‘

The Journal of Typographic Research
Volume IV, Number 2, Spring 1970

; Kenneth S. Goodman

r Type—Part 11
' Ivan L. Kaldor

Jeremy J. Foster

Type Legibility in Cartography
Barbara S. Bartz

169—172 Comment: Design Education
Arthur J. Pulos

173—178 Book Reviews

r 179—188 Correspondence

192 The Authors

pocgevrorc N

103—110 Psycholinguistic Universals in the Reading Process

111—138 The Genesis of the Russian Grazhdanski Shrift or Civil

139—145 Directional Consistency in Form Identification

147—167 Experimental Use of the Search Task in an Analysis of

189—191 Abstracts of Journal articles in French and German

The Journal of Typographic Research, Volume IV, Number 2, Spring 1970.
Published quarterly (Winter, Spring, Summer, and Fall) by the Fournal,
c¢/o The Cleveland Museum of Art, Cleveland, Ohio, USA 44106.
Copyright © 1970 by The Fournal of Typographic Research.




5. Reading instruction should use natural meaningful language
within the conceptual grasp of the learners. (This implies of course
that the content should always be relevant as well.)

6. Where it is at all feasible the child should achieve initial literacy
within his own language (in fact within his own home dialect) !

Reading a Second Language

From my study of the reading process here are some implications I see
for learning to read a second language:

(a) Learning to read a second language should be easier for someone
already literate in another language, regardless of how similar or
dissimilar it is,

(b) Reading will be difficult as long as the student does not have some
degree of control over the grammatical system.

(c) Strong semantic input will help the acquisition of the reading
competence where syntactic control is weak. This suggests that the
subject of reading materials should be of high interest and relate to
the background of the learners.

(d) Reading materials in early language instruction should probably
avoid special language uses such as literature and focus on mundane,
situationally related language such as signs, directions, descriptions,
transcribed conversations, etc. This would depend, of course, on the
background of the learner. Scientists should do very well with
materials dealing with their own interests.

(e) It will always be easier for a student to learn to read a language
he already speaks. For young learners this clearly suggests a sequence
of early focus on oral language and later introduction of reading,
even in situations where the second language will be the medium of
later education. But the motivation and needs of older highly literate
students may suggest that oral and written language receive equal
attention even at early stages.

(f) Asin learning to read a first language, reading instruction should
always involve natural, meaningful language and instruction should
avoid the trivial and keep the focus on comprehension strategies.

This article is based on a speech by Dr. Kenneth S. Goodman at the Second
International Congress of Applied Linguistics, Cambridge, England, September
1969.

110

The Genesis of the Russian Grazhdanskii Shrift or
Civil Type—Part II

Ivan L. Kaldor

Part 1T of the Kaldor paper is based on the assumption that the first Russian modern
type (i.e., Peter I’s grazhdanskii shrift) was patterned after three basic models:

(a) the late seventeenth- and early eighteenth-century Russian civil hands, (b) the
outmoded poluustav type, and (c) the contemporaneous Western roman types.

The impact of Western roman types appears to be the most significant. In his
search for a particular work that might have served as a source, the author

proposes the hypothesis that the roman type used in Matthias Dégen’s Architectura
militaris moderna and, to some extent, in Peter’s favorite Symbola et emblemata were

the models applied by the designer. A type-by-type analysis of the original three
versions of grazhdanskii shrift is used to support the basic theory.

Part I of this paper (cf., The Journal of Typographic Research, 111
[October 1969], 315-344) offered a brief, documented history of the
creation of grazhdanskii shrift, the first modern typeface used in
Russia. It also surveyed the transitional types applied by Western
typographers in Peter I's service and contemporaneous engraved
texts with characters of potential prefigurations—all in search for a
possible model used by Kiihlenbach, a military engineer and
designer of the new type. It was established that the final lines of
grazhdanskii shrift had been determined by the Tsar himself. The
Amsterdam and Moscow printers were given copies of the design
and had but little freedom to interpret it creatively. The resulting
types indicate that both groups strictly adhered to the pattern set by
the designer (Figs. 1-3). Thus, it seems appropriate, that the
continuing quest for the model should focus on the basic intellectual
tools of the Tsar and his military engineer-designer; i.e., on the
Russian hands of the era and on foreign, mainly Dutch, technical
and military publications.

The ensuing type-by-type analysis of Figures 1-3 will show that
the influence of both the late seventeenth- and early eighteenth-
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Figure 2. Comparative display of the medium-size characters of grazhdanskii shrift:

I—Types cut in Amsterdam (1707-1709) ; II—T'ypes cut in Moscow by Mikhail
Efremov (1707); ITI—Types cut in Moscow by Aleksandrov and Petrov (1708).
Capitals (above) and lower-case.
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Figure 3. Comparative display of the small-size characters of grazhdanskii shrift:
I—Types cut in Amsterdam ; II—Types cut in Moscow. Capitals (left) and lower-
case.

century Russian hands and the contemporaneous roman types is
clearly detectable. There is, however, a significant difference in the
degree to which the impact of each of these models has found its
expression in the final design of grazhdanskii shrift.

Late Seventeenth- and Early Eighteenth-century Russian Hands

As a possible result of the intensification of diplomatic and commercial
intercourse between Russia and certain European countries, the late
seventeenth-century Russian cursive and the early eighteenth-
century book hands show some indications of the influence of
contemporaneous Latin hands.!

In the late seventeenth-century Russian cursive, the letter O
becomes oval and approaches the shape of a diminutive circle. This is
a rather sharp contrast when compared with the lozenge-shaped
parallelogram of O of the earlier centuries.

The letters M and H also reflect the Western influence: they are
more symmetrical with minims lying in a strict vertical position.
Another salient feature of the change is the gradual establishment of a
certain balance between curves and straight lines (Fig. 4[a]).
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In the early eighteenth-century book hand the letter O
approaches a perfect roundness. The perpendicular stems of capitals
and also the minims tend to follow a strictly vertical stress. The
crossbars take a clear horizontal position. Generally, most characters
of the early eighteenth-century Russian book hand tend to be built
in a strict symmetrical form (Figs. 4[b—e]).

The new vogue resulting from the influence of Latin hands and,
above all, a vivid interest in non-cyrillic characters seem to be
reflected in Karion Istomin’s choice of alphabets for his illustrated
spelling book? published in 1694, This album of engraved plates
offers a parallel presentation of Slavic, Greek, Latin, and Polish
(basically Latin) characters (Fig. 5). It might be of interest to note
that Istomin himself was a proofreader and editor at Peter I's Moscow
Printing Court.3

The changes in Russian hands gradually led to the development
of certain characters which, in their turn, became extremely suitable
models for a cleaner, more straightforward type.

The assumption that letters of late seventeenth- and early
eighteenth-century Russian hands have influenced the Tsar and the
designer is supported by references in Peter I's correspondence to
the shape and lines of characters in contemporaneous cyrillic hands.
For instance, in a communication dealing with his decision on the
final versions of printed Il and T, the Tsar distinguishes between
specimens modelled after their counterparts in Russian hands and
those based on the antiquated poluustav types.*

Furthermore, there are several characters in Kithlenbach’s
original design for grazhdanskii shrift which clearly indicate that their
source is the early eighteenth-century Russian hand. Figure 6 shows
six such letters and six types taken from early eighteenth-century
manuscripts and from texts printed with the 1708 grazhdanskii shrift
respectively.

Figure 4. Facsimile fragments of [top to bottom] (a) late seventeenth-century
(1698) and (b) early eighteenth-century (1703) Russian civil cursive hands; and
(c—e) early eighteenth-century Russian civil hands (1703).
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Figure 5. A page of Karion Istomin’s spelling book (1694) with Slavic, Greek,
Latin, and Polish (basically a variant of Latin) versions of the letter “D.”

118

C9py’bbfb
Jgpybh

Figure 6. Characters of Peter I’s grazhdanskii shrift (top line) and letters of the

eighteenth-century Moscow civil hand. Source: Bol’shaia sovetskaia entsiklopediia,
92d ed., Vol. XII.

Similar though not as clear-cut and impressive likenesses can be
found when the cursive versions of the letters I'r, I, JIm, Hu, Im, P,
and the corresponding types of grazhdanskii shrift are compared.

The question of borrowing from contemporaneous hands becomes
much more involved in the case of characters which are basically
identical in both Latin and cyrillic writings and fonts. Later, within
the type-by-type analysis of grazhdanskii shrift, frequent references
will be made to certain aspects of this problem.

The Impact of Roman Type

Although some of the more complex letters of the cyrillic alphabet do
not lend themselves to romanization, the general appearance of
grazhdanskii shrift unmistakably indicates an adherence to the basic
rules of the design of roman type: a sophisticated application of
straight and curved lines, and circles and squares for the development
of the dignified and restrained geometrical forms of characters.
Indeed, even a superficial glance at any type page of grazhdanskii
shrift would convince the reader that the designer of the new Russian
type must have been influenced by roman type.

A survey of books and other printed matter which Peter I and his
associates used or had access to reveals that most of those works had
been printed in late seventeenth- and early eighteenth-century
Holland, Germany, and France, with roman types then popular in
Western Europe.

In an attempt to isolate works that would have the potential—
typographically and circumstantially—to serve as models, title pages
and texts of a number of contemporaneous Dutch, German, and
French publications were analyzed. Since the designer of the new
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Figure 7. Illustrative fragments of Matthias Dogen’s Architectura militaris moderna
(Amsterdam: 1647) ; above—(a) text of engraved title page; opposite—(b) part
of index and (c) sample text.

type was a specialist in the planning of fortifications, particular
attention was paid to works on that subject. Repeated references in
the Tsar’s correspondence to works on the art of fortification make
this approach even more plausible. Finally, the circumstances and the
locale within which Kiithlenbach, the military engineer-designer,
actually had to produce the draft designs for Peter’s type (i.e., during
the war with Sweden, at Menshikov’s headquarters in Zholkva) are
further justification for such an approach.

There is one particular work with a title page and text designed
and produced with characters and types that show definite resem-
blance to many types of Peter’s grazhdanskii shrift.

The book in question is Matthias Dogen’s Architectura militaris
moderna.’ It was published in 1647 in Amsterdam by Elsevier. This
very successful work was reprinted several times and is considered as
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one of the basic tools of military engineers of the era. Thus, it is most
probable that Kiihlenbach was in possession of Dégen’s work.

The characters and types on the engraved title page (Fig. 7[a])
and in the index and type pages (Fig. 7[b]) that show much
similarity with their counterparts in grazhdanskii shrift are A, T, C,
D,R,I,N, O, a, 1, x, and to some extent also the type M. Further
details concerning possible borrowings from this model are offered
below,

Another possible model is Peter’s favorite Symbola et emblemata,
printed for him in Amsterdam by H. Wetstein, in 1705, just a year
before the Tsar ordered Kiihlenbach to design a new type. Certain
capitals used in the well designed, but rather crudely executed title
page (Fig. 9), carry some potential characteristics of models that
might have been considered by the designer. Again, references to
such characteristics are given infra, in the type-by-type analysis of
grazhdanskii shrift.

If one adds to this the results of Thesing’s attempts to produce a
modified cyrillic type (Fig. 8) and the multitude of engraved
characters in maps, “feierverk” plates,® engraved title pages and
charts, it becomes clear that the impact of roman type must have
been unique and overwhelming.

Until recently in the literature grazhdanskii shrift was referred to as
“Russian antiqua” or “Amsterdam antiqua,” reflecting the consensus
of scholars of Russian printing that Peter I's type was built on the
graphic and aesthetic foundations and structural principles of roman
type. Some recent Soviet studies tend to emphasize the role of
Russian hands as models for the new type.”

The Influence of Poluustav T ype
Finally, mention should be made of the influence of the antiquated
poluustav type. When dealing with characters completely alien to the
Latin hands and roman types, the designer of grazhdanskii shrift had
to reach for inspiration offered by the old-fashioned poluustav types—
the only cyrillic printing type available prior to the introduction of
grazhdanskii shrift.

The ensuing analysis of the individual types of grazhdanskii shrift
supplies ample evidence to demonstrate this fact which is a reality
frequently underplayed by certain authors.
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An Analysis of Grazhdanskii Shrift

[Readers should refer to Figure 1 on pages 112 and 113 for a com-
parative display of the large-size characters of grazhdanskii shrift which
are discussed individually in the following paragraphs.]

Capital A (4z) was occasionally used in early eighteenth-century
civil book hand as a lower-case letter (Fig. 4[c]) and as an alternative
to the “a” fashioned after the Greek “a” (Fig. 4 [d—e]). Since the
poluustav capital A clearly follows the design of its Byzantine counter-
part, the model for the civil type A must have been the identical
roman type. It was one of the four capitals the designs for which were
completed by Kithlenbach and were sent to the printers in 1707.
Capital A in civil type has a pointed apex and a fine, horizontal
center bar. Its hairline terminates in a flat serif. The stem has a
peculiar flat right-hand half-serif which is one of the salient features
of the 1708 civil type. It is interesting to note here that the intentions
of the designer concerning the half-serif of the stem were fully under-
stood and implemented by the Amsterdam type-cutters. Mikhail
Efremov’s specimen sheet indicates that in his capital A (Fig. 9,

line 4, in Part I of the present paper) this aspect of the design was
completely ignored.

In the late seventeenth- and early eighteenth-century Russian cursive
hands the lower-case a followed the form of the Greek “a.” The
structure of a in grazhdanskii shrift, however, resembles the roman
letter. The letter a in the original civil type has a main stem curving
to a pointed end. The well-curved arc of the stem does not extend all
the way to the left and it too has a pointed end. The fairly wide oval
loop sits far down on the stem. Here again the large-size lower-case

a of the Moscow Printing Court represents a variation: its open,
round loop and clumsy foot final have nothing to do with the original
design (Fig. 9, line 1, in Part I of the present paper). Strangely
enough, the form of Efremov’s medium-size lower-case a clearly
indicates the designer’s concept as it was perfectly reflected in the
types cut in Amsterdam (Figs. 1-3).
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The capital and lower-case 6 (Buki) both are based on the design of
the lower-case version of this letter in the early eighteenth-century
civil hand. The original (1707) designs of Peter’s type did not
include the capital version of this letter. The Tsar simply ordered the
capital type made with the design of the lower-case 6. This accounts
for the aesthetically unacceptable oversize type. In 1708, when
Peter I decided to have some additional and modified types cut, he
included in his order a new version of this letter based on the
poluustav B—a character of Greek derivation (Fig. 14, the first letter
inline 1, in Part I of the present paper). In the final version of civil
type (Fig. 15 [1] in Part I of the present paper), however, the Tsar
cancelled the modified b and approved the original design of the
identical capital and lower-case types. The oval bowl shows some
tendency to a vertical stress. The top flag conveys a certain swash
effect. The type 6 in the Amsterdam font is basically identical with
Efremov’s character. However, as was mentioned earlier, Efremov
did not cut a capital 6 for his medium-size type.

The design of the type B (Vedi) in both capital and lower-case
versions is a clear borrowing from roman type. In poluustav type this
character had some strange angular features and in the civil hand its
form was reminiscent of the letter “O.” It should be noted here that
Jan Thesing had a somewhat cruder version (1699-1707) of B among
his capitals (Fig. 8, line 1). The design of B in the Latin title-page of
Symbola et emblemata printed for Peter I in Amsterdam (1705) bears

a strong resemblance to the same character in the civil type (Fig. 9).
B has vertically stressed modified circular bowls. The upper loop is
small. There are flat hairline serifs at the head and foot of the stem.
In Efremov’s type the fine serifs of the design deteriorate into hardly
visible bracketed serifs.

The design of I' (Glagol) may be based on civil hand (Fig. 4 [¢]), or,
with slight modification, on printed poluustav. Shitsgal® noted that
printed versions of characters originating from the Greek such as

I’ occur in certain seventeenth-century books printed in Vilno, Kiev,
and L’vov. The stem has a flat, hairline serif at the foot. The
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Figure 9. Latin title page of Symbola et emblemata printed for Peter I in Amsterdam
by H. Wetstein (1705).
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bracketed serif of the horizontal bar is spurred and is sloped in out-
wards.

Capital [l (Dobro) is the second of the four characters the capital
versions of which were designed by Kiihlenbach in 1707. The vertical
position of its stem is indicative of the influence of contemporaneous
Russian civil hand (Fig. 4 [c] and [e]). This feature wasignored by
Efremov whose medium-size capital [ with its sloping stem bears a
strong resemblance to the early printed poluustav versions of that
character (Fig. 9, in Part I of the present paper). Capital Il has a
thick, flat serif at the head of its stem. There are tail-type bracketed
beaks at each end of the arm. Thesing’s capital [ was based on the
old poluustav version of this character,

The lower-case 1 is a classical example of borrowing from the
decorative minuscule used in early eighteenth-century engraved
plates (Fig. 10). Its occurrence in civil hand is not as frequent as one
might presume from the comments on this type by some Soviet
authors and the Large Soviet Encyclopaedia.® The large, kidney-shaped
lower loop which sits well to the left of the axis is in strong contrast
with the upper bowl. The latter is of a modified circular form.

Both the capital and lower-case E (Est’) bear the clear characteristics
of roman type. The capital E of Peter’s type is reminiscent of the “E”
in the Latin title page of Symbola et emblemata (Fig. 9). It was

designed by Kiihlenbach in 1706-07. Since the late seventeenth- and

110B O p OMINIILA Apiepb rapgii nozso.
AxorgaxpacuoiOaavh mbem pomimb

mo nogb oxbiMb nocemMy no.

cmasntmb

Figure 10. Text fragments from copper-engraved plates entitled ““Ship Signals.””
The undated plates are to be found in the Russian Museum (Russkii muzei) under
the numbers: 32309 and 38420. Source: A. Shitsgal.,
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early eighteenth-century civil hands fully imitated the extremely
narrow, slightly rounded shape of the poluustav E (Figs. 4 [c]—][e])
they could not have supplied a model for Peter I’s version of the
letter E. The additional Amsterdam and Moscow types ordered by
the Tsar in the summer of 1708 included another form of “Est’*
which was based on contemporaneous civil hands (Figs. 14, in Part I
of the present paper, and 4 [e]). Efremov in his large-size lower-case
type substituted a replica of the capital E for this character. He,
however, cut an e, with an open lower loop, for his medium-size
type. The capital E of granzhdanskii shrift has hairline serifs at the
head and foot of the stem. There is also a hairline serif on the short
central arm. The upper and lower arms have lightly bracketed
angular beaks. The upper arm is noticeably shorter than the lower
arm. The lower case e of the civil type is unusually heavy in line.

It has a very small counter and a light, high cross-bar. The lower
curve protrudes decidely to the right.

Capital and lower-case #H (hivete) indicate the influence of early
seventeenth-century printed poluustav. There is a slight variation
between the Amsterdam type and the character cut by the printers
of the Moscow Printing Court (e.g., the ball and sheared terminals
of the arms; in Figs. 1-2). In addition, Efremov’s large-size lower-
case version of this type is much lighter than its Amsterdam counter-
part.

S (Zelo) in its design clearly follows the line of roman type. As far as
the other early versions of this type are concerned, neither Thesing’s
heavy type, which lacks the graceful balance of the Amsterdam and
Moscow civil characters, nor the rather compressed S in Polikarpov’s
Primer (Fig. 11) (nor the poluustav versions of this letter) could have
had substantial influence on its design in grazhdanskii shrift. Both the
capital and lower-case versions of S slightly lean to the left. The
graceful line of the spine, the fairly open curves and the vertical
spurred beaks give a light appearance to this type.




The design of the letter 3 (emlia) stems from the printed poluustav
type. It is one of the additional characters ordered by Peter Iin 1708
and was cut in Amsterdam in the lower-case version of the large- and
small-size types (Figs. 1-2). Aleksandrov and Petrov at the Moscow
Printing Court prepared the capital and lower-case editions of the
medium-size type. There is a noticeable difference in the style
between the Moscow and the Amsterdam versions of 3, the latter
being more archaic and complicated in its form (Fig. 14, in Part Lof
the present paper).

The letter I (I desiaterichnoe) is a clear replica of the roman “I”’: the
printed poluustav version of this letter hardly ever had the
characteristic serifs. In the original set of types cut in Amsterdam and
Moscow in 1707 I did not have two dots above it. The change was
ordered by Peter I on 8 May 1708. In his ukaz this type was

referred to by the Tsar as “Izhe.” The straight vertical stem of this
type has hairline serifs at its head and foot.

U (Izhe) is a character which was not included in the original set of
the Amsterdam types. It was ordered by the Tsar as an addition to the
basic font in 1708. It was cut in Amsterdam, in the lower-case version
of all three sizes, and in Moscow in the capital and lower-case
versions of the medium-size, and in the lower-case edition of the
small size. The design of this type can be considered rather as a
variation of the elements of roman “N”’ than as a perfected form of
the poluustav 11. It might be of interest to note that Thesing’s capitals
included an “Izhe” modelled after the old poluustav or ustav (Fig. 8).
The medium-size, lower-case Amsterdam and small-size, lower-case
Moscow types have a wide, square appearance. There are slab serifs
at the head and foot of the stems. The diagonal stroke joins the stems
under and above the serifs. The types in both fonts are rather poorly
executed.
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The type K (Kako) was designed following the basic form of roman
type but its elements were influenced, to a certain extent, by the
characters of Russian and Dutch engravers (Fig. 3, in Part I of the
present paper). Efremov’s large-size, lower-case type in its appearance
is more in the spirit of the general design of Peter I’s type than the
rather narrow version of this character made in Amsterdam (Fig. 1).
The reverse is the truth for the medium-size, lower-case type. The
stem of K has slightly bracketed serifs at its head and foot. The hairline
arm has a spurred beak and the gracefully curved lower leg which
protrudes to the right ends in a curved, pounted terminal. As

opposed to the lower-case Latin “k,” the lower-case version of this
type is an exact replica of the capital and does not have any ascenders.

The design of JI (Liudi) does not follow the typographical pattern
of an upright stem set by the civil hand and adopted by Thesing
(1699-1707) in his independently developed modified poluustav
capital type (Fig. 8). The design of the final version of Peter’s JI is
modelled after the poluustav type with the addition of a conspicuous
right-hand flat half-serif which was seen in the case of the capital X.
This type has a slightly bracketed serif projecting at the top of'its
stem. There is a flat serif at the foot of the stem, deteriorating into a
hardly visible bracketed serifin the lower-case version of the large-
size type and reappearing again—in a somewhat cruder form—in
Efremov’s medium-size capital JI. The Russian type-cutter, in the
lower-case version of his large type, changed the direction of this
half-serif by turning it to the left. There is a light curve in the lower
end of the hairline which then ends in a ball terminal. In Efremov’s
large-size, lower-case type this could be described as a bulbous tail.

The type M (Mpyslete) in its design shows a peculiar similarity to
Thesing’s type (Fig. 8) and, to certain types of the Italian
Renaissance. In Polikarpov’s Primer (Fig. 11), just as in the majority
of the roman fonts and in poluustav type, the vertex of the M tends

to reach the base line. The M in grazhdanskii shriftis a square character.
Its vertex is half way above the base line. There are half-serifs at the
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apexes and full, flat serifs at the feet of the stems, Efremov’s large-
size, lower-case M is asymmetric because of a shift to the left in the
position of'its vertex.

The type H (Nash) in its design relies on civil hand (Figs. 4 [b-d])
with some refinements borrowed from roman type. It is a rather broad
character; with Efremov’s lower-case, large-size type approaching a
square, It has flat serifs and a hairline center cross bar. The

medium- and small-size types were rather poorly executed by both
the Amsterdam and the Moscow type-cutters.

The type O (On) reflects the changes in the early eighteenth-century
Russian civil hands but is mainly modelled after its roman counter-
part. This character has a slightly oval-shaped bowl with a vertical
axis. Efremov’s lower-case, large-size type has the shape of a perfect
circle which makes it fit well into the group of types designed with a
rounded body so characteristic of Peter I's type.

The character II (Pokoi) was designed under the influence of
contemporaneous civil hands (Fig. 4 [c]). The peculiar curved
extension of the head of the stem with its slightly bracketed serif gave
to the early version of this type a conspicuously clumsy look. This
effect was less accented in Efremov’s character and in the medium-
and small-size Amsterdam types. If preserved this type would have
become one of the most characteristic letters of grazhdanskii shrift.
Peter I, however, in his order for additional types in Amsterdam and
Moscow (1708), included another design which in its form stood
closer to the printed poluustav I1 (cf., Polikarpov’s Primer, Fig. 11,
lines 2 and 6) and was a wider and lighter version of the former.

In the final edition of grazhdanskii shrift (Fig. 15 [2], in Part I of the
present paper) approved by him on 29 January 1710, the Tsar
deleted the early versions of this character and kept the design which
had been borrowed from the printed poluustav. Thus, Il in the civil
type (1710) has rather heavy stems with short slab serifs at the foot.
The horizontal stroke connecting the heads of the stems in certain
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types projects to both left and right. There were no large- or small-size
capitals of this type cut in Moscow or in Amsterdam.

The design of the first version of the letter P (R#sy) reflects the
influence of the civil hand (Fig. 4 [c]). The stem of this type had the
same conspicuous extension as was seen in the case of the letter II.
Here again the Tsar decided to revise this heavy character and, in
his order for additional types (1708), he included a simpler version
with certain elements of the roman “p.” This additional character
then was approved by Peter I'in 1710, in the final version of his civil
type (Figs. 14, line 1, and 15 [2], Part I of the present paper). P hasa
long descender and a modified, slightly open circular bowl. There is
no head-serif or nick on the stem which displays a smooth

transition into the curve of the loop.

Although the design of C (Slovo) shows the impact of both
contemporaneous civil hand and of roman type, its final edition
bears a stronger resemblance to the roman model, possibly the one
used in the text of the title page of Symbola et emblemata (Fig. 9), than
to any civil-hand versions. This well-designed type has a fairly large
counter with an entrance narrowed by a spurred beak on the upper
arm. The lower arm has a gradually tapering terminal which slopes
upward. The lower arm slightly but noticeably protrudes to the right
resulting in a backward stress. The large-size, capital version of the
Amsterdam type has a spurred beak on the upper arm which is
slightly sloped inwards. The lower-case medium and small-size
characters do not have any spurs and tend to have something of the
nature of a ball terminal on the upper arm.

T (Tverdo) was doubtless designed on the roman model. In the 1710
version of his type Peter I approved the design of the large-, medium-,
and small-size capital T modelled on roman type and, for the lower-
case version, he preserved a rather crudely designed character with
three stems apparently based on the contemporaneous civil hand
(Fig. 4 [c—e]). The capital T has its stem ending in a slightly bracketed
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serif at the foot. The arm-serifs slope outwards. This type is one of the
four capitals designed by Kiihlenbach. The second, or lower-case
version of T, is a crudely executed character with three stems and
with an uneven horizontal stroke connecting their heads. To a certain
extend it is reminiscent of the Latin cursive “m.”

s (Uk) is a type which was not included in the original (1708) set of
characters. It was ordered by the Tsar as an additional type, perhaps
as a gesture towards the printers of liturgical literature. Its design
carries all the signs of the influence of poluustav type (Fig. 11). The
round body of s has two asymmetrical swash tail-type ascenders.

The type ¥V was apparently modelled after the early eighteenth-
century civil hand. Here again, Peter’s order to design capitals,
following the form of lower-case types produced by Kiihlenbach, led
to the creation of a type which is clearly over-size when compared to
the rest of the set. The type ¥V in its final form has a projection on its
short arm and a flat, hairline serif on its long arm. Its long, oblique
tail has a ball terminal. Efremov’s large-size, lower-case character

has a distinctive hook on its lower terminal ending in a ball.

The letter @ (Fert) in its design basically follows the form established
by the contemporaneous civil hands. It is a definite improvement on
the ornate style of its printed poluustav version (Fig. 15 [3], columns 1,
3, and 5, in Part I of the present paper). Peter I’s @ shows also some
resemblance to Skorina’s type (1517-1519). The type @ has an oval
bowl which sits slightly high on the stem. The counter is cut in half
by the vertical stem which has hairline serifs at its head and foot.

@ was not included in the original set of characters (1708) and was
ordered by the Tsar at a later time.

X (Kher) in its designs shows a definite break with the printed
poluustav where this type descends far under the base line. The civil
type version of X is based on contemporaneous Russian hands with
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some added refinements (e.g., serifs) borrowed from roman type.
The diagonals meet half~way. The upward thin stroke has hairline
serifs. Half serifs protrude from each end of the heavy diagonal. The
diagonals in the medium- and small-size variants show some
tendencies to curve.

There are certain cyrillic characters which, by virtue of their
typographical presentation in civil type, can be treated as two groups
of types with identical features and components. The first group
includes:

The characters I ( Tsp), Il (Sha), and 11T (Skhcha) all are patterned
after their civil hand models. Peter I ordered the design of the rather
angular swash-tail of I] and III to be changed into a more curved one
(1708) (see Figs. 14 and 15 [4-5], in Part I of the present paper). The
new variants were then approved by him as parts of the final version
of grazhdanskii shrift, on 29 January 1710. All these types have straight
vertical stems with unbracketed serifs. The horizontal strokes project
to the right and end in swash tails. The second group of types con-
sists of:

The types b (Er), bl (Ery), b (Er’), and’B (faf’) represent a salient
feature in the design of civil type. The identical size of their bowls
and the very similar treatment of the rest of their components
suggest that, as far as typographical design is concerned, they should
form a group. All four characters (1708) were later redesigned by
Peter I’s order. They were included in the group of additional and
modified characters made in 1708-1709 (Fig. 14, line 1, in Part I of
the present paper). The basic elements of types in this group include a
stem with a serif at its head (except in the case of 'b or “Er’* where
the head of the stem has a downward sloping curve projection to the
left) and a modified bowl with a slightly flattened bottom curve
which ends at the foot of the stem and which, as a rule, has a flat
projection. The crossbar of B has slightly bracketed serifs sloped
outwards.

The type Y (Cherv) apparently originates from eighteenth-century
Russian civil hands. It has a straight vertical stem with unbracketed
serifs at its head and foot. The short arm curves sharply upward
ending in a left-hand projection at the main line—in the case of the
lower-case type.

Of the remaining types there are only two which hold some interest
from our point of view ; others are 8, 4, V, o, v, A.

10 (1) is a combination of capital I and O connected by a hairline
horizontal stroke.

The second type which should be mentioned here is f (/a) ; in its
design, it was clearly borrowed from roman type and is an apparent
mirror-image of the roman “R.”" It has a straight vertical stem with a
flat serif at its foot. Its left tail tapers to a point and its loop has a
right-hand projection at the end of the stem.

Conclusions

Concluding this survey of the civil type there are some observations
to offer concerning the artistic and typographical characteristics of
the font, and also on the puzzle of the identity of the designer of
grazhdanskii shrift.

A. The designer was faced with the difficult problem of trying to
create a type duplicating the simplicity and cleanness of form
represented in an admired model of another alphabet. In his
adaptations, he either failed to understand or consciously rejected
certain canons of consistency about stress, the use of serifs, and the use
of ascenders and descenders held by western designers from the
fifteenth century on. Nevertheless, in so far as his goal was simplicity
of form, his adaptation of roman models was very successful in giving
cleaner lines to the cyrillic letter.

B. All type designs, at least in the early stages of typography, have
been influenced by the prevailing cursive or book hand. The designer
of the grazhdanskii shrift was forced to rely on contemporary and
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antique hands for many characters not in the Latin alphabet. In
selecting models he seemed to prefer the contemporary civil hand,
but on occasion he resorted to the old poluustav. Analysis shows that in
choosing forms, he followed the ideal of simplicity. Nor was he
oblivious of the needs for pleasing synthesis of form and keeping
balanced proportions between capital and lower-case letters. In

the final font, the dissimilarities in form between the native Russian
letters and the adapted roman models are noticeable but not
inconsistent with an artistic whole,

C. There may have been some discrepancy between design and
execution. It appears, for instance, that serifs were intended to be thin
and unbracketed. Some printed examples actually show hairlines.

In many cases, however, where execution appears faulty, the serifs
come out in print as slabs slightly bracketed. Whether this resulted
from improperly cut punches, improper striking of the matrices, or
poor presswork is impossible to judge from the evidence at hand of
extant printed examples. Indeed, the whole supposition that
execution lagged behind design may be based on too great an
admiration for the creators of this type; however, the successful treat-
ment of hairline serifs developed on a different handling of press, ink,
and paper than commonly employed early in the eighteenth century.

D. Obviously, the grazhdanskii shrift was the product of the labor
of many men—the precursors on copper plates, Russian draftsmen,
Dutch engravers, Russian designers and craftsmen. The mixture of
foreign participants led no doubt to some successes and also to one
conspicuous failure. The casting of the soft and hard signs in sizes
equal to the actual letters could have been the work only of designers
not fully acquainted with the functions of these signs in the cyrillic
alphabet.

E. The importance of the role played by Tsar Peter Iin the creation
of the grazhdanskii shrift is clear. The great reformer gave the orders
which originated the project and commissioned workers to carry it
out. He kept a careful eye on the development amidst all his other
great responsibilities. He corrected specimen sheets in his own hand
and approved the final outcome. Thus, it is not inappropriate to call
grazhdanskii shrift Tsar Peter I's type.

F. The significance of Tsar Peter I's innovation is beyond doubt.
It not only made printing simpler and easier and made Russian
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books more attractive but, in the words of V. Ia. Adariukov, “the
change in the lines [of type] bore an important meaning as the
outward symbol of the liberation of the Russian tongue. . . .”’10
And indeed, it was one of the many factors working towards the
elimination of the heavy influence of Church-Slavonic language and
the creation of a living Russian literary tongue.
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Directional Consistency in Form Identification

Jeremy J. Foster

An experiment is reported, the results of which are taken to support Kolers’

theory of directional consistency in letter identification. The connection between
this effect and a number of studies on the identification of tachistoscopically
presented patterns is commented upon. The connection between the effect and the
results of experiments on visual search is also noted.

Kolers (1969) has suggested that the differences in the speed with
which letters subjected to geometrical transformations can be
identified when read from left-to-right or from right-to-left may be
accounted for by a hypothesized “directional consistency.” In his
experiment, subjects read lines of letters which had been transformed
as shown in Figure 1. The direction of reading was varied, all trans-
formations being read both left-to-right and right-to-left. Kolers
found that left-to-right reading was faster for conditions N and I,
right-to-left was faster for condition R, and there was no difference
for condition M.

In attempting to account for these findings, Kolers noted that
when transformations N and I are read from left-to-right, direction

Figure 1, Examples of the geometrically transformed texts used by Kolers (1969).
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