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The Brief

The first text is a selection from Bruno Munari’s book Design is Art. The second
text will be of your choosing. Perhaps an excerpt from an essay you’ve read
before, the transcript from a favorite TED Talk, a bit of history, or sourced
from a selection of provided texts will be equal to the “value” of the primary
text. You decide. Additional content consisting of varied levels of information

must be included. The varied levels may include but are not limited to,
biographical information, footnotes, annotations, and call-outs that enhance the

reader’s understanding of the primary text.
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Concept Overview

This book will serve as a visual and conceptual dialogue between two distinct
design philosophies—one rooted in technical constraints and digital precision (My
Life in Typefaces), and the other in artistic expression and human-centered
design (Bruno Munari - Design as Art). The theme explores the tension between
structure and creativity, reflecting how designers navigate constraints,
function, and aesthetics. It presents a contrast between rigid bitmap typography
and historic, humanist print design, creating a reading experience that itself
embodies the ideas within the texts.




- Readers experience the
evolution from function-
driven design toward a more
integrated, aesthetic
philosophy.

- The structure reinforces

. the content: the design of

the book mirrors the
I he EXPerlence conversation inside 1it.

- It’s an invitation to see
design not as divided
between "useful" and
"beautiful" but as a living
language shaped by time,
need, and imagination.
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DESIGN AS ART

Today it has become necessary to demolish the myth of the ‘star’ artist who
only produces masterpieces for a small group of ultra-intelligent people. It
must be understood that as long as art stands aside from the problems of life
it will only interest a very few people. Culture today is becoming a mass
affair, and the artist must step down from his pedestal and be prepared to
make a sign for a butcher’s shop (if he knows how to do it). The artist must
cast off the last rags of romanticism and become active as a man among men,
well up in present-day techniques, materials and working methods. Without
losing his innate aesthetic sense he must be able to respond with humility
and competence to the demands his neighbours may make of him.

The designer of today re-establishes the long-lost contact between art and
the public, between living people and art as a living thing. Instead of pictures
for the drawing-room, electric gadgets for the kitchen. There should be no
such thing as art divorced from life, with beaurtiful things to look at and
hideous things to use. If what we use every day is made with art, and not
thrown together by chance or caprice, then we shall have nothing to hide.

Anyone working in the field of design has a hard rask ahead of him: to
clear his neighbour’s mind of all preconceived notions of art and artists,
notions picked up at schools where they condition you to think one way for
the whole of your life, without stopping to think that life changes - and
today more rapidly than ever. It is therefore up to us designers to make
known our working methods in clear and simple terms, the methods we
think are the truest, the most up-to-date, the most likely to resolve our
common aesthetic problems. Anyone who uses a properly designed object
feels the presence of an artist who has worked for him, bettering his living
conditions and encouraging him to develop his taste and sense of beauty.

When we give a place of honour in the drawing-room to an ancient
Etruscan vase which we consider beautiful, well proportioned and made with
precision and economy, we must also remember that the vase once had an
extremely common use. Most probably it was used for cooking-oil. It was
made by a designer of those times, when art and life went hand in hand and
there was no such thing as a work of art to look at and just any old thing to
use.

I have therefore very gladly accepted the proposal that I should bring
together in a volume the articles [ originally published in the Milanese paper
Il Giormp. To these I have added other texts, as well as a lot of illustrations
which it was not possible to publish in the limited space of a daily paper. I
have also made a few essential changes for the English edition.
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I hope that other designers will make similar efforts to spread knowledge
of our work, for our methods are daily asserting themselves as the fittest way
of gaining the confidence of men at large, and of giving a meaning to our
present way of life.

Design came into being in 1919, when Walter Gropius founded the
Bauhaus at Weimar. Part of the prospectus of this school reads:

“We know that only the technical means of artistic achievement can be
taught, not art itself. The function of art has in the past been given a formal
importance which has severed it from our daily life; but art is always present
when a people lives sincerely and healthily.

‘Our job is therefore to invent a new system of education that may lead -
by way of a new kind of specialized teaching of science and technology - to a
complete knowledge of human needs and a universal awareness of them.

‘Thus our task is to make a new kind of artist, a creator capable of
understanding every kind of need: not because he is a prodigy, but because
he knows how to approach human needs according to a precise method. We
wish to make him conscious of his creative power, not scared of new facts,
and independent of formulas in his own work."

From that time on we have watched an ever more rapid succession of new
styles in the world of art: abstract art, Dada, Cubism, Surrealism, Neo-
Abstract art, Neo-Dada, pop and op. Each one gobbles up its predecessor
and we start right back at the beginning again.

What Gropius wrote is still valid. This first school of design did tend to
make a new kind of artist, an artist useful to society because he helps society
to recover its balance, and not to lurch between a false world to live one's
material life in and an ideal world to take moral refuge in.

When the objects we use every day and the surroundings we live in have
become in themselves a work of art, then we shall be able to say that we
have achieved a balanced life.
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DESIGNERS AND STYLISTS
What is a Designer?

He is a planner with an aesthetic sense. Certain industrial products depend
in large measure on him for their success. Nearly always the shape of a
thing, be it a typewriter, a pair of binoculars, an armchair, a ventilator, a
saucepan or a refrigerator, will have an important effect on sales: the better
designed it is, the more it will sell.

The term ‘designer’ was first used in this sense in America. It does not
refer to an industrial designer, who designs machines or mechanical parts,
workshops or other specialized buildings. He is in fact a design engineer, and
if he has a motor-scooter on the drawing-board he does not give a great deal
of importance to the aesthetic side of things, or at the most he applies a
personal idea of what a motor-scooter ought to look like. I once asked an
engineer who had designed a motor-scooter why he had chosen a particular
colour, and he said: because it was the cheapest. The industrial designer
therefore thinks of the aesthetic side of the job as simply a matter of
providing a finish, and although this may be most scrupulously done he
avoids aesthetic problems that are bound up with contemporary culture
because such things are not considered useful. An engineer must never be
caught writing poetry. The designer works differently. He gives the right
weight to each part of the project in hand, and he knows that the ultimate
form of the object is psychologically vital when the potential buyer is making
up his mind. He therefore tries to give it a form as appropriate as possible to
its function, a form that one might say arises spontaneously from the
function, from the mechanical part (when there is one), from the most
appropriate material, from the most up-to-date production techniques, from
a caleulation of costs, and from other psychological and aesthetic factors.

In the early days of rationalism it used to be said that an object was
beautiful in so far as it was functional, and only the most practical functions
were taken into account. Various kinds of tool were used as evidence for this
argument, such as surgical instruments. Today we do not think in terms of
beauty but of formal coherence, and even the ‘decorative’ function of the
object is thought of as a psychological element. For beauty in the abstract
may be defined as what is called style, with the consequent need to force
everything into a given style because it is new. Thus in the recent past we
have had the aerodynamic style, which has been applied not only to
aeroplanes and cars but to electric irons, perambulators and armchairs. On
one occasion I even saw an aerodynamic hearse, which is about as far as the
aerodynamic style can go (speeding the departing guest?).
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We have therefore discarded beauty in the abstract sense, as something
stuck on to the technical part of a thing, like a stylish car body or a
decoration tastefully chosen from the work of some great artist. Instead we
have formal coherence, rather as we see it in nature. A leaf has the form it
has because it belongs to a certain tree and fulfils a certain function; its
structure is determined by the veins which carry the sap, and the skeleton
that supports it might have been worked out by mathematics. Even so, there
are many kinds of leaf, and the leaves of any single tree differ slightly among
themselves. But if we saw a fig-leaf on a weeping-willow we would have the
feeling that all was not well. It would lack coherence. A leaf is beautiful not
because it is stylish but because it is natural, created in its exact form by its
exact function. A designer tries to make an object as naturally as a tree puts
forth a leaf. He does not smother his object with his own personal taste but
tries to be objective. He helps the object, if I may so put it, to make itself by
its own proper means, so that a ventilator comes to have just the shape of a
ventilator, a fiasco for wine has the shape that blown glass gives it, as a cat is
inevitably covered with cat-fur. Each object takes on its own form. But of
course this will not be fixed and final because techniques change, new
materials are discovered, and with every innovation the problem arises again
and the form of the object may change.

At one time people thought in terms of fine art and commercial art, pure
art and applied art. So we used to have sewing-machines built by engineers
and then decorated by an artist in gold and mother-of-pear]. Now we no
longer have this distinction between fine and not-fine, pure and applied. The
definition of art that has caused so much confusion in recent times, and
allowed so many fast ones to be pulled, is now losing its prestige. Art is once
more becoming a trade, as it was in ancient times when the artist was
summoned by society to make certain works of visual communication (called
frescoes) to inform the public of a certain religious event. Today the designer
(in this case the graphic designer) is called upon to make a communication
(called a poster) to inform the public of some new development in a certain
field. And why is it the designer who is called upon? Why is the artist not
torn from his easel? Because the designer knows about printing, about the
techniques used, and he uses forms and colours according to their
psychological functions. He does not just make an artistic sketch and leave it
up to the printer to reproduce it as best he may. He thinks from the start in
terms of printing techniques, and it is with these that he makes his poster.

The designer is therefore the artist of today, not because he is a genius but
because he works in such a way as to re-establish contact between art and
the public, because he has the humility and ability to respond to whatever
demand is made of him by the society in which he lives, because he knows
his job, and the ways and means of solving each problem of design. And
finally because he responds to the human needs of his time, and helps
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people to solve certain problems without stylistic preconceptions or false
notions of artistic dignity derived from the schism of the arts.

‘The form follows the function.’ (Jean-Baptiste Lamarck)

The designer works in a vast sector of human activity: there is visual
design, industrial design, graphic design and research design.

Visual design is concerned with images whose function is to communicate
and inform visually: signs, symbols, the meaning of forms and colours and
the relations between these.

Industrial design is concerned with functional objects, designed according
to economic facts and the study of techniques and materials.

Graphic design works in the world of the Press, of books, of printed
advertisements, and everywhere the printed word appears, whether on a
sheet of paper or a bottle.

Research design is concerned with experiments of both plastic and visual
structures in two or more dimensions. It tries out the possibilities of
combining two or more dimensions, attempts to clarify images and methods
in the technological field, and carries out research into images on film.
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Pure and Applied

Once upon a time there was pure art and applied art (I prefer to use these
terms, rather than ‘fine’ and ‘commercial’, because ‘commercial art” does not
really cover enough ground). At all events, forms were born in secret in ivory
towers and fathered by divine inspiration, and Artists showed them only to
initiates and only in the shape of paintings and pieces of sculpture: for these
were the only channels of communication open to the old forms of art.

Around the person of the Artistic Genius there circulated other and lesser
geniuses who absorbed the Pure Forms and the Style of the Master and
artempted to give these some currency by applying them to objects of
everyday use. This led to the making of objects in this style or that style, and
even today the question of Style has not been altogether disposed of.

The distinction between pure art, applied art and industrial design is still
made in France, a country that at one time was the cradle of living art. What
we call design, the French call ‘esthétique industrielle’, and by this phrase
they mean the application to industry of styles invented in the realm of the
pure arts.

It therefore comes about that in France they make lamps inspired by
abstract forms without bearing in mind that a lamp must give light. They
design a Surrealist television set, a Dada table, a piece of ‘informal’ furniture,
forgetting that all objects have their exact uses and well-defined functions,
and that they are no longer made by craftsmen modelling a stylish shape in
copper according to their whim of the moment but by automatic machines
turning out thousands of the things at a time.

What then is this thing called Design if it is neither style nor applied art?
It is planning: the planning as objectively as possible of everything that goes
to make up the surroundings and atmosphere in which men live today. This
atmosphere is created by all the objects produced by industry, from glasses
to houses and even cities. It is planning done without preconceived notions
of style, attempting only to give each thing its logical structure and proper
material, and in consequence its logical form.

So all this talk about sober harmony, beauty and proportions, about the
balance between masses and spaces (typical sculpture-talk), about aesthetic
perfection (classicism?), about the charm of the materials used and the
equilibrium of the forms, all this talk our French friends go in for, is just a
lot of old-fashioned claptrap. An object should now be judged by whether it
has a form consistent with its use, whether the material fits the construction
and the production costs, whether the individual parts are logically fitred
together. It is therefore a question of coherence.

Beauty as conceived of in the fine arts, a sense of balance comparable with
that of the masterpieces of the past, harmony and all the rest of it, simply
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blue, coffee and chocolate, pea-green and violet. Then they would make
unexpected leaps from one shade to another, putting red with pale blue
(instead of dark) and so on. Can we imagine a ‘No Overtaking' sign with a
coffee and chocolate car on a violet background? Well, yes. We can imagine it
for fun, but we cannot use it for a roadsign in real life.

At some times in the past a certain series of colours, let us say all of dark
tone, were indiscriminately adapted to all branches of human activity. The
colours used for furnishings did not differ much from those for clothes or
carriages. But today different colours have different uses. For roadsigns we
use only red, blue and yellow (apart from the green light at traffic lights),
and each colour has its well-defined meaning. In advertising we use bright
brash colours or very refined ones according to our purpose. In printing we
use the dull four-colour system which reduces all colours to a norm, while
women's fashions make use of all the colours in rotation.

A double-bend sign in the style of Louis XIV. There have always been
dangerous double bends, even in the time of Louis XIV, but then there were
no roadsigns. They had heraldic arms instead. As the speed and volume of
traffic increases, decoration is proportionally reduced, until it reaches the
bare essentials of our present-day signals. Visual language changes according
to the needs of the day.

In the past, images were nearly all painted, drawn or carved, and they
reproduced visible and recognizable reality. Now we can even see the
invisible. We have a host of machines exploring for us what we cannot see
with the naked eye. We have X-ray photos, the world of the microscope, and
the abstract inventions of artists. We have machines that enable us to see
music and sounds in the form of luminous waves, machines that show us
photo-elasticity in colour by means of polarized light, machines that slow up
pictures of motion until we get as it were a blow-up of each instant. Then

there are the lights which already form an accepted part of the night-scape,
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The Shape of Words

Not only does each letter of a word have a shape of its own, but all its letters
taken together give shape to the word. We are of course referring to printed,
or at least written, words; for the words we hear in speech or on the radio do
not have a visual form. They have what might be called sonic form, but we
are not dealing with this at the moment. When you read the word MAMMA
you see at once that it has quite a different shape from the word osoLo. The
lines (straight or curved, upright or at an angle) and the blank spaces
between one letter and the next all contribute to giving the word its overall

.
AMAMAMACE oL 0
AMAMMA o= 6t

This is especially the case with words we are used to reading — or forced
to read — every day: the names of newspapers, of big firms, foreign
countries, film stars, the names dinned into us by assiduous advertisers,
words that greet us wherever we look, such as ‘sport’, and the ‘in’ words of
the moment, such as ‘pop’. These we seize at a glance, without having to
spell out each letter or syllable. That is, we recognize their overall shape, a
thing we cannot do with unfamiliar words such as tetradecapodous or
tryanlyonnonodont, especially when these are written in the tiniest print on
a minute scrap of paper rolled round a medicine bottle, for example.

Some words, such as the names of well-known firms or products, are so
familiar to us that if we block out most of the letters we can still read the
name correctly at first glance and only notice afterwards that something is
slightly unusual. But this can only happen if we preserve the general shape
of the word.
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An experiment anyone can make is to cut out the letters of a newspaper
title, for example, and push these closer together until the upright stroke of
one letter also does duty for the next. This gives a clearer idea of the shape
of the word. One can go even further, and superimpose one letter on
another, as in one of my illustrations 1 have made an M do duty also as an A
in the word DAMO (the trademark of an ancient Roman brick factory).

Knowledge of the shape of words and the possibilities these offer for
communication can be very useful to the graphic designer when he comes to
make warning signs that have to be taken in quickly, like the ones on
motorways, that one cannot stop to decipher.
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My Life in Typefaces

Matthew Carter

Type is something we consume in enormous quantities. In much of the world, it's completely
inescapable. But few consumers are concerned to know where a particular typeface came from
or when or who designed it, if, indeed, there was any human agency involved in its creation, if it
didn't just sort of materialize out of the software ether.

But | do have to be concermned with those things. It's my job. I'm one of the tiny handful of people
who gets badly bent out of shape by the bad spacing of the T and the E that you see there. I've
got to take that slide off. | can't stand it. Nor can Chris. There. Good.

So my talk is about the connection between technology and design of type. The technology has
changed a number of times since | started work: photo, digital, desktop, screen, web. I've had to
survive those changes and try to understand their implications for what | do for design. This
slide is about the effect of tools on form. The two letters, the two K's, the one on your left, my
right, is modern, made on a computer. All straight lines are dead straight. The curves have that
kind of mathematical smoothness that the Bézier formula imposes. On the right, ancient Gothic,
cut in the resistant material of steel by hand. None of the straight lines are actually straight. The
curves are kind of subtle. It has that spark of life from the human hand that the machine or the
program can never capture. What a contrast.

Well, | tell a lie. A lie at TED. I'm really sorry. Both of these were made on a computer, same
software, same Bézier curves, same font format. The one on your left was made by Zuzana
Licko at Emigre, and | did the other cne. The tool is the same, yet the letters are different. The
letters are different because the designers are different. That's all. Zuzana wanted hers to look
like that. | wanted mine to look like that. End of story. Type is very adaptable. Unlike a fine art,
such as sculpture or architecture, type hides its methods. | think of myself as an industrial
designer. The thing | design is manufactured, and it has a function: to be read, to convey
meaning. But there is a bit more to it than that. There's the sort of aesthetic element. What
makes these two letters different from different interpretations by different designers? What
gives the work of some designers sort of characteristic personal style, as you might find in the
work of a fashion designer, an automobile designer, whatever?

There have been some cases, | admit, where | as a designer did feel the influence of
technology. This is from the mid-'60s, the change from metal type to photo, hot to cold. This
brought some benefits but also one particular drawback: a spacing system that only provided 18
discrete units for letters to be accommodated on. | was asked at this time to design a series of
condensed sans serif types with as many different variants as possible within this 18-unit box.
Quickly looking at the arithmetic, | realized | could only actually make three of related design.
Here you see them. In Helvetica Compressed, Extra Compressed, and Ultra Compressed, this
rigid 18-unit system really boxed me in. It kind of determined the proportions of the design. Here
are the typefaces, at least the lower cases. So do you look at these and say, "Poor Matthew, he
had to submit to a problem, and by God it shows in the results.” | hope not. If | were doing this
same job today, instead of having 18 spacing units, | would have 1,000. Clearly | could make

more variants, but would these three members of the family be better? It's hard to say without
actually doing it, but they would not be better in the proportion of 1,000 to 18, | can tell you that.
My instinct tells you that any improvement would be rather slight, because they were designed
as functions of the system they were designed to fit, and as | said, type is very adaptable. It
does hide its methods. All industrial designers work within constraints. This is not fine art.

The question is, does a constraint force a compromise? By accepting a constraint, are you
working to a lower standard? | don't believe so, and I've always been encouraged by something
that Charles Eames said. He said he was conscious of working within constraints, but not of
making compromises. The distinction between a constraint and a compromise is obviously very
subtle, but it's very central to my attitude to work.

Remember this reading experience? The phone bock. I'll hold the slide so you can enjoy the
nostalgia. This is from the mid-"70s early trials of Bell Centennial typeface | designed for the
U.S. phone books, and it was my first experience of digital type, and quite a baptism. Designed
for the phone books, as | said, to be printed at tiny size on newsprint on very high-speed rotary
presses with ink that was kerosene and lampblack. This is not a hospitable environment for a
typographic designer. So the challenge for me was to design type that performed as well as
possible in these very adverse production conditions. As | say, we were in the infancy of digital
type. | had to draw every character by hand on quadrille graph paper -- there were four weights
of Bell Centennial — pixel by pixel, then encode them raster line by raster line for the keyboard.
It took two years, but | learned a lot. These letters look as though they've been chewed by the
dog or something or other, but the missing pixels at the intersections of strokes or in the
crotches are the result of my studying the effects of ink spread on cheap paper and reacting,
revising the font accordingly. These strange artifacts are designed to compensate for the
undesirable effects of scale and production process. At the outset, AT&amp;T had wanted to set
the phone bocks in Helvetica, but as my friend Erik Spiekermann said in the Helvetica movie, if
you've seen that, the letters in Helvetica were designed to be as similar to one another as
possible. This is not the recipe for legibility at small size. It looks very elegant up on a slide. |
had to disambiguate these forms of the figures as much as possible in Bell Centennial by sort of
opening the shapes up, as you can see in the bottom part of that slide.

So now we're on to the mid-'80s, the early days of digital outline fonts, vector technology. There
was an issue at that time with the size of the fonts, the amount of data that was required to find
and store a font in computer memory. It limited the number of fonts you could get on your
typesetting system at any one time. | did an analysis of the data, and found that a typical serif
face you see on the left needed nearly twice as much data as a sans serif in the middle because
of all the points required to define the elegantly curved serif brackets. The numbers at the
bottom of the slide, by the way, they represent the amount of data needed to store each of the
fonts. So the sans serif, in the middle, sans the serifs, was much more economical, 81 to 151.

"Aha," | thought. "The engineers have a problem. Designer to the rescue”

I made a serif type, you can see it on the right, without curved serifs. | made them polygonal, out
of straight line segments, chamfered brackets. And lock, as economical in data as a sans serif.
We call it Charter, on the right.

So | went to the head of engineering with my numbers, and | said proudly, “| have solved your
problem.”

"Oh," he said. "What problem?"
And | said, "Well, you know, the problem of the huge data you require for serif fonts and so on.”

"Oh," he said. "We solved that problem last week. We wrote a compaction routine that reduces
the size of all fonts by an order of magnitude. You can have as many fonts on your system as
you like."

"Well, thank you for letting me know," | said.
Foiled again. | was left with a design solution for a nonexistent technical problem.

But here is where the story sort of gets interesting for me. | didn't just throw my design away in a
fit of pique. | persevered. What had started as a technical exercise became an aesthetic
exercise, really. In other words, | had come to like this typeface. Forget its origins. Screw that. |
liked the design for its own sake. The simplified forms of Charter gave it a sort of plain-spcken
quality and unfussy spareness that sort of pleased me. You know, at times of technical
innovation, designers want to be influenced by what's in the air. We want to respond. We want
to be pushed into exploring something new. So Charter is a sort of parable for me, really. In the
end, there was no hard and fast causal link between the technology and the design of Charter. |
had really misunderstood the technology. The technology did suggest something to me, but it
did not force my hand, and | think this happens very often.

You know, engineers are very smart, and despite occasional frustrations because I'm less smart,
I've always enjoyed working with them and learning from them. Apropos, in the mid-'90s, |
started talking to Microsoft about screen fonts. Up to that point, all the fonts on screen had been
adapted from previously existing printing fonts, of course. But Microsoft foresaw correctly the
movement, the stampede towards electronic communication, to reading and writing onscreen
with the printed output as being sort of secondary in importance.

So the priorities were just tipping at that point. They wanted a small core set of fonts that were
not adapted but designed for the screen to face up to the problems of screen, which were their
coarse resolution displays. | said to Microsoft, a typeface designed for a particular technology is
a self-obsoleting typeface. I've designed too many faces in the past that were intended to
mitigate technical problems. Thanks to the engineers, the technical problems went away. So did
my typeface. It was only a stopgap. Microsoft came back to say that affordable computer

monitors with better resolutions were at least a decade away. So | thought, well, a decade, that's
not bad, that's more than a stopgap.

So | was persuaded, | was convinced, and we went to work on what became Verdana and
Georgia, for the first time working not on paper but directly onto the screen from the pixel up. At
that time, screens were binary. The pixel was either on or it was off. Here you see the outline of
a letter, the cap H, which is the thin black line, the contour, which is how it is stored in memory,
superimposed on the bitmap, which is the grey area, which is how it's displayed on the screen.
The bitmap is rasterized from the outline. Here in a cap H, which is all straight lines, the two are
in almost perfect sync on the Cartesian grid. Not so with an Q. This looks more like bricklaying
than type design, but believe me, this is a good bitmap O, for the simple reason that it's
symmetrical in both x and y axes. In a binary bitmap, you actually can't ask for more than that. |
would sometimes make, | don't know, three or four different versions of a difficult letter like a
lowercase A, and then stand back to choose which was the best. Well, there was no best, so the
designer's judgment comes in in trying to decide which is the least bad. Is that a compromise?
Not to me, if you are working at the highest standard the technology will allow, although that
standard may be well short of the ideal. You may be able to see on this slide two different
bitmap fonts there. The "a" in the upper one, | think, is better than the "a" in the lower one, but it
still ain't great. You can maybe see the effect better if it's reduced. Well, maybe not.

So I'm a pragmatist, not an idealist, out of necessity. For a certain kind of temperament, there is
a certain kind of satisfaction in doing something that cannot be perfect but can still be done to
the best of your ability. Here's the lowercase H from Georgia Italic. The bitmap looks jagged and
rough. It is jagged and rough. But | discovered, by experiment, that there is an optimum slant for
an italic on a screen so the strokes break well at the pixel boundaries. Look in this example how,
rough as it is, how the left and right legs actually break at the same level. That's a victory. That's
good, right there. And of course, at the lower depths, you don't get much choice. This is an S, in
case you were wondering.

Well, it's been 18 years now since Verdana and Georgia were released. Microsoft were
absolutely right, it took a good 10 years, but screen displays now do have improved spatial
resoclution, and very much improved photometric resolution thanks to anti-aliasing and so on. So
now that their mission is accomplished, has that meant the demise of the screen fonts that |
designed for coarser displays back then? Will they outlive the now-obsolete screens and the
flood of new web fonts coming on to the market? Or have they established their own sort of
evolutionary niche that is independent of technology? In other words, have they been absorbed
into the typographic mainstream? I'm not sure, but they've had a good run so far. Hey, 18is a
good age for anything with present-day rates of attrition, so I'm not complaining.

Thank you.
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The Discovery

While studying My Life in
Typefaces and Design as Art, 1
discovered that both texts,
though wvastly different in
focus, revolve around a common
tension: the balance between
functional needs and artistic
expression in design.




- Design is often seen as
either technical or
creative; this book shows

1t 1s both.
- Understanding design »-& I I Does

evolution helps creators

make intentional, ° p
thoughtful work today. hls Matter‘
- It reveals how constraints

(technological or

philosophical) are not

limitations, but starting
points for creativity.
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Lorem ipram dolor sit amet, consscrerver adipiscing elit,
sed diam nonumery nibh Lorem ipsem dolor siz ames,
consectetser adipiseing elit, sed diam nomummy nibh
Lorem iprum dolor sit amser, consectetver adipiscing elit,
sed diam nonumey nibh Larem ipsum dolar siz amet,
consectetver adipiscing elit, sed diam nonummy nibh
Larem iptam dolor sit anser, consectetver adipiseing elit,
sed diam nonemery nibh Lorem ipsem dolor siz amet,
consecrenver adipiscing elit, sed diam nonummy nibh
Lorem ipram dolor sit amet, consecterver adipiscing elit,
sed diam nonumey nibh Lorem ipsem dalor sic amet,
consecteneer adipiscing elit, sed diam nonummy nibh
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sed diam nonemeny nibh Lorem ipiam dolor siz amet,
consecreseer adipiscing elic, sed diam nonummy nibh
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nibh tewoer adipiscing clit, sed diam nonumany nibk
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Pages 17-26, 44-45 from Design as Art

E xcupufrom the articles by Bruno Munari exploring the
role of design in ¢ ay ]|f& arguing that good design
should be functional, accessible, and artistic.




In the early days of rationalism it used to be said that
ant object war beastiful in so far as it was fanctional, and
only the most practical functions were taken into ac-
count. Various kinds of tool were used as evidence for
this argument, such as surgical instruments. Today we
do not think in terms of beauty but of formal coberence,
and even the ‘decorative’ function of the object is
thought of as a psychological element. For beauty in
the abstract may be defined as whar is called style,
with the consequent need to foree cverything into a given
style becanre it ir mew. Thus in the recenc past we have
had the aerodynamic style, which has been applied not
only to acroplanes and cars but to electric irons, peram-
bulators and armchairs. On one occasion I even saw an
acrodynamic hearse, which is about as far as the acrody-
namic style can go (speeding the departing guest?).

We have therefore discarded

e hSt et
dende.

as something stuck on to the technical part of a thing,
like a stylish car body or a decoration rastefully chosen

from the work of some great artist. Instead we have for-
mal coherence, racher as we see it in nature.

Borumno Muanar

This On
slide the
is about right,
the effect ancient
of tools Gothic,
on form. cut in
The two let- the re- sis-
ters, the two K's, tant ma- terial of
the one on your left, steel by hand. Nene
my right, is modern, of the straight
made on a comput- lines are
er. All straight actually
lines are
dead straight. straight.
The curves The Curves are
hawve that kind of subtle. It
kind of has that spark
mathe- matical of life from the
smooth- ness human hard
that the that the machine
Bézier for- or the program
mula im- Can never capture,
pos- es, What a con- trast.
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-that supports it might have been worked out by mathe- |
\{m:m. Even so, there are many kinds of leaf, and /
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.I'H:lt well. Te would lack coherence. A leaf is beautiful not be-"
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He helps the object, if I may so put it, to make it-
self by its own proper means, so that a ventilator
comes to have just the shape of a ventilator, a fiasco for
wine has the shape that blown glass gives it, as a cat is
inevitably covered with cat-fur. Each object takes on its
own form. But of course this will not be fixed-and-final
because techniques change, new materials are discov-
ered, and with every innovation the problem arises again
and the form of the object may change.

At one time people thought in terms of fine art and
commerecial art, pure art and applied art. So
we used to have sewing-machines buile by engineers and

Dresigm as Art

Well,

1 te11
a lies

I'm really sorry. Both of these were
made on a computer, Same software,
same Bégier curves, same font for-
mat. The one on your left was made
by Zuzana Licko at Emigre, and

I did the other one. The fool is the

same, vetl the letters are different.
The letters are different because

the designers are different,
That's all. Zuzana wanted hers to

look like that. I wanted mine to
look like that.

End of

story.

the demands his neighbours may make of him.

The designer of today re-establishes the
long-lost contact between art and the
publie, between living people and art as a living
thing. Instead of pictures for the drawing-room, elec-
wric gadgets for the kitchen. There should be no
such thing as art divorced from life, with
beautiful things to look at and hideous
things to use, If what we us¢ every day is made with
art, and not thrown together by chance or caprice, then
we shall have nothing to hide,

Anyvone working in the fleld of design has a
hard task ahead of him: o clear his neighbour’s
mind of all preconceived notions of are and artists, no-
tions picked up at schools where they condition you
to think one way for the whole of vour life,
without stopping to think that life changes - and today
more rapidly than ever. It is therefore up to us designers
1o make known our working methods in clear and sim-
ple terms, the methods we think are the truest, the most
up-to-date, the most likely to resolve our common aes-
thetic problems. Anyone who uses a properly designed
object feels the presence of an artist who has
worked for him, bettering his living conditions and en-
couraging him to develop his taste and sense of beauty.

Brmno Munari

But T do have to be concerned with
those things. It’s my job. I'm one
of the tiny handful of people who
gets badly bent out of shape by the
bad spacing of the T and the E that
you see there. I've got to take that
slide off. I can’t stand it, Nor
can Chris. There. Good.

So my talk is about

[ When :{L\r‘l* r_:i\rv:i
\ a2t -"\]hl'tt'# /
nl’ honour in the drawing-room |
{ to an ancient Etrusean vase
1 which we consider beautiful, /
|wa|1 proportioned and made|
with precision and economy,
Iwe st also rememnber that
the vase once had an
lextremely common use, Most |
probably it was naed for |
| eooking-oil. It was made by a |
desizner of those times, when!
oart andd life went hand in |/
% hand and there was no /
™1, sneh thing as a work /
_ of art to look at /
S and just any
S ol
_/thing to',
nse. Ny

I have therefore very gladly accepred the proposal that 1
should bring together in a volume the articles T original-

ly published in the Milanese paper Il Giorno. To these
I have added other texts, as well as a lot of illustrations

Dheigrm as Art

Dby -

the connection between

and

mology

The technology has changed a number
of times since I started work: pho-
to, digital, desktop, screen,
web., I've had to survive those
changes and try to understand their
implications
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Culture
today is
becoming

‘Today it has become necessary to demolish the myth
of the ‘star’ artist who only produces masterpieces for
Centered text a small group of ultra-intelligent people. It must be
understood that as long as art stands aside from the
problems of life it will only interest a very few people.

and the artist must step down from his pedestal and

be prepared to make a sign for a butcher’s shop (if

he knows how to do it). The artist must cast off the . ,

last rags of romanticism and become active asaman ———— IndU.S trlal Marglns
among men, well up in present-day techniques, ma-

terials and working methods. Without losing his

innate aesthetic sense he must be able to respond

with humility and competence to the demands his

neighbours may make of him.

14 Bruno Munari Design as Art 15
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Desig

Pages 19-26, 4ug-45 from Design as Art

Excerpes from the articles by Bruno Munari exploring the role
of design in everyday life, arguing sha: good design should be
functional, aceessible, and artistic.

illustrations which it was not possible to publish in
the limited space of a daily paper. T have also made
a few essential changes for the English edition, I
hope that other designers will make similar efforts ta
spread knowledge of our work, for our methods are
daily asserting chemselves as che ficcest way of gain-
ing the confidence of men at large, and of giving a
meaning to our present way of life,

1 Bromo Mansri

For my sweet boy — you are gone
deeply loved and missed. You were
for felonious mischief, but never caught.

CLSAr t

Ch. 1

From that time on we have watched an ever more rapid
succession of new styles in the world of art: abstract
art, Dada, Cubism, Surrealism, NeoAbstract art,
Neo-Dada, pop and op. Each one gobbles up its prede-
«cessor and we seart right back at the beginning again.

When
the objects we %

use every day and % %, 2
the surroundings we live in ‘3%:::-3%

have become in themselves 2 work
of art, then we s hall be able to uyr_ha:%';é,%lb “'45’
we have achieved a balanced life. “’%f)f’@ ko

Ch. 2

Deigrsmdn 1

dnd StaliStS

“This bouk s an original design by Julia Birn
Capyright © 1035

Original s s copyrigh by heirsspecifne ahorsand speakers

U Copyright® 166 _
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Created for Savannah Callege of An and Design

Today it has become necessary to demolish the myth
of the ‘star’ artist who only produces masterpieces for
a small group of ultra-intelligent people. Tt must be
understood that as long as art stands aside from the
problems of life it will only interest a very few people.

14 Brano Munari
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today is
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and the artist must step down from his pedestal and
be prepared to make a sign for a butcher’s shop (if
he knows how to do it). The artist must cast off the
last rags of romanticism and become active as a man
among men, well up in present-day techniques, ma-
terials and working methods. Without losing his
innate aesthetic sense he must be able to respond
with humility and competence to the demands his
neighbours may make of him.

Designas Are 17

1dedgper?

with an aestheric sense.

He is a planner

Certain industrial products depend in large mea-
sure on him for their success. Nearly always the
shape of a thing, be it a typewriter, a pair of bin-
oculars, an armchair, a ventilator, a saucepan or a
refrigerator, will have an imporeant effect on sales:
the beteer designed it s, the more it will sell.

The term ‘designer’ was first used in this sense
in America. J-does notrefer—toamindusrriatde-
sigmer, who designs machines or mechanical pares,
worksheps or ocher specialized buildings. A is in
fact a design engineer, and if he has a motor-scoot-
er on the drawing-board he does not give a greac
deal of importance to the aesthetic side of things,
or at the most he applies a personal idea of what a
motor-scooter ought o look like. T once asked an
engineer who had designed a motor-scooter why he
had chosen a particular colour, and he said:

22 Hema Massr

The industrial designer cherefore thinks of the
aesthetic side of the job as simply a matcer of pro-
viding a finish, and although this may be most seru-
pulously dene he avoids aestheticproblemsthat are
bound ith P wlewre because such
things are not considercd uwseful. An engineer
must never be caught writing poetry. The design-
er works differently. He giver rhe right weight 1o
cach part of the project in hand, and he knows that
the wltimare form of rbe objecr ix psychologically vi-
rai when the potential buyer is making up his mind.
He therefore trics to give it a form as appropriase
as passible to its function, a_form that one might say
arises spontancously from the function, from the me-
chanical part (when there is one), from the most ap-
propriate material, from the most up-to-dae pro-
duction techniques, from a calculation of costs, and
from other psychological and aesthetic factors.

Deigasin x5
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The designer of today re-establishes the
long-lost contact between art and the
publie, between living people and art as a living
thing. Instead of pictures for the drawing-room,
electric gadgets for the kitchen. There should be
no such thing as art divoreed from life,
with beautiful things to look at and hid-
eous things to nse. If whac we use every day is
made with art, and not thrown together by chance or
caprice, then we shall have nothing to hide.

Anyone working in the field of design has a
hard task ahead of him: to clear his neighbour’s
mind of all preconeeived notions of art and artists, no-
tions picked up at schools where they condition yon
to think one way for the whole of your life,
without stopping 1o think thac life changes - and today
more rapidly than ever. Te is cherefore up to us designers
tomake known our working methods in clear and simple
terms, the methods we think are the truest, the most up-
to-date, the most likely to resolve our common aesthetic
problems. Anyone who uses a properly designed object
feels the presence of an artist who has worked
for him, beuering his living conditions and encouraging
him to develop his taste and sense of beauty.

16 Brusn Mensri

In the early days of rationalism it used o be said
that an abject was beausiful in so far as it was fine-
tional, and only the most practical functions were
taken into account. Various kinds of rool were used
as evidence for this argument, such as surgical in-
struments. Today we do not think in tezms-of beaury
but of fermal coderence, and even the ‘decorative’
function of the objeet is thought of as a psychologi-
<al element, For beanty in the abstract may be
defined as what is called style, with the consequent
need 1o force everyrhing favo a given style because it i
nmew. Thus in che recent past we have had the aerody-
namic style, which has been applied not only to aero-
planes and cars but to electric irons, perambulators
and armehairs. On one oceasion I even saw an acro-
dynamic hearse, which is about as far as the aerody-
namic style can go (speeding the departing guest?).

1Y)Ve have therefore discarded
mme AT ACE
Se ms e

as something stuck on to the technical pare of a thing,
like a seylish car body or a decoration tastefully cho-

sen from the work of some grear artist, Instead we
have formal coherence, rather as we see it in nature,

24 Brem Memsi
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When we give
a place

of honour in the firawing-room
to an ancient Etruscan vase
which we consider heautiful,
well proportioned and made
with precision amd economy,
we must also remember that
the vase once had an
extremely common use, Most
probably it was nsed for
cooking-oil, Tt was made by a
designer of those times, when
art el life went hand in
harul and there was no
anch thing as a work
of art to look at
and just any
oli
thing to
use.

I have therefore very gladly accepted the proposal
that I should bring together in a volume the articles T
originally published in the Milanese paper I1 Giorno.
To these T have added other texes, as well as a lot of

DesignsAn 17

A
leaf
has the form it has be-
causc it belongs 1o a certain trec and
fulfils a cerain function; its struc- ture is de-

termined by the veins which carry the sap, and the skeleton
that supports it might have been worked out by mathe-
matics. Even so, there are many kinds of leaf, and
the leaves of any single tree differ slightly
among themselves.
Bue if we saw a fig-leaf on a weep-
ing-willow we would have the fecling tha all was
not well. T would lack coherence. A leafis beantiful not be-
cause it is stylish but because it is natnral, created in its exact
form by its exact function. A designer tries to make

an object as natwrally as a tree puts forth aleafl
He does not smother his object with
his own personal
raste but tries to be
objective.

He helps the object, if T may so put i, to make it-
selfly its own proper measns, so thaca ventilator
comes to have just the shape of a ventilator, a Rasco for
wine has the shape that blown glase gives it, as a cacis
inevitably covered with cat-fur. Each object takes on its
own form. But of course this will not be fixed-and-final
because wehniques change, new materials are discov-
ered, and with every immovation the probiem avises again
and the form of the object may change.

Duigesdn 2r



Ar one time people thought in werms of fine art and
commercial art, pure art and applied art.
So we used to have sewing-machines built by engi-
neers and then decorated by an artist in gold and
mother-of-pearl. Now we no longer have this distinc=
dorrbetwee fine amd-not-fine, prere and applica. The
definition of art that has caused so much confusion
in recent times, and allowed so many fase ones to be
pulled, is now losing its prestige.

Ar|,

is once more
becomipg

a trade,

as it was in ancient times when the artist was sum-
moned by society to make certain works of visual
communication (caliea frescoes) to inform the public

And why is it

the dedigper

who is called upon?
Why is

the axtidt

not torn from his easel?

Becanse the designer knows about prasting, about the
technigues used, and he uses forms and eolonrs accord-
ing vo their pspcholagical functions. He does notjose

The designer is therefore the artist of
today, not beeansehe-is-a-genius bue becanse he
works in such a way as to re-establich comtact betaween
are and the public, because he has the damiliey and
ability vo respond to whatever demand is made of bim
by the society in which he lives, because he knows his
job, and the ways and means of solving cach prob-
lem of design. And finally because he responds to
the human needs of his time, and helps people to
solve certain problems without seylistic precon-
ceptions or false notions of artistic dignity derived
from the schism of the arts,

foxm
Inction.

The designer

aworks it @ vast sector of buman activity:

there is visual design, industrial design, graphic de-
sign and rescarch design.

Visual design

is comcerned with images whose function is v commani-
cate and inform visually:

signs, symbols, the meaning of forms and colours and
the relations between these.

Industrial design
isconcerned swith functiomal cbjects, designed acconding to
ecottonsic facts and the study of rechtiigues and matevials.

Graphic design

works it the world of the Press, of baoks, of printed ad-
vertisements, and everywhere the printed word ap-
pears, whether on a sheet of paper or a botele.

Research design

i5 conertica With experimentts of both plastic and visu-
al stractaves in rwe or move dimensions, It wies o the
possibilities of combining two or more dimensions, at-

Pire

dpd

Applied

1Ge

upon

there was pure art and applied art (I prefer
to use these terms, rather than e’ and ‘commmer-
it because ‘commerciat-art® docs ot reatly cover
cnough-ground). At all events, forms were born
in secret in ivory towers and fathered by di-
vine inspiration, and Artists showed them only
to initiates and only in the shape of paintings and
picces of sculprure: for these were the only channels of
cornmunication open to the old forms of art.

Around the person of the Artistic Genius there
circulated other and lesser geniuses who absorbed
the 'ure Forms and the Style of the Master

timg

The distinction between pure art, applied’ art and in-
ustrial design is sull made in Franee, a country that
at one time was the cradle of living arc, What we call
design, the French call ‘esthetique industri-
elle’, and by this phrase they mean the application to
sndustry of styles imvented in the realm of the prore arts.

It therefore comes about that in France they make
darnps inspived by abstract forms without bearing in
mind that a lamp must give fight. They design a Sur-
realist television set,  Dada able, a picee of “infor-
mal’ furniture, forgetting thar attobjects rave their
: d-welds d-irneti and that they
are no longer made by craftsmen-modellinga-scylish
shape in copper according to their whim of the mo-
ment but by automatie machines turning out thou-
sands of the things at a time.

What then is this thing called Design
if it is neither style nor applied art?

Atis plawning: the planning as objectively as possible
of everything that goes to make up the surround-
ings and atmosphere in which men live today. This
afmosphere is created by all the objects produced by
industry, from glasses to houses and even cities. Tt

- i and ascempied o give these some carrengy by applying is planning done without preconceived
of a certain religious event. ‘Today the designer (fa makean artlstic-skeeeh and leave icup-to-the-printer (Jean-Baptiste Lamarck) tempts to clarify images and methods in the rechnolog- zhem 10 objects of everyday use. This led to the making noéimls o‘fgst\‘le atempting elnly to give each
#his case the graphic designer) is called upon to mak to-reproduceitas-best-he-may. He thinks from the ical field, and carries aut research inte images on film. of objects in his style or that style, and even today the thing its a’ag:'cah}mc}wr and proper material, and in
communication (called @ paster) to inform the public start in terms of printing techniques, and ic is with t h 3 question of Style beenak her disposed of. consequence s fogical forss. :
of some new development in a certain field. these that he makes his poster., .

26 Srusa Masar ———— R — Doigesndn 5 Bromo Mumari DaigsAn
So all this alk abour sober harmony, beau- the solutions found for its various compenents. T What does a
ty and proportions, about the balarce bevween is Beantifud’becavse it is just right. An exace proj-
masses and spaces (typical sculpture-talk), ect produces a beautiful object, beautiful not because ,
about aesthetic perfection (classicism?), about it is like a piece of sculpure, even modern sculpeure, m
the echarm of the materials used and che equi- but because it is only like iself.
il_lTJl'ld“m f)fr_tht? l_‘m;mls. 311 f‘:j: l:l_k o:;rd Frsmh , . N ¢ ... And after whan ye han examined e f

riends go in for, is just a Jot of old-fashioned claptyap. you want to know something else about beauty, i ¥ P R mean e children o
An object should now be judged by whether ic what precisely it 18, look ac a hiscory of are. You youre conseil, as Than said beforne, and ?
has a form consistent with its use, whecher will see that every age has had s ideal Zonns (orApal ‘GOO d knowen wel that ye moun performe
the material fits the construction and the 76), and that all these Venuses or Apollos puc together a a voure cmpri&a, conferme it than sadly L]
production costs, whether the individual parts and compared out of the context of their periods are ng“ go g g o <
are logically fitted together. nothrimg-less than a family of monsters. til it be ar an ende? Can one now ad-
. o ’ s . S dress the pu blic in the Ial?gllﬂgc of the “To children in 1900 it meant a lot: it meant exeite- periods in which all the colours are earthy and
It 18 A ‘}‘”?SF” “Dl‘:“"";“‘“’f‘?ﬁe'.“' o bf“f_';—"l!i:‘ w 3,]79 fourteenth century ? It is most unlikely ment. When they saw ic they ran o watch the the forms hard, some in which the whole range
the he-frog said to the she-frog, it is beautiful be- ma ki d that the public would understand, blacksmith hammering che glowing iron on his of colours is pur to use, others in which everything
therefore cause one likes it. piipQ, anvil, heating it every now and then in a furnace is done with three or four colours. And so on down
Jut seeing the things behind the names will Just as chere are dead Ianguages, ic is nacural cha Ehat threw c_;ifsparkﬂ like 2 hrcw'ofk display, mlu]- w our own times, w_hcn rb_u.!u i) ném:u'.s'hy, plastic
help us to understand the structure of the there should be modes of expression and communication ing the finished shoe to the h.orsc s hoof. Imagme materials and other inventions, the kingdom of
world we live in, Good langquage will help that have gone ot of sese. Tt is a well-known fact that the prngent stench of the h"f iron, and ‘_1“ huge im- colour is governed by total chaos.
e s b convmamisates wiih one annther aboil to get 2 message Across we can use not only-words— passive horse techered to an iron ring set in the black-
the realitics nf our environment, where we but in many cases also fmages, forms and colours, pm- ened wall of that smoky cavern .... Certainly if we now used the colours of the ‘art
. ‘The now spealk darkly, in alien tongues.” Bols, signs and signals. Just as there are words which L nowvean' period for roadsigns, these would fade
of GOher ence ' basic teaching Stuart Chase, The Tyramny of Winds) belong to other ages, so there are ealimrs, forms, Maybe a city cbild of tadap desn’t even koo anbat o sgiffcently into theiv survosndings. Av that cime they
error of the academy signes and so on which in our time have come to mean ﬁvnr];‘ﬁ;r u:iand ‘Fur d;:s r\;asukn;n u"JW‘I that was ; used some really refined combinations of colour. A
R ; : symbol and a sign that cvoked many images an : s
Beauty as conceived of in the fine arts, a remse of bals was that of directing its nothing, or would convey a Wrong meaning. Jﬁnmgs s iﬁmﬂa i afz Jmfm"m faint idea of them can still be had from Roberts’s
ance comparable with that of the pieces of the past, atention towards genius rather jlcu;him‘”d";i""'-'s and ;"“ 3:_':;5;' on ?g“'])gﬂ lf:"
. i , €S, s O pUuL prEe an jaty side side,
Aarmony and “"{f, she west of if, simply make ,no than the aw“ge'. ‘We can point out similar changes in the colours used = el g i s
more sense in design, If the form of an object : or brosusr and biue, coffée and chocelite, pea-green and
R $ S ) for visnal communication. Lookisg into the past we find wisket. Then they would make unexpected leaps
wurns out to be Beantifil itwill be thanks w0 dln:lug- cevtain periods donsinated by cevtain colowrs and formss e kAot e e e i s b
ic of its construction and to the precision of . rom o1 ShAde: to AMOCHET, puting WO pateisise
R —— L—— P — r—— 4> Bovme Mt Dgpssin 1

(imstead of dark) and so on. Gan we imagine 2 ‘No In
Overtaking' sign with a coffee and ebocolate car on : ""m
a violet background? FFE, yes, We can imagine it for neacly .us painted,
fun, but we cannot use-it-for-a-roadsign-in-reatlife- drawn or carved,
and they reproduced
At some times i the past a cereain serics of colours, m‘:“:ﬁd";“m
let us say all of dark tone, were indiscriminately ot
adapted to all branehes of human activity. The invisible. We have | |
colours used for furnishings did nou differ much-from & host of machines explor-
those for alothes or carviages. But today different ing for us what we chnot s
colours have different uses. For roadsigns i the kel eye We Live Z-ony
s = ansig; ‘photos, the world of the microscope, . . T ot whod mchy An experimene
we use only red, blue and yellow (apart from the i the abstract ventions il i) i especialy the ense with as the games of well-known amyone can make it to et e
green fight at traffic fights), and each colour has its of arists, We have machines v mrm e et o helaemof s mowpaper
well-defined meaning, In advertising we use bright “‘z‘d:m”‘;"’ro‘“ see ':(";'"_"d et o L iy, by ‘block ou mose of .;,&E;T:m, ! n
brash colours or very refined ones according to our i : ]f i l:?rw“ e ding ko oy v i, o tnk:l‘ il upright stroke of ane leiter alio
purpose. In printing we use the dull four-calour sys- e p i v vl g and i eort o b e, e e vl s ey
5 N s P iy [rover it w7 vy ek ie oy’ T we skt aca ghcans, eorrecdy a aclearcr idea of the shape of the
tem which reduces all colours to a norm, while wom- U;, munh::; m Dok st slieh el e et iy glance ﬁmlv-uh: ‘word. On can go-cvea Farcher,
en’s fashions make use of all the colours in rotation. e, mac 3 - 0 o ayflable. Thas n, we recogeize hels afierwands SomE- nd superimpose one bewes an
up picrares of mation STyt K Lo i thingls  dlightly an- another, 24 in ane ofmy dlusra-
A aniil we gex 2 e hape from - theward OBOLG. e eryalysaoudons, expeclly when ussil, Bat this can tions [ have made an M do duty
doue mhwere i [reppm——— waly hag- penifwe alioas an A in the word DAMO
ble-bend ablow-up Towmein  swamddesm ",:‘mmfmzﬂd m “:.?:‘i (the trademark of an ancient
;.f;rn& m.,{;;.,;h I ey ‘Roman beick factory).
style of Loais instant. n there
XIV. There have al- are the lights which already form an accepied pan of the
ways  been danger night-scape, Aoorcscent lights, nean, sodium vapour
ous double bends, Lighes, black light. And
evenin the time of Louis we have forms thar
XNboe  chen there were no arc beantifal ':{:, Knowledge of the shape of words and the possibilities chese offer for communication can be very useful to the graphic designer when A transcript of Matthew Carter’s TED Talk
oo o= T iy he comes to make warning signs that have to be taken in quickly, like the ones on motorways, that ane cannot stop to decipher. N R
scad Asthespecd and volume of forms of asvoplanes and missiles are diceated by the demands ofspeed, and typography, balancing function and asstheti
trafic increases, decoration s proportion. were inconceivable in the past, These are farms we sce every day, the colours and r within technological constraints. Detailing
ally reduced, until it reaches the bare essen- lights of our own time. To aceept, to know and to use them is o express oneselFin o these shape the development of tyy
tials of our prescnteday signals,  Visual the language of sodzy which was made for the man of today. . are both readable and visually eom
changes according 10 the needs of the day.
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But I do have to be concerned with W II
those things. It’s my job., I'm one e a

of the tiny handful of people wheo i . .

gets badly bent out of shape by e f BE o

the bad apacing of the T and the . oa® E

E that you see there. I've got to :

take that slide off. I can’t stand sea 2 * uss

it. Nor can Chris. There. Good. : ﬂ i l H

So my talk is about - g B Paaa’ sees B
= 1 S id ST

A lie at TED.

This o

is Eomethang we consume the connection between

: P slide e In 11 . Both of thes
in enormous guantities. is about g, WaScey coT Setnbe e
the effect ancient were made on a computey, Aane
M of tools Gothic, aoftuane, same Bézien cuaues, same
In much of the world, :I:' o B on form, ut dn f format. The one o r left
i s one Foilg il Vit s ent format. The ene on your left
it’s completely : vas made by Z Licke at Emi-
ters, the two K's, ot - terial of was made by Zuzena Licke at En
H the one on your left, steal by hand, tone gra, and I did the other one. The
- - ::‘d:ﬂ‘- “1 ’;’:;’:‘t_ of the “22“" taol is the same, yet the Letteas
I I l E : | d .a p sty s i nﬂnm""y ane different. The letters are
‘. lines are different because the designers
dead straight. straight. " Ty
The technology has changed a The curves The curves are ard jolrfecant, Thet's sii. Zizoig
Bar 5F s Z T 3 have that Idnd of sinle, Tt wanted hers te look like that. I
But few consumers are concerned to know nheE Sratnies elnee B kind of has that spark wanted mine to lock like that.
whene a particular typeface came from work: photo, digital, desktop, mathe- matical of life From the
P smooth- ness
or uwhen or who designed it, if, indeed, screen, web, I've had to survive \:;:n the m‘m mmchjm
there was any human sgency involved in those changes and try to wun- Bézier for- o tha progran
its crestion, if it didn’t just sort of denastand thein implications for mala e oo naer coptice, E;"'] l"l i 'F' ‘H:trl I"E’:' '
pos- es.  what a cone trast. s - -

matesialize out of the softwsre ether. what I do for design.

There haue been some cases, I admit,
where T as a deaignen did

This is from the mid-’60s, the
change from metal type to pho-
to, hot to cold, This brought some
benefits but also one particular
drawback: a spacing system That
only provided 18 discrete units
for letters to be accommodated
on. I was asked at this time to
dasign a series of condensed sans
sarif types with as many diffen-
ent vatiants as possible within
this 18-unit box. Quickly looking
at the srithmetic, I realized I

Unlike a f£ine art, such as seulp- sesthetic element. What makes could only actually make three of

ture or architecture, type hides these two letters dififenent from nedated design. Here you see them. Bave 1,000,  Cleasly [

its methods. I think of myself different interpretations by - 12

as an industrisl designer. different design ? What gives

The thing I design is marnfac- the wark of some deaignens sort

tured, and it has a Function: of characteristic personal

to be read, to convey mean- style, as you might find in the

ing. But there is a bit moae to work of a fashien designer, an

it than thaz. There’s the sort of automabile designen, whatewen? ’7 ous sox
.

All industrial designers work
within constraints.

Remember this reading experience?
The phone bock. I’ll hold the slide
so you can enjoy the nostalgia.
This is from the mid-’70s early
trials of Bell Centennial type-
face I designed for the U.S. phone
books, and it was my first expe-
rience of digital type, and quite

2 baptism. Designed for the phone
books, as I said, to be printed | ] ! , m B It took two years, but I learned a
at tiny size on newsprint on very mE lot. These letters look as though
high-apeed rotary presses with ink , , they’ve been chewed by the dog or
that was kerosene and lampblack. asomething on othea, but the miss-

ing pixels at the inteasections

- - of atnokes or in the crotches are
a I uj e n the result of my atudying the ef-

T}"}i‘s‘ iS not a fects of inl:c spread on cheap paper

1 and reacting, revising the font

-, ", ok accordingly. These ataange anti-
I-I i 5 i—i l t a l:i 1 = facts are designed to compensate

So the challenge for me was to de-

1 i for the undesirable effects of
R i e - sign type that performed as well
EI I"-"ll..c“ II"H:.."I-It as possible in these very adverse 1 2 4 acale and production process.
production conditions. As I say,
'FDI' a we were in the infancy of digital
. type. I had to draw euery chan-
ypag?nap !C acten by hand on quadrille graph
- paper - there were foun weights
of Bell Centennial - pixel by pix-
desioner Siaanaiann

by nasten line for the keyboard.

The question is, does a constraint
force a compromise? By accepting
a constraint, are you working to a
Lowen standand? I don’t ballava
so, and I've always been encour-
aged by something that Chanles
fames said. He said he was con-
sclous of working within con-
atnaints, but not of making compro-
mises. The distinction between a
conatraint and a compramise is ob

viously weay subtle, but it’s wvery {H‘;‘? 8
central to my attitude to work. - ]



At the outset, AT&T had wanted to
set the phone books in Helveti-
ca, but as my friend Erik Spieker-
mann said in the Helvetica movie,
if you’ve seen that, the letters

in Helvetica were deaigned to he
as aimilar to one anothet as pas-
aible. This is not the recipe for
legibility at amall aize. It looks
very elegant up on a slide. I had
to disambiguate these foams of
the pLigunes as much as possible in
Bell Centennial by sort of opening
the shapes up, as you can see in
the bottom part of that slide.

I went to the

File Edit 1Insert People

of engineer:

1235689

Bell Centennial

1235689

the engineer: 0Oh. Whst problen?

like.

the designer. I have solved your problem

the designer. Well, you know, the problem of the huge data you require for
serif fonts 2d so on.

the engineer' Oh. We solved that problem last week. We wrote a compaction

routine that reduces the size of 21l fonts by an order of
nagnitude., You can have as many fonts on your system as you

the designer! Well, thank you for letting me know.

A B0 A+ A "R

B 7 u 1ink

Ch. 10

Fodled again, I was left with 2 design solution for
2 nonexistent technical problem.

T« T 5 [

So now we’re on to the mid-’8Qs,
the early days of digital out-
line fonts, vecton technolagy.
There was an issue at that time
with the size of the fonts, the
amount of data that was required
to find and atore a font in com-
puter memory. It limited the
number of fonts you could get on
your typesetting system at any
one time. I did an analyais of
the data, and found that a typi-

Ch. o

At that time, screens were bina-
ry. The pixel was either om or it
was off. Here you see the outline
of a letter, the cap H, which is
the thin black line, the contour,
which is how it is stored in mem-
ory, aupenimposed on the hitmap,
which is the grey area, which is
how it’s displayed on the screen.
The bitmap is rasterized from
the outline. Here in a cap H,
which is all straight lines, the
two are in almosat penfect sync
on the Cartesian grid.

cal aenif face you see on the left
needed nearly twice as much data
as a aans aenif in the middle be-
cause of all the points required
to define the elegantly curved
senif brackets. The numbers at
the bottom of the slide, by the
way, they represent the amount of
data needed to store each of the
fonts. So the sans aenif, in the
middle, aans the senifs, was much
more economical, 81 to 1B1.

u I made a aenif type, you can see it

n%?ﬁqﬂl on the right, without curved ser-
ifs. I made them polygonal, out of
straight line segments, chamfened

hrackets, And look, as economical
a problem,

in data as a aans aeaif. We call it
Charter, on the right.

So the priorities were just tipping
at that point. They wanted a small
core set of fonts that wene not

/ adapted but designed for the screen
v ‘ to face up to the problems of screen,
I T which were their cosrse resolution
1 displays. I said to Microsoft,

& typeface
Jor a particular

technology
isaself- ’
ochsoleting

You know, engineers are weay amant,
and despite occasional frustra-
tions because I’m less smart, I've
always enjoyed working with them

and learning from them. Apropos,

in the mid-’90s, I started talking
to Microsoft about screen fonts,
Up to that point, all the fonts on

typeface.

screen had been adapted from pre-

viously existing painting fonts, of
course. But Microsoft foresaw cor-

rectly the movement, the stampede
towards electronic communication,
to reading and writing on screen
with the printed output as being
sort of aecondary in importance.

Not so with an 0. This looks more
like briecklaying than type design,
but believe me, this is a good
bitmap 0, for the simple reason
that it’s symmetrical in both x and
y axes. In a binary bitmap, you
actually can’t ask for more than
that. I would sometimes make, I
don’t know, three on foun diffen-
ent vensions of a difficult letter
like a lowercase A, and then stand
back to choose which was the best.
Well, there was no best, so the

I've designed koo many faces in the
past that were intended to miti-

gate technical problems. Thanks to
the engineers, the technical prob-
lems went away. So did my typeface.

designer’s judgment comes in try-
ing to decide which is the least
bad. Is that a compaomise? Hot

to me, if you are working at the
highest standard the technology
will allow, although that standard
may be well short of the ideal.
You may be able to see on this
slide two different bitmap fonts
there. The “a” in the upper one,
I think, is better than the “a”
in the lower one, but it still
ain’t great. You can maybe see the
effect better if it’s neduced.
Well, maybe not.

B ITSTREAM
CHARTER.

It was only a stopgap. Microsoft came
back to say that affordable comput-
en monitors with better resolutions
were at least a decade away. So I
thought, well, a decade, that’s not
bad, that’s more than a stopgap.

Verdana

Latin ABCDEFGHIJKLMNO
PQRSTUVWXYZ&abcdefghi
jklmnopgrstuvwxyzaecefifl
1234567890%$¢£/¥@%# +
Greek ABMAEZHOIKAMN=
OMPITY®OXWQaBvOlNOIKA

So I was peasuaded, I was convinced,
and we went to work on what became
Uerdana and Georgia, for the first
time working not on papen but direct-
ly onto the screen from the pixel up.

S ta e e e e

The main purpose of a typeface i:
to be legible, i.e. the recipient of -
little effort as possible, and re-asc|

The main purpose of a typeface is t
be legible, .. the recipient of the in
effort as possible, and re-assess thy
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For a certain kind of tempenament,
there is a certain kind of satis-
faction in doing something that
cannot be peafect but can still be
done to the best of your ability.
Here’s the lowencasne H from Geor-
gia Italic. The bitmap locks jag-
ged and rough. It is jagged and
rough. But I discovered, by expe/-
iment, that there is an optimum
slant for an italic on a screen so
the strokes break well at the pix-
el boundaries. Look in this ex-
ample how, rough as it is, how the
left and right legs actually break
at the same level. That’s a victo-
ry. That’s good, right there. And
of course, at the lower depths

you don’t get much choice.

This is an §, in case you were
wondering. Well, it’s been 18 years
now since Verdana and Georgia were
released. Microsoft were absolute-
ly ndght, it took a good 10 years,
but screen displays now do have
improved spatisl resolution, and
very much improved L
nesolution thanks to anti-alias-
ing and so on. So now that their
mission is accomplished, has that
meant the demise of the screen
fonts that I designed for coarser
displays back then? Will they out-
live the now-obsolete screens and
the flood of new web fonts coming
on to the market? Or have they es-
tablished thein own sort of ewolu-
tiaonany niche that is independent
of technology? In other worxds,
have they been absorbed into the
typographic mainstream? I'm not
sure, but they’ve had a good run
so far. Hey, 18 is a good age for
anything with present-day rates of
attrition, so I'm not complaining.
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For my sweet boy - you are gone, but
deeply loved and missed. You were wanted
for felonious mischief, but never caught.
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Design

Pages 17-26, 4.4.-45 from Design as Art

Excerpts from the articles by Bruno Munari exploring the role
of design in everyday life, arguing that good design should be
functional, accessible, and artistic.

as




Ch. I




"Today it has become necessary to demolish the myth
of the “star’ artist who only produces masterpieces for
a small group of ultra-intelligent people. It must be
understood that as long as art stands aside from the
problems of life it will only interest a very few people.

14 Bruno Munari

Culture
today is
becoming

mJJy)

9

and the artist must step down from his pedestal and
be prepared to make a sign for a butcher’s shop (if
he knows how to do it). The artist must cast off the
last rags of romanticism and become active as a man
among men, well up in present-day techniques, ma-
terials and working methods. Without losing his
innate aesthetic sense he must be able to respond
with humility and competence to the demands his
neighbours may make of him.

Designas Art 15




The designer of today re-establishes the
long-lost contact between art and the
public, between living people and art as a living
thing. Instead of pictures for the drawing-room,
electric gadgets for the kitchen. There should be
no such thing as art divorced from life,
with beautiful things to look at and hid-
eous things to use. If what we use every day is
made with art, and not thrown together by chance or
caprice, then we shall have nothing to hide.

Anyone working in the field of design has a
hard task ahead of him: to clear his neighbour’
mind of all preconceived notions of art and artists, no-
tions picked up at schools where they condition you
to think one way for the whole of your life,
without stopping to think that life changes - and today
more rapidly than ever. It is therefore up to us designers
to make known our working methods in clear and simple
terms, the methods we think are the truest, the most up-
to-date, the most likely to resolve our common aesthetic
problems. Anyone who uses a properly designed object
feels the presence of an artist who has worked
for him, bettering his living conditions and encouraging
him to develop his taste and sense of beauty.

16  Bruno Munari

When we give
a place
of honour in the drawing-room

to an ancient Etruscan vase
which we consider bheautiful,
well proportioned and made
with precision and economy,
we must also remember that

the vase once had an
extremely common use, Most

probably it was used for
cooking-oil. It was made by a
designer of those times, when
art and life went hand in
hand and there was no
such thing as a work
of art to look at
and just any
old
thing to
use.

I have therefore very gladly accepted the proposal
that I should bring together in a volume the articles I
originally published in the Milanese paper Il Giorno.
To these I have added other texts, as well as a lot of

Designas Art 17




illustrations which it was not possible to publish in
the limited space of a daily paper. I have also made
a few essential changes for the English edition. I
hope that other designers will make similar efforts to
spread knowledge of our work, for our methods are
daily asserting themselves as the fittest way of gain-
ing the confidence of men at large, and of giving a
meaning to our present way of life.
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8. y Not

18 Bruno Munari

From that time on we have watched an ever more rapid
succession of new styles in the world of art: abstract
art, Dada, Cubism, Surrealism, NeoAbstract art,
Neo-Dada, pop and op. Each one gobbles up its prede-

cessor and we start right back at the beginning again.

>, Y q‘{;
When ¥, -63.2:#%%
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He is a plarmer with an aesthetic sense.

Certain industrial products depend in large mea-
sure on him for their success. Nearly always the
shape of a thing, be it a typewriter, a pair of bin-
oculars, an armchair, a ventilator, a saucepan or a
refrigerator, will have an important effect on sales:
the better designed it is, the more it will sell.

The term ‘designer’ was first used in this sense
in America. T+ does notreferto—amindustrialde-
signer, who designs machines or mechanical parts,
workshops or other specialized buildings. /e is in
fact a design engineer, and if he has a motor-scoot-
er on the drawing-board he does not give a great
deal of importance to the aesthetic side of things,
or at the most he applies a personal idea of what a
motor-scooter ought to look like. I once asked an
engineer who had designed a motor-scooter why he
had chosen a particular colour, and he said:

22 Bruno Munari

because it was the cheapest.

The industrial designer therefore thinks of the
aesthetic side of the job as simply a matter of pro-
viding a finish, and although this may be most scru-

pulously done he avoids aesthetic problems-thatare

-bound-up-with-eontemporary-culture because such

things are not considered useful. An engineer
must never be caught writing poetry. The design-
er works differently. He gives the right weight to
each part of the project in hand, and he knows that
the altimate form of the object is psychologically vi-
tal when the potential buyer is making up his mind.
He therefore tries to give it @ form as appropriate
as possible to its function, a form that one might say
arises spontaneously from the function, from the me-
chanical part (when there is one€), from the most ap-
propriate material, from the most up-to-date pro-
duction techniques, from a calculation of costs, and
from other psychological and aesthetic factors.
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In the early days of rationalism it used to be said

that an object was beantiful in so far as it was fanc-

tional, and only the most practical functions were

taken into account. Various kinds of tool were used

as evidence for this argument, such as surgical in-

struments. Today we do not think in terms-efbeauty
but of formal coberence, and even the decorative’
function of the object is thought of as a psychologi-

cal element. For beauty in the abstract may be

defined as what is called 8tyle, with the consequent

need to force everything into a grven style because it is
new. Thus in the recent past we have had the aerody-

namic style, which has been applied not only to aero-

planes and cars but to electric irons, perambulators
and armchairs. On one occasion I even saw an aero-

dynamic hearse, which is about as far as the aerody-

namic style can go (speeding the departing guest?).

:Ve have therefore discarded
ey 9bStrdat
Sende.

as something stuck on to the technical part of a thing,
like a stylish car body or a decoration tastefully cho-

sen from the work of some great artist. Instead we
have formal coherence, rather as we see it in nature.
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A

leaf
has the form it has be-
cause it belongs to a certain tree and
fulfils a certain function; its struc- ture is de-

termined by the veins which carry the sap, and the skeleton
that supports it might have been worked out by mathe-

matics. Even so, there are many kinds of leaf, and

the leaves of any single tree differ slightly
among themselves.
But if we saw a fig-leaf on a weep-
ing-willow we would have the feeling that all was
not well. It would lack coherence. A leaf is beautiful not be-

cause it is stylish but because it is natural, created in its exact

form by its exact function. A designer tries to make
an object as naturally as a tree puts forth a leaf.
He does not smother his object with
his own personal
taste but tries to be
objective.

He helps the object, if T may so put it, to make it-
self by its own proper means, so that a ventilator
comes to have just the shape of a ventilator, a fiasco for
wine has the shape that blown glass gives it, as a cat is
inevitably covered with cat-fur. Each object takes on its
own form. But of course this will not be fixed-and final
because techniques change, new materials are discov-
ered, and with every innovation the problem arises again
and the form of the object may change.
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At one time people thought in terms of fine art and
commercial art, pure art and applied art.
So we used to have sewing-machines buile by engi-
neers and then decorated by an artist in gold and
mother-of-pearl. Now we no longer have this distimc="
tiomrbetween fine amd not=fine, pure and applied. The
definition of art that has caused so much confusion
in recent times, and allowed so many fast ones to be
pulled, is now losing its prestige.

iS once more

as it was in ancient times when the artist was sum-
moned by society to make certain works of visual
communication (ca//ed frescoes) to inform the public
of a certain religious event. Today the designer (i#
this case the graphic designer) is called upon to make a
communication (called a poster) to inform the public
of some new development in a certain field.

26  Bruno Munari

And why is it

the dedigper

who is called upon?
Why is

the d1tidt

not torn from his easel?

Because the designer knows about prinzing, about the
technigues used, and he uses forms and colonrs accord-
ing to their psychological functions. He does not—juss-

makeamartistic-sketeh and leave-icup-to-the-printer
to—reproduceit-as-best-he-may. He thinks from the

start in terms of printing techniques, and it is with
these that he makes his poster.
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The designer is therefore the artist of

today, not beeause-heis—a—genius but because he The dCSigE}_CF

works in such a way as to re-establish contact between works i1 a vVast sector of human activity:

art and the public, because he has the bumility and there is visual design, industrial design, graphic de-
ability vo respond to whatever demand is made of him sign and research design.

by the society in which he lives, because he knows his

job, and the ways and means of solving each prob- . :

lem of design. And finally because he responds to VESUQ‘I dCSE Jn

15 concerned with images whose function is to communi-
cate and inform visually:

signs, symbols, the meaning of forms and colours and
the relations between these.

the human needs of his time, and helps people to
solve certain problems without stylistic precon-
ceptions or false notions of artistic dignity derived
from the schism of the arts.

Industrial design

15 concerned with functional objects, designed according to
economic facts and the study of technigues and materials.

Graphic design

works 11 the world of the Press, of books, of printed ad-

The
m vertisements, and everywhere the printed word ap-
pears, whether on a sheet of paper or a bottle.
follows the 5
i Research design
II n m . 15 concerned with experiments of both plastic and visu-

al structures in 1wo or more dimensions. It tries out the
(Jean-Baptiste Lamarck)

possibilities of combining two or more dimensions, at-
tempts to clarify images and methods in the technolog-
ical field, and carries out research into images on film.
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The distinction between pure art, applied art and i1n-
dustrial design is still made in France, a country that
at one time was the cradle of living art. What we call
design, the French call ‘esthetique industri-
elle’, and by this phrase they mean zhe application to
industry of styles invented in the realm of the pure arts.

GCe

upon

il

It therefore comes about that in France they make

a
lamps inspired by abstract forms without bearing in
m mind that a lamp must give light. They design a Sur-
realist television set, a Dada table, a piece of ‘“infor-

mal’ furniture, forgettmg that-all-ebjeetstravetheir
-exact-uses-and-wel-defined-funetions, and that they

there was pure art and applied art (I prefer are no longer made by craftsmen-modellinga-stylish

to use these terms, rather than $we’ and ‘commer- shape in copper according to their whim of the mo-
<iai-because ¢ : ) ment but by automatic machines turning out thou-
enough-ground). At all events, forms were bhorn sands of the things at a time.

in secret in ivory towers and fathered by di-

vine inspiration, and Artists showed them only What then 1s this thi ng called D@Sigﬂ
to initiates and only in the shape of paintings and if it is neither St?lﬁ nor apphed Art >

pieces of sculpture: for these were the only channels of

communication open to the old forms of art. 1t is planning: the planning as objectively as possible

of everything that goes to make up the surround-
ings and atmosphere in which men live today. 7his
atmosphere is created by all the objects produced by

Around the person of the Artistic Genius there

circulated other and lesser geniuses who absorbed

the Pure ¥orms and che Style of the Master industry, from glasses to houses and even cities. It
and attempted to give these some currency by applying is planning done without preconceived
them to objects of everyday use. This led to the making notions of style, actempting only to give each
of obyects in this style or that style, and even today the thing its Jogzcal structure and proper material, and in

question of Seyflehasnotbeemraltogetherdisposed-of. consequence 75 logical form.
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So all this talk about sober harmony, beau-
ty and proportions, about the dalance between
masses and spaces (typical sculpture-talk),
about aesthetic perfection (classicism?), about
the charm of the materials used and the equi-
librium of the formes, all this talk our French
friends go in for, is just a lot of old-fashioned claptrap.
An object should now be judged by whether it
has a form consistent with its use, whether
the material fits the construction and the
production costs, whether the individual parts
are logically fitted together.

It is
therefore

queStion
« G0 helenCe.

Beauty as conceived of in the fine arts, @ sense of bal-
ance comparable with that of the masterpieces of the past,
harmony and all the rest of it, Simply make no
more sense in design. If the form of an object
turns out to be beantiful’ it will be thanks to the log-
ic of its construction and to the precision of

34 Bruno Munari

the solutions found for its various components. It
is beantiful’because it is just right. An exact proj-
ect produces a beautiful object, beautiful not because
it is like a piece of sculpture, even modern sculpture,
but because it is only like itself.

If you want to know something else about beauty,
what precisely it is, look at a history of art. You
will see that every age has had its ideal Zenus (orApol-
/o), and that all these Venuses or Apollos put together
and compared out of the context of their periods are

-netlinglessthan a family of monsters.

A thing is not-beauciful-because-it-is-beanciful, as
the he-frog said to the she-frog, it is beauntiful be-

cause one likes it.
% h‘ “The

basic teaching
error of the academy

was that of directing its

% hl attention towards genius rather
than the average.’

Designas Art 35




Ch. 4




‘ ... And after whan ye han examined

youre conseil, as Than said beforne, and

knowen wel that ve moun performe
¥ p

‘G
lﬂlm%(')u‘ai@ge a 0 youre emprise, conferme it than sadly
til it be at an ende. Can one now ad-

S dress the public in the language of the
mVe fourteenth century ? It is most unlikely
W no y

mankind . that the public would understand.

But seeing the things behind the names will Just as there are dead languages, it is natural that

help us to understand the structure of the there should be mz0des of expression and communication

world we live in. Good langquage will help that have gome out of use. It is a well-known fact that
us to communicate with one another about to get a message across we can use not enly werds;—

the realities of our environment, where we but in many cases also images, forms and colonrs, sym-

now speak darkly, in alien tongues.’ bols, signs and signals. Just as there are words which

(Stuart Chase, The Tyranny of Words) belong to other ages, so there are colours, forms,

signs and so on which in our time have come to mean-
nothing, or would convey a wrong meaning.
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What does a

blalckSmith’S Sign

mean to the children of d 212 ?
0 :

To children in 1900 it meant a lot: it meant excite-
ment. When they saw it they ran to watch the
blacksmith hammering the glowing iron on his
anvil, heating it every now and then in a furnace
that threw off sparks like a firework display, nail-
ing the finished shoe to the horse’s hoof. Imagine
the pungent stench of the hot iron, and the huge im-
passive horse tethered to an iron ring set in the black-
ened wall of that smoky cavern ....

Maybe a city child of today doesn’t even know what a
horseshoe is, and for this reason an object that was a
symbol and a sign that evoked many images and
meanings is now reduced to the status of a lucky charm.

We can point out similar changes in the colours used

for visual communication. Looking into the past we find
certain periods dominated by certain colours and forms:
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periods in which all the colours are earthy and
the forms hard, some in which the whole range
of colours is put to use, others in which everything
is done with three or four colours. And so on down
to our own times, when zhanks to chemistry, plastic
materials and other inventions, the kingdom of

colour is governed by total chaos.

Certainly if we now used the colours of the ‘art
nouveauw’ period for roadsigns, these would fase
magnificently into their surroundings. At that time they
used some really refined combinations of colour. A
faint idea of them can still be had from Roberts’s
talcum powder boxes and the labels on Strega bot-
tles. They used to put piné and yellow side by side,
or brown and blue, coffee and chocolate, pea-green and
violet. Then they would make umexpected leaps
from one shade to another, putting red with pale blue
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(instead of dark) and so on. Can we imagine 2 ‘NoO
Overtaking’ sign with a coffee and chocolate car on
a violet background? Well, yes. We can imagine it for

fun, but we cannot use-itforaroadsign-inreal tife—

At some times in the past a certain series of colours,
let us say all of dark tone, were indiscriminately
adapted to all branches of human activity. The
colours used for furnishings did not differmueh-from
those for clothes or carriages. But today different
colours have different uses. For roadsigns
we use only red, blue and yellow (aparz firom the
green light at traffic lights), and each colour has its
well-defined meaning. In advertising we use bright
brash colours or very refined ones according to our
purpose. In printing we use the dull four-colour sys-
tem which reduces all colours to a norm, while wom-
en’s fashions make use of all the colours in rotation.

A
dou.
ble-bend
sign in the
style of Louis
XIV. There have al.
ways been danger-
ous double bends,
even in the time of L.ouis
XN, but then there were no
roadsigns. They
had heraldic arms in.
stead. As the speed and volume of
traffic increases, decoration is proportion.
ally reduced, until it reaches the bare essen-

tials of our present.day signals. Visual language
changes according to the needs of the day.

In
the past,
images were
nearly all painted,
drawn or carved,
and they reproduced
visible and recogniz-
able reality. Now
we can even see the
invisible. We have
a host of machines explor-
ing for us what we cannot see
with the naked eye. We have X-ray
photos, the world of the microscope,

and the abstract inventions
of artists. We have machines
that enable us to see music and
sounds in the form of luminous
waves, machines that show
us photo-elasticity in colour
by means of polarized
light, machines that slow
up pictures of motion
until we get
as it were
a blow-up
of each
instant. Then there

are the lights which already form an accepted part of the
night-scape, fluorescent lights, neon, sodium vapour
lights, black light. And
we have forms that
are beautiful and
exact because they
are true forms: the
forms of aeroplanes and missiles are dictated by the demands of speed, and
were inconceivable in the past. These are forms we see every day, the colours and

lights of our own time. To accept, to know and to use them is to express oneself in
the language of today which was made for the man of today.
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Not only does
cach letter of a word
have a shape of its own,
butall its letters taken
together give shape
to the word. We are of
counrse refer- ring to printed,
orat least writzen, words; for
the words we hear in speech er on
visual form,

the radio do not have a
‘They have what mightbe  called sonic
form,butwe  arcnotdealing  with thisar
the moment,.  When you read the word

MAMMA you sce at once that it has quite

a different shape from  the word OBOLO.

The lines (straight  or carved, upright

or at an angle) and the blank spaces

berween one let- ter and the next

all contribate to giving the word
its overail shape.

This
is especially the case with
words we are used to reading - or
forced to read - every day: the names
of newspapers, of big firms, foreign
countries, film stars, the names dinned
into us by assiduous advertisers, words
that greet us wherever we look, such as
’sport’, and the *in’ words of the moment,
such as *pop’. These we seize at a glance,
without having to spell out each letter
or syllable. That is, we recognize their

overall shape, 2 thing we cannot do with
unfamiliar words such as tetradecapodons
or tryanlyonnonodont, especially when
these are writren in the tiniest pring
on a minute of rolled
round a medicine bottle, for

example.

Some words, such

as the names of well-known
firms or products, are so familiar
to us that if we
block out most of
the letters we can

still read the name

correctly at first

glance and only notice
afterwards  that some-

thing is slightly un-
usual, But this can
only hap- pen if we
preserve the general
shape of the word.

An experiment
anyone can make is to cut
out the letters of a newspaper
title, for example, and push
these closer together until the
upright stroke of one letter also
does duty for the next. This gives
a clearer idea of the shape of the
word. One can go even further,
and superimpose one letter on
another, as in one of my illustra-
tions I have made an M do duty
also as an A in the word DAMO
(the trademark of an ancient
Roman brick factory).

Knowledge of the shape of words and the possibilities these offer for communication can be very useful to the graphic designer when
he comes to make warning signs that have to be taken in quickly, like the ones on motorways, that one cannot stop to decipher.

406  Bruno Munari
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L.ife.

A transcript of Matthew Carter’s TED Talk

Matthew Carter explores the evolution of
typography, balancing function and aesthetics
within technological constraints. Detailing how
these shape the development of typefaces that
are both readable and visually compelling.







i:ii& .
is something we consume
in enormous quantities.

In much of the world,
1t’s completely

But few consumers are concerned to know
whe/te a particular typeface came from
or when or who designed it, if, indeed,
there was any human agency involved in
its creation, if it didn’t just sort of
matesriialize out of the software ether.
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But I do have to be concerned with
those things. It's my job. I’'m one
of the tiny handful of people who
gets badly bent out of shape by
the bad apacing of the T and the
E that you see there. I’ve got to
take that slide off. I can’t stand
it. Nor can Chris. There. Good.
So my talk is about

Matthew Carter

The technology has changed a
number of times since I started
work: photo, digital, desktop,
screen, web., I’ve had to surwvive
those changes and try to un-
denstand thein itmplications for
what I do for design.

My Life in Typefuaces
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This On

slide the I’m neally say. Both of these
is about right,
P — Al were made on a computer, same
of tools Gothic, aoftwane, same Bézien cuives, same
Bl i, eut In _ font format. The one on your left
The two let= the re= Sism= . .
ters, the two K's, Py~ torial of was made by Zuzana Licko at Emil-
the one on your left, steel by hand, Nene gre, and I did the other one. The
g Sipn LA IRGEDL. bR i e toal is the same, yet the lettens
made on a comput=  lines are , .
ot Wl straight  actually ane diffenent. The letters are
lines are different because the designers
ead Stralgnt. o ok are different. That’s all. Zuzana
The curves The curves are :
b that eind &F sibtla. TE wanted hers to look like that. T
kind of has that spark wanted mine to look like that.
mathe= matical of life from the
smooths= ness man hand
that the that the machine
Bézier fors or the program
mula im=- can never capture.

POS= €s. What a con= trast,
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Unlike a £ine ant, such as sculp-
ture or architecture, btype hides
its methods. I think of myself
as an indusktrial designer.

The thing I design is manufac-
tured, and it has a Lunction:
to be read, to convey mean-
ing. But there is a bit mere to
it than that. There’s the sort of

Matthew Carter

aesthetic element. What makes
these two letters diffenent from
different interpretations by
different designers? What gives
the work of some designens sort
of characteristic personal
style, as you might find in the
work of a fashion designer, an
automohile designen, whateven?
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There have been some cases, I admit,
where I as a designen did

Fee!

thiHﬁHEHCEDf
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This is from the mid-’60s, the
change from metal type to pho-
to, hot to cold., This brought some
benefits but also one particular
drawback: a spacing system that
only provided 18 discrete units
for letters to be accommodated
on. I was asked at this time to
design a series of condensed sans
serif types with as many diffen-
ent vaniants as possible within

this 18-unit box. Quickly looking

at the arithmetic, I realized I
could only actually make thriee of
neldated design. Here you see them.

In Hela
vetica
Coms
pressed,

Extra
Coms=
pressed,
and
Ultra
Comm
pressed,
this
rigid
18-unit

system
really
boxed me
in. It
kind of

deter-

mined the

proportions of the
design. Here are the

typefaces,
the lower
do you

these and

“Poor Mat-

had to

a problem,
it shows
results.”
If I were
this same
instead
18 spac-

at least
casesg. 50
look at
say.,

thew, he
submit to
and by God
in the

I hope not.

doing

job today,
of having
ing units,

I would

hard to say
it, but
better in
1,000 to 18,
My instinct
improvement
slight, bes
signed as
system they
fit, and as
very adapts
hide its

have 1,000,
could make more variants,
three members of the family be better? It’s

without actum

they would
the propors
I can tell
tells you
would be
cause they
functions
were des

I gaid,
able, It
methods ,

Clearly I
but would these

ally doing
not be
tion of
you that,
that any
rather
were des
of the
signed to
type is
does not
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All industrial designers
. within constraints.

Matthew Carter

work

'The question is, does a constraint

force a caompromise? By accepting

a constraint, are you working to a
Llowen standand? I don't balieve
g0, and I’ve always been encour-
aged by something that Chanles
Eames said. He said he was con-
scious of working within con-
astnaints, but not of making compro-
mises. The distinction between a
caonatniaint and a compiomisae 1s ob-
viously wveny subtle, but it’s wvery
central to my attitude to work.

My Life in Typefaces
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Remember this reading experience?
The phaone bocok. I’11 hold the slide
so you can enjoy the nostalgia.
This is from the mid-’70s early
trials of Bell Centennial type-
face I designed for the U.S. phone
books, and it was my first expe-
rience of digital type, and quite
2 baptism. Designed for the phone
books, as I said, to be printed

at tiny size on newsprint on very

high-speed rotary presses with ink
that was kerosene and lampblack.

Thisis nc.-t r:,I

QN

So the challenge for me was to de-
sign type that performed as well

I I;ﬁﬁ} as posasible in these very adverse
production conditions. As I say,
1=|:|r a - we were in the infancy of digital

type. I had to draw evewy chanr-
}:pﬂgrﬂp EC acten by hand on quadrille graph

- paper — there were foun weights
t:jf of Bell Centennial — pixel by pix-
EEEgHEj - el, then encode them nasaten Line

by nasten line for the keyboard.

70 Matthew Carter My Life in Typefaces 71




B ! , e B It took two years, but I learned a
E lot. These letters look as though
, , they’ve been chewed by the dog or

saomething on othen, but the miss-
ing pixels at the intenasections
o - of at/okes or in the crotches are
the result of my atudying the ef-
fects of ink spread on cheap paper
and reacting, revising the font

accordingly. These strange aniti-
facts are designed to compensate

for the undesirable effects of
acale and production p/rocess.
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At the outset, AT&T had wanted to
set the phone books in Helwveti-

ca, but as my friend Erik Spieker-
mann said in the Helvetica movie,
1f you’ve seen that, the letters

in Helvetica were designed to be
as aimilan to aone ancthen as pos-
aible. This is not the recipe for
legibility at amall size. It looks
very elegant up on a slide. I had
to disambiguate these fowms of

the figures as much as possible in
Bell Centennial by sort of opening
the shapes up, as you can see in
the bottom part of that slide.

Matthew Carter

Helvetica

1235689

Bell Centennial

1235689
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151

So now we’re on to the mid-’8Qs,
the early days of digital out-
line fonts. vecton technology.
There was an issue at that time
with the size of the fonts, the
amount of data that was required
to find and stone a font in com-
puter memory. It limited the
number of fonts you could get on
your typesetting system at any

one time. I did an analysis of
the data, and found that a typi-

Matthew Carter

B I TSTREAM
CHARTER.

’/

cal aenif Pace you see on the left

needed nearly twice as much data
as a aans saetif in the middle be-
cause of all the points required
to define the elegantly cuwiued
senif brackets. The numbers at
the bottom of the slide, by the
way, they represent the amount of
data needed to store each of the
fonts. So the sans senif, in the
middle, sans the seniifs, was much
more economical, 81 to 151.

My Life in Typefaces
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B 1 TSTREAMN
CHARTER-

I made a senif type, you can see it

on the right, without curved ser-
ifs. I made them polygonal, out of

straight line segments, chamferned
bruackets. And look, as economical

in data as a sans senif. We call it
Charter, on the right.

T———HH’] E%%—————J;q

]
N

7/
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So I went to the head of engineering with my numbers, and I said proudly,

File Edit Insert  People

the designer: 1 have solved your problem

the engineer: 0Oh., What problem?

the designer: Well, you knouw, the problem of the huge datas you require for
serif fonts ad so on.

fﬁMZEﬂgﬁﬂQEPI Oh. We solved that problem last week. We wrote a2 compaction
routine that reduces the size of 211 fonts by an order of

magnitude. You can have as many fonts on your system as you
like,

the designer: Well, thank vou for letting me know.

A KN A% A ™H BE Z U link

Foiled again. I was left with a design solution for
a nonexistent technical problem.







But here is where the satonry sort
of gets interesting for me. T
didn’t just throw my design away
in a £it of pique. I persevered.
What had started as a technical
exercise became an aesthetic ex-
ercise, really. In othen wonds, I
had come to like this typeface.

I liked the design for its own

sake. The simplified forms
A0 LR R debn LB i of Charter gave it a sort of
. 8 ' . e plain-apoken quality and unfussy
spareness that sort of pleased
me. You know, at times of taech-
nical innovation, designers want
to be influenced by what’s in the
air. We want to respond. We want
to be pushed into exploring some-
thing new. So Charter is a sort
of parable for me, really. In the
end, there was no hard and fast
causal link between the technology
and the design of Charter. I had
really misunderstood the tech-
nology. The technology did sug-
gest something to me, but it did
not force my hand, and I think

this happens veny often.
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You know, engineers are verwy amait,
and despite occasional frustra-
tions because I’m less smart, I’ve
always enjoyed working with them
and learning from them. Apropos,

in the mid-’90s, I started talking
to Microsoft about screen fFonts,
Up to that point, all the fonts on

Matthew Carter

screen had been adapted from pre-
viously exiating puinting £Lonts, of
course. But Microsoft foresaw cor-
rectly the movement, the stampede
towards edlectionic communication,
to reading and writing on Screen
with the printed output as being

sort of secondawy in impoitance.

My Life in Typefaces
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So the priorities were just tipping
at that point. They wanted a small
core set of fonts that wene not
adapted but designed for the screen
to face up to the problems of screen,
which were their coarse resolution

It was only a stopgap. Microsoft came

back to say that affordable comput-

en monitors with better resolutions
were at least a decade away. So I
thought, well, a decade, that’s not
bad, that’s more than a stopgap.

displays. I said to Microsoft,

Verdana
Latin ABCDEFGHIJKLMNO

PQRSTUVWXYZ&abcdefghi
jkimnopgrstuvwxyzaescefifl

1234567890$¢C£/¥Y@% # +
Greek ABIMAEZHOIKAMNZ=

OMPZTYOXWQaBvoelnBikA

So I was persuaded, I was convinced,

and we went to work on what became
Verdana and Georgia, for the first
time working not on papen but direct-
ly onto the screen from the pixel up.

I’ve designed koo many faces in the
past that were intended to miti-
gate technical problems. Thanks to
the engineers, the technical prob-
lems went away. So did my typeface.

20 Matthew Carter My Life in Typefaces
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At that time, screens were bina- T =
ry. The pixel was either on or it fac 05
was off. Here you see the outline " g%m
of a letter, the cap H, which is g0
the thin black line, the contour, b
which is how it is stored in mem- iZOS
ory, supenimposed on the bitmap, e

which is the grey area, which is =kl
how it’s displayed on the screen. R
The bitmap is rasterized from J;'

the outline. Here in a cap H, i fac OS5
which is all straight lines, the i Wi 2

two are in almest penfect aync e — 103

on the Cartesian grid.
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0 [79] from Verdana

upe

Mot so with an 0. This looks more

T v T eh @ dw D disL T g is

[ Sl k= il ik el ™ L

1¢ O like bricklaying than type design,
o but believe me, this is a good
EE& bitmap O, for the simple reason
T that it’s symmetrical in both x and
= y axes. In a binary bitmap, you

actually can’t ask for more than
L that. I would sometimes make, I
HIEON don’t know, thnee on foun differn-
vl ent vewnsnions of a difficult letter
like a lowercase H, and then stand

3. back to choose which was the best.
- 1 IEE Well, there was no best, so the
fac O

96 Matthew Carter My Life in Typefaces




designer’s judgment comes in try-
ing to decide which is the least
bad. Is that a compromise? Hot

to me, if you are working at the
highest standard the technology
will allow, although that standard
may be well short of the ideal.
You may be able to see on this
slide two different bitmap fonts
there. The “a” in the upper one,

I think, i& better than thea “ag*
in the lower one, but it still
alfi*t great. You can maybe see the
effect better if it’s zeduced.
Well, maybe not.

2 untitied - Paint
Fle [dt Vew |mage Optons Hep

The main purpose of a typeface i
to be legible, i.e. the recipient of-
little effort as possible, and re-ass

The main purpose of atypeface 15t
be legible, 1.e. the recipient of the i
effort as possible, and re-assess tho
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For a certain kind of temperament,

there is a certain kind of satis-

7 faction in doing something that

DI b= I3 u-azzm' ::Mn'sgu:u ;:.:M”iﬁlae: ang &

ﬁ ‘&@ cannot be penfect but can still be

r fac 05 'y

i done to the best of your ability.

af || === Here’s the lowencase H from Geor-

- 4g2)0 gia Italic. The bitmap looks jag-
ﬁg ged and rough. It is jagged and
205 rough. But I discovered, by expesn-

R a iment, that there is an optimum

slant for an italic on a screen so

B the strokes break well at the pix-
Jﬁa el boundaries. Look in this ex-

ac 05 ample how, rough as it is, how the
i left and right legs actually break

SE08 at the same level. That’s a victo-

: ry. That’s good, right there. And
of course, at the lower depths,
you don’t get much choice.

102 Matthew Carter My Life in Typefaces 103
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This is an §, in case you were
wondering. Well, it’s been 18 years
now since Verdana and Georgia were
released. Microsoft were absclute-
Ly night, it took a good 10 years,
but screen displays now do have
improved spatial resolution, and
very much improved photaomet/iic
nesolution thanks to anti-alias-
ing and so on. So now that their
mission 1s accomplished, has that
meant the demisae of the acieen
fonts that I designed for coarser
displays back then? Will they out-
live the now-obsolete screens and
the flood of new web fonts coming
on to the market? Or have they es-
tablished thein own sort of evolu-
tionawy niche that is independent
of technology? In other words,
have they been absorbed into the
typographic mainstream? I’m not
sure, but they’ve had a good run
so far. Hey, 18 is a good age for
anything with present-day rates of
attrition, so I‘m not complaining.
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For my sweet boy — you are gone, but
deeply loved and missed. You were wanted
for felonious mischief, but never caught.
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Today it has become necessary to demolish the myth
of the “star’ artist who only produces masterpieces for
a small group of ultra-intelligent people. Tt must be
understood that as long as art stands aside from the
problems of life it will only interest a very few people.

illustrations which it was not possible to publish in
the limited space of a daily paper. I have als? .madc
a few essential changes for the English edition. I
hope that other designers will make similar efforts to
spread knowledge of our work, for our methods are
daily asserting themselves as the fittest way of‘ gain-
ing the confidence of men at large, and of giving a
meaning to our present way of life.

ew o
hn:;of:ms:, 2 ereargy S
€ he iy y e
AN needs 2 Prodigy, by p i
COnseions opy s CTUNg to g pro s
LS, a0d ingepe, e O M8 creagiye o Procise
“Penden; of Tormyla x P}:’Wr,
in his

18 Bruno Manari

Culture
today is
becoming

1 AN
Jip

and the artist must step down from his pedestal and
be prepared to make a sign for a butcher’s shop (if
he knows how to do it). The artist must cast off the
last rags of romanticism and become active as a man
among men, well up in present-day techniques, ma-
terials and working methods. Without losing his
innate aesthetic sense he must be able to respond

with humilit)’ and competence to the demands his

neighbours may make of him,

From that time on we have watched an ever more rapid
succession of new styles in the world of art: abstract
art, Dada, Cubism, Surrealism, NeoAbstract art,
Neo-Dada, pop and op. Each one gobbles up its prede-
cessor and we start right back at the beginning again.

the objects we 3
% 0 %, @
use every day and % ?"o*e‘\{é%
the surroundings we livein %, %, %
have become in themselves a work % "0,50% %

of art, then we s hall be able to say that "ﬂ(ofc o .
we have achieved a balanced life. %

Designas A 1p

The designer of today re-establishes the
long-lost contact between art and the
publie, berween living people and art as a living
thing. Instead of pictures for the drawing-room,
electric gadgets for the kitchen. There should be
no such thing as art divorced from life,
with beautiful things to look at and hid-
eous things to use. If what we use every day is
made with art, and not thrown together by chance or
caprice, then we shall have nothing to hide.

Anyone working in the field of design has a
hard task ahead of him: to clear his neighbour’s
mind of all preconceived notions of art and artists, no-
tions picked up at schools where they condition you
to think one way for the whole of your life,
without stopping to think that life changes - and today
more rapidly than ever. It is therefore up to us designers
to make known our working methods in clear and simple
terms, the methods we think are the truest, the most up-
to-date, the most likely to resolve our common aesthetic
problems. Anyone who uses a properly designed object
feels the presence of an artist who has worked
for him, bettering his living conditions and encouraging
him to develop his taste and sense of beauty.

16 Bruno Munari

When we give
a place
of honour in the drawing-room
to an ancient Etruscan vase
which we consider beautiful,
well proportioned and made
with precision and economy,
we must also remember that
the vase once had an
extremely common use. Most
probably it was used for
cooking-oil, It was made by a
designer of those times, when
art and life went hand in
hand and there was no
such thing as a work
of art to look at
and just any
old
thing to
use.

I have therefore very gladly accepted the proposal
that I should bring together in a volume the articles I
originally published in the Milanese paper Il Giorno.
To these I have added other texts, as well as a lot of

Designas An. 17
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He is a planner with an aesthetic sense.

Certain industrial products depend in large mea-
sure on him for their success. Nearly always the
shape of a thing, be it a typewriter, a pair of bin-
oculars, an armchair, a ventilator, a saucepan or a
refrigerator, will have an important effect on sales:
the better designed it is, the more it will sell.

The term ‘designer’ was first used in this sense
in America. It+-does notrefer—to—armrindustrialde-
signer, who designs machines or mechanical parts,
workshops or other specialized buildings. He is in
Jfact a design engineer, and if he has a motor-scoot-
er on the drawing-board he does not give a great
deal of importance to the aesthetic side of things,
or at the most he applies a personal idea of what a
motor-scooter ought to look like. I once asked an
engineer who had designed a motor-scooter why he
had chosen a particular colour, and he said:

At one time people thought in terms of fine a7t and
commercial art, pure art and applied art.
So we used to have sewing-machines built by engi-
neers and then decorated by an artist in gold and
mother-of-pearl. Now we no longer have this distinc=
tiom berween fine and not-fine, pare and applied. The
definition of art that has caused so much confusion
in recent times, and allowed so many fast ones to be
pulled, is now losing its prestige.

AL

is once more
becomipg
a trade,

as it was in ancient times when the artist was sum-
moned by society to make certain works of visual
communication (called frescoes) to inform the public
of a certain religious event. Today the designer (in
this case the grapbic designer) is called upon to make a
communication (cal/ed a poster) to inform the public
of some new development in a certain field.

o Munas

el?

because it was the cheapest.

The industrial designer therefore thinks of the
aesthetic side of the job as simply a matter of pre-
viding a finish, and although this may be most scru-
pulously done he avoids aestheticproblems-thacare
bound-up-with-eontemporaryculture because such

things are not considered useful. An engineer
must never be caught writing poetry. The design-
er works differently. He gives the right weight to
each part of the project in hand, and he knows that
the ultimate form of the object is psychologically vi-
ta/ when the potential buyer is making up his mind.
He therefore tries to give it a_form as appropriate
as possible to its function, a form that one might say
arises spontancously from the function, from the me-
chanical part (when there is on€), from the most ap-
propriate material, from the most up-to-date pro-
duction techniques, from a calculation of costs, and
from other psychological and aesthetic factors.

In the early days of rationalism it used to be said
that an object was beantiful in 5o far as it was func-
gional, and only the most practical functions were
caken into account. Various kinds of tool were used
a5 evidence for this argument, such as surgical in-
struments. Today we do not think in terms-of beauty
but of formal coberence, and even the ‘decorative’
function of the object is thought of as a psychologi-
cal element. For beauty in the abstract may be
defined as what is called style, with the consequent
need to force everything into a given style becanse it is
new. Thus in the recent past we have had the acrody-
namic style, which has been applied not only to aero-
planes and cars but to electric irons, perambulators
and armchairs. On one occasion I even saw an aero-
dynamic hearse, which is about as far as the acrody-
namic style can go (speeding the departing guest?).

We have therefore discarded
nme dDStPACt
Sende.

as something stuck on to the technical part of a thing,
like a stylish car body or a decoration tastefully cho-

sen from the work of some greac artist. Instead we
have formal coherence, racher as we see it in nature.

4 Brano Munari

And why is it

the dedigper

who is called upon?
Why is

the ar{idt

not torn from his easel?

Because the designer knows about printing, about the
technigues used, and he uses forms and colours accord-
ing to their psychological functions. He does notqust
make-amartistic-sketeh and leave ic-up-to-the printer
to-reproduceitas-best-he-may. He thinks from the
start in terms of printing techniques, and it is with
these that he makes his poster.

The designer is therefore the artist of
today, not beeause-heis-a genius but because he
works in such a way as to re-establish contact between
art and the public, because he has the bamility and
ability to respond to whatever demand is made of him
by the society in which he lives, because he knows his
job, and the ways and means of solving each prob-
lem of design. And finally because he responds to
the human needs of his time, and helps people to
solve certain problems without stylistic precon-
ceptions or false notions of artistic dignity derived
from the schism of the arts.

0rm

follows the

inction.

(Jean-Baptiste Lamarck)

8 Brumo Munari

A
leaf
has the form it has be-
cause it belongs to a certain tree and
fulfils a certain function; its struc- ture is de-
termined by the veins which carry the sap, and the skeleton
that supports it might have been worked out by mathe-
matics. Even so, there are many kinds of leaf, and
the leaves of any single tree differ slightly
among themselves.
But if we saw a fig-leaf on a weep-
ing-willow we would have the fecling that all was
not well. It would lack coherence. A leaf is beautiful not be-
cause it is stylish but because it is natural, created in its exact
form by its exact function. A designer trics to make
an object as naturally as a tree puts forth aleaf.
He does not smother his object with
his own personal
taste but tries to be
objective.

He helps the object, if T may so put it, to make it-
self by its own proper means, so thata ventilator
comes to have just the shape of a ventilator, a fiasco for
wine has the shape that blown glass gives it, as a cat is
inevitably covered with cat-fur. Each object takes on its
own form. But of course this will not be fixed and-final
because techniques change, new materials are discov-
ered, and with every innovation the problem arises again
and the form of the object may change.

DesignasAn a5

The designer

works in a vast sector of buman activity:
there is visual design, industrial design, graphic de-
sign and research design.

Visual design

is concerned with images whose function is to communi-
cate and inform visually:

signs, symbols, the meaning of forms and colours and
the relations between these.

Industrial design

is concerned with functional obfects, designed according to
economic facts and the study of technigues and materials.

Graphic design

works in the world of the Press, of books, of printed ad-
vertisements, and everywhere the printed word ap-
pears, whether on a sheet of paper or a bottle.

Research design

is concerned with experiments of both plastic and visu-
al structures in two or more dimensions. It tries out the
possibilities of combining two or more dimensions, at-
tempts to clarify images and methods in the technolog-
ical field, and carries out research into images on film.

Designas At 20




Ch. 3

So all this talk about sober harmony, beau-
ty and proportions, about the ba/anmce berween
masses and spaces (typical sculpture-talk),
about aesthetic perfection (classicism?), about
the charm of the materials used and the equi-
librium of the forms, all this talk our French
friends go in for, is fust a lot of old- fashioned claptrap.
An object should now be judged by whether it
has a form consistent with its use, whether
the material fits the construction and the
production costs, whether the individual parts
are logically fitted together.

1t is
therefore

quedtiog

- G0helenCe.

Beauty as conceived of in the fine arts,  sense of bal-
ance comparable with that of the masterpicces of the past,
barmony and all the rest of iz, Simply make no
more sense in design. If the form of an object
wurns out to be Beausiful’it will be thanks to the log-
ic of its construction and to the precision r;f

Brumo Mugar

the solutions found for its various components. It
is Peautiful because it is just right. An exact proj-
ect produces a beautiful object, beautiful not because
it is like a piece of sculpture, even modern sculpture,
but because it is only like itself.

If you want to know something else about beauty,
what precisely it is, look at a history of art. You
will see that every age has had itsideal Femus (orApol-
/0), and that all these Venuses or Apollos put together
and compared out of the context of their periods are

nethingless-than a family of monsters.

A thing is not-beausiful because-it-is-beausiful, as
the he-frog said to the she-frog, it is beautiful be-

cause one likes it.
% b ‘The

basic teaching
error of the academy

was that of directing its
attention towards genius rather

0 than the average.’

DesignasArt 3¢

nGe

upon

there was pure art and applied art (I prefer
to use these terms, rather than e’ and ‘commer-

ciaf’; because ‘commereial-artdoes norreatly cover-

enough ground). At all events, forms were horn
in secret in ivory towers and fathered by di-
vine inspiration, and Artists showed them only
to initiates and only in the shape of paintings and
pieces of sculpture: for these were the only channels of
communication open ro the old forms of art.

Around the person of the Artistic Genius there
circulated other and lesser geniuses who absorbed
the Pure Forms and the Style of the Master
and attempted to give these some currency by applying
them to objects of everyday use. This led to the making
of objects in this style or that style, and even today the
question of Style hasnotbeemrattogecher disposed-of.

32 Brumo Munari

i
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The distinction between pare art, applied art and in-
dustrial design is still made in France, a country that
at one time was the cradle of living art. What we call
design, the French call ‘esthetique industri-
elle’, and by this phrase they mean #e application to
industry of styles invented in the realm of the pure arts.

It therefore comes about that in France they make
lamps inspired by abstract forms without bearing in
mind that a lamp mast give light. They design a Sur-
realist television set, a Dada table, a piece of ‘infor-

mal’ furniture, forgetting that all-objectshave their

-exaet-uses-and-well-defined-funetions, and that they

are no longer made by craftsmen-modelling a-stylish
shape in copper according to their whim of the mo-
ment but by automatic machines turning out thou-
sands of the things at a time.

What then is this thing called Design
if it is neither style nor applied art?

1t is planning: the planning as objectively as possible
of everything that goes to make up the surround-
ings and atmosphere in which men live today. Tis
atmosphere is created by all the objects produced by
industry, from glasses to houses and even cities. It
is planning done without preconceived
notions of style, attempting only to give each
thing its logical strucrure and proper material, and in
consequence ifs Jogical form.

DaignusAn 33




But seeing the things behind the names will
help us to understand the structure of the
world we live in. Good language will help
us to communicate with one another about
the realities of our environment, where we
now speak darkly, in alien tongues.’

(Stuart Chase, The Tyranny of Wards)

38 Bruno Murari

(instead of dark) and so on. Can we imagine 2 ‘No
Overtaking’ sign with a cofee and chocolate car on
a violet background? Well, yes. We can imagine it for
fun, but we cannot use-it-foraroadsign-inreatlife.

At some times in the past a certain series of colours,
let us say all of dark tone, were indiscriminately
adapred toall branches of human activity. The
colours used for furnishings did not differ mueh-from
those for clozhes or carriages. But today different
colours have different uses. For roadsigns
we use only red, blue and yellow (aparr from the
green light at traffic lights), and each colour has its
well-defined meaning, In advertising we use bright
brash colours or very refined ones according to our
purpose. In printing we use the dull four-colour sys-

tem which reduces all colours to a norm, while wom-
en’s fashions make use of all the colours in rotation.

A
dou.
ble.bend
sign in the
style of Louis
XIV. There have al.
ways been danger.
ous double bends,
even in the time of Louis
XN, buc then there were no
roadsigns., They
had heraldic arms in«
stead. As the speed and volume of
traffic increases, decoration is proportions
ally reduced, until it reaches the bare essen-
tials of our present-day signals. Visual language
changes according to the needs of the day.

* ... And after whan ye han examined
youre conseil, as Than said beforne, and
knowen wel that ye moun performe
youre emprise, conferme it than sadly
til it be at an ende? Can one now ad-
dress the public in the language of the

fourteenth century? It is most unlikely
that the public would understand.

Just as there are dead languages, it is natural that
there should be modes of expression and commanication
that have gone out of use. Tt is a well-known fact that
to get a message across we can use not only werds,—
but in many cases also images, forms and colours, sym-
bols, signs and signals. Just as there are words which
belong to other ages, so there are colours, Jforms,
signs and so on which in our time have come to mean
nothing, or would convey a wrong meaning.

Designas At 30

In
the past,
images were
nearly all painted,
drawn or carved,
and they reproduced
visible and recogniz-
able reality. Now
we can even see the
invisible. We have
a host of machines explor-
ing for us what we cannot sce
with the naked eye. We have X-ray
photos, the world of the microscope,
and the abstract inventions
of artists, We have machines
that enable us to see music and
sounds in the form of luminous
waves, machines that show
us photo-elasticicy in colour
by means of polarized
light, machines that slow
up pictures of motion
until we get
as it were
ablow-up
of each
instant. Then there
are the lights which already form an accepted part of the
night-scape, fluorescent lights, neon, sodium vapour
lights, black light. And
we have forms that
are beautiful and
exact because they
are true forms: the
forms of acroplanes and missiles are dictated by the demands of speed, and
were inconceivable in the past. These are forms we see every day, the colours and
lights of our own time. To accepe, to know and to usc them is to cxpress oneselfin

the language of today which was made for the man of today.

What does a

blickSmith'S Sigy
lackdm S

To children in 1900 it meant a lot: it meant excite- periods in which all the colours are earthy and
ment. When they saw it they ran to watch the the forms hard, some in which the whole range
blacksmith hammering the glowing iron on his of colours is put to use, others in which everything
anvil, heating it every now and then in a furnace i is done with three or four colours. And so on down
that threw off sparks like a firework display, nail- to our own times, when thanks to chemistry, plastic
ing the finished shoe to the horse’s hoof. Imagine materials and other inventions, the kingdom of
the pungent stench of the hot iron, and the huge im- colour is governed by total chaos.

passive horse tethered to an iron ring set in the black-
ened wall of that smoky cavern ....

Certainly if we now used the colours of the ‘art
nouveau' period for roadsigns, these would fade
magnificently into their surroundings. At that time they
used some really refined combinations of colour. A.
symbol and a sign that evoked many images and t faint idea of them can still be had from Roberts’s
meanings is now reduced ro the status of a lucky charm. @lcum powder boxes and the labels on Strega bot-
tles. They used to put pink and yellow side by side,
or brown and blue, coffee and chocolate, pea-green and
violet. Then they would make unexpected leaps
from one shade to another, putting red with pale blue

Maybe a city child of today doesn’t even know what a
horseshoe is, and for this reason an object that was a

We can point out similar changes in the colours used
forvisualcummunication.Laoéirrgimo:bepa.rrweﬁm’
certain periods dominated by certain colours and forms:
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Not caly
each letter
have 2 shape
baz allits
rogether
to the word.
course refer- ring
or az least written,
the words we bear in
the radio do oot have a
They have what might be
form, butwe  are not dealing
the moment.  When you read

does
of 2 word
of its own,
lewiers cken
give shape
Weare of
to printed,
words; for
spesch or on
wigmal form.
called sonic
with chis at
the ward

MAMMA youseeat once that it has quite
a2 different shape from  the word OBOLO.
The lines (seraight or curved, upright

or atan angle) and the blank spaces

berween one les- ter and the next

all conuribute to giving the word
its overall shape.

Knowledge of the shape of words and the possibilities these offer
he comes to make warning signs that have to be takenin quickly,
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*sport’, and the "in’ words of the momenz,

such a3 "pop”. These we seize at a glanee,
without having to spell out each leter
or syllable. That is, we recognize their
overall shape, a thing we cannoc do with

lisr words such as p
o tryazl 4 pecially when
these are written in the tiniest prine
on a minate scrap of paper rolled
round 2 medicine bortle, for
example.

Some words, such
as the names of well-known

firms or products, are so familiar
to us that ifwe
block out most of
the letters we can
still read the name
correctly at first

glance and only notice
afterwards  that some-
thing is slightly un-

usual. But this can

only hap- pen if we
preserve the general
shape of the word.

for communication can be very useful to the graphic designer when

An experiment
anyone can make is to cut
out the letrers of a newspaper
title, for example, and push
these closer together until the
upright stroke of one letter also
does duty for the next. This gives
a clearer idea of the shape of the
word. One can go even further,
and superimpose one letter on
another, as in one of my illustra-
tions I have made an M do dury
also as an A in the word DAMO
(the trademark of an ancient

Roman brick factory).

like the ones on motorways, that one cannot stop to decipher.
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A transcript of Matthew Carter’s TED Talk

Matthew Carter explores the evolution of
typography, balancing function and aesthetics
within technological constraints. Detailing how
these shape the development of typefaces that
are both readable and visually compelling.

Iype

is something we consume
in enormous quantities.

In much of the world,
it?’s completely

But few consumers are concerned to know
whene a particular typeface came from

or when or who designed it, if, indeed,
there was any human agency involved in
its creation, if it didn’t just sort of
matenialize out of the software ether.




But I do have to be concerned with
those things. It’s my job. I’m one
of the tiny handful of people who
gets badly bent out of shape by
the bad apacing of the T and the
E that you see there. I’ve got to
take that slide off. I can’t stand
it. Nor can Chris. There. Good.
So my talk is about

Alie at TED.

5 This
Ibe connecnon be i Eoge : I’m neally aorvyy. Both of these
:::::‘fl:ct i were made on a computer, aame
of tools aoftwane, asame Bézien cuwiues, same
on, ToIm font format. The one on your left
The two let= . .
ters, the two K's, g was made by Zuzana Licko at Emi-
the one on your left, i gre, and I did the other one. The
my right, is modern, f i tool is the aame, yet the lettens
made on a computs E
e all straight are diffenent. The letters are
lines are different because the designers
dead straight. are different. That’s all. Zuzana
The technology has changed a o : wanted hers to look like that. I
number of times since I started kind of ; wanted mine to look like that.
work: photo, digital, desktop. :’;E;‘:h. ’“a::;:l
screen, waeb. I’ve had to survive that thfe
OY= -
in- : story .
o

those changes and try to uwun- s
densntand thein implications for
what I do for design.

pPOS= es.

Unlike a p£ine ant, such as sculp- sesthetic element. What makes
ture or architecture, type hides these two letters differnent from
its methods. I think of myself different interpretations by

as an industrial designer. different designers? What gives
The thing I design is manufac- the wank of some designens sort
tured, and it has a ZLunction: of characteristic personal

to be read, to convey mean- style, as you might find in the
ing. But there is a bit more to work of a fashion designer, an

it than that. There’s the sort of automobile designesn, whateven?




In Hels
vetica
Coms

| pressed,

Extra
Come

There have been some cases, I admit, raaiin

where I as a designer did T

Coms

This is from the mid-’60s, the
change from metal type to pho-

to, hat to cold. This brought some Gt

benefits but also one particular i

dnawback: a spacing system that PR

only provided 18 discrete units b el e

for letters to be accommodated Irilams; 18 de
on. I was asked at this time to do you :

these and

design 2 series of condensed sans Mok e

L]
tbe I” ue”c&? O serif types with as many diffen- l“?:xiﬁnem, "::mﬁ: e
& ent vaniants as possible within AR
this 18-unit box. Quickly looking : doing

job today,

at the arithmetic, I realized I i . of having
could only actually make three of el
nedated design. Here you see them. I would have 1,000, Clearly T

could make more variants, but would these
three members of the family be better? It’s
hard to say without actus ally doing
it, but they would not be
better in the propors tion of
1,000 to 18, I can tell you that,
My instinet tells you that any
improvement would be rather
slight, bes cause they were des
signed as functions of the
syste=s they were des signed to
fit, and as I said, type is
very adapts able, It does not
bide its methods,

All industrial designers work
within constraints.

The question is, does a constraint
force a compromise? By accepting

a constraint, are you working to a
lowen atandand? I don’t believe
S0, and I’ve always been encour-
aged by something that Charles
fames said. He said he was con-
scious of working within con-
atnaints, but not of making compro-
mises. The distinction between a
canstnraint and a compromise is ob- '
viously very subtle, but it’s very
central to my attitude to work.




Remember this reading experience?
The phone back. I’ll hold the slide
so you can enjoy the nostalgia.
This is from the mid-’70s early
trials of Bell Centennial type-
face I designed for the U.S. phone
books, and it was my first expe-
rience of digital type, and quite
» baptism. Designed for the phone
books, as I said, to be printed

at tiny sdize on newsprint on very
high-speed rotary presses with ink
that was kerosene and lampblack.

This is not a
hospitable
ernvironment
for a

Ivpographic
desicgner.

At the outset, AT&T had wanted to
set the phone books in Helveti-

ca, but as my friend Erik Spieker-
mann said in the Helvetica movie,
if you’ve seen that, the letters

in Helvetica were deaigned to bhe
as aimilan to aone anothen as poos-
aihle. This is not the recipe for
legibility at amall aize. It looks
very elegant up on a slide. I had
to disambiguate these founs of

the fZigunres as much as possible in
Bell Centennial by sort of opening
the shapes up, as you can see in
the bottom part of that slide

L& F
oQN

So the challenge for me was to de-
sign type that performed as well

as pasasible in these very adverse
production conditions. As I say,
we were in the infancy of digital
type. I had to draw eueay chan-
acten by hand on quadrille graph
paper — there were foun weights
of Bell Centennial — pixel by pix-
@l, then encode them srasten line
by nasten line for the keyboard.

Helvetica

1235689

Bell Centennial

1235689

BEL "
akifujenb

12543608

So now we’re on to the mid-'80s,
the early days of digital out-
line fonts, vector technology
There was an issue at that time
with the size of the fonts, the
amount of data that was required
to find and atore a font in COM-
puter memory. It limited the
number of fonts you could get on
your typesetting system at any
one time. I did an analysis of
the data, and found that a typi-

It took two years, but I learned a
lot. These letters look as though
they’ve been chewed by the dog or
aomething on othea, but the miss-
ing pixels at the intersections
of atrckes or in the crotches are
the result of my atudying the ef-
fects of ink spreadon cheap paper
and reacting, revising the font
accordingly. These atnange anti-
facts are designed to compensate
for the undesirable effects of
acale and production process.

cal aenif face you see on the left
needed nearly twice as much data
as a aans aenif in the middle be-
cause of all the points required
to define the elegantly cuiued
aenif brackets. The numbers at
the bottom of the slide, by the
way, they represent the amount of
data needed to store each of the
fonts. So the asans seaif, in the
middle, aans the senifs, was much
more economical, 81 to 151.




B ITSTREAM
C H ARTER.

Apa”

I thought

“The engmeerg

ave a problem,

I made a senif type, you can see it
on the right, without curved ser-
ifs. I made them polygonal, out of
straight line segments, chamfened
brackets. And look, as economical
in data as a aans aenif. We call it
Charter, on the right.

So I went to the head of engineering with my numbers, and I said prou

File Edit Insert People

gner. I have solved your proban

the engineer: 0Oh., What problem?

Well, you know, the probflem of the huge data you require for
serif fonts ad so on.

routine that reduces th
magnitude. You can have
like,

size of 3ll fonts by an order of
s many fonts on your system as you

Oh. We solved that prnb:En last week. We wrote a2 compaction

Well, thank you for lettidng me know.

PRSI EFr 2 1 link

Foiled again. I was left with a design solution for
a nonexistent teghnical problem.




But here is where the atony sort
of gets interesting for me. I
didn’t just thwow my design away
in a £it of pique. I persevered.
What had started as a technical
exercise became an aeathetic ex-
encise, really. In othea wonds, I
had come to like this typeface.

So the priorities were just tipping
at that point. They wanted a small
core set of fonts that wene not
adapted but designed for the screen
to face up to the problems of screen,
which were their coarse resolution
displays. I said to Microsoft,

a typeface
Jor a particular
technology
isaself- :

obsoleting

tvpeface.

I’ve designed too many faces in the
past that were intended to miti-
gate technical problems. Thanks to
the engineers, the technical prob-
lems went away. So did my typeface.

I liked the design for its own
sake. The simplified forms

of Charter gave it a sort of
plain-spoken quality and unfussy
spareness that sort of pleased
me. You know, at times of tech-
nical innovation, designers want
to be influenced by what’s in the
air. We want to respond. We want
to be pushed into exploring some-
thing new. So Charter is a sort
of parable for me, really. In the
end, there was no hard and fast
causal link between the technology
and the design of Charter. I had
really misunderstood the tech-
nology. The technology did sug-
gest something to me, but it did
not force my hand, and I think

this happens veny often.

It was only a stopgap. Microsoft came

back to say that affordable comput-
e/ monitors with better resolutions

were at least a decade away. So I
thought, well, a decade, that’s not
bad, that’s more than a stopgap.

Verdana

Latin ABCDEFGHIJKLMNO
PQRSTUVWXYZ&abcdefghi
jkimnopqrstuvwxyzaecefifl
1234567890$¢£,¥Y@% # +
Greek ABIAEZHOIKAMNZ=
OMPZTYOXWQaBvdelnBIKA

So I was pensuaded, I was convinced,

and we went to work on what became
Uerdasnas and Beorgia, for the first
time working not on papen but direct-
ly onto the screen from the pixel up.

You know, engineers are uery smani,
and despite occasional frustra-
tions because I’m less smart, I’'ve
always enjoyed working with them
and learning from them. Apropos,

in the mid-’90s, I started talking
to Microsoft about screen fonts.
Up to that point, all the fonts on

screen had been adapted from pre-
viously exiating printing fants, of
course. But Microsoft foresaw cor-
rectly the movement, the stampede
towards electrionic cammunication,
to reading and writing on screen
with the printed output as being
sort of aecondany in impoatance.




At that time, screens were bina-

ry. The pixel was either on or it
was off. Here you see the outline

of a letter, the cap H, which is

the thin black line, the contour,
which is how it is stored in mem-
ory, supenimposed on the hitmap,

which is the grey area, which is
how it’s displayed on the screen.
The bitmap is rasterized from
the outline. Here in a cap H,
which is all straight lines, the
two are in almost penfect aync
on the Cartesian grid.

designer’s judgment comes in try-
ing to decide which is the least
bad. Is that a compramise? Hot

to me;, if you are working at the
highest standard the technology
will allow, although that standard
may be well short of the ideal.
You may be able to see on this
slide two different bitmap fonts
there. The “a” in the upper one,

I think, is better than the “a”
in the lower one, but it still
ain’t great. You can maybe see the
effect better if it’s neduced.
Well, maybe not.

B

The main purpose of a typeface iy
to be legible, i.e. the recipient of -
little effort as possible, and re-ass

The main purpose of atypeface1st
be legible, 1.e. the recipient of the i
effort as possible, and re-assess th

Mot so with an 0. This looks more
like bricklaying than type design,
but believe me, this is a good
bitmap 0, for the simple reason
that it’s symmetrical in both x and
y axes. In a binary bitmap, you
actually can’t ask for more than
that. I would sometimes make, I
don’t know, three an four diffen-
ent vensions of a difficult letter
like a lowercase A, and then stand
back to choose which was the best.
Well, there was no best, so the




For a certain kind of tempenament,
there is a certain kind of satis-
faction in doing something that
cannot be penfect but can still be
done to the best of your asbility.
Here’s the Llowencase H from Geor-
gia Italic. The bitmap looks jag-
ged and rough. It is jagged and
rough. But I discovered, by expen-
iment, that there is an optimum
slant for an italic on a screen so
the strokes break well at the pix-
el boundaries. Look in this ex-
ample how, rough as it is, how the
left and right legs actually break
at the same level. That’s a victo-
ry. That’s good, right there. And
of course, at the lower depths,
you don’t get much choice.

This is an §, in case you were
wondering. Well, it’s been 18 years
now since Verdana and Georgia were
released. Microsoft were abaclute-
ly night, it took a good 10 years,
but screen displays now do have
improved spatisl resolution, and
very much improved photametric
nesolution thanks to anti-alias-
ing and so on. So now that their
mission is sccomplished, has that
meant the demise of the acreen
fonts that I designed for coarser
displays back then? Will they out-
live the now-obsolete screens and
the flood of new web fonts coming
on to the market? Or have they es-
tablished thein own sort of euwolu-
tionany niche that is independent
of technology? In other words,
have they been absorbed into the
typographic mainstrean? I’'m not
sure, but they’ve had a good run
so far. Hey, 18 is a good age for
anything with present-day rates of

attrition, so I'm not complaining.
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