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Introduction

This reflection on practice relates my year of study at the ma Type-
face Design of the University of Reading. It covers the development
of Capoeira, a typefamily intended for bilingual publications such
as brochures, leaflets and magazines, and that includes Latin, Greek
and Cyrillic.

Through a constant testing and revising process Capoeira was
slowly and gradually refined, improving both its efficiency and
personality. In a first part, I'm explaining the brief and the purpose
of such a typeface. The second parts relates the developement of the
typeface: the first constraints I had to face and the choices I had to
make. And finally, the third part is related to the additional chara-
ters and the last adjustment that were done in order for the typeface
to be operational.



Running text:
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his year’s theatre season, in the
historic landmark building on Aghiou
Constantinou Street, home to the
National Theatre of Greece’s central
and new stages, is eagerly awaited for
two reasons: first, because of the imminent reopening
of the renovated national theatre building and second,
because it’s the second—and hence more established—
theatre season under the direction of the theatre’s
artistic director, Yiannis Houvardas.
The building, currently under renovation, was designed
towards the end of the 19th century by architect Ernst
Ziller. King George I commissioned the work to form
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fig.1. Details of a double page spread of the bilingual magazine «2BOARD» (Greek/english)

Scale: 41%
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. «Ronda Iberia Magazine»

(Spanish/English)
«2BOARD»: Athens” International
Airport magazine (Greek/English)

1 Defining a brief

At the beginning of the year, we were asked to think about a brief
that would define the purpose of the typeface we were about to
create. Not having thought about any particular direction for my
design, I tried to think about ideas in order to come out with a brief
precise enough to draw an outline of the future typeface. The only
thing I knew was that I wanted to experiment as much as possible,
and tryout some unusual shapes through the survey of a non-latin
script. Having recently worked on a graphic design project linked
with phonetic writings, I first thought about creating a typeface that
would include characters of the International Phonetic Alphabet
(1pa) and used in publications (e.g. linguistic books, dictionaries,
etc.). However, due to various reasons, I decided to create a typeface
that would include Greek and Cyrillic, along with Latin, and inten-
ded to be used in bilingual publications such as airline magazines or
design magazine but that could also work for brochures, leaflets, city
guides, etc.
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In order to do so, it was first necessary for me to take note of the
requirements for a typeface designed for magazines: first, as for
newspapers, typeface design in magazines needs to be capable of
running lengthy texts (although in magazines articles tend to be
shorter and more often interrupted by other elements on page such
as illustrations and/or photographs). Again, in magazine layouts the
text hierarchy is much more important, and the fonts that are cho-
sen tend to be fairly playful, with a strong identity (and even more
when the magazine is supposed to represent a brand, like for airline
companies). Finally, being a typeface including several scripts, the
challenge would be for them to work nicely together when used in
the same text or on a same page [Fig.1].



o]

fig.2. Pencil reproduction of characters from various existing typefaces .Scale: 70%

6 over 7.2pt.
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fig. 6. First test document (with the letters “adep”). Scale: 95%

fig. 3. Early sketches using “adhesion” letters. Scale: 93%

fig. 4. First sketches for Gerard Unger's first
workshop, experimenting with the joining
strokes. Scale: 60%

fig.5. First glyphs drawn in FontLab after
Gerard's workshop.

1.this word has been chosen because it
combines enough characteristic shapes to
define an important number of features
and proportions of a whole typeface (like
“Hamburgerfonstiv”).

2 Design Process

a) Getting familiar with the design process

In order to get an idea of the features of this future typeface, I first
started re-drawing characters of various existing typefaces, selecting
features that pleased me, and paying special attention on propor-
tions and consistencies between characters [fig.2]. Those first sket-
ches were made without any specific idea of how the typeface would
later look like, trying out as many combinations as possible.

As an introductory workshop at the end of October, we were
asked by Gerard Unger to draw a first set of letters by hand, in order
to test its efficiency at very small sizes (as one can see in dictiona-
ries). Using the usual MATD (Master of Arts in Typeface Design) test
word “adhesion™ allowed us some very fast interventions, constant-
ly reducing the scale at various stages with a photocopier. [fig.3]
This practice helped us understanding the appearance of alterations
due to scale (details disappearing, others appearing heavier, dark
spots, spacing issues, etc.) as well as measuring the limits of custo-
mizing details. [fig.4]
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This workshop was also an opportunity to get familiar with Font-
Lab, trying to reproduce the shapes of the drawn letters [fig.5] (the
sketches were not used in FontLab as a background, in order to gain
confidence using Bezier curves and for the eye to get used to the
features of each letter). In addition to that, a first test document was
created, with a selection of words using the same letters as “adhe-
sion”: this way, it was even easier to identify the main problems
created by the scale variations. [fig.6]

Once I started building my own design, one of the first features I
wanted to give to my typeface was a calligraphic aspect (as seen on
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fig.7. From top to bottom: early digital versions from the 8th, 21st & 22nd December 2009.
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fig. 8. Illustration of the diagonal stress (round shapes) [126/151,2 pts]
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fig.10. Actual serifs of Capoeira roman. [111/133,2 pts]
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fig. 9. Studying various serif shapes.
Scale: 90%

some italic shapes) in order to translate liveliness and speed.
b) Finding personality

Even if the first attempts looked considerably unbalanced it was
already possible to spot the early features of the typeface. In order
to stick to the brief, it was therefore necessary to define appropriate
characteristics for this typeface, the main goal being to develop an
original design that would distinguish it from the existing typefaces,
but also legible and functional enough to be used in a magazine.
Consequently, it would be a typeface with relatively low contrast,
fairly pronounced serifs and a certain dynamic stroke movement.

The contrast the lettershapes was added progressively. The first
letters had almost no contrast at all. Once I added contrast, I had to
balance it between the letters, to give them a general homogeneity
when they are set in a text. [fig.7]

In the meantime, in order to insist on this dynamic feeling,
strong bracketed serifs where added and I started playing with the
modulation of the curves, so that they became thinner when joining
with the stems.

During one of the several feedback sessions we had with Gerry,
he pointed out that the nice thing about my design was this dynamic
stroke movement that is noticeable in the bowl of the “d” [fig.8],
and that I should try to reproduce this effect on the other letters.

As a result, the shape of the serif changed as well: in order to ba-
lance the “swinging effect” created by the stroke's movement, both
sides of the serifs have been designed differently (one side bracke-
ted, and the other with a soft angle). [fig.9 & 10]

c) Refinements and adjustments

At some point, I started developing the rest of the character set,
based on the 8 letters I already had. This helped me distinguish the
inconsistencies and the lack of contrast between the letters. Bearing
in mind that the typeface had to be legible and functional, I then
started to set up a system connecting the letters in terms of look in
feel: adjusting the contrast, the proportions, harmonizing the stroke
widths.

One of the main issues was the deep cuts in the strokes connections
where the round stroke met a straight one (e.g. lowercase “n” or

“d”) introducing a shifted and pointy angle in the counters (even
more noticeable at small sizes). Therefore, I was advised to apply a
shallower joint (I noticed later that it would also help the distinction

between the roman and the italic). [fig.11]
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fig.11. Evolution of the letter «n» throughout the design process.
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fig. 14. Interpolation using multiple masters: the previous version
being the first, and the new being the third. Scale: 33%
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fig.16. Trying to introduce liveliness and speed in the drawings of the
italic. Scale: 46%

adhesion

fig.17. Comparing the first version of the italic with the last one.
[63/75,6 pts]

hand

fig.18. Illustration of the main features of Capoeira italic. [201/241,2 pts]
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fig.12. Terminal trials (pencil over printout).
Scale: 30%
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fig.19. Unlike the lowercases of Capoeira ro-
man, the italics are strongly influenced by a
handwritten movement: deep joints, smooth
connections, narrow counters and large
instrokes and outsrokes. [190/228 pts]

I also struggled finding the correct shape and weight for the termi-
nals, and it took me a while to find a shape that would both follow
the general aspect of the rest of the typeface, and stand out enough
to be noticed. [fig.12 & 13]

f .
fig.13. Current terminals of Capoeira regular. [84/100,8 pts]

Besides, I had to adjust the general weight of the typeface, which
was too light when set as a text. On his second visit, Gerard sugges-
ted I should therefore use the multiple master technology, interpola-
ting between the actual weight and a bolder version of it, in order to
find a suitable weight. [fig.14]

d) Building an italic

The design of the italic was introduced during a workshop held by
Victor Gaultney. We were taught how to give a cursive aspect to

the roman, reproducing the movement and the change of direction
of a broad nib pen. To do so, we used two pencils taped together,
drawing on a slanted version of the existing roman and adjusting
over the curves' transition. [fig.15] At the mean time, it was also an
opportunity for me to reintroduce some of the features of the roman
abandoned earlier, like the deep joints smoothly connecting to the
stem. In addition to that narrow counter, and large instrokes and
outstrokes were applied as well (losing the serif of the roman, except
on the descender of the letter “p”). [fig.16,17 & 18]

Thus, after adapting the overall contrast when set next to the roman,
the italic ended up looking much more lively and speed, still mat-
ching nicely with the roman. [fig.19 & 20]

six big devils from japan
quickly forgot how to
waltz. portez ce whisky au
juge blond qui fume.

fig.20. Comparison of Capoeira roman and Capoeira italic as it is now. [29/34,8 pts]

11



H g AvLoT) TOU UTToVPYOL AHLVOG
Geoff Hoon vQmiov T EMLTPOTHG TOV
dtxaoty) Hutton mov Stepeuva Ta atiar
Tov Bavdtov Tov xadnynTy) David Kelly,
MTOV TO TIPOTWPLVO ATIOKOPUPWMUXL OTLG
gpyaoieg ™)¢ emTpomc, xadwg adpto
xato- O£TeL 0 TpwOuToVPYSC Tony
Blair. Mr Hoon said he did not believe
Dr Kelly had been poorly treated. The
defence secretary acknowledged he was
aware of the media strategy whereby
Dr Kellys name would be confirmed if
it was put to officers of the Ynovpyeto
Eowtepixwv. Hy, 35paBCTByHTe,
3[paBCTBYITe. Je Vois que je vous fais
peur, caiuTech U paccKasbIBaiiTe. Tak
TOBOPHJIA B HIoJIe 1805 rojia U3BeCTHAS
AnHa [TaByioBHa lllepep, dppetnnHa u
IpU6IMIKEeHHAS UMIIePaTPUIbI Mapuy

$eoJI0pOBHBI, BCTpeyast BaKHOT'O U
YMHOBHOT'O KHS35 BacuJIusi, IepBOTO
IIpHexaBllero Ha ee Bedep. Eh bien,
mon prince. Génes et Lucques ne sont
plus que des apanages, des ToMecTss,
de la famille Buonaparte. Non, je vous
préviens, que si vous ne me dites pas,
que nous avons la guerre, si vous vous
permettez encore de pallier toutes les
infamies, toutes les atrocités de cet An-
tichrist (ma parole, j”y crois). He said he
did not see how the government could
resist calls for Dr Kelly to appear before
the Commons foreign affairs committee.
Mr Hoon said he asked the committee to
restrict Dr Kellys appearance before it to
minutes out of concern for the scien-
tist. Asked about suggestions that he
didnt want Dr Kelly to be questioned on

fig.21.Greek, Latin and Cyrillic set in a same text [9/10,8 pts]

his views about the dossier,ygiov Tov,
xat T omtota o utopovoay v 08nym
00LV EVEEXOUEVWG OTNV ATTOKGALYY)
Tov David Kelly. Zetpd mavtwg ovjuepa
Vo KOTaOECEL 0TNV EMLTPOTTY EXEL
EVOIG UEPTLPAG TTOV XOopakTNpieTaut
KAEWSL yla TV um6Oeo). IIpdxetTan
Yo Tov eMkepaANG TG EMTPOTNG
70V oLVTOVIeL TNV New Scotland Yard,
John Scarlett. oTBe4aJ1, HUCKOJILKO He
CMYTSICh TaKOIO BCTpeyel, BOIIe/IIITHH
KHS$I3b, B IIPUBOPHOM, IIIUTOM
MyHZHpe, B UyJIKax, GalMaKax, Ipu
3Be3/1aX, C CBETJIBIM BBIPAKEHHEM
IUIOCKOTO JIAIIa. OH FOBOPHJI Ha TOM
U3BICKAHHOM QPAHIIy3CKOM SI3BIKE,

Ha KOTOPOM He TOJIbKO [OBOPYLIH,

HO ¥ [yMaJIY HAIX Je[bl, U C TEMU
TUXVMH, TIOKPOBUTEIHCTBEHHBIMI
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fig.22. Handwritten letters selected by Gerry. Scale: 140%
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fig.24.First experience, and last result of Capoeira Greek, using the letters of the Greek

‘adhesion”. Scale: [105/126 pts]
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fig. 26. A selection of related shapes between
Latin, Greek and Cyrillic. [50/60 pts]
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fig.23. Analysis of selected shapes.
Scale: 71%

2.The reform of the Russian alphabet unde-
rwent a change when Tsar Peter I of Russia
(“Peter the Great”) introduced the Civil
Script between 1708 and 1710. The main
aim of this reform, was to make easier the
printing of non-Church books essentially
by simplifying some letterforms, intro-
ducing some news forms and dropping
redundant letters and shapes peculiar to
Church writings. Consequently, the letter-
forms were westernized and adopted by the
other languages that were already using the
alphabet.

e) Getting familiar with foreign scripts (Greek & Cyrillic)

The design of the Greek and the Cyrillic started independently but
through the design process they both influenced the design of the
Latin. Preserving their singularity, they still share some similar
features (serifs/terminals, relative proportions), which allow them to
appear equally important when set together on a same page. [fig.21]

First of all, we had in the last week of November, a workshop on
Greek held by Gerry Leonidas, that had a great impact on the later
design developments. We were first asked to copy by hand series of
letter combinations in order to get familiar with the script and it's
important influence of the tool. After selecting the letters that had
the right shapes and proportions [fig.22 & 23], we were quickly
encouraged to digitalize a group of letters (used is the same way as
“adhesion”). The result was that the first attempts designing Greek
letters showed a very naive comprehension of the script, being too
influenced by the shapes of existing Greek typefaces (that are often
considered as being “too Latinized”, losing of their handwriting
influence) [fig.24]. So I went back to my first drawings, and tried to
reproduce the shapes that translated the best the use of the tool and
the stress of the stroke (instrokes/outsrokes, uninterrupted connec-
tions, etc.). And once I got familiar with the script and stopped
focusing on isolated shapes, it became easier for me to adjust the
proportions and build a common movement throughout the whole
typeface. Still, when set together with Latin, this latter appeared
more geometric because of rhythm created by the repeated verti-
cal strokes. That's why I had to compensate this effect in Greek, by
condensing some of the round shapes first, and then adjusting the
spacing that needed to be optically balanced (in order to reduce the
condensed effect created by the round letters, frequently clashing
against each other).

aByoEnOIKA UV
OmpogTUhXPw

fig.25. Preview of the actual Greek lowercases. [48/57,6 pts]

Even if historically, Latin, Greek and Cyrillic scripts are closely rela-
ted, Cyrillic has no calligraphic tradition. And since Peter the Great's
reform?, many characters in Cyrillic look very similar to Latin (some
of them are almost identical, while others are strongly influenced by
Latin) [fig.26]. Cyrillic lowercases for example, look very much like
Latin small caps, and have much fewer ascenders and descenders.
Therefore, I decided to try to distinguish the Cyrillic from the two
other script insisting on its strong formal aspect (the Greek being
fairly calligraphic and the Latin sharing both aspects).
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fig. 27. One of Victor's correction on Cyrillic. Scale: 74%
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fig. 28. Screenshot of FontLab's metrics window with the letter combination that allows adjusting the spacing (“x” being successively replaced

by ‘@”, “U”, 7, “d’etc.). Scale: 53%.
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fig. 28. Extract of one of the spacing

test documents, each word using
successively the letters from “a” to “2”
as a first letter. Scale: 150%.

Thanks to Victor Gaultney's visits, I could get regularly feedbacks
from him, which helped me understanding the peculiarities of
Cyrillic letterforms [fig.27]. For example, I was advised to pay at-
tention that not all lowercase letters have to be on the x-height, that
letters that looked very similar shouldn't have necessarily the same
shapes nor the same thickness, that the letters that look like reversed
Latin characters need to be balanced accordingly, etc.

Again, while designing the Cyrillic, I was sometimes going back
to Latin, trying to establish a relationship between the two scripts,
one script getting inspired by the other. This way, I managed to im-
prove much quicker both designs, making decisions for one script
or the other.

f) Adjusting the spacing (test documents)

On a visit, Gerard also showed his method of spacing the letters. In
order for the words to look even in a sentence and therefore im-
proving the overall colour, it was necessary for them to be correctly
spaced. Using several combinations of letters [fig.28], each letter
spacing was adjusted placing the letters between a straight shape
and/or a round shape (in this case, next to the letters “n” and “0”).
Then, series of tests documents were used to check the spacing

between lowercases, capitals and small capitals.
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fig.30. Capoeira has two sets of figures: old style (default) and lining. An italic variant has also been added. [92/110,4 pts]
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fig.33. Screenshot of FontLab's kerning window with the letter combination that allows adjusting the kerning (“v” being successively replaced

by ‘a”, “b”, ¢, ‘d”etc.). Scale: 53%
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fig. 31. Capoeira's extended character set co-

vers Unicode” Latin extend A block.
[16/19,2pts]
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fig.32. The angle and the shape of the
diacritical mark changes according to

the case. [72/86,4 pts]

3 Expanding the character set and adjusting the spacing.

a) Small caps/caps

After defining the shapes of the lowercase letters, the idea was to
develop small capitals. They were designed slightly taller compa-

red to the x-height, in order to adjust the optical balance when set
together in a same text. [fig.29] The small capital letters where then
scaled up to create the uppercase, adjusting their weights and widths
and some of its formal features (larger serifs, stems widths, etc.). The
capital height has been set slightly lower than the ascender height,
in order to reduce clumsiness when set in languages with a higher
frequency of capitals, like German. Moreover, it allows more space
for capital diacritical marks.

fig. 29. Capoeira’s proportions. [65/78 pts]
b) Designing figures

During the design process two sets of figures were created: old style
(also the default set) and lining. Based on the same design, their
height has been adapted to their use, and subtle differences in stroke
endings were created). Later on, an italic version was also added,
with some “wavy” strokes that reproduce the calligraphic aspect.
[fig.30]

¢) Diacritics

Though not specifically mentioned in the brief, I thought that it was
necessary —having already Greek and Cyrillic included in the ty-
peface- to design the diacritics used by the Latin script, in order to
cover the majority of European languages. The peculiar aspect of the
diacritics lays in the fact that they have been design rather short and
bold, and have a relatively steep angle on lowercases, taking full ad-
vantage of the ascender space (as opposed to the shallow uppercase
diacritics, chosen to save more space in terms of leading). [fig.31 &
32]

g) Metrics classes and kerning pairs

Once the spacing was fixed for the majority of the letters, there
were still some pairs where the space between two letters was either
too big or too small. To fix this problem, kerning was applied on a
selection of problematic combinations. In order to keep the number
of kerning pairs to a minimum, and given that a number of glyphs
shared similar shapes, they where gathered together in kerning clas-
ses. [fig.33]
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Conclusion

Capoeira, as it was designed during the MA course was not a fi-
nished project. In order to achieve the goals defined in the brief, it
still needs refinements and adjustments. Many possible improve-
ment and extensions could be added: spacing issues still need to
be fixed, the italic variant should be expanded, a selection of diffe-
rent weights could be added (going from thin to black) as well as a
caption and a display version, tabular figures,...the list could never
stop!

Nevertheless after this year, I consider that I've acquired enough
historical, theoretical and technical knowledge, to get confident

enough to complete the type family and eventually develop a profes-

sional project on my own.

18

ABCDEFGHIJKLMNOPQRSTVWXYZA

LA A e VY

WOASL SNV AN 00 W S N S ANV NV N S A~

IEIITLNNNOOOOOORRSSSTUUUUUU

w 0 N e N 4 A oo

UUWWWWYYYYZZZDPABCDEFGHIJK
LMNOPQRSTUVWXYZabcdefghijklmno

pqrstuvwxyzaadadaaagaeaeCClcceée
seeseéepgaiiitiTifkilnnino6666666a

VIAV N /2 A ee \ /s A

oefrr§ssssRtutttitinudiywwwwyyy
yzzzop A7 ‘@@ &&O®ESEfO
1234567890123456789""ABCDEFGH
IJKLMNOPQRSTVWXYZabcdefghijkl-
mnopqrstuvwxyzaddaéeééiooeufffiffi
] &£0123456789ABTAEZHOIKAM
NZOIIPETY®XPYQA'E'HTIOYY Qu

B ERAL

BySeZnOm}\pv{onpoqwq)xtpwocsnu
{00V WABEMHOPCTTBITKMXIIIIIII
bbDKYbSIISEUYIO3JIINI&ijhk§ ol
EIKYRIBbIbIIBaepyuk6(poXCSBITM

HILDKBBBIIO3IIIITEBLYSIEIBIIAIN. ..

19



Designed by Lilith E. Laborey in july 2009
xelalilith@free.fr

The typeface, the specimen and the RoP were submitted in partial fulfilment of the require-
ments for the Master of Arts in Typeface Design, Department of Typography and Graphic
Communication, University of Reading,

Thanks to: Fiona Ross, Gerry Leonidas, Gerard Unger, Michael Twyman, James Mosley
and all the visiting lecturers for sharing their knowledge. My fellow students with whom I
shared all these hours of work. To my family for encouraging me in my choices.



