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TYPEGEIST

TYPEGEIST
How Technology is putting a new face 

on typography in the 21st century.

Written by: Michael Rock

We were sitting around the other night (a group of survivors from the seventies) mar-
veling that bell bottoms were actually looking good again. I swore it could never happen to 
me. Somehow the retro clock worked its way around and there was Deee-Lite or Jody What-
ley or Vanessa Williams on MTV looking like the past twenty years had just disappeared. The 
mechanism of retro-izing is mysterious. It seems styles have to be reviled before rising from 
the ashes of old fashion magazines into new fashion magazines. The retro-glorified moment 
is brief; notice how the fifties craze — first revived in late seventies new wave— has vanished; 
left to die out in the malls, suburban bop bars, singles parties and Happy Days reruns.

This is getting around to the idea that letter forms, like fashion silhouettes, are one of the 
most overt indices of style — or as type designer Herman Zapf put it, “...one of the most 
visual expressions of an age...” Contemporary letter design is influenced by two somewhat an-
tithetical forces; the need to be recognizable within the accepted conventions of the alphabet 
versus the varied goals of expression, semantic value, reference, and difference. By difference 
I am referring to a marketable difference — it’s a simple economic reality that a new font must 
be different in some way from an old one; otherwise no one will buy it.

Flipping through a type manual’s back pages is like perusing old high school yearbooks and 
ogling at the haircuts. ‘How could we have thought... how could anyone in their right minds...’ 
But scattered amongst the painful reminders of the near past—the Smokes, the Baby Teeth, 
the Rhapsodies—there’s bound to be a few gems. The gem may be a face that just last year 
seemed as awkward and dated as the rest — but there you are, shaking your head, thinking 
that just maybe Optima (my personal least-favorite, the bell bottom typeface) doesn’t look so 
bad after all. Letter forms intended to be contemporary or futuristic — like the future shock 
projections in Popular Science Magazine — are the most susceptible to premature aging. The 
1970’s 2001-look or the OCR ‘computation’ style seems to prove that today’s futurism is sure 
to be tomorrow’s anachronism. But there is a constant demand for newness, and now with any 

https://3spxpi1radr22mzge33bla91-wpengine.netdna-ssl.com/wp-content/uploads/2018/08/iStock-469326536.jpg
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array of innovative technologies there is a flood of new font designs 
to satisfy that hunger.
Type designing used to be one of the most obscure of professions. 
W.A. Dwiggens wrote that to most people letters were as transpar-
ently connected to ideas as the ticking of a clock was to telling time, 
but “...however unconscious of the type the reader may be, there 
is something communicated to him by the aesthetic quality of the 
page he peruses—a vague something.” Letter forms frame the mes-
sage, they place the content in historical and 
cultural context. While the canons of readabil-
ity and legibility are usually stressed (perhaps 
because they are more easily defended), fonts 
are rich with the gesture and spirit of their 
own era—even Helvetica and Univers can seem  
downright nostalgic. 

The sensibility that gave rise to the consisten-
cy and unity of Univers (Adrian Frutiger, 1957) 
says as much about the late fifties mindset as 
Beowolf (Just van Rossem, Erik van Brokland, 
1989) — a face that uses random computer gen-
eration to produce a font in which no two letters 
are ever exactly alike — says about the culture 
of the late eighties. Part of the impetus behind a 
project like Beowolf stems from the desire to challenge the technol-
ogy, to capitalize on the digital production process and rethink the 
invisible conventions imposed on type design by the metal-casting 
process. But a reaction to the mid-century penchant for sanitizing 

“To most people letters 
were as transparently 
connected to ideas as 
the ticking of a clock 
was to telling time.”

is also evident in many new fonts. These new faces are unabashedly 
irregular, idiosyncratic and personal. Beowolf takes that idea about as 
far as it can go, disregarding one of the most basic aspect of move-
able type, the consistency of the letterforms.

Notable 20th century designers like Eric Gill (designer of this text face, 
Joanna, in 1931), Paul Renner, Jan Tschichold and Rudolf Koch pro-
duced revolutionary fonts that now seem suffused with historical and 

nostalgic evocation. Renner was particularly ad-
amant that designers continue to create exper-
imental type forms and not endlessly duplicate 
the perfected forms of the past – basically, to 
invent alternate writing systems based on aes-
thetic and formal systems. On the other hand, 
Zapf sees the contemporary type designer as a 
function of history who “...should draw on [the 
work of Gill, Rogers and Dwiggens] for inspi-
ration, recognizing that our cultural and com-
mercial conditions are different from theirs.” In 
other words, updating the conventional struc-
tures to more contemporary forms. Today both 
trends — historical interpretation and formal 
experimentation — are evident and sometimes 
overlapping. Early avant garde experimentation 

is now firmly part of our design history; thus revivals of these alpha-
bets have aspects of both the interpretive and experimental activity.

There are a variety of reasons to start a new font design, but accord-

http://www.coullon.com/portfolio/amino.html

http://www.coullon.com/portfolio/amino.html http://www.coullon.com/portfolio/amino.html

ing to Matthew Carter — a type designer who has worked in metal, 
photocomposition and digital technologies and is one of the found-
ers of Bitstream — “... far and away the great majority of type de-
signs come about just for the purest reasons, just because someone 
wants to do them...it is related to the instincts that people may have 
in the fine arts, a kind of self-expression.” Since fonts are usually 
created on speculation, not at the request of a paying client, it is one 
of the design sub-professions most open to personal initiative. Many 
of the new commercially available alphabets are the first attempts 
from new designers or — like Barry Deck’s Template Gothic or Tobias 
Frere-Jones’ Dolores — are the creation of young designers either 
still undergraduates or only recently graduated.

Carter sees the economic and technological factors of type produc-
tion have transformed the industry. “Now it’s perfectly possible from 
someone to set up on a Mac using Fontographer [a font development 
software program] and get into the font-making business on a shoe-
string ...In the early days of photocomposition, let alone in hot metal 
days, you sort of took a deep breath before you developed a new 

type series... it was a project of absolutely architectural scale.” The 
labor and capital-intensive processes involved in the type industry 
disappeared with the refinement of the ‘desktop’ systems and new 
software. The entire process of taking an idea to a fully functional 
font has been democratized, demystified. As with any democratiza-
tion there is a parallel increase in competition and mediocrity. We 
may have to suffer a lot of useless junk or second-rate knock-offs. 
But the advantages of having such flexibility outweigh the drawbacks. 
Ultimately it will give designers more control over the production 
of their fonts and — if the laws of capitalism function as promot-
ed — increased competition and demand should spur an increase in  
quality and choice.

Many type designers are approaching the problem of font design 
from new perspectives. Readability, legibility, proportion or balance 
may not be primary concerns. To varying degrees digital fonts may 
look decidedly ‘different’- partially because the craft of creating 
postscript fonts is removed from drawing forms in plaka or cutting 
metal punches. Zuzana Licko, designer of many of the Emigre Fac-

“Now it’s perfectly possible from someone to set up on a Mac using Fontogra-
pher [a font development software program] and get into the font-making busi-
ness on a shoestring ...In the early days of photo-composition, let alone in hot 
metal days, you sort of took a deep breath before you developed a new type 

series... it was a project of absolute architectural scale.”

https://www.nytimes.com/2016/06/02/insider/1966-2016-the-last-hot-type-
printer-puts-down-his-tools.html http://www.tomorrowsnewspapers.co.uk/the-composing-room/4557750349
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es, sees her designs as informed by several factors; the technology 
by which they are designed and the output devices they are intended 
to utilize, as well as personal experimentation within the structured 
forms of the alphabet. “One of my aims when designing typefaces is 
to see how much the basic letter shapes can be changed and still be 
functional...I am always very intrigued by experimental alphabets that 
either have no capitals or mix upper and lower characteristics, like 
Bradbury Thompson’s Alphabet 26...” Embracing the new technology 
and the forms that it gives rise to can lead a reexamination of the stan-
dardized, expected letterforms. Carter feels that it may call the pro-
cess of typography into question. “...People are experimenting with 
the relationship between the writer, the reader and the typographer 
and I don’t have any problem with that at all...[these designers are say-
ing] there is more to the experience of assimilating information from 
a document than just transparent reading, a transparent transmission 
of information...” or as modernist critic Marshall Lee predicted forty 
years ago “...The evocation of mood becomes a primary concern of 
the designer. It is not enough for the designer to be ‘unobtrusive’...”.

The new technology has not only made ‘personal fonts’ economical-
ly feasible, but also allows for the designer to create or customize a 
font for a specific purpose. Jeff Keedy has created several limited-use 
PostScript fonts. His recent face Skelter was designed specifically for 
the Helter Skelter exhibition catalogue for the Museum of Contem-
porary Art in Los Angeles. In this is a case, like Emigre Magazine, the 
line between type design and the graphic design is practically indis-
tinguishable; a condition completely impossible — for both economic 
and technological reasons — before the the advent of desktop pub-
lishing. In a recent fax, Jeff Keedy wrote “...To make new typography 
you must have new typefaces, the old typefaces are almost complete-
ly exhausted of meaning, the new typefaces will revive them.” While 
one of his fonts, Keedy Sans, is commercially available, most of his 
faces are created with specific purposes in mind. Occasionally, if a 
font seems to be working, he circulates it amongst his friends and col-
leagues. Carter sees this as one of the most far-reaching implications 

of the industry. “...It is long way along the path to what I have heard 
referred to as tribal types. These are typefaces that don’t have to 
deal with the huge problems of legibility and universal acceptance in 
the Latin reading world...they can be project-specific.”

Already many of these new faces are making their way into main-
stream usage. Letterforms designed by — or knocked off from — 
Zuzana Licko and Neville Brody turn up from Saturday Night Live 
to The New York Times. ‘Traditionalists grumbling that type died 
with the passing of hot metal miss the point. These new designers 
do not threaten the integrity of type design. On the contrary, they 
document and codify the ‘current’, generating the artifacts that will 
frame our generation. Carter’s opinion is “...you never know when 

http://theinspirationroom.com/daily/2014/staedtler-pencils-where-it-all-begins/

something is going to be assimilated. There are some historical faces 
that nowadays people take completely for granted but they caused a 
terrible uproar when they first appeared. In the early days of Futura 
people threw their hands up saying ‘God forbid we could ever have 
anything as mechanical and cold as something like this!’” 

In my old typography text book from art school: Typography; A Man-
ual of Design (1967) — about as close to a canonical text as you are 
going to find in design —author Emil Ruder wrote “...The fact that the 
typographer has no contribution of his own to make to the form of 
the typeface but takes these ready-made is of the essence of typog-
raphy....The typographer must be able to take the impersonal view; 
willful individuality and emotion have little place in his work.” We took 
this approach very seriously. Ironically now it is this very mission of 
universality that now seems so peculiar to Ruder’s generation. That 
attitude of timelessness appears particularly temporal. Certainly, the 
idiosyncrasies of the present day (or to site Keedy’s phrase “willful 
ambiguity and rigorous inconsistency”) will be remarkable to the next 
generation.
Which brings us back to the recycling that is the inevitable by-product 
of the style industry. Sideburns or no? Medallions, platforms, leisure 
suits, all are sure to be high fashion in a matter of time. Looking new is 
often a function of looking different or referencing the correct histor-
ical moment. Difference - that is implied in newness - is a driving force 
in visual culture. But novelty (or opposition) is a force in theory as well. 
Each stylistic movement comes equipped with supporting ideology, or 
perhaps a ready-made alibi. It is a little amusing to see something like 
typefaces causing such a stir. Is a ‘bad’ typeface really any worse than 
platform shoes or shag haircuts?

I suppose each generation imagines itself at the peak of some great 
historical refinement; the idea of progress is central to the mentality 
of newness. I mistakenly believed that everyone would see 1976 as the 
nadir of visual culture. The idea that anyone might want to revisit will 
always be astonishing. 

http://www.flickriver.com/photos/deibo/4230293576/
http://sixfootgiraffe.com

http://www.adruby.com/print-ads/feeding-your-cats-instincts

h
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Ken Garland
Anthony Froshaug
Robin Fior
Germano Facetti
Ivan Dodd
Harriet Crowder
Anthony Clift
Gerry Cinamon

We, the undersigned, are graphic designers, photographers and students who have been brought up 
in a world in which the techniques and apparatus of advertising have persistently been presented to 
us as the most lucrative, effective and desirable means of using our talents. We have been bombarded 
with publications devoted to this belief, applauding the work of those who have flogged their skill and 
imagination to sell such things as: cat food, stomach powders, detergent, hair restorer, striped tooth-
paste, aftershave lotion, before shave lotion, slimming diets, fattening diets, deodorants, fizzy water, 
cigarettes, roll-ons, pull-ons and slip-ons.

By far the greatest effort of those working in the advertising industry are wasted on these trivial pur-
poses, which contribute little or nothing to our national prosperity.

In common with an increasing numer of the general public, we have reached a saturation point at 
which the high pitched scream of consumer selling is no more than sheer noise. We think that there 
are other things more worth using our skill and experience on. There are signs for streets and build-
ings, books and periodicals, catalogues, instructional manuals, industrial photography, educational 
aids, films, television features, scientific and industrial publications and all the other media through 
which we promote our trade, our education, our culture and our greater awareness of the world.

We do not advocate the abolition of high pressure consumer advertising: this is not feasible. Nor do 
we want to take any of the fun out of life. But we are proposing a reversal of priorities in favour of 
the more useful and more lasting forms of communication. We hope that our society will tire of gim-
mick merchants, status salesmen and hidden persuaders, and that the prior call on our skills will be 
for worthwhile purposes. With this in mind we propose to share our experience and opinions, and to 
make them available to colleagues, students and others who may be interested.

FIRST THINGS FIRST
A 1964 manifesto on the importance of quality design 

Edward Wright
Geoffrey White
William Slack
Caroline Rawlence
Ian McLaren
Sam Lambert
Ivor Kamlish

Gerald Jones
Bernard Higton
Brian Grimbly
John Garner
Ken Briggs
Robert Chapman
Ray Carpenter

SIGNED

http://www.designishistory.com/1960/first-things-first/ https://i.pinimg.com/originals/a0/7f/72/a07f729908c94ea882340854ffdc24d0.jpg
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Web Typography
by Indra Kupferschmid

I am sanguine. Almost all the things we got accustomed to in ev-
eryday (printed) typography are now also possible on the web and 
more if you only know and care enough about them. I don’t mourn 
poorly produced paperbacks when I can read a casual story on-
screen (and then delete it), nor do I miss huge-format newspapers 
that piled up in my wastepaper and were always too large to read on 
trains anyway.

Of course, not everything we see and read on screens is fine typog-
raphy, but that’s how it was in the early days of DTP, too—people 
using a medium and software who aren’t yet experts in the field—
and still is for the majority of “offscreen” typography. Think sales 
fliers, cereal packaging or patient information. What we gained with 
modern web technology is the ability to have the layout (and even 
fonts) automatically react to outside conditions like format, device 

“Design is no longer about tailoring invariable content to one specific embodiment; 
the web forces us to think about typography in terms of parameters, and get clear 

about content versus form.”

capabilities, user preferences or even reading distance. Design is no 
longer about tailoring invariable content to one specific embodiment; 
the web forces us to think about typography in terms of parameters, 
and get clear about content versus form.

Typography hits us on two different levels: by the look of it, telling us 
if this is something we may like or should interest us, and by the neces-
sity to read it. If we have to read this timetable, contract or assembly 
instructions, we will do so regardless. We may find it more or less com-
fortable to read, but our brains are incredibly capable of deciphering 
the most cryptic glyphs in context. If you want to attract designers or 
improve everyone’s reading experience, there are a few things to keep 
in mind, in any medium:

Image property of CSSchopper.com

Make sure the rendering of the typeface you choose is excellent in the size you choose, well-
spaced and of even color. Set font-smoothing options to “subpixel-antialiased” or “auto” for 
small text on light background for better legibility; “font-smoothing: antialiased” (full-pixel grey-
scale antialiasing) looks good in sizes above 60px.

If you don’t have good control over hyphenation, don’t justify text, especially in narrow col-
umns. Hyphenation on the web is still tricky, and algorithms for anything but English are poor. 
JavaScript hyphenation is an option.

Make use of the font’s built-in kerning. Switch on kerning (and other features like ligatures) via 
“font-feature settings” or “optimize-legibility.”

Beware of faux-bold and faux-italic. Don’t use the styling functions/tags if you don’t have the 
respective font available on the site, either in a merged family or as individuals.

Text doesn’t have to be large to be readable—dare to use sizes smaller than 24px, but check 
the rendering across all browsers and platforms if smaller than 16px. Keep the apparent size 
(large or small x-height) of the font in mind.

Line length (and other measures) should scale with your screen size, but set a max-width. You 
can use media queries, also, to switch font styles relative to line length, or landscape and por-
trait screen orientation. Short lines look best in an economic typeface, longer lines in a wider 
font.

Adjust line height and margins in relation to line length. Text on small screens in short lines need 
only a little bit of leading and padding and is more comfortable to read when set quite compact 
(less scrolling).

Size is relative. The closer we hold a text to our face, the smaller the nominal font size, line 
height and margins can be. (Check universal measures like arc minutes—size in relation to 
reading distance.)

Try size-specific variants of a type series for different font sizes, e.g., text styles for body, dis-
play styles or narrow variants for headlines. Multiple widths of a family can be used to accom-
modate longer and shorter headlines, for instance.

And lastly, mind ortho-typography sandtraps like “” –, especially in large headlines and pull 
quotes. Potentially easy to fix and more the result of slacking editorial processes, these kind of 
things stand out saliently and contribute to the skepticism about typography on the web. 

1
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“ If you want to attract designers or improve 
everyone’s reading experience, there are a few 

things to keep in mind, in any medium:”

h

https://www.stockvault.net/photo/133436/antique-typewriter-close-up#
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https://www.designcrowd.com/design/9879628
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LISSITSKY

THE ELECTRO-LIBRARY
An interview with David Senior,

Biographer for MoMA in New York

Written by Steven Heller

David Senior, the bibliographer for the Museum of Modern Art Library, organized THE 
ELECTRO-LIBRARY, a small show at MoMA  on European Avant-Garde magazines from the 
1920s. Senior’s selection resonates with me because my own book Merz to Emigre: Avant 
Garde Magazine Design of the Twentieth Century is one of my favorites. I asked Senior to talk 
more about the significance of these journals. 

What do these Avant Garde magazines tell us about art, culture, politics?

Partly, these magazines were manifestos for revolutionary discourses related to the radical 
politics of the left in 1920s Europe. They transmitted aesthetic programs or methods of im-
age-making, which theorized proletarian art, or what it would mean for art to be integrated 
in the new organization of life within communist or other socialist propositions. So in terms 
of your question, these magazines were centrally focused on an inextricable connection be-
tween art, culture and politics that could be traced from ideas trickling out of Moscow art 
circles of the Constructivists, Supremacists, etc., and found a great emissary in the figure of 
El Lissitzsky. In this context, the design of the printed page, its changing structure and the 
new possibilities of typography were part of this revolutionary project and were loaded with a 
utopian promise of the New in this very specific historical moment in Europe.

“The title THE ELECTRO-LIBRARY was gleaned from 
a quote in a brief manifesto by Lissitzky from 1923 

called “Topography of Typography”,...”
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The title THE ELECTRO-LIBRARY was gleaned from a quote in a brief 
manifesto by Lissitzky from 1923 called “Topography of Typography,” 
and seemed like a fun, descriptive term to summarize this rethinking 
of the possibilities of print and the Avant-Garde’s creation of commu-
nication networks through these little magazines.

Why did you select the ones you did? Are they the 
most important documents or do they have the most 
exceptional graphics?

One of the consistent features of magazines of the historical 
Avant-Garde was the presence of charts in the front or back mat-
ter of the issues which listed other magazines—it was a literal map-
ping of affinity, of showing comrades. I was really interested in these 
lists as one way to create a grouping of this material, and used them 
as a curatorial premise. Because of some space limitations with the 
show, I particularly focused on titles from Eastern and Central Europe 
that expressed how Constructivist aesthetics and the new typogra-
phy spread across this particular geographical area and to highlight 
designers and titles from places like Yugoslavia, Romania, Hungary, 
Czechoslovakia and Poland.

In terms of the presentation, I definitely chose to show pages from 
the magazines that had exceptional graphics, that were expressive of 
new ways of structuring a page or some particularly bold typograph-
ic element. A deeper look into these texts within the runs of these 
magazines though does reveal a full documentation of the artists’ 
networks in Europe at the time. You see translations of key texts, re-
productions of images of new paintings, sculpture, architecture, the-
ater, film—lots of Charlie Chaplin!—from this network of new art and 
design. These images were often collaged together with images of 
new industrial objects and tools. So yes—they are important docu-
ments with exceptional graphics.

Are there magazines that are still emerging, that 
somehow have been lost? 

There has been so much great scholarship in this area in the fields 
of art and design history that I really leaned on in my own research. 
So I don’t think I discovered anything in this pretty well-worn path. 
I can speak of our own collection at MoMA Library. One title that 
I uncovered was a Czech one called Pasmo (The Zone) that had 
been tucked away in our flat files in our Long Island City location. 
It is a large tabloid format publication that focused on popular film 
as well as Avant-Garde art and architecture. The design of the mag-
azine is often credited to Zdenek Rossman and was a publication 
of Brno branch of the Devetsil artists association. It’s one of my 
favorite publications in the show. It definitely hadn’t been pulled 
out in many years.

How many are in MoMA’s holdings? 

All of the materials in the show are from the MoMA Library collec-
tion. Many had been in the collection for some time and some oth-
ers had come in more recently, from donations or acquisitions. This 
exhibition was a good opportunity to survey what we had in the 
collection from this significant moment of Avant-Garde magazines. 

I had been posting a lot of images of the magazines as I was scan-
ning them for research in the lead up to the show. You can check 
the images out at our library tumblr site and also on the exhibition 
page at MoMA.org.

When these materials aren’t in this exhibition, eager researchers 
can view them in our reading room. Our library is open to the pub-
lic and we like to make sure everyone knows that the collection is 
readily accessible. h
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Lissitzky told us that ‘the new book demands the new writer’, and with the advent of the  
iPhone, the iPad and the Kindle, the new book is undeniably here. But there is more to it than 
even Lissitzky dreamed of. The nature of the e-book now means that the new book demands 
a new kind of writer, reader and designer.

The Electro-Library demands that we reconsider every aspect of page design – from the de-
tails that we understood to represent the craft of typography, to the elements of the page 
itself: the running heads, the folios, the paragraph and chapter. The ‘design of the book-space, 
set according to the constraints of printing mechanics’ no longer matters to us. This new page 
is an undiscovered landscape of opportunity and possibility.

The surface can now truly transcend space and time – the ‘printed’ surface must be re-invent-
ed and the infinity of books embraced. The rules no longer apply. Everything about the page 
is new again. Everything we ‘know’ about the conventions of book design and typography 
demands to be re-invented for the new kind of writer, reader and designer.

Will the new El Lissitzky please stand up?

LISSITSKY REVISITED
Barrie Tullet discusses Lissitsky’s modern day relevance

FIRST PUBLISHED AS ‘THE  
TOPOGRAPHY OF  

TYPOGRAPHY’ IN MERZ NO. 4 

Hannover: July 1923

1. The words on the printed surface  
are taken in by seeing, not by hearing.

2. One communicates meanings 
through the convention of words; 
meaning attains form through letters.

3. Economy of expression: optics not 
phonetics.

4. The design of the book-space, set 
according to the constraints of print-
ing mechanics, must correspond to 
the tensions and pressures of content.

5. The design of the book-space us-
ing process blocks which issue from 
the new optics. The supernatural 
reality of the perfected eye.

6. The continuous sequence of pag-
es: the bioscopic book.

7. The new book demands the new 
writer. Inkpot and quill-pen are dead.

8. The printed surface transcends 
space and time. The printed surface, 
the infinity of books, must be tran-
scended. 
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SHADOW TYPE

SHADOW TYPE
Typology takes a closer look at shadow type and 

shares eight amazing designs worth noting

Written by Natalie Boyd

The creative and strategic application of shadows and three-dimensional features to type and lettering has been in practice for centu-
ries. In the past, letters with relief and shadow have been used on signage, posters, packaging, movie titles and publications, allowing lettering 
to jump off a flat surface for an eye-catching look. Shadowed type still appears in print and signage today, but it can also be found across the 
web—sometimes applied gracefully, other times less so.

Shadow type doesn’t refer exclusively to drop shadows—even though they are a frequent component. The term can also refer to the appli-
cation of either weighty or slight strokes and outline to letters, or to any use of relief and shadow in typography. Even as flat design reigns, 
there’s still a place for three-dimensional type in the graphic design marketplace, as the designers on the following pages demonstrate in these 
exceptional examples of shadowed type.

Luminares
by Kevin Cantrell

This magnificent creation was featured on HOW.com two years ago. It’s a breathtaking work and an  
exemplary of shadow type.
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Precious Metals
By Studio Muti

“We created a series of typographic illustrations inspired by the rich minerals mined on our planet. With custom lettering and 
iconography we touched on some of the history and wealth that these precious metals have created.” — Studio Muti

Chocolate
Ampersands
By Jamie Clarke

“I’m a total chocaholic, so this packaging design seems a fitting tribute to my addiction. This self-initiated project was inspired 
by my research into the Pouchée wood alphabets. The illustrated ampersands matched with flecked, textured paper aim to 

evoke an early Victorian packaging feel.” — Jamie Clarke

AIR-hand lettering
by Xavier Casalta
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Great Little Place
by Tobias Hall

Chalk Art
By Dangerdust

Dangerdust is studio of Dusty Dangero, a graphic designer and lettering artist based in  
Charlotte, North Carolina. Known for working by hand to bring letters to life, Dusty has  
created works for Nike, Target, Adobe, Bed Bath & Beyond, and California Pizza Kitchen.

It all began in 2013 with 24 Weekly Chalkboard Quotes, created as a team duo passion proj-
ect. The original project was recognized by Print Magazine, Huffington Post, Colossal, Buzz-
Feed, Viral Nova, My Modern Met, and Good Morning America. Since then Dusty continues 
chalking and lettering solo, as well as working with clients, running the print shop and doo-
dling on orders.

For more dusty things and behind the scenes, check out: instagram.com/ddccad/

About Dangerdust
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3D Lettering Samples
By Jacob Eisingery

“POW” background illustration in collaboration with Andy Gellenberg/WEAREKIDZ

“Welcome to the Jungle” collaboration with Pedro Oyarbide done at I LOVE 
DUST

Yippiehey is the alias of german designer and illustrator Ja-
cob Eisinger who specialises in 3D illustration. His love for let-
ters led to a focus on type driven design but doesn’t neglect 
a variety of other styles.

Working as an designer and illustrator since 2008 and doing 
3D/CGI since 2012, he also gained experience in some well-
known studios such as I Love Dust or Foreal and is now fo-
cusing on freelance work to bring his projects to the next 
dimension.

Find more creative endeavors from Jacob on his instagram 
account at: https://www.instagram.com/yippiehey/ 

About Jacob Eisingery

h

Vintage Examples - Shadow Type
By Steven Heller, Louise Fili

Written by Steven Heller and Louise Fili, Shadow Type attempts to highlight historic typography examples that range from popular to rare to 
almost forgotten. Below are a sampling of the more than 300 typography examples of dimensional lettering incorporating elements of relief 
and shadow from Europe and the United States. The examples come from a variety of sources, from type-specimen books and billboards, to 
shop signs and posters, all of which were created between the nineteenth and mid-twentieth century. 

About the Authors

Steven Heller is co-chair of the MFA Design Department at the School of Visual Arts and the author of numerous type based books.

Louise Fili is director of Fili Design, a member of the Art Directors Club Hall of Fame, and the author of Elegantissima.
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