Monotype executives were more than a little
surprised when "he" showed up at their offices at the
appointed time. According to Beatrice, "They had
never hired a woman in
their place above the rank
of secretary and had no idea
how to deal with therl But I
got... the job with use of a
secretary and part of a desk':

ing concepts fell under her jurisdiction; so did copywriting, graphic design, and production control. As
an example, Ms. Warde first conceived of the idea of
The Monotype Newsletter as a marketing tool; she
then edited it, wrote much of the copy, designed the
typeface announcement pages, and even produced
much of the cover art.
Probably her most famous typographic effort was
a broadside she developed in one afternoon to showcase Eric GUN titling version of the Perpetua family.
The idea was to show every point size the typeface
was released in, and in a manner that was so attractive
that people would be compelled to frame and hang

Za, Never Idle
Perhaps Ms. Warde needed
her two personalities to
accomplish everything she
wanted. In addition to her
responsibilities at The
Monotype Recorder, she was
a prolific writer on a variety
of subjects (from the effects
of television on our society
to the cartoonist Walt
Kelly); she was continually
called upon to speak at
conferences and seminars;
she found time for design
commissions; she even
began to take over the
responsibilities of all
Monotype's type publicity
and public relations. These
last were tasks which Stanley Morison had previously
undertaken, but which he
began to relinquish to the
more vivacious and energetic Ms. Warde. Morison
created scholarly documents, conservatively
designed brochures, and
The Monotype Recorder;

Beatrice produced posters,
advertisements, specimen
booklets and The Monotype
Newsletter. They complemented each other perfectly.

The First Lady of Typography
More than once, Beatrice Warde has been referred to
as the "First Lady of Typography"—and not just
because she wrote articles and gave lectures on the
subject. She was also an accomplished typographer.
The talent was probably always there, but her position as Director of Publicity for Monotype forced her
to exercise and refine the talent. The responsibilities
of her position meant that not only creative market-

Illustration by Mark Summers © 1988.
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Zik, Education—The Foundation
Beatrice's early education was provided at home by
her grandmother, who had formerly been the head of
a private school. When she was 12, Beatrice went to
one of New York's most progressive high schools.
From there she went to Barnard College, where she
says that she first developed a great interest in calligraphy and letterforms. She also developed a great
interest in Frederic Warde. Frederic was one of typography's rising stars at the time, and it was through
him that she was able to land her first job after collegeand continue her education.
Frederic was a close friend of
Bruce Rogers, the eminent American
"Imagine that you have before you a flagon of wine. You may choose your own favourite vintage for this
typographer and type designer.
imaginary demonstration, so that it be a deep shimmering crimson in colour. You have two goblets
When Beatrice graduated from
before you. One is of solid gold, wrought in the most exquisite patterns. The other is of crystal-clear college, Rogers told her "I will give
glass, thin as a bubble, and as transparent. Pour and drink; and according to your choice of goblet, I
you a letter to Henry Lewis Bullenshall know whether or not you are a connoisseur of wine. For if you have no feelings about wine one
he's looking for an assistant librarian!'
way or the other, you will want the sensation of drinking the stuff out of a vessel that may have cost
When she turned up at Bullen's
thousands of pounds; but if you are a member of that vanishing tribe, the amateurs of fine vintages,
office at ATF, on his desk was a large
you will choose the crystal, because everything about it is calculated to reveal rather than to hide the
pile of correspondence from applibeautiful thing which it was meant to contain. ❖ Bear with me in this long-winded and fragrant metacants for the assistant librarian
phor; for you will find that almost all the virtues of the perfect wine-glass have a parallel in typography.
position. Beatrice recalls, "Bullen
There is the long, thin stem that obviates fingerprints on the bowl. Why? Because no cloud must come
said to me,`Miss Becker, here is a stack
between your eyes and the fiery heart of the liquid. Are not the margins on book pages similarly meant
of letters applying for this job—about
to obviate the necessity of fingering the type-page? Again: the glass is colourless or at the most only
90; and they are all from qualified
faintly tinged in the bowl, because the connoisseurjudges wine partly by its colour and is impatient of
professional
librarians. What have you
anything that alters it. There are a thousand mannerisms in typography that are as impudent and arbigot? You've got a letter from Bruce
trary as putting port in tumblers of red or green glass! When a goblet has a base that looks too small for
Rogers. You get the job: I rejoiced!"
security, it does not matter how cleverly it is weighted; you feel nervous lest it should tip over. There are

the piece. Her "This is a Printing
Office" is the end result. One of the
criteria Ms. Warde placed before herself was to make the finished piece
as universally applicable as possible.
ways of setting lines of type which may work well enough, and yet keep the reader subconsciously
In her words "...as the broadsheet is
worried by the fear of 'doubling' lines, reading three words as one, and so forth. ❖ Printing demands a
The Meeting of a
to hang on the walls of printing
humility of mind, for the lack of which many of the fine arts are even now floundering in self-conscious
Lifetime
offices, it might as well be an inscripand maudlin experiments. There is nothing simple or dull in achieving the transparent page. Vulgar
ostentation is twice as easy as discipline. When you realise that ugly typography never effaces itself, It was while she was working at ATF
tion for a printing office. But whatthat Beatrice met Stanley Morison—
you will be able to capture beauty as the wise men capture happiness by aiming at something else. The
ever it says will have to be true of
an event that was to change both their
'stunt typographer' learns the fickleness of rich men who hate to read. Not for them are long breaths
any place where printing is done...
held over serif and kern, they will not appreciate your splitting of hair-spaces. Nobody (save the other
lives. She learned that the already
It cannot talk about handsome typecraftsmen)
will
appreciate
half
your
skill.
But
you
may
spend
endless
years
of
happy
experiment
in
famous Typographical Advisor to
faces, intelligent proofreading,
devising
that
crystalline
goblet
which
is
worthy
to
hold
the
vintage
of
the
human
mind':•
Monotype Corporation was planning
exquisite craftmanship in makeready.
a visit to the United States. Beatrice
It will also have to say honestly and
wrote
him, inviting him to stay at her
accurately what can be said about the
ut,
and
Frederic's
house
when
he was in the area. MoriMatters Typographic
smallest, grimiest, most nearly comical little steam
son declined the offer, but this did not discourage
As successful as her "This is a Printing Office" was,
printer in any suburban side street!'
Beatrice. She learned that Morison planned to visit
Beatrice Warde is remembered more for what she
The end result was absolutely successful—as a
said and wrote about type rather than the typography the typographic historian, Daniel Updike, at his office
design and as a marketing tool. The words Beatrice
in Boston. If Morison could not come to her, she
she produced. In fact, her "crystal goblet" lecture to
chose and the typography she produced are particuwould go to him. The several hour's long train
larly elegant solutions to the design problem. "This is the British Typographers Guild gave us some of the
most famous words ever spoken about typographic
ride was a small price to pay to meet the famous
a Printing Office" hung in virtually every printing
communication. Her metaphor and the logical
Mr. Morison.
establishment in England (the clean and the grimy).
She recalls that important meeting, "I knew that
It was reproduced several times, by Monotype, other argument it evokes is not only brilliant wordsmithing,
the stranger must be Morison. He looked like a Jesuit,
it is also sound advice. The text of the first two, and
companies, and individuals; and even cast in bronze
last, paragraphs is provided here. They afford a
with his black looks, black suit and blue jaw. And
to be hung on the wall at the entrance to the largest
when he turned to see who was coming into the
printing office in the world—that of the United States glimpse into the exceptional powers of communication
which
Ms.
Warde
possessed.
The
paragraphs
room his momentary frown of curiosity brought his
Government.
are worth reading—remembering—and using
as a foundation for all graphic communication.

z,a, "I Am A Communicator "
One of the things which Beatrice Warde liked best,
what she believed to be her greatest personal
strength, was vocal communication. She once said,
"What I'm really good at is standing up in front of an
audience with no preparation at all and then for 50
minutes refusing to let them even wriggle an ankle!"
She was a performer: her deep voice and seemingly boundless energy captivated audiences. It was
difficult not to get caught up in her passion and
enthusiasm.
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heavy black eyebrows together with formidable
Special thanks are due to Mr. John Dreyfus for help in preparing this "Milestones" He provided both
factual information on Ms.Warde, and an appreciation for the charm, wit, and exuberance of Monoeffect. What I was not prepared for was the way that
type's only female publicity director.
austere face, sombre in repose, could be instantly
transfigured by a most captivating schoolboy grin...
Within the five minutes of the general conversation
that followed I knew that I
was in the presence not
only of a wit and a scholar,
but of a personality more
vivid and stimulating than
that of anyone I'd ever before
encountered" A romantic
THIS IS
would call Beatrice Warde's
first meeting with Mr.
A PRINTING OFFICE
Morison love at first sight.
Apparently Morison was
equally impressed. He
CROSSROADS OF CIVILIZATION
wrote to Beatrice upon his
A
return to London, and soon
REFUGE OF ALL THE ARTS
SPECIMEN OF
thereafter he invited her and
AGAINST THE RAVAGES OF TIME
THE
Frederic to come to England
PERPETUA ITALIC
to work with him on a numARMOURY OF FEARLESS TRUTH
Cut by the
ber of typographic projects.
AGAINST WHISPERING RUMOUR
Lanston Monotype Corpn
Beatrice was thrilled by the
From the designs of
INCESSANT TRUMPET OF TRADE
offer. Frederic wasn't so sure.
ERIC GILL

4, Europe—
New Work, New
Challenges

FROM THIS PLACE

WORDS

MAY FLY ABROAD

NOT TO PERISH ON WAVES OF SOUND
NOT TO VARY WITH THE WRITERS HAND

This ken we truly, that as wonder to intellect,
so for the soul desire of beauty is mover and spring;
whence, in whatever his spirit is most moved, a man
wil most be engaged with beauty; and thus in his 'first love'
physical beauty and spiritual are both present

Early in 1925 Beatrice and
BUT FIXED IN TIME HAVING BEEN VERIFIED IN PROOF
mingled inseparably in his lure: then is he seen
Frederic Warde arrived in
in the ecstasy of earthly passion and of heavenly vision
FRIEND YOU STAND ON SACRED GROUND
to fall to idolatry of some specious appearance
Europe. Frederic Warde and
as if 'twer very incarnation of his heart's desire,
Morison immediately began
TIIIS IS A PRINTING OFFICE
whether eternal and spiritual, as with Dante it was,
working on the projects
or mere sensuous perfection, or as most commonly
which Morison had desa fusion of both—when if distractedly he hav thought
to mate mortally with an eternal essence
cribed. They shared office
all the delinquencies of his high passion ensue.
space in London and proved
to be a formidable creative
team. Frederic also began to "This is a Printing Office" broadsheet, set in Monotype Perpetua.
First proof of Perpetua Italic (before changes in fitting) written by
take on work of his own. He Various language versions were reproduced.
Paul Beaujon (Beatrice Warde).
became quite busy and
equally successful. Work and travel took up much
berance to mellow. One of the qualities of greatness
been excessive in her emotional reactions toward
of his time—leaving less and less for Beatrice.
Beatrice she also was no dummy. There was definis a seemingly unending fountain of enthusiasm.
Beatrice and Frederic had agreed early in their
itely something going on.
Enthusiasm came naturally to Beatrice. She was
marriage that each should be free to choose their
tireless in her desire to share her passions for type
In the spring of 1925, Beatrice began to accomown way of life. So when Frederic became busy
pany Morison on a number of his business trips. Her and typography with printers, students, and the
building his career in England and Europe, Beatrice
"open" marriage with Frederic soon began to feel the
reading public. She shared Bullen's vision of the
became more involved in the typographical business
importance of typographical education. Her own
strain. She, Frederic and Morison tried to avoid the
in London. She, much to the disfavor of his wife,
obvious for several months, but there was no deviat- vision was enriched and broadened through her
began to do research for Stanley Morison.
collaboration with Stanley Morison. Her generosity
ing this juggernaut. Tension continued to grow
Mabel Morison has been described by several
amongst the trio. Then in the summer of 1926 it
and natural ability to communicate only added to the
writers as being somewhat hysterical in her attitude
wealth of her contribution.
erupted with the inevitable terrible results. Personal
toward the early relationship between her husband
and professional lives were thrown asunder. Late in
and the younger Ms. Warde. While she may have
November of that year, Beatrice, now separated from z-a, Too Soon Over
Frederic, went back to the United States for an
Beatrice Warde died on a Sunday in the middle of
extended stay. A few days later Frederic, angry and
September. She had spent the day working in her
dejected, picked up and left London, never to return. garden; the afternoon turned cool and Beatrice had
It was the end of their life together.
gone inside to build a fire. In the process of gathering
The following summer, Beatrice did return to
the kindling she suddenly collapsed. Death was
London—to accept the job of editor of The Monotype instantaneous. Beatrice was 69.
Recorder which was offered to Paul Beaujon. Two
At her memorial service, John Dreyfus, the emiyears later she was made head of Monotype'' public- nent British typographer and historian, read from St.
ity department. The rest of her life, apart from short
Paul's First Epistle to Timothy. They are particularly
trips to the United States and continental Europe,
appropriate words to eulogize Ms. Warde:
was spent in England.
"Charge them that are rich in this world, that they be
not highminded, nor trust in uncertain riches, but in
Ua, Never Tiring
living God, who giveth us richly all things to enjoy;
Many of us are exuberant, enthusiastic and passion- that they do good, that they may be rich in good
ate in our twenties and thirties. As we grow older, the works, ready to distribute, willing to communicate'
1 Timothy 6: 17-18
tendency is for our passions to cool down, our exu-
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What's New from ITC

ITC Jamille is available in Book, Bold and
Black weights with corresponding italics. Small
caps have been created for the Book and Bold
weights. Oldstyle figures are available for the
roman and italic designs in all weights. Only
licensed ITC Subscribers are authorized to
reproduce, manufacture, and offer for sale these
and other ITC typefaces shown in this issue.
This license is your guarantee of authenticity:
These new typefaces will be availLICENSED
able to the public on or after May
23, 1988, depending on each
manufacturer's release schedule.
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Most typefaces grow out of a labor of love.
They take a very long time to design, most of
the work is tedious and there is absolutely no
assurance that the end product will be commercially successful. If designers were to
consider the process pragmatically, probably
few typefaces would be designed. Typeface
designers need to love their work.
Mark Jamra loves his work. If he didn't, ITC
Jamille would never have reached completion. First, it was a several-year design project.
He developed the face while he was working
full time — and then some — for a European
software house. It was his good fortune that
the software house was URW, the company
responsible for Ikarus, and several other
exceptional typographic products. After work,
when everyone else had gone home to families
and warm dinners, Mark Jamra labored with
Jamille The good news is that he was able to
use the Ikarus software, to digitize his
drawings, test the design and then to carefully

fine-tune it. After four and a half years of intensive work, he was able to complete the design.
Shortly after that, Dr. -Ing Rudolf Hell GmbH,
the European graphic arts equipment supplier agreed to release the family as fonts for
their equipment. Then finally, ITC licensed
the design for release as ITC Jamille. Throughout all this Mr. Jamra remained committed,
and faithful, to his design.
As with most successful typefaces, specific
goals were established for ITC Jamille prior to
any actual design. Mr. Jamra wanted the completed alphabet to be a "workhorse!' applicable to a wide variety of typographic uses. He
also wanted his typeface to have neo-classical
design traits and proportions. Bodoni, Walbaum and Didot were his models. Finally, he
sought to make the face distinctive from its
stylistic predecessors. These are not trivial
goals. And yet, we believe that they have
been attained with exceptional grace and ele-

ters which break with tradition just enough
to give the design a little extra character—
but not so much as to attract attention.
Mark Jamra was born in the United States in
1956. In his own words, "As a child, adolescent, and come to think of it, as an adult, I
have always been drawing things!' Even at
an early age he had already something in
common with another American typeface
designer. He loved to fill in "o"s. However,
where Herb Lubalin pretty much limited himself to just "o" s, Mr. Jamra also fills in "e"s
and "g" s.
He began college studying architecture, but
finished with a degree in graphic design.
Mr. Jamra worked for a period of time at his
new profession, but then traveled to Europe
with the goal of doing graduate work at the
Kunstgewerbeschule in Basel. It was there
that his fascination—and passion—for type
flourished. He studied the design of type-

TM

gance — especially considering that this is
Mr. Jamra's first published typeface design.
The flared character strokes are the most
obvious traits which separate ITC Jamille
from otherwise similar designs. The terminals of the "c:' "r" and "s:' etc., have also been
drawn to harmonize with the flared strokes.
These are stressed banners rather than the
simpler, and more conservative, ball terminals. In addition, the lowercase "g" and italic
"k" set the face apart. They are both lively let-

faces intensively and, in the final years of his
studies, almost exclusively. From Basel,
Mr. Jamra traveled to Hamburg, the home
of URW, which is where our story began.
Mr. Jamra still lives in Hamburg, although
he has since left URW to open his own design
studio. Still in love with type, he now combines his knowledge and skill in letterforms
with that of computers and communications
design. The results? Well, a labor of love
rarely produces anything less than excellence.
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Excellence in typography is the result of nothing more than an attitude. Its appeal co
mes from the understanding used in its planning; the designer must care. In contem
porary advertising the perfect integration of design elements often demands unorth
odox typography. It may require the use of compact spacing, minus leading, unusual
sizes and weights; whatever is needed to improve appearance and impact. Stating sp
ecific principles or guides on the subject of typography is difficult because the princi
ple applying to one job may not fit the next. No two jobs are identical even if the same
point sizes are used. It is worthwhile to emphasize here that in modern typography al
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You are not likely to hear many kind words
about the New York City subway system.
You'll hear complaints about the crowds,
noise, litter, too much heat, too little heat,
graffiti...Nobody ever called it a pleasure
trip, but no one will deny that to get where
you're going —fast, without spending a day's
pay for the ride, the subway is the only way
to travel. Millions of people make their way
to-and-from work, to-and-from school, toand-from shopping excursions every day

via the tiresome, boring, joyless subway.
Into this grim environment. 40 years ago,
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a man named Silas Rhodes injected a ray
of cheer and a renewal of hope for many.
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Art Director: Silas H. Rhodes/Designer: John McClash/Illustrator:
Phil Hays

In 1947, Silas Rhodes founded a school,
known today as the School of Visual Arts, on
East 23rd Street in Manhattan. He started
with a mere 35 students, three instructors
and a curriculum that concentrated on cartooning and illustration. But his ultimate
goal was to expand the institution and prepare students for the whole gamut of jobs
in advertising and communications business
—and do it "better than any other school in
the country" The promise was not just
empty hype. It was predicated on the fact
that SVA was located in the hub of the
advertising world, and Rhodes was beginning to assemble a faculty made up of
advertising professionals. Not academics.
Not retired pros. He sought out full-time
working art directors, designers and illustrators who were willing to take time out
from their workdays or evenings to teach
students how to succeed in the business.
Since SVA was a subway-commuter school,
Rhodes presumed he might reach a great
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Art Director: Silas H. Rhodes/Illustrator: Robert Weaver
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many potential applicants by advertising in
the subways, and he inaugurated a campaign to publicize the school and its offerings through a series of subway posters.
The posters, quite naturally, were to be
designed by members of the professional
faculty. The first one, created by instructor
Robert Weaver, appeared in 1947, and new
designs followed every year since then for
the next 40 years. If ever a school laid down
a challenge for itself, this was it:
Could its own advertising demonstrate its
ability to teach advertising?
THE
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There was of course nothing revolutionary
about advertising in the subways. Trains
and station platforms have always been
covered end-to-end with car cards and
posters persuading, cajoling, urging and
commanding to buy, try, do this, do that. But
the SVA posters turned out to be an entirely
different breed of advertising. Arresting...
intelligent...persuasive, they were a delightful interlude and a haven for the eyes

.1m5a

Art Director: Silas H. Rhodes/Designer: Jack Wolfgang Beck/Illustrator:
Joyce Cary

Art Director: Silas H. Rhodes/Designer: George Tscherny

Art Director: Silas H. Rhodes/Designer: George Tscherny

Art Director: Silas H. Rhodes/Designer: Bob Gill/Photographer:
Ronnie Rojas

•• •

among the dizzying barrage of cough and
hemorrhoid remedies, cigarette and toothpaste ads. The colorful SVA posters became
a kind of welcome public art that added a
touch of class to the subway walls and
proved to be very effective advertising for
the school as well.

1111111IMMilla
THE SCHOOL OF VISUAL ARTS HAS MOVED TO
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Some of the posters concentrated on
informing about the school's offerings.
Many tantalized readers by suggesting that
latent artists were lurking everywhere, just
waiting to be developed. Some appealed to
the disenchanted to give up dead end, unrewarding jobs; they offered inspirational
messages such as,"Every wall is a door,"
"The heart has its reasons:' "It's not the light
at the end of the tunnel, it's the light within:'
Several dramatized the injunction: "To be
good is not enough when you dream of
being great:' Still others held out the promise: Spend a few nights with us; it may
change the way you spend the rest of your
days:' There were also subliminal promises
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in pictures without words, suggesting that a
housepainter could make it at the easel, and
that people who only paint-by-number
might have hidden talents in fine art. SVA's
open door policy to all age groups was
dramatized in still another poster which
featured Gaugin behind a bank teller's cage
with the legend, "At 35, Paul Gaugin
worked in a bank. It's never too late:'
Even for the seasoned professionals who
undertook to design the posters, subway
art posed some special challenges. In the
subway a poster fights for its life under the
most adverse conditions. The light is poor.
Some colors don't carry six inches beyond
the paper they're printed on. People are
reading on the run. How do you interrupt
them, deliver a message and make it memorable? There is a temptation to be clever,
but it is more important to call attention to
the school than to the designer's cunning.
(It's never a knockout ad if the client's name
is forgotten.)
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Art Director: Silas H. Rhodes/Designer: Tony Palladino

Art Director: Silas H. Rhodes/Designer: Milton Glaser/Photographer:
Alan Vogel

Art Director: Silas H. Rhodes/Designer: George Tscherny
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Art Director: Silas H. Rhodes/Designer: Milton Glaser/Photographer:
Sol Mednick/Copywriter: Silas H. Rhodes

Art Director: Silas H. Rhodes/Designer: Sal DeVito/Photographer:
Charles Wiesenhahn/Copywriter: Bob Giraldi
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"The heart has its own reasons"

School of Visual Arts
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The posters and the changing state of
the arts.
Recently, in celebration of its 40th anniversary, the School of Visual Arts exhibited its
complete collection of subway posters.
Arranged chronologically, they reflected the
enormous expansion of the school's curriculum since 1947 and the dynamic changes
in advertising and communication arts. The
posters are also an archive of the work of
some of the trend-setting art directors,
designers, illustrators, painters, photographers and cartoonists of the mid-to-late
20th century. Among the contributors are
Marshall Arisman, Jack Wolfgang Beck, Ivan
Chermayeff, Paul Davis, Sal de Vito, Audrey
Flack, Don Eddy, Bob Gill, Milton Glaser, Phil
Hays, William J. Kobasz, Sol Mednick,
Marvin Mattelson, Barbara Nessim, Tony
Palladino, George Tscherny, Robert Weaver,
Richard Wilde and many more. Directing
the entire operation was Silas Rhodes,
founder and chairman of the school.
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Art Director: Silas H. Rhodes/Designer: Audry Flack

Art Director: Silas H. Rhodes/Designer: Milton Glaser
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Art Director: Silas H. Rhodes/Designer: Richard Wilde/Illustrator:
James McMullan/Copywriter: Dick Wasserman

Art Director: Silas H. Rhodes/Designer: Richard Wilde/Artist: Don Eddy

From its humble beginnings as a trade
school for cartoonists and illustrators, SVA
has become an art institution of highly
respected academic and professional standards. It is fully authorized by the New York
State Board of Regents to offer four-year
degree programs in Film, Fine Arts, Media
Arts and Photography, as well as a Master
of Fine Arts in Painting, Photography, Sculpture, Computer Arts and Illustration. Its
open-armed School of Continuing Education also offers non-degree courses in all of
those areas to non-matriculated students.
All told, 6,000 students attend classes at
SVA, day and night, and 647 faculty members, who are all practicing specialists in
their fields, teach them.
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Last year, on the eve of its 40th anniversary,
the school listed the names of 250 former
students now working in New York ad agencies in top creative positions, plus a number
of others who head their own agencies. It
pays, it seems, to advertise. MM

COMPUTER GRAPHICS
16 begood
is not enough
A111)101

(Imam

ing great.

'5ciente states meanings. Art eximrsses them.-

MUAL ARTS
Art Director: Silas H. Rhodes/Designer: Richard Wilde/Illustrator:
Robert Giusti

Art Directors: Richard Wilde & Silas H. Rhodes/Designer: William J.
Kobasz/Illustrator: Marvin Mattelson/Copywriter: Dee Ito

Art Director: Silas H. Rhodes/Designer: William J. Kobasz/Illustrator.
Barbara Nessim

Art Director: Silas H. Rhodes/Designer: Tony Palladino/Copywriter:
Tony Palladino

Creative Director: Silas H. Rhodes/Art Director: Milton Glaser/Designer:
Milton Glaser/Photographer: Matthew Klein/Copywriter: Dee Ito
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Computer-generated art by Weisz Yang Dunkelberger Inc.
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Creative Director: Silas H. Rhodes/Art Director: William J. Kobasz/
Designer: Alain Giguere/Photographer: Eve Sonnemann/Copywriter:
Dee Ito

Creative Director: Silas H. Rhodes/Designer: William J. Kobasz/Illustrator:
Jerry Moriarty/Copywriter: Dee Ito

HEADLINE: ITC MACHINE BOLD
CAPTIONS / CREDITS: LIGHT

TEXT: ITC QUORUM MEDIUM, LIGHT
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SIAKILLO
Ordinarily, when a beer
drinker lifts his glass off a
bar, he contemplates
the color, the head and
the flavor of his brew. But a certain
cerevisaphile we know has a habit of
casting his eyes back to the counter to
study the little coaster his beer has been
sitting on. Which is no surprise to anyone who has ever clinked glasses with
Cameron Williams. He is not only a
connoisseur of beer in all its variations,
he is a veteran type director who enjoys
typography in all its manifestations.
Williams, who has sampled beers, ales, pilseners, lagers, porters and stouts from every corner of the
world, began collecting breweriana in
1983. He became especially intrigued
with coasters when he observed they
were fast becoming an endangered species. More often than not, coasters are
being replaced by flimsy little paper
napkins without character or characters.
In a few brief years he has
assembled 114 coasters from 14 countries, which he considers to be a modest
collection, but it far exceeds what we
can show here. Needless to say, it was
with special interest and pride that
we noted how many of the specimens
in his collection sport ITC typefaces.
Just for the record, we
should report that beer coasters were
originally made of pottery, porcelain,
metal and glass. The wood pulp type of
coaster that Williams collects was first
patented and introduced in 1892 by a

certain Robert Smith in Dresden, Germany. It became a popular material, not
only because it was economical, but it
turned out to be a perfect advertising
medium. The colorful, decorative
coasters with brand names and trademarks fast became souvenir items, and
brewers encouraged people's penchant
for lifting them off the bar along with
their change. What a natural way to
promote your product! In 1969, for
instance, the Ballantine beer coaster at
the World's Fair doubled as a souvenir
postcard, with imprints for address and
stamp on the reverse side. Piel's Brothers printed Bert-and-Harry cartoons on
their coasters, echoing their radio and
TV commercials. (Unfortunately, here
was a sad case where the advertising
had a more appreciative audience than
the product. )
Coasters, which were a
quick and economical tool for augmenting an advertising budget, were also
attractive as collectibles. Their small
size, easy storage and availability made
them more appealing to some collectors
than more serious brewery memorabilia
such as trays, bottles, cans, posters, and
tap knobs. But in recent years, the
decline in the number of breweries and
brands has depleted the source of beer
coasters and increased their value. Still,
for an avid collector there are always
some surprises to be found in flea markets, garage sales, auctions, and
through notices in antique magazines.
Marion Muller
Happy hunting.
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The coasters on this spread and the
following page are from Cameron
Williams' private collection, photographed by Van Blerk Photography.
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What's your drink?
Beer is an all-inclusive name for brews made
from water, yeast, barley and hops. When the
barley sprouts, by germination or roasting, it
turns to malt which is full of sugars that yeast cells
thrive on. As the yeast flourishes and matures, it
ferments alcohols and the tiny little bubbles of
carbon dioxide that provide the fizz. When some
ancient Gaulist monks decided to improve their
brew by adding hops for a tinge of bitterness, the
old English word beor was linked to the drink,
which clues you in to how beer got its name.

BOCK
BEER
is heavier, darker and richer than
\
lager. It is aged longer than most beers,
\
typically all through the winter
months, and promoted during the Spring.

is darker
but
similar
to porter,
with a
strong
malt
flavor
and
sweetish
taste.

means storehouse in German It is fermented in a cool place and is bot
tom-fermented in
contrast to ale
Which Is top ferment ed.
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Fabricated coaster designs by
Weisz Yang Dunkelberger Inc.
HEADLINE/ SUBHEAD: ITC SOUVENIR MEDIUM WITH ITALIC
TEXT: LIGHT ITALIC
COASTERS/ MALT LIQUOR: ITC HONDA, ITC GALLIARD BOLD
BOCK BEER: ITC BAUHAUS DEMI. MEDIUM. BOLD
PORTER: ITC GORILLA, ITC GALLIARD BOLD
PILSENER: ITC BENGUIAT MEDIUM, BOOK ITALIC
ALE: ITC ZAPF CHANCERY BOLD, MEDIUM
STOUT: ITC VELJOVIC BOLD, MEDIUM
LAGER: ITC BENGUIAT GOTHIC HEAVY, MEDIUM
ITC ZAPF DINGBATS USED THROUGHOUT
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The Name of
There are as many names for this universal entertainment as there are countries
and languages in the world. And if you
think of marbles as an amusement of the
past, you are only partly right. Archeologists assure us it is positively prehistoric, as they found evidence in their
excavations that the primitive mound
builders of North America played games
with tiny, round, marble-like pellets. In
the old world, marble games predated
Christ by several centuries. The ancient
Egyptians played at marbles, as did the
Greeks, as did the Romans who then
popularized the games throughout their
conquered territories in Europe, Africa
and Asia. And though it peaked as the
universal street game in the U.S. in the
1930s and '40s, National Marble Tournaments are still drawing dedicated contestants and followers to this day.

All that's marbleized is not marble
Contrary to what the name implies,
marbles are—and always have been—
made of something other than marble.
In earliest times they were fashioned out
of clay, flint, wood or stone. Sometimes
little nuts were gathered and polished
up for the games.

Modern marbles are still made of baked
and glazed common clay, as well as
porcelain, glass, agate, limestone, alabaster, brass, iron, and steel. Some very
deluxe marbles have been carved out of
semi-precious stones like jade, turquoise and carnelian. And of course,
inevitably, there is plastic. But by far, the
greatest number of marbles produced
today are made of molded glass. Plants
in West Virginia, U.S.A., spit them out at
the rate of 200-a-minute. One factory
claims to turn out 2.6 million a day. Of
course, most of these marbles are destined for industrial use* and are
straightforward, no-nonsense spheres.
But the fun-and-games marbles are
infused with color and designs. Swirls,
crackle patterns, peppermint stripes,
spirals, rainbow mixtures, cat's-eye
designs, and "clearys" are all temptations for serious marble players and
collectors.
In pedigree, agate marbles made in West
Germany rank highest and are most
prized. They are made of fine-grain powdered quartz and are individually
molded and colored. These "aggies" are
deliberately made larger than ordinary
marbles—about 3/4" in diameter. A
beautiful "aggie" is not only a treasure
to a serious marble player, but serious
collectors do not flinch at paying $50 or
more for a rare or antique specimen.

*Millions of marbles every year are used
by industrial firms for roadside reflector
signs, for fiberglas products, costume
jewelry, as agitators in aerosol cans, as
rolling casters, etc.

Themes and variations
People who have bothered to count,
report that there are over 50 different
marble games played throughout the
world—all with local variations and
terminology. But essentially, marble
games follow three basic plans: shooting marbles out of a prescribed circle,
shooting marbles into holes or through
archways, and the third involves chasing
competitors' marbles around a predetermined course. (If you stop to ponder
these formats, it becomes clear that
these youthful marble games were
actually the precursors of such adult
entertainments as golf, billiards, polo,
croquet, pinball machines, Chinese
Checkers and Pachinko.)
To determine the starting lineup for the
game, contestants engage in "lagging'.'
Two parallel lines are drawn tangent to
the playing circle. One is the pitch line,
from which the players start the lag; the
far line is called the lag line. With toes at
the pitch line, each player in turn shoots
a marble aiming to get as close to the
lag line as possible. The player who
comes closest wins the lag and shoots
first. Others follow in order of proximity
to the lag. A player continues to shoot
if he succeeds in knocking a marble out
of the ring, provided his own shooter
remains inside. If he misses, he removes
his shooter from the game and turns the
field over to the next player in line. There
is a definite advantage to being the first
up as the more you shoot out of the
circle, the fewer are left for opponents

Department of colorful speech
It may be true of other languages as
well, but American English has been
enriched with a few colorful idioms
directly related to marble games. for
instance, when we say of people, "they
picked up their marbles and went home:
we're labeling them quitters--poor
sports. When we say that someone "lost
his marbles;' we imply he's a mental
case. The command, "knuckle down;'
means get to work and do it right. And it
is my guess that the expression "to lag
behind" derives directly from the practice of lagging, and means, as it does in
marbles, you're not the lead-off person,
but a follower.

to score against.

CHASIES

The game called Chasies is one of
many basic marble games played
'round the world. It is a two-player
game in which competitors take
turns pursuing each other's marble.
What one hits, one keeps.
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Silhouetted photograph of boy: The Bettmann Archive
Marble art created by Weisz Yang Dunkelberger Inc.
from photographs by Donald Dempsey/White Light
HEADLINE: ITC AVANT GARDE GOTHIC BOLD, BOLD CONDENSED

SUBHEADS: BOLD, BOLD OBLIQUE

CIRCULAR TEXT: BOLD

TEXT: ITC BENGUIAT BOOK CONDENSED, BOLD CONDENSED ITALIC. BOOK CONDENSED ITALIC

CREDITS: BOOK CONDENSED ITALIC
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Wit... spontaneity... surprise—all that her name
implies—is exactly what Iskra Johnson works for
in her calligraphy and lettering designs. She was
drawn to her career through studying painting, both
Western and Eastern forms, and it shows. Experiences in gesture drawing, water color, sumi painting
and Chinese calligraphy are all powerfully evident

THEADULT
OILMEN OF
ALCOHOLICS
SYNDROME

in her work.
Ib Iskra, calligraphy is a gesture painting of a message. It is an immediate graphic response to a subject, set down in quick, deft marks. If successful, the
physical appearance of the words faithfully conveys
their meaning. You don't always get it right the first
time. But you don't edit, and you don't revise. You
simply try again, and again, and again. You may
wind up with a dozen variations, but the labor must
never show, and the final version must be as fresh
and spontaneous looking as the first. With luck, it
will contain an exhilarating little surprise. And when
the adrenalin flows, your heart pumps a little faster
and your cheeks flush—you know it's right. With
a little more luck, the client will think it's right, too.

Book jacket design for
Bantam Books.

Her lettering designs are born out of a different impulse than calligraphy. They evolve slowly through
plans, sketches, outline drawings and careful
inking-in, and an ongoing concern for how each
letterform relates to every other one and to the
design as a whole. It is a totally conscious, rational
process in contrast to the intuitive, visceral experience of calligraphy.
Like all letterers and calligraphers, Iskra chooses
tools and paper that she hopes will add character to
her characters, and always welcomes the random
accidents and unexpected nuances they provide.
She works with a variety of pens and handmade
brushes. One of her favorite tools of the moment is
an elk's tail brush, made in Oregon, which delights
her for its unpredictability.

When your parents bless you with a name like
lskra, which in Russian means "spark," you
had better grow up and sparkle a little, or else
change your name. Fortunately, lskra Johnson
had no difficulty fulfilling her parents' prophesy.
What's more, with uncanny intuition, they provided her with a name that makes a smashing
piece of calligraphy.

Vl
Logo for Shanti, Seattle,
a volunteer counseling service
for the mentally ill.

Logo for Values Project Northwest
a cross-cultural research project
relating to natural resources.
Client: Lumni Indian Tribe.

Yet with all her passion for innovation and chance,
Iskra Johnson never betrays her clients' objectives;
her designs are always accessible and appropriate
for their purpose. She has been providing traditional and freewheeling calligraphy and lettering
with wit, whimsy or dignity—each in its place—
for a variety of clients. Ms. Johnson works out of
her studio in Seattle, Washington, and is also concurrently being represented in New York City by
American Artists. Her clients include Thai Airlines,
The Seattle Art Museum, Microsoft, Interchecks,
First Interstate Bank, Data I/O, Intermec,
Wolff Systems, Olympic Stain, The Sheraton, Arco,
Holland America Line—Westours, the Washington
State Film Council and Bantam Books, among others.
From such an impressive client roster, we may gather
that Iskra sparkles plenty. MM

PACIFIC
NoKTUNVEST
CHAMBEik
CtiolkUS
This logo was awarded a gold medal
by the Seattle Design Association.
Page designed fora calligraphy
engagement calendar.

Logo for Kiku, a sushi restaurant.
(Kiku in Japanese means chrysanthemum.)

Pages designed for a calligraphy engagement calendar.

Ufl
Logo for the Women's Information Center.
Client: University of Washington.
SUBHEAD: ITC MIXAGE BOLD ITALIC

TEXT: ITC ZAPF BOOK MEDIUM

BYLINE: MEDIUM ITALIC

Logo for Society of Professional Graphic Artists.
CAPTIONS: ITC MIXAGE BOOK
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It is very difficult for most artists to
pinpoint the exact moment of inspiration for a creative act. But Hertha
Bauer comes as close as anyone ever
has. For her it happened in 1975,
shortly after seeing an exhibit of Kufic
script at the Metropolitan Museum
of Art in New York City.
Ms. Bauer, who is an antiquary of
sorts (she is a librarian for a rare
book collection), was enthralled, as
you might imagine, with the ancient
Arabic writing style—the way the
sharp angular and squared-off letterforms, spelling out elevating
messages, were composed into
decorative squares and friezes and

used for ornamenting holy books,
buildings, tapestries, rugs, pottery
and all manner of Islamic art.
With the hypnotic Kufic designs
emblazoned in her mind, Ms. Bauer
stepped out of her office one day and
noticed, for the first time, the geometric relief pattern on the manhole
cover outside her door. It seemed
to her a modern day counterpart of
the ancient Kufic script, and on
impulse she decided to photograph
it. Well, once you've looked at a
manhole cover seriously, you never
pass another without attending to the
design and words on it. And once you
start photographing them, there's no
end to the distances you travel and
the miles of film you use in pursuit of
yet another rare specimen.

An urban archaeologist raises our

consciousness on the subject of

UNDE
FOOT

manhole covers and other civic artifacts.

Historic Revelation
In the early days of Hertha's quest for manhole covers,
many friends tried to dissuade her from wasting time on
such an ugly subject. So imagine the ecstatic moment
when she discovered that even the great Albrecht Diirer
had been "into" covers. She found his design in a woodcut
executed in the late 15th century. "Not an ordinary manhole lid," she explains, "but a cover to lock up Satan for
thousands of years in a 'bottomless pit. —

From the day of that first photo in
1975, Hertha Bauer has toured the
major cities of the United States and
Europe, and documented 3,500 manhole covers, grates and other castiron lids designed to give access to
public utilities. Thanks to her dedication, her exhibits, her appearances
on radio and TV, she has not only
made us aware of a vanishing art
form but supplied answers to questions we never thought to ask.
HEADLINE: ITC CHELTENHAM BOLD, ITC AVANT GARDE GOTHIC BOLD

SUBHEADS: ITC CHELTENHAM BOLD CONDENSED

TEXT: BOLD CONDENSED. BOOK CONDENSED ITALIC, BOOK CONDENSED

She has never before mentioned this historic tidbit in any

of her interviews. She offered us the exclusive in the belief
that U&lc readers would be the most appreciative audience for such a story. We are sincerely flattered.

(A) Cover near the entrance to the historic Smithville Inn, in Smithville,
N.Y. (B) A small drain in Smithville, N.Y. (C) A New York City Department
of Parks utility cover, located near the Bethesda Fountain in Central Park.
(D) Utility cover, under snow, Innsbruck, Austria, by the Giesserei
Haslinger Foundry of Hall-Tirol. (E) Utility cover in Jerusalem. (F) One of
many subway covers along the Avenue of The Americas in New York City.
(G) A water main cover in bilingual Montreal, identified by words "water"
and "eau:' (H) Fire Department utility cover, Park Avenue, New York City.
(I) Fourteenth and last in Diirer's Apocalypse series (1498).
CAPTIONS: BOOK CONDENSED, BOLD CONDENSED.

Answers to
Questions We Never
Thought to Ask

Why and when did they first appear?
Although every city kid knows the purpose of manhole covers is to mark the
bases in stickball games, they really have
a more serious function. They became
necessities in the mid-19th century when
advances in engineering technology
brought water, gas and electricity into
our homes through underground pipes
and cables. In order to provide access to
crucial joints and valves in the conduits,
utility companies found it expedient to
create holes in the ground where repairmen could descend to inspect or repair
trouble spots. Naturally, holes of such
dimensions had to be securely covered
with cast-iron lids that could support
vehicular and pedestrian traffic.
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Why are they round?
While the small above-ground lids to
utility pipe lines may come in various
shapes, all large manhole covers are
circular for one essential reason: a circle
is the only shape that cannot accidentally
fall or be dropped through its opening
and endanger a man working below.
Since a cast-iron manhole cover weighs
on the average of 300 pounds, this is no
small consideration.
Why are they patterned?
The waffles, checks, stars, checkerboards,
hexagons, basketweaves and floral relief
patterns you see were not designed for the
esthetic delight of pedestrians but to keep
the metal surfaces from getting slippery
in inclement weather and creating
problems for horsedrawn vehicles.
Eventually each foundry did use certain
patterns to identify its products and often
included its own name or the name of
the utility purchasing the cover.
Today, time and traffic have taken their
toll of manhole covers. In some cases
new patterns are being soldered on top of
old worn lids. Others are being replaced
with new models, but the patterns are
limited. So it is comforting to know that Ms.
Bauer's photos are intact and circulating
throughout the world to provide a permanent record of a historic art form. MM
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We'll keep you smiling with our variety of over 1,200 type styles.
Albertus to Zapf, the result is always a designer's delight.

For further information on Varityper's typeface library call toll-free, 800 631-8134;
in New Jersey call 201 887-8000, ext. 999.

Varityper
c)1987 AM International, Inc.
Varityper is a registered trademark.
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BERTHOLD TYPES

from Berlin — in Stuttgart,
Today, Berthold is unquestionably the leader in the field
St. Petersburg, Budapest,
of typographic communications.
Vienna, Leipzig and Riga,
Not because we sell the most equipment, nor because
as well as many other
our equipment is necessarily the fastest, but — simply —
sales offices, and we had
because we have one over-riding purpose: the maintenbecome the largest
ance of our pure typographic quality.
typefounder in the world.
We consistently achieve absolute excellence with our
During this period, Berthold were actively designing
typefaces. Our equipment and operating systems are
and marketing new typefaces, as well as working to
flexible, logical, innovative, comprehensive and — despite
integrate the designs acquired from the new companies.
all this — at the forefront of rapidly-changing technology.
In 1935, Berthold made their first contact with photoSurprisingly, any day now we celebrate our 130th year.
graphic typography. Company records reveal an
In Berlin, Germany, in 1858 Hermann Berthold
exchange of letters taking place with a Mr. Uher, who
established his Institute for Galvanization Technology.
had invented the 'Uhertype' machine.
A research engineer, Berthold had developed a way
1938 saw production of metal type reach record
to produce super-hardened brass-and-zinc rules for use in
levels. Obviously the Second World War had a major
the type composition trade.
impact on production, and our Mehringdamm factory was
Berthold's rules were less susceptible to abrasion and
very severely damaged by bombing, and the links with
wear due to the special metals and production techniques.
the international subsidiaries were lost.
The Berthold slogan at that
Reconstruction started immediately
period was As precise as
afterwards and we were back in limited proBerthold rules:
duction by 1946, with full day and night
Because they were made
shifts starting again in 1948.
to such fine tolerances, the
Typeface development continued, but
printers of the day could
there was growing awareness (and a very early awareness
order rules knowing that two point rules would indeed be
by comparison with the industry in general) that the future
two points wide. Which brings us nicely to our next point.
lay in the direction of photocomposition rather than
Every country in Europe had a different system of
metal: offset lithography rather than letterpress printing.
typographical measurement.
It must be emphasized that Berthold was producing
With different systems, there was no standardization.
type only for hand composition; we had no involvement
This led to immense difficulties for typefounders, chaos
in machine composition.
for printers.
Following some hair-raising journeys across the East
A consortium of Master Printers and typefoundries
German corridor, a loose agreement was reached with the
decided to tackle the mess by commissioning research to
engineer Heinrich Heine regarding his 'diatyp' machine.
analyze the problem, and devise a 'universal' system.
It required fundamental redevelopment, but a firm licensWho better than Hermann Berthold with his
ing agreement was reached in 1952.
reputation for precision, his knowledge of the industry,
Our commitment to involvement in the photographic
and his commitment to absolute quality?
technologies led us in 1951 to take a partnership in the
He reported back to the Master Printers in May 1879:
re-establishment of the Hoh & Hahne company in Offenthe result was the revised didot system, (known as 'cicero)
bach. Hoh & Hahne were originally in Leipzig, the
where 2660 points equal one metre, at 0° Reamur.
historic centre of the German reprographic industry, and
It was warmly accepted throughout continental
were one of the earliest makers of quality repro-cameras.
Europe, although Britain and North America adopted the
Our development of photocomposition continued,
Anglo-American pica point system.
financed by the healthy sales of metal type.
The success of this project brought
It was not until the 1958 DRUPA exhibition that the first
Our Berlin factory was hit by an Incendiary bomb, the effects
Hermann Berthold further acclaim,
of which caused our entire stock of metal type to 'melt down:
Berthold photocomposition machine was shown: the
and our activities were widened to enLiterally. It was originally stored on our second and third floors,
and ended up as a solid mass in the basement of the building.
'diatype. There was tremendous interest from the
compass the production of metal type
It took some few weeks before it cooled down.
industry. Typefaces — previously only available as 'foundry'
When the factory was rebuilt after the war, our staff used gas
as well as the brass rules.
torches to cut the metal into manageable pieces which were then
type — could be set, in a size range of 4-36 pt, to an
In 1896 the name of the company
purified and re-cast into type.
absolutely superb quality. It seemed as if a typesetter's
was changed to H Berthold AG. Type was fast becoming
dream had come true. Each typeface required a single
our major product, and rapid expansion — mainly by
investment: all sizes could be produced from one master.
acquisition — was taking place. But Berthold died in 1904.
There was an unlimited supply of all characters including
Between 1905 and 1922, twelve major typefoundries
accents and signs, and the type wouldn't wear out: it was
were taken over by the company. By 1928, we had formed
truly the photographic equivalent of hand-setting.
many subsidiaries and had production facilities — apart

Berthold: High Fidelity in
Typographic Communications
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Main text set in Berthold-Esclusiv Daily News family 0

her matter set in Berliner-Grotesk. Boulevard, Akzidenz-Grotesk and Akndenz-Grotesk Buch families. Fish from Special Signs II
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..wring the early stages o

diatronic grid pre-

cut she was a thorough, diligent mother, and we

production we were baffled by some characters

lust couldn't understand why she should have

being out o alignment on certain type faces.

such difficulty.

G,9 ntermittent faults are always the most

2.;entitally we realised that as she leaned

difficult to sane, but by a process 4 elimi-

across to align the characters farthest away

nation, we determined that
one particular member o
our staff was responsible.

C•I-1•R•O•N.)-0•L•0•G•Y
• 1958 •
diatype announcement
.1960 •
first diatype machine installed

from her, she was innolyntardy shifting those that
were nearest...

• 1964.

starlettograph headliner marketed;
staromat under development
• 1966 •

In 1964, we took an interest in the FilmFirst of six 'Photosetting Centres'
opens in Germany
Klischee company, Munich, who produced
.1967
The premiere of the first diatronic
the 'starlettograph' headline machine.
keyboard photosetter
Later, we bought the company out-1971 •
transmix film assembly system and
right and developed the 'starsettograph'
diatype headliner
•1972 •
and 'staromat' machines , both popular in
diatronic s system; centermix
electronic correction and tape merging
trade shops around the world.
unit; large format diatype super;
dialiner ruling machine; minister and
With both text and display capabilities,
superstar headliners; fk3 repromat,
in 1966 the first of six 'Photosetting
fk60 and precisa s cameras all
launched at DRUPA exhibition
Centres' was opened in Germany, where
•1975 •
diatext desktop photosetter,
potential customers could see our equip(at less cost than en IBM-Composer)
ment at work, and where operators could
1977.
diasetter terminal for diatronic s
receive training.
and diamat correction unit for diatext
and diasetter announced;
At the 1967 DRUPA show the 'diatronic'
At DRUPA exhibition, ads 3000
system was launched, the first keyboardsystem announced - floppy disc
storage and display screen, to eventually
controlled area photocomposition system.
replace diatronic, but using same fonts
• 1978 •
The stand was packed with curious
Companion photo unit for ads- apu 3608
-1979 •
visitors. All other systems had 'dumb' frontFurther ads system components acs 3200,
cps 2000 and cps 1000: compact
ends with 'intelligent; but unpredictable,
units combining keyboard & photo unit
output units removing all control from the
• 1980 •
tps 6000- en extension of the ads
keyboard operator.
concept: start of 'T' family.
1981.
The diatronic type matrix was a
Alphatype's Multiset marketed in Europe
as tps 8000 family. ads arable.
rectangular 'grid': a chrome glass negative
• 1982 •
containing 126 characters at 8 pt; through
T family completed with gst 4000, mft
4000 terminals, tpe 6001 portable
ingenious use of precision optic controls
terminal and dms 7000 central hard
drive and system unit, plus apu 6016
the typeface grid was stationary at the
high-speed glass grid photo unit.
moment of exposure: this was the basis of
• 1984 FOX - compact text-oriented digital system
the excellent quality of diatronic.
.1986 DPU 5000 and DPU 7000 digital photo
Deliveries to customers started in 1969.
units; DRUPA: all T family equipment
renamed Series 0; M Series electronic
In 1973 our sales centre and typeface
graphics system comprising WorkStation,
drawing and production centre opened at
LaserPrinter, LaserRecorder, Scanner,
DataTower; using LaserTypes fonts.
Taufkirchen, near Munich.
CIRecorder announced to use OiamondTypes
ultra high-quality digital fonts
We followed this by opening a sub• 1987 •
sidiary in the USA in 1974, and in Austria
LI raster image server for LaserStation

working to develop a digital typesetting system.
At the DRUPA show, we exhibited the
concept of an integrated text, picture and
image system: 'Magic'.
In 1981 we purchased the American
Alphatype Corporation. This seemed like
a mutually beneficial marriage of matched
strengths and weaknesses, but it was
obvious by 1986 that the marriage wasn't
working out, and we divorced.
At 1986's DRUPA, we stunned the
typographic world with our new M Series.
Completely compatible with our older
equipment, M Series is a complete, working, integrated text, picture and graphic
manipulation system, based on high speed
graphic workstations, image scanners,
laser printers and laser output recorders.
The concept that had been first proposed in 1980 had at last come to fruition.
And it delivered all it had promised.
Special programs allow scanned-in
images to be cleaned up — pixel by pixel,
complete logos and graphic images can be
'drawn from scratch using mouse and
cursor, and the work-station uses a friendly
'windows' environment.
Our UNIX-based software ensures
many years of compatible development,
especially with our adoption of Ethernet
and scsi data transfer protocols.
The friendliness and flexibility of the
system
once again places us at the very
allows output of half tones and use of
in 1976.
DiamondTypes on LaserStation; HRScanner
forefront of technology.
launched: high speed ultra-high resolution
In 1975 the 'diatext' was announced;
The typographic ability of M Series is
scanner for inputting pictorial material.
Berthold Type Centres open in
a small desktop microprocessor-controlled
breathtaking. At last there is a system that
New York, Toronto, Los Angeles.
text photocomposition device.
is as clean and sharp as the legendary
1977 was once again time for DRUPA: we launched a
diatronic glass grid. No mean achievement.
new generation of photosetters: the intelligent, programThe Seybold Report on Publishing Systems; Vol 16,
mable microprocessor-based 'ads 3000' with visual display
No. 19; 8 June 1987: "This is not by any means a system for
screen, floppy-disc storage and enhanced type size range.
the uninitiated user. It is one that requires a significant degree
Then in 1978 our subsidiary in France opened, and
of typographic understanding to get the best from it. After
on 31st October 1978 production of metal type ceased,
working with it more, we began to appreciate its qualities. It is
exactly 100 years after the commisan incredibly precise system that is targeted specifically at the
sion from the Master
most awkward areas of the
Printers.
typesetting market —
In the meantime, we
the complex trade
had purchased Guttinger- typography market
•

Satz-Automation (GSA),

a small Swiss company
producing a range
of exceptionally highquality electronic keyboards, who were also

that sells its product,
namely made-up film,
to the ad agencies,
and clients requiring
absolute typographic excellence.
In short, the Berthold market."

IBM and Alphatype are registered trademarks of the respective corporations. Unix is a registered trademark of AT&T. Ethernet is a registered trademark of Xerox Corp.

Wet
WHEN WE LAUNCHED
THE DIATRONIC SYSTEM AT THE
1967 DRUPA, ONE OF OUR
DIATYPE USERS SERIOUSLY
SUGGESTED TO US THAT
IN ORDER TO PROTECT HIS
INVESTMENT IN AN
ALTERNATIVE PHOTOSETTING
SYSTEM, HE WOULD BUY
OUR PRE - PRODUCTION RUN OF
SIX DIATRONIC MACHINES
ON THE UNDERSTANDING THAT
WE WOULD THEN SCRAP
THE IDEA AND PRODUCE NO
MORE KEYBOARD-OPERATED
MACHINES.
WE DECLINED HIS OFFER.

For further information
please consult your nearest
Berthold office.

Berthold

West Germany:
Berlin:
H. Berthold AG
1-4 Teltowkanalstrasse
1000 Berlin 46, Germany
Telephone (030) 77 95-1
Telex 1 84 271 • Fax (030) 77 95 306

United Kingdom:
London:
Berthold Typographic
Communications Limited
Parkway House, Sheen Lane
London SW I4 8LS, UK
Telephone 01-392 1155
Telex 9419890 . Fax 01-878 6516

USA:

New York:
Berthold Corporation
2 Pennsylvania Plaza
New York, NY 10121, USA
Telephone: (212) 564-8970
Fax: (212) 629-0348

Canada:

Toronto:
Berthold Incorporated
60 McPherson Street, Markham
Ontario L3R 3V6 Canada
Telephone: (416) 475-8570
Telex: 06-986809• Fax: (416) 475-0739
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Arigato, Hiroshige
Hiroshige was one of nineteenth-century Japan's greatest woodblock artists.
HIROSHIGE
When examples of his work reached France, his approach to composition and
One Hundred
color inspired Degas and others to create a new artistic vision: Impressionism.
Famous Views
rf of Edo
A perfectly preserved set of Hiroshige's impressions of ninteenth-century
•
Tokyo, One Hundred Famous Views of Edo, was discovered in the library of the
Brooklyn Museum and published by George Braziller, New York, in 1986. Lavish
and faithful — in full size and accurate color — the book was printed, naturally
enough, in Japan. Braziller commissioned a new typeface for the book from
AlphaOmega Typography, to ensure a beautiful, stylish text to accompany the
stunning images. Arigato — thank you — Hiroshige, for providing the inspiration to create this exciting typeface.
Linotype now offers this new design, with its beautiful
Hiroshige Book
Oriental, calligraphic flair, in book, medium, bold, black and
the accompanying italic alphabets. All of the weights create
Hiroshige Book Italic
inviting display typography. The book and medium weights
Hiroshige Medium
in particular provide a lively, vibrant look for text.
Hiroshige Medium Italic
This distinctive new typeface family will soon be available as a PostScript® Font for use on high quality imageHiroshige Bold
setters from Linotype as well as for use on low-resolution
Hiroshige Bold Italic
laser printers. In addition, the entire Hiroshige T" typeface
family is also available for use in Linotype Laser Font®
Hiroshige Black
formats, as well as Linotron® 202 and CRTronic® typesetters.
Hiroshige Black Italic
For additional information on this new typeface or on
any of the nearly 2,000 typefaces available from Linotype,
call (800) 645-5764. In New York State, call (800) 832-5288.
In Canada, call (800) 387-9553.

Angato, Linotype

Linotype, Linotron, CRTronic and Linotype Laser Font are trademarks of Linotype AG and/or its subsidiaries.
Linotype Company
Linotype Ltd.
Linotype AG
Hiroshige is a trademark of AlphaOmega Typography, Inc. PostScript is a
trademark of Adobe Systems Incorporated. Hauppauge, New York, USA Cheltenham, England Eschborn, West Germany
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Ad Type Graphics

Sacramento, California
41 916-736-2222

Alan Waller
& Associates, Inc.

Nashville, Tennessee
4 615-889-5579

American Softype

Alphabet Shop

Alpha Graphix

Los Angeles, California
4 213-388-0401

(-\

Natick, Massachusetts
<it 617-651-7041

Atlanta, Georgia
4 404-892-6500

2`•--

—
Ampersand
Typographers

Toronto, Ontario
4 416-422-1444

)
(
\ -Central
Typesetting Company

Detroit, Michigan
4 313-961-7171

Characters
Typographic Service

New York, New York
tit 212-947-0900

Chiles & Chiles

Dallas, Texas
41 214-690-4606

,---

Graphic Composition
Menasha, Wisconsin
4 414-739-3152

GraphPro

Portsmouth, N. H.
4 603-436-3868

County Photo
Compositing Corp.

Composition Systems

Falls Church, Virginia
4 703-237-1700

Southborough, Massachusetts
4 617-480-0205

Creative Typography

Palmetto, Florida
4 813-722-3973

)

Great Faces, Inc.

Minneapolis, Minnesota
<h 612-339-2933

Harrison Typesetting

Portland, Oregon
<it 503-238-9891

Image-Tech, Inc.

John C. Meyer & Son

Milwaukee, Wisconsin
4 414-352-8575

Philadelphia, Pennsylvania
<it 215-627-4320
`
'‘

Cs(

O'Sullivan
Typographers

New York, New York
4 212-925-5443

Pacesetters Graphic
Typography, Inc.

Dallas, Texas
it 214-235-2222

PearsonTypographers

Chicago, Illinois
4 312-449-5200

Porter Graphics, Inc.

Santa Ana, California
4 714-558-1947

Printype

Bristol, Connecticut
41 203-246-8013

\\c

PTH Typographers

Los Angeles, California
4 213-933-9124

IA
t)7n .

e.)N

i
sharpgraphics

Kansas City, Missouri
4 816-931-1683

\r ,
- - Inc.
r- Typeco,
Des Moines, IA
515-282-8973

rw,
Shore Typographers

Chicago, Illinois
<it 312-944-6650

typefaces

Davenport, Iowa
4 319-322-2136

Southwestern
Typographies, Inc.

Dallas, Texas
41 214-748-0661

Typesetting Service

Providence, Rhode Island
4 401-421-2264

Spectrum Multilanguage
Communications

New York, New York
41 212-391-3940

Typesetting Service, Inc.

Cleveland, Ohio
it 216-241-2647

Stamford Typesetting

Stamford, Connecticut
<it 203-838-1000
4 203-327-1441

Typeworks of Dallas

Dallas, Texas
<it 214-631-7006

Supertype

Los Angeles, California
4 213-388-9573,

Type House +
Duragraph

Minneapolis, Minnesota
<4 612-588-7511

JUST SAY THE WORD

For more information about the Typographers International Association conta

61.
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Arrow Typographers

Newark, New Jersey
41 201-622-0111

Artintype Metro

New York, New York
<11 212-532-4000

Bradford/Will Graphics

Denver, Colorado
41 303-233-9128

../R)

Brooks Typography

Centennial Graphics

Lafayette, California
<11 415-284-2910

Lancaster, Pennsylvania
4/ 717-397-8863

Central Graphics

-

Design & Type

San Francisco, California
4 415-495-6280

Elizabeth Typesetting

Kenilworth, New Jersey
4/ 201-851-0100

Lithographics

Litho Composition

Sacramento, California
<ft 916-447-3219

Boston, Massachusetts
4 617-482-3236

P. A. Altenhofen
Typographers

Milwaukee, Wisconsin
4/ 414-352-3590

Roc/Soc Marketing, Inc.

New York, New York
41 212-243-4982

E B Typecrafters

Denver, Colorado
41 303-294-9240

Marathon Typography

Durham, North Carolina
41 919-544-1087

Rochester
Mono/Headliners

Rochester, New York
<4 716-546-1690

General Typographers

Washington, D.C.
41 202-546-1400

Mono Typesetting Co.

Bloomfield, Connectic
<4 203-242-3006

Gormans Typesetting

San Diego, California
<h619-234-6633
\
7;

Granite Graphics

Peoria, Illinois
(h 309-691-9087

New York, New York
41 212-772-0364
Rutherford, New Jersey
41 201-438-7398

Newark Trade.
Typographers

Orange, New Jersey /
42o1-674-3727

RyderTypes, Inc.

Sans Souci Graphics

Chicago, Illinois
4/ 312-467-7117

North Miami, Florida
(h 305-891-1233

Omnicomp

San Francisco, California
<4 415-398-3377
Palo Alto, California
41 415-326-5960

Setting it Straight

Ridgefield, Connecticut
<4 201-943-2220

f>7;e•
--he Composing Room

St. Louis, Missouri
4/ 314-773-2400

The Firm of
Christopher Wren

Costa Mesa, California
411 714-540-0801

The Typesetting Room

Costa Mesa, California
4/ 714-549-3902

NJ

The Type Gallery

Trade Typographers

Seattle, Washington
<h 206-285-6333

Washington, D.C.
'(h202-667-3420

Tuxedo Type

Skokie, Illinois
41 312-465-4652

•\
-

Typografica

Denver, Colorado
41 303-333-2445

Typographic Service

Los Angeles, California
41 213-749-8383

Typography Plus

Dallas, Texas
41 214-630-2800

Typotronics, Inc.!
National Typographers

St. Louis, Missouri
<I/ 314-647-8880

WE'RE ALL E

U. S. Lithograph, Inc.

Z Typography

New York, New York
<4 212-673-3210

Palo Alto, California
<11 415-327-8671

C
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le Director, TIA, 2262 Hall Place NW Washington DC 20007

Find out how to get all eight new Critter Note Pads* from the TIA character nearest you.

*3" x 4" Yellow QuickStick" Note Pads.
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CUTTING
To be on the cutting edge of typographic

To be on the cutting edge of typographic design requires a judicious

Versatility. Quality.

design requires a judicious mix—of art and

mix—of art and technology, of creativity and practicality, of quick exetechnology, of creativity and practicality, of

cution and painstaking exactness, of innovation and the matter-of-fact.

Variety. Flexibility.

quick execution and painstaking exactness,

You must satisfy the most critical demands of a variety of customers

The possibilities are

of innovation and the matter-of-fact.

for an almost endless range of typographical effects, varying the color,
You must satisfy the most critical demands of a

limited only by your

the texture, the weight, the typestyle for every application.
variety of customers for an almost endless range

Your typography must, at times, ring with emotion. It must provoke,

imagination.

of typographical effects, varying the color,

shock, excite, astound, or cajole the reader. And at other times, cooly
the texture, the weight, the typestyle for every

quiet and understated, it simply informs, persuades, explains, or guides.
application. Your typography must, at

times, ring with emotion.

It must excite, shock, provoke, astound, or cajole

make your design possibilities

the reader. And at other times, cooly quiet and understated, it simply informs, persuades, explains,

,------- es t\ `a
t
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are tr2s ovva\ °Iettog,cNas
trerxds 0

or guides. The possibilities are limited only by your imagination.

become typographic realities is as
Versatility. Quality. Flexibility. Variety.
Typestyles that are traditional or trendsetting, classic or contemporary,

that
that can express the range of emotions your jobs demand.

or cotec(°c2s1
W s the 1
f2svIelo
op oc?ce s

simple as making a phone call to your

These are the characteristics you should demand in a type library.

t:\ °C ‘S 1d \ ° - S
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Corn pugraphic Type Specialist at 800-424-TYPE.

a,
ate0a116 .1beSe are the

draracter‘st:tcs 1 ou stlovi\
With over 1700 typestyles,

der0101 a type Wary.
00 typesty\es,
WO over V1

the type that you need,
Compugraphic—all
Co

Worax-

the Corrvpgra0c type

the Compugraphic type library is

'xs roc key to ei.c.e\\01cem

from cutting to

typogra0c ei-presoo.

0

0
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your key to excellence in typographic expression.

Cg

compugraphic °
Compugraphic Corporation, Type Division, 90 Industrial Way, Wilmington, Massachusetts 01887
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TO: The Alumni
FROM: The Design Schools
SUBJ: Career Update /1988
The last time we made a general call to the alumni, we
received an impressive response. Letters came in from
almost all of the 50 states including Hawaii and Alaska.
A number of our members responded from Europe, Latin
America and even a few from the Orient.
This time, we plan to include your name and place of
employment in a comprehensive directory. When the
returns are all in, it may very well be one of the largest
lists of people employed in design ever compiled!
On the survey form at the right, there are a few general
questions that will help bring us up-to-date about you and
your accomplishments. Attach additional information,
if you wish.
In the near future, The Design Schools plan to publish a
report that will detail the far-flung activities of the alumni.
It will feature the many hundreds of graduates who have
become successful professionals in Graphic Design,
Interior Design, Photography, or other fields.
May we hear from you? Your response will help make
this a valuable document that will recognize your accomplishments and also identify your school as a prime source
of professional design talent.
All of the more than 1,500 faculty and staff at The Design
Schools appreciate your cooperation.
Note to the general reader of U&k:

If all of this interests you and you are a student who may
want to attend one of The Design Schools, please fill in
items 15-19 in the column at right, indicate the location of
your choice and mail the coupon today. Or better yet,
phone toll free:
Atlanta 1-800-241-0620 Dallas 1-800-441-1577
Denver 1-800-525-6556 Fort Lauderdale 1-800-327-7603
Houston 1-800-231-6093 Philadelphia 1-800-222-2787
Pittsburgh 1-800-245-0660 Seattle 1-800-345-0987

immilmommilmummummimim►
I ALL ABOUT YOU
1. Name
2. Graduate of
Year
3. Your Major
4. Current employer
5. Job title
6. Do you hire or participate in hiring design talent? Yes No
7. Have you hired a graduate of The Design Schools? Yes No
8. Tell us about your work

Attach any additional information, clippings, photographs, etc.

9. Your address
10.City

State

Zip

11.I have a friend who is also an alumnus
12.Name
13.Address
14.City
State

Zip

15.I have a friend who may wish to attend one of
The Design Schools. (Which location?
16.Name
17.Address
18.City
State
Zip
19.Phone ( )
20. You have my permission to include my name and data
about me in The Design Schools alumni directory.
Signature

The
Design
Schools

Art Institute of Atlanta
Art Institute of Dallas
Art Institute of Fort Lauderdale
Art Institute of Houston
Art Institute of Philadelphia
Art Institute of Pittsburgh
Art Institute of Seattle
Colorado Institute of Art

Date

Please mail above questionnaire to:

Edward A. Hamilton
Director of Communications
The Design Schools
34 South Broadway
White Plains, NY 10601

29 42
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clire make headlines
the old•fashionedvvay.
We knitthent
That's right.
No fuss, no muss. None of those blown-up
computer print-outs that need to be respaced,
rekerned, retreaded.
What you get from Headliners is just wellknit, thoughtfully constructed display-size composition. Put together by caring and skillful type
people in a way no software kerning program
could hope to duplicate.
Because spacing is our bag. Our cup of tea.
And in the long run, nothing else really matters.
Sure, we take pride in our exclusive
alphabet designs, turned out by our own stable of
top-notch artists.
Sure, we know all the photographic tricks,

and regularly serve them up with all the other
services offered by the top graphics houses.
But the thing we stake our reputation on
is the hand-set headline. A wedding of mind
and hand and eye.
No technology, emerging or otherwise,
stacks up with this kind of graphic illustration.
Just call us craftsmen of the old school.
The more things change, the more they
stay the same.

LINERS®

'Ihe knitpicking specialists

AMSTERDAM 31-20 97 77 91. ATLANTA 404-892-6500 • BERLIN 49-030 262-5017 • BOSTON 617-742-4866 • BRUSSELS 32-2 539-0340 • CEDAR RAPIDS 319-366-6411
CHICAGO 312-467-7117 • CINCINNATI 513-751-5116• CLEVELAND 216-621-5388• COLOGNE 49-21140-30-28• COPENHAGEN 45-1 116-320 • DALLAS 214-363-5600• DENVER 303-233-9128
DETROIT 313-567-8900 • DUSSELDORF 49-211 37-09-43 • EDINBURGH 44-31255-1030 • ESSEN 49-201 77-50-57 • FRANKFURT 49-69 72-46-51. GOTHENBURG 46-31 17-75-65 • HAMBURG 49-40 23-41-41
HELSINKI 35-8 65 11 99 • HOUSTON 713-861-2290. INDIANAPOLIS 317-634-1234 • KANSAS 913-677-1333 • LITTLE ROCK 501-375-5395 • LONDON 44-1 580-7045. LOS ANGELES 213-933-7371
LOUISVILLE 502-451-0341. MALMO 46-40 11-26-50 • MELBOURNE 61-3 690-6788. MILWAUKEE 414-352-3590 • MINNEAPOLIS 612-338-7171. MONTREAL 514-861-7231. MUNICH 49-89 29-50-47
NEW YORK 212-687-0590 • NURNBERG 09-11 343-098 • OMAHA 402-556-6333 • ORANGE COUNTY 714-541-3341. OSLO 47-2 42-02-30 • PARIS 33-14 337-8000 • PHILADELPHIA 215-592-7474
PHOENIX 602-242-6500. PITTS B URGH 412 391 3778. PORTLAND 503-226-3943 • RALEIGH 919-832-7568. ROCHESTER 716-546-1694 • SAN DIEGO 619-234-6633 SAN FRANCISCO 415-781-0463
SCARSDALE 914-472-6680 • SEATTLE 206-285-6333•• ST. LOUIS 314-644-1404•• STOCKHOLM 08-7 31-90-66 STUTTGART 49-711 61-30-75. SYDNEY 61-2 290-1122 • TOLEDO 419-241-7195
TORONTO 416-593-7272 • WASHINGTON, DC 202-293-2214 • WIESBADEN 49-6121 44-90-44 • ZURICH 41-1 463-8484

If you haven't seen our "neotDisplayType One Line Index:'
now's the time to get one from your local Headliners studio listed above.

Headliners International Franchise Headquarters: 720 White Plains Rd., Scarsdale, New York 10583 914-472-6680

65

BEFORE, WE COULD ONLY OFFER YOU
THE WORLD'S MOST VERSATILE
DAYLIGHT CAMERA.

NOW, YOU CAN ALSO HAVE THE
WORLD'S FASTEST.
VGC presents the incredible
Eskofot 8200 daylight stat camera
system. With all major functions
fully automated, and a unique step
& repeat feature, to give you high
speed production, simple operation
and unheard of economy.
The 8200 is designed specifically for you if you do volume stat
work, need fast turnaround and keep
a sharp eye on costs. It will deliver a
variety of reproductions. Up to 5 per
minute. Enlarged or reduced. On
paper or film. Line shots or halftones. Black & white or full color.
One shot per sheet or several shots
ganged-up on a single piece of paper.
All produced quickly and easily—
automatically focused, exposed and
processed. In complete daylight.

To find out all about the high
production Eskofot 8200 call us tollfree or send in the convenient
coupon now

Call toll-free

1-800-327-1813.

r

NSP

And if it's unusual versatility
and creativity you want—along with
economy and features such as autofocus and automatic exposure
calculation—ask about VGC's
remarkable Total Camera III. It can
actually deliver over 50 different
kinds of custom reproductions. Line
shots, halftones, special effects,
enlargements, reductions. On paper
or film. In daylight. Convenient
accessory components give you full
color, slide enlargement, platemaking, phototype processing and
many other useful capabilities. Find
out more.

VISUAL GRAPHICS CORPORATION
5701 N.W. 94th Ave., Tamarac, FL 33321

Please send 'nformation on:
❑ The Eskofot 8200
❑ The VGC Total Camera III

NAME
TITLE
ORGANIZATION
ADDRESS
CITY/STATE/ZIP
PHONE
L
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Matching type to technology has been Monotype's
business for almost 100 years. fr This background in type
production gives us the edge when it comes to crafting
tomorrow's classics. If Currently, we are well into our
programme of converting the complete M onotype® library

of classic faces into desktop and electronic publishing
formats. ir This means that Monotype originals such as
Times New Roman Rockwell Gill Sans ® and many
others are now available to users of the new electronic
printing technologies.

Vonotype Typography
For more information on Monotype's complete library of faces contact either:
Monotype Typography USA, 2500 Brickvale, Elk Grove Village, Illinois 60007 USA. Telephone 312 350 5600
Monotype Typography, Honeycrock Lane, Salfords, Redhill RH1 5IP, England. Telephone 0737 765959.
'Monotype' is the registered trademark of The Monotype Corporation PLC
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3 4 5 6 7 8 9 10

why you
PiaM110 Ten reasons
should be the first one

on your block to enjoy
AlphaOmega's Tiepolo:
1. Beauty. That somewhat embarrassing word in these
days of digitized type hype. Let's not be ashamed to come
out with it: the Tiepolo typeface family is gorgeous.
2. Utility. The three weights and their matching italics
are designed to provide close fitting, text clarity
and equally compelling and dramatic display heads.
3. Variety. The grace note of small caps (in the Book and
Bold weights) and both oldstyle and lining figures
in three weights and their italics are added bonuses.
4. Appropriateness. Tiepolo blends a classic calligraphy-derived form with a clean modern severity.
The designers, AlphaOmega Typography, Inc., call the family
"a sans serif with serifs." Both quiet and exciting.
5.6.7.8.9.10. Tiepolo Book, Tiepolo Book Italic,

Tiepolo Bold, Tiepolo Bold Italic, Tiepolo Black,
Tiepolo Black Italic—the six unarguable reasons.

TIEPOLO BOL

Pm*

Boro serves corporations, agencies, and studios on some
of the best blocks in the northeastern region, and has been
on our block in the Gramercy Park area for almost fifty
years. Always one of the leading fully-professional advertising typographers in New York City, Boro has recently
added the Berthold Digital Library to its Alphatype system.
And with interfacing equipment, Fax transmission and
program output for your own creativity. We have it all,
here and now, for tomorrow delivery. Call or Fax

Boro7ypographers,Inc.
49 East 21 Street, New York, NY 10010
(212)475-7850 Fax(212)228-6537
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THE BEST TYPE BOOK
MONEY CAN BUY.
!Prfrf9TWIQN This priceless professional tool is yours
free. Simply mail the coupon below. Or call
Adobe Systems toll-free.
Adobe, developers of the Adobe' Type
Library and PostScript® software, is the
world's leader in electronic publishing.
11 E ROC OF
This full-color, 11" x 15'; 32-page
10V Nair
"Font
& Function" catalog is jampacked
INEW'
with helpful tips and problem-solving advice
from Adobe type and design experts.
It features samples, interviews, and more than 210 highquality Adobe typefaces described in detail.
Get yours today. FREE. Just call 800-83-FONTS.
In Alaska and Canada, call 415-962-2100.
Or write Font & Function, P.O. Box 7900,
Mountain View, CA 94039-7900.

You might be thinking,"That's right, Photo-Lettering is the place that
does all that great fancy stuff" What you may not realize is that we are
one of New York's leading advertising typographers. We presently have
over 1,300 text faces (many exclusive), including every ITC face, and this
list is constantly growing.
In addition to having the largest collection of display alphabets in the
world (over 10,000, many exclusive), we have the technical skill and
expertise to convert these headline alphabets to text fonts for use on
our new 8600 digital typesetters.
So, when you think of Photo-Lettering, Inc., think of us as a full-service
advertising typographer!

03:11
bia
ll
SYSTEMS INCORPORATED

FREE.

To receive your "Font & Function"Adobe Type Catalog, mail to: Font & Function,
P.O. Box 7900, Mountain View, CA 94039-7900. Please allow 4 weeks for delivery.

NAME

ADDRESS

CITY

STATE

ZIP

PHONE

UC

PostScript is the registered trademark and Adobe is the trademark of Adobe Systems Incorporated

Chartpak Velvet Touch Winning Faces 1988
ChartpakS Second Annual Designer Typeface Competition is a reflection of our commitment to discovering new designs for our Velvet Touch
transfer type collection. Chosen from hundreds of entries by a panel of
highly-respected professionals, all of the "Winning Faces" have one thing
in common they increase the designers range of graphic expression.
Velvet Touch transfer lettering—including the 1988 Winning Faces—
is available from your Chartpak dealer.
—

The Judges
Christopher Austopchuk
Art Director for
CBS Records

,itIckstone
Divine 'MCC° DOM
1-0,44,Avyno Freidan *14,51

AKCHITECT

Chris Costello • Arlington, MA

Joye Divine • Wichita Falls, TX

Mustafa Eren • Istanbul, Turkey

Douglas Tocco • Warren, MI

•

Donald Warren • Jacksonville, FL

Mark Sellmeyer • Union, MO

Ham h c

Christine Heun • Glen Ridge, NJ

Muirfield Book

Michael &ens • Southfield, Ml

Kevin P Gatta
Senior Designer for
the Pushpin Group, Inc
Scott A. Menchin
Art Director for
HOW Magazine:'
Rov Zucca
Vice-Presictert
Director of Typography
for Young & Rubicon ,
Blanche Fiorenza
Art Director for the
American Mon mew
Associatio

chartpak

ENTER THE 1989 WINNING FACES COMPETITION. CONTACT CHARTPAK FOR CONTEST RULES.
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Don't
leave English
without us.

We make your
messages work
in any language

.

Arabic to Zulu
an unexcelled
source for
translation and
typography.
Ask for a
complimentary
subscription
to our awardwinning
newsletter.

Can you tell
the difference
between
"desktop" laserprint
and Phototypeset
quality?
Of course you can, and so can your
customers and clients.
These enlarged headlines show that
the photoset typography at the right gives
you optically perfect character definition,
as well as precision letterspacing.
So make no mistake. Set the best.
Because nothing gives
you the professional edge
like Phototypesetting.

Look for the *Hallmark of
Phototypeset Quality.

ITC TYPEFACES

Experts in
Multilanguage
Communications
225 W 39 Street
New York 10018
(212) 391-3940

SPECTRUM

ITC Avant Garde Gothic® with Condensed
ITC Barcelona®
ITC Bauhaus®
ITC Benguiat ® with Condensed
ITC Benguiat Gothic®
ITC Berkeley Oldstyle®
ITC Cheltenham ® with Condensed
ITC Franklin Gothic®
ITC Gaillard®
ITC Gorilla®
ITC Honda®
ITC Jamille"
ITC Kobel®
ITC Lubalin Graph®
ITC Machine Bold®
ITC Mixage®
ITC Newtext®
ITC Novarese®
ITC Quorum®
ITC Panache"
ITC Serif Gothic®
ITC Souvenir®
ITC Veljovic®
ITC Zapf Book®
ITC Zapf Chancery®
ITC Zapf Dingbats®

28, 48, 49, 52
4-7
45
45, 48
45
26-29
52, 53
3, 8
3, 14-17, 45
45
45
Front Cover, 2, 30-35
18-21
22-25
36
46, 47, 50, 51
2
10-13
36-41
3
5 7
42, 43, 45
8 9 45
22, 50
22, 23, 45
26-29, 45
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JCH Graphics offers
the finest in highquality, traditional
typesetting of the
Mergenthaler library
by utilizing state-ofthe-art digital and
laser equipment.

JCH TeleGraphics
offers the same high
quality at affordable prices for your
Macintosh and IBM
PostScript® files from
every major software
program by using
Linotronic 300s and
telecommunication
facilities.

JCH
31 East 28 Street
New York, NY 10016
212.889.2500

The
Big Play

In the paper game, Bulkley Dunton
won't bounce you around. When time
is running out and the pressure is on,
count on us for your best shot.
For over 150 years, the winning name in paper!

BULKLEY DUNTON
1115

Broadway, New York, NY 10010-2890 (212)337-5600

300 Murray Hill Pkwy., E. Rutherford, NJ o7073 (201)933-6400

They won't make
your cut,
unless they make
ours.
Every Letraset knife is individually inspected at
every stage of the manufacturing process. To
guarantee our unique, four jaw chuck will hold
your blades safely and securely.
To make certain the handles are precisely
balanced and fit your hand comfortably.
To insure our blades are sharp and strong.,
We even conduct random checks after the
knives have been packaged.
If we don't like what we see, at any time, we
give our knife the ax.
You'll find the entire line of Letraset knives in
our new Graphic Materials Handbook, or at your
local Letraset Art Materials Dealer. For the name
of the dealer nearest you call 1-800-526-9073.

72

-

The ITC Typefacel

THE TYPEFACES SHOWN ON THESE PAGES REPRESENT THE COMPLETE COLLECTION OF ITC TEXT DISPLAY TYPEFACES AS OF MAY 15 1988.

C

f

ITC Caslon No. 224®
Book
Book Italic
Medium
Medium Italic

NEW FROM ITC

ITC Jamille
Book
Book Italic
Bold
Bold Italic
Black
Black Italic

ITC Bauhaus'

Black

Medium

Black Italic

Book
Book Italic

ITC Century ®
Light

Medium
Medium Italic

Demi
Bold

Book

Book Condensed

Medium
Bold
Light Condensed

Medium Condensed
Bold Condensed

ITC Avant Garde
Gothic®
Extra Light
Extra Light Oblique
Book
Book Oblique
Medium
Medium Oblique
Demi
Demi Oblique
Bold

Bold Oblique

Book Condensed

Bold Italic

Light

Book Italic
Medium
Medium Italic
Bold
Bold Italic

Light

Book

Bold

ITC Cushing'

ITC Benguiat®

ITC American
Typewriter®

ITC Franklin Gothic®

Book Condensed Italic

Light Italic
Book
Book Italic
Bold
Bold Italic
Ultra
Ultra Italic
Light Condensed

Light Condensed Italic

Medium Condensed

Book Condensed

Medium Condensed Italic
Bold Condensed
Bold Condensed Italic

Book Condensed Italic
Bold Condensed

ITC Benguiat Gothic'
Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Heavy
Heavy Italic

ITC Berkeley Oldstyle®
Book

Book Italic
Medium
Medium Italic

Bold

Medium Condensed
Demi Condensed
Bold Condensed

Bold Italic
Black
Black Italic

ITC Barcelona®
Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Heavy
Heavy Italic

ITC Bookrnan"
Light

Light Italic
Medium
Medium Italic
Demi
Demi Italic
Bold
Bold Italic

Bold Condensed Italic
Ultra Condensed
Ultra Condensed Italic

ITC Cheltenham"
Light
Light Italic

Book
Book Italic
Bold
Bold Italic
Ultra

Ultra Italic
Light Condensed
Light Condensed Italic

Book Condensed
Book Condensed Italic
Bold Condensed
Bold Condensed Italic
Ultra Condensed
Ultra Condensed Italic

ITC Clearface®
Regular
Regular Italic

Bold
Bold Italic
Heavy
Heavy Italic
Black
Black Italic

Bold
Bold Italic
Heavy
Heavy Italic

Book Italic
Medium
Medium Italic
Demi
Demi Italic
Heavy

Heavy Italic

Friz Quadrata
Friz Quadrata
Friz Quadrata Bold

ITC Elan`"
Book

Book Italic
Medium
Medium Italic
Bold
Bold Italic
Black
Black Italic

ITC Eras'
Light
Book
Medium
Demi
Bold
Ultra

ITC Esprit Book

Book Italic
Medium
Medium Italic
Bold
Bold Italic

Black
Black Italic

ITC Fenice®
Light
Light Italic
Regular
Regular Italic
Bold
Bold Italic
Ultra
Ultra Italic

ITC Gaillard'
Roman
Roman Italic

Bold
Bold Italic

Black
Black Italic
Ultra
Ultra Italic

ITC Gamma"
Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic

Black
Black Italic

ITC Garamond®
Light
Light Italic
Book
Book Italic
Bold
Bold Italic
Ultra
Ultra Italic
Light Condensed
Light Condensed Italic
Book Condensed
Book Condensed Italic
Bold Condensed
Bold Condensed Italic

Ultra Condensed
Ultra Condensed Italic

+■
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011eC dOnText/Display

gIn
ITC Goudy Sans'

Book
Book Italic
Medium
Medium Italic

Bold
Bold Italic
Black
Black Italic

ITC Isbell®
Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Heavy
Heavy Italic

Italia
Book
Medium
Bold

ITC Kabel°
Book
Medium
Demi
Bold
Ultra

ITC Korinna®
Regular
Kursiv Regular
Bold
Kursiv Bold
Extra Bold
Kursiv Extra Bold
Heavy
Kurstv Heavy

ITC Leawood®

ITC Lubalin Graph'

Extra Light
Extra Light Oblique

Book

Book Oblique

Medium

Medium Oblique
Demi

Demi Oblique
Bold

Bold Oblique

ITC Mixage®
Book

Book Italic
Medium
Medium Italic
Bold
Bold Italic
Black
Black Italic

ITC Modern No. 216®
Light
Light Italic
Medium
Medium Italic
Bold
Bold Italic
Heavy
Heavy Italic

ITC New Baskerville®
Roman

ITC Novarese®

Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Ultra

ITC Pacelle
Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Black
Black Italic

ITC Panache'""
Book
Book Italic
Bold
Bold Italic
Black
Black Italic

ITC Quorum®
Light
Book
Medium
Bold
Black

ITC Souvenir®
Light
Light Italic
Medium
Medium Italic
Demi
Demi Italic
Bold
Bold Italic

ITC Symbol ®
Book
Book Italic

Medium
Medium Italic
Bold
Bold Italic
Black

Bold Italic
Black
Black Italic

ITC Tiffany
Light
Light Italic
Medium
Medium Italic
Demi

ITC Newtext'

ITC Slimbach-

ITC Usherwood®

Light

Book
Book Italic
Medium
Medium Italic

Book
Book Italic
Medium
Medium Italic
Bold
Bold Italic
Black

Demi
Demi Italic

Bold Italic
Black

Light
Light Italic
Medium

Demi Italic
Heavy
Heavy Italic

Bold
Bold Italic
Black
Black Italic

Book
Book Italic
Medium
Medium Italic
Bold

ITC Zapf Book®

Semi Bold Italic
Bold
Bold Italic
Black
Black Italic

Regular Italic

ITC Weidemann®

Book
Book Italic
Bold

Light
Regular
Bold
Extra Bold
Heavy
Black

Bold
Bold Italic
Black
Black Italic

Bold
Bold Italic
Black
Black Italic

ITC Tiepolo -

Semi Bold

Book
Book Italic
Regular

Book
Book Italic
Medium
Medium Italic

Black Italic

ITC Serif Gothic®

Light Italic

ITC Veljovic®

Black Italic

Italic

Book
Book Italic
Medium
Medium Italic

V

Black Italic

Medium Italic
Demi
Demi Italic
Heavy
Heavy Italic

irrC Zapf Chancery®
Light
Light italic

Medium
Medium italic

Demi
Bold

ITC Zapf International®
Light
Light Italic
Medium
Medium Italic
Demi
Demi Italic
Heavy
Heavy Italic
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ONLY THE FOLLOWING
SUBSCRIBER COMPANIES
ARE LICENSED TO
MANUFACTURE AND SELL
ITC TYPEFACES

Avo's Type & Lettering, Inc.

( hartpak

17562 Eddy Drive
Santa Ana, CA 92705
( (14)669-1327
" Film Fonts

One River Road
Leeds, MA 01053
(413)584-5446
Dry Transfer Letters

H. Berthold AG

Compugraphic Corporation

1585 Charleston Road
P.O. Box 7900
Mountain View, CA 94039-7900
(415) 961-4400
Interactive Software Tools for
Graphic Arts

Teltowkanalstrasse 1-4
D-1000 Berlin 46
West Germany
(030)7795-1
Front-Ends, Optomechanical
Photo Units, Digital Photo
Units/Digital Recorders, Headline
Typesetter, Scanners

200 Ballardvale Street
Nilmington, MA 01887
(617)944-6555
EditWriters, CompuWriters, Text
Editing Systems, MCS T.' 8200,
8400, 8600, Accessories and
Supplies

Alphatype Corporation

Berthold Inc.

220 Campus Drive
Suite 103
Arlington Heights, IL 60004
(312) 259-6800

30 McPherson Street
vlarkham, Ontario L3R 3V6
r;anada
;416) 475-8570
:ront-Ends, Optomechanical
'hoto Units, Digital Photo
Jnits/Digital Recorder, Laser
Recorders, Headline Typesetter,
Scanners

ABL Computer Technologies
Limited
43/44 Albemarle Street
London W1X 3FE
England
01-499-9461
Daisy Wheels and Thimbles
Adobe Systems, Inc.

AM International, Inc.
Varityper Division
11 Mt. Pleasant Avenue
East Hanover, NJ 07936
(201)887-8000
Phototypesetters and
Photolettering Systems
Ampex Corporation
401 Broadway
Redwood City, CA 94063-3199
(415)367-3440
AVA-3 (Video Graphic Art
Generator)

Berthold of North America
7711 N. Merrimac Avenue
Niles, IL 60648
(312)965-8800
Diatronic, ADS, Diatype,
Staromat Diasetter, Repromatic
Berthold Corporation

3580 Cadillac Avenue
Costa Mesa, CA 92626
(714) 540-2400
Graphic Express System for
Signage

2 Pennsylvania Plaza
New York, NY 10121
(212) 564-8970
Front-Ends, Optomechanical
Photo Units, Digital Photo
Units/Digital Recorder, Laser
Recorders, Headline Typesetter,
Scanners

Architext Inc.

Bitstream Inc.

121 Interpark Boulevard
Suite 1101
San Antonio, TX 78216
(512) 490-2240
Custom Digitization Services
and Digital Fonts for Xerox, IBM,
Hewlett-Packard and PostScript
Printers

Athenaeum House
215 First Street
Cambridge, MA 02142
(617) 497-6222
Fontware and Digital Type

Anagraph, Inc.

Artype, Inc.
3530 Work Drive
P.O. Box 7151
Fort Myers, FL 33901
(813)332-1174
Toll Free: 800-237-4474
Dry Transfer Letters
Cut Out Letters
ASIBA GmbH
Ostengasse 7
8400 Regensburg
West Germany
(0941) 52240
Letterplot 33 (Software for
Signage)
Aston Electronic Designs Ltd.
125/127 Deepcut Bridge Road
Deepcut, Camberley,
Surrey GU16 6SD
England
0252 836221
Video Character Generators
Autologic, Inc.
1050 Rancho Conejo Boulevard
Newbury Park, CA 91320
(805)498-9611
APS-4/APS-5 CRT
Phototypesetter Composition and
Typesetting Systems

BrItislfBroadcasting Corporation

Computer Gesellschaft
Konstanz MBH

35 Alabama Avenue
Island Park, NY 11558
(516)431-7733
Dry Transfer Letters
Century Software
2483 Hearst
Berkeley, CA 94709
(415)549-1901
Laser Fonts

Autologic SA
1030 Bussigny Pres Lausanne
Switzerland
021/89.29.71
Bobst Graphic Products and
Phototypesetting Systems

FOR FURTHER INFORMATION WRITE OR CALL:

78610 LePerray-en-Yvelines
Paris, France
483.90.90
Dry Transfer Letters

,Abe Font Factory
2400 Central Parkway
Suite A
Houston, TX 77092
713) 682-8973
)esktop Publishing Typefaces
or Ventura Publisher and
Nindow/Pagemaker
Fonts
Hardy/Williams (Design) Ltd.

Computer Output Printing, Inc.
4828 Loop Central Drive
Houston, TX 77081
(713)666-0911
High End Electronic Printing
Systems and Digital Fonts
Conographic Corporation
16802 Aston
Suite 1101
Irvine, CA 92714
(714) 474-1188
ConoFont: ConoFont - Maker,
ConoType: ConoDesk" 6000
Digital Type Systems, Ltd.
38 Profile Circle
Nashua, NH 03063
(603) 880-7541
Box 115, Place D'Armes
CH-1618 Chatel St. Denis
Switzerland
021-569256
27 Park End Street
Oxford
Oxfordshire
England

454 West 46 Street
New York, NY 10036
(212)581-7760
Interactive Computer Graphics
Software

Cello - Tak Mfg., Inc.

100 View Street
Suite 106
Mountain View, CA 94042
(415) 969-9760
Technology for Digital Typography

Fundicion Tipograf Ica
Neufville, S.A.

Camex, Inc.

23 Centennial Drive
Centennial Park
Peabody, MA 01960
(617) 532-5908
Manufacturer of Custom and
Standard Font Products for Laser
Printers and Dot Matrix Printers

Mecanorma

300A High Street
Sutton, Surrey
SM1 PQ England
0I-636-0474
Font Manufacturer

Digital Typefaces in Outline or
Bitmap Form for any Digital
Output Device

Camwil, Inc.

magen Corporation
2650 San Tomas Expressway
Santa Clara, CA 95052-8101
408) 986-9400
Electronic Printing Systems

Max-Stromeyer-Strasse 116
D-7750 Konstanz
West Germany
(07531)87-4433
Laserset-Laser Typesetter
OCR-Equipment

Broadcasting House
London W1A IAA
England
01-580-4468
Video Fonts for the BBC
75 Kneeland Street
Boston, MA 02111
(617)426-3577
SuperSetter Digital Imaging
Systems for Text

Folio Inc.

Digital Visions, Inc.

Dubner Computer Systems, Inc.
6 Forrest Avenue
Paramus, NJ 07652
(201)845-8900
Broadcast TV Equipment
ETP Systems, Inc.

Puigmarti, 22
Barcelona-12
Spain
219 50 00
Poster Types
Geographics, Inc.
P.O. Box R-1
Blaine, WA 98230
(206)332-6711
Dry Transfer Letters
Gepeto Eletronica Ltda
Praia de Botafogo 440-16 andar
Rio de Janeiro CEP 22250
Brazil
(021) 286-8284
Telex 021-33499
Digital Phototypesetters
Photocomposition Systems
Graphic Products Corporation
3601 Edison Place
Rolling Meadows, IL 60008
(312)392-1476
Forman Cut-out Acetate Letters
and Graphic Art Aids
Graphics, Inc.
16001 Industrial Drive
Gaithersburg, MD 20877
(301)948-7790
Manufacturer of Dry Transfer
Systems
Hampstead Computer Graphics
378 Emerson Avenue
Hampstead, NH 03841
(603) 329-5076
Software for Typesetting on
Personal Computers
Harris Corporation
Harris Composition Systems
Division

10150 SW Nimbus Avenue
Suite E-2
Portland, OR 97223
(503)639-4024
Manufacturers of Laser
Publishing Systems Incorporating
Typesetting and Fonts into Unix
Based Computer Systems

P.O. Box 2080
Melbourne, FL 32901
(305)259-2900
Fototronic 4000, TXT, 1200, 600
CRT 7400, 7450

Filmotype

D2300 Kiel 14
West Germany
(0431)2001-1
Digiset Phototypesetting
Equipment and Systems,
Digiset-Fonts

7711 N. Merrimac Avenue
Niles, IL 60648
(312)965-8800
Film Fonts

Dr.-Ing Rudolf Hell GmbH
Grenzstrasse 1 - 5

High Technology Solutions
P.O. Box 3426
Poughkeepsie, NY 12603
(914)473-5700
MPS Front End System and
Fastsetter Typesetter

nformation international, Inc.

MegaCom, Inc.

5933 Slauson Avenue
Culver City, CA 90230
(213)390-8611
Phototypesetting Systems

3925 Coconut Palm Drive
Suite 115
Tampa, FL 33619
(813)626-6167
Non-Impact Page Printing
Systems

international Business
Machines Corporation
Old Orchard Road
Armonk, NY 10504
Electronic Printing Systems
International Type Fonts ApS
c/o Cooper & Beatty, Limited
401 Wellington Street West
Toronto M5V 1E8
Canada
(416)364-7272
Type Discs for Harris 600
1200, 4000, TXT Typesetters
Intran Corporation
Gateway North
5601 Smetana Drive
Minnetonka, MN 55343
(612)931-9170
Digital Fonts, Xerox High-End
Printing Systems
Itek Graphix Corp.
Composition Systems Division
34 Cellu Drive
Nashua, NH 03060
(603)889-1400
Phototypesetting Systems and
Equipment, Film Strips, Standard
and Segmented Discs, and
Digitized Fonts
LeBaugh Software Corporation
10824 Old Mill Road
Suite 6
Omaha, NE 68154
(402)334-4820
Manufacturer of LePrint'"
Software
Esselte Letraset
Letraset Limited
St. George's House
195/203 Waterloo Road
London SE1 82J
England
(01)930-8161
Dry Transfer Letters
Letraset USA Inc.
40 Eisenhower Drive
Paramus, NJ 07652
(201)845-6100
Dry Transfer Letters
Linographics
770 N. Main Street
Orange, CA 92668
(714)639-0511
Display Typesetters, 2" Film Fonts
Linotype Company
425 Oser Avenue
Hauppauge, NY 11788
(516) 434-2000
Linotronic Linoterm, V-I-P,
Linotron, Omnitech, CRTronic,
Imagesetting Equipment and
Systems
Linotype GmbH
Mergenthaler Allee 55-75
D-6236 Eschborn bei Frankfurt
West Germany
(06196) 493 760
Typefaces and Fonts of Analog
and Digital Typesetters, and other
Visual Communication Equipment

Mesac GmbH

Saarstrasse 29
6360 Friedberg/H.
West Germany
06031/3677
UNI .LET (CAD/CAM System)
Microtype

8 Faubourg St. Jean
21200 Beaune
France
Film Fonts Manufacturer,
Alphabet Designers
The Monotype Corporation
Limited

Salfords, Redhill, Surrey
England
(737)65959
Visual Communications
Equipment
NBS Southern, Inc.

100 North Belcher Road
Clearwater, FL 33575
(813)539-6283
Electronic Printing Systems
NEC Information Systems, Inc.

1414 Massachusetts Avenue
Boxborough, MA 01719
(617)264-8000
Personal and Small Business
Computer Systems, Printers and
Peripherals
Neo -Visuals, Inc.

1200 Eglington Avenue E
Suite 404
Don Mills, Ontario
Canada M3C 1H9
(416) 443-9811
High End 3D Computer Graphics
and Animation
Nippon Information Science Ltd.

Sumire Building 4F
5-4-4 Koishikawa
Bunkyo-ku, Tokyo 112
Japan
(03)945-5955
Digital Fonts, Latin and non-Latin
Alphabets, including Kanji
Characters
Officine Simoncini s.p.a.

Casella Postale 776
40100 Bologna
Italy
(051)744246
Hot Metal Composing Matrices
and Phototypesetting Systems
PhotoVision of California, Inc.

P.O. Box 552
Culver City, CA 90230
(213) 870-4828
Toll Free: 800-421-4106
Spectra Setter 100, Visual
Display Setter, and 2" Film Fonts
Presentation Technologies, Inc.

743 N. Pastoria Avenue
Sunnyvale, CA 94086
(408)749-1959
Image-Maker Slide-Making
System

INTERNATIONAL TYPEFACE CORPORATION 2 HAMMARSKJOLD PLAZA, NEW YORK, NEW YORK 10017 (212)371-0699 TELEX: 669204
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While the Supply Lasts
Logistics have necessitated that we discontinue
our inventory of back issues listed below. We will
fill your order as long as our supply lasts.

Name
Company
Title
Street Address
City

Pressure Graphics, Inc.

Straightforward

Visual Graphics Corporation

1725 Armitage Court
Addison, IL 60101
(312)620-6900
Dry Transfer Letters

15000 Halldale Avenue
Gardena, CA 90249
(213)324-8827
Z-Font Software

Prestype, Inc.

Sumitomo Bakelite Co., Ltd.

5701 N.W. 94th Avenue
Tamarac, FL 33321
(305)722-3000
Manufacturer of Photo Typositor
and Original Typositor Film Fonts

194 Veterans Boulevard
Carlstadt, NJ 07072
(201)933-6011
Dry Transfer Letters
PROSOFT
Tesler Software Corporation

2-2,1-chome, Uchisaiwai-cho
Chiyoda-ku, Tokyo 100, Japan
(03)595-9391
Printwheels, Daisy Wheels and
Thimbles

One Industrial Avenue
Lowell, MA 01851
(617)459-5000
Office Automation Specialist

Tactype, Inc.

Xenotron, S.A.

7248 Bellaire Avenue
No. Hollywood, CA 91605
(818)764-4555
"Fontasy" Software

12 West 26th Street
New York, NY 10001
(212)924-1800
Dry Transfer Letters

Purup Electronics

Talaat/Stellato Associates, Inc.

5 Sonderskowej
8520 Lystrup
Denmark
456-28 2211
Laser Forms Printers

45 N.E. Loop 410
Suite 660
San Antonio, TX 78216
(512) 525-1131
Digital Computer Fonts

3, Rue Sandoz
B. P 118
93130 Noisy-le-Sec
France
(1) 48 91 78 33
Manufacturer of Laser
Imagesetters

Quantel Group Ltd.

Technographics/Rim Fonts

Kenley House
Kenley Lane
Kenley, Surrey
CR2 5YR
England
01-668-4151
Designers and Manufacturers of
Digital Television Broadcasting
Equipment; the Paint Box

P.O. Box 552
Culver City, CA 90230
(213)870-4828
Toll Free: 800-421-4106
Film Fonts, Studio Film Kits, and
Alphabet Designers

Qume Corporation
2350 Qume Drive
San Jose, CA 95131
(800) 223-2479
Manufacture and Distribute
Electronic Office Printing
Systems
Ryobi Limited
762 Mesaki-Cho
Fuchu-Shi
Hiroshima-Ken 726
Japan
Text/Display Phototypesetters
Scangraphic Dr. Boger GmbH
Rissner Strasse 112-114
2000 Wedel/Hamburg
West Germany
(04103) 6021-25
Manufacturer of the Scantext
Phototypesetting System,
Frontend, Typesetter, Graphic
Page, Logoscanner, Interfaces
and Digital Fonts
Simulation Excel A.S.

Tegra, Inc.
Middlesex Technology Center
900 Middlesex Turnpike
Billerica; MA 01821
(617) 663-7435
Electronic Printing and Imaging
Systems
TypeMasters, Inc.
15 Union Hill Road
West Conshohocken, PA 19428
(215) 834-7840
2" Film Fonts
URW Unternehmensberatung
Karow Rubow Weber GmbH
Harksheider Strasse 102
2000 Hamburg 65
West Germany
(040)602 1071
IKARUS-Digital Type Production
SIGNUS-Type Setting with Foils
U.S. Lynx
853 Broadway
New York, NY 10003
(212)673-3210
Lynx Laser Plain-Paper Proofing
System
Varitronic Systems, Inc.

Dag Hammarskjolds vei 15
Oslo 5
Norway
Tel: 47-2-15 66 90
PAGEscan Digital Typesetter
PAGEcomp Interactive Ad
and Page Make-up Terminal

300 Shelard Tower
600 South County Road 18
Minneapolis, MN 55426
(612)542-1500
Merlin Electronic Lettering
Systems for the Office

SoftCraft, Inc.

VideoSoft, Inc.

227 N. El Camino Real #201
Encinitas, CA 92024
(619)944-0151
SoftCraft Font Library

2101 South Broadway
Little Rock, AR 72215
(501)376-2083
Supplier and Manufacturer of
Digital Fonts for Electronic
Systems

Special Graphic Lettering
Systems Holland B.V.
P.O. Box 211
2160 AE Lisse
The Netherlands
01718-26114/22871
Dry Transfer Lettering

Country

Zip Code

To obtain these ITC type specimen booklets and U&Ic back issues,
complete and mail this order form. All orders must be accompanied
by a remittance. Please make checks payable, in US funds, to ITC at:
2 Hammarskjold Plaza, New York, NY 10017, USA

1/1131-Graphics
8119 Central Avenue
Washington, DC 20027
(301)366-1144
Dry Transfer Letters

Wang Laboratories, Inc.

Xerox Corporation
Corporate Font Center
701 South Aviation Boulevard
El Segundo, CA 90245
Mail Stop A3-23
(213)333-9721
Zipatone, Inc.
150 Fend Lane
Hillside, IL 60162
(312)449-5500
- .
DryTr.
rs

Authorized Suppliers of
ITC Typefaces in Digital Form
Adobe Systems, Inc.
Bitstream Inc.
Compugraphic Corporation
Digital Type Systems, Ltd.
Linotype GmbH
Nippon Information Science Ltd.
URW Unternehmensberatung
Authorized Distributors
of ITC Typefaces
AGFA-Gevaert N.V.
Apple Computer Inc.
Bitstream Inc.
Cubicomp
Datalogics Incorporated
Delphax Systems
Dicomed Corporation
Digital Equipment Corporation
Digitized Information Systems
Corporation (Ghent, Belgium)
Eocom
General Optronics Corporation
Kanematsu Electronics Ltd.
citex Corporation Ltd.

Quantity

Unit Price

ITC BOOKLETS:
ITC American Typewriter°
ITC Avant Garde Gothic° with Oblique
ITC Avant Garde Gothic° Condensed
ITC Barcelona®
ITC Bauhaus°
ITC Benguiat°
ITC Benguiat° Condensed
ITC Benguiat Gothic®
_ITC Berkeley Oldstyle°
ITC Bookman°
ITC Caslon No. 224°
ITC Century° with Condensed
ITC Cheltenham° with Condensed
ITC Clearface®
_ITC Cushing°
ITC Elan'
ITC Eras°
_ITC Esprit"
ITC Fenice°
ITC Franklin Gothic°
Friz Quadrata
ITC Gaillard°
ITC Gamma
ITC Garamond° with Condensed
ITC Goudy Sans ITC Isbell ®
_Italia
ITC Kabel°
ITC Korinna° with Kursiv
ITC Leawood°
ITC Lubalin Graph° with Oblique
_ITC Mixage°
ITC Modern No. 216°
ITC New Baskerville®
ITC Newtext°
ITC Novarese°
ITC Quorum°
ITC Pacellay'
ITC Serif Gothic®
ITC Slimbach
ITC Souvenir°
_ITC Symbol°
ITC Tiepolo"
_ITC Tiffany with Italic
ITC Usherwood°
_ITC Veljovic°
ITC Weidemann°
_ITC Zapf Book°
ITC Zapf Chancery®
_ITC Zapf Dingbats°
ITC Zapf International®

_

_
_
_

_
_

_
_
_

_
_

U&Ic BACK COPIES:
U&Ic, Vol. 3, No. 4
U&Ic, Vol. 4, No. 4
U&Ic, Vol. 5, No. 4
U&Ic, Vol. 6, No. 1
U&Ic, Vol. 6, No. 3
U&Ic, Vol. 6, No. 4
U&Ic, Vol. 7, No. 2
Vol. 7, No. 3
U&Ic, Vol. 8, No. 3
U&Ic, Vol. 8, No. 4
U&Ic, Vol. 9, No. 1
_U&Ic, Vol. 9, No. 2
_U&Ic, Vol. 9, No. 4
Vol. 10, No. 1
U&Ic, Vol. 10, No. 2
_U&Ic, Vol. 10, No. 3
_118/1c, Vol. 10, No. 4
U&Ic, Vol. 11, No. 1
U&Ic, Vol. 11, No. 2
_Wile, Vol. 11, No. 3
U&Ic, Vol. 11, No. 4
U&Ic, Vol. 12, No. 1
U&Ic, Vol. 12, No. 2
_U&Ic, Vol. 12, No. 3
U&Ic, Vol. 12, No. 4
Vol. 13, No. 1
U&Ic, Vol. 13, No. 2
Vol. 13, No. 4
_U&Ic, Vol. 14, No. 1
_U&Ic, Vol. 14, No. 2
U&Ic, Vol. 14, No. 3
U&Ic, Vol. 15, No. 1
U&Ic, Vol. 15, No. 2

$1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
1.00
U.S. Price
$1.50
1.50
1.50
1.50
1.50
1.50
2.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50
1.50

Total Order, in U.S. funds $
Add postage, 10t per booklet $
N.Y. Residents add state sales tax $
Remittance in U.S. funds enclosed $

Total
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Tous les abonnements a U&Ic sont
expedies gratuitement par courtier
ordinaire. Si vous souhaitez recevoir le
votre par avion, veuillez consulter le tarif,
remplir le formulaire et adresser le
montant correspondent aux frais de port
annuels a l'adresse suivante:
U&Ic Subscription Dept.
International Typeface Corporation
2 Hammarskjold Plaza
New York, NY 10017, U.S.A.

Free subscriptions to U&Ic are shipped
by surface mail. If you wish to receive
copies by airmail, please forward the
following appropriate amount to cover
airmail costs for one year in US funds,
complete this form and mail to:
U&Ic Subscription Dept.
International Typeface Corporation
2 Hammarskjold Plaza
New York, NY 10017, U.S.A.

$20.00
Europe
South America . 20.00
24.00
Africa

Far East
Canada ...
Mexico

$24.00
8.00
10.00

Europe
Amerique du
Sud

Extreme
Orient
Canada

$20.00
20.00
24.00

Afrique

$24.00
8 00
10.00

Mexique

Note: U8c1c is published quarterly. Please allow
four months before anticipating first copy.

N.B.: U&Ic est une publication trimestrielle.
Considerez 4 mois avant de recevoir le premier
numero.

GIVEN NAME

SURNAME

Ferner Osten
Kanada
Mexiko

$24.00
8 00
10.00

ANMERKUNG: U&Ic wird vierteljdhrlich verbffentlicht. Bitte erlauben Sie 4 Monate, ehe Sie die
erste Nummer erhalten.
Bitte In Druckschrift schreiben

Impnmez S'il vous Plait

Please Print

$20.00
. 20.00
24.00

Europa
SOdamerika
Afrika

❑ Ich mochte U&Ic beziehen.

❑ J'aimerais recevoir U&Ic.

❑ I want to receive U&Ic

Ihre kosteniose Ausgabe von U&Ic wird
mit normaler Post versandt. Falls Sie Zustellung per Luftpost wunschen, senden
Sie bitte den entsprechenden Betrag zur
Deckung der Luttversandkosten fUr ein
Jahr, Killen Sie bitte diesen Coupon aus
und senden ihn an:
U&Ic Subscription Dept.
International Typeface Corporation
2 Hammarskjold Plaza
New York, NY 10017, U.S.A.

PRENOM

NOM

VORNAME

ZUNAME

BERUF

FONCTION
TITLE

BUSINESS

DELIVER TO

HOME

ZIP CODE

STATE

My organization and/or I am involved in the visual communicano
yes
tions field
I am a student

yes

no

BUSINESS CLASSIFICATION:

(Check One Only)
Printing (Commercial, Instant, etc.).
Typesetting (Commercial).
Advertising Agency, Art Studio, Design, Freelance.
Newspaper Magazine, Book Publishing.
In-plant or corporate typesetting and other
reproduction services.
Education and/or Libraries.
Government.
Corporation Advertising, Design, Promotion.
Communication and information processing.

(a)
(b)
(c)
(d)
(e)
(t)
(g)
(h)
(i)
(j)

(u)
(v)
(w)
(x)

_.Artist, Illustrator
Graphic Artist, Art Director Creative Director
Display and Package Design.
Pasteup Artist,Typographer, Keyboarder
Type Director Type Buyer
_Advertising Manager Sales Promotion Manager
Production Manager, Office Manager
Printing Buyer Purchasing Agent.
Editor Writer.
Teacher Instructor
Audio Visual.
Principal Officer
Secretary, Typist, etc
Other.

UNTERSCHRIFT

Mon organisation et/ou je fais partie de communications visuelles
non.
oui
Je suis etudiant

Ich bin Student

ja

nein.

FIRMENKLASSIFIZIERUNG
(Bitte eine ankreuzen)

Impression (Commerciale, Instantanee, etc.).

(a)

Druckerei (Akzidenzdruck, Schnelldruck, usw).

Composition (Commerciale).
Agence de publicite, Studio d'art, Conception,

(b)
(c)

Schriftsetzerei (Werk- oder Layoutsatz).
Werbeagentur, Grafikdesignatelier,

(d)

Independant
_Journal, Revue, Edition de livres.
Composition faite sur place ou par une societe

(d)
(e)

Freischaffender.
7eitungs-, Zeitschriften- oder Buchverlag.
Firmeneigene Schriftsetzerei, Reproduktion oder

(t)

Druckerei.
Bildungsanstalt oder Bibliothek.

(g)
(h)

BehOrde.
Werbe-,VerkaufsfOrderungs- oder Designab-

(i)

teilung von Industrie- oder Handelsfirma.
Kommunikation und Datenverarbeitung.

(e)

et autres services de reproduction.
Enseignement et/ou bibliotheques.

(f)

Government.
Publicite de societe, Conception, Promotion.
Traitement de communications et d'informations.

(g)
(h)

_Autres.

MON ACTIVITE PRINCIPALE EST:
(Ne cocher qu'une seule fonction)
(k) _Artiste, Illustrateur.
Artiste graphique, Directeur artistique, Directeur
(I)
de creation.
Conception de l'expositbn et de l'empaquetage.
(m)
Metteur en pages,Typographe, Claviste.
(n)
Directeur de composition, Acquereur de
(o)
caracteres d'imprimerie.
Directeur de publicite, Directeur de la promotion

(p)

des ventes.
Directeur de production, Directeur de bureau.

(q)

____Acquereur de produits d'imprimerie, Agent

(r)

prepose 6 l'achat.
Redacteur, Auteur
Professeur, Instructeur.

(s)
(t)

(w)
(x)

.Audio-visuel.
_Agent principal.
_Secretaire, Dactylographe, etc.
Autres.

NOMBRE DE PERSONNES EMPLOYEES
DANS VOTRE FIRME
(2)

1-9
10-19

(3) _

20-49

(1)

(4)

.

_

(5)
(6)

U&Jc 5/88

Meine Firma und/oder ich sind auf dem Gebiet der visuellen
nein.
ja
Kommunikation tang

(a)
(b)
(c)

1-9
10-19
20-49
50-99
100-249
250 and over

(5)
(6)

non.

(Ne cocher qu'une seule fonction)

(u)
(v)

(3)
(4)

out

CLASSIFICATION PAR PROFESSIONS

NUMBER OF PERSONS EMPLOYED
IN YOUR ORGANIZATION
(1)
(2)

POSTLEITZAHL UND ORT

DATUM

(f)

(Check One Only)

PRIVAT

LAND

PAYS

Other

MY PRIMARY JOB FUNCTION IS:

(t)

CODE POSTAL

DATE

DATE

FIRMA

LIEFERUNG AN

STRASSE

SIGNATURE

SIGNATURE

(r)
(s)

RESIDENCE PRIVEE

VILLE

CITY

(I)
(m)
(n)
(o)
(p)
(q)

TRAVAIL

DELIVREZ A

ADDRESSE

ADDRESS

(k)

FIRMA

FIRME

COMPANY

U&Ic 5/88

Sonstiges.

MEINE HAUPTBERUFSTATIGKEIT:
(Bitte eine ankreuzen)
(k)
(I)
(m)
(n)
(o)
(p)
(q)
(r)

KOnstler, Illustrator.
Gratiker, Art-Direktor, Kreativ-Direktor.
Enhvurf von Verpackungen oder Auslagen.
Reinzeichner, Schriftsetzer
Typograf,Type-Direldor, Einkbufer von Schriftsatz.
Werbe- oder VerkaufsfOrderungsleiter.
Produktionsleiter, BUrovorsteher.
Drucksacheneinkaufer.

(s)
(t)

Redakteur, Texter

(u)
(v)

Audio-visuell.
Firmeneigenturner, leitender Angestellter
Sekretarin, Stenotypistin, usw

(w)
(x)

Lehrer, Ausbilder

Sonstiges.

ZAHL DER BESCHAFTIGTEN MEINER
FIRMA ODER BEHORDE:
1 -9
(1)
(2)
(3)
(4)
(5)
(6)

_ 50-99
100-249
250 et plus

U&Ic 5/88

10-19
20-49
50-99
100-249
Uber 250
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Irc tenter
EXHIBITION

CAL ENDAR

The ITC Center was established
to introduce new and exciting
typo/graphic arts experiences.
It is a growing resource for
students and professionals.

June 8—Septe

ber 1

The 34th Annual Typographic Design Competition
Sponsored by the Type Directors Club.
More than 200 examples, representing some of
the best typographic work of 1987, were selected
for inclusion in this international exhibition of
typographic excellence. The typographic and

34

calligraphic work by leading designers, artists and
type directors throughout the world includes
advertising and promotion, books, calendars,
corporate graphics, editorial design, packaging,
logos, posters and stationery.

FUTURE EXHIBITIONS

September 15—November 3

Typographic Treasures: Lou Dorfsman

A Retrospective

November 16, 1988—January 5, 1989

Trustees of the Future
The Fourth Annual
Herb Lubalin International Student Design Competition
Hours: 12:00 noon-5:00 p.m.

ITC Center

Morning hours available for

Open Monday—Friday

2 Hammarskjold Plaza

schools and professional

(Closed July 4)

(866 Second Avenue,

organizations by reservation

Admission: Free

between 46th and

only. For more information

47th Streets), Third Floor

and group reservations call

New York, NY 10017

(212) 371-0699.

Nib

ew Selections
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Digital Formats for Typefaces

Dear Reader:
Welcome to our new book shop.
It's quite unlike any other. We've
designed it especially for you. This
isn't a big shop—you can't browse in
it very long. That's because we've
done the tedious browsing for you
and selected only superior books.
Books superior in concept, authorship, scholarship, and presentation.
Books of special interest to U&lc
readers in design, graphic arts, and
typography.
We plan to offer you about six to
eight titles each time U&lc appears,
about 25 to 30 titles each year.
Frequently we will be offering you
books you can't get anyplace else or
books not available unless you are in
a major design center.

by Peter Karow

Digital Formats
for
lypeface .,;

BooK
SHOP

A personal note from the manager of the U&lc Book Shop
For example: Books from Graphis
Press (three of them are offered on
these pages) are available by mail
only from Graphis or from your U&lc
Book Shop. This exclusive distribution arrangement with Graphis Press
enables us to bring these wonderful
books to a wider audience and to
offer you two bonuses when you
order them:

1. There is no charge for shipping any of our
books to your door if delivered in the United
States or Canada.
2. If you wish, you can enter a one-time subscription for any or all of the Graphis annuals. You'll never have to fill out another
order form. We'll notify you of their release
30 days before shipping so that you can
simply return our notice with your payment
or cancel your order.
Please note that because the books in
the U&lc Book Shop are so carefully
targeted for a specific audience, their
press runs and our inventories of
them are small. The moral: send in
your order promptly so that we'll be
able to fill it. If your selection is sold
out we'll promptly give you a refund.
During the year, all customers of the
U&Ic Book Shop will be advised, by
mail, of other titles that may not be
offered to the general U&Ic readership. They may be books of runs too
short to be listed in U&Ic, older
books that may have been offered
through other sources but have
become standards, those that are no
longer widely available.

Not a book for everyone, but yet a book everyone
should have.
Everyone, that is, who is interested in how the new
technology has influenced the letterforms that we
are all familiar with. This book tells how digital
systems have made possible the "inexhaustible
fountains" of type the old metal typesetters
dreamed of, and the "rubber fonts" that will allow
any amount of copy to fit. It also explains how
digital typography makes possible the professional-looking documents that desktop publishers
have yearned to produce all these years.
Mr. Karow is a pioneer in digitizing typefaces
who has helped to define the pathways that have
produced the current systems for describing
typefaces by computer. He has carefully and accurately noted and annotated the thinking that has
led us to where we are today.
Just as early designers and matrix cutters had to
play tricks, such as inscribing ink traps into their
metal faces, and completely change the design of
characters from the 6 pt versions to the 24 pt fonts
to achieve a consistent look to the family of letters
called by the same name, so modern day electronic letter-workers must avoid certain angles,
curves, and curve-to-straight transitions that can
produce unfortunate visual results under the

---
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All books are hardbound unless specified otherwise.
The Manager of the U&lc Book Shop
welcomes any submissions for inclusion in the U&Ic Book Shop and all
suggestions that readers of U&lc
may have to offer, and can be reached
by writing to:
The Manager
U&lc Book Shop
866 Second Avenue
New York, NY 10017
Submissions of books for consideration may be sent to the same
address. They will always receive our
careful attention.
Yours for more good reading.

e./i/
U&lc Book Shop

domination of the feared raster of digital output.
This book will provide great insight into these
problems of the typeface digitize, insight that
should help the modern type user specify typefaces more effectively.
A warning. This is a book for the serious student/
user of typefaces and typography. It is readable, clear, accurate, technical and detailed. It's
authoritative, and a careful reading can be very
rewarding.
400 pages. 5 112" x 8 114". Paperbound. #1003. $44.00.
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The Liberated Page

1osophy

Edited by Herbed Spencer; foreword by Aaron Burns

Florilege/Floraison
by
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HORA FUGIT—CARPE DIEM, Time flies—seize
the day... nothing could be more appropriate to
describe the book offered by the Society of Typographic Arts, Chicago, containing selected articles and lectures on calligraphy and developments
in type design by this famous typeface designer.
This work explores all the elements of letterform
from calligraphy to the design of letters for the
electronic age, and the design of the printed page
from freehand lettering to the future of digitally
described pages. It also reviews the technological
changes in letterforms and asks, "Are we seeing the
end of Classic Typography?"
Since 1948 Hermann Zapf has designed 175
alphabets for hand composition, for the Linotype
typesetting machine, and for photocomposition
and digital laser systems. These alphabets are
shown in this book, some for the first time. You
can explore Mr. Zapf's journey through the alphabet of his type designs from Alahram Arabic, past
his famous ITC Dingbat series, Melior, Optima
and Palatino to his Zodiac Signs. What a trip, and
what a well-worn path for typographers and type
directors the world over.
An introduction by book designer Carl Zahn
includes a brief biography of Mr. Zapf.
254 pages. 81 14"x 12'/4:100 plates, many in color. #1002. $50.00.

U&lc Book Shop
866 Second Avenue
New York, NY 10017

If you thin, today's typography is a revolt against
the "Swiss Typography," "the gray page:' "the grid;
etc., until you step back to the future "you ain't
seen nothin' yet:'

These exquisite books present results of an extensive contest for calligraphers based on the theme
of flowers. There are full-color calligraphic treatments of poetry and of words wound around
flowers. An inspiration for the lover of beautiful
flowers, lovely letterforms, and inspired poetry.

The material in this singular book was gleaned
from the 32 issues of Typographica magazine (19491967) edited by Herbert Spencer, a world famous
practicing designer and consultant to several large
companies in Great Britain.

Florilege presents 86 calligraphic treatments in
nearly every medium one can imagine, interspersed with striking floral photography by
Michel Viard. An unusual hardcover is a display in
itself. Even the endpapers are a joy.156 pages.

The foreword by Aaron Burns sets the piece in
proper perspective for today's designers and
typophiles.

Floraison is a paperback 48 page accompaniment
with 37 additional treatments that is very much a
part of the major book.

Follow the progression of avant garde leaders in
the use of typography. Robert Massin, Joshua
Reichert, Dieter Rot, Brownjohn, Chermayeff
and Geismar, Henryk Berlewi, Herbert Bayer,
and Piet Zwart and more.

Beautiful and lighthearted books from France
with introduction and descriptive text in French.

The Liberated Page
Hermann Zapf—Design Philosophy
Digital Formats—Peter Karow
Florile: e
Floraison
Graphis Annual Reportst*
Graphis Photo 88*
Graphis Poster 88*

tRelease date late June 1988.
$Graphis books are available by mail only
from Graphis or your U&lc Book Shop.

Enclosed is my check/money order for U.S.
MI orders will be shipped postpaid. No CODs.
New York State residents add state/local sales tax.

1071e" x 11 3/4'! #1004 Florilege $80.00. #1005 Floraison $20.00.

This book is a real service to those of us not fortunate enough to have been there the first time
around. Here are the major typographic experiments of the mid-20th century. You can see their
boldness in the many illustrations, focus on their
significance—thanks to Mr. Spencer's lucid text.
231 pages. 81 14“x 11': #1001. $39.95.

Please
Print
Please enter my order for the books selected below: Clearly

Qty. Book
Title
Number

1001
1002
1003
1004
1005
1006
1007
1008

An anthology of major typographic experiments of
this century as recorded in Typographica magazine.

Name
Address

) Home ( ) Business

Telephone
Cost
USA/
Canada

$39.95
$50.00
$44.00
$80.00
$20.00
$65.00
$65.00
$65.00

Cost for
delivery outside
USA/Canada

Item Total

Please reserve the checked Graphis Annuals
for me every year. I will prepay for them
upon receipt of notice of their availability.

$43.95
$54.00

$24.00

Payment:
Checks and postal and other money orders will
be accepted. Please, no cash, no credit cards.
All payment in U.S. dollars.

1188 Fr.
118SFr.
118SFr.

Bill Me
Orders without payment will be billed. Prompt
shipment will follow receipt of payment.

Sub-Total

Allow 4-6 weeks for delivery.
Please note that not all books will arrive at once.

Applicable
N.Y. Sales Tax

Prices are subject to change without notice.

$48.()()
$84.00

Order Total

For questions or problems regarding shipments,
please contact U&Ic Book Shop Manager.

New Selections

Graphis Photo 88*
Edited by B

Graphis Poster 88*
Edited by B. Martin Pederso

Graphis Annual Reports*
Edited try B. Martin Pedersen

1)

The prestigious international collection of the
year's best photography. The 360 color plates are
devoted exclusively to the photographer without
the distractions of text type or headlines. Images
represent 11 categories: Fashion, Cosmetics, Outdoor, Architecture, People, Animals, Industry,
Sports, Journalism, Still Life, and Food. A true
source of inspiration as well as an unparalleled
source book. Graphis Photo is one of the few photography annuals in which the contents are
selected for quality and excellence in competition
with an international field of entrants. Selections
from Graphis Photo 88 will tour the United States
and Europe this year. The world's best photography is beautifully reproduced.

An exciting newcomer to the Graphis library. This
is the first book to present an international collection of annual reports selected for their merit in
the categories of Design, Illustration, Ad Photography. Includes 25 annual reports from each of
the years 1985 and 1986. Meaning is given to the
selections by complete credits and captions in
which the designers and artists discuss the reasoning and thought processes behind their work. A
minimum of four pages is devoted to each of the
reports in the design category to illustrate a full
selection of spreads, not just the cover.

The only annual in the world that focuses on
poster creation on an international level. In the
Graphis tradition, it's a beautiful book and its contents were judiciously selected for the quality of
their design, concept, and execution. Displays a
wide range of styles and purposes. Covers cultural, advertising, and social posters. Up-to-date
information and inspirational. An exhibition
based on the book will travel to key cities in
Europe and the United States.
240 pages. 91 12" x 12': 300 color plates. #1008. $65.00, USA,
Canada. Elsewhere, 118 Swiss francs, shipping included.

256 pages (color throughout). 9 1 12" x 11': Over 750 color plates.
#1006. $65.00, USA, Canada. Elsewhere, 118 Swiss francs, shipping included. Orders will be filled late June.

240 pages. 9 112" x 11'! 360 color plates. #1007. $65.00 in the USA,
Canada. Elsewhere, 118 Swiss francs, shipping included.

*Graphis books are available by mail only from
Graphic or your U&lc Book Shop.
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(or a copy including the account number)
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