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'Pragmatismo

Regular & Italic

Pragma np was designed between
1992 and 1995 by Christopher
Burke. Forsaking the smoothness
and modularity of most sanserif
typefaces, its letterforms derive
from the trinity of elements in
conventional old-face types with
serifs: capital letters based on
Roman inscriptional models;
small letters derived from
humanistic writing; and a truly
cursive italic. A new Light weight
has been added to complete the
family.

1234567890

old style figures | cifras elzevirianas

abcedfgsv &
abcedfgsv &

True italic | cursiva auténtica

Regulor 72 - Bold Italic 28 - Heavy 84 - ltalic 35 - Light 48 - Bold 44

Pragma is not based closely on any spe-
cific models: it follows the general ideas
of proportion and calligraphic influence

contained in classic text typefaces of the

fifteenth and sixteenth centuries. Without the benefit
of serifs to create variety among letterforms, some
sanserif typefaces create a monotonous rhythm of

repeated shapes which does not aid the comfortable
reading of lengthy texts. In contrast, Pragma’s calligraphic features
result in a lively rhythm suitable for a text typeface. Pragma is further
distinguished by its ‘true’italic. Unlike the sloped or ‘oblique’variants
common in sanserifs, Pragma’s italic imitates a handwritten flow.

amino acid into the polypeptide

Seraphical

manera de tratar la historia

TRAJAN COLUMN
Serifenloser Antiqua

Pragma no fue disefiada entre
1992 y 1995 por Christopher Burke.
Abandonando la regularidad de
las curvas y modularidad de la
mayoria de los tipos palo seco,

sus letras provienen de la trinidad
de elementos presentes en los
convencionales tipos romanos
antiguos: las maydsculas se basan
en los modelos de inscripciones
romanas; las mindsculas son deri-
vadas de la escritura humanistica y
la cursiva es quténtica. Una nugva
version Light ha sido afiadida para
completar la familia.

Light + Bold
Regular + Heavy
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14



‘ Pragma ND + Versalitas & Cifras Elzevirianas 13

ABCDEFGHIJKLMNOPQRSTUVWXYZ ({[821]}) £¥ 1234567890 + £33 G Bb ACEINOSU
ABCDEFGHIJKLMNOPQRSTUVWXYZ ({[&?!]}) £¥ 1234567890 +£0CE Db ACEINOSU
ABCDEFGHIJKLMNOPQRSTUVWXYZ ({[&?!1}) £¥ 1234567890 £ Pp ACE]
ABCDEFGHIJKLMNOPQRSTUVWXYZ ({[ &?!1}) £¥ 1234567890 +£0C PP ACE]

INA USEFUL DISCUSSION OF TERMINO-
logy for sanserif letterforms, Georg K. Schauer
equated the term Steinschrift with Lapidar-
schrift, implying that it alluded to monumental
inscriptional models. In another essay, Schauer
also suggested a derivation of the term grotesk
from Grotte (grotto), which implies that lettering
in tombs and vaults served as models for serifless
letterforms. Grotesk was probably a modifica-
tion of the term ‘grotesque’ used in British type
specimens. JAMES MOSLEY has provided a con-
vincing account of epigraphic lineage for the
British revival of sanserif letterforms in the late
eighteenth century in his 1999 book entitled

Light + Italic & SC; Regular & Bold 10/14
Regular + Italic & SC; Bold & Heavy 10/14

Bold 9/12
Light Italic 9/12

Italic + Regular 9/12

SENATUS POPULUSQUE

The nymph and the grot. But Paul Renner
suggested that Steinschrift was a style that
‘arose under the sponsorship of lithography’,
implying that the ‘stone’ in ‘stone-script’ referred
to lithographic stone, as in the German term for
lithography, sTEINDRUCK. Lettering drawn for
lithography in the nineteenth century displayed
an eclectic and inventive mixture of styles
(including sanserif), which German typefounders

SC & OSF Light & ltalic

N

SC & OSF Regular & Italic

A~ s

SU 52 05FBold & alic
ETINOSU 502 05F Heaw & Il

PRAGMA NO SE DERIVA DE CUALQUIER MODELO ESPECIFICO:
sigue los ideas generales de proporcién e influencia caligrafica conteni-
dos en tipos cldsicos romanos de los siglos xv y xvi. Sin la ventaja de
remates para aumentar variedad entre las letras, algunos tipos palo
seco crean un ritmo mondtono de formas repetidas, lo que no ayuda a la
lectura comoda de textos largos. En contraste, los rasgos caligraficos de
Pragma resultan en un RITMO VITAL APROPRIADO para un tipo de texto.
Ademads Pragma se distingue por su cursiva ‘auténtica’. A diferencia de
las versiones inclinadas comunes en los palo seco, la cursiva de Pragma
imita el movimiento de la escritura manuscrita.

En un estudio util sobre la terminologia empleada para las letras palo
seco, Georg K. Schauer igualaba el término Steinschrift de Lapidarschrift,
dando a entender que hacia referencia a los modelos da las inscripciones
monumentales («Die Herkunft von Linearschriften» en Borsenblatt ...).

made it their business

to emulate by cutting
imitations of many of the
lithographed letterforms.
It is likely that the epi-
graphic source of the
term Steinschrift had
been forgotten by the
1920s in Germany.

En otro ensayo, Schauer
indicaba que el término
grotesca se derivaba de
Grotte (gruta), lo cual
implica que las inscrip-
ciones de tumbas y
panteones servian como
modelo a los caracteres
de palo seco.

SCBold 41
Light and SC Light 51
SC& OSF Heavy 24
Light Italic 60

Champaign-URBANA

LUDOVICO DEGLI ARRIGHI - ROME - 1526

fuente caligrafica

EL TERMINO ALEMAN GROTESK ERA PROBABLEMENTE
UNA MODIFICACION DE GROTESQUE, USADO EN LOS
MUESTRARIOS DE TIPOS BRITANICOS. JAMES MOSLEY
OFRECE UN RAZONAMIENTO CONVINCENTE DEL
LINAJE EPIGRAFICO EN EL RESURGIMIENTO DE LAS
LETRAS SIN REMATE A FINALES DEL SIGLO XVIII EN
GRAN BRETANA EN UN LIBRO TITULADO THE
NYMPH AND THE GROT.

Hoowy - Light - Regular - Bold + llic 8/11  Sanserif ... Also sans serif, sansserif (from -surryph, -ceriph.
SC&OSF Light + Italic - Regular - Bold - Heavy + Italic PrObably from‘sans’ (preposition) and ‘serif’. The word
g/l serif, however, has not hitherto been found till much
later than the first appearance of sanserif, and it has
been suggested that it may have been evolved from the
supposed compound. A form of type without serifs: called
also grotesque. William Savage, Dictionary of the art of
printing (London, 1841), p. 163.
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7/9.5 REGULAR WITH BOLD

Like the spark which sets fire to a whole ripe corn-field, the tears of
Rosie and her friends swept the whole congregation in a flash. Men and
‘women, old men and boys in their smart blouses were all sobbing in a
moment; and above them there seemed to hover the supernatural pres-
ence of an all-pervading spirit, the miraculous breath of an invisible
almighty power.

Then in the chancel the shrilltinkle of the bell rang out; the good Sis-
ter of Mercy rapped on her book to give the signal for the Communion,
and the children, trembling in a fever of devotion, drew near to the
Holy Table.

Arow of kneeling figures crowded the altar step; the old priest, with
asilver-ilt ciborium in his hand, passed down the line, offring to
each inger and thumb wafer, the body
of Christ, Redeemer of the world. They opened their mouths with
spasmodic, nervous twitches, their eyes closed and their faces pale; and
the long sheet, spread under their chins, quivered like running water.
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b. Sel, 5

2. The practi
With the nam,
for he decl;

“ness,

silver-gilt ciborium

r1oment; and above them there seemed
o hover the supernatural presence of
n all-pervading spirit, the miraculous
reath of an invisible almighty power.

16/21 REGULAR, BOLD & BLACK

trma:re crot
chet
1903. ty 17

calor p. form of,
Ch
2 0f James 190, ;

nes wise
offce 1656, b, T(i“‘"g Ofﬂnythmg

Ofp and overweenjp,

N .
4 =PRAGMATIC pez"vshrewd. Now

Now rar,
pln!Onat €.1611,
s ed, dogmatic; do..

RAGMATIC g, 6.

rtant; o

stlamlyassoualed
an is not

[hal is beyond | s

PS give me the title

© Pragmatically 4,

May perhg
8 Swift. Henc

9/13 BOLD WITH BOLD ITALIC & BOLD SMALL CAPITALS

Like the spark which sets fire to a whole ripe corn-field,
the tears of Rosie and her friends swept the whole con-
gregation in a flash. Men and women, old men and boys
in their smart blouses were all sobbing in a moment; and
above them there seemed to hover the supernatural pres-
ence of an all-pervading spirit, the miraculous breath of
an invisible almighty power.

Then in the chancel the shrill tinkle of the bell rang out;
the good Sister of Mercy rapped on her book to give the
signal for the CoMMuNION, and the children, trembling in
afever of devotion, drew near to the Holy Table.

Original type specimen: cover and pages / cubierta y pdginas. 1995. 210 x 103 mm.
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Advertising = design?!
Similar to the rest of the world,changes in production
processes brought many problems to the graphic
design profession in Slovenia in the 1990s. There stil
remains an alarming number of money-driven self-titled
“desig studios, comprising of one pc and various
pre-press equipment. These studios are producing their
questionable output without having any professional
expertise.

‘The Slovene and Yugoslav market was dominated by
afew gigantic advertising companies until the tran
toward

of this. This resulted in the establishment of numerous
new agencies which claimed to offer full service': design,
dverti

research, But once again,the lack of professionalism
can be noticed in many of these new companies.
Unfortunately, in many instances, advertising signifies
design and most designers will ﬂnlyﬁnd ajob at one of
these numerous advertising agen

Tne namberofavertsing agendes located i lvena
is impressive for a country that has only two million
inhabitants.In Dossier - a list compiled and published
every year by the editorial office of Marketing Magazin
- 360 advertising agencies and studios, including around
80 designers and 42 photographers, and 220 media
companies arelisted. The lists can be found on htt
Jfwwwmmportal delosi/coreponudnikiphp (tillunder

truction, but according to the edi hould b

[stoventa]
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of selected graduates. The catalogue that Was published
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Many o! the Design

Department (Oddelek za oblikovanje, Dolenjska 83,

1000 Ljubljana) of the Academy of Fine Arts, which is
Ljubljana. This

0 designers |

e members This ity s extebshec i 205, howen
seems to fail due to a lack of organisation and events. |
For th

comprehensive four-year studies of design. The students
can select one of three different programmes: visual
‘communication, industrial design, and general design. The
D

Urban Gy

rmart telekomsif) was founded in 1996. This

organisaten is ‘an interdisciplinary associatiop gomoting
the culture oPmodern urban man an i and
5 architects,art

degree as well as a PhD programme in Theory and
Development of Design.

historians, sociologists, writers, painters, sculptors, film
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directors, translators, journalsts, and more. In the 19905,
C
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it dent:

‘with this exhibition, Formart published The Museu of

the practical typography.
The Department s menber ofthe nemational

through the most
the period bet

fa(ulty exthanges since 1995. International exchanges
within the SOCRATES CUMULUS network began in 1999
‘The Design Department participates in icsio and

This co Rom also contains informat
about design institutions,designer's biographies, and
bibliographies.

1COGRADA congresses and international workshopsand ~ Hopes

competitions. Recent; ftypograp ick gl is enough to
Type Directors d

were awarded with the Certificate of Typographic piration in', hy. H the

Excellence in e student category. p

January
2000, two exhibitions were organised by the Department:

ATypl, Reports of the country delegates 2000-2001: cover, pages and detail / cubierta, pdginas y detalle. A4.
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The Lodge
78 Gresham Street
London NE3

Tuesday 3 Johnny Baines All Stars

Thursday 5 Heathcote Jones Quintet

Wednesday 11 Peter Mayhew & Ray Ellenshaw

Tuesday 17 Luke Frayn Trio

Saturday 21 Experience with Randy Aimes

Tuesday 24 Stanley James Quartet

Friday 27 Eileen Kennerley

Poster / cartel. Light, Regular + Italic, Bold.

.. students and v
raduates. The catalogue that we
sccasion revealed that many of the Depa
2r students ‘have received international awara.
re until recently out of reach for Slovenian designe.
Jch as CRESTA, the 1csiD Award of Excellence, the Epice

COBDEN-SANDERSON, T. ], Ecce Mundus; industrial ideals
and the book beautiful. London: Hammersmith Publish-
ing Society, 1902.

CovLE, C. Arthur, ‘The Steglitz Studio in Berlin: 1900-
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DAY, Kenneth (ed.), Book typography 1815-1965: in
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Ernest Benn, 1966.
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Deutschen Werkbunds. Berlin: Deutscher Werkbund
und Werkbund-Archiv, 1982.

—. Zwischen Kunst und industrie: der Deutsche Werkbund.
Munich: Die Neue Sammlung, 1975.

DiLNoT, Clive, ‘The State of design history’ in Victor
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Bibliographical composition / composicion de bibliografia. 9/11.5 Regular, ltalic, SC & OSF.

< Emergencias

. X >
societies < Foniatria
The best known design society is the Slovene Designers
. 7’
™ Pediatria

Society (Drustvo oblikovalcev Slovenije, Ciril Metodov trg
19, 1000 Ljubljana) which has approximately 70 designers
. ,
Cardiografia -
. ,
Radiografia 7

as members. This society was established in 1951, howeve
‘t seems to fail due to a lack of organisation and events.
For this reason, another society, the Association
_— “ontemporary Urban Culture — Formart (http://
‘ormart.telekom.si/) was founded in 1996. Th* &
‘on is ‘an interdisciplinary association - %@@‘
“modern urban man and WO""W%\\%@@\\\‘
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BULLETIN 48

Journal cover / cubierta de revista. 245 x 145 mm.
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light & Oblique

Book & Oblique

Medium & Oblique
Demibold & Oblique
Bold & Oblique

Extira Bold & Oblique

Futura ND
Condensed

Light & Oblique

Medium & Oblique

Bold & Oblique

Extra Bold & Oblique

Futura N Display

Grafia Latina

[lerda M0

PARIS ND
LIGHT MEDIUM BOLD

[FILASIH ND

Pragma ND

Light & /talic
Regular & Italic
Bold & Italic
Heavy & Italic
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DIGITAL

Distribution | Distribucién

Fundicién Tipogrdfica Bauer
Calle Selva de Mar, 50
e-08019 Barcelona

Espaia

Tel. (+34) 93 308 4545
Fax (+34) 93 308 2114

bauver@neufville.com

www.neufville.com
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BoLp & OBLIQUE

Futura ND
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Futura no Black

Gaudi ND
DIAGONAL ND
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UNCIAL
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Pragma ND sc & OsF

LIGHT & [TALIC
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BoLD & ITALIC
HEAVY & ITALIC

Visualogik Technology & Design
po Box 1953

NL-5200 Bz 's-Hertogenbosch
Netherlands

Tel. (+31) 73 614 2107
Fax (+31) 73 614 2107

visualogik@neufville.com

pp.4-6 Paul Renner

p.8 Enric Crous-Vidal
pp.12-13 Christopher Burke

Futura y Flash son marcas
registradas, llerda, Paris, Gaudi,
Diagonal, Carlomagno, Uncial
Romana y Pragma son marcas de
Baver Types S.A. Neufville Digital,
Visualogik y Apple son marcas
registradas.




