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Nejdfiv (ke konci 70. let) vznikla verzalkovéa abeceda, kterd byla
pouZita pro napis na insignii Vysoké skoly uméleckoprdmyslové.
Proto jsem ji ze zacatku nazyval Insignia. Diky Bohuslavu BlaZejovi
byla publikovana v Typografii, a to v reprodukovatelné podobé,
a proto ji kromé mé poutilo i nékolik grafikd, prevainé na feseni
kniznich zaleZitosti. Ja jsem ji poufZil jesté na nékolik plastickych
napisU, a to i v modifikované podobé. V roce 1993 mé pozadal
pfitel Oldfich Kulhdnek o spolupraci na typografickém feseni
novych Ceskych bankovek, které navrhoval. Ze dvou variant fesent
si vybral Insignii, aniZ védél, Ze jde o moje autorské pismo -
z CehoZ jsem mél radost. PouZiti Insignie na bankovkach vedlo
k tomu, Ze jsem byl vyzvan k Gcasti v soutéZi na nové logo pro
Ceskou nérodnf banku. Mdj navrh, v némz jsem také pouzil Insig-
nii, byl vybran. Nabidl jsem Insignii Ceské narodni bance jako
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Nejdriv (ke konci 70. let) vznikla verzalkova abeceda, ktera byla
pouZita pro napis na insignii Vlysoké Skoly uméleckoprdmyslové.
Proto jsem ji ze zacatku nazyval Insignia. Diky Bohuslavu BlaZejovi
byla publikovana v Typografii, a to v reprodukovatelné podobé,
a proto ji kromé mé pouzZilo i nékolik grafikd, prevainé na reseni
kniZnich zaleZitosti. Ja jsem ji pouZil jesté na nékolik plastickych
napisU, a to i v modifikované podobé. V roce 1993 mé pozadal
pritel Oldfich Kulhanek o spolupraci na typografickém reseni
novych ceskych bankovek, které navrhoval. Ze dvou variant feSeni
jsem mél radost. Pouiiti Insignie na bankovkach vedlo k tomu,
e jsem byl vyzvén k Ucasti v soutéZi na nové logo pro Ceskou
narodni banku. MUj navrh, v némZ jsem také poufZil Insignii, byl
vybran. Nabidl jsem Insignii Ceské ndrodni bance jako firemni
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Nejdfiv (ke konci 70. let) vznikla verzalkova abeceda, kiera
byla poviZita pro napis na insignii Vysoké skoly umélec-
koprimyslové. Proto jsem ji ze zacatku nazyval Insignia.
Diky Bohuslavu BlaZejovi byla publikovana v Typografii,
atovreprodukovatelné podobé, a proto ji kromé mé poviilo
i nékolik grafikd, prevainé na reseni kniznich zaleZitosti. Ja
jsem ji poutil jesté na nékolik plastickych napisU, a to i v modi-
fikované podobé. V roce 1993 mé pozadal pritel Oldfich
Kulhanek o spolupraci na typografickém reseni novych ces-
kych bankovek, které navrhoval. Ze dvou variant Feseni si
vybral Insignii, aniz védél, Ze jde o moje autorské pismo
z ¢ehoi jsem mél radost. Pouiiti Insignie na bankovkach
vedlo k tomu, Ze jsem byl vyzvan k U<asti v soutéZi na nové
logo pro Ceskou narodni banku. Moj navrh, v némi jsem
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Nejdf¥iv (ke konci 70. let) vznikla verzalkova abeceda, ktera
byla pouzita pro napis na insignii Vysoké sSkoly umélec-
koprimyslové. Proto jsem ji ze zacatku nazyval Insignia.
Diky Bohuslavu Blazejovi byla publikovana v Typografii,
atovreprodukovatelné podobé, a proto ji kromé mé pouZilo
i nékolik grafikd, prevainé na reseni kniznich zaleZitosti. Ja
jsem ji poulil jesté na nékolik plastickych napisd, a to i v modi-
fikované podobé. V roce 1993 mé pozadal pritel OldFich
Kulhanek o spolupraci na typografickém reseni novych ces-
kych bankovek, které navrhoval. Ze dvou variant FeSeni si
vybral Insignii, aniZ védél, Ze jde o moje autorské pismo
- z ¢ehoZ jsem mél radost. PouiZiti Insignie na bankovkach
vedlo k tomu, Ze jsem byl vyzvan k Gcasti v soutéZi na nové
logo pro Ceskou narodni banku. Méj navrh, v némi jsem

The Solpera typeface fills one of the gaps between the world of Roman alphabets
and that of linear alphabets. The first fo 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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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.
Thetype face was later complemented with a set of

lower-case letters and elaborated into further de-
signs. lts clear, concise letter forms end with small

serifs which not only make the type face more re-
fined, but above all anchor the individuval letter

signs visuvally 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";

10/12 PT..

"e". (The three variants of the lower-case
"e" enable to create rhythmically differ-

entiated textis.) 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 usval texis. In larger sizes, how-

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-

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- | W W x X Y

orated into further designs.
Its clear, concise letter forms
end with small serifs which
not only make the type face
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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. Iis 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 visuvally 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
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used letters "a"; "e". (The three variants
of the lower-case "e" enable to create
rhythmically differentiated texis.) 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 Iletters
"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

texts. In larger sizes, however, it
produces a rather serious, even
solemn, impression. This type
facefills 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

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-
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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

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 arather serious, even solemn, impres-
sion. This type face fills one of the gaps be-
tween the world of Roman alphabets and

124,44 P

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-

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-
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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

theywere originallyintended 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

ofthe 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

10/12 T,

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

nmu_n

the group of letters "b","d","p","q" are con-
ceivedin adifferentway. 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

12/14,4 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 Romaninscriptions. 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 ser-
ifswhichnotonly makethe 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-
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Nejdfiv (ke konci 70. let) vznikla verzalkova abeceda, ktera byla
pouiita pro napis na insignii Vysoké Skoly uméleckoprimys-
lové. Proto jsem ji ze zacatku nazyval Insignia. Diky Bohuslavu
BlaZejovi byla publikovana v Typografii, a to v reprodukova-
telné podobé, a proto ji kromé mé pouizilo i nékolik grafikd,
prevainé na reSeni kniZnich zaleZitosti. Ja jsem ji pouiil jesté
na nékolik plastickych napis0, a to i v modifikované podobé.
V roce 1993 mé poiadal pritel Oldfich Kulhdnek o spolupraci
na typografickém reseni novych ¢eskych bankovek, které navr-
o moje autorské pismo - z ¢ehoZ jsem mél radost. Poutiti Insig-
nie na bankovkach vedlo k tomu, Ze jsem byl vyzvan k Ocasti
v soutéZi na nové logo pro Ceskou narodni banku. Mdj navrh,
v némi jsem také pouzil Insignii, byl vybran. Nabidl jsem Insig-
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Nejdriv (ke konci 70. let) vznikla verzalkova abeceda, ktera byla
poutZita pro napis na insignii Vysoké skoly uméleckoprdmyslové.
Proto jsem ji ze zacatku nazyval Insignia. Diky Bohuslavu Bla-
Zejovi byla publikovana v Typografii, a to v reprodukovatelné
podobé, a proto ji kromé mé pouZilo i nékolik grafikd, prevainé
na feseni kniZnich zaleZitosti. Ja jsem ji pouZil jesté na nékolik
plastickych napisU, a to i v modifikované podobé. V roce 1993
meé pozadal pritel Oldfich Kulhanek o spolupraci na typografic-
kém Feseni novych ceskych bankovek, které navrhoval. Ze dvou
variant reseni si vybral Insignii, aniZ védél, Ze jde o moje autor-
ské pismo - z ¢ehoZ jsem mél radost. PouZiti Insignie na bankov-
kach vedlo k tomu, Ze jsem byl vyzvan k Gcasti v soutéZi na nové
logo pro Ceskou nirodni banku. Mdj navrh, v némi jsem také
poufil Insignii, byl vybran. Nabidl jsem Insignii Ceské narodni
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Nejdfiv (ke konci 70. let) vznikla verzilkova abeceda,
ktera byla pouiZita pro napis na insignii Vysoké skoly umé-
leckoprimyslové. Proto jsem ji ze za¢atku nazyval Insignia.
Diky Bohuslavu BlaZejovi byla publikovana v Typografii,
a to v reprodukovatelné podobé, a proto ji kromé mé
pouiilo i nékolik grafikd, pfevainé na Feseni kniZnich
zalezitosti. Ja jsem ji pouiil jesté na nékolik plastickych
napisl, a to i v modifikované podobé. V roce 1993 mé
poiadal pfitel Old¥ich Kulhanek o spolupraci na typogra-
fickém FesSeni novych éeskych bankovek, které navrhoval.
Ze dvou variant Feseni si vybral Insignii, aniz védél, Ze jde
o moje autorské pismo - z cehoZ jsem mél radost. Poviiti
Insignie na bankovkach vedlo k tomu, Ze jsem byl vyzvan
k Géasti v soutéZi na nové logo pro Ceskou narodni bankv.
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NejdFiv (ke konci 70. let) wvznikla verzilkova abeceda,
ktera byla pouiita pro napis na insignii Vysoké skoly umé-
leckoprimyslové. Proto jsem ji ze za¢atkv nazyval Insignia.
Diky Bohuslavu Blaiejovi byla publikovana v Typografii,
a to v reprodukovatelné podobé, a proto ji kromé mé
pouiilo i nékolik grafikd, pfevainé na Feseni kniZnich
zaleiZitosti. Ja jsem ji pouiil jesté na nékolik plastickych
napisd, a to i v modifikované podobé. V roce 1993 mé
poiadal pritel Oldfich Kulhanek o spolupraci na typogra-
fickém Feseni novych ¢eskych bankovek, které navrhoval.
o0 moje autorské pismo - z ¢ehoi jsem mél radost. Pouiiti
Insignie na bankovkach vedlo k tomu, Ze jsem byl vyzvan
k Géasti v soutéZi na nové logo pro Ceskou narodni banku.

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
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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, butabove 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

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.

124,44 P

The expression of these characters can-
not conceal that they were originally
intended only for the sculptor's use,
asatype 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,
but above all anchor the indi-
vidual letter signs visually fo 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-
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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

10/12 T,

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.

12/14,4 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-
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-
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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 visvally 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

"e" enable to create rhythmically differen-
tiated texts.) The lettersin 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

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 thatthey
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

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-

STRESOVICKA PISMOLIJUNA, WWW.PISMOLIJNA.CZ

SOL.PERA OSF

Shqg

BOL D!

AaBbCcD
dEeFfGh
liJjKkLI
MmNRnOo
PpQgqRrS
sTtUuVv
WwXxYy
Lz&1234

BOL D ITALIC!

AaBbCcD
dEeFfGh
liJjKkLI
MmNnRNnOo

PpQgqRrS

S/O6 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

10/12 PT..

"e" enable to create rhythmically differen-

tiated texts.) The lettersin 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

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-

tlons The type face was later
complemented with a set of
lower-case letters and elabo-

=T

S T f U U V \V/ rated into further designs. Its

WwXxYy
Zz281234

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-
vally to the horizontal of the
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