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About the Font

The LL Lettera font family hear-
kens back to an original typeface
design by Josef Miller-Brockmann
(1914-96), which Olivetti commis-
sioned in 1968 for future use with
their newly developed golf ball
typewriter.

LL Lettera Text is a full-blown
proportional adaptation of the
earlier monospaced version
LL Lettera (2008). It was debuted
and released in 2011.

These first versions were based
on a single sheet specimen of
one cut, which Kobi Benezri had
encountered while working on a
Miller-Brockmann monograph.
Following 2012, further research
at Olivetti’s archive in Ivrea,

Italy — as well as at Josef Miiller-
Brockmann’s estate in Zurich - led
to a better understanding of the
font and the production process.

This research made clear that
there were two groups of sources.

The Miller-Brockmann sketches,
for one, revealed that he was
attempting to adapt some version
of Akzidenz Grotesk for type-
writers. In comparison, the tech-
nical drawings from Ivrea allowed
us to trace the modifications
executed by Olivetti’s engineers.
Based on these findings, both
the monospace version and the
text font were thoroughly over-
hauled in the course of several
years. They were re-issued in 2019.

Encoding

LL Lettera Text:
Latin Extended

File Formats

Opentype CFF, Truetype, WOFF, WOFF2

Design

Kobi Benezri (2011)

Contact

General inquiries:
service@lineto.com

Technical inquiries:
support@lineto.com

Sales & licensing inquiries:
sales@lineto.com

Lineto GmbH
Lutherstrasse 32
CH-8004 Ziirich
Switzerland

www.lineto.com
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Glyph Overview

Uppercase

ABCDEFGHIJKLMNOPQRS
TUVWXYZ

Lowercase

abcdefghijklmnopqgrsBtu
VWXYZ

Proportional,
Tabular Figures

00123456789 00123456789

Ligatures i fl ff fA ffl
suaccened Ay AgAaAaAaA8KEe CGERES
aracters

- Standard
Western

EGEIVITTITTTDALINACE o
000606060606 @zSsUUUU
UDaUOuaYyYyzZzbp

Porccented - A g A3 AghkaeCcCeCeCeDd
or., DJEeEeEeEeE8GaGyGyY
GgHhHERMTITTITIV)jIIUijJ]KKkKk
LILILTLENANNDNANNGDOOG
O306QD06RIRITRFSS$S S
SsSsTtTtTtF+UGUGUU
UDaU0GdyYuyWwYyZ2z2290
Punctuation (’)7|(,|)[&@##]{___}«»<>

,,“”,"_/\'”Ti*'ﬂ§©®TM
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Case Sensitive
Forms

)[]{}-——<>«»

Currency,
Mathematical
Operators

ESEXYENGCCEBSf O % %o
% %o + — X T ==Z2 =< >< >4+ ~ 4

OAATISQutfeV/A|tpero

Fractions

23 Va Vs Vs V1 Ve o Vo Vs Y oY Ve Vs Vo Vs Ve

Numerators,
Denominators

10123456789 /,,,34567809

Superscripts,

H0123456789 H0123456789

Subscripts

Arrows EDPM IV R AN

Symbols <> AV

Roman LU IVVVIEVIEVITIXXXIEXITLC D M
Numerals

I iv v viovil vill ix x xi xiit'lcd m
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Layout Features

case Sensitive [ Discret] [DISCRET]
May-July MAY-JULY
«Hello» «HELLO»

S flat office flat office
filled filled

Lo 4.9.1984 4.9.1984

Numbers 1.1.2071 1.1.2011

profrary 652/5%x94/5 65 % x 9%
41/6+21/5 A% +2Y
1005/8%x323/4  100%*x32%

Superscript

Northt, East2

North', East?

Subscript HZO HZO
Ordinals 1a 1a
Sharp S Nebenstrasse Nebenstrale
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LL Lettera Text Light

58 Points 45 Points
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LL Lettera Text Light

16 Points

“Inthemselves, experiments are not
art. Infinite amounts ofenergy are
wasted because everybody feels he has
to make his own start, his own be-
ginning, instead of getting to know what
has already been done. It is doubtful
thatanyone who doesn’twantto..”
“Perfecttypographyis certainly the most
ELUSIVE OF ALLARTS. SCULPTURE
INSTONE ALONE COMES NEAR
ITINOBSTINACY” JANTSCHICHOLD

13 Points

“Farfrom creating anew formalism, what these
canyieldis something fartranscending surface
values since they not only embody form as
beauty, but also form inwhich intuitions orideas
or conjectures have taken visible substance.”

“We call those works of art concrete that came
into being on the basis oftheirinherent resources
andrules —without external borrowing from
natural phenomena, without transforming those
phenomena, in otherwords: not by abstraction.”

“THUS, THE MORE SUCCINCTLY ATRAIN OF
THOUGHT WAS EXPOUNDED, AND THE MORE
COMPREHENSIVETHE UNITY OF ITS BASIC
IDEA, THE CLOSER ITWOULD APPROXIMATE

LL Lettera Text - Specimen

9 Points to the prerequisites of the mathematical way of thinking.” Max Bill
“Many young people were attracted to my professional approach.
It allowed foran individual interpretation and development of my
ideas without lapsing into a subjective and alienating interpre-
tation ofthe job. | always focused on the theme, the product, the
event, and it was this which gave rise to the design solution.
Until Maller-Brockmann & Co was set up, all the work that left my
studio was checked, evaluated and possibly amended by me.
Thereafter the partners took on projects that they saw through
INDEPENDENTLY FROM START TO FINISH” MULLER-BROCKMANN
“HELVETICAIS ESSENTIALLY GOOD AT FUNCTIONAL TASKS
LIKE ROAD SIGNS, WAY FINDING SIGNS AROUND BUILDINGS,
7 Points “From all these experiences the mostim- the data banks provide in a positive way,
portant thing | have learned is that leg- inacommunicative spirit, because
ibility and beauty stand close togetherand =~ communication is basic human need.”
thattype design, inits restraint, should “My library is the expression of my curiosity.
be only felt but not perceived by the reader” I would advise young people to look
“lam sure in some years from now you will at everything they encounterin acritical
see new posters with just white space and lightand try to find a better solution.
fourlinesin Garamond.” Adrian Frutiger Then Iwould urge them at all times to be
“The experience of holding avaluable book self-critical.” Josef Muller-Brockmann
inyour hands cannot be replaced by tech-  “Inabadly designed book, the letters
nology, no matter how perfect. To be able mill and stand like starving horses in afield.
to capture aninteresting thoughtinel- Inabook designed by rote, they sit like
EGANTTYPOGRAPHY WILLALWAYS BE STALE BREAD AND MUTTON ON THE
AN INCOMPARABLE DELIGHT. BUT PAGE. INAWELL-MADE BOOK, WHERE
FUTURE GENERATIONS WILLNO DOUBT DESIGNER, COMPOSITOR AND PRINTER
LEARNTO USE THE OPPORTUNITIES HAVE ALLDONE THEIRJOBS, NO
5 Points “In my own work, | feel compelled to set opinion.” “The design of the music Jjectsinarational way. A predominately

an example: to cultivate a corner of
unity and to struggle against dismem-
bermentand fragmentationin
the field of design.” Armin Hofmann
“The unconscious is part of the support
structure: everything that is stored
there comes to light in the work pro-
cess. What I try to achieve in my workis
to communicate information about
anidea, eventor product as clearly as
possible. Such adown-to-earth pres-
entation is barely affected by present-
day trends. Butitis not so mucha
question of making a statement that
WILLBE VALID FORALLTIME AS OF
BEINGABLE TO COMMUNICATE IN-
FORMATION TO THE RECIPIENTIN A
WAY THAT LEAVES HIM OR HER FREE
TO FORM A POSITIVE OR NEGATIVE

posters is aspecial case in that

they were not sales oriented - their
appeal was intended to be artistic.
The stylistic difference between the
posters with pictorial geometric
forms and the purely typographic
ones is that the latter contain no
pictorial interpretation of the musical
programme. Without exception
they are free creations that took shape
within the underlying grid system.
Forthe most partthe effect ofthese
posters is lighter and more poetic.”

“Intraining young people to be

DESIGNERS, THE FIRST THING THAT
MUST BE TAUGHT ARE THE LAWS

OF DESIGN WHICH ENABLETHEM TO
DEVELOPTHEIR OWNTALENTS

AND TO APPROACH RATIONAL PRO-

artistic foundation may be appropri-
ate for artists, painters and sculptors,
but as ateacher of graphic design

| have repeatedly impressed upon my
students that while itis important

to be interested in music, old and new,
intheatre and opera, old and new
architecture, they must also concern
themselves with town planning,
environmental issues and politics.”

“| see the task of parents and teachers

as being to instil a positive attitude
inyoung people, to explain that each
individual can have vital social and
CULTURALFUNCTION ANDTO
DIRECTTHEIR WORKTOWARDS THE
INTERESTS OF THE GENERAL PUB-
LIC” JOSEF MULLER BROCKMANN

“WHEN YOU LOOK BACK ON YOUR

Lineto Type Foundry
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LL Lettera Text Light Italic

16 Points

“From all these experiences the most
importantthing | have learned is
thatlegibility and beauty stand close
togetherand thattype design, inits
restraint, should be only felt but not
perceived by the reader.” Adrian Frutiger
“Readers want whatis important

to be clearly laid out; they will not read
WHATISTOO TROUBLESOME.” “MY
ERRORS WERE MORE FERTILETHAN
|EVER IMAGINED.” J. TSCHICHOLD

13 Points « . .
" lllustrations are always understood as an artistic

product, a subjective statement. Photography is
a credible reflection of reality that enables me to
make an objective statement. Emotion in images,
asin painted realisations of ideas and visions,
can produce genuine works of art, butin advertis-
ing I value as much objectivity as possible.”
“Symmetry and the central axis are what charac-
terise fascist architecture. Modernism and
democracy reject the axis.” J. Muller-Brockmann
“ATTHE END OF THE 1950S JAPAN’S INTER-
ESTINTHE WESTWAS ENORMOUS. THEN CAME
THE 1960 WORLD DESIGN CONFERENCE IN
TOKYO, TOWHICH IWAS INVITED. | OUTLINED

LL Lettera Text - Specimen

9 Points

“Today we are inundated with such an immense flood of printed mat-
terthatthe value of individual work has depreciated, for our har-
assed contemporaries simply cannot take everything that is printed
today. Itis the typographer’s task to divide up and organize and in-
terpret this mass of printed matter in such a way that the reader will
have a good chance of finding what is of interest to him.” Emil Ruder

“My most creative period was in fact the worst because at that time
my work was still illustrative. But this period of discovery and clarifica-
tion eventually led to the rich productivity of my 40s.” Miller-Brockmann
CONCRETE ART IS BASED ON MEASURABLE PROPORTIONS. IN
MY DESIGNS FOR POSTERS, ADVERTISEMENTS, BROCHURES AND
EXHIBITIONS, SUBJECTIVITY IS SUPPRESSED IN FAVOUR OF A

7 Points

“To design is to plan, to order, to relate, and
to control. In short, it opposes all means
ofdisorderand accident.” Emil Ruder

“Negative things can also provoke positive
things. The search for a better quality
oflife has led to the creation of many insti-
tutions concerned with examining eastern
and western philosophy in order to find
meaning ofour lives and how we might
live accordingly. In the various areas
ofdesign the democratic approach - the
awareness that our professional efforts
SHOULD BE DIRECTED TO THE GOOD OF
THE GENERAL PUBLIC - HAS BECOME
STRONGER. THE CONTRIBUTION OF THIS
APPROACHTO THE ACHIEVEMENT OF A

more humane future should not be under-
estimated.” “The study of art has been one
ofmy basic needs and | have consciously
soughtan artist as my companion in

life: my first wife, who died tragically early
inacarcrash, was a musician and my
second wife, Shizuko Yoshikawa, is a
painter. Concrete Artis the kind of art that
appeals to me most directly as a graphic
artist. Its principles, which are open to
analysis, can be transmuted into graphic
terms. Ofall the art movements ofthe
TWENTIETH CENTURY ITISTHE ONE
THAT IS UNIVERSALAND STILL OPEN TO
DEVELOPMENT. YOU MIGHT SAYITIS
THEARTIN WHICH | CAN DISCOVER THE

5 Points

“We cannot alter the essential shape of
asingle letter without at the same

time destroying the familiar printed
face ofourlanguage, and thereby
rendering it useless.” Jan Tschichold

“The greatest works of artimpress
through their balance, their harmony,
their proportions, all of which can

be measured. That is one of the reasons
why paintings, sculptures and build-
ings that are thousands ofyears old -
by the Egyptians, Chinese, Assyrians
and so on - are still fascinating to

us today. Mondrian, on the other hand,
did not use measurements and there-
FORETOOKALONGTIMETO DO
APAINTING. HOWEVER, FEWARTISTS
POSSESSAS MUCH INTELLIGENCE,
SENSIBILITYAND INTUITION AS
MONDRIAN” J. MULLER-BROCKMANN

“While macrotypography - the typo-

graphic layout - is concerned with the
format ofthe printed matter, with

the size and position of the columns of
type and illustrations, with the organ-
ization ofthe hierarchy of headings,

subheadings and captions, detail typo-

graphy is concerned with the indi-
vidual components - letters, letter-
spacing, words, wordspacing, lines and
linespacing, columns oftext. These are
the components that graphic or ty-
pographic designers like to neglect, as
they fall outside the area that is nor-
mally regarded as 'creative’. There are
MANY MATTERS OF DETAILTYPO-
GRAPHY WHICH ONE CAN, IN GOOD
CONSCIENCE, RESOLVE DIFFER-
ENTLY. THE AUTHOR WOULD CER-

TAINLYNOTWANTTHISBOOKTOBERE-

garded as an infallible catechism:
rather, he counts on intelligent design-
ers, who, in the spirit of this book,
findsappropriate solutionstothe prob-
lems that arise in a given context, even
though not all potential problems

are dealt with in this text” Jost Hochuli

“l'have always felt obliged to make a

constructive contribution to the future
ofsociety. | have never lost the feel-
ing that | have a task to perform. What
pleases me is that | have always
sought what s better, that | have re-
mained self-critical, and that lam

still interested in things outside my own
FIELD. MY LIBRARY ISTHE EXPRES-
SION OF MY CURIOSITY. | WOULD
ADVISE YOUNG PEOPLE TO LOOKAT
EVERYTHING THEY ENCOUNTER IN
ACRITICALLIGHTAND TRYTO FIND A

Lineto Type Foundry
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~ Aicher ~ Hochuli

Ballmer, Bill Ke”LeC;HKSu;te"
Buchler  Matter
CROUWEI— Muller-Brockmann
44444444 Dietschi Neuburg
Frutiger ODERMATT, RAND
Ruder, Rudin
GerStner, Graf Soland, Tissi, Tschichold
Hofmann Vignelt
Vivarelli, Wyss

HONEGGER ZIMMERMANN
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LL Lettera Text Regular

16 Points

“l believe that one is more likely to
develop abetter perception of color by
looking at the subtle harmonies of
black-and-white images than by look-
ing at the multi-and-overcolored illu-
sions color photography often creates.
“Anotherreason formyinterestinthe
use of black-and-white in design lies
IN MY INTENSE PREOCCUPATION
WITHTHE FORMS AND ANALYSIS OF
SIGNSAND SYMBOLS.” A.HOFMANN

13 Points

“The works of’abstract’ art are subtle creations
of order out of simple contrasting elements.”
“The book designer strives for perfection;
yet every perfect thing lives somewhere in the
neighborhood of dullness and is frequently
mistaken for it by the insensitive.” Jan Tschichold
“The whole point with type is for you not to be
aware itisthere. Ifyou rememberthe shape of
aspoon with whichyou just ate some soup,
thenthe spoon had apoorshape.” Adrian Frutiger
“GEOMETRY ISNEVERWRONG.” PAULRAND
“THEY WORKNOW WITH COMPUTERS
FORBUILDING BUILDINGS AND BOOKS, BUT
NOTEVERWITH NEW IDEAS” EMILRUDER

LL Lettera Text - Specimen 10

9 Points “For after all, a poster does more than simply supply information on
the goods it advertises; it also reveals asociety’s state of mind”
“The creation of all those symbols and logotypes which are an ever
more striking feature ofthe world in which we live calls foranew and
fresh approach to lettering in the part of the designer. In these
logotypes the combination of letters can be more orless obvious; but
only deliberately contrived encounters of elements and confronta-
tions of values can lead beyond the letters to new forms of expression.”
“There should be no separation between spontaneous work with an
EMOTIONALTONE AND WORKDIRECTED BY THE INTELLECT. DIS-
CIPLINEAND FREEDOM ARETHUSTO BE SEEN AS ELEMENTS
OF EQUALWEIGHT, PARTAKING OF THE OTHER.” ARMIN HOFMANN
7 Points “The grid system is an aid, not aguarantee. togetherand makeitinteresting.”
It permits anumber of possible uses and “Graphic design, which evokes the symme-
each designer can lookforasolution appro- triaofVituvius, the dynamic symmetry
piate to his personal style. But one must of Hambidge, the asymmetry of Mondrian;
learn how to use the grid;itisanart which is agood gestalt, generated by
that requires practice” J. Muller-Brockmann intuition or by computer, by invention or
“A printed work, which cannot be read, by asystem of coordinates, is not good
becomes aproduct without purpose.” designifitdoes not communicate.”
“Typography has one plain duty beforeitand “Ineverdid calligraphy... But handwriting
thatis to convey information in writing. isan entirely different kind ofthing.
No argument or consideration can absolve  It’s part ofthe syndrome of modernism...
typography from this duty.” Emil Ruder It’s part of that asceticism.” Paul Rand
“PROVIDING, MEANING TO A MASS OF “AM NOTAMAN OF WORDS. ITWOULD
UNRELATED NEEDS, IDEAS, WORDSAND TAKEMEALOTOFTIMETO WRITE
PICTURES - ITISTHE DESIGNER’S ACRITIQUE OF SOMETHING. | WOULD
JOBTO SELECTAND FITTHIS MATERIAL RATHERIGNORE IT. THEREFORE, IT
5 Points “My layout is not a Bauhaus layout. as art, has multiple definitions; thereis initials, are at best superficial orna-

Norwas | everin favor ofthe so-called
’Swiss typography’, which at the time
practically only used 8 pt. sans serif
type for everything. That was wrong.
Typography has to serve aspecific pur-
pose; it has to be legible. Therefore
my layout obeyed specific necessities:
to show the workas much and as
elegantly as possible” Walter Herdeg
“I'haven’t changed my mind about
modernism from the first day | ever did
it... It means integrity; it means hon-
esty; it means the absence of senti-

mentality and the absence of nostalgia;

ITMEANS SIMPLICITY; ITMEANS
CLARITY.THAT'S WHAT MODERNISM
MEANSTO ME” “DESIGN ISTHE
METHOD OF PUTTING FORM AND
CONTENTTOGETHER. DESIGN, JUST

no single definition. Design can be art.
Design can be aesthetics. Designis so
simple, that’s why it is so complicated.”

“There’s acertain kind of research

you have to listen to - the factual stuff,
not opinion. Facts are facts. Sugaris
sweet - it’s not amatter of opinion.
Itjustis” “Design is away of life, apoint
ofview. Itinvolves the whole complex
of visual communications: talent,
creative ability, manual skill, and tech-
nical knowledge. Aesthetics and
economics, technology and psychology
are intrinsically related to the process.”

“ARTISTICTRICKS DIVERT FROM

THE EFFECTTHAT AN ARTIST ENDEAV
ORSTO PRODUCE, AND EVEN EX-
CELLENTELEMENTS SUCHAS BUL-
LETS, ARROWS, BRACKETS, ORNATE

mentation unless logically employed.”

“The principal role ofalogo is to identify,

and simplicity is its means. Its effec-

tiveness depends on distinctiveness,
visibility, adaptability, memorability,

universality, and timelessness.”

“Any system that sees aesthetics

asirrelevant, that separates the artist
from his product, that fragments

the work ofthe individual, or creates
by committee, or makes mincemeat
ofthe creative process will,in the

long run, diminish not only the product
butthe maker as well.” Paul Rand

“MY DESIRE WAS TO DEFINE WHAT IS

BEAUTIFULIN THE WORLD AND

WHO MAKES ITBEAUTIFUL. IFI DID AN
ISSUE ON PICTOGRAMS, IWANTED
TO SHOW HOW MUCH PICTOGRAMS

Lineto Type Foundry
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-~ Albers T Itten
quer Both Kallai, Kessler
)

| EPPIEN
Brandt e Mareke
BREUER Moholy-Nagy, Muche
Dell Oelze
Dicker-Brandeis PE,TERHANS
e Reich, Ronget
Felnlngef Schlemmer, Schmidt

. . Schreyer
Hilberseimer Soupault, Stélzl, Umbehr

GERMAIN WAGENFELD
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16 Points

“Ifyou rememberthe shape ofyour
spoon atlunch, it has to be the wrong
shape. The spoon and the letterare
tools; one take food from the bowl, the
othertake information offthe page.
When itis a good design, the reader has
to feel comfortable because the letter
is both banal and beautiful.” A. Frutiger
“IlEXPLOIT WHAT BRILLIANT PEOPLE
HAVE CREATED IN THE WAY OF
KNOWLEDGE, IMAGINATION AND PSY

13 Points

“An object represented photographically in black
and white demands symbolic interpretation;
anyabstracttraits,however,disappearcomplete-
ly when coloris introduced”. Armin Hofmann

“The material oftypography is the black, and itis
the designer’s task with the help ofthis black
to capture space, to create harmonious whites
inside the letters as well as between them.”

“Helvetica is the jeans, and Univers the dinner
jacket. Helvetica is here to stay.” Adrian Frutiger

“IlHAVE NEVER MAINTAINED THAT OBJEC-
TIVE-INFORMATIVE ADVERTISING IS UPLIFTING.
ITCLEARLY ISN’T LIKE THAT, BUTITDOES
REFLECTAN HONESTATTEMPTTO PRESENT

LL Lettera Text - Specimen

9 Points

“Through the removal of color, objects become neutralized and as in-
terchangeable as letters of the alphabet. Above all, | am interested in
the way an object changes in meaning when its context changes”.

“When reduced to black and white, the processes of contrast and
confrontation become clearer, more understandable, and easierto
learn—as much for the designer as for the audience.” Armin Hofmann

“When | put my pento a blank sheet, black isn’t added but ratherthe
white sheet is deprived of light. [...] Thus | also grasped that the
empty spaces are the most important aspect of a typeface” A. Frutiger

“I'POSSESSALL FOURTEEN OF THE BAUHAUS BOOKS AND THEIR
UNDERLYING SENSIBILITY, THE INTELLECTUAL BREADTH
AND IMAGINATIVE RANGE OF KLEEAND SCHLEMMER, ITTEN AND

7 Points

“Perfect typography is certainly the most
elusive ofall arts. Sculpture in stone alone
comes nearitin obstinacy.” J. Tschichold

“When Picasso invented a new way of
painting he didn’t say, ’l experimented.
He had worked it through. When you
look at typefaces like these, they seem fee-
ble, and what s feeble is never good.
Everything in history that has been good
has had power and expression. Ifthere
isonly a hint ofgreatness, then it cannot
be built upon. But when young people
LACK KNOWLEDGE AND VISION, WHEN
THEY ARE FASCINATED BY SOMETHING
THEYTHINK IS GREAT BECAUSETHEY
LACKTERMS OF REFERENCE, THEN IN

theirignorance they find such experiments
acceptable. It’s nice to try something

out - that s positive - but it doesn’t mean
I'should ignore the negative aspects.”

“Creativity is innate in everyone. Itis open
to new techniques, instruments and so-
cial arrangements. You can only glimpse
which new creative forms will be good
enough to survive the passage oftime,
but what we have up to now are hopeless
attempts.” Josef Miller-Brockmann

“A classical Roman, forinstance, is equally
GOOD FOR MANY PURPOSESAND IS
THUS OBJECTIVELY USEFUL.ITISNOT
SEEN PRIMARILYAS AN INDIVIDUAL
TYPE BUTAS LEGIBLEAND ANONYMOUS

5 Points

“Typography must be as beautiful

ofthe tenements It gives distance

of “the surface by means ofthe grid,
as aforest, not like the concrete jungle aknowledge of the rules that govern
legibility (line length, word and letter Ruderwas not really happy with a

made graphic design. He was very
stubborn. Hofmann didn’t care, but

between the trees, the room to breathe spacing and so on) and the meaningful ~ typographer making graphic design.

and allow for life.” Adrian Frutiger

use of colour are among the tools a

Ruder made pure typography and

“The orbit of human vision has widened designer must masterin orderto com- passed that on to his students. It had

and art has annexed fresh territories plete his or her task in a rational and
economic matter.” J. Miller-Brockmann  that s clear. This was also the time

that were formerly denied to it.”

“lam ofthe opinion that itis possibleto  “Not every school in Switzerland was
as good as Basel. Zurich perhaps, but and opened a lot of possibilities.
nobody spoke about Bern and Lucerne, Itwas the big time of Ruder. There was

develop an art largely on the basis
ofmathematical thinking” Max Bill

“Order was always wishful thinking for they were totally unknown. But all
that university level is nonsense, it is

me. For 60 years | have produced

nothing to do with graphic design,

when Univers came onto the market

Ruder-type experimentation, which
for me is wallpaper typography. Repe-

disorderin files, correspondence and only talking, speaking, and problems. tition typography, for me, is not typo-

books. In my work, however, | have AL- Itdoes nothing. I thinkitis a bad
IDEA. BUTITIS THE PRIMARY WAY
FOR HAVING AN ACADEMIC RESULT STRANGE, BUTIF YOU SEEITTOO
IN YOUR EDUCATION.” “RUDER WAS MUCH, ITIS BORING.” W. WEINGART

WAYS ASPIRED TO A DISTINCT
ARRANGEMENT OF TYPOGRAPHIC
AND PICTORIALELEMENTS, THE

CLEAR IDENTIFICATION OF PRIORI- AVERY STRICTTYPOGRAPHER. HE
DIDN’T LIKETHATATYPOGRAPHER THE BAUHAUS...” XANTI SCHAWINSKY

TIES. THE FORMAL ORGANISATION

graphy. Inthe beginning maybe repeti-
tion typography looked new, looked

“IAM THE GHOSTTHAT HAUNTS

Lineto Type Foundry
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58 Points === - @& - A5Points

Aalto Kalr_m, Koenig
Barragan aurens
9 . LUBETKIN
Cand | I 1S Markelius
CORBUSI ER Mies van der Rohe
v Ming Pei
DeCI\(/)Iz.i?en WEMEYER
Fillod, Goldberg  poiera: Rudolph
G ro p us Sartoris, Sottan, Stone

Tange, Villanueva

JOHNSON WRIGHT, YAMASAKI

LLLLLLLLLLLLL ~ Specimen



LL Lettera Text Medium

16 Points

“Nothing is as dangerousinarchitecture
as dealing with separated problems.
Ifwe split lifeinto separated problems
we splitthe possibilities to make good
building art.” “Building artis asynthesis
oflife in materialised form. We should
trytobringinunderthe same hat nota
splintered way of thinking, butall in
HARMONYTOGETHER.” “FORM MUST
HAVEA CONTENT,AND THAT CON-
TENTMUSTBE LINKED WITH NATURE.

13 Points

“Marina City was not adeliberate protest against
the Bauhaus Box. It was designed ratherasa
furtherindustrialization of architecture. | found
in Detroit rather than in the Bauhaus that our
technology for the first time in history permits
us to build whatever we think... More impor-
tantly, in the Marina City forms. | made it possi-
ble for people to participate in community for-
mation. Bothinthe use of space andinthe
form of space | discovered that behavior can be
INFLUENCED BY THE SHAPE OF SPACE.THE
FACELESS ANONYMITY OF THE CORPORATE
BOXWHICHWE HAD USED FORTHE BUIL-
DINGS FOROUR GOVERNMENT, OURHEALTH

LL Lettera Text - Specimen 14

9 Points “Greek architecture taught me that the columnis where the light
is not, and the space between is where the lightis. Itisamatter
ofno-light, light, no-light, light. Acolumn and a column brings light
between them. To make a column which grows out of the wall and
which makes its own rhythm of no-light, light, no-light, light: that is
the marvel of the artist.” “A city is the place of availabilities. Itis
the place where asmall boy, as he walks through it, may see something
that will tell him what he wants to do his whole life.” “All material
in nature, the mountains and the streams and the airand we, are
MADE OF LIGHT WHICH HAS BEEN SPENT, AND THIS CRUMPLED
MASS CALLED MATERIALCASTS ASHADOW, AND THE SHADOW
BELONGS TO LIGHT.” “EVEN ABRICKWANTS TO BE SOMETHING”

7 Points “Achairis avery difficult object. A sky- Certainly nothing that can be calculated
scraperis almost easier. Thatis why or measured. Itis always somethingim-
Chippendale is famous.” “Nature, too, ponderable, something that lies between
shalllive its own life. We must beware things.” “Education must lead us from
notto disruptit with the color of theirresponsible opinion to true respon-
our houses and interior fittings. Yet we sible judgment. It must lead us from
should not attempt to bring nature, chance and arbitrariness to rational clar-
houses, and human beings togetherinto ity and intellectual order. Therefore,
ahigherunity” “When one looks at let us guide our students overthe road
Nature through the glass walls of the of discipline from materials, through
Farnsworth House, it takes on adeeper function, to creative work.” “Architecture
significance than when one stands begins when you place two bricks care-
OUTSIDE. MORE OF NATURE ISTHUS FULLY TOGETHER.” “ARCHITECTURE
EXPRESSED -ITBECOMES PARTOFA STARTS WHEN YOU CAREFULLY
GREATERWHOLE.” “GODISINTHE PUTTWO BRICKS TOGETHER.THEREIT
DETAILS.” “WHAT FINALLY ISBEAUTY? BEGINS.” “LESS IS MORE.” “ITISNOT

5 Points “To be modernis not afashion,itisa “Architecture is the masterly, correct, great primary forms which light reveals

state. Itis necessary to understand
history, and he who understands
history knows how to find continuity
between that which was, that which
is,and that which will be.” “Space
and lightand order. Those are the
things that men need justas much as
they need bread oraplace to sleep.”
“Architectureis the learned game,
correctand magnificent, of forms
assembled inthe light.” “You employ
stone, wood and concrete, and
with these materials you build houses
and palaces. That is construction.
INGENUITY ISATWORK. BUT SUD-
DENLY YOUTOUCH MY HEART,
YOU DO ME GOOD, |AM HAPPY AND
ISAY:THIS IS BEAUTIFUL. THATIS
ARCHITECTURE.ARTENTERS IN.?

and magnificent play of masses
broughttogetherinlight. Oureyesare
made to see formsinlight: light

and shade reveal these forms.” “Light
creates ambience and feel ofaplace,
as well as the expression ofastruc-
ture” “The materials of city planning
are: sky, space, trees, steel and ce-

ment; inthat order and that hierarchy.”
“The purpose of constructionis TO

MAKE THINGS HOLD TOGETHER; of
architecture TO MOVE US.” “Architec-
ture is the masterly, correctand
magnificent play of masses brought
TOGETHERIN LIGHT. OUREYES

ARE MADE TO SEE FORMS IN LIGHT;
LIGHTAND SHADE REVEALTHESE
FORMS; CUBES, CONES, SPHERES,
CYLINDERS ORPYRAMIDS ARETHE

toadvantage; theimage ofthese s
distinct and tangible within us without
ambiguity. Itis for this reason that
these are beautiful forms, the most
beautiful forms. Everybody is agreed
tothat, the child, the savage and

the metaphysician.” “| prefer drawing
to talking. Drawing is faster, and leaves
less room for lies.” “You don’t start
arevolution by fighting the state but
by presenting the solutions.” “Modern
life demands, and is waiting for,a

new kind of plan, both for the house
and the city. “Chairs are architecture,
SOFAS ARE BOURGEOIS. “LIFE
NEVER STOPS.THETORMENT OF
MEN WILLBE ETERNAL, UNLESS

THE FUNCTION OF CREATINGAND
ACTING AND CHANGING, LIVING
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16 Points

The Fagus Factory, a shoe last factory
in Alfeld on the Leine, Lower Saxony,
Germany, is animportant example of
early modern architecture. Commis-
sioned by owner Carl Benscheidt who
wanted a radical structure to express
the company’s break from the past,
the factory was designed by Walter
GROPIUSAND ADOLF MEYER. ITWAS
CONSTRUCTED BETWEEN 1911AND
1913, WITHADDITIONS AND INTERI-

13 Points

Le 875 North Michigan Avenue anciennement
appelé John Hancock Center est un gratte-ciel
situé au 875 North Michigan Avenue dans le
quartier de Streeterville & Chicago, dans ’Etat
de 'lllinois aux Etats-Unis. Il atteint 344
meétres de hauteur (100 étages) et fut dessiné
par Bruce Graham. La fleche de I’lantenne cul-
mine a 456,9 metres de hauteur. Il est familiére-
ment appelé « BigJohn » parles Chicagoans.
Sa construction a été achevée en 1969 : il était
ALORS LE PLUS HAUTIMMEUBLE DU MONDE
EN DEHORS DE NEW YORK.AUJOURD’HUI,
ILESTLE QUATRIEME GRATTE-CIEL LE PLUS
ELEVE DE CHICAGO, APRES LAWILLIS TOWER
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9 Points Lavilla Savoye est une villa construite de 1928 a 1931 par ’architecte
Le Corbusier, surla commune francaise de Poissy, dans les Yvelines.
Située surun terrain de sept hectares, cette construction, baptisée
«les Heures claires » par ses propriétaires et qualifiée de « ma-
chine a habiter» par son architecte, achevait la période dite des villas
blanches de I’architecte. Elle est constituée d’un parallélépipéde
blanc soutenu par de fins pilotis et couverte de fenétres en bandeau
et surmonté de toits-terrasses. Elle mesure 9,40 m de haut, 21,50 m
delong et19mde large. Le site est inscrit, avec 16 autres ceuvres
ARCHITECTURALES DE LE CORBUSIER, SUR LA LISTE DU PATRI-
MOINE MONDIALDE L’UNESCO EN 2016. VILLA DE WEEK-END
POUR LA FAMILLE SAVOYE (PIERRE, COFONDATEURA LILLEEN

7 Points In 1969, Sears, Roebuck & Co. was the area bounded by Franklin Street on the
largest retailer in the world, with about east, Jackson Boulevard on the south,
350,000 employees. Sears executives Wacker Drive on the west and Adams
decided to consolidate the thousands Street on the north, with Quincy Street
ofemployees in offices distributed running through the middle from east
throughout the Chicago area into one to west. This latter site was decided upon,
building on the western edge of and preliminary inquiries determined
Chicago’s Loop. Sears asked its outside that the necessary permits could
counsel, Arnstein, Gluck, Weitzenfeld be obtained and Quincy Street vacated.
& Minow (now known as Arnstein & Lehr, The next step was to acquire the prop-
LLP) to suggestalocation. The firm erty; ateam of attorneys from the
consulted with local and federal authori- Arnstein law firm, headed by Andrew
TIESAND THE APPLICABLE LAW, THEN ADSIT,BEGAN BUYING THE PROPERTY
OFFERED SEARS TWO OPTIONS: PARCEL BY PARCEL. SEARS PUR-
THE GOOSE ISLAND AREANORTHWEST CHASED 15 0LD BUILDINGS FROM 100
OF DOWNTOWN,ANDATWO-BLOCK OWNERSAND PAID $2.7 MILLION TO

5 POl nts Zonnestraal was built as a tuberculo- are not transparent are very sterile the engineering required to satisfy the

sis sanatorium in the 1920s and 1930s.
The building features the classic design
ofthe sanatorium, which focuses on

as much open space and fresh airas
possible. However, it stillembodies the
definition of the modern architecture
by the immense amount of repetition
and the avoidance of superfluous
decoration. The building is mostly made
oftransparent materials to allow

as much light as possible to enter the
patients’ rooms. With this transpar-
ency, the building runs a large risk of
overheating. However, the architects
UNDERSTOOD THESE RISKSAND
INCORPORATED ACOOLING SYSTEM
INTHE BUILDING; SOMETHING
THATWAS NOT COMMON ATTHIS
POINTIN TIME. THE SURFACES THAT

and smooth in appearance making very
hygienic surroundi The buildi)

patient’s needs. In fact, the architects
preferred to refer to themselves as

are arranged in aloose “pil heel”
design that created separation be-
tween patients’ rooms, giving each of
them the adequate amount of sun-
light needed for therapy. The distribu-
tion of space in this manner created
the ability for every patient to have
asunbathing balcony that was unob-
structed by any other patient’s room
orbuilding. The design of this architec-
ture can be referred to as Heliothera-
peutic Architecture (Light therapy)
AND WASACTUALLYA SHORTLIVED
STYLEINITS PURPOSE FORTHER-
APYBECAUSE OF THE DISCOVERY
OFTHE CURE FORTUBERCULOSIS.
HOWEVER, THIS STYLE FOCUSES ON

buildi i . After abi
mentinthe 1980s the building was
submitted to UNESCO’s list of World
Heritage Sites. However, with this
submittal, the building’s structural
deterioration could not be solved

by demolition and rebuilding. Instead
new techniques of concrete repair
had to be used. The presence of tuber-
culosis and the sanatorium played a
large role in modern architecture.
Though it was not the first building to
FEATUREANEARLYALLGLASS
ARCHITECTURE,AFTER THE SANA-
TORIUM PERIOD, THE STYLE OFALL
GLASS BUILDINGS STAYEDA CON-
STANTIN MODERN ARCHITECTURE.
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The Fagus Factory,ashoe last factory
in Alfeld onthe Leine, Lower Saxony,
Germany, is animportant example of
early modern architecture. Commis-
sioned by owner Carl Benscheidt who
wanted aradical structure to express
the company’s break from the past,
the factory was designed by Walter
GROPIUSAND ADOLF MEYER.ITWAS
CONSTRUCTED BETWEEN1911AND
1913, WITH ADDITIONS AND INTERI-

13 Points

Le 875 North Michigan Avenue anciennement
appelé John Hancock Center est un gratte-ciel
situé au 875 North Michigan Avenue dansle
quartier de Streeterville aChicago, dans I’Etat
de P'lllinois aux Etats-Unis. Il atteint 344
meétres de hauteur (100 étages) et fut dessiné
par Bruce Graham. Lafleche de ’lantenne cul-
mine a456,9 metres de hauteur. Il est familiere-
ment appelé « BigJohn» parles Chicagoans.
Saconstruction aété achevée en1969:il était
ALORS LEPLUSHAUTIMMEUBLE DU MONDE
ENDEHORS DE NEW YORK.AUJOURD’HUI,
ILESTLE QUATRIEME GRATTE-CIELLE PLUS
ELEVE DE CHICAGO,APRES LAWILLIS TOWER
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9 Points LavillaSavoye est une villaconstruite de 1928 241931 par I’architecte
Le Corbusier, surlacommune francaise de Poissy, dans les Yvelines.
Située surunterrain de sept hectares, cette construction, baptisée
«les Heures claires » par ses propriétaires et qualifiée de «ma-
chine ahabiter» par son architecte, achevait la période dite des villas
blanches de I’architecte. Elle est constituée d’un parallélépipéde
blanc soutenu par de fins pilotis et couverte de fenétres en bandeau
et surmonté de toits-terrasses. Elle mesure 9,40 m de haut, 21,50 m
delong et19mde large. Le site estinscrit, avec 16 autres ceuvres
ARCHITECTURALES DE LE CORBUSIER, SUR LA LISTE DU PATRI-
MOINE MONDIALDE PUNESCO EN 2016. VILLADE WEEK-END
POUR LA FAMILLE SAVOYE (PIERRE, COFONDATEURALILLE EN

7 Points In1969, Sears, Roebuck & Co.was the areabounded by Franklin Street on the
largest retailerin the world, with about east,Jackson Boulevard onthe south,
350,000 employees. Sears executives Wacker Drive onthe west and Adams
decided to consolidate the thousands Street onthe north, with Quincy Street
ofemployees in offices distributed running through the middle from east
throughout the Chicago areainto one to west. This latter site was decided upon,
building on the western edge of and preliminary inquiries determined
Chicago’s Loop. Sears asked its outside that the necessary permits could
counsel, Arnstein, Gluck, Weitzenfeld be obtained and Quincy Street vacated.
& Minow (now known as Arnstein & Lehr, The next step was to acquire the prop-
LLP) to suggestalocation. The firm erty; ateam ofattorneys fromthe
consulted with local and federal authori- Arnsteinlaw firm, headed by Andrew
TIESAND THE APPLICABLE LAW, THEN ADSIT,BEGAN BUYING THE PROPERTY
OFFERED SEARSTWO OPTIONS: PARCELBY PARCEL.SEARS PUR-
THE GOOSEISLAND AREANORTHWEST CHASED 150LD BUILDINGS FROM 100
OF DOWNTOWN,AND ATWO-BLOCK OWNERSAND PAID $2.7 MILLIONTO

5 POl nts Lintuition agit par éclairs inattendus. ment!» «On devait reconstruire les rement ades colliers qui sont fixés au

Voicienlaconception pure et totale
detoutunsystémede construire,envis-
ageant tous les problémes quivont
naitre alasuitedelaguerreetquele
moment présent amis al’actualité.

villages détruits en quelques mois
aussi!» Le cauchemar serait ainsi vite
oublié. Onadonc congu un systéeme

sommet de chaque poteau; les poteaux
de béton sont coulés apied d’ceuvre
etdressés avec le systéme de coffrage

de structure - ossatur
indépendant des fonctions du plan

C’est quinze ans aprés en

de lamai: cette ossature porte

i-d . Une sociétét
livre entous endroits du pays, des os-
satures orientées et groupéesala

etal iondelaloil heur que
Le Corbusier et Jeanneret peuvent
appliquerintégralement les principes
delamaison «Dom-Ino». Il afallu quinze
années d’expérimentation. de mise

au pointlocalisée surles divers détails
dusystéme. pour permettre d’atteindre
alaréalisation. Le probléme posé
ETAITLE SUIVANT LES PREMIERES
DEVASTATIONS DE LA GRANDE
GUERREDANS LES FLANDRES EN
SEPTEMBRE 1914. «\LAGUERRE
DEVAITDURERTROIS MOIS SEULE-

les setl

de Parchitecte urbaniste

Elle est fabriquée en éléments stan-
dard, combinables les uns avec les

autres, ce qui permet une grande diver-

sité dans le groupement des maisons.
Cebéton armé-laest fait sans cof-
frage: avraidire, il s’agit d’'un matériel
de chantier spécial qui permet de
COULER LES PLANCHERS DEFINITI-
VEMENTLISSES DESSUS ETDES-
SOUS AU MOYEN D’UNTRES SIMPLE
ECHAFAUDAGE DE POUTRELLES

DOUBLE TACCROCHEES TEMPORAI-

ou, plus simplement du client. lireste
ensuite ainstallerune habitationa
Pintérieur de ces ossatures. Le format
de 'ossature *Dom-Ino”, lasituation
toute particuliére des poteaux, per-
mettentd’innombrables combinaisons
dedispositions intérieures et toutes
PRISES DE LUMIERE IMAGINABLES
EN FACADE. ON AVAIT CONGU L'IDEE
D’UNE SOCIETE, SEUR DE LA PRE-
MIERE QUIVENDRAIT, ELLE, TOUS
LES ELEMENTS DE LEQUIPEMENT
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16 Points

International Style, architectural style
that developedin Europe and the
United States inthe 1920s and ’30s
and became the dominant tendency
in Western architecture during the
middle decades ofthe 20th century.
The most common characteristics of
International Style buildings are
RECTILINEAR FORMS; LIGHT, TAUT
PLANE SURFACES THATHAVE BEEN
COMPLETELY STRIPPED OF APPLIED

13 Points

The International Style grew out of three pheno-
mena that confronted architectsin the late

19th century: architects’increasing dissatisfac-
tion with the continued use in stylistically ec-
lectic buildings of a mix of decorative elements
from different architectural periods and styles
thatbore little or no relation to the building’s
functions, the economical creation of large num-
bers of office buildings and other commercial,
residential, and civic structures that served
ARAPIDLY INDUSTRIALIZING SOCIETY,AND
THE DEVELOPMENT OF NEW BUILDING
TECHNOLOGIES CENTRING ON THE USE OF
IRONAND STEEL, REINFORCED CONCRETE,

LL Lettera Text - Specimen 20

9 Points Gropius and Mies were best known for their structures of glass
curtain walls spanning steel girders that form the skeleton of the
building. Important examples of Gropius’s work are the Fagus
Works (Alfeld-an-der-Leine, Germany; 1911), the Bauhaus (Dessau,
Germany; 1925-26), and the Graduate Center at Harvard Univer-
sity (Cambridge, Massachusetts; 1949-50)—all of which show his
concern foruncluttered interior spaces. Mies van der Rohe and
his followers in the United States, who did much to spread the Inter-
national Style, are most clearly identified with glass-and-steel
SKYSCRAPERS SUCH AS THE LAKE SHORE DRIVE APARTMENTS
(CHICAGO; 1949-51) AND THE SEAGRAM BUILDING, DONE
JOINTLY WITH JOHNSON (NEW YORK CITY; 1958). OUD HELPED

7 Points In the 1930s and ’40s the International itations inherent in the International Style.
Style spread from its base in Germany The bare and denuded quality of the
and France to North and South America, steel-and-glass “boxes” that embodied
Scandinavia, Britain,andJapan.Theclean, the style by then appeared stultifying
efficient, geometric qualities of the and formulaic. The result was a reaction
style came to form the basis ofthe archi- against modernist architecture anda
tectural vocabulary of the skyscraper renewed exploration of the possibilities
inthe United States inthe 1950s and’60s.  ofinnovative design and decoration.
The International Style provided an Architects began creating freer, more
aesthetic rationale for the stripped-down, imaginative structuresthatused modern
clean-surfaced skyscrapers that be- building materials and decorative
came the status symbols of Americancor- ELEMENTSTO CREATEAVARIETY OF
PORATE POWERAND PROGRESSIVE- NOVEL EFFECTS. THIS MOVEMENT
NESSATTHISTIME. BY THE 1970S SOME BECAME PROMINENT IN THE LATE 1970S
ARCHITECTSAND CRITICS HAD BEGUN AND EARLY’80S AND BECAME KNOWN
TOCHAFEATTHECONSTRAINTSANDLIM- ASPOSTMODERNISM.GLASSAND

5 Points Les premiéres réalisations embléma- ticipent également de cettetendance.  Saarinen dont I’éclectisme se mani-

tiques du style international aux Etats-

Unis sontles réalisations de Ludwig
Mies van der Rohe & Chicago, le Centre
technique de General Motors de Eero
Saarinen a Detroit, le Seagram Buil-
ding de Ludwig Mies van der Rohe et le
Lever House de Skidmore, Owings

and Merrill @ New York. Le building de
la Philadelphia Saving Fund Society
présente un plan original en formede T
majuscule etjoue sur les effets de
dissymétrie. Ses concepteurs, George
Howe et William Lescaze, sont parve-
nus arendre un effet propre au style
INTERNATIONAL, UN EFFET DE PEAU
TENDUE SUR UN SQUELETTE ME-
TALLIQUE.LAFAGCADE HORIZONTALE
ETLES GRANDS PANNEAUX DE
VERRE DU MOMA DE NEW YORK PAR-

Lesiége de ’ONU a New York est
Pillustration la plus remarquable du
style international aprés 1945. Il fut
construitle long de PEast River surun
terrain acquis gréce a une donation
de John Davison Rockefeller Junior. lla
étéinauguré le 9 janvier 1951 et de-

feste dans P’auditorium Kresge du
Massachusetts Institute of Techno-
logy (1956), Parche de Saint Louis
(1967) ou encore dans son travail sur
les terminaux des aéroports de New
York et Washington DC. L’Allemand
Walter Gropius, fondateur du Bauhaus,

vientle de Pinternati
etduprogrés. Il applique la conception
de batiments séparés selon leur fonc-
tion. Le gratte-ciel abritant le Secré-
tariat des Nations unies culmine a 164
métres et se présente surdeux faces
comme un mur-rideau de verre et alu-
MINIUM, ALORS QUE LESAUTRES
COTES SONTCOUVERTS DE PLAQUES
DE MARBRE. ENFIN, LA PERIODE DE
L’APRES-GUERRE ESTMARQUEE PAR
LES EUVRES DU FINLANDAIS EERO

Parchitecture a Harvard
et construit avec Pietro Belluschi
Pimmeuble controversé de la Pan Am
& New York (1963). Il forme les grands
architectes de la génération sui-
vante. Ludwig Mies van der Rohe arrive
aux Etats-Unis en 1937 et applique
SES CONCEPTIONS DU CLASSICISME
MODERNISTE A NEW YORK (SEA-
GRAM BUILDING, 1958), CHICAGO
(UNIVERSITE ASOUTH SIDE). ILEST
L’ARCHITECTE LE PLUS FECOND DE
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16 Points

“Colorhasdriven photography entire-
ly from the domain ofreading and
banishedittothe realmofviewing”.

“Lithographed posters fulfilled,
andin principle continue to fulfill, the
mostimportant demands imposed
by the large format: visibility, simplic-
ity of message, originality of form,
SINGULARITY OF COLOR SCHEME,
AND INTELLECTUALCLARITY.?

“THE SUPER-REALISTICLIKENESSES

13 Points “that appearin television and in advertising fail

to create the contrary orcounterimages
necessary to engage the viewer’s participation.
Such literal translations hinder constructive
thinking, absorptioninthe subject matter,and
poignancy of recollection;they are ultimately
counterproductive, producing no afterimages
that continue to existin memory.” A. Hofmann
“The subject matter suggested the need
forimaginative design.”’ J. Miiller-Brockmann
“EVERY MOVEMENTOFTHENOHACTOR
ISMEASURED AND BURSTINGWITHTENSION.
NOTHINGISLEFTTO CHANCE,YETITISFULL
OFLIFEAND POETRY.JAPANESETEMPLES
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9 Points “Evenin modern art, artists have used methods based on calculation,
inasmuch as these elements, alongside those of amore personal
and emotional nature, give balance and harmony to any work of art.”

“I made the first Moebius strip without knowing what it was.” M. Bill
“l feel adeep obligation to traditionin so farasitisthe conduit
of timeless values. My efforts to educate myself, to understand the
interconnections in Constructivism forinstance, explain perhaps
my openness to otherdisciplines such as art and architecture. These
supplied the spiritual and aesthetic soil for the growth of acorre-
SPONDING PERSONAL FORMAL IDIOM,AN ARCHITECTONICTY-
POGRAPHYTHAT CONFINED ITSELFTO ESSENTIALS AND FOUND
ACONTEMPORARY EXPRESSION FOR UNIVERSALVALUES.”

7 Points “l became agraphic designerby accident.  Afterwards | enrolled to study graphic
At school | was loath to write much design atthe Zurich Gewerbeschule.”
for compositions so | putinillustrations “Bill, Lohse, Neuberg and Vivarelliwere
instead. My teacher enjoyed them and my mentors. The first two through
thoughtlhad talent. He suggested that theirartistic works, publications and
Ishould pursue an artistic career: gra- theiractivity in the Swiss Werkbund,
vure etching or retouching, forinstance. and Neuberg as acritic and designer, had
Solwas apprenticed as aretoucherin alasting positive influence on all areas
aprinting works. | lasted one day because  ofdesign. |, too,in my work - and thanks
I said that this wasn’t artistic work. to good collaborators - was able to
Afterthat|was apprenticed totwo make a positive contributioninthe 1950s
elderly architects. Withthem|Ilasted four and1960s. My studentsin Zurich
WEEKS.THENIWENTTO SEEALLTHE BETWEEN 1957AND 1960 ATTRACTED
GRAPHICDESIGNERS IFOUNDLISTEDIN ATTENTION LATERWHENTHEIR
THETELEPHONE DIRECTORY BECAUSE WORKS WERE PUBLISHED IN NEUE
IWANTED TO FIND OUTWHATTHEYDID. GRAFIK. JOSEF MULLER-BROCKMANN

5 Points “No great workis created wi bjective found. g has striven fororder.

material rules, without knowing

about stressratios or the laws of per- whichcanbed

tionsthatare acceptedbyalland

The grid is an organisational system

that bles you to achieve an

ception. Sometimes | would set

my studentstoanintroductory exer-

cise of depictingadamburst
typographically to bring out the dif-
ference between expressive and
informative design. We always got
interesting, and occasionally
hilarious, results. Tomorrow orinten
ortwentyyears’ time aesthetic
tastes will have changed, butlaws
last and are independent of time.
The goldensection, forinstance,
ISASIMPLE, ELEGANT RATIO

OF PROPORTIONS THAT IS UNDER-
STOODBYALLCULTURESANDIS
PRESENTIN BOTH MAN AND
NATURE.INTEACHINGITRYTO

“The grid allows endless individual
variations. The Italian Roberto Lan-
terio found rich, wide-ranging solu-
tions using the grid, the Germans use
itsoberly, the Swedes fill it with
imagination. Its applications are as
varied as the designers themselves.
Forthe naive designeritis no more
than an aid. The grid has existed in
town planning, in Chinaforinstance,
since atleast 1500 BC. Rectilinear
streets are the most economical
SOLUTION.WHAT IDID WAS APPLY
THE GRID SYSTEMTO GRAPHIC
DESIGN.THEIMPULSETO DO THIS
DID NOTCOME ONLY FROMARCHI-
TECTURE-TYPOGRAPHY SINCE

orderly result ataminimum cost.
The taskis solved more easily,
fasterand better. It brings the arbi-
trary organisation of textinto
alogical systemin keeping with the
content. It can demonstrate uni-
formity that reaches beyond national
boundaries,aboon to advertising
fromwhich IBM, forinstance, has
profited. Objective-rational design
means legible design, objective
information thatis communicated
WITHOUT SUPERLATIVES
OREMOTIONAL SUBJECTIVITY.?
JOSEF MULLER-BROCKMANN

“IWANTED TO EXPLORETHE LIMITS
OF MY ARTISTICABILITY.IHAD

Lineto Type Foundry
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16 Points

“Asymmetry is the rhythmic expres-
sion of funtional design. In addition
to being more logical, asymmetry has
the advantage thatits complete
appearance is far more optically ef-
fective than symmetry.” J. Tschichold
“They should make new ways to
better design buildings and books.
THE COMPUTER WAS THE END OF
SWISSTYPOGRAPHY!” EMIL RUDER
“TEXTIS COMMUNICATION OF CON-

13 Points

“The sanserifonly seems to be the simpler script.
Itis a form that was violently reduced for lit-
tle children. For adultsitis more difficult toread
than serifed roman type, whose serifs were
never meant to be ornamental.” Jan Tschichold
“l feel adeep obligation to traditionin so far
asitisthe conduit of timeless values. My efforts
to educate myself, to understand the intercon-
nectionsin Constructivism forinstance, explain
perhaps my openness to otherdisciplines such
ASARTANDARCHITECTURE. THESE SUPPLIED
THE SPIRITUALAND AESTHETIC SOILFORTHE
GROWTH OFA CORRESPONDING PERSONAL
FORMALIDIOM,AN ARCHITECTONICTYPOG-
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9 Points

“As ayoung man I was intrigued not only by psychology but also by
graphology. When I met people who interested me I would read
their handwriting and was rarely wrong in my judgements. But this
gift began to disturb me, especially in my dealings with clients,
where it would unnecessarily prejudice discussion. So l abandoned
itovernight. Later | paid the price for giving up these analyses
when I took on partners and employees whose handwriting would
have given me an early warning of trouble ahead.” Miiller-Brockmann

“Type production has gone mad, with its senseless outpouring
OFNEWTYPES...ONLY IN DEGENERATE TIMES CAN PERSONAL-
ITY(OPPOSED TO THE NAMELESS MASSES) BECOME THE AIM
OF HUMAN DEVELOPMENT”JAN TSCHICHOLD “THE WHITE RE-

7 Points

“White space is to be regarded as anac-
tive element, not a passive background.”
“The aim of every typographic work —

the delivery of a message in the shortest,
most efficient manner.” Jan Tschichold
“l have always regarded a book as a
design opportunity, nothing more. It was
more like enjoying myselfin my free

time. I was motivated to write something
on the history of visual communication

by the insight that from the beginning
man has used images as a defence against
HISINNERAND OUTER WORLD, HIS
FEARS OFATHREATENING ENVIRON-
MENT.ATTHE TIME | KNEW OF NO BOOK
THATDEALTWITHTHIS SUBJECT.

Similarly  hadn’t found anything inter-
esting written about the history of

the poster.” “All design work has a politi-
cal character. It can be socially oriented,
or humanist, or conservative. Italian
Futurism was bellicose, but that has
nothing to do with Modern typography.

El Lissitzky’s poster’Beat the Whites

with the Red Wedge’was not Modern typo-
graphy but design with geometric forms.
Jan Tschichold’s New Typography,

by contrast, was poetic, transparent and
OPEN, NOTATALLDESPOTICORTY-
RANNICAL.IHAVE NEVERUNDERSTOOD
WHYTSCHICHOLD REVERTEDTO
CENTREDTYPE,UNLESS ITWASOLD

5 Points

“The designing of whole alphabetsand  only deliberately contrived encoun-
ters of elements and confrontations

the study of historical letter forms
remain indi: ble to the i of
ofthe form. At the same time, how-

ever, new paths must be explored so

an lead beyond the
letters to new forms of expression.”
“l have always known that my illus-

between what s creative, imitative
ormerely intellectually calculating.
After four worthless years of war
Iwanted to have a positive, construc-
tiverole in society. | couldn’timprove

thatasense of the finest distinc-

tions can be cultivated, so that the
basic elements of our letters can
appearinanew form, and so that those
special abilities for combining are
developed which lettering will demand
inthe future. The creation of all those
symbols and logotypes which are

an ever and more striking feature
ofthe world in which we live calls for
ANEWAND FRESHAPPROACH
TOLETTERING ONTHE PARTOFTHE
DESIGNER. INTHESE LOGOTYPES
THE COMBINATION OF LETTERS CAN
BE MORE ORLESS OBVIOUS; BUT

trations, drawings and paintings are
entertainment. They were quite

good, but harmless. | was also success-
fulin using a mix of surrealistic
illustration and factual information

in exhibition designs in the 1940s

and 1950s, but the lack of objectivity
disturbed me. So for the ’Landi 1964’
[the Swiss regional exhibition],

1 eschewed all playfulness and subjec-
TIVITYAND ARRIVED ATAN OBJEC-
TIVETYPOGRAPHIC-PICTORIAL
SOLUTION.IHADTOTEACH MYSELF
HOWTOLOOKCRITICALLYAT

MY WORKAND MAKE DISTINCTIONS

textual-pictorial communication
through my artistic work but I could
do so through rational-objective
typography and functional, unmanip-
ulative photography. No one can
exceed his or her limitations. Any time
Itried | failed. My limitations are
closely circumscribed -1 have not
come far-but ! have kept my sense of

humour Ih p
THEM. SWITZERLAND IS A COUNTRY
OF THE NORM. GENIUS FLEES THIS
LANDSCAPE, THIS ZURICH GEMUT-
LICHKEIT, THE CULTURE OF THE FAR-

MERAND THE BURGHER.ITISNO
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Technical Information

Afrikaans
Albanian
Asturian

Asu (Tanzania)
Basque
Bemba (Zambia)
Bena (Tanzania)
Breton
Catalan

Chiga

Cornish
Croatian
Czech

Danish

Dutch

Embu

English
Esperanto
Estonian
Faroese
Filipino
Finnish
French
Friulian
Galician
Ganda
German

Gusii
Hungarian
Icelandic

Igbo

Inari Sami
Indonesian
Irish

Italian
Jola-Fonyi
Kabuverdianu
Kabyle
Kalaallisut
Kalenjin
Kamba (Kenya)
Kikuyu
Kinyarwanda
Koyra Chiini Songhay
Koyraboro Senni

Latin

LL Lettera Text - Specimen

Songhai

Koélsch

Langi

Latvian
Lithuanian
Lower Sorbian
Luo (Kenya and
Tanzania)
Luxembourgish
Luyia
Machame
Makhuwa-Meetto
Makonde
Malagasy
Maltese

Manx

Meru

Morisyen
North Ndebele
Northern Sami

Norwegian Bokmal
Norwegian Nynorsk

Nyankole
Oromo
Polish
Portuguese
Prussian
Quechua
Romanian
Romansh
Rombo
Rundi

Rwa
Samburu
Sango
Sangu (Tanzania)
Scottish Gaelic
Sena
Serbian
Shambala
Shona
Slovak
Slovenian
Soga
Somali

Open Type
Features

Spanish
Swahili
(macrolanguage)
Swedish
Swiss German
Tachelhit
Taita

Tasawaq

Teso

Turkish

Upper Sorbian
Uzbek

aalt Access All Alternates

case Case-Sensitive Forms

ccmp  Glyph Composition /
Decomposition

dnom Denominators

frac Fractions

hist Historical Forms

liga Standard Ligatures

numr Numerators

onum Oldstyle Figures

ordn Ordinals

salt Stylistic Alternates
sinf Scientific Inferiors
ssO1  Stylistic Set 01

ss02  Stylistic Set 02
ss03  Stylistic Set 03
ss04  Stylistic Set 04
ss05  Stylistic Set 05
subs  Subscript

sups Superscript
tnum Tabular Figures

zero  Slashed Zero

Volapuk

Vunjo Codepage

Please refer to the Technical Document

Walser

Welsh

Western Frisian
Yoruba

Zarma

Zulu

Copyright
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No part of this publication may

be reproduced, stored in a retrieval
system, or transmitted, in any
form or by any means, electronic,
mecanical, photocopying, record-
ing or otherwise, without the prior
written consent of the publisher.
This publication and the informa-
tion here inis furnished AS IS, is
subject to change without notice,
and should not be constured as a
commitment by Lineto GmbH.

Lineto GmbH assumes no resposi-
bility for any errors or inaccuracies,
makes no warranty of any kind
(express, implied or statutory) with
respect to this publication, and
expressly disclaims any and all war-
ranties of merchantability, fitness
for particular purposes and non-
infringement of third party rights.
Brand or product names, used in
this publication, are the trademarks
or registered trademarks of their
respective holders.
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