
~

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), Part 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 Traumdeutwif (Leipzig and Vienna: Deuticke, 1922) ( The 
Interpretation ef 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: lnstitut 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. Briefe 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. Honore Daumier's painting, Un Wagon de Troisienne Classe (ea. 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 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, Schatze der Typo­
graphy, gebrochene Schriften (Frankfurt on Main: Polygraph Ver lag, 
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 ofFraktur, Cyrillic, 

213 



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, 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. Ifwe were restricted to what is "naturally 
our own," we would have very little to boast of: evenJan 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 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 Renaissance-Antiqua [Venetian Old Style] 

II. Franzi:isische 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 soil erreicht werden, daB die bisherige Unsicherheit in der Benennung der Schriftgruppen 
beseitigt und demit die Grundlage fur eine einheitliche Schriftenordnung geschoffen wird 1 Den Druckereien und 
ihren Kunden wird die Auswohl der Schriften erleichtert und deri Schulen eine UnterstUtzung fur den Unterricht gegeben. 

2. Schriftgruppen 

Gruppe I 

Venezianische Renaissance-Antiqua 

Beispiel: 

Momberg 
gesetzt aus der Schrift ,,Antique der Bremer Presse" 

Zu der Gruppe gehOren u. a. Trajonus, Schneidler­
Mediaval und Golden Type v~n William Morris. 

Die Venezianische Renainance-Antiqua ist hervorgegangen 
aus der liumonistisd1en Minuskel des 15. Jahrhunderfs, die 
mit der schrGg ange.set%ten Breit/eder im Wechselz:ug ge• 
schrieben u:orden ist. Der Querstridt des Kleinbuchstaben.s e 
liegt schrGg. Die Adue der Rundungen ist nadi link.s geneigt. 
Hoar- und Grundstriche sind in der Didce nidit sehr ver­
schieden. Die Seri/en ( An• und Abstriche) sind ein tuenig aus­
gerundet. In der Regel sind die oberen Seri/en der Gro/J­
budutaben (Versalien) M und N nach beiden Seiten aus­
gebildet, 

Gruppe II 

FranzOsische Renaissance-Antiqua 

Beispiel, 

Momberg 
gesetzt aus der Schrift ,,Garamond" 

Zu der Gruppe gehoren u. a. WeiB-Antiqua, Palatir.o und 
Trump-Medieval. 

Die Fran:;;Osisc:hc Renaissance-Antiqua gleic:ht ihrer Herhun/t 
nac:h wic audi in ihren Eigeruc:ha/ten der Vene:ianisdten 
RenaiuanC'e-Antiqua. Sie weist jedoc:h griiBere Untersdaiede 
in der Stridtdicke au/, Der Quer.strich de, Kleinbudutabens e 
liege waageredat. 

Gruppe Ill 

Barock-Antiqua (Vorklassizistische Antiqua) 

Beispieb 

Momberg 
gesetzt aus der Schrift ,,Janson" 

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

Die Baroch-Anliqua steht unter dem EinfluB der Kup/er­
sied1er-Sd1ri/ten. Sie weist griiOere Untersdr.iede in derStridt­
didc.e au/ als die Renais.sance-Antiquo. Die Achse der Run­
dungen ist fast senkrecht. Die Seri/en sind wenig oder gar 
nidat u.usgerundet. In der Regel sind die Seri/en der Klein­
buchstaben oben schrii.g, unten aber waagerecht angeset%t, 

Gruppe IV 

Klassizistische Al'1tiqua 

Beispiel: 

Momberg 
gesetzt aus der Schrift ,,Walbaum" 

Zu der Gruppe gehoren u, a, Badoni, Dido! und Corvinus, 

Die klassizistische Antiqua steht den Kupferstecher-Schri/ten 
be,onder.s nahe. Die Seri/en sind waagerecht ange.set:t. Die 
Winkel %wisdien den Seri/en und den Grundstri.chen oder 
sdariigen Haarstridien 1ind kaum merklich oder gar nicht a·u.,. 
gerundet. Haar• und Grurulsrriche unterscheiden ,ida kr&/tig. 
Die Achse der Rundun.gen. ireht senkrecht. 

Figure I. Excerpted from "Klassifikation der Scluiften" (DIN 16 518), 
Fachnormenausschu/3 Graphisches Gewerbe im Deutschen Normenausschul3 
(DNA), August 1964. Copies are available from Beuth-Vertrieb GmbH, Berlin 30, 
Germany, $1.20 ( 10 shillings) when purchased from abroad; DM 4, 40 inland. 
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Gruppe V 

Serifenbetonte Linear-Antiqua 

Beispielt 

Momberg 
gesetxt aus der Schrift ,.Memphis" 

Zu der Gruppe gehoren u, a, Clarendon, Volta, Schadow 
und Pro Arte. 

Die 11aar• und Crund11rid1e der seri/enbetonlen Linear• 
Antiquo untrr1d1t1'den 1id1 u;anii in. der Didce oder sind ,agar, 
ein1d1Ud11id1 de.r Seri/en, optisda einheitlich (linear). Allen 
Schri/ten dielt!r Cru1,pe i,t die mehr oder n,eniger starke, aber 
immtr aulfollende Detouun1 der Seri/en gemeinsam. 

Gruppe VI 

Serifenlose Llnear-Antiqua 

Beispiel: 

Momberg 
gesetzt aus der Schrift ufuturo" 

Zu der Gruppe gehoren u. a, Akzidenz•Gratesk, Erbar­
Grolesk, Folio, Helvetica, Univers und Optima. 

Bin. Teil der :.ur Hrifenlosen Linear-Antiqua :ihlaulen 
Sdsriften i1t in dar Stridr.ditke r;orwiegerul oder sogar optl,ds. 
10,u: ejnJ.eitlid, .. B11i einem an.Juen Teil diuu Sdari/t1ruppe 
11nter1daeiden 1idt di• Stridulidcen. erheblich. 

Gruppe VII 

Antlqua-Varlanten 

Beispiel: 

MOMBERG 
gesetzl au, der Schrilt ,,WeiB•lapidar" 

Zu der Gruppe geh6ren u. a. Codex, Columna, Hammer­
Unzlale, Largo, Neuland und Profll. 

Zu den Antiqua-Varionlen 1•hOren alle Antiqua-Sdiri/ten, die 
den Cruppen I bi, VI, VIII und IX nidit :ugeordnet werde" 
k0nnen, ,ueil ihre Srrich/iJ.hrung &tom Cho.rokter du ienonnten 
Cruppen abweidu. Den Kun derCruppe bilden Yersalsdari/ten 
JU.r delcoratiue und monumentole Zwecke. 

Gruppe VIII 
Schrelbschrifl•n 

Beispiel: 

~~"? 
gesetzt aus der Schrift .,Lithographia" 

Zu der Gruppe gehoren u. a. Kunstler-Schreibschrilt, Bem­
hard-Schonschrilt, Virtuoso, Charme, Mistral, Ariston, Forelle 
und Legende, 

Sd1rei.b1dsri/ten nennt man die :ur Drucktype ,gewordenen 
,,lateini1d1en" Schul• und Kanzlei,d,.ri/ten. 

Gruppa IX 
Hand1chriftllche Antiqua 

Beispiel: 

Mom.berg 
gesetxt ous der Sd,rift • TI me-Script" 

Zu der Gruppe ,:,•horen u. a, Post-Antiqua, Polka und 
Hyperion. 

Hand,diri/didae Antigua ,oerden die Sdt.ri/ten benannt, die -
van der Antiqua oder dere11 Kuniu laerkommend - dH 
Alphabet iri einer per16nlichen Wei,e handsdirifrlich abiaandeln. 

Gruppa X 

Gebrochene Schrlften 

Xa Gatisch 

Beisplel, 

Baombtrg 
gesetxt aus der Schrilt ,,WeiO-Gotisch" 

Zu dieser Untergruppe gehoren u. a. Wilhelm-Klingspor· 
Schrlft, Hupp-Gotisch, Trump-Deutsch, Manuskripl·Gatisch 
und Caslon•Gotisch. 

Mit .,.Coti,Ja• 10erden die nods. d.em VorbiLl der M:bmaJ.. 
lau/endan Tu.tur de, 15. Jalarlumderts geJC:lr.niuenm Sdu-i/le11 
benannt, du1l•idaen den.n breitcre Formen aus spiiterer Zeit. 
Die 1oti.sdae Sdiri/t ill eng untl. laodutreberul. Die Crund.uridae 
du Klc.inbudutaben 1ind 1ebrodaen; An/inge untl. Endunien 
sei1cn Wi1r/el/orm. 

X b itundgatlsch 

Beispie), 

mombtrg 
gesetzt aus der Schrift ,,Wallau" 

Zu dieser Untergruppe gehort ouch die WeiO-Rundgotisch. 

Die Rund1oti1da. beruht au/ d.er Rotunda Jer FrUhdruch~eit. 
Die gebrodaenen Formen der Cotisda sind hier in herben 
Rundungen ab1e/on1en: An/ii.nge und Endungen :ejgen keine 
Wurfel/orm. 

X c Schwabacher 

Beispiel: 

tnomberg 
gesetzt aus der Schrilt ,,Alie Schwabacher" 

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

Die im JS. Jal1rlwndert ent,tandenen breitlau/enden volks• 
tilmlichen Sdari/tcn erhiel,en 1piiler den Sammelnamen 
Sduuabadaer. Typi1da. i,i der krii/tige Querstrich des Klein• 
budutabe,u I· 

Xd Fraktur 

Beispiel: 

ro'10111ber9 
gesetxt au, der Schrift ,,Breitkopl-Froktur" 

Zu dieser Untergruppe gehoren u. a. Unger-Fraktur, DOrer· 
Fraktur, Gilgengart, Rchte-Froktur und Zentenar-Fraktur. 

Oie,a au, dem Kulturkrei, Jfarimilirms I. laervor1egan1ene 
1ebroc:hene Werksdari/t hat sdawunguolle CroObudutaben 
sowio - Uberwiegen.d sdamale - Kleinbudutaben mit 1•· 
gobelten Oberliinsen bei b. h, k und I. 

Grupp• XI 

Fremde Schrlften 

X e Fraktur-Varianten 

Beispiel: 

~ 
gesetxt aus der Schrift ,,Koch-Kurrent" 

Zu dieser Untergruppe gehoren alle gebrochenen Sd,riften, 
die X a) bis d) nicht zugeordnet werden konnen, weil ihre 
Strichliihrung vom Charakter der genannlen Untergruppen 
abweicht, x. B. Claudius, WeiO-Fraktur-Kursiv und Heinrichsen­
Kanzlei. 

Diese Gruppe umfaBt die Schrilten, die nicht romischen Ursprung, sind. 

Dazu gehoren u. a. Bilderschriften, griechische und kyrillische Schrlften ,owie auBereuropoische Alphobetschrilten, z, B. 

hebroische 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. 

III. 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 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. (This 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 Ortelli us. 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. 

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 
Univers or Akzidenz Grotesk, but not Gill or Futura. Ha 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 
groupvi. 

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. 

218 

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 Gu ten berg'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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<Sd)tiff fft ein Q'5eftaltungamittel, ftin nationalea <S11mbol. ~an 
g6nne ben 'Jtaftut-.f:'.iebbabem ibte 'Jteube unb il;t metgnugen an 
bem batoden ~otmenteid;tum, abet mcm follte nid;t QJngcmgenea 
ft'inftlfd) .;u neuem £eben muecfen wollen obet gat nntionale 
~emin16cen3en bamit uetbinben. 

21'.Jie in ben anbeten ..eanbetn, f o en bet aud; baa beutfd;e 
<Sptad;gebiet fd;on lange nid;t mebt an ben £anbeagten3en.2<11ein 
bet wlff enfdJafflidJe2<uataufd; in 3eitf d;tiffen unb Q3t'idJetn im 3eit, 
altet bet <.:ted;nif vetlangt von una, bap feine 3ufafilidJen <Etf d;wec, 
niff e beim ..eefen-wie ea butdJ bie QJmuenbung bet <Jtaftut bet 
':fall wdte- eine taf d;e metbteitung bel)inbetn. 

21'.Jet bie <Entwid[ung in ben .;wan.;iget JalJten unuotein, 
genommen ftubiett, witb feftftellen, bnp audJ obne f enen unfinnlgen 
~egfetUngaetlaµ im Januat 1941 bie2<nfiqua ftt'ibet obet fpatet 
bie g:taftutfd;tiffen abge16ft (Jaffe. 

2<11.;uoff ruutben mif bet <Jcaffut nationnliftif dJe l:Jatolen 
unfnt'ipff, unb getabe bie QJngangenl;eit lel)tte una, bap wit lemm 
f ollfen, nud;tetn unb unooteingenommen bie Q'5egebcnbeiten von 
l)eute .;u f el)en. 

!Oaa 2:Uott .<Sd;tifffulfitt" fo[lte man bei una ftef6 in 
2<nfubtunga3eidJen ftdlen.21ian bettad;te ftd; einmal bie amf[idJen 
Q3ef d;tiffungen l)iet in !Deutf dJlanb an Q'5ebauben, <Jlugplnfien, 
2<utobnl;nen etc. unb 1>etgleidJe fie mit ben Q3ef d;tiffungen in 
<Englanb unb in ben 21iebetlanben.!Oet Untetfd;ieb .;u unfmt 
.. <Sd;tlfffultut" ruitb nut au beutlid;. 

<Wit wollen ftol) f ein, baµ baa !Oen fen in naflonalen <!'5ten.;en 
enblld; weitfid;tigmn Q'5ebanfen Piao .;u mad;en beginnt. 
!Die 3ufunff gel;otf einbeutig bet 2<ntlqua, genauf o rule bie 3ufunff 
bet 2l:Jiff enf d;aff unb bem ubemationalen !Oen fen gel;oten wltb. 

'Jd; glaube l)eufe nidJf me!Jt bacan, bnp bie <Jtaffittf dJttffen 
jemala wiebet eine ptaftifd;e Q3ebeutung etlangen tlletben. 
<Sie ruaten eine widJtige IJiftotif d;e <Enfwicfhmgapl)af e in bet 
<5dJtiffgef dJidJfe unf ma ..eanbea,_tvie beifpielaweif e bie Un.;iale, 
el)e bie fatofingif dJe Winuafel fie abl6ffe. 

fjetmann 3apf 

Figure 2. Gilgengart by Hermann Zapf. The only available fraktw· 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 ofbroken 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 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 Hermann 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. 

Figw·e3. 

Geographies 

M'C~S h~t;,t-lieJ.iVMt.t-okn 
A,J i-i s ~ ,kMj' ,;,, t-1~ trrlu,m, 

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 Schrijt, 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 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 Nether lands 
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. 

222 

fptrituS'-1Ptrbtrft nttfictlt coirtgun"' 
tur1d llultoifi infinituS' dlnumtruS'­
'ltocutuS' (unt in coinr n1to1 nicrns: 
iSccr magnus rtftctus fun11 ft prar·~ 
cdli ontn£ sfapie ntia1qu1fur.runtantr 
ntr in 'Jlfrufale: ft nttns tttra content"' 
plata dl tnulta fapitnttr1 et ntnict­
Dcniqur cormcun1 utfcirctnpruntn"' 
tian11 atqut noctrtnmn1 frroitfqur d 
ilultitia: d agnobi qtton in ~•s quoqut 
ttl'tttabor1rtaftlict1ofpiritus'1coquon 
in 111ulta fapirntia n1ulta ftt tnnigna"' 
tio: tt qut an nit fcitnttfi1annit dlaboie-

ij_ aanitas obltctan1tnto1u1n 

ij_ iDi~i ego in coint ntro: aanan11 et 
aftluat1fbciiS'1£t fruar bonts_ iSt bint 
quon ~oc quoqur tlTrtbanitait Jltititm 

Figure 4. Original fifteenth-century textura by an unknown punch-cutter. Figures 
I, 2, 3, and 4show a selection of the broken typefaces which are available from 
Enschede, Haarlem, Holland. The typographic arrangement is by Jan van 
Krimpen (N.B.). 
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'30111i11~,'J i9 op,·re.., f110/,dS""" c(fc-pnrfo,'J ieei .. ~.16.!uif 

1c11 ii') /Cl111J n 11,cf/ ():,f poft rLv f1.f 11\'R ,0.911of,nf. 

4· .., ,·.ii l"'L"n nCi"/ •fS,i i .;ne1111111inf/'111nc r .. e foCe.., 

31'\'llll(11r/,1cl C'n-r~lll\t' i1111orc11fi1119/ ;d c11.:11,i11c19 ,OIi> 

foe" •• ,. ... ''J: IC, l-'° I I&' \'C r,r ... ,·e,; ,co:0111') \, ioef11 /in~ j n111r, 

/0:01119 nu~ieio ~cf1i/u/of. Cpf enu~n\Ji l'"''5i{, (.'"•"''"•;/ 
'1""") S,iui<11/d·: ,cf fceirio:01,\1'.J ():,fvo111L" i,!l>i,nui/ 'l"j 

l,11fr91t1') c11nfuf tclt/ c1-11,\.; ui9if l"'"e" 'I''",: r .. a foe.:c fi,rn/. 

}£11rr•"'J co11(1,\111penl11f r•"'J 011111,;f CnGo:o~f l•111i111111J/ 

1cf i,,':>11ftri,,f n11i11,,,9u,'rfi p,,l,·re.., i11ui9in,: pr•tii111i: 1d 

i!J '30· i"".'J• S.n11ifnf/ ,cl n1"n. f11p,·rfC11" 1t/ . '€,f11e/11f 

,0111pei,nf 11n1111f fun{,/ 1cf ,0111,: tl ,,w11~f funf/':>i,n,f: 

1'r,iei, tft p11.9ieC11f "'"~ ",:'111ic/ '1'""'.J pC,:11n 11/rn'lue.., 

l"'"""f "'"'J e.,Go,-,L"/ 1cf "jfeirfio11L"n11i111i. 

Co11 fi ,'rnnf r~cri ;et nCinn_:, n11-ifn{c1'.J , .. e foCL": \.,1111f 

~ft/ 1cf r,:n111 '"'J i:i••!J fJnll.:f/ c"•!J fiCi,119/ c"•!J frnfo~,~/ 

1cf '"""~!1 Cnllo•n"e.., 109 ,c(fnf/ 1c, rnlin,.f11r-o,11Ci 1ciuf 

~i1:>ifiif: c1·1cc r.:ro.9ifnl/':>icc11f: Cui eneo,.o/ •f fvn11 o nni, 

n,n,'J l111cn11J Gou if? i9 t~" '1"•'111c \.,"'1i/nf 1cp:•; 1dn tfCirfio 

,p,:ffi111n. (Il'tcei11f .:ft ;c>30':>11of cffc fi11111e/ 'JIIRIII UIIMl'J' 

'3nllt'11f ;c11i,'J 1c11,oe11111c11/1111_:, ro.;idnlif run.:: fi S.1111f 

.,,:,i9.:rif/ nfl neforo fueric/11!.'. \:>n,c roei': 111in '"") ,.:ri9cri// 

ll10!J snt:1,:/ fu1?e.:un11fr11J rL'-'. (/;,f fi ~•:0111i.:ri .. l':>110/ fol:>c, 

ll1111fu.-l""'f"o: ():,,rnf '11101110':>o ciiecfi.:f? (/;,f fi 'l''i fpin1·9 

Figure 5. Civilite by Henri de la 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 jpititu~ fapientinc/ et 11011Hbcraititma" 
Icbimm a Iaftiiµ fui.;i: 1111011ia111 remnn iHiut 
tc11i~ e11: Qt)eu~/ et co bi~ iHiut jcrutator ql 
bcrnµ/ etlinguac ciu~ aubitor. ~uonimn fpi" 
rftu 1 <IDomini rcpk\Jit 01(tem tcrrnrnm: et 
fioc/ quob rontimt omnfa/ frientimn l)nlict 
llocip'. lE roptcr fioc qui lo~lttitm: init11m/ non 
potc11 hltcre/ nee pr,1cterfet mum rn;ripicnri 
iubicimn.'.3111 CL1_t1itatfL111iI111ri cnim imµii inter~ 
l'.ll!,tatfo erit: jcrmonum autcm fflittµ nttbitiL1 
nb <IDcmn beniet/ nil coJreptionem f11111uitn~ 
tum illiuft. ~uanimn aurtt 3elf au bit L1m11in/ 
et tt11m1Tt11t munm1rntio11m11 non 11I1fconbc" 
tur. Qiu1fobite cruo boft a murmmatianc/ 
qm1c nil)il protte11/ et a bctrnctione pardtc 
H11g11c1c/ quonimn fcrmo olifrnrn?. in barn um 
non iliit: o~ autcm/ quob mcntftur/ occibit 
an imam .. mohte5clarc moJtcm in erro,?L' \Jitae 
bc11rae/nequc acquiratiftpcrllftionem in ope" 
rn:111µ manumn µejtrannn. <m.uonimn <IDcuµ 
moJtL'm non fecit/ nee Iaetatur in pcrbftfon~ 
bfltoJum. Qireabit mim/ ut eff ent omnia: et 
fmmftikµ fedt nationcµ oJitift tcrrnrum: et 
nan e11 fit iIHft mcbirnmcntmn e~tcrminii/ 
nee fnfetL1Jlll11 l'.L'!,lllllt11 in term. :f:u~ftia cnim 
pcq.1ctua c11/ et immoJtalift. Sllmpit autem 
maniliuft et bcrftift arcerjf crunt fllmn: et acfti" 

Figure 6. Textura by Johann Michael Fleischmann, eighteenth century. 
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aetatil !)abuerit/etanima illiul nonutatur bonil 
fub11antiat fuae/f epulturaque careat: be !)oc ego 
pronundo quob mcliortrro t1tabo;tibu~. :f ruflta 
enim bcnit/ et pergit ab tenebra~/ et oblibiont 
bdebitur nomen eiu~. jflon bfbit folem/ neque 
cognobit bit1antiam boni etmali: etiam t1 buobu!i 
millibu~ anni~ bi,:erit/ et non fuerit perfruitul 
boni~: nonne ab unum lo cum properant omnia~ 
@mni~ Jabor !)omini~ in o;e eiu~: feb animatiu~ 
non implcbitur. @nib !)abet ampliu~ f apitn!i a 
t1ulto ~ et quib pauper niti ut pergat trruc/ ubi tit 
bita~ j\ll)eliu~ e11 bibere quob cupia~/quam btfi" 
berate quob nefda~. feb et !)oc banita~ t11/ tt 
praefmnptio f piritu~. @ui futuru~e11/iam boca" 
tum e11 no men cfu~: et f dtur quob !)omo fit/ et 
non poffit contra fo;tio;tm f c in iubicio contcn" 
bcrc . .IDerba funt plurima/ multamque in bifpu" 
tanbo !)abcntia banitatem. bij. @uib ntcttTt tfl 
!)omini maio;a fcquacrere/cumigno;etquibcon" 
bucat tibi in bita fua numero bicrum percgrina" 
tioni~ fuat/ tt ttmpo;t/ quob bdut umbra prat" 
ttrit~ 2Gut qui~ ti pottrit inbicart quib pofl tum 
futurum fub folt tiU 

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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:murcl) fflmfragc auf <l!Srunll bon 1LtCtprobtn bti ~tullcntttt 
fn ~tmfnarcn babe fcb ftftgcfttllt, llaf3 llft altcn 3Sucl)::: 
ftabcntppcn, 1.nfc fit flt ,,~d;at;c lltr ~ppograpbit: 
<l!Stbrocl)tnt ~cbriftcn", 3Stilagcn unll Qtuffat;t bon 
Balter ~lata, au~ 1.Dtr ~olpgrapb, ~tftc 7, s, to Sfabr::: 
gang 1966, jf ranltfurt am ~tafn, mfr borgdcgt hmrllcn, 
famt uttll fottlltr~ gdcfcn lutrllcn ftottntcn. 

1.Dit banllgcfcl)rfcbcnt lltutfdJt jfralttur -1.nfc fcb fit 
al~ ~cbilltr nocl) gdernt gattt - lufrll lutller gtfcl)rftbtn 
nocl) gdeftn. ~dbft mtittt l-tinlltr - mft Qtu.dnagmt mcfntr 
altcftcn ~ocl)ter [30 Sf abre], llie llfe i,iitterlfnfcl)rift 
nocl) gdernt battc - ftiinncn llft i,cl)rift ttfcl)t tnt;iffern. 

@bluobl icl) bor llcm 1ltriege nur in jfralttur fcl)ritb 
unll Ielliglicl) frcmllfpracblicbt JSrftfc in latcinffcl)cn 
JSucl)ftaben berfaf;te, fcl)rtibt fcl) jtt;t al~ 1Lcbrtr nur in 
latcinffcl)cn JSudJftabcn, abcr aud; nfcl)t ftilrcin. Sf cl) bfn 
llurcl) bit fran;iififcbt <l!Sefangenfcl)aft ;u llicfer i,cl)rift 
ge;luungcn luorllcn [4 Sfabrc], babe abtr llie altc jfrafttur 
nfd;t btrgdten. i,fe luirll frcilicl) nfcl)t mebr fo gclaufig 
gtfcl)ritbcn luit friiber. 

Sf cb ftcnnc tint gan;e 1'-cfbc alterer 1Leute, llfc nur 
jfrafttur fcl)rciben, llercn lSrftft jtllodJ llen l-tfnllern bor:::­
gcltfen lutrlltn miilicn. Sf cb bellauerc t~, llaf; fn unfercn 
i,cl)ultn lliefe i,cl)rift nfcl)t aucl) gclcbrt lufrll, lla fit altt~ 
11tulturgut fft. lllllcnn fn <t5pmnafien nocl) llfe grftcl)ffcl)t 
~cl)rift gekbrt luirll - obnt fie ftann t.d ftcfnen fflnterrfcl)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 
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 inJ an van 
den V elde, 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 offraktur 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 V elde, Spieghel 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. 

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. 

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

lll\ 
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.) 

Figure 12. 

c,ws ;vr Wl 0 ih1j hw.11.0 l1Dri un-W ,u,UM,fs. 

-:Tl,-r rHl't.h 014-fjm->v1f o m l, ..... ~stic ~1m i°tl'f 

:-S .,,._,t.i,,v rl-Urr (rrrvrn,M,<, P'111'4) hd-4 ~r.v. 

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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U'Jttnist4i'Vl'rrtd-!;rtlMs /1 ar fth.7m 
( translation.) 

CV11,,trMtguven1ed _!:ytlwrnssu.rc,mthert11, 
(txpansion.) 

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 

vlWSWt 

Figure 14. 
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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 

1lt 
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 offraktur and 
textura as "German type" and puristic abuses such as letterspacing. 

:illenn roir einen @runb f udJen, unb roir fo!Iten bas tun, roarnm 
bie 'i:5'raftur mit ben jiingmn %1n,ograp9en nid)t per 3'.lu i~, f o geiangen 
roir bu einem einfadjen (hgelinia. filer l>on una f udjt bie '.RiiI,,e beff en, 
ben er nidJt l>er~~~t'? ~er~eI,,t in 6roeifadjem ®inne, benn buniidj~ i~ 
iI,,m a!Ieo fremb, was bur ~ral'tur gel,,iirt. 3'.las oeginnt oeim [an gen f, 
unb baa enbet liei ben figaturen. 3'.la6roif djen Iiegt bie gan6e Stiai,iatur 
ber ~erf alien, bie iI,,m etroa f o bertraut i~, roie bas griedjif dje ~IpI,,aoet. 
3'.ler 6roeite @runb Iiegt in ber %atf adje1 baf3 bie '&raftur in i,ielen ~e, 
trieoen nidjt meI,,r l>orI,,anben i~, i,ie!Ieidjt nodj im 5':a~en, alier nidjt 
meI,,r im ~erouf3tf ein ber 5':o!Iegen. 

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 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 ofa 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 .. 
descenders. With that kind of argument one could praise the leg1b1lity 
of bad press-work; you get so much more black on your paper.) 

According to some German authors, the longs should survive in 
fraktur. With this premise they argue against fraktur, since nobody 
still knows where this longs should be placed correctly. The longs 
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 longs correctly because it seems to have been • 
abolished by German orthography. But then it would not be ortho­
graphically correct to use the longs 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 longs 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 
ofroman, 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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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 ofsixteenth­
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). 



:t>er 6treitigfeitcn unb ,3anfmien n,egen ber Iateinif cven ober 
,,beutf cven" 6c!)rift maren 0u 2ut!)erG, 0u <Boet!)eG unb Q>iG• 
marcfG ,3eiten fo oiele, bap eG geraten f cveint, fie!) oom tonfalI 
ber ~ifecer 0u biflan0it'ren. Jm 91acvfa~ ber 2ut!)erbibeI beG 
21Mm 2ufft, QBittenberg 1545, fle!)t folgenber 91adJfa~ uon 
!)?ooer [~fouariuG] ,, ... finb 31ue9erlci Q>ucvflaben ber 21Q>Q: 
unb ABC <Beflalt gefe~t, bem unerfarenen 2efer Unterfd)ieb 
an0u0eigen. :t>aG f O in bief er '2!Q>Q: fle!)en, bie 6c!)rift rebe 
uon Q3nabe, trofl ufm., bie ABC oon 6traffe". :t>iefe mer, 
teufelung ber Qlntiqua beutet f c!)on an, in 11>elc!> flarfem <JJla~e 
bie 6c!)riftf paltung mit ber Jtirc!)enf paltung oerbunben roar. 
2lber noc!) 1oidJtiger mag uns !)eute bie i3rage f ein, mit ll>elc!)en 
21ITo0iationen unb Q>ebeutungen bie i3raftur befrac!)tet roar 
unb nod) ifl. <JAand)en ber iUteren <Beneration ifl fie eine 
HebenG11.1erte !)eimatlicve iSorm; ber i3119enb erf d)eint fie oer, 
fd)norfelt unb altmobifCV; ber 2ieb!)aber beutfd)er 2iteratur 
f d)d~t fie all~ bie 6[Vrift filr bie 6pracve oon <JAoricfe uni> 
6tifter; ber QBeltmann oerurtei!t fie a!G beutfc!)tumelnb unb 
prooin0iell. 2eiber ifl nid)t gan0 auGgef c!)loITen, ba~ fie oon 
eilm nationaliflif c!)en QBelle erneut !)oc!)gef piilt ruerben fonnte, 
ruie bics in ben i)a!)ren nad) 1933 ber ~all 11.1ar. 

iSiic mic!) ge!)oren bie ;sormen ber i5caftur1 ber 6c!)roa, 
bac!)er, bee ~hmbgotif c!), ber (Botif c!) unb uor all em bie oielen 
Qlbroanblungen ber gotifc!)en Q>t1flarba 0um 6c!)onflen unb 
s.prac!)tigflen ber 6c!)cifUunfl iiber!)aupt. QBer baG 6c!)rift• 
f c!)rciben ric!)tig erlecnen ll>ill, barf an bief en !>iflorif c!)en i5ormen 
nic!)t ooruberge!)en, i!)re oielcn marianten me!)ren f einen 
6igurenreidJtum unb reg en f cine s.p!)antafie an, auc!) 1uenn er 
f pater burc!) f cine 2luf gaben 0ur flrengeren unb fd[teren 2lntiqua 
uerp~ic!)tet ll>irb. 

Figure 19. Zentenar Fraktur by Ernst SchneidJer. The result of this mixture with 
Times 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 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. Iffraktur 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 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 
oforigin. 

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. 1 

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] erusalem (Fig. 1). While our main concern 
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