Blanchard

A 1ight slab serif, Blanchard is an elegant
typeface suited both for text and display.
The design is reminisicent of monolinear
typewriter faces, but feels less utilitarian
with a unigue beauty. Based on a small size
of type first cut for Blake & Stephenson in the
late 1830sg, it echoes the fashion of the time
when foundries tried to imitate the style of
the engraver. The small size in which it was
originally made informs the joining of the
inner serifs in characters such as A, H, K,
M, U, V, h m, n, v, and xX; an unusual style,
but one which is unobtrusive at small sizes.
Designers Paul Barnes and Tim Ripper also
added a simple italic, making Blanchard a
small, but perfectly formed family.
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THE SPANISH WAR, which began in 1739,
and the French war which soon followed
it occasioned further increase of the debt,
which, on the 31st of December 1748, af-

ter it had been concluded by the Treaty of
Aix-la-Chapelle, amounted to £78,293,313.
The most profound peace of the seventeen
yvears of continuance had taken no more
than £8,328,304. from it. A war of less than
nine years continuance added £31,338,689
to it (Refer to James Postlethwaites
History of the Public Revenue). During the
latter half of the administration of Mr.
Pelham, the interest of this public debt
was reduced from 4% to 3% per cent; or

at least measures were taken for reduc-
ing it; the sinking fund was increased by
2<% per cent, and 1% per cent of the public
debt was paid off. In 1755, before the break-
ing out of the late war, the funded debt of
Great Britain amounted to £72,289,673. On
the o5th of January 1763, at the conclusion
of the peace, the funded debt amounted to
£122,603,336. TThe unfunded debt has been
stated at £13,927,689. But the expense occa-
sioned by the war did not end with the con-
clusion of' the peace, so that though, on the
oth of January 1764, the funded debt was
increased (partly by a new loan, and partly
by funding a part of the unfunded debt) to
£129,686,782, there still remained (accord-
ing to the very well informed author of
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EVERY INTRODUCTION to the prob-
lems of aesthetics begins by ac-
knowledging the existence and
claims of two methods of attack—
the general, philosophical, deduc-
tive, which starts from a complete
metaphysics and installs beauty
in its place among the other great
concepts; and the empirical, or in-
ductive, which seeks to disengage
a general principle of beauty from
the objects of aesthetic experience
and the facts of aesthetic enjoy-

) «

ment: an example of Fechner’s “aes-
thetics from above and from below.”

Methods qf Aesthetics

The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of an
eighteenth-century philosopher,
Baumgarten, to round out his “ar-
chitectonic” of metaphysics that
the science received its nams, as
designating the theory of knowl-
edge in the form of feeling, paral-
lel to that of “‘clear,” logical thought.
Kant, Schelling, and Hegel, again,
made use of the concept of the
Beautiful as a kind of keystone or
cornice for their respective philo-
sophical edifices. Aesthetics, then,
came into being as the philoso-
phy of the Beautiful, and it may
be asked why this philosophical
aesthetics does not suffice; why
beauty should need for its under-
standing also an aesthetics “von
unten.” The answer is not that no
system of philosophy is univer-
sally accepted, but that the general
aesthetic theories have not, as yet
at least, succeeded in answering
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Fuvery introduction to the problems
of aesthetics begins by acknowl-
edging the existence and claims qf
two methods of attack—the Sener-
al, philosophical, deductive, which
starts from a complete metaphys-
ics and installs beauty in its place
among the other great concepts;
and the empirical, or inductive,
which seeks to disengage a general
principle of beauty from the ohjects
of aesthetic experience and the
Jacts of aesthetic enjoyment: an ex-
ample qof Fechners ‘aesthetics from,
above and from below.”

METHODS OF AESTHETICS

The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire qf an
eighteenth-century philosopher,
Baumgarten, to round out his ‘ar-
chitectonic” of metaphysics that
the science received its name, as
designating the theory qf knowl-
edge in the jorm qf feeling, paral-
lel to that of ‘clear,” losical thought.
Kant, Schelling, and Hegel, again,
made use qf the concept of the
Beautiful as a kind of keystone or
cornice jor their respective philo-
sophical edifices. Aesthetics, then,
came into being as the philoso-
phy of the Beautiful, and it may be
asked why this philosophical aes-
thetics does not suffice; why beauty
should need jor its understanding
also an aesthetics “von unten.” The
answer s not that no system of phi-
losophy is universally accepted, but
that the general aesthetic theories
have not, as yet at least, succeeded
in answering the plain questions qf

commercialclassics.com



Blanchard

6 of 14

BLANCHARD ROMAN, ITALIC, 10/13 PT

EVERY INTRODUCTION to the prob-
lems of aesthetics begins by ac-
knowledging the existence and
claims of two methods of attack—
the general, philosophical, deduc-
tive, which starts from a complete
metaphysics and installs beauty
in its place among the other great
concepts; and the empirical, or
inductive, which seeks to disengage
a general principle of beauty from
the objects of aesthetic experience
and the facts of aesthetic enjoy-
ment: an example of Fechner’s “aes-
thetics from above and from below”

Methods of Aesthetics

The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of an
eighteenth-century philosopher,
Baumgarten, to round out his “ar-
chitectonic” of metaphysics that
the science received its name, as
designating the theory of knowl-
edge in the form of feeling, parallel
to that of “clear,” logical thought.
Kant, Schelling, and Hegel, again,
made use of the concept of the
Beautifil as a kind of keystone or
cornice for their respective philo-
sophical edifices. Aesthetics, then,
came into being as the philosophy
of the Beautiful, and it may be
asked why this philosophical aes-
thetics does not suffice; why beauty
should need for its understanding
also an aesthetics “von unten’”

The State of Criticism,

The answer is not that no system
of philosophy is universally ac-
cepted, but that the general aes-
thetic theories have not, as yet at
least, succeeded in answering the
plain questions of “the plain man”
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Fvery introduction to the problems
of aesthetics begins by acknowl-
edging the existence and claims qf
two methods of attack—the sener-
al, philosophical, deductive, which
starts from a complete metaphys-
ics and installs beauty in its place
among the other great concepts;
and the empirical, or inductive,
which seeks to disensase a general
principle qf beauty from the objects
of aesthetic experience and the
Jacts qf aesthetic enjoyment: an ex-
ample of Fechners ‘aesthetics from
above and from below.”

METHODS OF AESTHETICS
The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of an
eighteenth-century philosopher,
Baumgarten, to round out his ‘ar-
chitectonic” of metaphysics that
the science received its name, as
designating the theory qof knowl-
edge in the jform of feeling, parallel
to that qf ‘clear,” losical thousht.
Kant, Schelling, and Hegel, again,
made use of the concept qf the
Beautiful as a kind of keystone or
cornice jor their respective philo-
sophical edifices. Aesthetics, then,
came into beins as the philosophy
of the Beautiful, and it may be
asked why this philosophical aes-
thetics does not suffice; why beauty
should need jor its understanding
also an aesthetics “von unten.”

THHE STATE OF CRITICISM

The answer is not that no system
of philosophy is universally ac-
cepted, but that the general aes-
thetic theories have not, as yet at
least, succeeded in answering the
plain questions qf “the plain man”
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EVERY INTRODUCTION to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of
attack—the general, philosophical, deduc-
tive, which starts from a complete meta-
physics and installs beauty in its place
among the other great concepts; and the
empirical, or inductive, which seeks to
disengage a general principle of beauty
from the objects of aesthetic experience
and the facts of aesthetic enjoyment: an
example of Fechner’s “aesthetics from
above and from below.”

Methods of Aesthetics

The first was the method of aesthet-

ics par excellence. It was indeed only
through the desire of an eighteenth-cen-
tury philosopher, Baumgarten, to round
out his “architectonic” of metaphysics
that the science received its name, as
designating the theory of knowledge in
the form of feeling, parallel to that of
‘clear,” logical thought. Kant, Schelling,
and Hegel, again, made use of the con-
cept of the Beautiful as a kind of key-
stone or cornice for their respective
philosophical edifices. Aesthetics, then,
came into being as the philosophy of the
Beautiful, and it may be asked why this
philosophical aesthetics does not suffice;
why beauty should need for its under-
standing also an aesthetics “von unten.”

The State of Criticism

The answer is not that no system of phi-
losophy is universally accepted, but that
the general aesthetic theories have not,

as yet at least, succeeded in answering
the plain questions of “the plain man” in
regard to concrete beauty. Kant, indeed,
frankly denied that the explanation of
concrete beauty, or “Doctrine of Taste,’
as he called it, was possible, while the
various definers of beauty as “the union
of the Real and the Ideal” “the expres-
sion of the Ideal to Sense” have done no
more than he. No one of these aesthetic
systems, in spite of volumes of so-called
application of their principles to works
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Fvery introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of
attack—the general, philosophical, deduc-
tive, which starts from a complete meta-
Dphysics and installs beauty in its place
among the other sreat concepts, and the
empirical, or inductive, which seeks to
disengage a general principle of beauty
Jrom the ohjects qf aesthetic experience
and the facts of aesthetic enjoyment: an
example of Fechners ‘aesthetics from
above and from below.”

METHODS OF AESTHETICS

The first was the method of aesthet-

ics par excellence. 1t was indeed only
through the desire of an eighteenth-cen-
tury philosopher, Baumgarten, to round
out his ‘architectonic” of metaphysics
that the science received its name, as
designating the theory of knowledge in
the form qof feeling, parallel to that of
‘clear,” logical thought. Kant, Schelling,
and Hegel, again, made use qf the con-
cept of the Beautiful as a kind of key-
stone or cornice for their respective
Dphilosophical edifices. Aesthetics, then,
came into being as the philosophy of the
Beautiful, and it may be asked why this
Dphilosophical aesthetics does not sufjice;
why beauty should need for its under-
standing also an aesthetics “von unten.”

THE STATE OF CRITICISM

The answer is not that no system of phi-
losophy s universally accepted, but that
the general aesthetic theories have not,
as yet at least, succeeded in answering
the plain questions of “the plain man”in
regard to concrete beauty. Kant, indeed,
Jrankly denied that the explanation qf
concrete beauty, or “Doctrine qof Taste,”
as he called it, was possible, while the
various definers qf beauty as “the union
of the Real and the Ideal” “the expres-
sion qf the Ideal to Sense,” have done no
more than he. No one of these aesthetic
systems, in spite of volumes qf so-called
application of their principles to works of
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EVERY INTRODUCTION to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of
attack—the general, philosophical, deductive,
which starts from a complete metaphys-
ics and installs beauty in its place among
the other great concepts; and the empirical,
or inductive, which seeks to disengage a
general principle of beauty from the objects
of aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner’s
‘aesthetics from above and from below”

METHODS OF AESTHETICS
The first was the method of aesthetics par
excellence. It was indeed only through
the desire of an eighteenth-century phi-
losopher, Baumgarten, to round out his
‘architectonic” of metaphysics that the sci-
ence received its name, as designating the
theory of knowledge in the form of feeling,
parallel to that of “‘clear, logical thought.
Kant, Schelling, and Hegel, again, made
use of the concept of the Beautiftil as a kind
of keystone or cornice for their respective
philosophical edifices. Aesthetics, then,
came into being as the philosophy of the
Beautiful, and it may be asked why this
philosophical aesthetics does not suffice;
why beauty should need for its understand-
ing also an aesthetics “von unten’”

THE STATE OF CRITICISM
The answer is not that no system of phi-
losophy is universally accepted, but that
the general aesthetic theories have not, as
vet at least, succeeded in answering the
plain questions of “the plain man” in regard
to concrete beauty. Kant, indeed, frankly
denied that the explanation of concrete
beauty, or “Doctrine of T'aste,” as he called
it, was possible, while the various definers
of beauty as “the union of the Real and the
Ideal” “the expression of the Ideal to Sense,
have done no more than he. No one of these
aesthetic systems, in spite of volumes of
so-called application of their principles to
works of art, has been able to furnish a
criterion of beauty. The criticism of the gen-
erations is summed up in the mild remark
of Fechner, in his “Vorschule der Aesthetik,”
to the effect that the philosophical path
leaves one in conceptions that, by reason of
their generality, do not well fit the particu-
lar cases. And so it was that empirical aes-
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Fvery introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical,

or inductive, which seeks to disengage a
general principle of beauty from the ohjects
of aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechners
‘aesthetics from above and from below.”

METHODS OF AESTHETICS
The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philoso-
Dpher, Baumgarten, to round out his ‘archi-
tectonic” of metaphysics that the science
received i1ts name, as designating the theory
of knowledge in the form of.feeling, paral-
lel to that of “clear,” logical thought. Kant,
Schelling, and Hegel, again, made use of the
concept of the Beautiful as a kind qf key-
stone or cornice for their respective philo-
sophical edifices. Aesthetics, then, came
into being as the philosophy of the Beauti-
Jul, and it may be asked why this philosoph-
ical aesthetics does not suffice; why beauty
should need jor its understanding also an
aesthetics “von unten.”

THE STATE OF CRITICISM
The answer is not that no system of phi-
losophy is universally accepted, but that
the general aesthetic theories have not, as
yet at least, succeeded in answering the
Dplain questions of “the plain man”in resard
to concrete beauty. Kant, indeed, frankly
denied that the explanation qf concrete
beauty, or “Doctrine of T'aste,” as he called
it, was possible, while the various definers
of beauty as “the union of the Real and the
Ideal” “the expression of the Ideal to Sense,”
have done no more than he. No one of these
aesthetic systems, in spite of volumes qf
so-called application of their principles
to works of art, has been able to furnish a
criterion of beauty. The criticism of the Sen-
erations is summed up in the mild remark
of Fechner, in his “Vorschule der Aesthetik,”
to the effect that the philosophical path
leaves one in conceptions that, by reason of
their generality, do not well fit the particu-
lar cases. And so it was that empirical aes-
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EVERY INTRODUCTION to the problems of
aesthetics begins by acknowledging the exis-
tence and claims of two methods of attack—
the general, philosophical, deductive, which
starts from a complete metaphysics and
installs beauty in its place among the other
great concepts; and the empirical, or inductive,
which seeks to disengage a g§eneral principle
of beauty from the objects of aesthetic experi-
ence and the facts of aesthetic enjoyment: an
example of Fechner’s “aesthetics from above
and from below.

METHODS OF AESTHETICS
The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philosopher,
Baumgarten, to round out his “architectonic”
of metaphysics that the science received its
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of
“‘clear) logical thought. Kant, Schelling, and
Hegel, again, made use of the concept of the
Beautiful as a kind of keystone or cornice
for their respective philosophical edifices.
Aesthetics, then, came into being as the phi-
losophy of the Beautiful, and it may be asked
why this philosophical aesthetics does not
suffice; why beauty should need for its under-
standing also an aesthetics “von unten’

THE STATE OF CRITICISM
The answer is not that no system of phi-
losophy is universally accepted, but that the
general aesthetic theories have not, as yet at
least, succeeded in answering the plain ques-
tions of “the plain man”in regard to concrete
beauty. Kant, indeed, frankly denied that the

explanation of concrete beauty, or “Doctrine of

Taste,” as he called it, was possible, while the
various definers of beauty as “the union of
the Real and the Ideal” “the expression of the
Ideal to Sense,” have done no more than he.
No one of these aesthetic systems, in spite of
volumes of so-called application of their prin-
ciples to works of art, has been able to furnish
a criterion of beauty. The criticism of the gen-
erations is summed up in the mild remark of
Fechner, in his “Vorschule der Aesthetik,” to
the effect that the philosophical path leaves
one in conceptions that, by reason of their
generality, do not well fit the particular cases.
And so it was that empirical aesthetics arose,
which does not seek to answer those plain
questions as to the enjoyment of concrete
beauty down to its simplest forms, to which
philosophical aesthetics had been inadequate.
But it is clear that neither has empirical aes-
thetics said the last word concerning beauty.
Criticism is still in a chaotic state that would
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Flery introduction to the problems of aes-
thetics begins by acknowledging the existence
and claims of two methods of attack—the Sen-
eral, philosophical, deductive, which starts
Jrom a complete metaphysics and installs
beauty in its place among the other sreat
concepts; and the empirical, or inductive,
which seeks to disengage a Seneral principle
of beauty from the objects of aesthetic experi-
ence and the facts of aesthetic enjoyment: an
example of Fechner's ‘aesthetics from above
and from below.”

METHODS OF AESTHETICS
The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philosopher,
Baumgarten, to round out his ‘architectonic”
of metaphysics that the science received its
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of
‘clear,” logical thought. Kant, Schelling, and
Hegel, again, made use of the concept of the
Beautiful as a kind of keystone or cornice
Jor their respective philosophical edifices.
Aesthetics, then, came into being as the phi-
losophy of the Beautiful, and it may be asked
why this philosophical aesthetics does not
suffice; why beauty should need for its under-
standing also an aesthetics “von unten.”

THE STATE OF CRITICISM
The answer is not that no system qf philoso-
phy is universally accepted, but that the
general aesthetic theories have not, as yet at
least, succeeded in answering the plain ques-
tions qof “the plain man”in regard to concrete
beauty. Kant, indeed, frankly denied that the
explanation qf concrete beauty, or “Doctrine
of Taste,” as he called it, was possible, while
the various definers of beauty as “the union qof
the Real and the Ideal” “the expression qof the
Ideal to Sense,” have done no more than he.
No one of these aesthetic systems, in spite qf
volumes of so-called application qf their prin-
ciples to works of art, has been able to furnish
a criterion of beauty. The criticism of the
Senerations is summed up in the mild remark
of Fechner, in his “Vorschule der Aesthetik,”
to the effect that the philosophical path
leaves one in conceptions that, by reason of
their generality, do not well fit the particular
cases. And so it was that empirical aesthet-
ics arose, which does not seek to answer
those plain questions as to the enjoyment of
concrete beauty down to its simplest forms,
to which philosophical aesthetics had been
inadequate. But it is clear that neither has
empirical aesthetics said the last word con-
cerning beauty. Criticism is still in a chaotic
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NAME
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ARRO
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BARR
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BKIN
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BROO
BRTH
BWMS
CALG
CAMP
CANM
CARD
CSNH
DATC
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DFOZ
DMOZ
DOVR
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SITUATIONIST INTERNATIONAL (SI)
was a group of international revo-
lutionaries founded in 1957. With
their ideas rooted in Marxism and
the 20th century European artis-
tic avantgarde, they advocated ex-
periences of life being alternative
to those admitted by the capitalist
order, for the fulfillment of human
primitive desires and the pursuing
of a superior passional quality. For
this purpose they suggested and
experimented with the construc-
tion of situations; the setting up
of environments favorable for the
fulfillment of such desires. Using
methods drawn from the arts, they
developed a series of experimental
fields of study for the construction
of such, like that of a type of uni-
tary urbanism.

The sense of constructing situ-
ations is to fulfill human primi-
tive desires and pursue a supe-
rior passional quality. From In-
ternationale Situationiste #1: “This
alone can lead to the further clar-
ification of these simple basic de-
sires, and to the confused emer-
gence of new desires whose mate-
rial roots will be precisely the new
reality engendered by situationist
constructions. We must thus envis-
age a sort of situationist-oriented
psychoanalysis in which, in con-
trast to the goals pursued by the
various currents stemming from
Freudianism, each of the partic-
ipants in this adventure would
discover desires for specific ambi-
ences in order to fulfill them. Each
person must seek what he loves,
what attracts him. Through this
method one can tabulate elements
out of which situations can be con-
structed, along with projects to dy-
namize these elements’”

The first issue of the journal In-
ternationale Situationiste defined a
situationist as “having to do with
the theory or practical activity of
constructing situations. One who
engages in the construction of sit-
uations. A member of the Situa-
tionist International” The same
journal defined situationism as “a
meaningless term improperly de-
rived from the above. There is no
such thing as situationism, which
would mean a doctrine of inter-
pretation of existing facts. The no-
tion of situationism is obviously
devised by antisituationists” They
fought against the main obstacle
on the fulfillment of such superior
passional living, identified by them
in advanced capitalism. Their theo-
retical work peaked on the highly
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SITUATIONIST INTERNATIONAT (SI)
was a group of international revo-
lutionaries founded in 1957. With
their ideas rooted in Marxism and
the 20th century European artistic
avantgarde, they advocated experi-
ences of life being alternative to
those admitted by the capitalist
order, for the fulfillment of human
primitive desires and the pursuing
of a superior passional quality. For
this purpose they suggested and ex-
perimented with the construction of
situations; the setting up of environ-
ments favorable for the fulfillment
of such desires. Using methods
drawn from the arts, they developed
a series of experimental fields of
study for the construction of such,
like that of unitary urbanism.

The sense of constructing situa-
tions is to fulfill human primitive
desires and pursue a superior pas-
sional quality. From Internationale
Situationiste #1: “This alone can lead
to the further clarification of these
simple basic desires, and to the
confused emergence of new desires
whose material roots will be pre-
cisely the new reality engendered by
situationist constructions. We must
thus envisage a sort of situationist-
oriented psychoanalysis in which,
in contrast to the goals pursued
by the various currents stem-
ming from Freudianism, each of
the participants in this adventure
would discover desires for specific
ambiences in order to fulfill them.
Flach person must seek what he
loves, what attracts him. Through
this method one can tabulate ele-
ments out of which situations can
be constructed, along with projects
to dynamize these elements.”

The first issue of the journal
Internationale Situationiste defined
a situationist as “having to do with
the theory or practical activity of
constructing situations. One who
engages in the construction of situ-
ations. A member of the Situation-
ist International” The same journal
defined situationism as “a mean-
ingless term improperly derived
from the above. There is no such
Hairlineg as situationism, which
would mean a doctrine of interpre-
tation of existing facts. The notion
of situationism is obviously devised
by antisituationists” They fought
against the main obstacle on the
fulfillment of such superior pas-
sional living, identified by them in
advanced capitalism. Their theoreti-
cal work peaked on the highly infiu-
ential Semibold The Society of the
Spectacle by Guy Debord. He argued
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UPPERCASE

LOWERCASE

STANDARD PUNCTUATION

ALL CAP PUNCTUATION

LIGATURES

PROPORTIONAL LINING
default figures

TABULAR LINING

PREBUILT FRACTIONS

NUMERATORS &
DENOMINATORS

SUPERSCRIPT &
SUBSCRIPT

STYLISTIC ALTERNATES

ACCENTED UPPERCASE

ACCENTED LOWER CASE
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OPENTYPE FEATURES
FAMILY WIDE

ALL CAPS
opens up spacing,
moves punctuation up

SMALL CAPS

ALL SMALL CAPS
includes punctuation
and figures

PROPORTIONAL LINING
default figures

TABULAR LINING

SMALL CAP
PROPORTIONAL LINING

FRACTIONS
ignores numeric date format

SUPERSCRIPT/SUPERIOR

SUBSCRIPT/INFERIOR

DENOMINATOR
for arbitrary fractions

NUMERATOR
for arbitrary fractions

LANGUAGE FEATURE
Catala (Catalan) | glyph

LANGUAGE FEATURE
Nederlands (Dutch) j glyph

LANGUAGE FEATURE
Polski (Polish) kreska accen t

LANGUAGE FEATURE
Romana (Romanian) s accent

DEACTIVATED

JHish & «Chips» @ £257
JHish & «Chips» @ £257
JHish & «Chips» @ £25?

Quarter: $3,460 €1,895
Annual: ¥7031 £9,215
Quarter: $3,460 €1,895
Annual: ¥7031 £9,215
Quarter: $3,460 €1,895
Annual: ¥7031 £9,215

21/03/10 and 2 1/18...

x1568 + y23 x 718 - 4260
x168 + y23 x 718 - 24260
0123456789 0123456789
0123456789 0123456789

CEL-LA alla COL-LECCIO
IJsselmeer vrijdag 21JDS
ST.0D napojéw KTORYCH

INSUSI totusi ACTIVISTI

ACTIVATED

JHISH & «<CHIPS» @ £257
JHISH & «CHIPS» @ £257

JFISH & «CHIPS» @ £257

Quarter: $3,460 €1,895
Annual: ¥7031 £9,215
Quarter: 33,460 €1,395
Annual: ¥7,031 £9,2156
QUARTER: $3,460 €1,895
ANNUATL. ¥7031 £9,215

21/03/10 and 2%is %s0

158 23 18 4260
X+ yP gt - g
Xis8 ~ Ya3 X Zi1g —

0123456789 o123456789

Q4260

0193458789 0123456789

CELLA alla, cOLLECCIO
IJsselmeer vrijdag Z1JDS
SEOD napojow KTORYCH

INSUSI totusi ACTIVISTI

OPENTYPE FEATURES
FAMILY WIDE

STYLISTIC SET O1
alternate &

STYLISTIC SET 10
nut fractions

DEACTIVATED

The Crown & Candle, Inc
T'otal loss of £21%5 billion

ACTIVATED

The Crown & Candle, Inc
T'otal loss of £21% billion

OPENTYPE FEATURES
ITALIC ONLY

STYLISTIC SET 02
alternate b

DEACTIVATED

1t’s based on contributions

Commercial Classics

ACTIVATED

1t’s based on contributions
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STYLES INCLUDED IN COMPLETE FAMILY ABOUT THE DESIGNERS
Blanchard Roman PAUL BARNES (born 1970) is a raphic and type
Blanchard Italic designer, as well as a partner with Christian

Schwartz in Commercial Type, a type foundry
based in London and New York. He is also a long-
term collaborator with Peter Saville, resulting

SUPPORTED LANGUAGES in diverse work such as identities for Givenchy,
) ] ) ) ‘Original Modern’ for Manchester, the England

Afrikaans, Albanian, Asturian, Basque, Bosnian, football team kit, and the logo for Kate Moss.
Breton, Catalan, Cornish, Croatian, Czech, Danish, Barnes has worked as an advisor and con-
Dutch, English, Esperanto, Estonian, Faroese, sultant to numerous publications, notably
Finnish, French, Galician, German, Greenlandic, Wallpaper*, Harper's Bazaar, and frieze. His in-
Guara,ﬂi', Hawgiian, Hgngarign, 1bo, Icglandio, ' terest in the modern and vernacular is encom-
Indopesmg, Imshj Grael}c, Itghan, Kurdish, Latin, passed in his type design, ranging from the
Latvian, Lithuanian, Livonian, Malagasy, Maltese, contemporary, such as for Bjork, to the British
Maori, Moldavian, Norweglan, Occitan, Po}lsh, lettering of the 18th century that influenced the
Portuguese, Romanian, Romansch, Saami, Samoan, extensive Chiswick typeface (2017). Whilst con-
Scots, Scottish Gaelic, Serbian (Latin), Slovak, sultant to The Guardian, he designed Guardian
Slovenian, Spanish (Castillian), Swahili, Swedish, Egyptian with Schwartz. He has designed type-
Tagalog, Turkish, Walloon, Welsh, Wolof faces for the National Trust in England, the

numbers for Puma at the 2010 World Cup, and
also for the England football team for Umbro.
For Commercial Type, he co-designed Publico

CONTACT
with Schwartz and, independently, Austin, Dala
Commercial Classics Floda, and Marian, amongst others.
110 Lafayette Street, #203 Following the redesign of The Guardian,
New York, New York 10013 as part of the team headed by Mark Porter,
Barnes was awarded the Black Pencil from the
office 919-604-0955 D&AD. They were also nominated for the Design
fax  919-995-9701 Museum ‘Designer of the Year’ In September
commercialclassics.com 20086, he was named one of the 40 most influ-
ential designers under 40 in Wallpaper* with
Schwartz. A year later The Guardian named
him as one of the 50 best designers in Britain.
COPYRIGHT
T1M RIPPER (born 1986) studied physics at
© 2019 Commercial Classics. All rights reserved. Amherst College and worked in educational
Commercial Classics® and Blanchard™ are publishing in China before obtaining an MFA
trademarks of Schwartzco Inc, in graphic design from the Yale School of Art.
dba Commercial Classics. At Yale, he discovered a passion for type design
during a class with Tobias Frere-Jones and
This file may be used jfor evaluation purposes only. Matthew Carter, and was a designer at Frere-

Jones T'ype before joining Commercial in 2016.
Ripper also worked at Fathom Information
Design and independently as a freelance
graphic designer and developer.
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