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Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která byla 
použita pro nápis na insignii Vysoké školy uměleckoprůmyslové. 
Proto jsem ji ze začátku nazýval Insignia. Díky Bohuslavu Blažejovi 
byla publikována v Typografii, a to v reprodukovatelné podobě, 
a proto ji kromě mě použilo i několik grafiků, převážně na řešení 
knižních záležitostí. Já jsem ji použil ještě na několik plastických 
nápisů, a to i v modifikované podobě. V roce 1993 mě požádal 
přítel Oldřich Kulhánek o spolupráci na typografickém řešení 
nových českých bankovek, které navrhoval. Ze dvou variant řešení 
si vybral Insignii, aniž věděl, že jde o moje autorské písmo - 
z čehož jsem měl radost. Použití Insignie na bankovkách vedlo 
k tomu, že jsem byl vyzván k účasti v soutěži na nové logo pro 
Českou národní banku. Můj návrh, v němž jsem také použil Insig-
nii, byl vybrán. Nabídl jsem Insignii České národní bance jako 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která 
byla použita pro nápis na insignii Vysoké školy umělec-
koprůmyslové. Proto jsem ji ze začátku nazýval Insignia. 
Díky Bohuslavu Blažejovi byla publikována v Typografii, 
a to v reprodukovatelné podobě, a proto ji kromě mě použilo 
i několik grafiků, převážně na řešení knižních záležitostí. Já 
jsem ji použil ještě na několik plastických nápisů, a to i v modi-
fikované podobě. V roce 1993 mě požádal přítel Oldřich 
Kulhánek o spolupráci na typografickém řešení nových čes-
kých bankovek, které navrhoval. Ze dvou variant řešení si 
vybral Insignii, aniž věděl, že jde o moje autorské písmo 

- z čehož jsem měl radost. Použití Insignie na bankovkách 
vedlo k tomu, že jsem byl vyzván k účasti v soutěži na nové 
logo pro Českou národní banku. Můj návrh, v němž jsem 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která byla 
použita pro nápis na insignii Vysoké školy uměleckoprůmyslové. 
Proto jsem ji ze začátku nazýval Insignia. Díky Bohuslavu Blažejovi 
byla publikována v Typografii, a to v reprodukovatelné podobě, 
a proto ji kromě mě použilo i několik grafiků, převážně na řešení 
knižních záležitostí. Já jsem ji použil ještě na několik plastických 
nápisů, a to i v modifikované podobě. V roce 1993 mě požádal 
přítel Oldřich Kulhánek o spolupráci na typografickém řešení 
nových českých bankovek, které navrhoval. Ze dvou variant řešení 
si vybral Insignii, aniž věděl, že jde o moje autorské písmo - z čehož 
jsem měl radost. Použití Insignie na bankovkách vedlo k tomu, 
že jsem byl vyzván k účasti v soutěži na nové logo pro Českou 
národní banku. Můj návrh, v němž jsem také použil Insignii, byl 
vybrán. Nabídl jsem Insignii České národní bance jako firemní 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která 
byla použita pro nápis na insignii Vysoké školy umělec-
koprůmyslové. Proto jsem ji ze začátku nazýval Insignia. 
Díky Bohuslavu Blažejovi byla publikována v Typografii, 
a to v reprodukovatelné podobě, a proto ji kromě mě použilo 
i několik grafiků, převážně na řešení knižních záležitostí. Já 
jsem ji použil ještě na několik plastických nápisů, a to i v modi-
fikované podobě. V roce 1993 mě požádal přítel Oldřich 
Kulhánek o spolupráci na typografickém řešení nových čes-
kých bankovek, které navrhoval. Ze dvou variant řešení si 
vybral Insignii, aniž věděl, že jde o moje autorské písmo 

- z čehož jsem měl radost. Použití Insignie na bankovkách 
vedlo k tomu, že jsem byl vyzván k účasti v soutěži na nové 
logo pro Českou národní banku. Můj návrh, v němž jsem 

The Solpera typeface fills one of the gaps between the world of Roman alphabets 
and that of linear alphabets. The first to be designed was the set of upper case letters. 
The expression of these characters cannot conceal that they were originally intended 
only for the sculptor’s use, as a typeface for three-dimensional inscriptions. Their width 
proportions reflect a dialogue between the contemporary feeling and the legacy of clas-
sical Roman inscriptions. The typeface was later complemented with a set of lower case 
letters and elaborated into further weights. Its clear, concise designs are accompanied 
with small serifs which not only make the typeface look more refined, but above 
all anchor the individual letter signs visually to the horizontal of the text line. The 
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black italic:

This type face fills one of the gaps between the 
world of Roman alphabets and that of linear alpha-
bets. The first to be designed was the set of upper-
case letters. The expression of these characters can-
not conceal that they were originally intended 
only for the sculptor’s use, as a type face for three-
dimensional inscriptions. Their width proportions 
reflect a dialogue between the contemporary feel-
ing and the legacy of classical Roman inscriptions. 
The type face was later complemented with a set of 
lower-case letters and elaborated into further de-
signs. Its clear, concise letter forms end with small 
serifs which not only make the type face more re-
fined, but above all anchor the individual letter 
signs visually to the horizontal of the text line. 
The austere construction of the majority of the let-
ters is balanced by the more exuberant, human-
izing forms of the most frequently used letters “a”; 

8/9,6 pt.:

“e”. (The three variants of the lower-case 
“e” enable to create rhythmically differ-
entiated texts.) The letters in which a 
straight stroke is connected with an arch 
are designed in two ways. That means 
that the letters “n”, “h”,”m” and the 
group of letters “b”,”d”,”p”,”q” are con-
ceived in a different way. Thus an inter-
esting tension is created in the structure 
of the text, which, however, does not 
endanger legibility. The economizing, 
slightly narrowed design of this type 
face predetermines its use for the set-
ting of usual texts. In larger sizes, how-

10/12 pt.:

ever, it produces a rather serious, 
even solemn, impression. This 
type face fills one of the gaps be-
tween the world of Roman alpha-
bets and that of linear alphabets. 
The first to be designed was the 
set of upper-case letters. The ex-
pression of these characters can-
not conceal that they were origi-
nally intended only for the sculp-
tor’s use, as a type face for three-
dimensional inscriptions. Their 
width proportions reflect a dia-

12/14,4 pt.:

logue between the contem-
porary feeling and the lega-
cy of classical Roman inscrip-
tions. The type face was later 
complemented with a set of 
lower-case letters and elab-
orated into further designs. 
Its clear, concise letter forms 
end with small serifs which 
not only make the type face 

14/16,8 pt.:

This type face fills one of the gaps between the 
world of Roman alphabets and that of linear al-
phabets. The first to be designed was the set of 
upper-case letters. The expression of these charac-
ters cannot conceal that they were originally in-
tended only for the sculptor’s use, as a type face 
for three-dimensional inscriptions. Their width 
proportions reflect a dialogue between the con-
temporary feeling and the legacy of classical Ro-
man inscriptions. The type face was later comple-
mented with a set of lower-case letters and elabo-
rated into further designs. Its clear, concise letter 
forms end with small serifs which not only make 
the type face more refined, but above all anchor 
the individual letter signs visually to the horizon-
tal of the text line. The austere construction of the 
majority of the letters is balanced by the more exu-
berant, humanizing forms of the most frequently 

8/9,6 pt.:

used letters “a”; “e”. (The three variants 
of the lower-case “e” enable to create 
rhythmically differentiated texts.) The 
letters in which a straight stroke is con-
nected with an arch are designed in two 
ways. That means that the letters “n”, 

“h”,”m” and the group of letters 
“b”,”d”,”p”,”q” are conceived in a dif-
ferent way. Thus an interesting tension 
is created in the structure of the text, 
which, however, does not endanger leg-
ibility. The economizing, slightly nar-
rowed design of this type face predeter-
mines its use for the setting of usual 

10/12 pt.:

texts. In larger sizes, however, it 
produces a rather serious, even 
solemn, impression. This type 
face fills one of the gaps between 
the world of Roman alphabets 
and that of linear alphabets. The 
first to be designed was the set 
of upper-case letters. The expres-
sion of these characters cannot 
conceal that they were original-
ly intended only for the sculp-
tor’s use, as a type face for three-
dimensional inscriptions. Their 

12/14,4 pt.:

width proportions reflect a 
dialogue between the con-
temporary feeling and the 
legacy of classical Roman in-
scriptions. The type face was 
later complemented with a 
set of lower-case letters and 
elaborated into further de-
signs. Its clear, concise let-
ter forms end with small ser-

14/16,8 pt.:
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The Solpera typeface fills one of the gaps between the world of Roman alpha-
bets and that of linear alphabets. The first to be designed was the set of upper 
case letters. The expression of these characters cannot conceal that they were origi-
nally intended only for the sculptor’s use, as a typeface for three-dimensional inscrip-
tions. Their width proportions reflect a dialogue between the contemporary 
feeling and the legacy of classical Roman inscriptions. The typeface was later 
complemented with a set of lower case letters and elaborated into further 
weights. Its clear, concise designs are accompanied with small serifs which not only 
make the typeface look more refined, but above all anchor the individual letter signs 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která byla 
použita pro nápis na insignii Vysoké školy uměleckoprůmyslové. 
Proto jsem ji ze začátku nazýval Insignia. Díky Bohuslavu Bla-
žejovi byla publikována v Typografii, a to v reprodukovatelné 
podobě, a proto ji kromě mě použilo i několik grafiků, převážně 
na řešení knižních záležitostí. Já jsem ji použil ještě na několik 
plastických nápisů, a to i v modifikované podobě. V roce 1993 
mě požádal přítel Oldřich Kulhánek o spolupráci na typografic-
kém řešení nových českých bankovek, které navrhoval. Ze dvou 
variant řešení si vybral Insignii, aniž věděl, že jde o moje autor-
ské písmo - z čehož jsem měl radost. Použití Insignie na bankov-
kách vedlo k tomu, že jsem byl vyzván k účasti v soutěži na nové 
logo pro Českou národní banku. Můj návrh, v němž jsem také 
použil Insignii, byl vybrán. Nabídl jsem Insignii České národní 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, která byla 
použita pro nápis na insignii Vysoké školy uměleckoprůmys-
lové. Proto jsem ji ze začátku nazýval Insignia. Díky Bohuslavu 
Blažejovi byla publikována v Typografii, a to v reprodukova-
telné podobě, a proto ji kromě mě použilo i několik grafiků, 
převážně na řešení knižních záležitostí. Já jsem ji použil ještě 
na několik plastických nápisů, a to i v modifikované podobě. 
V roce 1993 mě požádal přítel Oldřich Kulhánek o spolupráci 
na typografickém řešení nových českých bankovek, které navr-
hoval. Ze dvou variant řešení si vybral Insignii, aniž věděl, že jde 
o moje autorské písmo - z čehož jsem měl radost. Použití Insig-
nie na bankovkách vedlo k tomu, že jsem byl vyzván k účasti 
v soutěži na nové logo pro Českou národní banku. Můj návrh, 
v němž jsem také použil Insignii, byl vybrán. Nabídl jsem Insig-

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, 
která byla použita pro nápis na insignii Vysoké školy umě-
leckoprůmyslové. Proto jsem ji ze začátku nazýval Insignia. 
Díky Bohuslavu Blažejovi byla publikována v Typografii, 
a to v reprodukovatelné podobě, a proto ji kromě mě 
použilo i několik grafiků, převážně na řešení knižních 
záležitostí. Já jsem ji použil ještě na několik plastických 
nápisů, a to i v modifikované podobě. V roce 1993 mě 
požádal přítel Oldřich Kulhánek o spolupráci na typogra-
fickém řešení nových českých bankovek, které navrhoval. 
Ze dvou variant řešení si vybral Insignii, aniž věděl, že jde 
o moje autorské písmo - z čehož jsem měl radost. Použití 
Insignie na bankovkách vedlo k tomu, že jsem byl vyzván 
k účasti v soutěži na nové logo pro Českou národní banku. 

Nejdřív (ke konci 70. let)  vznikla verzálková abeceda, 
která byla použita pro nápis na insignii Vysoké školy umě-
leckoprůmyslové. Proto jsem ji ze začátku nazýval Insignia. 
Díky Bohuslavu Blažejovi byla publikována v Typografii, 
a to v reprodukovatelné podobě, a proto ji kromě mě 
použilo i několik grafiků, převážně na řešení knižních 
záležitostí. Já jsem ji použil ještě na několik plastických 
nápisů, a to i v modifikované podobě. V roce 1993 mě 
požádal přítel Oldřich Kulhánek o spolupráci na typogra-
fickém řešení nových českých bankovek, které navrhoval. 
Ze dvou variant řešení si vybral Insignii, aniž věděl, že jde 
o moje autorské písmo - z čehož jsem měl radost. Použití 
Insignie na bankovkách vedlo k tomu, že jsem byl vyzván 
k účasti v soutěži na nové logo pro Českou národní banku. 
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mediium italic:

This type face fills one of the gaps between the world 
of Roman alphabets and that of linear alphabets. The 
first to be designed was the set of upper-case letters. 
The expression of these characters cannot conceal that 
they were originally intended only for the sculptor’s 
use, as a type face for three-dimensional inscriptions. 
Their width proportions reflect a dialogue between the 
contemporary feeling and the legacy of classical Ro-
man inscriptions. The type face was later complement-
ed with a set of lower-case letters and elaborated into 
further designs. Its clear, concise letter forms end with 
small serifs which not only make the type face more 
refined, but above all anchor the individual letter signs 
visually to the horizontal of the text line. The austere 
construction of the majority of the letters is balanced 
by the more exuberant, humanizing forms of the most 
frequently used letters “a”; “e”. (The three variants 
of the lower-case “e” enable to create rhythmically 

8/9,6 pt.:

differentiated texts.) The letters in which a 
straight stroke is connected with an arch are 
designed in two ways. That means that the 
letters “n”, “h”,”m” and the group of letters 

“b”,”d”,”p”,”q” are conceived in a different 
way. Thus an interesting tension is created 
in the structure of the text, which, however, 
does not endanger legibility. The economiz-
ing, slightly narrowed design of this type 
face predetermines its use for the setting of 
usual texts. In larger sizes, however, it pro-
duces a rather serious, even solemn, impres-
sion. This type face fills one of the gaps be-
tween the world of Roman alphabets and 

10/12 pt.:

that of linear alphabets. The first to 
be designed was the set of upper-
case letters. The expression of these 
characters cannot conceal that they 
were originally intended only for 
the sculptor’s use, as a type face for 
three-dimensional inscriptions. Their 
width proportions reflect a dialogue 
between the contemporary feeling 
and the legacy of classical Roman 
inscriptions. The type face was later 
complemented with a set of lower-
case letters and elaborated into fur-

12/14,4 pt.:

ther designs. Its clear, concise 
letter forms end with small ser-
ifs which not only make the 
type face more refined, but 
above all anchor the individual 
letter signs visually to the hori-
zontal of the text line. The aus-
tere construction of the major-
ity of the letters is balanced by 
the more exuberant, humaniz-

14/16,8 pt.:

This type face fills one of the gaps between the world 
of Roman alphabets and that of linear alphabets. The 
first to be designed was the set of upper-case letters. 
The expression of these characters cannot conceal that 
they were originally intended only for the sculptor’s use, 
as a type face for three-dimensional inscriptions. Their 
width proportions reflect a dialogue between the con-
temporary feeling and the legacy of classical Roman in-
scriptions. The type face was later complemented with a 
set of lower-case letters and elaborated into further de-
signs. Its clear, concise letter forms end with small serifs 
which not only make the type face more refined, but 
above all anchor the individual letter signs visually to 
the horizontal of the text line. The austere construction 
of the majority of the letters is balanced by the more exu-
berant, humanizing forms of the most frequently used 
letters “a”; “e”. (The three variants of the lower-case “e” 
enable to create rhythmically differentiated texts.) The 

8/9,6 pt.:

letters in which a straight stroke is connect-
ed with an arch are designed in two ways. 
That means that the letters “n”, “h”,”m” and 
the group of letters “b”,”d”,”p”,”q” are con-
ceived in a different way. Thus an interesting 
tension is created in the structure of the text, 
which, however, does not endanger legibil-
ity. The economizing, slightly narrowed de-
sign of this type face predetermines its use 
for the setting of usual texts. In larger sizes, 
however, it produces a rather serious, even 
solemn, impression. This type face fills one 
of the gaps between the world of Roman 
alphabets and that of linear alphabets. The 

10/12 pt.:

first to be designed was the set of 
upper-case letters. The expression 
of these characters cannot conceal 
that they were originally intended 
only for the sculptor’s use, as a type 
face for three-dimensional inscrip-
tions. Their width proportions reflect 
a dialogue between the contempo-
rary feeling and the legacy of classi-
cal Roman inscriptions. The type face 
was later complemented with a set 
of lower-case letters and elaborated 
into further designs. Its clear, concise 

12/14,4 pt.:

letter forms end with small ser-
ifs which not only make the type 
face more refined, but above 
all anchor the individual letter 
signs visually to the horizontal 
of the text line. The austere con-
struction of the majority of the 
letters is balanced by the more 
exuberant, humanizing forms 
of the most frequently used let-

14/16,8 pt.:

S t ř e š o v i c k á  p í s m o l i j n a ,  w w w. p i s m o l i j n a . c z  S t o r m  T y p e  F o u n d r y,  w w w. s t o r m t y p e . c o m

TK3 Solpera 6.9.00, 0:532-3



A a B b C c D 
d E e F f G h 
I i J j K k L l 
M m N n O o 
P p Q q R r S 
s T t U u V v 
W w X x Y y 
Z z & 1 2 3 4 

A a B b C c D 
d E e F f G h 
I i J j K k L l 
M m N n O o 
P p Q q R r S 
s T t U u V v 
W w X x Y y 
Z z & 1 2 3 4 

solpera osf

book:

Shq

italic:

A a B b C c D 
d E e F f G h 
I i J j K k L l 
M m N n O o 
P p Q q R r S 
s T t U u V v 
W w X x Y y 
Z z & 1 2 3 4 

A a B b C c D 
d E e F f G h 
I i J j K k L l 
M m N n O o 
P p Q q R r S 
s T t U u V v 
W w X x Y y 
Z z & 1 2 3 4 

solpera osf

bold:

Shq

bold italic:

This type face fills one of the gaps between the world of 
Roman alphabets and that of linear alphabets. The first to 
be designed was the set of upper-case letters. The expres-
sion of these characters cannot conceal that they were 
originally intended only for the sculptor’s use, as a type 
face for three-dimensional inscriptions. Their width pro-
portions reflect a dialogue between the contemporary 
feeling and the legacy of classical Roman inscriptions. The 
type face was later complemented with a set of lower-
case letters and elaborated into further designs. Its clear, 
concise letter forms end with small serifs which not only 
make the type face more refined, but above all anchor the 
individual letter signs visually to the horizontal of the text 
line. The austere construction of the majority of the letters 
is balanced by the more exuberant, humanizing forms of 
the most frequently used letters “a”; “e”. (The three vari-
ants of the lower-case “e” enable to create rhythmically 
differentiated texts.) The letters in which a straight stroke 

8/9,6 pt.:

is connected with an arch are designed in two 
ways. That means that the letters “n”, “h”,”m” 
and the group of letters “b”,”d”,”p”,”q” are 
conceived in a different way. Thus an interest-
ing tension is created in the structure of the 
text, which, however, does not endanger leg-
ibility. The economizing, slightly narrowed de-
sign of this type face predetermines its use 
for the setting of usual texts. In larger sizes, 
however, it produces a rather serious, even 
solemn, impression. This type face fills one of 
the gaps between the world of Roman alpha-
bets and that of linear alphabets. The first to 
be designed was the set of upper-case letters. 

10/12 pt.:

The expression of these characters can-
not conceal that they were originally 
intended only for the sculptor’s use, 
as a type face for three-dimensional in-
scriptions. Their width proportions re-
flect a dialogue between the contem-
porary feeling and the legacy of classi-
cal Roman inscriptions. The type face 
was later complemented with a set of 
lower-case letters and elaborated into 
further designs. Its clear, concise letter 
forms end with small serifs which not 
only make the type face more refined, 

12/14,4 pt.:

but above all anchor the indi-
vidual letter signs visually to the 
horizontal of the text line. The 
austere construction of the ma-
jority of the letters is balanced 
by the more exuberant, humaniz-
ing forms of the most frequently 
used letters “a”; “e”. (The three 
variants of the lower-case “e” en-
able to create rhythmically dif-

14/16,8 pt.:

This type face fills one of the gaps between the world of 
Roman alphabets and that of linear alphabets. The first to 
be designed was the set of upper-case letters. The expres-
sion of these characters cannot conceal that they were 
originally intended only for the sculptor’s use, as a type 
face for three-dimensional inscriptions. Their width pro-
portions reflect a dialogue between the contemporary 
feeling and the legacy of classical Roman inscriptions. The 
type face was later complemented with a set of lower-
case letters and elaborated into further designs. Its clear, 
concise letter forms end with small serifs which not only 
make the type face more refined, but above all anchor the 
individual letter signs visually to the horizontal of the text 
line. The austere construction of the majority of the letters 
is balanced by the more exuberant, humanizing forms of 
the most frequently used letters “a”; “e”. (The three vari-
ants of the lower-case “e” enable to create rhythmically 
differentiated texts.) The letters in which a straight stroke 

8/9,6 pt.:

is connected with an arch are designed in two 
ways. That means that the letters “n”, “h”,”m” 
and the group of letters “b”,”d”,”p”,”q” are 
conceived in a different way. Thus an interest-
ing tension is created in the structure of the 
text, which, however, does not endanger leg-
ibility. The economizing, slightly narrowed de-
sign of this type face predetermines its use 
for the setting of usual texts. In larger sizes, 
however, it produces a rather serious, even 
solemn, impression. This type face fills one of 
the gaps between the world of Roman alpha-
bets and that of linear alphabets. The first to 
be designed was the set of upper-case letters. 

10/12 pt.:

The expression of these characters can-
not conceal that they were originally 
intended only for the sculptor’s use, as 
a type face for three-dimensional in-
scriptions. Their width proportions re-
flect a dialogue between the contem-
porary feeling and the legacy of classi-
cal Roman inscriptions. The type face 
was later complemented with a set of 
lower-case letters and elaborated into 
further designs. Its clear, concise let-
ter forms end with small serifs which 
not only make the type face more re-

12/14,4 pt.:

fined, but above all anchor the in-
dividual letter signs visually to the 
horizontal of the text line. The 
austere construction of the ma-
jority of the letters is balanced 
by the more exuberant, humaniz-
ing forms of the most frequently 
used letters “a”; “e”. (The three 
variants of the lower-case “e” en-
able to create rhythmically differ-

14/16,8 pt.:

This type face fills one of the gaps between the world 
of Roman alphabets and that of linear alphabets. The 
first to be designed was the set of upper-case letters. 
The expression of these characters cannot conceal 
that they were originally intended only for the sculp-
tor’s use, as a type face for three-dimensional inscrip-
tions. Their width proportions reflect a dialogue be-
tween the contemporary feeling and the legacy of 
classical Roman inscriptions. The type face was later 
complemented with a set of lower-case letters and 
elaborated into further designs. Its clear, concise let-
ter forms end with small serifs which not only make 
the type face more refined, but above all anchor the 
individual letter signs visually to the horizontal of 
the text line. The austere construction of the major-
ity of the letters is balanced by the more exuberant, 
humanizing forms of the most frequently used let-
ters “a”; “e”. (The three variants of the lower-case 

8/9,6 pt.:

“e” enable to create rhythmically differen-
tiated texts.) The letters in which a straight 
stroke is connected with an arch are de-
signed in two ways. That means that the 
letters “n”, “h”,”m” and the group of let-
ters “b”,”d”,”p”,”q” are conceived in a dif-
ferent way. Thus an interesting tension is 
created in the structure of the text, which, 
however, does not endanger legibility. 
The economizing, slightly narrowed de-
sign of this type face predetermines its 
use for the setting of usual texts. In larger 
sizes, however, it produces a rather seri-
ous, even solemn, impression. This type 

10/12 pt.:

face fills one of the gaps between 
the world of Roman alphabets and 
that of linear alphabets. The first to 
be designed was the set of upper-
case letters. The expression of these 
characters cannot conceal that they 
were originally intended only for 
the sculptor’s use, as a type face 
for three-dimensional inscriptions. 
Their width proportions reflect a 
dialogue between the contempo-
rary feeling and the legacy of clas-
sical Roman inscriptions. The type 

12/14,4 pt.:

face was later complemented 
with a set of lower-case letters 
and elaborated into further 
designs. Its clear, concise let-
ter forms end with small serifs 
which not only make the type 
face more refined, but above 
all anchor the individual let-
ter signs visually to the hori-
zontal of the text line. The aus-

14/16,8 pt.:

This type face fills one of the gaps between the world 
of Roman alphabets and that of linear alphabets. The 
first to be designed was the set of upper-case letters. 
The expression of these characters cannot conceal 
that they were originally intended only for the sculp-
tor’s use, as a type face for three-dimensional inscrip-
tions. Their width proportions reflect a dialogue be-
tween the contemporary feeling and the legacy of 
classical Roman inscriptions. The type face was later 
complemented with a set of lower-case letters and 
elaborated into further designs. Its clear, concise let-
ter forms end with small serifs which not only make 
the type face more refined, but above all anchor the 
individual letter signs visually to the horizontal of 
the text line. The austere construction of the major-
ity of the letters is balanced by the more exuberant, 
humanizing forms of the most frequently used let-
ters “a”; “e”. (The three variants of the lower-case 

8/9,6 pt.:

“e” enable to create rhythmically differen-
tiated texts.) The letters in which a straight 
stroke is connected with an arch are de-
signed in two ways. That means that the 
letters “n”, “h”,”m” and the group of let-
ters “b”,”d”,”p”,”q” are conceived in a dif-
ferent way. Thus an interesting tension is 
created in the structure of the text, which, 
however, does not endanger legibility. 
The economizing, slightly narrowed de-
sign of this type face predetermines its 
use for the setting of usual texts. In larger 
sizes, however, it produces a rather seri-
ous, even solemn, impression. This type 

10/12 pt.:

face fills one of the gaps between 
the world of Roman alphabets and 
that of linear alphabets. The first 
to be designed was the set of up-
per-case letters. The expression of 
these characters cannot conceal 
that they were originally intend-
ed only for the sculptor’s use, as 
a type face for three-dimensional 
inscriptions. Their width propor-
tions reflect a dialogue between 
the contemporary feeling and the 
legacy of classical Roman inscrip-

12/14,4 pt.:

tions. The type face was later 
complemented with a set of 
lower-case letters and elabo-
rated into further designs. Its 
clear, concise letter forms end 
with small serifs which not 
only make the type face more 
refined, but above all anchor 
the individual letter signs vis-
ually to the horizontal of the 

14/16,8 pt.:
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