
Page 1 of 14

Press Release

Linotype International Type Design Contest  2003

by Markus Hanzer

A question is often raised in connection with the International Type Design

Contest: What do we need new type designs for anyway?

Ever since my childhood, I've had a special affinity for fonts. Maybe it's

because I can appreciate them in peace and quiet and they never

seemed to get tired of me. I can admire them, smile at them, be

astonished by them or look down on them. They always fill me with

pleasure and give me orientation. Fonts tell me about former times, past

efforts and sometimes futile pursuits – and they show off: with an

endless variety of characters and expressive forms.

Outside of type catalogues, fonts usually have the task of transporting

meaning or information. So choosing a font could be compared with the

selection of an appropriate style of clothing. And just as people's taste in

fashion may at times be perplexing, fonts can also be exaggerated,

tacky, graceless, unimaginative or sometimes dazzling, seductive and

awe-inspiring.

Even in our current multimedia world, in which audio design and

moving images predominate, typographic messages are still as

ubiquitous as ever. In fact, our urban environment has been transformed

into a world of words – we are surrounded by electronic displays not

only used for looking at pictures but also for reading enormous amounts

of text, whether on the screens of televisions, computers, PDAs (Personal

Digital Assistants) or mobile phones.

Before computers began to profoundly alter the appearance of

typographic products, written expression was either done by hand or

other means were applied like stencils and lead typesets which were not

widespread in great variety.
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Yet computers have affected the culture of type in more ways than one.

If you meander through the urban landscapes of different cities with open

eyes, you will notice a narrowing in the spectrum of typefaces used. On

the one hand, this has been due to global chain stores which are

increasingly replacing distinct local styles; on the other hand, it is also

due to the international distribution of computer fonts which has now led

to the worldwide, mass use of only a small number of "types".

At the same time, never before in the history of type has there been such

a huge variety of different fonts to choose from. As more and more

attention is paid to external appearances in almost every area of our

lives, selecting a typeface provides us with design options which can

unleash unexpected, new potential. Design, in this sense, is not only

question of aesthetics but also an opportunity to provide immediate

orientation. Computer operating systems on Microsoft and Macintosh

platforms automatically supply their users with a whole range of

typefaces which have been licensed from Linotype. The intention is that

by experimenting with these fonts, users will recognize how they

influence the impact and appeal of texts and thereby develop a greater

appreciation – and bigger appetite – for the implementation of diverse

typefaces.

Which criteria are applied to evaluate type design? And isn't the

evaluation of design too subjective for analysis, more a question of

personal taste?

Fonts are not only an aesthetic phenomenon, they also have to fulfill a

certain purpose. Therefore, a new font does not necessarily have to look

completely different from its predecessors. Perhaps it is simply more

convincing in the way it fulfills a certain purpose, perhaps it is more

robust and also reads well when printed poorly on cheap paper, perhaps

it is extremely economical in its use of space and is therefore ideal for

catalogues or reference books, perhaps it is especially legible in small

point sizes on low contrast displays etc. To the same extent that new

forms of application for type arise, there will always be a need for new

fonts which are adapted to better fulfil the specific demands of these

forms.
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Society is also constantly changing its way of looking at the world,

values are modified, images of utopia come and go. New typefaces

often serve as visible symbols of such transformations. In the last few

decades, for instance, we have observed a growing geometricity in type

design forms, changing in correspondence with an increasing

digitalization, mechanization and automation of our society.

Simultaneously, a large number of typefaces have emerged whose

aesthetics reflect another world: a society plagued by war and

destruction in dilapidated and neglected surroundings. This typography

was born in the suburbs, giving voice to a sense of alienation and to a

subcultural parallel universe. But other type designs have drawn on the

language of geometric forms which build on century long developments

in type and have become the trademark look of this age – an age which

has at least in part recognized that evolutions often stimulate more

fruitful and lasting changes than revolutions.

In the guiding principles applied to their forms, typefaces always draw

on the values of their society  – but they also represent a unique cosmos

of symbols with their own laws and parameters. The individual

characters should obviously share a common style but also be distinct

and unmistakable entities in their own right. And these differentiated

symbols should then be able to form themselves into thousands of

different combinations, forming words which appear cohesive – and not

like letters which have been thrown together against their will. And

within the words and the lines which they fill, the symbols should be

able to develop their own rhythm and, ideally, allow for a variety of

applications, such as a slightly more condensed or spacious

arrangement of the letters or varying distances between the lines.

Those who can appreciate type as more than just a plaything, and are

able to recognize its potential applications right from the start, will find

they have an instrument in their hands which allows for an objectified

evaluation of type, independent of their personal tastes.
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Anyone who has seen a few of those singing contests on television

knows that the candidates can easily be divided into three groups. There

are those who everyone is relieved to see leaving the stage, there are

those whose voices may not be annoying but are essentially forgettable

and then there are those rare gems, a select few candidates who

everyone wants to hear more of – singers you might even be prepared

to buy a recording of or pay money to see them in concert. In a type

design contest, comparable criteria are valid for the selection process.

Which categories could be entered?

The supreme discipline is the category of type systems. Type systems

are needed in fields of business where an extremely wide spectrum of

communication goals is handled yet in which a consistently

characteristic style of type is required. Large and medium-sized

companies and organizations are therefore the most interesting target

group for type systems, where everything needs to be implemented with

one font family: from festschriften and official documents to charts,

forms, annual reports, advertising, navigation systems and internet

pages. Such type systems have the difficult task of having to be quickly

recognizable and characteristic on the one hand, while on the other hand

not too peculiar or unique – after all, a typeface is there for the purpose

of communication and not to draw attention to itself. A designer who

aims to develop a type system not only needs a unique language of

forms but also at least the same drive and endurance as a triathlon

athlete.
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The second category focuses on type for daily use or so-called text fonts.

This category also required the development of a family with at least 4

weights. However, there were no restrictions as to which area of

application they would primarily be used for, whether on paper, as an

architectural element or on screen. Of course, every contemporary

typeface which will be used for high resolution print, also needs to look

sharp in any number of computer programs on the market today. No

easy task, especially when one considers that the type has to be robust

enough for good legibility on low screen resolutions and sophisticated

enough to please the eye when viewed in extremely large point sizes.

So obviously, there are limits on the range of forms which will work on

all levels.

The third category is specifically for display fonts: the market criers, the

magicians and mountebanks among typefaces. Here, the letter forms

have to be surprising and compelling, somehow they have to speak to

our emotions and take risks, not afraid to come across as puzzling,

foreign or futuristic. Good display fonts are the fireworks of typographic

communication. They grab our attention and, for a moment, are able to

completely absorb us. If, in this moment, they have managed to relay a

message to us, who cares if soon afterwards they lose their appeal? Of

course, in our modern world full of myriad messages grappling for our

attention day in and day out, it is no easy task to come up with

typographic fireworks which can still truly dazzle.

The fourth category is reserved for symbols and pictograms, that is,

forms of communication which do not convey messages literally but rely

on a symbolism which, ideally, can be understood independent of

language and cultural context. The need for symbols which take up little

space and quickly supply us with information has continued to grow

astronomically. Wherever we look, we are constantly being confronted

with symbols and pictograms, whether on electronic displays or on the

function buttons of household appliances, whether in public spaces like

airports and train stations or in instruction manuals and the product

information on packaging. In a seemingly borderless world with the

never-ending movement of products and people, such symbol-based

languages have become a vital means of communication, whose

significance and impact are often underestimated.
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Were there any particular tendencies among this year's entries to the

International Type Design Contest?

I'm afraid many entrants must have believed the jury wouldn't notice

how they had taken existing designs and, after making few minor

changes, had hoped to bring it off as their own original work. The main

reason I mention this is because the copyright of type designers

generally continues to be abused. All too often the plagiarizing of fonts is

merely considered a petty offence. This is an absolute disregard for the

achievements of hard-working type designers. Creating a complete and

balanced typeface which works smoothly on all platforms and with all

reproduction technologies deserves appropriate recognition and reward.

Today, Linotype has over 7,700 different font weights on stock. This

number clearly illuminates the fact that quite a lot has already been

developed, especially in the field of type design which modulates and

reinterprets traditional forms. To come up with a surprising and fresh

new approach in this field requires an indescribable level of knowledge

and skill.

But as the sheer number of companies on the market far exceeds the

number of fonts at Linotype Library, there will continue to be a great

need for new typographical designs in the future. After all, every

company wants to communicate an unmistakable corporate character.

It was all the more surprising and exciting to receive such a great

number of entries at a high level of quality. The jury had about 600 fonts

to evaluate entered by 150 designers from 20 countries.

After several wild years of experimentation and radical tangents, many

designers have come to recognize that its not their showmanship which

interests type users but the practicality of the fonts. What is most

appreciated is a typeface whose character subtlety unfolds in daily

application or each time lends a slightly different accent, depending on

the communication channel chosen.
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Traditionally, the defining parameters of a font family have been the

characteristic cadence and flow of a designer's hand coupled with their

imagination. Now, computer-aided type modeling means designers no

longer have to be especially talented with their hands. A typeface can

now be constructed and filtered, it's program code altered and redefined.

All too often, however, compared with hand-drawn fonts, these

computer designed typefaces fail to speak to us emotionally. The eye

notices they have been "artificially" generated and they leave us cold.

Filters often change control points and their tangents in unexpected ways

yet they are rarely intelligent enough in their programming to

understand the living breath and rhythm of a typeface. The result is

therefore something like a robot dancing, which may be surprising and

even fascinating at first glance, but then soon loses appeal due to the

lack of a recognizable motivation or of complex thought processes in the

background.

For this reason, the entries which especially caught the jury's attention in

the first round of evaluations tended to either have a clearly expressed

"idea" behind them or reflect a unique "craftsmanship".

After many years in which the forms of letters were telling a large part

of the story, designers have now regained their trust in the potential of

skillful implementation of type. This tendency could be seen in many of

the entries. Typeface has become a tool again, an instrument. Font

weights are raw materials, the origins of creation and not the final

results of a finished design.

True innovation usually only occurs when either technological or social

upheavals force a rudimentary change in thinking. The majority of

entries to the this International Type Design Contest reflected a

reorientation on traditional approaches and forms of expression. The

type designs thereby corresponded with the same phenomena which

can be observed in other areas of culture: a fascination with sampling

and resampling and with the revival of classic traditions.
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In the category of symbols and pictograms, many of the entries could

have been classified as ClipArt – a series of illustrations packed into the

format of a font. Yet a potential use of these illustrations could only

rarely be identified. While such prefabricated drawings are widely

popular among youths for SMS and MMS, they are rarely marketable

when packaged in the form of a font.

What's the purpose of an International Type Design Contest?

Linotype can only guarantee the prolonged excellent quality of its font

library, if it stays in tune with future developments while at the same

time keeping in touch with the needs of its customers and the

communication problems which type has to face on the current

marketplace. Linotype, therefore, not only strives to be at the apex of

technological developments but also to drive the future of typography

and, by maintaining an intensive contact with international type

designers, be involved in the shaping of that future.

So a Type Design Contest is not only a possibility for designers to

present their creations to a wide audience and an opportunity for

Linotype to discover new talent, it is also a forum for the assessment of

what type design is currently capable of and the chance for the

professionals in our field to see just how fascinating, exciting and

dynamic typography is today.

Curriculum Vitae of Markus Hanzer, born 1955 in Vienna

• Studies in Art Education at the "Hochschule für angewandte

Kunst" (College of Applied Arts) in Vienna.

• Studies in Psychology, Pedagogy, Art History, Group Dynamics

and Communication Science.

• Freelance graphic designer, photographer and illustrator.

• Beginning in 1980, graphics work for various news and magazine

programs on ORF (Austrian National Television).
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• Production of special effects and computer graphics for

advertising films, music videos as well as scientific

documentaries for various video post production companies.

• 1987 to 1991, Head Designer at SAT.1 (commercial television

channel in Germany).

• 1991 to 1995, artistic and organizational director of ORF Graphics,

including development of a new on-air look for the channel in

cooperation with Neville Brody.

• Development of typefaces for the FontShop.

• Consulting for software manufacturers in the field of computer

graphics.

• Since 1995, associate at the design agency DMC in Vienna;

responsible for the new Corporate Design of the German National

Broadcasting Corporation and their channels "ARD", "ARD

Digital", "Phoenix", "ATV" and "Premiere" as well as consulting

and conception for "Deutsche Bank", "Bertelsmann Broadband

Group", "RWE", "Allianz" and "Verizon Wireless".

• Since 2001, Museum Director at www.typemuseum.com.

Linotype Library GmbH, based in Bad Homburg, Germany, was founded 117

years ago and is now a member of the Heidelberg Group. Building on its strong

heritage, Linotype Library develops state-of-the-art font technology and offers

more than 5,500 original fonts, covering the whole typographic spectrum from

antique to modern, from east to west, and from classical to experimental. Thanks

to the browser and navigation system FontExplorer, all typefaces (in PostScript™

and TrueType™ format as well as more than 1,100 fonts in OpenTypeTM) are now

available for instant download at www.linotype.com as well as on CD. In

addition to supplying digital fonts, Linotype Library also offers comprehensive

and individual consultation and support services for font applications in

worldwide (corporate) communication.
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If you would like further information, please contact:

Linotype Library GmbH
Du-Pont-Straße 1
D-61352 Bad Homburg
Tel.: +49 (0) 61 72 - 484 - 24 60
Fax: +49 (0) 61 72 - 484 - 499
E-Mail: info@linotype.com

Please find more typeface application samples on the Internet at

www.linotype.com.

A winning selection: The jury at work.

Jill Bell (US), Edward Benguiat (US), John Hudson (CA), Akira Kobayashi

(DE/JP), Prof. Erik Spiekermann (DE) und Gerard Unger (NL)
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Curriculum Vitae der Jury

Jill Bell

(US)

Jill Bell Design is involved in many forms of

letter crafting: calligraphy and signpainting,

handlettering, logotypes and icons for

advertising, packaging and entertainment as

well as type design. She has designed

and/or digitized fonts for large international

companies and type foundries. Her designs

are informed by her broad knowledge of

letter creation: from ancient inscriptions and

writing through contemporary graffiti and

tagging, and from diverse cultural traditions

as she has studied devanagari, siddham and

kanji. Her work is stylish, contemporary, fun

and funky.

Edward Benguiat

(US)

Ed (Ephram Edward) Benguiat is a type

designer and calligrapher. He studied at

Columbia University and the Workshop

School of Advertising Art, New York. 1953

he became associate director of "Esquire"

magazine and opened his own design studio

in New York. In 1962 he joined Photo-

Lettering Inc. als Typographic Design

Director, a position, he still holds today.

1970 he became member of the

International Typeface Corporation and was

made vice-president; he worked on the in-

house magazine "U&lc" with Herb Lubalin.

He is also a member of the Alliance

Graphique Internationale. He has produced

logotypes for the "New York Times",

"Playboy", "Reader’s Digest", "Sports

Illustrated", "Esquire" and "Look". He has

taught at the School of Visual Arts in New

York since 1961.
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John Hudson

(CA)

John Hudson together with Ross Mills

founded “Tiro Typeworks” in 1994. It is an

independent digital type foundry

specialising in the design and manufacture

of quality custom and retail fonts. He is also

working together closely with both software

and font developers to try to make sure that

the people who make type have the infor-

mation they need to do a good job. He

organises the ATypI Font Technology

Forum, and co-chairs the ATypI Technology

Committee.

Akira Kobayashi

(DE/JP)

Akira Kobayashi is the Creative Director of

Linotype Library. He attended the

Mushashino Art University in Tokyo and

continued his education at the London

College for Printing. After this he worked as

a designer and typography teacher, and was

also the curator of the Tokyo Printing

Museum for a while. Akira Kobayashi won

first prize for his Conrad font in the category

’Text’ in the third Linotype International

Design Contest. He has designed many

fonts and received numerous awards. His

close cooperation with Professor Hermann

Zapf led to the creation of Optima nova and

Zapfino Extra.
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Prof. Erik Spiekermann

(DE)

Prof. Erik Spiekermann is information

architect, type designer and author. He was

founder of MetaDesign (1979) that today has

offices offices in Berlin, London and San

Francisco. In 1988 he founded FontShop.

He holds an honorary professorship at the

Academy of Arts in Bremen, is board

member of AtypI and the German Design

Council, and president of the ISTD

International Society of Typographic

Designers. In July 2000, Erik left

MetaDesign Berlin. He now lives and works

in Berlin, London and San Francisco,

designing publications, complex design

systems and more typefaces.

Gerard Unger

(NL)

Gerard Unger is a graphic designer, typo-

grapher, type designer and teacher. During

1963-1967 he studied at the Gerrit Rietveld

Academie in Amsterdam. Then became

assistant to Wim Crouwel at Total Design. In

1970 he started teaching at the Gerrit

Rietveld Academie in Amsterdam and

worked as a freelance designer from 1975

on. Later on, he did typography work for

Dutch coins and postage stamps and

redesigned numerous magazines and

designed special digits for the Dutch

telephone directories. He became Digital

typography consultant to Océ and Consultant

to the BBC for the development of digital

typefaces. In 1994 he was awarded the H.

N. Werkman Prizeand 1991 won the Maurits

Enschedé Prize. He has taught at the Rhode

Island School of Design in Providence and at

Stanford University USA.
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N. Werkman Prizeand 1991 won the Maurits

Enschedé Prize. He has taught at the Rhode

Island School of Design in Providence and at

Stanford University USA.


