
The Journal of Typographic Research 
Volume IV, Number 3, Summer 1970 

199-212 Words in Their Place 
Rudolf Arnheim 

213- 240 Broken Scripts and the Classification ofTypefaces 
Gerrit Noordzij 

241- 257 The Siloam Inscription and Alphabetic Origins 
Roy K. Patteson, Jr. 

259-270 Times Roman: A Re-assessment 
AllenHutt 

271- 280 Proposed American National Standard: Presentation 
of Alphameric Characters for Information Processing 

281- 284 Book R eviews 

285- 287 Abstracts of Journal Articles in French and German 

288 The Authors 

The Journal of Typographic Research, Volume IV, Number 3, Summer 1970. 
Published quarterly (Winter, Spring, Summer, and Fall) by the Journal, 
cfo The Cleveland Museum of Art, Cleveland, Ohio, USA 44106. 
Copyright© 1970 by Tlze]ournal of Typographic Research. 



~
One cannot take pictures or pieces of pictures and put them together 
o produce new statements as easily as one can combine words or 
deographs. 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. 

I. 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), Pa rt I , 650. 
4. Immanuel Kant, Kritik 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 
Intetpretation qf Dreams, London: Allen and Unwin, 1954), Chapter 6, Section c. 
8. Raphael, The School qf Athens and Pamassus (1508-11 ) are in the Stanza della 
Segnatura in the Vatican. 
9. A. Michotte, La Perception de la Causalite (Lou vain: 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), 
ChapterS. 
11. Language, p. 17. 
12. B iological Foundations of Language (New York: Wiley, 1967), p. 334. 
13. Philosophy in a New Key, p . 80. 
14. Gotthold Lessing, Laokoon oder Ueber die Gren;::en der Malerei und Poesic, Lessings 
Werke, Volume V (Leipzig: Goschen, 1887( Laocoon, Boston : Little Brown, 1910), 
esp. section 16. 
15. Briefc aus England, letter to H einrich Christian Boie, dated October 1, 1775. 
16. In L'exil ct lc Royaume (Paris: Gallimard, 1957) (Exile and the Kingdom, New 
York : Knopf, 1958). 
17. Rudolf Arnheim, Radio (London: Faber and Faber, 1936), Chapter 7. 
18. Honore Daumier's painting, Un Wagon de Troisienne Classc (ca. 1861), is in 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 ofTypefaces 

Gerrit Noordzij 

Current systems of typeface classification are fundamentally useless as they isola te 
type from other renderings of handwriting. Typeface design can only be under­
stood in its relation to handwriting. The German classification system (DIN 16 
5 18) 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 h as done much damage to German type design 
and typography. 

This article has its original cause in Walter Plata, Schiit;:;e der Typo­
graphy, gebrochene Schriften (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 ofhuman­
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 ofFraktur, 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" (S. 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 Cyrillic and Arabic. But where he applaudes the abolition of 
fraktur, V a n 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 
origina ted in the same spirit of humanism which Steinberg wants to 
call to arms against it. And fraktur is as genuine a descendant of the 
" L atin" alphabet as italic. If we were restricted to what is "naturally 
our own," we would have very little to boast of: evenJ an 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. H ardly anything 
is said of the merits offraktur. 

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 
oftype (Fig. 1). 

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 R enaissance-Antiqua [Venetian Old Style] 

II. Franzosische Renaissance-Antiqua [Old Face J 
I take these two groups together, as the explanation fails to indicate a 
difference: the first group contains the imitations of the J enson 
roman, provided that they have little contrast between thick and 
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1. Zweck 
Durch die Klassifikatian sail erreicht werden, da6 die bisherige Unsicherheit in der Benennung der Schriftgruppen 
beseitigt und damit die Grundlage fur eine einheitliche Schriftenardnung geschaffen wird, Den Druckereien und 
ihren Kunden wird die Auswahl der Schriften erleichtert und deri Schulen eine Unterstiitzung fiir den Unterricht gegeben. 

2. Schriftgruppen 

Gruppe I 

Ve nexianische Re naissance-Antiquo 

Beispiel: 

Mom berg 
gesetzt a us der Schrift .,Antiquo der Bremer Presse" 

Zu der Gruppe gehoren u. a. Trajanus, Schneidler· 
Medieval und Golden Type van William Morris. 

Die Vene:ianischc Renaissance-Antiquo ist hervorgegangen 
aus der humanistischcn Minus/,el des 15. } ahrhundertS, die 
mit der schriig angesct:ten Breitfedcr im Weduelt.ug ge­
sch.ricben worden ist. Der Querstricl& des Kleinbuchstabens e 
/iegt scbriig. Die Acluc der Rundungen ist nach links geneigt . 
Haar- und GrundstricAe sind in der Dicke niclu sehr ver­
schieden. Die Serif en (An- und Ab.striche) .sind cin wenig aus· 
gerundet. In der Regel .s ind die oberen Serifen der GroO­
buchstaben (Versalien ) At und N nach beiden Seit en aus­
gebildet. 

Gruppe II 

Franzosische Renaissance-Antiquo 

Beispiel : 

Momberg 
gesetzt aus der Schrift ,Garamond" 

Zu der Gruppe gehoren u. a. Wei6-Anliqua, Palati11a und 
T rump-Medii:ival. 

Die Fran:O.sische Renaissance-Antiquo gleicht ihrer Herkunft 
nach wie auclt. in ihren Eigeruchaften der V cnc:ianisdlen 
Renais.san<'e-Antiqua. Sie weist jedodl griiBere Untersdr.iede 
in der Strichdicke auf. Der Querstrich des Kleinbuchstabens e 
liegt waagerecht . 

Gruppe Ill 

Barock-Antiqua (Vorklossizistische Antiquo) 

Beispiel : 

Mom berg 
gesetzt aus der Schrift ,Janson" 

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

Die Darock·Antiqua l teht unter dem Einflu8 der Kupfer· 
!Jteclaer·Sd arif ten. Sie weist grOOere Unter!Jd1iede in der Strich· 
dicke auf als die Renaissance-Antiquo. Die Aclue der Run· 
dungen ist fast 5en"recht. Die Serifen sind wenig oder gar 
nicht ausgerundet. In der Regel sind die Serifen der Klein­
budutaben oben schriig, unten aber waagerecht ange.tet:z:t. 

Gruppe IV 

Klassixistische Antiqua 

Beispiel : 

Mom berg 
gesetzt aus der Schrift .,Walbaum" 

Zu der Gruppe gehoren u. a. Badoni, Didat und Corvinus. 

Die klassizistische Antiqua steht den Kup/er~techer·Sc:hri/ten 
besonder~ nahe. Die Seri/en sind waagerecht angesetzt. Die 
Winkel zwiu/1en den Seri/en und den Grundstrichen oder 
schriigen llaarstricJ,en 1ind kaum merklich ocler gar nic:ht tiiu­
gerundet. Haar- tmd Grunds1riche unterscheiden sic:la hrO/Iig. 
Die .Acltse der Rundunren Jt eht senkrecht. 

Figure l. Excerpted from "Klassifika tion der Schriften" (DIN 16 5 18), 
Fachnormenausschul3 Graphisches Gewerbe im Deutschen Normenausschufi 
(DNA), August 1964. Copies are available from Beuth-Vertrieb GmbH, Berlin 30, 
Germany, S 1.20 ( 10 shillings) when purchased from abroad; DM4,40 inland. 
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Gruppe V 

Se rife nbetonte Line ar-Antiquo 

Beispiel: 

Momberg 
gesetzt ous der Schrift ,.Memphis" 

Zu der Gruppe gehoren u. a. Cla rendon, Volta, Schad ow 
und Pro Arte . 

Die llaar· wad C rundstridre der seri/enbetonten Linear· 
A ntiquo ltlll ('r&cileiclcn &idt 1t~cnig in der Dicke oder sind sogar , 
einsc/,UeOlic/r tier Seri f en, optisch einheitlich ( lin ear) . Allen 
Schri/ten Jiescr Cruppc ist die mehr oJer weniger s tarlc e, aber 
immer au/fallcude Detonung der Scrifen gemeinsam. 

Gruppe VI 

Serife nlose Line ar-Antiquo 

Beispiel: 

Mom berg 
gesetzt ous der Schrift ,.Futuro" 

Zu der Gruppe geho ren u. a. Akzidenz·Grotesk, Erber· 
Grotesk, Folio, Helvetica, Univers und Optima. 

Ein T eU dcr :ur seri/enloscn Linear-Antiquo ; iihlenden 
Sdtri/ten ist in der Stridadiclce vorwiegend oder sogar optisch 
gan: einllcitlid,. Bei einem anderen T eil dieser Schri/tgruppe 
unterscheiden sich die St richdiclcen erheblich. 

Gruppe VII 

Antiqua-Varia nten 

Beispiel: 

MOMBERG 
gesetzt aus der Schrift ,.WeiB·lopidar" 

Zu der Gruppe gehoren u. a. Codex, Columna, Hammer­
Unziole, largo, Neuland und Profil. 

Zu den Antiquo-Variant en gelaOren alle Antiqua-Schri ft en, die 
den Cruppen I bis VI, VIII und IX nicht :z.ugeordnet werden 
hiinnen, tueil ihre Strichjiillrung v om Charakter der genannten 
GrUppen abtveirlu. Den K ern derGruppe bilden Versalschrif ten 
fiir d ekorative und monumentale Zw ecke. 

Gruppe VIII 

Schreibschrifte n 

Beispiel: 

~?Vtfe"? 
gesetzt ous der Schrift ,lithographic" 

Zu der Gruppe geho ren u. a. Kunstler-Schreibschrift, Bern­
hard·Schonschrift, Virtuoso, Charme, Mistra l, Ariston, Forelle 
und legende. 

Sclareibscltri/t en nennt man die :ur Drucktype .seworclenen 
nlateiniscla en~ Sclaul· und Kanzleischri/ten. 

Gruppe IX 

Handschriftliche Antiquo 

Beispiel: 

Mombe.rg 
gesetzt aus der Schrift , Time·Script" 

Zu der Gruppe ~~horen u. a. Post·Antiqua, Polka und 
Hyperion. 

Hand sclarijtlic:lu: Antiquo werden die Schrij tcn benannt, die -
von der Antiquo oder deren K ursiv herkomm cnd - das 
Alphabet in einer persOnlic:lten Weise handschrif tlich ab zt;andeln. 

Gruppe X 

Gebroche ne Schrlften 

Xa Gotisch 

Beispiel: 

LIDombtrg 
gesetzt ous der Schrift , WeiB·Gotisch" 

Zu dieser Untergruppe gehoren u. a. Wilhelm·Kiingspor· 
Schrift, Hupp·Gotisch, Trump·Deutsch, Monuskript·Gotisch 
und Coslon·Gotisch. 

Mit "Gotisc:h.. w erden die nac:h dem Vorbild der schmal· 
laufenden Textur des 15. }ahrhunderts geschnitl enen Schri jten 
benannt, desgleiclaen deren breitere Formen ous spiiterer Zeit. 

Die gotisc:he Sc:/ari/t i$1 eng und hochstrebend . Die Crundstriclae 
der Kleinbuc:hsraben sind gebrochen ; A.n/iinge und Endungen 
:eigen Wilrjelform. 

X b ~undgotisch 

Beispie): 

mombtrg 
gesetzt ous der Schrift ,Wollou" 

Zu dieser Untergruppe gehort ouch die WeiB·Rundgotisch. 

Die Rundgotisch beruht auf der Rotunda der Friihdrudt:eit. 
Die gebroclt enen Formen der Go tisch sind hier in herben 
Rundungen abge/angen; AnfO.nge und Endungen :: eigen heine 
Wurfel/orm. 

X c Schwabacher 

Beispiel : 

tnomberg 
gesetzt ous der Schrift ,Aite Schwabacher" 

Zu dieser Untergruppe gehoren u. a. Renata, Ehmcke· 
Schwobacher und Nurnberger Schwabacher. 

Die im 15. Jalarlumdert entllandenen breitlaufenden volks· 
tilmliclten Schri/ten erhielten spiit er den Sammelnamen 
Sd•wabacher. Typisch ist der kraftige Querstrich des Klein· 
budJStabens g. 

X d Fraktur 

Beispiel: 

ro?ott1'berg 
gesetzt aus der Schrift , Breitkopf·Froktur" 

Zu dieser Untergruppe gehoren u. a . Unger·Froktur, Durer­
Froktur, Gilgengarl, Fichte·Fraktur und Zentenar·Fraktur. 

Dicsc aus dem Kulturkreis Maximilians 1. hervorgegan gene 
gebroclacne W erk scltrif t ha t scluvungvolle GroObuchstaben 
sowic - Uben vicgcnd schmalc - Klcinbuclu tabcn mit ge· 
gabellen Oberliingcn bei b, h, k und /. 

Gruppe XI 

Fremde Schriften 

X e Froktur-Variante n 

Beispiel: 

gesetzt aus der Schrift ,Koch·Kurrent" 

Zu dieser Untergruppe gehoren aile gebrochenen Schriften, 
die X a) bis d) nicht zugeordnet werden konnen, weil ihre 
Strichfiihrung vom Charakter der genannten Untergruppen 
abweicht, z. B. Claudius, WeiB·Fraktur·Kursiv und Heinrichsen­
Konzlei. 

Diese Gruppe umfaBt die Schriften, die nicht ro mischen Ursprungs sind. 

Dazu gehoren u. a . Bilderschriften, griechische und kyrill ische Schriften 1owie auOereuropcische Alphabetschrift en, z. B. 

hebrcische und orobische. 

thin strokes; which excludes the most faithful copy of this roman, 
Bruce R ogers' 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. H ermann Zapf's Palatino, which 
does not realize these conditions, is nevertheless mentioned as a 
typical exam ple of the second group. 

III. Barock-Antiqua (Vorklassizistische Antiqua) [Transitional] 
The term baroque roman seems to need explication (pre-classicist 
roman), but my understanding is not more augmen ted by it than it 
would have been by the addition of, for instance, post-renaissance 
roman. T he illus tration (Janson ) resembles the Garamont imitation 
which illustrates group II 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. (T his information is repeated for group rv .) If this 
could be true, I might ask what kind of copper engraving is meant; 
probably not the superb engraved lettering by O rtellius. Very 
different typefaces (J anson, 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 princip les of Baskerville) have to be includ ed 
as well. 

21 7 



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. 

VI. 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 
U nivers 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 vr and which for that reason should be classi­
fied in VII. 
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X. Gebrochene Schriften [Broken type J 
Without saying a word on broken type the classification continues 
with a subdivision of this group. 
Xa. Gotisch [Textura] 
X b. 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 illustra tion 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 ( 1465) 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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6d)t* ift ein Q5efta!tung6miffel, fein nationa!e6 6vmbo!. ~an 
gonne ben ~taftut~£ieb~abetn il)te <Jteube unb il)t QJetgnugen an 
bern batocfen ~otmemeid)tum, abet man fo!!te nid)t QJetgangene6 
funftlid) ~u neuem £eben etwecfen wo!!en obet gat nationa!e 
2{emini6cenaen bamit !:letbinben. 

Wie in ben anbmn£anbem, fo enbet aud) ba6 beutfdJe 
6ptad)gebiet fdJon lange nid)t mebt an ben £anbe6gten3en.2H!ein 
bet wiffenfdJa~lidJe2{u6taufdJ in 3eitfdJti~en unb Q3lid)etn im 3eit• 
a!tet bet <J:edJnif !:let!angt !:lonun6, bap feine aufa!;!id)en <EtfdJtvet• 
niffe beim £efen- wie e6 bmd) bie QJetwenbung bet ~taftut bet 
~a!! .wate- eine tafdJe Q:Jetbteitung bebinbem. 

Wet bie ~ntwicflung in ben .)tvanc)iget Jabten un!:lotein• 
genommen ftubiett, .witb feftftellen, bap aud) obne jenen unfinnigen 
2{egietung6et!ap im Januat I 94 I bie 2{ntiqua fttlbet obet fpatet 
bie ~taftutfdJti~en abge!6ft bnffe. 

2{!!auo~ wutben mit bet ~taftut nationa!iftifdJe l)ato!en 
!:letfnup~, unb getabe bie QJetgangenl)eit lel)tte un6, bap wit letnen 
fo!!ten, nud)tetn unb unooteingenommen bie Q)egebenbeitenuon 
beute c)U feben. 

~a6 Wott .. 6d)ti~fu!tut" fo!!te man bei un6 ftet6 in 
2{nftl~tung6c)eidJen fte!len. 21'ian bettad)te fid) einmal bie amt!id)en 
Q3efdJti~ungen biet in ~eutfdJlanb an Q)ebauben, ~lugpll'i!;en, 
::.?<utobabnen etc. unb !:letgleid)e fie mit ben <EefdJti~ungen in 
~nglanb unb in ben 2Tiebetlanben. ~et UntetfdJieb c)U unfem 
,.6d)ti~fultut" .witb nut au beutlidJ. 

Wit wo!!en ftolJ fein, bap ba6 ~en fen in national en <Btenc)en 
enb!idJ weitfid)tigmn Q)ebanfenl)la!; au madJen beginnt. 
~ie 3uhm~ gel) ott einbeutig bet ::.?<ntiqua, genaufo wie bie 3ufun~ 
bet WiffenfdJa~ unb bern Libemationalen ~en fen gel)6ten .witb. 

CJd) glaube beute nid)t mel)t batan, bap bie ~taftutfdJti~en 
jemal6 wiebet eine ptaftifdJe Q3ebeutung etlangen wetben. 
6ie waten eine wid)tige biftotifdJe ~ntwicflung6plJafe in bet 
6d)ti~gefdJid)te unfm6 £anbe6, tvie beifpiel6.weife bie Unaiale, 
ebe bie fatolingifdJe 21'iinu6fel fie ab!ofte. 

fjetmann 3apf 

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 j ohnston'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 offraktur, 
reduced the upstroke and accentuated again the oblique part in the 
downstroke. The resulting typefaces are, in fact, mixtures offraktur 
and textura. All available typefaces I know are such bastards but for 
Gilgengart by H ermann Zapf (Fig. 2) . 

In the same sense, Schwabacher is a mixture oftextura 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. 

Figure 3. 

Geographies 

Mchts ~t~ tD t-J,e ~vn-str"Dkn 

M ~ slwwn c~~m, t:l,< ~ 

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 grammar books introduced the custom to reserve fraktur for the 
vernacular. This custom justifies the expression " German typ e" 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 d efined 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 
m ajuscules, which make it unfit for the composition ofGerman 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 Henrie Lettersnider, Christoffel Van Dijck,Johann Michael 
Fleischmann, and others, which still can be had from the Enschede 
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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fplrttuS' .. lPerberft nltflrde ro~rlgun~ 
tur;et llulto~u lnflnduS' cllnun1eruS' .. 
11orutuS' fun1 In ro~ne meo; nlcrnS': 
..Seer n1agnuS' rffertus fttnl; ct prar~ 
rem onutc sfaptcntta;qttt fucruntante 
n1r In Jlcrufale: ct mens tnea rontcn1~ 
plata eft tnulta faplenter; et nlntrt .. 
iOcntque cor mcun1 ut frtrunprunen~ 
tlanl; atque nortrlnattt; erro~efque d 
llultltla: ct agnobl qtlon In ~~s quoque 
dl'ctlabor;etaftlicttofptrttus;coquon 
itt tnulta faplcntla tnulta ftt lnnlgna~ 
tlo: ct qui anntt fricntla;anntt ct labolt .. 

ij .. aandas oblectatnento~utn 

tj .. 101~1 ego In ro~ne nuo: aanmn; ct 
aftlua ndtcitS' ;ct fruar bonis .. .Et blnt 
quon ~or quoque etretbanttaS'Jltlfum 

Figure 4. Original fifteenth-century textura by an unknown punch-cutter. Figures 
I, 2, 3, and 4 show a selection of the broken typefaces which are available from 
Enschede, H aarlem, H olland. The typographic arrangement is by Jan van 
Krimpen (N.B.). 
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tao llliu,· •1) i~J op•·r0 fuol1d~~"" ¢ff¢l""'(¢1'.) il?l?~uf. (Quif 

1cuit1) 1cu») n9&u.::¢fl ('Y>f p of t ('-<J f•• fum .::o3uoj.::ni. 

+· S/J..rfi e "'-<J n9nl?inl ,a S.,iSi .::nl?umllinfl ·yun¢ fu!? fo~ 
.J•'ruu fuv/ 1d l?na~_wnf inn~r-t11fi u••JI 1cf C" ¢111in¢11) •ou~ 

fol?n fc~¢ 11)' C''¢.; poI re >:¢ (ifi¢"0 tCO~tH'J \:>iol?fllfi" ¢ I "'" t = 

fc~UII) 4\U~il?io ~¢ jfifufof. ¢f 1?4\U~n\.Ji (;' lh'J jf (;' II O~tuotol 

'1""") S.,iutl• f¢f : 1d f¢1?irio~¢ 11J ('Pfvo'l"'-<J i•i'<>i.:-nuil 'lui 

~11 ¢rSUI IJ (,''lnfuf ;cf1'-"l L1'1¢.:: uiSif (;'""(?" •JII"¢ fu!? fo l?¢ fi uu f. 

;a! uvfiii'J .;ouf¢111-pl?o fuf full) 011111 ¢f l?o!?o:::¢t t,o11o in 1111JI 

;Cf ioi'<l ufi.:i"f oui~~toS\.>,'yfj 'P"'''"{; inui&io¢ -pro~i 111 i: 1d 

i~J tao.; 1cv,go S.,nuifnfl 1d """''" fu-p•·rfl?un 1c("f. 'f:,ful?fuf 
.;o111 pl?i.:-nf C'"'"'ucf funf I 1d .::otll¢9 of .::.wn¢f funf I 'l>i.;,~,f: 
Q'Yr.'¢l?iov- ¢ft 'P"3ieeu+ """) "¢'llli¢/ 'l"" II) pl?¢114\ uf>rn'lll{; 

C'"""" f " "'1) en!?o:::~.-"1 ;d ntfeirfioln.<Jnlliuli. 
Con fi&,•muf >r¢~¢ri ;Ct nl?iM1) f'Y>M~ifnf¢ 11) fu!? fol?~.-<..o : \.>uuf 

¢ftl 1d f¢ruu &tu1) C'"'o'J ~"!?¢fl C' ' o'J fi e; ,.,1)1 C.''o'J fvnh¢t1)/ 
/cf fnlll~ en!?o!::l\1:(.;(,''10') .;;¢n·<'£fl (,'~¢.;; fnfiMifll r'OCUI?i 1ciuf 

~i\:>ifiif: C''l¢.;v¢rOJif.-,.f; 'l>i.;;t'nf: c .. i en!?o:::ol ;effvnu&o "ui~ 

111M'1) G'"¢"'') !?ouif? i'J ~~.;; '1"0'111¢ \.>nui fnf ;e p?l ;d "tfeirfio 

.-p¢(fi"'"· Ql'r.'¢1?iuf ¢f1 ;C>:Jo'l>uof ¢n·¢ (i .. wl?l 'l""'" \muny 

tan!?-tuf 1cuil'1) 1c1u ol?uwndu11) (o.::i.:fnfif (un¢: (i c:;:,,.,.f 

.::¢ri&.: vi fI n!? nl?f¢vo ful?ri.:fur. U~<¢ fol?i': 'l"i" Clll1) .;;¢ri&¢vifl 

L''O'J ~"{?¢{ (u!?I?¢\.>M,f¢,1) ('-<J· ¢ f (i ~o::: 111i¢viuf'l>uol feu¢~ 
!?twfur GUH1fuo : ('Pu uf 'luou1o'l>o c:ne¢fi¢l? ¢f fi 'l''i fpi"' '1J 

Figure 5. Civilite by Henri de Ia Tour, sixteenth century. Civilite is 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, Civilite should not exist for 
the convenience of authors who identify broken script with German script. 
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cnim fpititu~ fapientiae/ et nottlit1eratlitma" 
Iebfcum a Iaftii~ juf~: quonimn rcnum flliu~ 
tetli~ e11 Qi')cu~/ ct COJbi~ illiu~ jcrutator cjt 
bent~/ et linguae ciu~ aubitor. @.uonimn fpi" 
ritu~ Qt)omini reple\.tit OJll em terrarum : ct 
fioc/ quob continet omnia/ fcientimn fintlet 
\.loci~. iJ)roptcr fioc qui loquitur iniL}ttn/ non 
potefi: lntcrc/ nee practeriet-tHum ro~ripien~ 
iubirium.:iln cooitntionifnt~ enim impii inter,; 
roontio erit: jcrmonum nutem Hlin~ mtbitio 
nb riDeum b cniet/ nb roJrepti on em inil}uitn" 
tum illiu~. ~uonimu nnri~ 3eli nubit lllllnin/ 
ct tunmltu~ murmurntionumnon nftfconbc" 
tnr. <!tu1lobite eruo \.to ~ n murmuratione/ 
L}u ne nifiil probet1/ ct a betractione pnrcitc 
linguae/ LJU onimn fermo oft fmru~ in barnum 
non il1it: o~ mttcm/ quob mentitur/ ocdbit 
aninmm. ~laoiitc 3dare moJtem in erro,?c bitac 
\.tetlrac/ nequc acquirnti~ perbitionem in ope" 
rmu~ nmnuum ~cjtrnrum. qnuonimu Qt)eu~ 
moJtem non fecit/ nee faetatur in petbition~ 
\.tiboJUllt. <!trca\.tit enim/ ut eft~cnt omnia : et 
fmmftilc~ fecit nntione~ OJ{1f~ termrum: et 
non e11 ii1 iHi~ mebimmentum e,:tcrminii/ 
nee inferoJUill rcgnum in term. :f:uflitin enim 
perpetun et1/ et immoJtnlt~. :J]mpii mttcm 
mmtitlu~ et \.tertii~ nccetfietunt mam: ct nefti" 

Figure 6. Textura by Johann Michael Fleischmann, eighteenth century. 
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aetati~ !)abueritjetanfma fllfu~ nonutatur bonf~ 
fub,1antiae fuaejfepulturaque carcat: be !)oc ego 
pronundo quob mdiorillo fitabo~tfbu~. :f'ruftta 
enfm benft/ et pergit ab tenebra~/ et oblibfone 
bdebitur nomen eiu~. Jf}on bfbit folem; neque 
cognobit bit1antiam bonietmali:etiam fibuobu~ 
miUibu~ anni~ bi,:erit/ et non fuerit perfruftu~ 
boni~: no nne ab unum locum properant omnia~ 
$mni~ labor !Jomini~ in o~e eiu~: feb animaefu~ 
non implebitur. <muib !)abet ampliu~ fapien~ a 
'1ulto ~ et quib pauper nffi ut pergat film/ ubi eft 
bfta~ Jjlt)diu~ e'1 bibere quob cupia~jquam befi" 
berare quob nefcia~. feb et !Joe banita~ e'1/ et 
praefmnptio fpiritu~. <muf futuru~ e'1/fam boca" 
tum ct1 nomen eiu~: et fdtur quob !Jomo fit/ et 
non pofTit contra fo~tio~em fe in iubido conten" 
bere . .0erba funt plurima/ multamque fn bffpu" 
tanbo !Jabentia banitatem. bij. <mufti necetTe ell 
!)omini maio~a fequaererej cum igno~etquib con" 
bucat fibi in bita fua numero bierum peregrina" 
tioni~ fuae; et tempo~e/ quob bdut umbra prae" 
terit~ 2Uut qui~ ef poterit fnbfcare quib po11 cum 
futurum fub f ole fiH 

Figure 7. T extura by Christoffel van Dijck, seventeenth century. This style 
dominated Dutch baroque typography (which was neither gothic nor German). 
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JJurcg '<!llmfragc auf ~runb bon 1Lcfeproben bd ~tubentcn 
fn ~cmfnarcn babe feb feftgeftellt, baf; bfe alten lSucb~ 
ftaltcnt!Jpen, hlie fie in ,~cl)iit;e bet -m;!Jpograpbie: 
~ebtod)ene ~d)tiften", lSeilagen unb Qtuffiit;e bon 
lllllaltct ~lata, auP j]er ~OIAJ!Jtapb, 11l>eftc 7, s, to 1abt~ 
gang 1966, jftattlifurt am _i1ilain, mit borgclegt hlutben, 
famt uttb fottberp gdefen hlerbett kontttctt. 

jl)fe banbgefd)rieltette beutfcl)e jfrulttur- hlie feb fie 
alP ~d) iller nod) gdernt batte - hlirb hleber gefcl)tieltett 
nod) gdefcn. ~dbft mdtte .11\.inber- mit QtuPttabme mdttct 
iilteftcn -m::ocl)ter [30 1abre], bic bie ~iittctlfnfd)rift 
nocb gdernt batte - ki:intten bie ~d)rift nicbt ent;iffern. 

®lthlobl idJ bot bem Jltricge nut itt jfralttur fd)tieb 
unb lebfglicg frembfptad)Ifcl)c 33ricfc itt Iatdttffcf)cn 
lSucl)ftaben betfaf;te, fcf)rcflte feb jet;t alP 1Lebttt nut in 
latcinifcl)en lSucbftaben, abet audJ nid)t ftilrdn.1 cb bin 
burd) bit fran;i:ififdJe ~efattgettfd)aft ;u biefer ~cgrift 
ge;hluttgen hlorben [41abre], babe alter bfe alte jfraktut 
nfdJt bergeffen. ~ie hlirb freilicf) nicl)t mebr fo gdiiufig 
gefcl)tielten hlie friiber. 

1 cl) Itemte due gan;c l\dbc iilteret 1Lcute, bie nut 
jfraktur fcbteflten, beren lSrfefe jebodJ ben Jltfnbern bot::: 
gdefett iuerben miiffcn.1 d) bebauere ep, baf; in unferen 
~d)ulen biefe ~cbrift nid)t aud) gdebrt hlirb, ba fie altcP 
J!ulturgut ift.lllllcnn in ~pmnafien nod) bfe gtiedJifd)e 
~cgrift gdebrt iuirb - obne fie kann e~ It.dnen ij{utcrricf)t 

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 
d escending S; for the same amount of black he had more space at his disposal. But 
the main fault is not in the maj uscules; th ey would behave m uch more ha rmoniously 
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] uan deY ciar 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 h ands, 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 V elde, De spiegel der schri.Jfconste (Rotterdam, 1605) . This Anglo­
Dutch fraktur is superior to its Germ an 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 a nd 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 nam e fraktur 
(Fig . 10). 

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

Figure 9. The splendid Dutch fraktur. Jan van den Velde, Spieglzel der Schrijfconste, 
1605 (reduced). 
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Figure 10. 

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. 

R ela ted 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 ofhandwriting. 
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. 

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

llll 
Figure 11. 

(In paleography the word cursive is, with some historical right, 
used for informal writing, even for informal interrupted writing. T he 
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. T ype is always formalized handwriting; 
what looks like a flick is the result of wanton accuracy and not of 
speed.) 

Figure 12. 

c,t-rsWr v.n·ih~:J kMM lu,l-iUJvi:MMCnds. 

'Ji~r ,H,Jk-i~C.fontvpfo;, t~~·;$ttc "~W) ,·vr 
~ n,t-Mv r liUr r (ryrvTH M• ~) lrnk '~- ~nkrW. 

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. I n 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. 

C.<'rlttl'aSt(Jl'Vl!YI1cd·!J· tlte.S /1 aye 1 thcrm 
(trans ktion) 

C<TJ1,tmst juvv.rned ~Hte rrcsnwc un the rtlt­
(e.xpansion.) 

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 ofline, and 
choice of paper-important factors oflegibility-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 n 

vlilt:rwr 

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 

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. T extura, 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-proof issued 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 offraktur as a cursive. lfthere 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 offraktur and 
textura as " German type" and puristic abuses such as letterspacing. 

:t53enn roit einen @run!:> fud)en, unl:> roir follten bas tun, roarunt 
l:>ie 'i5"raJ1tur mit ben jiingeren ~t)pograpl)en nicf)t per ::Du i~, f o gelangen 
wit ~u einem einfacl)en ~rgeonis. :mer !>on una f ud)t l:>ie 91iil)e befTen, 
ben er nid)t !>cr~~~t'? ~erflel)t in ~roeifad)em ®inne, benn suniicl)fl ifl 
il)m alice freml:>, was 6Ut 'i5"rahut gel)ort. ::Doe oeginnt oeim Iangen f, 
unl:> bas en bet oei ben ;\3igaturen. ::Dasroif cl)en fiegt bie gause .stiaoiatut 
l:>er ~erf alien, l:>ic il)m ctroa f o !>ertraut i~, wie ba6 griecf)if cl)e ~Ipl)aoet. 

::Der sroeite @run!:> Iiegt in ber ~atfacl)e, baa l:>ie 'i5"raftur in t>ieien ~e· 
trieoen nid)t mel)t !>orl)anl:>en ifl, t>ielleicf)t nod) im sta~en, aoet nid)t 
mel)r im ~erouatf ein bet 5tollegen. 

Figure 17. Unger Fraktur (Linotype) . Ignorance. 

235 



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 offraktur 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 as~enders a~d .. 
d escenders. With that kind of argument one could praise the legibility 
ofbad 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 no body 
still knows where this longs should be placed correctly. The longs 
should be used when it is prescribed by orthography (but then a lso in 
roman type) and if not, it should be used nowhere. Germans do not 
learn to use the longs correctly because it seems to have been 
a bolished 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 longs 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 roma n and italic as difficult to handle as fraktur. 

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



lOer ~treitigfeitcn unt> .Siinfereienroegen t>er lateinifcpen ot>er 
, beutfcpen" ~cpri~ maren 0u 2utper~, 0u <Boetpe~ unb Q)i~* 
marcf~ Betten fo oiele, t>a~ e~ geraten fcpeint, ficp oom tonfa{( 
ber ltiferer 3u t>ij1an0ift:en. Jm 91acpfa~ ber 2utperbibel be~ 
2lbam £ufft, QBittenberg 1545, j1ept folgent>er 91acpfa~ oon 
ffioocr [ffiooariu\3] , ... fint> 0toeverrct Q)ucVflaben t>er 2fQ)Q: 
unb AB c <Beflalt gefe~t, t>em unerfarenen 2efer Unterfcpict> 
an0u3eigen. lOa~ fo in biefer 2(Q)Q: j1epen, bie ~cpt·t~ ret>e 
oon <Bnabe, t rofl ufro., bie ABC oon ~traffe". lOiefe mer* 
teufelung t>er 2lntiqua t>eutet fcpon an, in melcp flarfem 'JJ1a~e 
bie ~cpt·tmpaltung mit ber Jtircpenfpaltung oerbunben mar. 
2lber nocp micptiger mag unt> peute bie l3ragc fein, mit tuefcpcn 
2liTo3iationen unb Q)ebeutungen bie l3raftur befracptet mar 
unb nod) ifl. <J.nancpen ber iifteren <Beneration ifl fie eine 
lieben~merte peimatlic9e l3orm; t>cr ~ugenb erfcpeint fie oet'• 
fcpnorfelt unb altmobifcp; t>er £iebpaber t>eutfcper 2iteratur 
fcpii~t fie al~ bie ~cprifi flir bie ~pracpe oon <J.noricfe unt> 
~ti~er ; t>er QBeltmann oerurteilt fie alt> beutfcptiimelnt> unb 
prooin3iel!. 2eit>er ifl nicpt gan3 aut>gefcploiTen, t>a0 fie oon 
einer nationalifl ifcpen QBelle erneut pocpgefptHt merben fonnte, 
wie bic~ in ben ~apren nacp 19 33 ber ;san mar. 

l3Hr micp geporen Ne l3 ormen ber l3raftur, t>er ~cpma* 
bacper, bcr ~~unt>gotifcp, t>er <Botifcp unt> oor allem t>ie oielen 
2lbmant>lungen ber gotifcpen Q)aj1arba 0um ~cponflen unt> 
!priicptigflen t>er ~cpri~funfl i.iberpaupt. QBer ba~ ~cprifi• 
fcpreiben t·icptig erlernen ruill, barf an t>icfen piflorifcpen6ormen 
nicpt oorlibergepen, ipre oielen marianten mepren fcinen 
6igurenreicptum unt> regen fcine sppantafie an, aucp toetm er 
fpiiter burcp feine 2lufgaben0ur [lrengeren unt> fiifteren2lntiqua 
oerp~icptet mirt>. 

Figure 19. Zentenar Fraktm by Ernst Schneidler . T he result of this mixture with 
T imes New Roman should encourage more experiments. 
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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 fl icks 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 fon t.lffraktur should 
have a future, it must not be as an a lternative 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 traditional typefounders; the production ofleaden type is a 
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. 

The Siloam Inscription and Alphabetic Origins 

Roy K. Patteson, Jr. 

The Siloam Inscription is one of the most important monuments to alphabetic 
writing. It is, 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. 

The precise age and place of origin of our alphabet are questions 
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 ofjerusalem (Fig. 1). While our main concern 

241 


	Pages from VL 4.3-2
	Pages from VL 4.3-4

