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One cannot take pictures or pieces of pictures and put them together
to produce new statements as easily as one can combine words or
ideographs. Pictorial montages show their seams, whereas the images
produced by words fuse into unified wholes, The shapes and color
patterns of visual art form the particular image that constitutes the
statement. The shapes of verbal language are tooled for the mass
evocation of images, whose individuality is induced indirectly by the
combination of the standardized labels.

1. Language (New York: Harcourt Brace, 1921), p. 15.

2. Words and Things (New York: Free Press, 1958), p. 268.

3. Philosophische Untersuchungen (Frankfurt a.M. : Suhrkamp, 1967) (Philosophical
Investigations, Oxford: Blackwell, 1953), Part I, 650.

4, Immanuel Kant, Ryitik der reinen Vernunft, Introduction, section 4.

5. *“The Metaphor: A Psychological Inquiry,” in Mary Henle (ed.), Documents of
Gestalt Psychology (Berkeley and Los Angeles: University of California Press, 1961),
pp. 324-333.

6. Language, Thought, and Reality (Cambridge: M.I.T. Press, 1956), p. 146.

7. Sigmund Freud, Die Traumdeutunf (Leipzig and Vienna: Deuticke, 1922) ( The
Interpretation of Dreams, London: Allen and Unwin, 1954), Chapter 6, Section c.
8. Raphael, The School of Athens and Parnassus (1508-11) are in the Stanza della
Segnatura in the Vatican.

9. A. Michotte, La Perception de la Causalite (Louvain: Institut Superieur de Philo-
sophie, 1946) (The Perception of Causality, New York: Basic Books, 1963).

10. Philosophy in a New Key (Cambridge: Harvard University Press, 1960),
Chapter 5.

11. Language, p. 17.

12. Biological Foundations of Language (New York: Wiley, 1967), p. 334.

13. Philosophy in a New Key, p. 80.

14. Gotthold Lessing, Laokoon oder Ueber die Grenzen der Malerei und Poesie, Lessings
Werke, Volume V (Leipzig : Goschen, 1887( Laocoon, Boston : Little Brown, 1910),
esp. section 16.

15, Brigfe aus England, letter to Heinrich Christian Boie, dated October 1, 1775.
16. In L’exil et le Royaume (Paris: Gallimard, 1957) (Exile and the Kingdom, New
York: Knopf, 1958).

17. Rudolf Arnheim, Radio (London: Faber and Faber, 1936), Chapter 7.

18. Honoré Daumier’s painting, Un Wagon de Troisienne Classe (ca. 1861), isin the
Metropolitan Museum of Art, New York.

This article has been excerpted from Dr. Rudolf Arnheim’s book Visual Thinking
(Berkeley & Los Angeles: University of California Press, 1969) and is reprinted by
kind permission of the author and publisher.
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Broken Scripts and the Classification of Typefaces

Gerrit Noordzij

Current systems of typeface classification are fundamentally useless as they isolate
type from other renderings of handwriting. Typeface design can only be under-
stood in its relation to handwriting. The German classification system (DIN 16
518) is analyzed, and a binary classification system is suggested—not of type only,
but of writing generally. Broken type is not more German than other derivatives of
the roman alphabet; its isolation has done much damage to German type design
and typography.

This article has its original cause in Walter Plata, Schdtze der Typo-
graphy, gebrochene Schrifien (Frankfurt on Main: Polygraph Verlag,
1968, 96 pages). Three articles by Walter Plata and the reactions of
seventeen other German authors are collected in this book on broken
type and its application. The contributors differ in their evaluation of
broken type, but they agree in the presumption that broken type
should be German heritage and that it could be regarded as opposed
to roman type according to the German classification of typefaces
DIN 16 518.

The book shows about twenty typefaces of the discussed class in
text and display, and there are lists with many other typefaces avail-
able for hand- and machine-composition. These features alone make
the book a valuable source of information on the subject of broken
type.

Rather than entering the discussion, it will be my concern here to
examine the said presumption, which is generally accepted—and not
only in Germany as we can learn from the following quotations:

“It was the penetration of western Europe by the spirit of human-
ism that brought about the victory of ‘roman’ and ‘italic’ types; and
it was the resistance to the spirit of humanism that made the Germans,
Russians, and Turks cling to the isolationalism of Fraktur, Cyrillic,
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and Arabic types. The recent transition to the ‘Latin’ alphabet by the
Germans and the Turks is a major step to the unity of world civiliza-
tion™ (5. H. Steinberg, Five Hundred Years of Printing).

- the Germans assumed too great a freedom in a field not
naturally their own—theirs being Gothic and its several derivatives—
having at the same time the presumption that they could and would
teach the world at large what roman type ought to be” (Jan van
Krimpen, On Designing and Devising Type).

Steinberg goes as far as to range fraktur among exotic scripts such
as Gyrillic and Arabic. But where he applaudes the abolition of
fraktur, Van Krimpen wants to confine the Germans to it and so
to save the roman hand from the disgusting exhibitionism in con-
temporary German calligraphy. This is fallacy, of course; fraktur
originated in the same spirit of humanism which Steinberg wants to
call to arms against it. And fraktur is as genuine a descendant of the
“Latin” alphabet as italic. If we were restricted to what is “naturally
our own,”” we would have very little to boast of: even Jan van
Krimpen was born an illiterate.

The German discussion is of the same alloy: fraktur should be
preserved because it is the best vehicle for German text, or it should
be abolished because it is abused for nationalistic propaganda. The
first is humbug and the second argument could serve as well to fight
the telephone, newspapers, speech, and education. Hardly anything
is said of the merits of fraktur.

Classification of Typefaces
The DIN classification is given much authority. It must be con-
sidered as a representative of the current opinion on the classification

of type (Fig. I).

1. Purpose. The classification proposes to unify the nomenclature of
type, to help printers in choosing type and schools with instruction.

2. Groups of Type
I. Venezianische Renaissance-Antiqua [Venetian Old Style]

II. Franzosische Renaissance-Antiqua [Old Face]

I take these two groups together, as the explanation fails to indicate a
difference: the first group contains the imitations of the Jenson
roman, provided that they have little contrast between thick and
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1. Zweck

Durch die Klassifikation soll erreicht werden, daf3 die bisherige Unsicherheit in der Benennung der Schriftgruppen
beseitigt und damit die Grundlage fir eine einheitliche Schriftenordnung geschaffen wird. Den Druckereien und
ihren Kunden wird die Auswahl der Schriften erleichtert und den Schulen eine Unterstiitzung fir den Unterricht gegeben.

2. Schriftgruppen

Gruppe |
Venezianische Renaissance-Antiqua

Beispiel:

Momberg

gesetzt aus der Schrift ,Antiqua der Bremer Presse"

Zu der Gruppe gehéren u. a. Trajanus, Schneidler-
Mediaival und Golden Type von William Morris.

Die Venezianische Renaissance-Antiqua ist hervorgegangen
aus der humanistischen Minuskel des 15. Jehrhunderts, die
mit der schrig angesetzten Breitfeder im Wechselzug ge-
schrieben worden ist. Der Querstrich des Kleinbuchstabens e
liegt schrig. Die Achse der Rundungen ist nach links geneigt.
Haar- und Grundstriche sind in der Dicke nicht sehr ver-
schieden. Die Serifen (An- und Abstriche) sind ein wenig aus-
gerundet. In der Regel sind die oberen Serifen der GroB-
buchstaben (Versalien) M und N nach beiden Seiten aus-
gebildet.

Gruppe 11

Franzdsische Renaissance-Antiqua
Beispiel:

Momberg

gesetzt aus der Schrift ,,Garamond”

Zu der Gruppe gehdren u. a. Weifl-Antiqua, Palatino und
Trump-Mediéval.

Die Franzdsiscke Renai: Antiqua gleicht ihrer Herkunft
nach wie auch in ikren Eigenschaften der Venezianischen
Renaissance-Antiqua. Sie weist jedoch griBlere Unterschiede
in der Strichdidce auf. Der Querstrich des Kleinbuchstabens e
liegt waageredht.

Gruppe Il
Barock-Antiqua (Vorklassizistische Antiqua)

Beispiel:

Momberg

gesetzt aus der Schrift ,Janson”

Zu der Gruppe gehéren u.a. Fournier, Baskerville und
Imprimatur,

Die Barod:-Antiqua steht unter dem Einfluf der Kupfer-
stecher-Schriften. Sie weist grillere Unterschiede in der Strich-
dicke auf als die Renaissance-Antigua. Die Achse der Run-
dungen ist fast senkrecht. Die Serifen sind wenig oder gar
nicht ausgerundet. In der Regel sind die Serifen der Klein-
buchstaben oben schrig, unten aber wangerecht angesetzt.

Gruppe IV
Klassizistische Antiqua
Beispiel:

Momberg

gesetzt aus der Schrift ,Walbaum”

Zu der Gruppe gehéren u. a. Bodoni, Didot und Corvinus,

Die klassizistische Antiqua steht den Kupferstecher-Schriften
besonders nahe. Die Serifen sind waagerecht angesetzt. Die
Winkel zwischen den Serifen und den Grundstrichen oder
schrigen Haarstrichen sind kaum merklich oder gar nicht aits-
gerundet. Haar- und Grundstriche unterscheiden sich kriftig.
Die Achse der Rundungen steht senkrecht.

Figure 1. Excerpted from “Klassifikation der Schriften” (DIN 16 518),
FachnormenausschuB Graphisches Gewerbe im Deutschen Normenausschull
(DNA), August 1964. Copies are available from Beuth-Vertrieb GmbH, Berlin 30,
Germany, $1.20 (10 shillings) when purchased from abroad; DM4,40 inland.
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Gruppe V
Serifenbetonte Linear-Antiqua

Beispiel:

Momberg

gesetzt aus der Schrift ,,Memphis"

Zu der Gruppe gehéren v.a. Clarendon, Volta, Schadow
und Pro Arte.

Die Haar- und Grundstriche der serifenbetonten Linear-
Antiqua unterscheiden sich wenig in der Dicke oder sind sogar,
einschlieBlich der Serifen, optisch einheitlich (linear). Allen
Schriften dieser Gruppe ist die mehr oder weniger starke, aber
immer auffallende Betonung der Serifen gemeinsam.

Gruppe VI
Serifenlose Linear-Antiqua

Beispiel:

Momberg
gesetzt aus der Schrift ,Futura”

Zu der Gruppe gehdren u. a. Akzidenz-Grotesk, Erbar-
Grotesk, Folio, Helvetica, Univers und Optima.

Ein Teil der zur serifenlosen Linear-Antiqua zédhlenden
Schriften ist in der Strichdidce vorwiegend oder sogar optisch
ganz einheitlich. Bei einem anderen Teil dieser Schriftgruppe
unterscheiden sich die Strichdicken erheblich.

Gruppe VII
Antiqua-Varianten
Beispiel:

MOMBERG

gesetzt aus der Schrift ,Weifi-Lapidar”

Zu der Gruppe gehéren u.a. Codex, Columna, Hommer-
Unziale, Largo, Neuland und Profil.

Zu den Antiqua-Varianten gehiren alle Antiqua-Schriften, die
den Gruppen I bis VI, VIII und IX nicht zugeordnet werden
kinnen, weil ihre Strichfiihrung vom Charakier der genannten
Gruppen abweicht. Den Kern der Gruppe bilden Versalschriften
fiir dekorative und monumentale Zwecke.

Gruppe VIl
Schreibschriften

Beispiel:

gesetzt aus der Schrift ,Lithographia”

Zu der Gruppe gehdren u.a. Kiinstler-Schreibschrift, Bern-
hard-Schénschrift, Virtuosa, Charme, Mistral, Ariston, Forelle
und legende.

Schreibschriften nennt man die zur Drudktype gewordenen
wlateinischen' Schul- und Kanzleischriften.

Gruppe IX
Handschriftliche Antiqua

Beispiel:

Momberg
gesetzt aus der Schrift , Time-Script”

Zu der Gruppe nchéren u. a, Post-Antiqua, Polka und
Hyperion.

Handschriftliche Antiqua werden die Schriften benannt, die —
von der Antiqua oder deren Kursiv herkommend — das
Alphabet in einer persinlichen Weise handschriftlich abwandeln.

Gruppe X
Gebrochene Schriften
Xa Gotisch

Beispiel:

Aomberg
gesetzt aus der Schrift , WeiB-Gotisch”

Zu dieser Untergruppe gehdren v.a. Wilhelm-Klingspor-
Schrift, Hupp-Gotisch, Trump-Deutsch, Manuskript-Gotisch
und Caslon-Gotisch.

Mit ,Gotisch* werden die nach dem Vorbild der schmal-
laufenden Textur des 15. Jahrhunderts geschnittenen Schriften
benannt, desgleichen deren breitere Formen aus spiterer Zeit.

Die gotische Schrift ist eng und hochstrebend. Die Grundstriche
der Kleinbuchstaben sind gebrochen; Anfinge und Endungen
zeigen Wiirfelform.

Xb Rundgotisch

Beispiel:

IRomberg

gesetzt aus der Schrift ,Wallau"

Zu dieser Untergruppe gehért auch die WeiB-Rundgotisch.

Die Rundgotisch beruhkt auf der Rotunda der Friihdrudezeir.
Die gebrochenen Formen der Gotisch sind hier in herben
Rundungen abgefangen; Anfinge und Endungen zeigen keine
Wiirfelform.

X ¢ Schwabacher

Beispiel:

Momberg

gesetzt aus der Schrift ,Alte Schwabacher”

Zy dieser Untergruppe gehdren u. a. Renata, Ehmcke-
Schwabacher und Nirnberger Schwabacher.

Die im 15. Jahrhundert entstandenen breitlaufenden volks-
tiimlichen Schriften erhielten spiter den Sammelnamen
Schwabadher. Typisch ist der kriftige Querstrich des Klein-
buchstabens g.

Xd Fraktur
Beispiel:

Momberg

gesetzt aus der Schrift ,Breitkopf-Fraktur”
Zu dieser Untergruppe gehdren vu. a. Unger-Fraktur, Diirer-
Fraktur, Gilgengart, Fichte-Fraktur und Zentenar-Fraktur.

Diese aus dem Kulturkreis Maximilians I. hervorgegangene
gebrochene Werkschrift hat schwungvolle GroBbuchstaben
sowie — iiberwiegend schmale — Kleinbuchstaben mit ge-
gabelten Oberlingen bei b, h, k und L.

Gruppe XI
Fremde Schriften

Xe Fraktur-Varianten
Beispiel:

gesetzt aus der Schrift ,Koch-Kurrent”

Zu dieser Untergruppe gehéren dlle gebrochenen Schriften,
die X a) bis d) nicht zugeordnet werden kdnnen, weil ihre
Strichfilhrung vom Charakter der genannten Untergruppen
abweicht, z. B. Claudius, Weif-Fraktur-Kursiv und Heinrichsen-
Kanzlei,

Diese Gruppe umfaft die Schriften, die nicht rémischen Ursprungs sind.

Dazu gehdren u.a. Bilderschriften, griechische und kyrillische Schriften sowie aufereuropiische Alphabeischriften, z. B.

hebrdische und arabische.

thin strokes ; which excludes the most faithful copy of this roman,
Bruce Rogers’ Centaur. The second group has been derived from the
Aldine roman (Venetian as well) and should show more contrast and
a horizontal bar in lower case e. Hermann Zapf’s Palatino, which
does not realize these conditions, is nevertheless mentioned as a
typical example of the second group.

ITI. Barock-Antiqua (Vorklassizistische Antiqua) [Transitional]
The term baroque roman seems to need explication (pre-classicist
roman), but my understanding is not more augmented by it than it
would have been by the addition of, for instance, post-renaissance
roman. The illustration ( Janson) resembles the Garamont imitation
which illustrates group 1 and, indeed, Garamont is a good repre-

sentative of baroque type design.

This group of typefaces is said to have been influenced by copper-
plate engraving. (This information is repeated for group 1v.) If this
could be true, I might ask what kind of copper engraving is meant;
probably not the superb engraved lettering by Ortellius. Very
different typefaces ( Janson, Fournier, Baskerville) are mentioned as
examples of “baroque roman.” Van Dijck, Grandjean, Caslon, and
Austin might be added too, but then Bodoni and Didot (who worked
exactly according to the principles of Baskerville) have to be included

as well.
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IV. Klassizistische Antiqua [ Modern face]

V. Serifenbetonte Linear-Antiqua [Slab serif]

Every typeface belongs to this group provided that its serifs are thick
enough. Modern face with reduced contrast (Clarendon), type
“designed”” by engineers (Rockwell), and even our common type-
writer script are unified here. The classification is restricted to type,
otherwise the arch of Constantin would also be unified with my
typewriter.

V1. Serifenlose Linear-Antiqua [Sans-serif |

Every typeface belongs to this group provided that its serifs do not
protrude too conspicuously. Further, these typefaces have not much
in common. If a typographer cannot get Helvetica, he might accept
Univers or Akzidenz Grotesk, but not Gill or Futura. If a classifica-
tion wants to be of any use, it should make clear the fundamental
differences between at least three groups of sans-serif typefaces.

VII. Antiqua-Varianten [Roman variants]

Roman type which does not belong to another group belongs to this
group. Uncials are also supposed to be romans. Among the examples
is Koch’s Neuland, which is much more a “Serifenlose Linear-
Antiqua’ than Zapf’s Optima, which is among the examples of
group VI.

VIII. Schreibschriften [Scripts]

These are school and chancery hands transferred into type. This must
give rise to difficulties, as the description says exactly what the greater
part of our italics are. Bembo, Palatino, Baskerville, Bodoni, and
Lutetia have in their italics almost perfect renderings of school and
chancery hands. Instead of these we find rubbish in this group as, for
instance, Mistral; but also Schneidler’s Legende, which as a gothic
bastarda should have been classified in group xe.

IX. Handschriftliche Antiqua [Handwriting-like roman]

If a typeface looks as if it is not a typeface and if the conventional
letterform shows some personal variation, the typeface fits in this
group. Among the examples is Post-Antiqua, which has much akin
with Optima of group vi and which for that reason should be classi-
fied in vir.
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X. Gebrochene Schriften [Broken type]

Without saying a word on broken type the classification continues
with a subdivision of this group.

Xa. Gotisch [Textura]

Xb. Rundgotisch [Rotunda]

Xc. Schwabacher

Xd. Fraktur

There is no reason to quote the “explanation™ to this group; fraktur,
for instance, is said to be characterized by curled majuscules and
pronged ascenders. Without these embellishments, a fraktur is found
no longer a fraktur.

Xe. Fraktur-Varianten [Fraktur variants]

The illustration is not a fraktur (Koch Kurrent) but a school hand
transferred into type.

XI. Fremde Schriften [Exotic scripts]
These scripts have only in common that they are not derived from
the Latin alphabet.

The classification of type DIN 16 518 is chaotic and contains a lot of
blunders. At least three different systems are used in this document:
typefaces are grouped according to construction, historical style, and
treatment of details. Roman type is related to historical forms, but
sans-serif and slab-serif typefaces are excluded. Differences in con-
struction are not regarded in roman type, but broken type has been
classified only from this point of view. This arbitrary approach is
inexcusable.

Classification of Broken Scripts

Though type classification might suggest this, the field of broken
scripts is not clearly demarcated. There exist definitely broken scripts
which can be easily distinguished as such from roman and italic, but
there are many scripts for which any decision would be a matter of
taste. The rotunda in Gutenberg’s Catholicon (1460) is in some respects
much more a roman than the typeface of De oratore by Sweynheym &
Pannartz (1463) which is called roman by Stanley Morison. As,
moreover, every broken script has its equivalent outside this field,
there is no reason to give roman and broken type a different treatment
in classification.
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Gbyift ift ein Geftalfungsmittel, tein nationales Symbol. Alan
gonne den Geattue«Liebhabern ihre Freude und il Vergniigen an
vem batoden Formenteidytum, aber man follfe nidyt Vergangenes
Eiinftlidy su neuem Leben ecweden wollen oder gat nationale
Reminideenyen damit verbinden.

Wie in den andeten Landern, fo endet aud) das deutfde
Gyradygebiet fdhon lange nicht mebye an den Landesgrenzen. Allein
det wiffen{dyaftlidye Austaufd) in Jeitfdyriften und Bridyern im Jeits
alter der Tedynit verlangt von uns, dap teine sufislichen Erfdywers
niffe beim Lefen ~ wie e8 durd) die Verwendung der Frakfur dee
Fall wire ~ eine cafdye Vetbeeitung bebindern.

et die Entwidlung in den ywansiger Jabhren unooteins
genommen ftudiett, wicd feftftellen, daf aud) obme jenen unfinnigen
Regierungseclaf im Januar 1941 die Anfiqua friiher oder fpdter
die Frattuefdyeiften abgeldft hitte.

Allsuoft wurden mif der Fratfur nationaliftifdye Pavolen
pectntipft, und gerade die Vergangenkheif lehrfe uns, dap wiv lernen
follten, niidytern und unvoreingenommen die Gegebenheifen von
heufe su fehemn.

Das Wort, Sdyrifttultut” follte man bei und ftefs in
Anfiihrungsseidyen ftellen. QTan betradyfe fidy einmal die amtlidyen
Befdyriffungen hiec in Deutfdpland an Gebduden, Flugpldgen,
Autobahnen efc, und vergleidye fie mit den Befdyriftungen in
England und in den Aiederlanden. Der Unfetfdyied ju unferer
SO dyrifttultuc” wicd nue su deutlidy.

Aiic wollen feoly fein, 0ap das Denten in nationalen Grengen
endlidy weitfidytigeren Gedanten Ylaf su madyen beginnt,

Die Jutunft gehdef eindeutig der Antiqua, genaufo wie die ubunft
ver Wiffenfdyaft und dem fibernationalen Denten gehdren wicd.

Tdy glaube heute nidyt mebr davan, dap die Fratturfdyiften
jemals wieder eine prattifdye Bedeutung etlangen werden.

Gie waten eine widfige biftorifdye Enfwidlungsphafe in det
Gdyriftgefchidyte unferes Landes, swie beifpielsweife die Unsiale,
ehe die tavolingifdye NTinustel fie abldfte.

Hermann Japf

Figure 2. Gilgengart by Hermann Zapf. The only available fraktur which preserved
the upstroke.
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Broken scripts show a great variety in construction, but they have
in common that the transition of constructional elements is accen-
tuated. The effect of this stress is favored by a broad stroke in relation
to the height of the letter (black letter). A twelfth-century gotico
antiqua needs only to be written with a narrower pen to become a
perfect humanistic minuscule, and it only needs some more accent on
the transition of curves and stems to be a perfect rotunda. In teaching,
where emphasis on construction is necessary, a round hand tends to
get features of broken script as can be observed in Edward Johnston’s
“foundational hand.”

Rotunda and textura are characterized as broken scripts by the
sharp junction of the oblique part and the vertical part of the down-
stroke. This oblique part is curved in rotunda and straight in textura.

Fraktur has this sharp junction between the downstroke and the
upstroke. The upstroke superseded the oblique part of the downstroke
to a great extent. There remains only a curved part which transits
fluently in the straight part of the downstroke.

Punch cutters, who did not understand the construction of fraktur,
reduced the upstroke and accentuated again the oblique part in the
downstroke. The resulting typefaces are, in fact, mixtures of fraktur
and textura, All available typefaces I know are such bastards but for
Gilgengart by Hermann Zapf (Fig. 2).

In the same sense, Schwabacher is a mixture of textura and
bastarda. For someone who is trained to exploit the difference of
roman and italic (cursive), it is extremely difficult to appreciate type
that has been knocked together of repelling materials.

NO N e

Figure 3.

Geographics

In Germany printing began in textura. This script was soon accom-
panied by the originally-Italian rotunda and roman. Since fraktur
got its splendid formal form in Nuremberg about 1510, this script
became predominant.
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Latin texts were the main output of the presses. Karl Brandi
suggested (Unsere Schrift, Gottingen, 1911) that printers of dictionaries
and grammarbooks introduced the custom to reserve fraktur for the
vernacular. This custom justifies the expression “German type’ for
fraktur. For the same reason textura is still called “Dutch” (oud
Hollands) in the Netherlands. Finally, Plata says, the expression
covered the whole range of broken type, but he does not say how
Germany came to its annexation of French and Italian hands. This
question deserves some consideration.

We reserve the word fraktur for a defined script. Others may,
however, think of the fractures which characterize every broken
script. When we say that fraktur may be called German script, it
could be understood as if broken type would be German type. In the
discussed book the context sometimes shows what is meant by German
script, but often it does not. Plata himself seems to be not always
aware of the confusion. For one of the contributions he choose
Manuscript-Gotisch, a textura of the Bauer Foundry, which is an
imitation of the typical Flemish and Dutch printing types of the
sixteenth and seventeenth centuries. The font has very black
majuscules, which make it unfit for the composition of German text,
since German orthography still requires a majuscule at the beginning
of every noun. Before Plata, the type founder misinterpreted the
Dutch textura: the fitting of the German font, which is too wide for
such a black letter, gives the page a speckled look. Even the name
expresses misunderstanding, Manuscript-Gotisch being not a very
adequate indication for baroque printing type.

No available German textura font is nearly as good as the textura’s
by Henric Lettersnider, Christoffel Van Dijck, Johann Michael
Fleischmann, and others, which still can be had from the Enschedé
foundry in the Netherlands. Nevertheless, these typefaces are not
mentioned in the compilation of available type; the German authors
must have been preoccupied by the erroneous conviction that
broken type is German type. Textura flourished in the Netherlands
and in England, but not in Germany. There is no reason to call this
pre-eminently broken type German, neither to call it (as the German
classification does) gothic. If the classification would have been conse-
quently arranged according to historical style, we might now enjoy
the group of baroque gothic.
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fpieitus. Perberfi vificide cozriguns
tur,ef fultozit infinitug cEnumerus.
Tocutus fun i co2de meo, dicens:
€ cce maghus cffectus fumy et pracs
ceflionuestapientia quifucruntante
e tn Jerufale: ef weng meacontents
plata eft multa fapienter, cf didict,
Dedique cormeumut{eramprudens
ttant, atque doctrinany, crvoelgue cf
ftultitia: ctagnobiquodmbis quogue
efletlabor ctafflictiofpiritus, coquod
o multa fapientia mudta (it mdignas
tio: ctquiaddit{cientid, additctlabozt.

. Danitas oblectamentouun

. DIKi ¢gO 11 c020¢ 1ico: Davany, cf
affludoclictis, et fruar bonis. €t bidt
quodhocquogque cllet banitas, Wiftun

Figure 4. Original fifteenth-century textura by an unknown punch-cutter. Figures
1,2, 3, and 4 show a selection of the broken typefaces which are available from
Enschedé, Haarlem, Holland. The typographic arrangement is by Jan van
Krimpen (N.B.).
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Reminem iy opryg, '_uo/,\ff(épu:- ¢ff¢ paxfen iLling. QKRuit
i un a¥Succt/ Mot peﬂf ruf' fufm:u cognofcaf.

5a Danifat comdirionum Humanaxum

&4 Dexfi L‘"f_..\& alia/ £ 1¥e calum nént‘-/qunu‘ ruQ 1}:!30
qucrlulfigwfl/lff Cacvpmiat tmnertnfium/ of méminém con=
"ofnfc\:cn']: mee po”‘f-' ré"i'?h'q;.,fonm) vielenfiad/ cunr=
fossm angilio Seffifufor. Ef Caubabi anagit mosfuot/
quam Soivenfed: ot feliriosém Mofvoque imdicabi/ qui
Lll_u‘rs’mg mofut /\fff/ e aidif naba quae "ug "o{’»t fiunt.
Eﬂl.’"lll!') confemplatud runJ emnét CaBored E\omiuun)/
SEE ia%tl'?tiat’" animadointi pafene, inbiSiné progimiz f
in Qo xvge Danifat/ of cuva "u]a\'lrff’-ua [ F Sfubiué
complicat pnanut |uar/ of comebif carned "ua{;/ Dictnt:
l?)'rtl?ior‘ é[fpugiffm" cum véquic/ quan) plena uivaque,
pnanut cumy CaBose/ f nff(’»irﬁmu.‘*’auimi.

Con "iSI‘l’ﬂ“f” rt]&tvi/ff aﬂiaug /banifnf&n) "ug '.OC’L‘"‘: Liut
tl_{f/,\‘f "-:ruuéaun) o) GaBef/ moy fiﬂimlj/ men f\'aﬁ:cn)/
ek fameey CaBosave, moy céffat/ mec fatianturoculi cind
Vibifit: mee verogifaf/dicent: Cui LaBoro/ xf frando ani-
man) mcan) Bonit? in foc quoqus banifad ,q*F’/ At afflirfio
péf]ima. OWelint ¢ff pxgoduot ¢ 15 ﬁumﬂ/ quam Dnum:
aBent nim cmoeluntnfum "ociéfnfi(” "uaé: '.i SDuut
ceridevif/al alfevo quriéfu:.’. vaé '-oﬁ': quia cumy céridevif/
oy E_\ngéf fuB’{fchmu‘énj "L‘". Ef '_i Dermicxintdua/ fobe=
Bunfur pnufuo: Nowut quomdde caleficf ! Ef [i qui’-pi.‘ﬂ)
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enim fpivitus fapientiae/ et noniitierabit ma-
Tedicum a labiis juid: guoniam venonm iiling
tejtig eft Dens/ et ropbid illiug freutator ejt
trerus/ et linguae cing aubitor, Quaniam jpi-
ritugs @amini repiebit o20em terrarmm: et
fjar/ quod cantinet onmia/ frientiam Hatet
hacis, Propter for qui loguitur inigua/ non
pateft faterve/ nee practeciet ilun coovipiens
tudicium, Ao cogitationilog enim impii inter-
ragatio erit: fermonum autem itfling antitio
ab Dewm beniet/ ab copreptionem iniguita-
tum iiling, Quaniaom auris el aubit omnia/
et tumuitus murmurationum nan abjronie-
tur. Cujtodite ergo bYog a murmuratione/
guae nifil probvejt/ et a detractione parcite
{tnguae/ guoniam feemo obifrurus in bacuum
non ihit: of antem/ guod mentitur/ occibit
animam, Rofite selare moteminerro2e hitae
bejtrae/negue acguivatis perbitionem inape-
riing manuum eftrarum,. Quaniam Peus
mztent wan fecit/ nee faetatur in perditione
bittozum. Creabit enim/ ut effent ommnia: et
fanabifes fecit nationes o2bis tervavun: et
non eft tn ifiig mehicamentum exterminii/
nex inferoum reguunt in tevea, Auoftitia enim
perpetua et/ et immotalis, Smpii autem
manibng et werhisg acceryievunt fifam: etaegti-

i e e e e o e

Figure 5. Civilité by Henri de la Tour, sixteenth century. Civilitéis a class of broken
type which has been completely forgotten in the DIN Classification and in Plata’s
book. It was used in France and in The Netherlands. Civilité should not exist for
the convenience of authors who identify broken script with German script. Figure 6. Textura by Johann Michael Fleischmann, eighteenth century.
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aetatig habuerit/etanimailliugnonutatucbonig
fubjtantiae fuae/fepuituragque caveat: dehocego
pronuncio quod meliorillofitaboatibug. Frufira
enim Lenit/ et pergit ab tenebrag/ et oblivione
oelebitur nomen eiug, JRon vidit {olem/ neque
cognobit diftantiam bonietmali: etiam fidbuobug
millibug annis virerit/ et non fuerit perfruitus
bonig: nonne ad unum locum properant omniaz

Omuiglabor hominig in o2e eiug: {ed animaeiug

non implebitur, @Quid habet ampling fapiens a
jtulto? et guid pauper nifi ut pergat illuc/ ubieft
bita? JNeliug o)t videre quod cupias/quam defi-
derare quod nefciag, fed et Hoc banitag eff/ et
pracfumptio {piritus, @uifuturngeft/iamboca-
tum eft nomen efug: et feitur guod Homo fit/ et
non poffit contra foatioem fe in iudicio conten-
tere. Perba funt plurima/ multamgue in difpu-
tanbo Habentia banitatem. bij. @Quid necefje eft
Homini maioza fequaerere/cumignoetquidcon-
ducat fibi fn bita {ua numero dievum peregrina-
tionig fuae/ et tempoze/ guod velut umbra prae-
terit? Aut quig ef potevit indicare quid poft eum
futurum fub fole fit2

Figure 7. Textura by Christoffel van Dijck, seventeenth century. This style
dominated Dutch baroque typography (which was neither gothic nor German).
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Durdy Hmfrage auf Srund bon Leleproben Het Studenten
in Seminaren habe {ch feltgeltellt, Daf die alten Budy=
{tabentppen, Wwofe {ie in,,Sdatse ber Tppographic:
Gebrodhene Schriften’”’, Betlagen und Quilise bon
Malter Plata, aug Wer Polpgraph, Pefte 7, 8,10 Fabr=
gang 1966, Jfrankfurt am Main, mir borgelegt tourden,
famt und fonders gelefen Wwerden Konnten,

Bic hanvgelchrichene deutlthe Fraktur - wie i fie
alg Sdpiiler nodh gelernt hatte - Wofed ueber gelchriehen
nach gelefen. Selblt meine Finver - mit Fusnahme meiner
dlteften TWachter [30 Fabre], die die Siitterlinfchrife
noch gelernt hatte — konnen die Schrift nicht entziffern.

Obivabl ich vor vem Eriege nur in Jfraktur (chrich
und lediglich fremdlprachliche Briefe in lateinifchen
Buchltaben verfabre, {chretbe ich jetst als Lehrer nur in
lateinilchen Buchltaben, aber auch nicht filvein, Febh bin
ourch die fransalifche Gefangenlchaft su diefer Sdhrift
gestoungen Wworden [4 Fahre], habe aber dic alte Fraktue
nicht vergellen, Sic wird freilich nicht mehr fo gelaufig
gelchrieben wie frither.

F b kenne efne gange Reilhe dlterer Leute, die nur
Frraktur {chrefben, deren Briefe jedod) den Kindern hor-
gelefen Wwerden miilfen, Fch Ledauere eg, dak in unferen
Schulen diele Schrift nicht auch gelehre wivd, da fie altes
Fulturgut ift. Wenn in Gpmnafien noch die griechifche
Sdyrift gelehrt wirh — abue fic kann es keinen Unterricht

Figure 8. Manuskript Gotisch (Bauer Foundry). A modern German imitation of
the old Dutch textura (Fig. 7). The numerals are a German invention. The many
majuscules are too conspicuous because they are too heavy. Van Dijck made a
descending S; for the same amount of black he had more space at his disposal. But
the main fault is not in the majuscules; they would behave much more harmoniously
if the lower-case had been fitted closer.
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Rotunda was favorite in Spain, long after it had lost its position in
Italy to the humanistic minuscule. Spanish printers imported type
from the Netherlands, but the design of these rotundas kept close to
the handwriting models of Juan de Yciar and Francisco Lucas,
Excellent rotundas were cut in Germany 300 years ago, but if this
would be a reason to call rotunda German, every script (but for the
humanistic cursive) could be regarded as German, as even the first
roman font was cast in Germany. Of all these different hands, only
fraktur became a tradition in German typography.

There is a widespread belief that fraktur should be the ideal script
to represent German language. The fraktur tradition was broken by
the arbitrary and violent decree of the Nazi government in 1941. We
cannot but loathe this measure, but we should keep in mind that the
tradition came into being by just as arbitrary a decision by sixteenth-
century printers. Fraktur is not necessarily at its best in German text
(which would be a remarkable coincidence: fraktur is not likely to be
an exception of the rule that a script, derived from the Latin alphabet
and developed in the writing of Latin text, is consequently at its best
in Latin text). In Natural Writing (London, 1709) Shelley shows
English text in a fraktur which we find one century earlier in Jan van
den Velde, De spiegel der schrijfconste (Rotterdam, 1605). This Anglo-
Dutch fraktur is superior to its German contemporaries.

A Binary Classification System

Faktur is a script which is distinguished from textura by its curved
elements, from rotunda by its narrowness, from the gothic bastarda
by its tallness and from the humanistic cursive by its stress on the
joints of the structural elements. These accents, accomplished by
interruptions in the movement of the pen, explain the name fraktur
(Fig. 10).

The breaks, evident in the comparison of fraktur and italic, are
meaningless in the comparison of fraktur and textura. In this con-
frontation textura, and not fraktur, is the script with the fractures.
This might have seduced typefounders to accentuate the breaks in

Figure 9. The splendid Dutch fraktur. Jan van den Velde, Spieghe! der Schrijfconsie,
1605 (reduced).
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fraktur. The well-known Unger fraktur looks like an attempt to
justify the word fraktur at too high a price. It was not necessary that
German type design abandonned substance for a mere cry, as every
broken script has at least as many fractures as fraktur; fraktur deserves
its name only when it is compared with the humanistic cursive. This
should have been done.

Only when fraktur may be regarded as the North-Alpine counter-
piece of the humanistic cursive, it becomes clear why just this elegant,
curved script got the name fraktur. Germany never adopted the
Roman chancery hand; in its contemporary fraktur, Germany had
its imperial chancery hand.

Related scripts are kept apart by the actual classification. If this
barrier to understanding should be crossed by investigation, we must
look for a more relevant classification. I have tried to find its measures
at the root of all type design, in the technique of handwriting.

We can distinguish cursive and interrupted writing. Interrupted
writing consists of dashes, which are all downstrokes. During the
movement from the end of a downstroke to the beginning of the next
one, the pen is lifted from the paper, the linking upstroke does not
appear in the letterform.

Figure 10.

In cursive writing downstrokes are linked by upstrokes, which are
essential parts of the letterform.

/W” f;ﬁwmw[ sVt mitﬁg
1111 mﬁ1M{ bvh‘!hort‘?v{ w“nh«at«i

Figure 11.

(In paleography the word cursive is, with some historical right,
used for informal writing, even for informal interrupted writing. The
paleographer cannot say formal cursive, which would mean a con-
tradiction for him, and consequently he cannot see a formal cursive.
This may be the reason why the purest cursives are called bastarda.
The difference between formal and informal writing needs not to be
considered in printing type. Type is always formalized handwriting;
what looks like a flick is the result of wanton accuracy and not of
speed.)

" () Cityrsive M‘L'{';l‘tj haswo hovizowtnf accents,
The rsmvh‘wfjvmv ofoin humamastic corsive
L2 Wnetaw :Wrrr('rrrmmwrw[) but a andorias
Figure 12.

Next to structural differences we can regard differences in contrast
according to their origin.

The contrast of thin and thick parts in a letter depends on the
shape of the pen and on varying pressure on the pen. The latter only
becomes obvious when the pen is pointed and flexible. In a script
written with a stiff, broad-nibbed pen, the influence of pressure on
the pen may be neglected.

When a figure is translated, its moving points cover an area,
showing the same contrast as a stroke with a broad-nibbed pen. To
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Figure 13.

detach this phenomena from the writing pen, we could call it trans-
lation. Similarly, the effect of pressure might be called expansion.

According to these four categories each script and each typeface
can be classified. Such a classification is easy to handle for anyone
who has a basic knowledge of writing. This binary classification gives
the essential information on the behavior of type, because it keeps
handwriting and type design together. Leading, length of line, and
choice of paper—important factors of legibility—are related to
structure and contrast of the typeface. Structure, contrast, writing-
technique, and reading-technique developed in correlation. It is
extremely difficult to isolate letterform or legibility from handwriting
without producing nonsense. This might result in theories such as
that of the influence of copperplate engraving on type design, which
is generally believed but which cannot stand the slightest criticism.

nn ..
% n m‘{mm’imv

CUASIVE ifwi'm-rw[t?rL

Figure 14.

Reality has not the comfortable simplicity of the system. The
system is not a substitute for reality but a key to understanding.
Simplification is the first purpose of classification. Disturbing features
may be neglected or—when they are too obvious—we can introduce
a transitional group. Fournier, for instance, clung to typefaces which
were designed on the principle of translation, but he could under-
stand contrast only as the consequence of pressure on a pointed pen.
His misinterpretation of old typefaces was the basis of his designs,
which do not fit in the system. Van Dijck however, still shows enough
translation to justify its place among Gutenberg, Jenson, etc. Basker-
ville has nothing that reminds of translation; his designs have their
origin in expansion and not elsewhere. To call Baskerville transi-
tional would be sheer nonsense.

Similar observations can be made in the construction of script and
type. The carolingian minuscule has an oblique part in the down-
stroke which characterizes interrupted scripts, but it also has the
linking upstroke which is typical for a cursive. The structure of the

l 7 fuhﬂu-[t"ﬁ{ w—mli-p-uj (Lum-m niske niltnus L’-uff)
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Figure 15.
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carolingian minuscule is transitional between the cursive chancery
hands and interrupted text hands, broken or not.

From this point of view the class of the broken scripts looses its
coherence. Textura, humanistic minuscule (roman type), and
rotunda are interrupted scripts; fraktur, humanistic cursive (italic),
and the gothic bastarda’s are cursives (Fig. 16).

In the course of time ignorant punchcutters got the opportunity to
copy successful typefaces without understanding their underlying
principles. This even resulted in a theory that type design should be
independent of handwriting. Finally only great designers—Basker-
ville, Bodoni, Van Krimpen, Dwiggins—kept their typefaces close to
handwriting. The majority of our typefaces have a second-hand
relation to handwriting. This is the main cause of difficulties in the
classification of type. The fraktur-proofissued by Unger about 1790
is an interesting example of such ignorance. The grades cut by Unger
show an interrupted script, whilst the font by Didot is definitely
cursive. Unger understood nothing of fraktur as a cursive. If there is a
relation between the preference for Unger Fraktur among German
printers and the spread of discutable opinions in German typography,
we could readily understand the rash identification of fraktur and
textura as ““German type” and puristic abuses such as letterspacing.

Tenn wir einen Grund {uden, und wir {ollfen das fun, warnm
bie Fraftur mif den fiingeren Topograpben nicht per Du ift, o gelangen
wir gu einem einfachen Grgebnis, Tder von ung fudt die Itdbe deffen,
den er nicht verfleht? Werfteht in giveifachern Ginne, denn gundchit ift
it alleg fremd, was gur Frabur gehort. Das beginnt beim langen f,
unbd dag endet bei den Ligaturen. Dagwifchen liegt die gange Klasiatur
ber Wer[alien, die ihm efwa {o vevtrant ift, wie das griechifcdhe Alphabet.
Der giveite Grund liegt in der Tatfade, baf die Fraftur in vielen Be-
frieben nicdht mehr vorhanden ift, vielleicht nod) im Kaften, aber nidht
mebr im Bemwufitfein der Kollegen.

Figure 17. Unger Fraktur (Linotype). Ignorance.
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German Problems

Returning to the German discussion: we know that if there should
exist a problem of German type, it is the problem of a peculiar

cursive script. The peculiarity of fraktur has some consequences, but
they do not affect legibility. Each script can be rendered more or less
legible; if somebody calls a typeface legible, he says perhaps more of
his own habituation than of the qualities of a design. A bad typeface
could be the best one for people with the worst habits. Illegibility
might be an objection against certain fonts, but not against fraktur as
such. (This can be reversed. Stanley Morison says that fraktur is more
legible than roman type because fraktur has shorter ascenders and
descenders. With that kind of argument one could praise the legibility
of bad press-work; you get so much more black on your paper.)

According to some German authors, the long s should survive in
fraktur. With this premise they argue against fraktur, since nobody
still knows where this long s should be placed correctly. The long s
should be used when it is prescribed by orthography (but then also in
roman type) and if not, it should be used nowhere. Germans do not
learn to use the long s correctly because it seems to have been
abolished by German orthography. But then it would not be ortho-
graphically correct to use the long s at all. If German orthography
would change with the typeface, it would be the funniest ortho-
graphy of the world. The German discussion could suggest that the
tradition of the long s should be restricted to broken type. On the
development of this tradition in roman type Ronald B. McKerrow
gives some information in Paul A. Bennet, Books and Printing (New
York: World Publishing, 1953). That this same long s makes fraktur
difficult to read for outsiders would be a strange argument against the
use of fraktur by insiders. This argument can, however, be found in the
German book.

We are accustomed to the arbitrary and anachronistic combination
of roman, italic, and capital. Fraktur has no accompanying capitals
but majuscules which are adapted uncials. This may be as anachron-
istic, but the cursive aspect of the uncial has been fully exploited in
the adaption for fraktur. This harmonious combination permits the
use of many majuscules without disturbing the page. Calligraphic
practice gave rise to the German habit of beginning each noun with a
majuscule, which would have given difficulties in the combination of
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Figure 18.

roman and capital. The abolition of this custom has been discussed,
since roman type is generally used in German printing, but it seems
to be possible still to find arguments for the conservation of sixteenth-
century calligraphic abundance in contemporary typography.
Anyhow, as this custom depends wholly on the absence of capitals in
fraktur, it is a mistake to apply it to roman type. In the integrated
majuscules, fraktur has an advantage over roman and italic which
depend on capitals for majuscules. On the other hand, a fraktur

font offers no possibilities for accentuation of passages and headings:
headings composed in majuscules would be absolutely illegible, and
the alternative letterspacing has spoiled much German printing. If
fraktur has to be used in a sound typographic concept, its use will be
limited to plain texts (novels and poetry).

This restriction is used as another argument against fraktur; in
fact, it does not condemn fraktur, but typographic purism—which
could make roman and italic as difficult to handle as fraktur.

There is a better way than letterspacing: the contribution of
Albert Kapr (composed in Zentenar-Fraktur) required some
capitals. Plata choose Times New Roman which works very well
(Fig. 19).




Der Streitigeiten und Jdnkereien megen der lateinifdyen oder
poeutfchen” Schrift waren ju Lutbers, ju Goethes und Big
marcs Seiten fo viele, bag es geraten fdyeint, fich vom Tonfall
ber Eifever 3u diftangieven. Im Nachjas der Lutherbibel des
Avam Lufft, Wittenberg 1545, ftebt folgender Nachfas von
Rover [Rovariug] ... find zweperlei Budyftaben der ABE
und ABC ®eftalt gefeit, bem unerfavenen Lefer Unterfchied
angugeigen. Oag o in diefer ABE fteben, die Schrift vede
von Gnade, Troft ufw., die ABC von Straffe”. Dieje Bers
teufelung dev Antiqua deutet fchon an, in weldy ftavkem Mafe
bie Schriftfpaltung mit der Kivcdyenfpaltung verbunven mwar.
ber nody widstiger mag uns heute die Frage fein, mit weldhen
Affoziationen und Bedeutungen die Fraftur befrachtet mav
und noch iff. Mandhen der dlteven Generation ift fie eine
liebenswerte heimatliche Sorm; der Jugend exjcheint fie vers
fchnirEelt und altmodifch; dev Liebhaber deutfcher Literatur
fchdpt fic al$ die Schrift fiir die Sprache von Mirice und
Stifter; der Weltmann verurteilt fie als deutfchtiimelnd und
provingiell. Leider ift nidt gang ausgefchloffenr, daf fic von
einer nationaliftifchen Welle evneut hocygefpiilt werden Fonnte,
1vie dies in den Jabren nacy 1933 der Fall war,

Siiv midy gehdren die Formen der Frabtur, der Schmwas
bacbher, der Runbdgotifdy, der Gotifcy und vor allem die vielen
Abmwandlungen der gotifdhen BVaftarda zum Schinften und
Prachtigiten der Schrifttun(t fibevhaupt, Wer das Schrift-
fcbreiben vidhtig exlernen mill, bavf an diefen biftorifdyen Sovmen
nicht voviibergehen, ibre viclen Vavianten mebren feinen
Sigurenveidytum und vegen feine Phantafie an, audy wenn ex
fpéter duve feine Aufgaben sur firengeren und kdlteren Antiqua
verpflichtet wivd.

Figure 19. Zentenar Fraktur by Ernst Schneidler. The result of this mixture with

Times New Roman should encourage more experiments.
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Figure 20.

Curls and pronged ascenders characterize fraktur. This statement,
which can be found in the DIN classification, tallies with the actual
situation and this might be the strongest argument, not against
fraktur, but against centuries of German type design which sought a
substitute for quality in interesting flicks and curls. Without curled
tails and forked ascenders, fraktur would again have another chance
to inspire good typefaces.

The list of available fraktur fonts fails to impress the designers
among the contributors in Plata’s book. They learned to appreciate
the wide range of possibilities in a good roman font. If fraktur should
have a future, it must not be as an alternative to this range, but as an
addition. If understood as a bold, upright cursive, an accompanying
fraktur could enrich many roman fonts (Fig. 20).




This would mean a new beginning, which we cannot expect from | The Siloam Inscription and Alphabetic Origins
the traditional typefounders; the production of leaden typeisa

painstaking process. But photographic matrices are very easily made
by every designer who masters handwriting. Independent from the
commercial afterthought of type foundries, designers will have the
future in their hands, provided that these hands are trained to write. ‘

Roy K. Patteson, Jr.

The Siloam Inscription is one of the most important monuments to alphabetic
writing. Itis, however, almost unknown to people in Western civilization, This

‘ article relates the story of its discovery and points to some of the evidence for the

\ development of writing contained within that inscription. The acrophonic
principle, upon which the inscription is based, seems to have been the invention of
a domestic situation within Palestine. Theories about the origin of the alphabet
are discussed, with a tentative conclusion that Palestine was the alphabet’s place
of origin.

which have remained unanswered down until our time. Literary
monuments from the Near East, in addition to their value for histori-
cal inquiry, contain vital information for scholars interested in the
development of the alphabet and writing. Eventually we shall be .
able to give an accurate account of alphabetic origins, perhaps
@ within the next five to ten years.!

The purpose of this paper is to acquaint the reader with the Siloam
Inscription—one of the most important, but little-known, monuments
of early writing. This article points to evidence for development of
\ writing contained within that inscription, when it is compared with
; other prominent Palestinian inscriptions which can also be dated.

Internal developments in the writing style, when connected with a
. unique acrophonic principle, suggest that the alphabet originated
| within Palestine in simple domestic situations. In contrast to
‘ cuneiform and hieroglyphics, this alphabet prevailed in Western
| civilization.

The Siloam Inscription was discovered in 1880 at the opening of
the Siloam Tunnel, a hand-cut aquaduct located on the south-eastern
‘ edge of the present city of Jerusalem (Fig. 1). While our main concern
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The precise age and place of origin of our alphabet are questions i
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