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Typography is the most ubiquitous of the graphic arts, with all of us now having access to innumerable fonts and the typographic tools that can, in the right hands, lift any text from the mundane to the beautiful.


Opening with an overview of the history of the art, Typography Pocket Essentials introduces the key principles and techniques of typography, and presents 200 of the most useful and important fonts, making it a handy primer and essential reference guide all rolled into one.


• Learn the rich history of the art, from Gutenberg to Neville Brody and beyond


• Master the principles of effective typography and create beautiful documents yourself


• 200 key fonts are profiled for easy reference and rapid selection
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Introduction


The evolution from the written word into the printed word has resulted in the discipline that we call typography. The term covers both the design of typefaces and their use in visual communication. Typography has seen many technical advances, the most recent of which being the digital revolution. It is therefore a paradox that in an industry that depends upon the very latest technology, many of the typefaces that we use today were created hundreds of years ago.


Typography could not exist without the invention of the “printing press.” But it is movable types and the process of their manufacture that is responsible for the advancement of printing. These cast metal letters that could be used again and again were the basis of Johannes Gutenberg’s eventual breakthrough—the “soldiers of lead that have conquered the world,” as they have been called.


Typographers and printers have always been occupied by the merits of this or that typeface, but now the writer of a “thank you” letter, who once took up a fountain pen, can sit at a keyboard and scroll through a collection of fonts, choosing one at random with no knowledge of its origins.


Among the thousands of digital fonts now available are the classic typefaces from over 500 years of printing. These were innovations in their time, setting standards, and each has a story to tell.


The heart of the story lies with the punchcutter, who with simple, unremarkable tools but with the skill of his hands and the conviction of his eye, by the tightening of a curve or the thinning of a serif, was able to transform a commonplace letterform into a character of unique personality.


At first, typefaces were cast from a mold that was fitted with a matrix, so that when the molten metal was poured into the mold, the reversed, indented letter-form of the matrix dictated the type’s shape. A matrix is a die of a single type, and a punch is required to make it.


The punchcutter starts with a small bar of steel, out of which he will cut a punch for each character of a font—capitals, lower case, figures, and punctuation. If a character includes an enclosed space, like “O,” “B,” or “a,” in one technique of punchcutting, a counterpunch may be required. This is cut to the shape of the enclosed space and driven into the letter punch. Then, passing the punch over a lighted candle to coat it with soot, he presses it onto paper, to ensure uniformity with the style of the other characters. When complete, the set of punches is hardened. Any number of matrices could be made by the process of a “strike,” when a punch was driven into a small bar of copper. These were then trimmed, ready to fit into the mold.


Gutenberg’s most signifigant invention was an adjustable mold, which would fit to the character widths of different type sizes. With the matrix fitted, a small amount of molten metal was poured into the mold, and within seconds a piece of type could be removed. Although modified and refined this process lasted for over 400 years, until the late 19th century when Linn Boyd Benton invented the punchcutting machine.


During the 20th century the skills of type design moved from the punchcutter-designer to the draftsman-designer, using digital outlines, des cribed in the form of Bézier curves. Using this method, many new and innovative typefaces have been created, ushering in the start of a new era in type design and typography.


Much of the terminology we use today comes from the days of letterpress printing—like “body,” the piece of metal out of which the character was created, or “leading,” which derives from the strips of lead used to add interlinear spacing—and digital technology has added to this lexicon with terms like “font metrics” and “style sheet.”


In the following chapters we look at the history of type design and the great names associated with it, as well as the anatomy of individual characters. We explore what makes type look good on the page or screen; and finally there is a font identifier that will help you select the right typeface for your next project.





1 BEFORE TYPE
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THE ALPHABET we use today in America and Western Europe is derived from the Roman inscriptional letterforms of the first century AD. One of the finest examples of these letterforms is cut into the plinth at the base of Trajan’s Column in the Forum in Rome, erected around AD 114 as a monument to the exploits of emperor Marcus Traianus.



The evolution of letterforms


The Romans adapted their alphabet from the Greek system of writing, and the Greeks had modified the Phoenician system by adding letters to represent the vowels. The Trajan’s Column inscription contains most of the letters of the alphabet we use, but the early Roman alphabet did not contain the letters “J,” “U,” or “W.” The letter J was not introduced until the 17th century, because it was not previously differentiated from the letter “I.”


These chisel-cut letters are known as quad rata or, more commonly, square capitals. The technical term for these letterforms is majuscules. These capitals were used to express authority, as they do today, and their form contains the structural proportions that still inform the basic proportions of our current lettering and typefaces. Look at the full forms of “O” and “D,” and the narrower forms of “E” and “S.” Such forms represent classical proportions, geometric relationships of form established by ancient Greek and Roman cultures, which have become in-grained in our letterforms and have been returned to time and again for inspiration through history. They are examples of the origins of the European cultural aesthetic.
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Square capitals are the origin of our present-day alphabet. Note how the serifs, which are not crucial to the identity of the letterform, seem to derive from the nature of the broad pen or brush.





These letters would have been carefully drawn out and then cut into the stone, and therefore represent permanence and formality. This is in contrast to the handwritten form, which can be formal but also informal, created in a more immediate way on wax or papyrus, which is, of course, less permanent.


An important feature of Roman letterforms is the serifs, the small cross-lines that complete the end of a stroke. Their existence has been the subject of academic study, as their presence does not have a bearing on the letters’ meaning since the letters function perfectly well without them. The Roman Catholic priest, teacher, and calligrapher, Father Edward Catich’s explanation has general acceptance, which is that serifs are formed as a result of the scribe drawing out the letters with a brush as the panel was planned, before the mason finally cut them into the stone. This would explain the bracket-like shapes formed in the example below.


While square capitals were for monumental inscriptions, there was also an informal handwritten version of the capitals for ordinary occasions. This form is known as rustic. These more condensed forms appeared during the second to fourth centuries AD. Although there are examples of carved rustics, it was a form used largely for the recording of more ephemeral information—everyday documents such as contracts, bills of sale, legal, and domestic letters. Literary manuscripts were also written in rustics, for example Virgil’s Aeneid.
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Trajan’s Column is a second-century Memorial to the Roman Emperor Traianus. Pen-written square capitals were used for a variety of documents, both formal and informal.





UNCIAL EVOLVES


During the fourth century, rustic capitals were modified to a more rounded form, adapted to the convenience of writing with a pen. A form known as the uncial (from the Latin for “inch”) gained success over the rustic because it was easier to read. The handwritten form using a broad pen created a broad, vertical stroke that contrasted with the thin, horizontal stroke as the pen was moved across, up and down, and up and round. Further changes came about over time as the hand and pen dictated the form more distinctly. A preference for curves brought about the more economic half-uncial, creating the minuscule form. From this development, one can see the first signs of what is, in typographic terms, the lowercase letterform.
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A French manuscript illustration from 1340 shows a scribe seated at his writing desk with his tools. The exemplar from which he is making a copy is open on the stand before him.


THE HALF-UNCIAL


The half-uncial flourished throughout Europe because of its use in mostly religious works. It developed regional or national styles, each with distinct characteristics that made it possible to identify its place of origin: the Merovingian style referred to France, the Beneventian to Italy, the Visigothic to Spain, and the Insular to Ireland and England. One of the greatest achievements of the art of the scribes and illuminators of the period is the Book of Kells, a beautiful product of an Irish monastery, which contains a Latin version of the Gospels and dates from approximately 800 AD.
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The Luttrell Psalter from 1320 demonstrates the strong, vertical strokes of a broad pen and was completed separately to the illumination, despite the integrated appearance.


CHARLEMAGNE


The Holy Roman Emperor Charlemagne (742–814) had united most of Western Europe by 804. He intended to consolidate the Christian faith by reforms that included the establishment of a system of education, and the patronage of the arts and literature. He was concerned at the diversity of written hands throughout his Empire, and as part of his reforms he commissioned Alcuin of York to set up a new scriptorium at the Royal court in Aachen, now in Germany, where he was to create a script to become a new standard for manuscript writing throughout the Empire. It was based on the Insular half-uncial and the Merovingian hand. The new script has become known as the Carolingian script. It was a ninth-century attempt to improve communication by the introduction of standardization.
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Many years of use and the increasing importance of writing caused modification of the square capitals, so that by the fourth century a more cursive form evolved. This later became known as the uncial. Note the circular form of the “e,” heralding the development of the lowercase letterform.
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During the sixth century, the half-uncial was established as a forerunner of the present lower case. Note the triangular form of the “a” has modified into a continuous circular form. The tail of the “G” has also lengthened considerably.


THE MONASTERIAL AGE


From the fall of Rome in the fifth century through to the 12th century, monasteries and other establishments related to the church had a monopoly on book production, and were therefore able to control the content and circulation of manuscripts. For many centuries, manuscripts were the only written medium for recording and conveying ideas. The place where the manuscripts were copied was called a scriptorium and most scriptoria were attached to a church or a monastery. The work of the scribe was to copy religious manuscripts, Bibles, and books of prayer. Most original exemplar manuscripts were owned by the libraries of the church, or by nobles, and were loaned out to the scriptoria for copying. People employed as stationers were responsible for recording the loans of the exemplar manuscripts and checking that they had been copied correctly.


SECULAR SCRIPTORIA


From the end of the 12th century, the church monopoly was challenged as universities established their own scriptoria. Although the monasteries continued to produce manuscripts for their own devotional needs, the establishment of the new universities, and the development of learning among the laity, created a new kind of reader.


After the monasterial age, the secular age brought only small technical changes. The major innovation was the introduction of paper. Traditionally, books and other manuscripts were written on parchment, which was expensive and depended on an adequate supply of animal skins. The universities’ growing demand for books made the expanding manufacture of paper an alternative to be encouraged, especially as the students required a less elaborate product.
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A Chinese drawing depicting two papermakers preparing paper. The wet sheets of pulp were smoothed onto screens to dry out.


REGIONAL SCRIPTS


During the centuries following the introduction of the Carolingian script, the influence of Charlemagne’s revisions began to fade and regional writing styles slowly began to reappear. In northern Europe there gradually emerged the group of heavy, solid, manuscript hands called Gothic or blackletter. Textura was one of this group, and by the early 15th century, with minor variants, it was a standard script in German-speaking regions for formal book work. It was on the Textura letterform that Johannes Gutenberg based his first type designs. “Gothic” was the disparaging term used by the Renaissance humanists of Italy, who had, through the church bureaucracy, reintroduced a form of Carolingian script that was considered to best reflect the values of humanist philosophy.


THE BIRTH OF PRINTING


The production of books written and illustrated by hand was a highly organized but slow and labor-intensive process. By the 15th century, the demand for books was increasing. Printing from a raised surface had been known for many years, but only from woodcut blocks, not individual letters. At markets and fairs it was possible to buy block books—booklets printed from wood-cuts, with pictures of religious events illustrating a short, handcut text. Making prints from a raised and inked surface (letterpress printing) is the oldest method of printing, and it maintained supremacy over other methods of printing well into the 20th century.


Many technological advances depend on the coming together of a number of new developments. In the case of printing, it was paper that played the key role. Compared to parchment, paper offered a suitably manageable and more economical material for printing.


Papermaking was a craft that originated in China, and is believed to have been the discovery of Cai Lun in AD 104. The first papermill in Europe was established in Catalonia (now in Spain) in 1238, followed by mills in Fabriano in Italy in 1276, and in Nuremberg in Germany in 1389. Papermaking required specific conditions to operate effectively. The mills needed to be near water for power and for processing; and they also needed to be near a sustainable supply of rags, which were then the basic ingredient of paper, so the mills had to be close to large population centers.
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An eighth-century text from Alcuin of York’s Acts of Council of Ephesus. Note the use of initial letters in this uncial-formed alphabet.
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An illuminated initial letter from the 14th century. Within the letter, a monk is shown writing a manuscript.





2 HISTORY OF TYPE
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THE MIDDLE AGES had seen the collapse of the Roman Empire and the consolidation of Christianity throughout Europe. By the 15th century, feudalism, previously the dominant social and economic structure, was beginning to give way to a monetary economy.



THE RENAISSANCE


The main thrust of the Renaissance was the rediscovery and admiration of the ancient pre-Christian cultures of Greece and Rome, and a new belief in the value of those artifacts and manuscripts that had survived into the 14th and 15th centuries. The ancient civilizations offered knowledge of every aspect of human endeavor: art, literature, architecture, engineering, philosophy, medicine, science, and government. The integration of Greek and Roman knowledge and wisdom with Christian morality brought about the concept of humanism.


The humanist ideals were individualism, originality, and a general proficiency that was the basis of Renaissance education. This was expressed in the importance attached to the visual arts; these were patronized by the church, rich merchants, and dignitaries, so that they developed from workshop-based artisan activity to the heights of creative skill and imagination.


At the same time, the developing international trade created an increasing number of successful merchants, whose power and economic importance brought about the institution of banking. Although forbidden by the church, the desire by the wealthy and powerful to make use of credit and to possess and consume goods, was supported by an increasing reliance on loans with interest or concessions.


It was in the climate created by the two driving forces of commerce and passion for knowledge that the invention of printing from movable type was to grow so quickly. Even though printing could provide classical and religious texts for an increasing audience at a more acceptable cost compared with handwritten manuscripts, printers and publishers needed considerable financial support as printing a book was an expensive undertaking.
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In his notebooks Leonardo da Vinci represents the Renaissance man as being someone with a vigorous interest in all things. Beginning in 1508, he kept notebooks, writing notes and treatises in them, and making drawings on many subjects, from the mechanics of war to anatomy. As he was left-handed, he wrote using “mirror writing” from right to left.








THERE IS CONTROVERSY surrounding the origin of the invention of printing from movable types in Europe. However, it is generally accepted that between 1440 and 1450 Johannes Gutenberg produced the first-known book to be printed in this way.
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Johannes Gutenberg


Little is known about Gutenberg. He was born in the German town of Mainz, capital of the Rhine-land Palatinate, in about 1394; he lived for some time in Strasbourg, and died in Mainz in 1468. What we do know about him is derived largely from the court records in Mainz, at the time a city of 6,000 inhabitants.
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The 42-line Bible, Gutenberg’s masterpiece, was completed c.1450. The design consisted of two 42-line columns per page. Also known as the Mazarin Bible, and printed as two volumes, it contains some 1,200 pages. About 180 copies were produced, of which 48 are known to have survived to the present day.


It is likely that Gutenberg employed a number of people to help him with the development of his printing invention. This possibly led to the financial problems that he experienced during the years of his research and development. The court records refer to a legal dispute over a loan of 800 guilders. The loan for “work on the books,” was made by Johannes Fust, a lawyer. A further loan of 800 guilders was made, which also named Fust as a partner. It appears that in 1455, Fust decided to take over Gutenberg’s invention rather than accept the return of his investment, which would suggest that Gutenberg was enjoying success with his innovation. Fust continued printing in partnership with Peter Schoeffer, originally Gutenberg’s foreman. Schoeffer had a good knowledge of the printing process, and later married Fust’s daughter. After the loss of his types and presses, little more is known of Gutenberg, except that after 1460 he is believed to have given up printing. However, this may not have been the case, since it is recorded that he received a pension from the Archbishop of Mainz until his death.
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Rotunda. This printed page uses one of the main forms of blackletter, or Gothic Letter, also known as round text.


Gutenberg’s achievement was to invent a system of mass production, enabling books to be produced in greater numbers and more economically. His invention played a fundamental role in the development of the modern world, and was the single most important factor in the spread of knowledge and the move toward universal literacy in the West.


At this time all skills, trades, and professions were guarded jealously by their practitioners, so it is not surprising that there was so much secrecy surrounding Gutenberg’s experiments. For centuries a training in printing, as in many other trades, had to be bought through apprenticeship if you were not lucky enough to be born into the family of a printer.
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One of the four main groups that cover vernacular blackletter texts, an example of Bastarda is shown here.





THE ADJUSTABLE MOLD


The brilliance of Gutenberg’s invention was in adapting several existing technologies to make them suitable for his own requirements, and, possibly, in using earlier ideas by others such as Coster. Gutenberg’s innovations included the modification of the screw press, originally used to crush fruit, and the adaptation of the techniques of punchcutting, brass mold-making, and metal-casting, which were already familiar to silversmiths and engravers. Gutenberg’s key innovation was the adjustable mold. This was a mechanism of two fitting parts that could be adjusted to fit the matrix of each letter width to be cast, overcoming the problem of the necessity of a mold for each letter. Gutenberg also manufactured a thick, oil-based ink that could achieve a quality of black similar to that of the scribes’ inks. His experiments resulted in the inclusion of antimony as part of the metal alloy (mostly lead with some tin) that produced a sharp letter cast from the mold without shrinkage as the metal cooled.


Gutenberg’s greatest achieve ment was the 42-line Bible, completed in about 1455, which imitated the style of the handwritten book to a remarkable degree. His typeface was based on Textura, the formal script of northern Germany. Research suggests that to imitate the inconsistencies and abbreviations that appear in a handwritten manuscript, Gutenberg cast at least 300 characters in order to provide slight variations of letterform throughout the text.


EARLY PUBLICATIONS


There are four main groups of blackletter: Texturas; Gotico-antiquas (or Fere-humanisticas); Rotunda (round text); and Bastards (vernacular types).


In 1462, as the result of a political power struggle, Mainz was subjected to considerable violence and destruction. The resulting desolation and evictions helped to hasten the spread of printing across Europe, as printers became itinerant and were forced to look for new markets. Many ambitious printers would have looked to Italy, the center of the new cultural force that was spreading across Europe—and in particular Venice, hub of international trade, and Rome, the home of the Pope and the center of Western Christianity. For Venice, the invention of printing became yet another opportunity for trade and greater wealth. For the church, mass-produced books that spread ideas not in line with Rome’s policies eventually became a grave challenge to its authority.
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Printing was brought to the British Isles by William Caxton in 1477. He set up his printing press in the Abbey Precinct at Westminster. His first book in English was printed in Bruges, Belgium, in 1475.


FROM GOTHIC TO ROMAN


The early years of printing, from Gutenberg’s 42-line Bible up to the 1500s, are referred to as the Incunabula Period. In Britain, printing was first introduced by William Caxton (1421–1491). Caxton occupied the post of Governor of English Wool Merchants in Bruges, Belgium. He studied the craft of printing in Germany and printed his first books in English in Bruges in 1475.


In 1476, he returned to England to set up a printing press at the Abbey Precinct, Westminster, “by the sign of the Red Pale.” His first book printed in England was The Dictes and Sayings of the Philosophers (1477). When he died he had published 73 books in English.
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Early printers, like all tradesmen of the time, jealously guarded their craft secrets and practices. This did not, however, stop them from being the subject of artists’ engravings.





3 SERIF MASTERS
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IN THE LATTER HALF of the 15th century Chancery script was favored by the scribes of the Vatican. It was an expression of the aesthetic philosophy of the Italian Renaissance. In 1455 Conrad Sweynheim and Arnold Pannartz produced a type that demonstrated the first move toward the “White Letter,” the lighter, fuller “roman” letterform.



Nicholas Jenson


Five years later, in Venice, two brothers, Johannes and Wendelin da Spira, cut a type that was closer in style to a roman letterform—a 14-point type recognized as an advance on the type designs of Sweynheim and Pannartz. However, it was another newcomer to Italy, Nicholas Jenson (1420–1480), a Frenchman who settled in Venice in 1468, who was responsible for cutting the first outstanding version of the roman typeface. Cut in 1470, Jenson’s Roman had only 23 letters, since “J,” “U,” and “W” were not yet in use. He used the typeface for an edition of Eusebius’s De Evangelica Praeparatione. The lowercase alphabet is the same, except that the “v” is used in place of “u,” and, in addition, there is a long “s” and “æ” and “œ:” 15 contractions, six double letters, and three full points: 73 punches in all.
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In Venice, the brothers Johannes and Wendelin da Spira cut a type that was strongly influenced by the humanist hand, itself a rejection of the Gothic form of northern Europe.
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Sweynheim and Pannartz working in Subiaco, Italy, in about 1465, cut a typeface for an edition of Cicero that was a lighter, fuller form than that of Textura, the formal script of northern Germany.
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The first Roman type. In 1469, Nicholas Jenson, a Frenchman working in Venice, cut what is considered to be the first true expression of the Latin letterform. This appeared in an edition of Eusebius’s De Evangelica Praeparatione, and it set a standard by which others would be judged.


FROM A CRAFT TO AN ART


Nicholas Jenson had served an apprenticeship at the Paris Mint, and was promoted to Master of the Mint at Tours. Charles VII sent Jenson to Mainz to learn about the new invention of printing from movable type. He may have met Gutenberg. However, he arrived in Venice and proceeded to set up a printing workshop to print in his own right. At the time of his death in 1480 he had produced about 150 editions.


In 1476, when Jenson produced a volume of Pliny’s Natural History, he required financial support from the Venetian bankers Strozzi and Agostini. As a result, payments are recorded of 731 ducats for 86 bales of paper. Each copy was sold for seven ducats. Jenson’s type has become renowned for the comfortable fit of the letters as words and the beautiful proportions of the letterforms themselves. The Victorian designer William Morris (1834–1896) was to use Jenson’s type as a model for his own Golden Type. The 20th-century typographer Bruce Rogers had a sustained interest in Jenson’s roman which culminated in his typeface Centaur, released by Monotype in 1929, and discussed later in this book. In 1996 Robert Slimbach of Adobe designed an excellent digital version of Jenson’s roman that is lighter in color than the heavy period quality of Morris’s design. Jenson is admired above all other Venetian printers and typecutters of the 15th century because he is considered to have raised type design from a craft to an art form in its own right.

OEBPS/images/f0002-01.jpg





OEBPS/images/f0021-02.jpg
Dem Erberens vnund wolgeahten S
fexlicher maicfrac rabe etc.mein
vnbgrorcrfpruﬁndn

ibzeche Drire

Nerwol ich BSdnftiger Her2 vnd fre
> fitrneme yu feraffen onderftebn/de
ftandes; ond mit wenig Punft begak
> ® gelernt bab/oder Don permand ande
hmh()r mir 3fi merem mal angebalten/ auch
bilcher antag g qrb/babld;mtd\ il ehe in die ge
bie verfagen/ IBiewol tch Boff/mir werd nym.
1ft/3u argem auBlegen, dag ich das fo fch mich
mit Pleiner derfeumung sey clicher hab/jo mill
anbag liccht Pommen [l fonber meniglich
Toben/ond den im allerbefien verfichen. Dicn
allen Eunftticbhabenden, bnbdderen fo 33 leven|
#ch bem nepd/fo nichtd dngefiraftlefi/feineng
gar bil lefchter fen ein ding 3u tadehi/dann felk
cher der alten/jo bon den Punfien ded malens,
mdcht intx D18 mcin vohaben ald vermeint f
Den. Diemetl aber folche bucher durch leng der
mit Peiner billigPeit berwifen werden/ob ich/i
nung ond erfindung fch2e ffelich aus laffe gehrn
chen jiiehiin v2fach gegeben werd/ond onjor n

P A R ek -y Pyttt ey e






OEBPS/images/f0021-01.jpg
L

Moaredeindas Wairilch
lantrechtbiich.

3 £ ubwig von gotees genaben dars
rauc i Drandenburg. Wir Stephan,
i me i slaon s
aitsgrafé bey réin vi Percs/
login barrenic) iz:lbuxlyrzhcnbdlsc/
prefté den wir gebabe bab
foayrenai e mlyun dhmd
auon fey wirsu rar wo:démir viferm heré
Rl Eubuics 3 rom LA fesen 31 bcﬂ{mgmlln Du
hrnmbgzﬁ‘hnbulﬂnmac nzgcbo:ynbmmn\ e

il 5 il

viid w dein fechfund vierrsiglten jar des nichiten fﬂmi/
ragsnach dem oberften ic.

Wicman d3rechtbebalté fol.

H von gepicten wir bey vaferen hulden allenvas
feren Richirn vind Ampreiten i vferem L

5 bayren tberaln ferten vad merctei v auffdem
Land Dasfy e alf bebalten bey ren ayoen
biefgy 1805 |c|1n\mlumbb.\mm b ichwereninifien

¥
men S reihen mecucrch neprentaien
€ il das echibichallo gancs vid e gepefirer,
el gefamler.aufaflen
3110 merckten nach dcs Kaers baiflen.







OEBPS/images/f0012-01.jpg













OEBPS/images/f0012-02.jpg
Suleerunt fulgura euts ol tere §
mmmmmmom dli torra :

f m:sﬁrut (rfet ﬂumunm hm






OEBPS/images/f0026-02.jpg
2 ne hitana dkls eribuic anctoritacE ci I Ny
P

ibil apud iftos ag: i
4 L  doge
Erich VarroeFe.
prever ceceas., Eri =
i lari fua gloriat. Feneftell:

s ey i .

{5

mina Romd deportarent; files Curioee Octanianusi capicol
quod i QuintoC: i id. ? i
J:‘ ul ineoC efb F Apud bic

perdiitur. AdBepos
KTISTHG ct1COPIOS 1B P PriCOp TOIG etk KOIG WKUKOP TTPO-
$Lpeop TTONV 1e1f0px RisBop Tole B\Lkukola‘ adikols Te
Y ev».op m.urv op.idefticorrup dicor gter
hab bonipferens. uftis mul & mercedem.fn






OEBPS/images/f0026-01.jpg
flcesunant:quod deos yos pofeallert incorposbussgnes: louy
clemen bei
frmlpus ot an(fugundum fugnn dicoy.de glolm ryduum fugat

éaudent dare ds neillis

T i d

fitcantur. Nonergo funt
pora: daznon quala fect prims bomib
bonitas der:ed qlulladfemmpnll( peccatt pocna.

S Ed neceleft inquiunt: ut terrena corpora naturale pondus wel { erra
1 d tery 1dco. ! . Pr d

ill bomi squc fructuof: quac paradil nomen
S e

r‘
funt: incucantur p..uo xmnnuspcndcn 1pi terrena, Si emm ars bumana
qug

effic

6. John and Wendelin de Sire's Roman Tipe, Vnice 1460
o e vt Dok of 1470





OEBPS/images/f0022-01.jpg





OEBPS/images/f0015-01.jpg
i T R g
el
ﬂ l«r Ltr fane wn‘nqufemm.e

5 Rociams
ﬂ m«m mlrbmcudmm
Lermecaar elum s ﬁ[.u

T (‘:“ln‘mw-m[:ul Nonln‘\omme—n'pm
eﬂmlurm\o‘\an’amr«vh

aﬁlq: uuuv‘quw’nm ?mineﬁhui

Arfum

{uunuf‘ un@&wﬂv UnigdhrT

W y ritmm - romAd &

weleyium p.lqcmmua

b ——— NenuNh\ uxrulr
‘N‘Iﬂﬂ Oy 41

Nt qinpreef@mpirermaf il

N §mw)wmv wls (d‘]’mnrﬁlfumlw

L el Y VO PSRN S





OEBPS/images/cover.jpg
=<
. e
=





OEBPS/images/f0015-02.jpg





OEBPS/images/f0019-01.jpg
e vnes

g gl e g ¥
-l S 0 -g.%g.x.. i
~ A 5’:}\ /
553 o)

&






OEBPS/images/f0011-01.jpg
APCAESARIDIVINERVAEFNERVAL
RAI ANQAVGGERMOAC[COPONTI
AXIMOTRIBPOTEXVIHA PVACOSVIP
DDECLARAN DVMOVANTALALTITVDINI





OEBPS/images/pink.jpg





OEBPS/images/f0023-01.jpg





OEBPS/images/f0027-01.jpg
g ey

P






OEBPS/images/f0014-01.jpg





OEBPS/images/f0010-01.jpg
ABCDEFGHILMNOPQRSTVX
ABCDEFGHILMNOPQRSTVX





OEBPS/images/f0003-01.jpg





OEBPS/images/green.jpg





OEBPS/images/f0020-01.jpg





OEBPS/images/f0020-02.jpg










OEBPS/images/f0013-02.jpg
&,l)cdef
3G b1kl
™™ oPpqgr
T Cax<yYZ





OEBPS/images/f0013-01.jpg





OEBPS/images/blue.jpg





