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Part 2 · Specimen of Sabon Next 
47 fonts in PostScript & TrueType formats 

for Macintosh & Windows
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The Platinum Collection is the exclusive series of 
optimized classic typefaces of the Linotype Library. 
In close cooperation with world-famous type design-
ers, Linotype Library has produced reworked, 
expanded typeface families that are both technologi-
cally and aesthetically up to date. These new typeface 
families have fi ne, harmonious weights; some have 
new italic weights and often come complete with 
small caps and old style fi gures. All Platinum Collec-
tion typeface families have fi ne-tuned and perfected 
character fi tting and forms.

All products of the Platinum Collection are available 
on CD-ROM as complete typeface families with a full 
character set and euro symbols custom-made to match 
the typeface design. The fonts are in PostScript and 
TrueType formats for Mac and PC. PC TrueType fonts 
are equipped with Delta hinting for optimal display 
rendering.

The Linotype Library Platinum Collection currently 
includes the typeface families Linotype Univers and 
Linotype Frutiger Next from Adrian Frutiger, Linotype 
Syntax with the new Linotype Syntax Letter and Lino-
type Syntax Serif from Hans Eduard Meier, Linotype 
Optima nova from Prof. Hermann Zapf and Akira 
Kobayashi, and Linotype Sabon Next from Jean Fran-
cois Porchez. The new type system Linotype Compatil, 
based on the concepts of Prof. Olaf Leu, is also part of 
the Collection, and further projects are in preparation.

Die Platinum Collection ist die Exklusivserie der 
Linotype Library in der Klassiker der Linotype Library 
perfektioniert wurden. In enger Zusammenarbeit mit 
den berühmtesten Schriftgestaltern entstehen grundle-
gend überarbeitete, vollständig ausgebaute Schriftfam-
lien, die technologisch und gestalterisch auf dem neue-
sten Stand sind. Diese neuen Schriftfamilien haben 
feine, harmonisch aufeinander abgestimmte Strichstär-
ken, sind teilweise mit neuen Kursivschnitten ausgestat-
tet und beinhalten oft eine umfangreiche Ergänzung 
mit Kapitälchen und Mediaevalziff ern. Alle Familien 
wurden in Form und Zurichtung verfeinert und perfek-
tioniert.

Sämtliche Produkte der Platinum Collection sind auf 
CD-ROM immer komplett als Schriftfamilie mit einem 
vollständigen Zeichensatz mit schriftspezi. schen Euro-
zeichen für Mac und PC in den Formaten TrueType 
und PostScript verfügbar.  Die PC TrueType Fonts sind 
mit Delta-Hinting ausgestattet, das für eine optimierte 
Bildschirmdarstellung sorgt.

Zur Zeit besteht die Platinum Collection von Linotype 
Library aus den Schriftfamilien Linotype Univers und 
Linotype Frutiger Next von Adrian Frutiger, Linotype 
Syntax mit der neuen Linotype Syntax Letter und Lino-
type Syntax Serif von Hans Eduard Meier, der Linotype 
Optima nova von Professor  Hermann Zapf und Akira 
Kobayashi und der Linotype Sabon Next von Jean 
François Porchez. Außerdem gehört zur Platinum Coll-
ection  das neue Schriftsystem der Linotype Compatil, 
die nach Konzepten von Professor Olaf Leu entstand. 
Weitere Projekte sind in 
Vorbereitung.

La Platinum Collection regroupe des grands classiques 
optimisés de la Linotype Library. En proche collaboration 
avec les plus célèbres des créateurs, Linotype Library a édité 
des familles de caractères étendues, retravaillées tant du point 
de vue esthétique que du point de vue technologique. 
Ces familles présentent des séries de graisses savamment 
dosées, certaines incluent de nouveaux dessin d’italiques, 
des séries de chiff res « minuscules » et des petites capitales. 
Parfaitement exécuté, l’ensemble des familles de la Platinum 
Collection possède des approches soigneusement réglées.

Tous les caractères de la Platinum Collection sont livrés sur 
CD-Rom sous forme de familles avec des jeux de caractères 
complets incluant notamment des Euros conçus spécifi que-
ment pour chaque série. Les fontes sont déclinées en versions 
PostScript et TrueType pour Macintosh et Windows. Les fontes 
PC TrueType sont programmées pour un affi  chage de qualité 
sur écran.

La Platinum Collection de chez Linotype Library inclut 
déjà les caractères Linotype Univers et Linotype Frutiger 
Next de Adrian Frutiger, les Linotype Syntax comprenant les 
nouveaux Linotype Syntax Letter et Linotype Syntax Serif de 
Hans Eduard Meier. Récemment, le Linotype Optima nova 
de Hermann Zapf et Akira Kobayashi et le Linotype Sabon 
Next de Jean François Porchez ont été ajoutés. La famille à 
plusieurs styles, le Linotype Compatil, basé sur les concepts 
du professeur Olaf Leu, fait également partie de la collection 
et d’autres projets sont en préparation.

The design of Sabon Next by Jean Francois 
Porchez, a revival of a revival, was a double chal-
lenge: to try to discern Jan Tschichold’s own wishes 
for the original Sabon, and to interpret the complex-
ity of a design originally made in two versions for 
diff erent systems. The fi rst was designed for use on 
Linotype and Monotype systems. The second version 
of Sabon was designed for Stempel handsetting, and 
it seems closer to a pure interpretation of Garamond 
without many constraints. Naturally Porchez based 
Sabon Next on this second version and also referred 
to original Garamond models, carefully improving 
the proportions of the existing digital Sabon while 
matching its alignments. The new family includes 
6 weights up to Black, Small Caps for most of the 
weights and Old style Figures and one Ornament 
font. The standard versions include revised lining 
fi gures designed a little smaller than capitals. 
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Standard fonts
feature

tabular fi gures

Complete character set
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Small Caps
feature tabular

Old syle Figures

Note: The tabular fi gures 
in Extra Bold and Black 
versions are tabular, only 
compatible with their Italic 
counterparts.

These fonts include Old syle 
Figures designed with ascenders 
and descenders to be used for 
setting text because 
they harmonize well with 
the lowercases. Among other 
diff erent glyphs, a long Q 
is provided.

These fonts include a smaller 
version of the capitals in the 
position of the lowercases, 
designed to be compatible with 
the lowercase characers of 
the typeface. The Old syle 
Figures and monetary symbols 
are tabular.

Alternates have a complete set 
of f-ligatures (including 
duplicates of the fi , fl  and ffl   
from the sandard package), 
J-ligatures, and special characers 
as the italic h, the italic j and 
their ligatures. Superior glyphs 
and complete sets of numerals 
are provided to build fracions.

The Ornaments include 
15th century fl eurons and a 
selecion of ornaments used by 
Jan Tschichold in his layouts.
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Jan Tschichold’s Sabon typeface is the summation of a life-
time’s careful study and practical experience in typography. 
According to the designer himself it was ‘the result of long 
years of preparation’, and it can be seen as an exemplifi cation 
of Tschichold’s mature views on typography and letter design. It 
has become a standard type for book typography, which would 
not have surprised Tschichold, whose intention was to make a new

adaptation of the best, classical roman types. Tschichold is not princi-
pally known as a type designer, despite the renowned achievement of 
Sabon. He worked mainly as a typographer & book designer, as well 
as being a prolifi c scholar on this subject. His early attempts at type-
face design – Saskia, Transito and Zeus (all 1931), and several types for the 
pioneering but ill-fated Uhertype photosetting system – remain obscure. All of 
them were products of his ‘modernist’ period, although the Uhertype sanserif is

not in the idiom of  grotesques or geometric sanserifs in fashion at the time, but 
instead resembles Gill Sans, which Tschichold would later accept as one of the only 
humane sanserifs. It is well-known that around fi ve years after his escape from Nazi 
Germany to Switzerland in 1933 Tschichold began to reject the New Typography, 
of which he had been the principal evangelist, in both his practice and writings. There 
perhaps still exists today a vestige of general feeling that hereby he somehow betrayed 
the modern movement; people who lose faith and then become critical of their former
credo are rarely liked, as Tschichold’s contemporary Arthur Koestler once 

12 – 16

10 – 14

14 – 18
‘It is true, we are born with our eyes,’ 
he remarked during the period in 
which he was designing Sabon, ‘but 
they will only open slowly to beauty, 
much more slowly than one thinks.’ 
For Tschichold, adherence to tradition 
in typography had a moral aspect. 
In his 1964 essay ‘The importance 
of tradition in typography’ he asserted 
that typography inevitably implies 
traditions and conventions, and 
furthermore added: ‘To respect tradition 
is not at all historicism’.  Here he was 
perhaps anticipating criticism that he 
was simply taking refuge in the past. 
He insisted that he only used the term 
‘convention’ in a positive sense, with 
regard to its original meaning of ‘agree-
ment’, or ‘coming together’. On an earlier 
occasion he had phrased the idea more 

7 – 9

strongly: ‘Typography that cannot be read 
by everybody is useless’.  His mature state-
ments on typography are often admoni-
tions of his young, radical self: ‘Since 
typography appertains to each and all, it 
leaves no room for revolutionary changes’, 
was his opinion in 1948. He quite clearly 
referred to the views of the young Tschi-
chold (and equally to the practice of the 
Swiss typographers of the 1950s, who he 
also believed to be in error) when stating 
on various occasions during the 1950s and 
1960s that setting a book in a single size of 
sanserif type, or mixing unrelated typefaces, 
were mistakes. In the 1920s he had advocated 
the exclusive use of sanserif type, but by the 
1950s he had completely reversed his opinion, 
describing sanserif as a ‘true monstrosity’.
His mature view, as a specialist in book design, 
was that sanserif was not appropriate for 
lengthy texts: Fifty years of experimentation 

6 – 8
with novel, unusual scripts have yielded 
the insight that the best typefaces are either the 
classical fonts themselves (provided the punches 
or patterns have survived), or recuttings of these, 
or new typefaces not drastically diff erent from the 
classical pattern. This statement from 1952 prefi g-
ures his approach to designing Sabon, which is 
one of the best modern adaptations of the Gara-
mond type model. Tschichold returned again and 
again to his opinion that Claude Garamond’s types 
of the sixteenth century constituted the archetypal 
roman typeface. In 1964, during the design of Sabon, 
he summarized: ‘The punches of Claude Garamond, 
cut around 1530 in Paris, are simply unsurpassed in 
their clarity, readability and beauty.’  Tschichold’s deter-
mined, and never-ending, examination of classic typog-
raphy had convinced him of this fact.

The version is optimised for 10pts and infe-
rior sizes, but according of your design, 
choice of paper, this version work well in 
others situations. To help you in your deci-
sion, we composed theses two pages in 
same way.
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Jan Tschichold’s Sabon typeface is the summation of a life-
time’s careful study and practical experience in typography. 
According to the designer himself it was ‘the result of long 
years of preparation’, and it can be seen as an exemplifi cation 
of Tschichold’s mature views on typography and letter design. It has 

become a standard type for book typography, which would not have 

surprised Tschichold, whose intention was to make a new adaptation

of the best, classical roman types. Tschichold is not principally known as a
type designer, despite the renowned achievement of Sabon. He worked 
mainly as a typographer & book designer, as well as being a prolifi c 
scholar on this subject. His early attempts at typeface design – Saskia, 
Transito and Zeus (all 1931), and several types for the pioneering but ill-fated 

Uhertype photosetting system – remain obscure. All of them were products of 

his ‘modernist’ period, although the Uhertype sanserif is not in the idiom of 

grotesques or geometric sanserifs in fashion at the time, but instead resembles Gill 
Sans, which Tschichold would later accept as one of the only humane sanserifs.
It is well-known that around fi ve years after his escape from Nazi Germany to Swit-
zerland in 1933 Tschichold began to reject the New Typography, of which he had 
been the principal evangelist, in both his practice and writings. There perhaps still exists 

today a vestige of general feeling that hereby he somehow betrayed the modern movement; 

people who lose faith and then become critical of their former credo are rarely liked, as Tschi-

chold’s contemporary Arthur Koestler once observed. Yet, Tschichold’s detailed 

‘It is true, we are born with our eyes,’ 
he remarked during the period in 
which he was designing Sabon, ‘but 
they will only open slowly to beauty, 
much more slowly than one thinks.’ 
For Tschichold, adherence to tradition 
in typography had a moral aspect. 
In his 1964 essay ‘The importance 
of tradition in typography’ he asserted 
that typography inevitably implies 
traditions and conventions, and
furthermore added: ‘To respect tradition 

is not at all historicism’.  Here he was 

perhaps anticipating criticism that he 

was simply taking refuge in the past. 

He insisted that he only used the term 

‘convention’ in a positive sense, with 

regard to its original meaning of ‘agree-

ment’, or ‘coming together’. On an earlier 

occasion he had phrased the idea more 

7 – 9

strongly: ‘Typography that cannot be read 
by everybody is useless’.  His mature state-
ments on typography are often admonitions 
of his young, radical self: ‘Since typography 
appertains to each and all, it leaves no room 
for revolutionary changes’, was his opinion 
in 1948. He quite clearly referred to the 
views of the young Tschichold (and equally 
to the practice of the Swiss typographers 
of the 1950s, who he also believed to be 
in error) when stating on various occasions 
during the 1950s and 1960s that setting a book 

in a single size of sanserif type, or mixing unre-

lated typefaces, were mistakes. In the 1920s he 

had advocated the exclusive use of sanserif type, 

but by the 1950s he had completely reversed his 

opinion, describing sanserif as a ‘true monstros-

ity’.  His mature view, as a specialist in book 

design, was that sanserif was not appropriate 

for lengthy texts: Fifty years of experimentation 

with novel, unusual scripts have yielded 

6 – 8
the insight that the best typefaces are either the 
classical fonts themselves (provided the punches or 
patterns have survived), or recuttings of these, or 
new typefaces not drastically diff erent from the clas-
sical pattern. This statement from 1952 prefi gures 
his approach to designing Sabon, which is one 
of the best modern adaptations of the Garamond 
type model. Tschichold returned again and again to his 

opinion that Claude Garamond’s types of the sixteenth 

century constituted the archetypal roman typeface. 

In 1964, during the design of Sabon, he summarized: 

‘The punches of Claude Garamond, cut around 1530 in 

Paris, are simply unsurpassed in their clarity, readability 

and beauty.’  Tschichold’s determined, and never-ending, 

examination of classic typography had convinced him 

The Display version is optimised for 11pts 
and superior sizes, but according of your 
design, choice of paper, this version work 
well in others situations. To help you in your 
decision, we composed theses two pages in 
same way.
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 much more slowly than one thinks. 

It is true that
we were born with our eyes but they will only open 

slowly to beauty,           
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Jan Tschichold’s Sabon typeface is the summation of a 
lifetime’s careful study and practical experience in typo-
graphy. According to the designer himself it was ‘the result 
of long years of preparation’, and it can be seen as an exem 
plifi cation of Tschichold’s mature views on typography and 
letter design. It has become a standard type for book typogra-
phy, which would not have surprised Tschichold, whose inten

tion was to make a new adaptation of the best, classical roman 
types. Tschichold is not principally known as a type designer, 
despite the renowned achievement of Sabon. He worked mainly as 
a typographer & book designer, as well as being a prolifi c scholar 
on this subject. His early attempts at typeface design – Saskia, Transito 
and Zeus (all 1931), and several types for the pioneering but ill-fated 
Uhertype photosetting system – remain obscure. All of them were prod

ucts of his ‘modernist’ period, although the Uhertype sanserif is not in the idiom 
of  grotesques or geometric sanserifs in fashion at the time, but instead resem-
bles Gill Sans, which Tschichold would later accept as one of the only humane 
sanserifs. It is well-known that around fi ve years after his escape from Nazi 
Germany to Switzerland in 1933 Tschichold began to reject the New Typography, of 
which he had been the principal evangelist, in both his practice and writings. There 
perhaps still exists today a vestige of general feeling that hereby he somehow betrayed
the modern movement; people who lose faith and then become critical of 

‘It is true, we are born with our eyes,’ 
he remarked during the period 
in which he was designing Sabon, 
‘but they will only open slowly to 
beauty, much more slowly than one 
thinks.’ For Tschichold, adherence 
to tradition in typography had a 
moral aspect. 
In his 1964 essay ‘The importance 
of tradition in typography’ he 
asserted that typography inevitably 
implies traditions and conventions, 
and furthermore added: ‘To respect 
tradition is not at all historicism’.  
Here he was perhaps anticipating 
criticism that he was simply taking 
refuge in the past. He insisted that he 
only used the term ‘convention’ in a 
positive sense, with regard to its origi-
nal meaning of ‘agreement’, or 
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‘coming together’. On an earlier occasion 
he had phrased the idea more strongly: 
‘Typography that cannot be read by 
everybody is useless’.  His mature state-
ments on typography are often admoni-
tions of his young, radical self: ‘Since 
typography appertains to each and all, 
it leaves no room for revolutionary 
changes’, was his opinion in 1948. He 
quite clearly referred to the views of the 
young Tschichold (and equally to the 
practice of the Swiss typographers of the 
1950s, who he also believed to be in error) 
when stating on various occasions during 
the 1950s and 1960s that setting a book 
in a single size of sanserif type, or mixing 
unrelated typefaces, were mistakes. In the 
1920s he had advocated the exclusive use 
of sanserif type, but by the 1950s he had 
completely reversed his opinion, describing 
sanserif as a ‘true monstrosity’. 
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His mature view, as a specialist in book 
design, was that sanserif was not appropriate 
for lengthy texts: Fifty years of experimenta-
tion with novel, unusual scripts have yielded 
the insight that the best typefaces are either 
the classical fonts themselves (provided the 
punches or patterns have survived), or recut-
tings of these, or new typefaces not drastically 
diff erent from the classical pattern. This state-
ment from 1952 prefi gures his approach to 
designing Sabon, which is one of the best 
modern adaptations of the Garamond type 
model. Tschichold returned again and again 
to his opinion that Claude Garamond’s types of 
the sixteenth century constituted the archetypal 
roman typeface. In 1964, during the design of 
Sabon, he summarized: ‘The punches of Claude 
Garamond, cut around 1530 in Paris, are simply 
unsurpassed in their clarity, readability and 
beauty.’  Tschichold’s determined, and never-
ending, examination of classic typography had 
convinced him of this fact. Indeed he claimed 
that he was returning to an appreciation of Gara-
mond’s types that pre-dated his modernist phase: 
the ‘long years of preparation’ for designing Sabon 

He faultless form of our letters is, 
as already mentioned, 

the work of the great typecutter 
Garamond.

design
Kommunikation

] Jacques Sabon
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Jan Tschichold’s Sabon typeface is the summation of a life-
time’s careful study and practical experience in typography. 
According to the designer himself it was ‘the result of long 
years of preparation’, and it can be seen as an exemplifi -
cation of Tschichold’s mature views on typography and letter 
design. It has become a standard type for book typography, 
which would not have surprised Tschichold, whose intention 

was to make a new adaptation of the best, classical roman types. 
Tschichold is not principally known as a type designer, despite the 
renowned achievement of Sabon. He worked mainly as a typogra-
pher & book designer, as well as being a prolifi c scholar on this 
subject. His early attempts at typeface design – Saskia, Transito and Zeus 
(all 1931), and several types for the pioneering but ill-fated Uhertype 
photosetting system – remain obscure. All of them were products of his

‘modernist’ period, although the Uhertype sanserif is not in the idiom of  grotesques 
or geometric sanserifs in fashion at the time, but instead resembles Gill Sans, 
which Tschichold would later accept as one of the only humane sanserifs. It is 
well-known that around fi ve years after his escape from Nazi Germany to Switzer-
land in 1933 Tschichold began to reject the New Typography, of which he had been the 
principal evangelist, in both his practice and writings. There perhaps still exists today a 
vestige of general feeling that hereby he somehow betrayed the modern movement; people
who lose faith and then become critical of their former credo are rare 

‘It is true, we are born with our eyes,’ 
he remarked during the period in 
which he was designing Sabon, ‘but 
they will only open slowly to beauty, 
much more slowly than one thinks .’ 
For Tschichold, adherence to tradi-
tion in typography had a moral 
aspect.  In his 1964 essay ‘The impor-
tance of tradition in typography’ he 
asserted that typography inevitably 
implies traditions and conventions, 
and furthermore added: ‘To respect 
tradition is not at all historicism’.  Here 
he was perhaps anticipating criticism 
that he was simply taking refuge in 
the past. He insisted that he only used 
the term ‘convention’ in a positive sense, 
with regard to its original meaning of 
‘agreement’, or ‘coming together’. On an 
earlier occasion he had phrased 
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the idea more strongly: ‘Typography that 
cannot be read by everybody is useless’.  
His mature statements on typography are 
often admonitions of his young, radical 
self: ‘Since typography appertains to each 
and all, it leaves no room for revolution-
ary changes’, was his opinion in 1948. 
He quite clearly referred to the views of 
the young Tschichold (and equally to the 
practice of the Swiss typographers of the 
1950s, who he also believed to be in error) 
when stating on various occasions during the 
1950s and 1960s that setting a book in a 
single size of sanserif type, or mixing unre-
lated typefaces, were mistakes. In the 1920s 
he had advocated the exclusive use of sanserif 
type, but by the 1950s he had completely 
reversed his opinion, describing  sanserif as 
a ‘true monstrosity’. His mature view, as a 
specialist in book design, was that sanserif 
was not appropriate for lengthy texts: 
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Fifty years of experimentation with novel, 
unusual scripts have yielded the insight that 
the best typefaces are either the classical fonts 
themselves (provided the punches or patterns 
have survived), or recuttings of these, or new 
typefaces not drastically diff erent from the classi-
cal pattern. This statement from 1952 prefi gures 
his approach to designing Sabon, which is one 
of the best modern adaptations of the Garamond 
type model. Tschichold returned again and again 
to his opinion that Claude Garamond’s types 
of the sixteenth century constituted the arche-
typal roman typeface. In 1964, during the design 
  he summarized: ‘The punches of Claude Garamond, 
cut around 1530 in Paris, are simply unsurpassed in 
their clarity, readability and beauty.’  Tschichold’s 
determined, and never-ending, examination of clas-
sic typography had convinced him of this fact. 
Indeed he claimed that he was returning to an 
appreciation of Garamond’s types that pre-dated 
his modernist phase: the ‘long years of preparation’ 
for designing Sabon ‘went back to the impression 
made on the eighteen-year old Tschichold already in 
the year 1920 by the Garamond specimen of Jakob 
Sabon and Conrad Berner, Frankfurt 1592’. 

It is the similarity of all letters, 
    yet at the same time 
   the disinciveness 
     of each individual symbol, 

that yields perfec readability.

tradition
o Guillaume Le Bé O
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Gleichwertigkeit

La confi guration du caracère d’imprimerie 
               rattache indissolublement au passé 

la culture de chaque être humain, 
                            même 

                         s’il n’en a pas conscience

26 Garamond
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Jan Tschichold’s Sabon typeface is the summation of 
a lifetime’s careful study and practical experience in 
typography. According to the designer himself it was 
‘the result of long years of preparation’, and it can be 
seen as an exemplifi cation of Tschichold’s mature views 
on typography and letter design. It has become a stand-
ard type for book typography, which would not have

surprised Tschichold, whose intention was to make a new 
adaptation of the best, classical roman types. Tschichold is not 
principally known as a type designer, despite the renowned 
achievement of Sabon. He worked mainly as a typographer & 
book designer, as well as being a prolifi c scholar on this subject. 
His early attempts at typeface design – Saskia, Transito and 
Zeus (all 1931), and several types for the pioneering but ill-fated 

Uhertype photosetting system – remain obscure. All of them were prod-
ucts of his ‘modernist’ period, although the Uhertype sanserif is not in 
the idiom of  grotesques or geometric sanserifs in fashion at the time, but 
instead resembles Gill Sans, which Tschichold would later accept as one of 
the only humane sanserifs. It is well-known that around fi ve years after his 
escape from Nazi Germany to Switzerland in 1933 Tschichold began to reject 
the New Typography, of which he had been the principal evangelist, in both 
his practice and writings. There perhaps still exists today a vestige of general 

‘It is true, we are born with 
our eyes,’ he remarked during the 
period in which he was design-
ing Sabon, ‘but they will only 
open slowly to beauty, much 
more slowly than one thinks .’ 
For Tschichold, adherence to 
tradition in typography had a 
moral aspect.  In his 1964 essay 
‘The importance of tradition 
in typography’ he asserted that 
typography inevitably implies 
traditions and conventions, and 
furthermore added: ‘To respect 
tradition is not at all historicism’.  
Here he was perhaps anticipating 
criticism that he was simply 
taking refuge in the past. He 
insisted that he only used the 
term ‘convention’ in a positive
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sense, with regard to its original 
meaning of ‘agreement’, or ‘coming 
together’. On an earlier occasion he 
had phrased the idea more strongly: 
‘Typography that cannot be read by 
everybody is useless’.  His mature 
statements on typography are often 
admonitions of his young, radical 
self: ‘Since typography appertains to 
each and all, it leaves no room for 
revolutionary changes’, was his opin-
ion in 1948.  He quite clearly referred 
to the views of the young Tschichold 
(and equally to the practice of the 
Swiss typographers of the 1950s, who he 
also believed to be in error) when stat-
ing on various occasions during the 
1950s and 1960s that setting a book in 
a single size of sanserif type, or mixing 
unrelated typefaces, were mistakes. In 
the 1920s he had advocated the exclu
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sive use of sanserif type, but by the 1950s he 
had completely reversed his opinion, describ-
ing sanserif as a ‘true monstrosity’. His mature 
view, as a specialist in book design, was that 
sanserif was not appropriate for lengthy texts: 
Fifty years of experimentation with novel, 
unusual scripts have yielded the insight that 
the best typefaces are either the classical fonts 
themselves (provided the punches or patterns 
have survived), or recuttings of these, or new 
typefaces not drastically diff erent from the 
classical pattern. This statement from 1952
prefi gures his approach to designing Sabon, 
which is one of the best modern adaptations of 
the Garamond type model. Tschichold returned 
again and again to his opinion that Claude 
Garamond’s types of the sixteenth century 
constituted the archetypal roman typeface. In 
1964, during the design of Sabon, he summa-
rized: ‘The punches of Claude Garamond, cut 
around 1530 in Paris, are simply unsurpassed 
in their clarity, readability and beauty.’  Tschi-
chold’s determined, and never-ending, examina-
tion of classic typography had convinced him 
of this fact. Indeed he claimed that he was 

Jan Tschichold’s Sabon typeface is the summation of 
a lifetime’s careful study and practical experience in 
typography. According to the designer himself it was 
‘the result of long years of preparation’, and it can be 
seen as an exemplifi cation of Tschichold’s mature views 
on typography and letter design. It has become a standard 
type for book typography, which would not have surprised

Tschichold, whose intention was to make a new adaptation of 
the best, classical roman types. Tschichold is not principally 
known as a type designer, despite the renowned achievement of 
Sabon. He worked mainly as a typographer & book designer, as 
well as being a prolifi c scholar on this subject. His early attempts at 
typeface design – Saskia, Transito and Zeus (all 1931), and several 
types for the pioneering but ill-fated Uhertype photosetting system –

remain obscure. All of them were products of his ‘modernist’ period, 
although the Uhertype sanserif is not in the idiom of  grotesques or geometric 
sanserifs in fashion at the time, but instead resembles Gill Sans, which Tschi-
chold would later accept as one of the only humane sanserifs. It is well-
known that around fi ve years after his escape from Nazi Germany to 
Switzerland in 1933 Tschichold began to reject the New Typography, of which he 
had been the principal evangelist, in both his practice and writings. There 
perhaps still exists today a vestige of general feeling that hereby he 
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‘It is true, we are born with 
our eyes,’ he remarked during 
the period in which he was design-
ing Sabon, ‘but they will only 
open slowly to beauty, much more 
slowly than one thinks .’ For Tschi-
chold, adherence to tradition in 
typography had a moral aspect.  
In his 1964 essay ‘The importance 
of tradition in typography’ he 
asserted that typography inevita-
bly implies traditions and conven-
tions, and furthermore added: 
‘To respect tradition is not at all 
historicism’.  Here he was perhaps 
anticipating criticism that he was 
simply taking refuge in the past. He 
insisted that he only used the term 
‘convention’ in a positive sense, 
with regard to its original meaning 
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of ‘agreement’, or ‘coming together’. 
On an earlier occasion he had phrased 
the idea more strongly: ‘Typography 
that cannot be read by everybody is 
useless’.  His mature statements on 
typography are often admonitions of 
his young, radical self: ‘Since typogra-
phy appertains to each and all, it leaves 
no room for revolutionary changes’, 
was his opinion in 1948. He quite 
clearly referred to the views of the 
young Tschichold (and equally to the 
practice of the Swiss typographers of 
the 1950s, who he also believed to be 
in error) when stating on various occa-
sions during the 1950s and 1960s that 
setting a book in a single size of sanserif 
type, or mixing unrelated typefaces, were 
mistakes. In the 1920s he had advocated 
the exclusive use of sanserif type, but by 
the 1950s he had completely reversed his 
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opinion, describing  sanserif as a ‘true 
monstrosity’. His mature view, as a specialist 
in book design, was that sanserif was not 
appropriate for lengthy texts: Fifty years of 
experimentation with novel, unusual scripts 
have yielded the insight that the best type-
faces are either the classical fonts themselves 
(provided the punches or patterns have 
survived), or recuttings of these, or new 
typefaces not drastically diff erent from the 
classical pattern. This statement from 1952 
prefi gures his approach to designing Sabon, 
which is one of the best modern adaptations 
of the Garamond type model. Tschichold 
returned again and again to his opinion 
that Claude Garamond’s types of the sixteenth 
century constituted the archetypal roman type-
face. In 1964, during the design of Sabon, he 
summarized: ‘The punches of Claude Gara-
mond, cut around 1530 in Paris, are simply 
unsurpassed in their clarity, readability and 
beauty.’  Tschichold’s determined, and never-
ending, examination of classic typography had 
convinced him of this fact. Indeed he claimed 
that he was returning to an appreciation of 

Besides an indispensable rhythm, 
                                     the mos important thing 

        is disinc!

clear & unmistakable           
letter form,

) Hervorhebung
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Meet us atType Sexy bar
     )cg + jt + jfp = jazztype from 10pm

RAPPELLE-TOI qu’il faut

SUIVRE

la     

MODE
typographique]“ ”
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G R A M M A I R E  F R A N -
c o i s e .

N nostre langue FrancoiJe 
nous auons vingt & deux 
lettres, leJquelles nous diui-
Jons comme les Latins, en 
deux parties : en Voyelles & 
ConJonantes.

Les Voyelles sont lettres 
qui seules prononcees, font

vne voix & vn Jon: & Jont cinq en nombre, a e i ou y 
o u. Les ConJonantes Jont lettres qui ne peuuent 
eUre prononcees Jeules Jans voyelles, auec leJquelles 
les voyelles rendent vn Jon : & Jont celles ci, b c d f g 
h l m n p q r t x z.

Nous auons forme de lettres particulieres, ap pro-
  chantes aVez pres de celles des Italiens, mais elles 
ne Jont point ainW couchees Jur le deuant, mais 
ont droites comme les Romaines, & plus graVes : 
le corps des lettres et court, les iambes & les teUes 
longues.    Exemple,
 

Lettre Italienne,
a b c d e f g h i l m n o p q r J t u x y z.

Romaine
a b c d e f g h i l m n o p q r J t u x y z.
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Imagine that you have a fl agon of wine in front of you. You may choose your 
own fauourite uintage for this imaginary demonsration, so that it be a deep shim-
mering crimson in colour. You haue two goblets in front of you. One is of solid gold, 
wrought in the mos exquisite patterns. He other is of crysal-clear glass, thin as a 
bubble, and as transparent. Pour and drink; and according to your choice of goblet, 
I shall know whether you are a connoisseur of wine. For if you haue no feelings 
about wine one way or the other, you will want the sensation of drinking the 
suff  out of a uessel that may haue cos thousands of pounds; but if you are a 
member of that uanishing tribe, the amateurs of fi ne uintages, you will choose the 
crysal, because euerything about it is calculated to reueal rather than hide the 
beautiful thing which it was meant to contain. Bear with me in this long-winded 
and fragrant metaphor; for you will fi nd that almos all the uirtues of the perfec 
wine-glass haue a parallel in typography. There is the long, thin sem that obuiates 
fi ngerprints on the bowl. Why? Because no cloud mus come between your eyes 
and the fi ery heart of the liquid. Are not the margins on book pages similarly 

meant to obuiate the necessity of fi ngering the type-page? Again: the 
glass is colourless or at the mos only faintly tinged in 

the bowl, because the connoisseur judges 
wine partly by its colour and is impatient 
of anything that alters it. There are a thou-
sand mannerisms in typography that are 
as impudent and arbitrary as putting port 
in tumblers of red or green glass! When a 
goblet has a base that looks too small for 
security, it does not matter how cleuerly it 
is weighted; you feel neruous les it should 
tip ouer. There are ways of setting lines of 
type which may work well enough, and yet 
keep the reader subconsciously worried by 
the fear of ‘doubling’ lines, reading three 
words as one, and so forth. Now the man 
who fi rs chose glass insead of clay or 
metal to hold his wine was a ‘modernis’ in 
the sense in which I am going to use that 
term. That is, the fi rs thing he asked ofhis 
particular objec was not ‘How should it 
look?’ but ‘What mus it do?’ and to that 
extent all good typography is modernis. 
Wine is so srange and potent a thing 
that it has been used in the central ritual 
of religion in one place and time, and 
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D’après Pierre-Albert Birot.

From Beatrice Warde.

D’après Shakespeare.

II.1
Ein off ener platz, der an Capulets garten Uößt.

Romeo tritt auf.

romeo.

Kann ich von hinnen, da mein herz hier bleibt?
Geh; froUge erde, Juche deine Jonne!

Er erUeigt die mauer und Jpringt hinunter.
Benvolio und Mercutio treten auf.

benvolio. He, Romeo! he, Vetter!
mercutio. Er iU klug

Und hat, mein Jeel, Wch heim ins bett geUohlen.
benvolio. Er lief hierer und Jprang die gartenmauer

Hinüber. Ruf ihn, freund Mercutio.
mercutio. Ja, auch beJchwören will ich. Romeo!

Was? Grillen! Toller! LeidenJchat! Verliebter!
ErJcheine du, geUaltet wie ein Jeufzer;
Sprich nur ein reimchen, Jo genügt mirs Jchon;
Ein ach nur jammre, paare lieb und triebe;
Gib der gevattrin Venus ein gut wort, 
Schimpf eins auf ihren blinden John und erben,
Held Amor, der Jo link gezielt, als könig
Kophetua das bettlermädchen liebte.
Er höret nicht, er regt Wch nicht, er rührt Wch nicht.
Der aff iU tot; ich muß ihn wohl beJchwören.
Nun wohl: Bei RoJalindens hellem auge,
Bei ihrer purpurlipp und hohen Uirn,
Bei ihrem zarten fuß, dem Jchlanken bein,
Den üppgen hüten und der region, 
Die ihnen nahe liegt, beJchwör ich dich,
Daß du in eigner bildung uns erJcheineU .

benvolio. Wenn er dich hört, Jo wird er zornig werden.
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D
Saint-Augustin mariné

Faire cuire un verre de vinaigre avec un bouquet garni 
& du poivre. Laisser tiédir et mélanger 

Arroser d’huile  
Recouvrir les fi lets de Saint-Augustin disposés à plat 

d’oignons coupés en rondelle & arroser avec cette sauce

Q
Gros-Par  angon rôti

Plumer, fl amber, vider, trousser, barder 
Faire rôtir à feu vif ou à la broche 

comme un canard, environ 15 minutes 
Dresser le gros-parangon sur un plat long entouré 
de bouquets de cresson & de rondelles de citron 

Servir la sauce à part dans une saucière

A

Délice de Nonpareille

Couper la nonpareille en dés & la faire cuire à l’eau froide
jusqu’au moment où elle s’écrase facilement 

La passer au mixer & ajouter trois pincées de perluète
Servir avec des croutons

b
Petit Canon glacé

Garder la vengeance du petit canon au froid 
C’est un plat qui se mange plus tard

MAYBE

no?

Q

& uous ferez du soleil…

&
mercutio. Hierüber kann ers nicht; er hätte grund,

Bannt ich hinauf in Jeiner dame kreis
Ihm einen geiU von JeltJam eigner art
Und ließe den da Uehn, bis We den trotz
Gezähmt und nieder ihn beJchworen hätte.
Das wär beJchimpfung! Meine anrufung
IU gut und ehrlich ; mit der liebUen namen
BeJchwör ich ihn, bloß um ihn herzubannen.

benvolio. Komm! Er verbarg Wch unter jenen bäumen
Und plegt’ des umgangs mit der feuchten nacht.
Die lieb iU blind, das dunkel iU   ihr recht.

mercutio. IU liebe blind, Jo zielt We freilich J  chlecht.
Nun Wtzt er wohl an einen baum gelehnt
Und wünJcht, Jein liebchen wär die reife frucht
Und iel ihm in den Jchoß. Doch, gute nacht,
Freund Romeo! Ich will ins federbett ;
Das feltdbett iU zum Jchlafen mir zu kalt.
Kommt, gehn wir!

benvolio. Ja, es iU vergeblich, ihn
Zu Juchen, der nicht will gefunden Jein. Ab.

II.2
Capulets garten.
Romeo kommt.

romeo.

Der narben lacht, wer wunden nie gefühlt.
        Julia erJcheint oben an einem fenUer.         

Doch Uill, was Jchimmert durch das fenUer dort?
Es iU der oU, und Julia die Jonne! –
Geh auf, du holde Jonn! ertöte Lunen,
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