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When reflecting on this project and my appeal to this topic,
| realized that my personal experiences as a young Turkish
woman who has benefited from modernization of Turkish
Republic has significantly influenced my choice.
Before joining EsadType, | studied Visual Communi-
cation Design in Turkey, during which | took an Advanced
Typography class that changed my perspective on typog-
raphy. Later, | attended a workshop led by Martin Majoor ¥ {Figure 1} The workshop
titled “Designing a Sans in a Day,” which ignited my pas- /"7 >2ne nonebay

with Martin Majoor
sion for type design. SALT Galata, Istanbul e June 11, 2017

Introduction

@ pina pina pina pina pina pina pina pina pina pina pina
[ ‘ |

pina pina pina pina'pina pina pina pina pina pina pina

After graduation, | initially focused more on graphic de-
sign and didn’t pursue my interest in type design further.
However, the pandemic significantly changed my path;

| participated in the TypeParis program, where | had the
opportunity to meet Martin Majoor again. He encouraged
me to pursue my interest in type design, as he probably
saw potential in my work. Motivated by this encourage-
ment, | refined my portfolio and applied and was accepted
into EsadType, leading to a transformation in my life.
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1 {Figure 2} Me and my classmates
in2nd grade
[stanbul, Turkey o November 20, 2003

This project is divided into three parts. In the first part,

I’ll provide some historical context regarding the Letter
Revolution, along with the typographic influences that
were present at that time and how they influenced my
project. The second part focuses on the specific character-
istics of the Turkish language and its alphabet. | will ana-
lyze the grapholinguistic properties of Turkish and exam-
ine general trends in font usage among Turkish speakers.
In the third part, | will guide you through my exploration of
the design process, illustrating how the project took shape,
along with the references that informed my work.

Through my exploration, | gained insights what
contemporary Turkish type design and typography might
make use in today’s design trends. This understanding has
guided meinimplementing a more effective approach to
developing a comprehensive typeface family.

To conclude, | hope this process book enlightens read-

. . . P . 4 {Fi 3} Meand I t
ers with new information on this pivotal topic and opens Figure 3} Me and my classmates

in EsadType

new horizons as it also did to me. Paris, France e May 25, 2024

pﬂ fﬂu-!.rr

My proposal for EsadType is deeply rooted in my Turkish

identity, which significantly influences my approach to | ———— = & e - ‘ lll ”
typography. This identity is shaped by a blend of vari- ol L lle! R ) ' “ﬂ 1 ’
ous cultures, including Bulgarian, Greek, Crimean, and “~ ‘ = et Tl i ‘

Romanian in my case, and reflecting the diverse heritage
of many Turkish citizens today. | find it exciting to be a
living example of this combination of cultural influences.
Consequently, exploring a distinct cultural identity for
Turkish typography within this rich tapestry of influences
has become the focus of my study.

As | delved deeper into the subject, | discovered that
the relatively recent adoption of the Turkish alphabet,
compared to other Latin-based alphabets, is one of the
reasons for the absence of a distinct Turkish typographic
identity. This realization motivated me to explore poten-
tialimprovements in this area.

1l
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The Turkish Letter Revolution was not merely a script
change but a radical transformation in visual and cultural
identity. By replacing the Arabic script with the Latin-based
Turkish alphabet in 1928, the reform redefined the way
Turkish was written, read, and perceived. This shift was ac-
companied by a broader modernization movement, deeply
influencing typographic practices in the country. From
state-issued publications to street signage, the new script
required a fresh typographic approach, often borrowing
from European sans-serif styles while maintaining a dis-
tinct local character. Let’s explore the historical context and
influences of the transformation in terms of this project.

= {Figure 4} Board displaying
new Turkish alphabet
[stanbul ¢ 1928




In 1927-1928, the Turkish Republic underwent significant
transformation under Mustafa Kemal Atatiirk. This period
focused on political, cultural, and social modernization
following the fall of the Ottoman Empire and the War of
Independence. Atatiirk’s vision aimed to establish Turkey as
asecular and progressive state, enabling it to confidently
align with Western nations.

Immediately after World War | and the establishment of
the Turkish Republic, deputies began questioning the shift
to a new alphabet. This proposal was brought up several
times but was rejected out of concern that it would “harm
the integrity of Islam.“

However, Atatiirk was persistent in advocating for this
change. One of his key motives was to modernize Turkey
and align it more closely with Western countries. The adop-
tion of the Latin alphabet was seen as a vital part of this
modernization process. It was intended to promote easier
communication with the West and accelerate Turkey’s
integration into Western culture.

This shift also signified a move toward secularism. The
close association of the Arabic script with Islam led to
asearch for alanguage and writing system compatible
with secular principles. The Latin alphabet was regarded as
more suitable for constructing a modern national identity
free from religious connotations.

With the alphabet reform, there was also a movement
toward simplifying the language, which encouraged the
use of a more accessible form of Turkish in daily life.

In summary, this reform, while reinterpreting ties to the
past, was an essential part of creating a new national iden-
tity grounded in modern, secular, and Western values. 15
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Atatlirk’s transition to the Latin alphabet was the result
of great planning and organization. Many commissions,
meetings and working groups were involved in this pro-
cess and serious steps were taken to prepare the public for
this revolution.

Meetings with experts and many others ensured that
the Letter Revolution was based on scientific and practical
grounds. In his meetings with such experts, Atatiirk was
aware that the alphabet was not only a technical change,
but also a social transformation. Therefore, he took every
step in this process in a detailed and planned manner. This
consultative process played a critical role in turning the
Letter Revolution into a great success in Turkish history
and in the rapid adoption of the Turkish alphabet by the
publicin such short time as 4 months.

In early 1928, Atatiirk organized a commission for the Let-
ter Revolution called Dil Enciimeni. This commission was
composed of linguists, educators and experts in various
fields under the leadership of the Tiirk Dil Kurumu (TDK).
The commission’s task was to develop the most appropri-
ate version of the Latin alphabet for Turkish.

Atatiirk made a series of legal arrangements to
ensure the rapid and effective implementation of the
Alphabet Revolution. The most important of these was
the Alphabet Revolution Law of November 1, 1928. This law
mandated the official adoption of the Turkish alphabet
based on the Latin alphabet and its use in public institu-
tions. With the entry into force of the law, the use of the
Latin alphabet became compulsory in government offices,
schools and printed publications. In addition, special
arrangements were made for the rapid implementation of
the transition to the Latin alphabet in government offices,
official correspondence and the press.

I}
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After the transition to the Latin-based Turkish alphabet
was announced, newspapers began incorporating the
Turkish alphabet daily while still using Arabic script to ease
the change. This swift adaptation involved utilizing existing
inventory, as many people in Turkey were already familiar
with the Latin alphabet and had some fonts in hand.

Fonts like Robur and Clarendon featured the Turkish
letter C without issue— most of the time, since French also
includes this character. However, the cedilla for the letter g
posed challenges, as it appeared less frequently in Western
fonts. A common workaround was using acomma as a tem-
porary cedilla.

To address these challenges, Turkish foundries quickly
started designing new letters. Although original castings
are not well archived, early text fonts likely included sug-
gestions like Paragon or Caslon. For titles, Medidval-Stein-
schrift became widely used due to its compatibility with
Turkish letters and ease of typesetting, making it popular
among both typesetters and readers.

During the introduction of the new Turkish letters, a key
task was teaching the public the new alphabet. This was
done primarily through two methods.

Firstly, new letters were published daily on the back of
newspapers, as Atatlirk believed this exposure was essen-
tial since newspapers were the main source of information.
Secondly, Attendance at Millet Mektebi (ENG. National
Schools) was compulsory for individuals aged 14 to 45, with
programs lasting between two to four months, including
prisoners. To reach villages lacking schools, mobile teach-
ing teams were created. Participants were required to pass
a final exam to obtain a certificate; those who failed had
to retake the course or face potential job loss. This strict
approach was seen as necessary for success.
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Typographic
Influences

= {Figure 15} Yeni Harflerle Resimli
Tirkce Alfabe (ENG. Turkish alphabet
illustrated with new letters)

istanbul ¢ 1928

As mentioned in the previous section, the Latin alphabet
existed in the Ottoman Empire and the early Turkish Re-
public. These letters were acquired from European found-
ries. This acquisition significantly influenced the evolving
visual language and typography of the period.
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Amid the establishment of national schools and increased

newspaper publication of the new letters, there was also

an effort to print books thatillustrated the letters, punctu-

ation, and phrases in both Arabic and Turkish scripts. One

publication that particularly stands out in this contextis
“Yeni Harflerle Resimli Tlirkge Alfabe.”

Books of this nature were designed as practical tools
for ongoing reference. A notable feature of these works is
the use of various fonts, such as Bodoni, Copperplate,and
Medidval-Steinschrift, throughout the text. Additionally,
the book cover showcases several Art Nouveau-influenced
fonts, alongside a Copperplate font with Arabic cuts. While
striving for typographical accuracy, the authors also in-
cluded handwritten examples and printed models for com-
parison, thereby enhancing the reader’s understanding.

Patin ¢ () 5730 Ly o3 Sl 33 Jopr o 421 (i) 2 Finet : 3 B &
ol i o ) gt § A aniiegl J(oly) ey s B 25 / /
: - gzl B Srgs
iL

+ {Figure 16} Yeni Harflerle Resimli
Tiirkce Alfabe (ENG. Turkish alphabet
illustrated with new letters)

[stanbul e 1928
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MEDIAVAL-STEINSCHRIFT

ABCDEFGHIJKLMNOPQRSTUVWXYZ abcdefghijklmnopqrstuvwxyz 1234567890
1

No. 6153. 6 Pt. 136 a 64 A— % Satz etwa 3,2 kg
Spezialitit: Kataloge, Postkarten, Mehrfarbendrucke

No. 6165a. 10/9 Pt.
Handlexikon des praktischen Wissens

No. 6166, 12 Pt. 68 a 28 A—"1 Satz etwa 5 kg

Mémoires des Officiers turcs 45

No. 6168, 16 Pt. 46.a 18 A—¥% Satz etwa 5,9 kg

Handbiicher fiir Drucker

No. 6160. 28 Pt. 24 a 10 A—% Satz etwa 8,6 kg

No. 6164. 8 Pt. 106 a 42 A— Y% Satz etwa 3,6 kg
Nieuwe Goudasche Algemeen Handelsblad 68

No. 6155, 10 Pt. 90 a 36 A— % Satz elwa 4,6 kg
Notes sur les photographies artistiques

No. 6167. 14 Pt. 62 a 22 A—"1% Satz etwa 5,3 kg

Modello della germinazione

No. 6168, 20 Pt. 36216 A—% Satz etwa 7,2 kg

RhineBoatCompany

UneDélibération a Fontainebleau

No. 6161, 32 Pt. 162 8 A—¥ Satz etwa 9 kg

Los placeres causan pena

No. 6162. 42 Pt. 14 a 6 A—1% Salz etwa 10,8 kg

Botanisches Lehrbuch

Aside from the Medidval-Steinschrift and its equivalents,
which appear to be in high demand in Turkish printing at
the time, the widely used serif fonts of that era did not
attract as much attention.

This particular font, Medidval-Steinschrift, can be
observed in various contexts, often making its presence
felt. Its frequent usage has undoubtedly left a mark on the
visual mindset of the Turkish people. Personally, as | have
encountered it repeatedly during my research, | have also
come to appreciate it!

Notably, the font features prominent diagonal ele-
ments in the shoulder connections, the crossbar of the “e”,
and the bowl! of the “a”. Additionally, the capital letters
exhibit an Art Nouveau influence, particularly with the
exaggerated diagonals in the bow! of the “B”, “P”, “R”, and
the arm of the “K”. This unique style has served as a signifi-
cant source of inspiration for my sketches.

5
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MILLET MEKTEPLERI

KIRAATI

|
/e

4

ILK ALFABE TURKI\?G IDMAN CEMi\?ETLERi

that | believe enhance my project! ﬂ L F ﬂ B E v E n E c E
It’s clear that all of the references are capitals and
feature numerous instances of French Art Nouveau, along
with various American interpretations of the style. In addi-
tion to the body text, there was minimal use of lowercase
letters; while they did appear in printing, the majority of
the usage consisted of uppercase letters. This observation
helped clarify some ideas in my mind: rather than getting
lostinintricate details, | wanted to concentrate on simple
structures that incorporate many diagonal elements. Ad-
ditionally, where a diagonal structure seems appropriate
within the classical framework, | decided to take a horizon-
tal approach instead.

21
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If you are unfamiliar with the Turkish language and culture,
you are in the right place. It’s important to understand
various aspects and new insights—many of which | have
learned through this project.

Since this projectis centered on exploring cultural
identity through typography, it is crucial to understand
the alphabet, grafolinguistic elements, and general
tendencies in font selection. Doing so will enable you to
appreciate the projectinits entirety. On y va &
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Alphabet

1 Eker, Stier. Uluslararasi Diinya
Dili Tiirkge Bilgi S6leni Bildirileri,
Ankara, Turk Dil Kurumu
Yayinlari, 2008, p.664

The Turkish alphabet consists of 29 letters in total; with
the addition of the letters G¢, Gg, 09, S5, Oti,landi to the
basic letter set or the English alphabet.

As mentioned before, for this wholesome reform,
much research was done in order to optimize the outcome
and keep it straightforward and as plain as possible. Main
focus for the arrangements of the Latin letters in the
Turkish alphabet erais the principle of avoiding double
and triple letter combinations such as sh, sch, ch, and tsch
for asingle sound, creating an alphabet string that is as
simplistic as possible."’

AaBb Cc C¢DdEe Ff
Gg Gg Hh I i Jj Kk LI
Mm Nn Oo O6 Pp Rr
SsSs Tt Uu Ul Vv Yy Zz

cedillain the letter c
breve over the letter g

the dot on the letter i has been removed

single dot added over the letter

dot above the miniscule of the letter
umlaut added over the letter o
cedillain the letter s

umlaut added over the letter u

W e s e e

The symbols referred to as writing units, graphemes,
characters, or letters in the Turkish alphabet can be
categorized into three distinct groups. The first group
consists of basic letters, which form the foundation of
the alphabet. The second group includes combinations of
these basic letters along with dependent distinguishing
signs that modify their pronunciation or meaning. Finally,
the third group encompasses independent distinguishing
marks, which serve unique functions or convey specific
information. In the following sections, we will delve deeper
into the significance and characteristics of each of these
categories.”

Basic letters: They are a, ¢,i,0,u; b, ¢, d,f,g,h,j,k,|,m,n,p,
Y,s,%,V,Y,2. The mostimportant characteristic of basic let-
ters is that they do not have any functional distinguishing
marks above, below, or next to them.

Combinations of basic letters and dependent distin-
guishing signs: The letters},?, ¢, §, i are formed by adding
distinguishing signs such as breve, cedilla, dot, umlaut, etc.
to some of the basic letters and by removing the single dot
at the top.

Independent distinguishing marks: In addition to the 29
letters, there are two mid-graphic independent separator
signs; the apostrophe (°), and correction mark (), popu-
larly known as the hat, both of which has special tasks and
functions.”

cGg 1111 06 Ss Ui A3 U0

The key distinction between independent separators and
dependent separators is that independent separators have
more than one function, whereas dependent separators
have only one function in letters such as 8, 1,¢,d,s. The
confusion of conflicting functions, which contradict the
principle of using only one written unit for each sound,
cause large masses to avoid these signs.

To acquire a thorough understanding of the structure of
Turkish special letters, it is crucial to conduct a detailed
examination of these characters.

2 Aykan Barnbrook, Oksan Anil.
Tiirkgenin 6zgiin dil motifinin,
frekanslarinin arastirilmasi ve bu
arastirmaya dayali bir metin fontu
tasarimi, istanbul, Mimar Sinan Giizel
Sanatlar Universitesi, 2014, p.147

3 Tiirk Dil Kurumu, Kesme isareti,

accessed February 6, 2020, http://tdk.

gov.tr/icerik/yazim-kurallari/kesme-
isareti/

3l
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BREVE (:3)

The breve, also known as the “hat” in Turkish (TR. sapka),
is used exclusively with the letter G to form G.

This consonant does not have a distinct pronunciation;
instead, it functions differently based on its context.

Its primary purpose is to elongate the preceding vowel.
Furthermore, it never appears at the beginning of a word.

CIRCUMFLEX (3)

The hat sign, or circumflex, is a diacritical mark that appears
on certain letters, altering their sound value. In Turkish,
itis exclusively used on the letters A,\,and U. Its usage is
somewhat polemical due to its multiple functions.

One primary function is to indicate vowel lengthening;

it distinguishes long vowels in words with the same
spelling but differing meanings and pronunciations.
Additionally, in words of Arabic and Persian origin, the hat
sign softens the sound of the letters g and k when they
precede the letters marked with this diacritic.
Furthermore, it is employed in cases where a noun might
be confused with the indicative case or possessive suffix,
as well as with other words, by placing the mark on the
relativei for clarification.

GE3%

CEDILLA ()

The cedillais a diacritical mark used in linguistics and many
languages. It makes the sound of the letter it comes under
more emphasized. In Turkish, it appears on the letters C
and S, forming the graphemes C and $.

These letters were included in the Turkish alphabet

during the Letter Revolution. The letter C exists in French,
althoughit represents a different sound, while the letter §
corresponds to the same sound in Romanian.

o0 o0
O o0 ( I o0
UMLAUT (%)
Umlaut is a diacritical mark utilized exclusively with vowels
in Turkish and several other languages. It modifies the pro-
nunciation of specific letters, typically occurring when the
vowel it affects shifts to a more fronted sound. In Turkish,
umlautis applied to the letters O and U, resulting in the
graphemes 0 and Q.
During the Letter Revolution, these characters were

seamlessly incorporated into Turkish, as they represented
identical sounds to those in German. 33
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Grafolinguistic
properties

The rhythmic structure of Turkish sets it apart from

other Latin-based languages, making it aninteresting
subject for non-Turkish font designers who use Turkish
text to test the balance of diacritics in their designs. This
distinctive rhythm is influenced by various technical and
visual factors, particularly the repetition and arrangement
of letters.

The top 12 most frequently used letters in Turkish and their frequenc;

aeintr d kmuy

11.6% 9.0% 8.2% 7.2% 5.7% 5.1% 4.8% 3.7% 3.4% 3.3%

Vertical and curved letters
Curved letters
Vertical letters

Diagonal letters

The frequency of the most used letters in Turkish categ

In Turkish, 73% of the language is made up of the 12 most
frequently used letters, while the remaining 17 letters con-
stitute 26.1% of the language. With 29 letters, the Turkish
alphabet is relatively large, making it challenging to estab-
4 Aykan Barnbrook, Oksan Anil. . P . y g ¢ g ging
Tiirkenin 6zgiin dil motifinin, lish a consistent rhythm in the text. More than half (58%) of
frekanslarinin arastirilmasi ve bu the letters appear only once every four letters, leading to a
arastirmaya dayali bir metin fontu a
tasarim, istanbul, Mimar Sinan Giizel ~ Scattered appearance.

Sanatlar Universitesi, 2014, p-147 The total frequency of use of 8 vowels in Turkish is

5 Aykan Barnbrook, Oksan Anil. 42.9%, and the frequency of 21 consonants is 57.1%, result-
Tiirkgenin 6zgiin dil motifinin, .. . e .

frekanslarinim aratirilmasi ve bu ing in a balanced distribution between vowels and conso-
arastirmaya dayal bir metin fontu_ nants. Additionally, the average total usage rate of letters
tasarimi, Istanbul, Mimar Sinan Giizel . . .. . o 5

Sanatlar (niversitesi, 2014, p.150 with diacritical marks is 6.92%.

Comparing the frequency of letters in English, Italian,
German, and French to Turkish, it’s evident that Turkish
utilizes a higher proportion of vertical letters and the least
amount of curved letters. Additionally, the presence of
diagonal and curved letters among the frequently used
letters in Turkish sets it apart from other languages.
According to the results of the author’s self-designed
measurements, the total counter space ratio in the first
12 most frequently used letters to the whole alphabet of
Turkish is low compared to other Latin-based languages.
Considering all of these points, we can evaluate the
impact of using vertical letters frequently and curved let-
ters infrequently on readability in Turkish as follows:

@ Vertical letters give the text avertical feeling.

However, it is ideal to have a strong horizontal em-

phasis in the text.

@ Frequent use of vertical letters leads to amonot- & Aykan Barnbrook, Oksan Anil.
. . Tiirkgenin 6zgiin dil motifinin,

onous black and white space, depriving the text tex-  frekansiarinin arastiriimasi ve bu

ture of the harmony created by the counter spaces of /st mavadayalibir metin fortu

6 tasarimi, istanbul, Mimar Sinan Giizel
curved letters. Sanatlar Universitesi, 2014, p.153

English Turkish

hereas nition of the inherent dignity and of the cqual Insanlik ailesinin butun uyelerinde bulunan haysivetin

wiclinalicnable richts of allmembers of the human family is th bunlarnn et levir kabul ctmez hallanmnim tammnmaci
foundation of frecdom. justice and peacein th tld wherea hususunun, hurriyeting adaletin ve dunya barsun temeli
lisrecard and contempt for human rights have resulted in Imasma. insan haklanmm canmmamast ve hor soralmesinin
barbarous acts which ha utraged th nocien [ mankind insanlile vicdammn isyana sevkeden vahsilikler bep olmu
il the advent of a world in which human bein hall nj bulunmasma. dehseten Isullultan Furtulmus insanlarm
frecdom ol o hoand belief and frecdom from fear and want icind inanma hurriyeterine sahip olacaklan bir

has been proclaimed as the hichestaspiration of th mmon lunyanm Furulmast en vukscl amaclar oralals ilan edilmi
peopl hereasiti ntial it man is not o | mpelled bulunmasma. insanin zulum ve baskra karst son care olaral

to have recom voalstresort w rebellion against tyrann vaklmnmaya mechbur Falmamasricin insan haklarmm bir

nicd oppression. that human rights should be protected by th hulaule rejimi ile Forunmasimm csash bir zaruret olmasina

rule of Ia hereasici ntial to promote the development uluslararasmda dosteailiskiler celistivilmesini tesvik cumenin
friendly relations betwveen nations, whereas the peoples of vl bir zaruret olmasina, Birlesmis Villeder halllarmn

the United Nations have in the Charter reaffirmed their faith ntlasmada, insamm ana haklanna insan sahsin haysivet

in fundamental human richts in the dignits and worth of th legerine, erkel Ladmlann csidizine olan imanlarm bir ker
human person and in the cqual righes of men and women lahailan ctmis olmalanna ilerlemeyvi kolaylasurmaya
il have determined to promot ial procr e beter Iaha cenis bir hurriveticerisinde dahaivi havat sartlarn Furmaya
tandards of lite in lager freedom Larar verdillerini beyan ctmis bulunmalarma
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7 Aykan Barnbrook, Oksan Anil.
Tiirkgenin 6zgiin dil motifinin,
frekanslarinin arastirilmasi ve bu
arastirmaya dayali bir metin fontu
tasarimi, Istanbul, Mimar Sinan Giizel
Sanatlar Universitesi, 2014, p.154-156

For optimal legibility, three key factors are important:
x-height, ascenders, and descenders. Two elements that
interfere with line spacing and reduce horizontal emphasis
are diacritical marks and ascenders/descenders.

When analyzing the overall proportions of descenders
and ascenders among the most commonly used letters in
various languages, it is essential to consider their frequen-
cies of use. In particular, the letter t has been excluded
from this analysis, as it does not qualify as a super-extend-
ed letter. Among the languages based on the Latin alpha-
betin the group tested, in Aykan Barnbrook’s work, Turkish
has the highest number and proportion of ascenders
and descenders. However, in these specific texts, we can
see that this thesis is not validated since many words are
repetitive, but the comparison is still evident. This is due
to the frequent use of letters with ascenders and descend-
ersin Turkish, as well as the presence of diacritical marks
and the number of perpendicular lines extending into the
region of the ascenders.’

English

‘eCOgniLonN 0l (e innerenLcign
cnrede o noCrs o
LonN o0 e Cccanc ocece
Cc 2nC co o gn
aCis v nich teeou
cicnLo @ orc it et tuman oeings st
MO/ sJdceCctenCc ocic enCc reeco™ rom ce”
728 dCCN procieiMmecC @s Lte NgnesL@sniraront o Lrecommon
Jcoo ¢ aCrees s essenue Man s 7oL 0 dC CcoMPe eC
<0 ta ¢ recourse 2S.CSO"L .0 "CDC 07 2ge tyrammy
2nC 0dd7ess 0 thu 878 8s70uiC dC Droecied D
‘weo @ acrees Lsessen 0 JoMoweLrece cod
0 rienc rceconsocece
he LUnitec ons cn CcC (¢
N flunaamental human rignts, in the dignity and worth of the
27 Dersonanc N ncecee fgniss o ™M aC omen
ccewermonec o 0.C SOC'2 D"0gCSs 27C deLer
swencecs o ¢ ergerireeccom

Visualization of curve frequency in different lanquag

English

175 Ascenders

61 Diacritics on top

- 0 Diacritics at bottom
45 Descenders

Comparison of the frequency of ascenders,

descenders and diacritics

Turkish

¢ horgo
cre seben o

‘cLomeasite
-lmesini tes il eumenin

ceheienemso
genisoir
cierc

Turkish

165 Ascenders
94 Diacritics on top

27 Diacritics at bottom
30 Descenders
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The fonts that were chosen

SERIF FONTS

As a Turkish person with experience working as a graphic
designer in Turkey, | have developed an understanding of
the font preferences and reading habits of Turkish people.
However, my insights have been largely limited to my own
experiences and those of those around me. To explore this
further, | decided to do a poll on my Instagram.

My objective was to explore various font types to
assess their appeal. For the serif category, | selected well-
known options such as Garamond and Times New Roman

— predominantly used in school essays. | also included
Archer Pro and Roboto Slab to evaluate whether there is
a preference for slab serifs, which are increasingly com-
mon in newspapers today. Additionally, | experimented
with modern choices like Bely, Canela, and Swear Text to see
if users would be inclined towards these modern styles.

SANS-SERIF FONTS

Adobe Garamond Pro Avrial

Archer Pro Calibri

Bely Regular Comic Sans MS

Canela

Helvetica

Roboto Slab Myriad Pro

Spectral

Poppins

Swear Text SF Pro

Times New Roman Verdana

In the sans-serif category, | chose Arial, Helvetica, and SF Pro
to gauge preferences for both grotesk and system fonts,
with SF Pro being widely recognized as it’s featured on all
Apple devices. Calibri and Myriad Pro, both frequently used
as defaults in computer applications, were included as well.
| added Verdana, representing lkea’s branding—where vis-
iting is often more of an experience than a mere task. Comic
Sans MS was included for its familiarity and lasting pop-
ularity among non-designers. Lastly, | took into account
Poppins, inspired by its status as one of Google Fonts’ most
popular font. Let’s now analyze the results.

Which font appeals to respondents more

Sans-serif fonts 111 people 9

Serif fonts 67 people

I showcased various fonts using the Turkish pangram:
“Pijamali hasta yagiz sofdre ¢abucak giivendi.” A total of
178 participants took partin the poll, and the first ques-
tion | posed was whether they preferred serif or sans serif
fonts. Aninteresting 62.4% indicated a preference for sans
serif fonts, which provides a strong lead for me.

In the second question, | asked participants to specify
their favorite fonts within their chosen category (serif or
sans serif). Among serif fonts, the top three choices were
quite clear. Spectral secured the top spot, which | suspect
some mistook for Times New Roman. The second choice,
Roboto Slab, suggests that participants are familiar with
a traditional newspaper aesthetic. While observing the
directionis interesting and could be a possible next step
for my project in the future, | was more intrigued by the
sans serif aspect.

For sans serif fonts, Poppins emerged as the first
choice, which surprised me, as | hadn’t used it before.

It appears to be highly favored among graphic designers,
making it a common exposure for many. The next two
preferences, Helvetica and Arial, indicate that people tend
to appreciate the clean, high x-height, and neutral appear-
ance of stable sans serif options.
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O Spectral

© Roboto Slab Regular
© Times New Roman

O Bely Regular

© Swear Text

O Canela Light

@ Adobe Garamond Pro
© Archer Pro

O Poppins

O Helvetica

© Arial

O Verdana

© SF Pro

O Calibri

© Comic Sans MS
© Myriad Pro

© Pijamali hasta yagiz sofére ¢cabucak giivendi

© Pijamali hasta yagiz softre cabucak gtivendi

© Pijamall hasta yagiz sofére cabucak glvendi

@ Pijamall hasta yagiz sofére cabucak glvend

@ Pijamali hasta yagiz sofére gcabucak glivendi

® Pijamali hasta yagiz sofére ¢gabucak giivendi

O SF Pro Condensed Regular ® SF Pro Thin
© SF Pro Regular ® SF Pro Regular
© SF Pro Expanded Regular ® SF Pro Bold
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Pijamall hasta yagiz sofore
cabucak guvendi

Poppinsi2HNo

Helvetical2Hno

Arial12Hno
Verdanal2Hno

The general tendency was to favor more readable sans ser-
if fonts. In terms of width and weight, the most commonly
chosen options were the middle ones, meaning Regular.
This selection shows the choices for comfortable reading
without being too extreme.

This pointis also supported by evidence regarding the
specifics of the fonts; Poppins, Helvetica, Arial, and Verdana
all feature a high x-height, along with regular weight and
width, making them suitable for sans serif reading.

=& Poppins is a geometric sans serif typeface distin-
guished by its clean, modern aesthetic and versatile
character design. Its neutral appearance complements
various design styles, making it ideal for both professional
publications and casual creative projects.

=& Helvetica, having been one of the most widely used
fonts sinceits launch, is favored by many brands and
served as the system font for various Apple products. Its
classic appeal makes it a timeless favorite for many.

=& Arial, which is heavily based on Helvetica and has been
used as the Microsoft system font for many years, pres-
ents a familiar, safe choice for most users.

u& Verdana is an interesting choice as well. Although it
was the fourth most selected font after Arial and Helvetica
in the same category, | value its inclusion. Verdana stands
out for its unique character. In Turkey, it has come to be
strongly associated with \kea, a place where people enjoy
eating meatballs and shopping to improve their homes.
While | don’t consider it a warm or friendly font from a
typographical perspective, its association with \kea gives
it a connotation of comfort for Turkish people. Notably,
it features elastic proportions, open apertures, and
well-designed legibility—characters like the capital i and
lowercase L can be distinguished easily.

From this small study, | conclude that people in Turkey
tend to relate to more legible and somewhat distinctive
sans serif typography. This gives me direction and confi-
dence that my vision for this project aligns with the prefer-
ences of my target audience.
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Now we are in the part where we dive into the practical
research. | have to say that it wasn’t easy for me to take the
initiative and start an actual sketch. For the longest time,
it was more of a “concept”, and had minimal references.

| was wondering between so few references, thinking it
would be a enough start for me. However, as time passed,
and with the discussions we had with the instructors,

| realized that | needed many more examples to establish
avision in my head about the way | wanted to head.

Thus, | started looking for more references as | was
short on them. The reason why | had so few references in
the beginning was that archiving is not very developed
in Turkey as such so it made my progress difficult. Along
with this issue, another thing was that unfortunately
many collectors keep the ephemera to themselves, which
also makes it very challenging to get access to very useful
resources or photos.

As | continued, | tried to get books that were printed
in that era and second-hand books that had info and visuals
about this subject specifically. Any content was vastly
useful to me; each contained valuable data.

< {Figure 27} Alphabet and Press:
Alphabet Reform and Press Regime in
Turkey 1928—1939

M. Sinan Niyazioglu e Istanbul e 2021

- {Figure 28} National Letters:
Languages and Scripts as Nation-
Building Tools

Marek Nedelka  Brno e 2021

NATIONAL LETTERS




In these books, there were photos and many were mostly
sign paintings. Apart from the printed media, sign paint-
ings were the most valuable for me since | could see the
interpretation of the new alphabet in a more vernacular
context. It showed a tendency, a collective visual prefer-
ence, which helped me make design choices to start with.

W e e S e S et ]
ST, i

-

P

: ' ’ ' * {Figure 313 “Shopkeeper waiting
S R ey o T S Tk it for customers” photo by Faik Senol
ﬁ«“ﬁ w __ & - Aksam Newspaper ¢ March 26,1932
o, j# g : i B <« {Figure 32} Detail from “Istanbul’s
. E u shoe shiners” newspaper article
Fa%  Aksam Newspaper o May 22,1939

= {Figure 29} Detail from
“Panorama of Sirkeci Restaurants”
newspaper article

Aksam Newspaper o October 24,1933

MUSTAHZARAT

FABPILASI

- {Figure 30} Detail from “Local
Goods Exhibition” newspaper article
l|'6 Cumhuriyet Newspaper ¢ August 12,1933
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< {Figure 33} Detail from “Local
Goods Exhibition” newspaper article

Cumhuriyet Newspaper ¢ August 12,1933

= {Figure 34} Detail from TUTTA
postcard (Turkish Travelling &
Tourist Agency)

SALT Research Archive e circa 1920

KAHR OLSUN FUIEARII’[IH ‘
SIMDI BOLRAKI K™ACRGIM

| PnRASIZ BIR
A GUZEL ERKEK
ISTERIM

= {Figure 35} Detail from “Winter
aid” newspaper article (Photo
completed with Photoshop Al)
Cumhuriyet Newspaper e March 5, 1932

= {Figure 36} Detail from “Bu nasil
reklam!” newspaper article

Cumbhuriyet Newspaper e September 4, 1930

- {Figure 37} Detail from “Bu nasil
reklam!” newspaper article
Cumhuriyet Newspaper o September 4, 1930

- {Figure 38} “Book fair in Beyazit”
photo by Faik Senol
Aksam Newspaper ¢ August 30,1932 ll'g
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1 {Figure 39} Sign of “Istanbul
Tailor School”

1930

o {Figure 40} Detail from a CHF
propaganda poster (Corner of the M
completed with Photoshop Al)

circa193o

4 {Figure 41} Detail from TUTTA
postcard (Turkish Travelling &
Tourist Agency)

SALT Research Archive e circa 1920

Along with these sign-painting references, | encountered
some graphics that were created by some of the acclaimed
graphic artists at the time, Ali Siiavi and thap Hulusi Gorey.
Their work made me realize that the diacritics were a mas-
sive playground for them, thus it opened a new playground
for me too.

Here are some of the interesting examples by Ali Stiavi;
who was a world-class photographer and one of the most
prominent Turkish graphic artists best known for his
avant-garde book covers and brandings for TEKEL (the
state monopoly for tobacco and alcoholic beverages).

He enrolled at the Poster Workshop of the Decorative
Arts Department of the Fine Arts Academy (today’s Mimar
Sinan Fine Arts University). There, he became the student
of the founder of this workshop, the famous Austrian
artist Eric Weber. In his designs, as we see above, we can
trace the influence of current art movements like Cubism,
Futurism, and Art Deco.

« {Figure 42} Book cover design of
“Benerci Kendini Nigin Oldiirdii?”

Ali Suavi Sonar 1932

- {Figure 43} Book cover design of
“Halkevi Magazine, Yeni Tiirk Mecmuas!”
Ali Suavi Sonar 1935

T Ali Stiavi is the name he uses
throughout his graphic artist career
and Ali Suavi Sonar, is the name he
uses after. In his signature, he uses
Ali Stiavi but since his legal name was
Ali Suavi Sonar at the end of his life,
I’m using that name in the credits.

5l
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< {Figure 44} Book cover design of
“Kanun Namina”

Ali Suavi Sonar e 1932

- {Figure 45} Book cover design of
“Beni Yakan Bir Ates Var”

Ali Suavi Sonar « 1935

< {Figure 46} Book cover design
of “Kagn1”
Ali Suavi Sonar « 1936

=> {Figure 47} Book cover design of
“it Qriir Kervan Yiiriir”?

Ali Suavi Sonar « 1936

KUTUPANESi

It would be important to highlight the significantimpact
of Ali Suavi Sonar on Turkish graphic art and typography.
He explored the use of diacritics and pushed the boundar-
ies of readability. Despite changing his career path later to
a photographer, he left behind many important works in
typography and should be remembered for his contribu-
tions in this field.

Another very important graphic artist whose work has
contributed a lot to this research is thap Hulusi Gérey.

He was the first international Turkish graphic artist best
known for his illustrations on posters and labels of several
Turkish brands in the Republican era.

He worked and studied in Germany as a result of his
unstoppable passion for painting. It is recognizable that
hap Hulusi, who worked in these schools, was heavily influ-
enced by their aesthetics and technique, and brought this
notion of aesthetics to the Turkish Republic.

T T

BORTTE BiR,BICET

5/

ATATURK ve iNONU '~ ¢

* {Figure 48} National Lottery design
Thap Hulusi Gérey e 1951

< {Figure 49} CHP election poster
Thap Hulusi Gérey e circa1930

= {Figure 503 Book of “K&y Halk
Kiraati” (ENG. Village Community
Reading)

Thap Hulusi Gérey ¢ 1929

siousinsevn HALK KIRAATI
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Germany, this time through \hap Hulusi, significantly
influenced Turkey in various areas, including cultural,
political, economic, and social aspects throughout the
historical process. This influence also shaped the Plakatstil
approach of the pictorial modern period, which emerged
as a product of this understanding. Consequently, this
approach determined the style of advertising in alignment
with the modernist movements in visual culture during the
early period of the Republic. So the West again has been
the reference for the claim of creating a “national culture”
with the projection of Westernization. This visual language
has gained visibility and recognition among Turkish as an
image of our own.

In addition to these ideas, as | recognized several artistic
influences from Turkey based on my visual memory; the
intricate and organic designs of Art Nouveau and the bold
geometricimprints of Art Deco were especially noticeable
in the printed media such as newspapers and books. These
unique styles blended well, creating a rich mix of aesthetic
influences.

After thoroughly reflecting on the three core con-
cepts I've been considering, | began the process of sketch-
ing out the preliminary designs with the tool | believe
is the most closer to thesse references; Witch-pen.

It has the flexibility of a flat brush but the sturdiness of
aParallel-pen, thus, itis the perfect tool to imitate the
sign-painting in a smaller size.

| focused on capturing the distinct characteristics
of each concept, experimenting with different styles and
proportions to see how they could harmonize together in
acohesive design. This stage is all about free exploration,
where | let my creativity flow and translate my thoughts
into tangible outlines on paper.

PRNAYOT PANAYOT HARSEKI] HASTANESI
KANART KUTUPHAS PiLAU GORBA KAHR OLS
UN FUKARAL!K $iMDi BOL RAKI ALACASIM
AGAC YASKEN EGILiR iSTANBUL PERTEV
KADIN ELCANTASI MUSTAHZARAT
YASASIN TURKIYE CUMHURIYET
iISTANBUL TERZi MEKTEBI HAZIR TAKSI
MILLET POLIS KOMISERLI&I BUYUK
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QUZLERIMIZI KAMAJTIRAN MA
MUVAFFAKIYET GUNEJIDIR MiLLT
PiYAN GO GISESI YAJASIN HALAS
KARGAZI ONCE BUEDAYI BILE DI
SARIDAN ALIRDIK $IMDi iPEKLIYE
MEMLEKETTE YAPIYORUZ YAJS
AJSIN GAZiMIZ SEUR MURHEDESI
NE GURE TURKIYE 1919 SENESi
MRAYIS AYININ I9UNCU GUNU SA

SiZE BASKA BIR UiSKiYI ARATMIYA
CAKTIR YENi HARFLERIN BiR FAYD
ASI DAHA TURK DYKUMHANELE
Rl iCIN BUYUK FEYZ VE INKI§AF
HAZIRLAMISTIR BU MILLETIN
ASIRLARDAN BERI HALLOLUNA
MAYAN BIR THTIYACININ BIRKA
SENE ICINDE TAMAMEN TEMIN
EDILMESi YAKIN UFUKTRA GUZ

56

AKBANK YILI FEUKA
LADE BUYUK ‘IKRF\M1
YESI 81/ M‘Lls'l"EQ‘IYE
PASTA BIisKKU\Ji
LERI ENMSALSAL

D= CAY SAATLERINIZDE SAYISI1Z
PASTA R BiSKUVILERINDEN BILHASSA NUGAL!
ATATORK VR iNONU CUMHURIYET HAL
K PARTISININ BASLARIDIR OYLAR v

In these sketches, | aimed to capture what | observed in
the references while embodying a more contemporary
approach. At that time, | often found myself influenced by
the “old” feel of these structures, so | began experiment-
ing with different widths to help break that impression.

| wasn’t certain what | was searching for, only thatit
needed to be blocky and square-like, similar to the forms |
had studied earlier.
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ATATURK ve iNONU
CUMHURIYET HALK PARTiSiNiN BASLARIDIR

OYLARIMIZI ONLARIN PARTiSiNE VERELIM
® .,

GUZLERIMIZI

DUKUMHANE
EDILMESi
HKAMRAJTIRAN
MUVAFFAH

g g
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HAMBURGENT
OGRETMENLER
OKUL K1TABI
ALPHRABETIZE
DOKUMHANE
GOZLERMIZ)

The beginning of the project was promising! As | integrat-
ed various Opentype features, the overall design began to
take on alovely sense of balance and harmony. This direc-
tion was closely aligned with what | envisioned, and | felt
confident moving forward. However, there was one crucial
element missing from the design: lowercase letters!

I began the process of sketching for the lowercase letters.
| used the exact same techniques and metrics that | had
used previously for the uppercase letters. However, | had
to introduce an additional consideration— the x-height,
which I made quite prominent. In fact, the x-height | chose
is almost equivalent to that of the capitals, resultingina
more display visual.

ankara gurids inanc basans
inkilap yeni harf sdratle alisin
Iz eger eger yevinl gazete
S gelecek ayin birinci gsdnd
nden tamamen yeni hamfle
hatirinizdan cikarmayviniz
sOmer 83 Bank Yerli Mallar
Fiatlar: indirdl § gcce scelen
telegraf gege orman gicegi
nildfFer vurgun pigamah yy-
ujig}ory Story orot ¥4l BlcBlo
ssoms oj$ 2 Opening the 24|
Exhibition Sof c}2 4l Next Gene
ration #{¢F 2] Home € &lig|y!
Ten Minutes X2 Musical
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hambugeton
HAMBURGENT
Belgeselligei
toptanciii
computation
Pinocchio

Initially, | was quite pleased with how it looked. The design
had a somewhat square, chunky, and unconventional
appearance, which | felt was a material | could work with.
However, this approach was decided to be very safe and
led to a more expected result. So, | decided to try a new
approach by minimizing the x-height to 3mmand using a
1.3mm Parallel Pen.

nasip patiatiimal tamamianasi
ninem son inli incelenmemesini
pasina egenin tutmamam
haletsin belgelemesinin
hesaplanabilsin selamianan
cebin bilete oimamani

emme solunmasini betonunu
bilememe aigilanmamanin
pinhana liginli buimacasinin
Pahalisinin Tipasinin Tabiatimia
Hastalanmasini Asistana olegunia
Algilanamamasinin ligilensem
Elementine Unutmami Manga
Anonsunun Hapsetmemeli
Isitabilen Sabitienmesine
Menusu Temsilcisisin Limonumu
Gibisinin Imege Nitelenemese
Mesaili ASISTANIM BULANIMINA
SINAMANIN ONAMANIN

ETMESINI NISANININ MATINESINI
GELINEBILSE AHBAPTAN
ALAMAMALI EGO SALMASINI
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This limitation, which | decided to execute, affected my
ability to perform certain features and led me to explore a
different solution: counterless minuscule letters.

This was a significant turning point in my journey and
amilestone in defining the project. It’s not essential to
create perfectly controlled, beautiful letters; my project
is rooted in an era of limitations and naivety. Therefore,
developing counterless forms was not a mistake but rather

the most fitting solution. h a ”
I
k 1

ikSr kdsh gsen Konakiama
d L2

I began examining the sketches more closely. They had a s l

distinctly organic appearance. However, this design wasn’t

completely unconventional; it was just 3mm high and had ka h ka ka m a

very limited movement, all while being made with ink.

| aimed for a more fluid and brush-like style, but

I was advised that this didn’t align with the “spirit” of the

project and that | should pursue a stiffer design instead. k° n a m a m a k

The letters you see on the next page “h, a, k, 0, m” are the

quick trial for it.




As | was leaning towards arigid structure, we had the
opportunity to host Erik van Blokland and Paul van der Laan
as guests for two days and also had a feedback session.

At that time, my project was still somewhat unclear, even
to me, but they encouraged me to closely examine my
sketches, suggesting that they would reveal many solu-
tions. Initially, | struggled to connect with this advice, as

| wasn’t accustomed to the process. However, they recog-
nized the potential in my work and the possibilities it could
unfold in the future.

bhave¢oataz
' L e
ikSr kdgh gen

68 hakc

Kznumlanma
DUSCYAZMAK
HALELENMER
Sragtirma
zsUriegme
Cankuiags

| enjoyed this style because it closely resembled what | had
sketched. The feedback | received was very relevant. But
there was something | was kind of missing: my references
were not at all organic and | ended up conveying the tool
itself more as | was digitalizing. | prefer organic lettering,
so my goal became to incorporate this organic quality into
the overall structure rather than justin the details.
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hamburs
eréntsi

crdntst

Then, | was very involuntarily executing but now under-
stand that it was theright call. It turned out to be a valu-
able exercise, as it helped me better grasp my sketches
and the direction my hand was exploring, which was quite
different from my original vision.

| had to remove all the small details, stripping it of its
interpretations. And gradually, it began to take shape
—slowly, but it was moving towards a solid form.

kOrdanik
merakianma
IPDAZAF

rmete
Imsandst
merhemiceme

I had quite a difficult time balancing the organic shape with
amorerigid design. | found the term “stiffer” to be nega-
tive, so finding the right balance and transition was
asignificant challenge for me.

|



Since the counter for the minuscule “a” was absent, | be-
gan to question whether the other counters should also be
absent or how they should be handled. Along with various
details that needed attention, | started experimenting with
different treatments for the counters.

While doing that, | tried not to lose focus on maintain-
ing an organic rhythm within the rigidity.

1

dérdmiemexk
SIrakiadaK
OLONYASIZ
Eretmenlier
MERRAKHLANMA
mormeneckse

| primarily focused on this style until the summer. After
that, | aimed to balance the proportions that may have
been overlooked earlier, as this is the foundation of the
entire project.

This process has been both an exercise and an exper-
iment, and | have developed numerous solutions to my
challenges. Regardless, it remains open to interpretation
and further exploration.

B
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While | delved into the heavier, chunkier research—Ilet’s
refer to it as the Heavy style—| became curious about
the possibility of creating a lighter and narrower version.
Given the bulky and display nature of the heavy design,

| believe this alternative could become necessary at some
pointin the future.

My initial references leaned heavily toward a solid,
boxy aesthetic, characterized by thick lines and a sturdy
presence. However, they didn’t carry an excessive amount
of weight, which allowed me to realize that a different
approach might be more effective. Thus, | had to begin

exploring solutions for a narrower and lighter design.

MEDIAVAL-STEINSCHRIFT

ABCDEFGHIJKLMNOPQRSTUVWXYZ abcdefghijklmnopgrstuvwxyz 1234567890
1

No. 6153. 6 Pt. 136 a 64 A— % Satz etwa 3,2 kg
Spezialitit: Kataloge, Postkarten, Mehrfarbendrucke

No. 6165a. 10/9 Pt.
Handlexikon des praktischen Wissens

No. 6166, 12 Pt. 68 a 28 A—"1 Satz etwa 5 kg

Mémoires des Officiers turcs 45

No. 6168, 16 Pt. 46.a 18 A—¥% Satz etwa 5,9 kg

Handbiicher fiir Drucker

No. 6160. 28 Pt. 24 a 10 A—% Satz etwa 8,6 kg

No. 6164, 8 Pt. 106 a 42 A— ¥ Satz etwa 3,6 kg
Nieuwe Goudasche Algemeen Handelsblad 68

No. 6155, 10 Pt. 90 a 36 A— % Satz elwa 4,6 kg
Notes sur les photographies artistiques

No. 6167. 14 Pt. 62 a 22 A—"1% Satz etwa 5,3 kg

Modello della germinazione

No. 6168, 20 Pt. 36216 A—% Satz etwa 7,2 kg

RhineBoatCompany

UneDélibération a Fontainebleau

No. 6161, 32 Pt. 162 8 A—¥ Satz etwa 9 kg

Los placeres causan pena

No. 6162. 42 Pt. 14 a 6 A—1% Salz etwa 10,8 kg

Botanisches Lehrbuch

It was an opportunity to implement this transitional
grotesque sans-serif into use. For a long time, | referred
toit as the “Art Nouveau” typeface because its style and
cutting were roughly from that period. However, after
discussions with Patrick, David and Martin, | realized that
itis neither a classic Art Nouveau nor an Art Deco typeface;
itis something onit’s own. | appreciate that it occupies
somehow a middle ground because the project | envision

is also somehow a hybrid/transitional concept. Therefore,
it seems fitting to reference the Medidval-Steinschrift.

ONURLANDIK

| AHMACUNCUYU
POPULASYONU
YOGURTHANE
ARKADASCH
ZAMAZINGOLO

It was becoming an interesting exercise to consider the
balance between counter space and how black interacts
with it, as this was not an issue to such an extent in the
Heavy style.

)
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| decided it was time to revisit my references. One detail
that stood out to me in the light, sans serif lettering was
that they were all very compressed, while my current ver-
sion was aregular width.

The technique of fitting as many letters as possible
was commonly used and could be seen in nearly every sign
and graphic application. Consequently, | began digitally
sketching a more compressed and slightly thicker version
of the lettering.

I}
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The design appears more compressed than simply nar-
row, so let’s refer to this as the Compressed font, which
letter below, who are we to stand in its way?

Itisimportant to acknowledge that the various dia-
and incorporation into this version. This aspect is notably
influenced by German typographic traditions; however, the

meyvelenme }ﬂkamatik Hambursgei 0"
also looks sharp! It aligns more closely with my references
and my initial vision. The decision to design diacritics was
uncertain, but this process is definitely pushing my bound-
aries and challenging me. If a cedilla wants to embrace the
critics present in this style required careful consideration
diversity of diacritics presents a valuable opportunity for
graphic artists to explore their creative possibilities.
| found great satisfaction in the process of implementing
these elements.



For some time, | used a thin, angled, and elongated stroke

as the foundation for the diacritics. However, as the proj-

ect progressed, | aspired to explore a variety of potential

forms for the diacritics, given the numerous references

available. ,

| began experimenting with various options but ulti-
mately decided to adopt a more conventional approach to

| J [ J ®
the diacritics, creating a second stylistic set for them. This “ ”
allows users to select from the available options based on
their specific usage requirements.
Therefore, this concludes my search for the founda- .

tion and display aspects of my project.

Mavi K ﬂgﬂ I’:I:lgl:’kalan
Usenceg (it

Hiristiyan>
. diyor.
Mav KOSK curugu
USENGEC UMIT
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So far so good. To achieve the desired overall aes-
thetic, | focused on revisiting and reworking some
of the existing graphic elements from that period.
This process helped me visualize the creative goals
| wanted to achieve.

B e
YARIN AKSAM

IPEK Sinemasinda

Biiyilkk Sinema Miisameresi Olarak
1941 - 2 Sinema Yilinmn
BIRICIK TORK FILMI

LY '..-f" &

.GALIP |
_ FATMA ARKAN_
SUAYI TEDU

Numaral koltuklar bugiinden itibaren IPEK
sinemasinda satumaktadir Tel: 44289 uuuumdd

You can see here that, recreating this movie adver-
tisement from that era with the styles | had was quite
challenging.

It meant | had two options: either take a differ-
ent approach with my existing styles—like using
a thinner version of the Heavy font—or explore
something completely different, such as a text cut.
At that time, the first option didn’t seem viable be-
cause | wanted to explore and learn new approaches
rather than simply studying another weight.

yarin ak;am

iPEK Sinemasinda

Blydk Sinema Mlsameres: Olarak

BiRiCiK TURK FiLMi

BAS ROLDE
ERTUCRUL
MUHSIN

CAHIDE
GALIP
FATMA ARKA
SURAVITED

numarali koltukiar IlllS“Il‘GII itibaren
ipek sinemasinda satiimaktadir
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s font mankumu
hamugtontik > ™20

i gOoUiK mimari
hamugron Komutan logar

It had a nice flavor and it provided a useful exercise in iden-
tifying my preferences for a text cut. However, the overall
feedback suggested that itis not appropriate for a text cut
and cannot be utilized in longer texts.

Up to that point, | had not intended for this to func-
tion as a text cut for a book or extended reading. My ob-
jective was simply to create an interesting middle font
suitable for smaller text sizes, in contrast to the Heavy
and Compressed options since the Heavy and Compressed
fonts are designed based on sign painting and are intended
for larger sizes anyway.
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Later that same day, | was advised that a possible solution
was to examine my existing Heavy style and analyze its
structure. The idea of “counterless” presented an even
more significant challenge; | needed to address the ques-
tion of how it would look.

BRCTD
MNOCOPQRSS T

¥ {Figure 80} Tracing the skeleton
of the Heavy to achieve a structure
for Text

6 May
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Even though it wasn’t the final version, the capitals began

o
to take shape significantly. Since all of my initial refer-
ences were capitals, this feeling of historical and cultural
significance became much more evident in them, and | was

deeply invested in this process.

One particular challenge | encountered was with the
descender diacritics. There wasn’t enough space for them
because the x-height was already taking up alarge portion

o
of the available space. While | could fit a cedillain, it ended
up looking illegible and more like a mistake. But | will elab-

orateon thatlater!

At this point, | was very excited to be exploring a more
structured text-like font while maintaining an interesting
overall feel that related to my references.

| could see that it wasn’t quite perfect yet, but part

o mesredto e sl gtk o PANTOLONCU
tuhaflasma
Gulumsemek
YANARDONER
Agaclanmak
deKorasyon ’
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HambUrgefrosti
HambuUrgefrosti

HambUrgefosti
Hamburgefosti

I was beginning to feel that my design was becoming more
legible, especially compared to the other display fonts

I had created. However, my instructors still didn’t consider
it suitable as a “text font.”

During my progress, | discovered the Dina Chaumont
type family, created for the city of Chaumont in France.
This type family included both Display and Text versions,
and the Text version closely resembled what | was de-
signing at the time. Although it was different and related
to acompletely different context, the metrics were very
similar. This discovery gave me hope to label my design as
a“text” typeface confidently.

Text ExtraBold Italic Uy caractére typoe‘raphique
pour Chaumont, « Ville du graphisme»

TextRequiar Graphisme au carré Enroulé comme une affiche
détachée de son support, tout sourire et saisien
pleine course, il nous en dit long déja, malgré sa trés
simple apparence. IL fait partie des quelque deux cents
picto-grammes associés au nouveau caractere
typographigue inventé par Le studio Baldinger « Vu-Huu
pour Chaumont (Haute-Marne): fruits, fleurs, plantes,
animaux et vélos, champignons, crayons, boissons
et ballons. Mais, comme ceux qui représentent le blason
de La ville ou e viaduc surplombant La Suize, il se
distingue en indiquant un élément important du patrimoine
chaumontais. Clin d’ceil a limage congue par Raymond
Savignac pour annoncer Le premier festival de Uaffiche
accueilli en 1990 (la Face joviale a perdu sa couronne
mais gaghné deux jambes), ce personnage-mascotte
emblématise une orientation de Chaumont que pérennise
Le Signe — Centre national du Graphisme depuis 2016 —
avec ses expositions, son exceptionnelle collection
d’affiches historiques et contemporaines, et la poursuite
réguliére d’un événement international attirant depuis
plus de trente ans des étudiants et des professionnels
des quatre coins du globe. L'élaboration d’une nouvelle
identité visuelle pour La ville supposait une double
responsabilité, une sorte d’exemplarité supérieure
afin de répondre, ainsi que dans toute commande de ce
type, aux multiples besoins de communication et
de signhalétique urbaine, mais en exprimant de surcroit
La spécificité méme du design graphique.

TextRegular talic. DI § Chaumont C'est par le jeu qu’André
Baldinger, Toan Vu-Huu et leur équipe ont choisi de
traiter la demande qui leur était adressée. En commencant

Dina Chaumont

par en définir les régles. La création de ce caractére
typographique spécial-devrait non seulement offrir a la ville
le moyen de se manifester de maniére singuliére, mais
aussi permettre des usages varies, a la Fois Fonctionnels et
ludiques, accessibles a tous. Le systéme, modulaire,
se'baserait sur la norme DIN A (mise en place en Allemagne
dans les années 1920, adoptée sous le code ISO 216 en
1975 par l’'organisme international de normalisation et
utilisée aujourd’hui dans une large majorité de pays)

ou chaque rectangle peut se diviser en deux dans un

sens et se doubler dans lautre sans que jamais les
proportions ne varient. Le standard de a Feuille Ay et A3,
connu de tous, rendrait familier espace unitaire a
occuper et Faciliterait la prise en main du nouvel alphabet.
Toutefois on ne se limiterait pas au Format des papiers:

le principe se déclinerait de Uinfiniment petit & Uinfiniment
grand. Horizontaux ou verticaux, en «paysage » ou
«portrait », les modules se combineraient a loisir pour
former, a n’importe quelle échelle, un mot, une phrase,
une annonce, une enseigne. Ainsi fut dessiné le Dina
Chaumont Display, chaque lettre s’épanouissant dans

un quadrilatére identique. Ainsi Fut déterminée, légére

et sur le mode de Uinvitation plus que de la contrainte,

la charte de ses applications.

TextBold Genius Loci Un caractére typographique
s’associe a une ville selon des modalités variées et
parfois imprévisibles. Celui du métro londonien, depuis
sa création par Edward Johnston dans les années
1910, par métonymie et au Fil du temps s’est installé
comme la marque de la capitale anglaise. Pour
Hanovre, Lune des premiéres cités allemandes a équiper
son administration de supports au Format DIN, Kurt
Schwitters —artiste Dada, mais non moins graphiste—,
chargé de la communication municipale de 1929 a 1934,

municipalite

Mediatheque

9l



During the summer, | decided to take a break from work-
ing on my styles. | felt a sense of blindness toward them,
which significantly affected my decision-making. Despite
this decision, | wanted to continue exploring the subject.

[ visited Cumhuriyet Gazetesi, a newspaper that has been in
operation since 1924 and is still in business today.

While there, | had the opportunity to view their ar-
chives of printed material from their establishment to the
present day. | discovered many examples of the transitions
that occurred during the Letter Revolution, along with
numerous photographs.

One important discovery for me was the font—or
rather, the mixture of fonts—used in the body text. It’s
completely understandable in many situations, as they
likely didn’t have a complete font set and had to borrow
from other fonts. In this case, they did an excellent job
combining them! For instance, even though the “g” is
clearly in repetition, suggesting that it was cast at that
time, they did not use just one font. You canrecognize
the difference by comparing the serifs and examining the
letters like “0” and “d”.

A particularly prominent font | identified was Paragon,
designed by Joan Michael Fleischman. After analyzing the
proportions in these examples, | decided to incorporate
similar proportions into my design from the previous year.

Bmm OZ Tu1k dilimizde daha Zlyade hos
daha Zlyade mergup ve muteber bi
manay1 haizdir .Bu kelime bizde 6nde giden,
ve yalniz 6nde giden degil, ayn1 zamanda giizel
ve biiyiik hamketlele pisva - olan l\lmsenm
g vashdr.
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$
¢
i
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elle eftoit belle nonobftdnt I'dge ,qiril
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Tiirk  Tirk
mergup mergup
valnmiz vyalniz
pisva pisva
vashdir. vasfidir.
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Hamburgefosti

Hambiirgefosti

These proportions were not very familiar to me. | had never
worked on a project that featured such interesting propor-
tions, particularly in the capitals. While it felt somewhat
unusual, it was still an enjoyable process.

| aimed to keep the diacritics on the more exaggerated
side since the design was inspired by the display versions;
| wanted them to appear daring.

Another point to note is the “s” with a cedilla. In the
newspaper, the “s” has acomma beneath it, not a cedilla as
seen in the Romanian letter “s.” The Turkish “s” is derived
from the Romanian “s,” so | chose to hold that distinction.

COZUCULUK
yazi gorselligi
Diislindiirme
KARINCALA
Umutlanmak
sadelestirme

9
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Hidirellezin kékeni hakkinda gesitli fikirler ortaya aulmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta Dogu ile Anadolu kiiltiirlerine ait oldugu, bazilari ise islamiyet 8ncesi Orta Asya Tiirk kiiltiir
ve inanglarina ait oldugu y&niindedir. Eski Tiirkler Haziranda baharin gelisini kutlardi. Giinlimiizde de Anadoluda dilek dilenmis kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmekte
dir.

Hidirellezin k&keni hakkinda cesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta Dogu ile Anadolu kiiltiirlerine ait oldugu,
bazilari ise Islamiyet &ncesi Orta Asya Tiirk kiiltiir ve inanglarina ait oldugu yoniindedir. Eski Tiirkler Haziranda baharin gelisini kutlardi. Giiniimiizde de
Anadoluda dilek dilenmis kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedir.

Hidirellezin kdkeni hakkinda gesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta Dogu ile An
adolu kiiltiirlerine ait oldugu, bazilari ise Islamiyet dncesi Orta Asya Tiirk kiiltiir ve inanclarina ait oldugu ydniindedir. Eski
Tiirkler Haziranda baharin gelisini kutlardi. Giinlimiizde de Anadoluda dilek dilenmis kagidi agaca asma, atesten atlama gibi
eski Tiirk ritiielleri devam etmektedir.

Hidirellezin kékeni hakkinda gesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta Dogu
ile Anadolu kiiltiirlerine ait oldugu, bazilari ise Islamiyet 6ncesi Orta Asya Tiirk kiiltiir ve inanclarina ait oldugu
yoniindedir. Eski Tiirkler Haziranda baharin gelisini kutlardi. Giiniimiizde de Anadoluda dilek dilenmis kagidi agaca
asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedir.

Hidirellezin kdkeni hakkinda cesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta
Dogu ile Anadolu kiiltiirlerine ait oldugu, bazilari ise Islamiyet &ncesi Orta Asya Tiirk kiiltiir ve inanglarina ait
oldugu yéniindedir. Eski Tiirkler Haziranda baharin gelisini kutlardi. Giinlimiizde de Anadoluda dilek dilenmis
kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedir.

Hidirellezin kékeni hakkinda gesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellezin Orta Asya, Orta
Dogu ile Anadolu kiiltiirlerine ait oldugu, bazilari ise Islamiyet &ncesi Orta Asya Tiirk kiiltiir ve inanglarina ait
oldugu yoniindedir. Eski Tiirkler Haziranda baharin gelisini kutlardi. Giiniimiizde de Anadoluda dilek dilenmis
kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedir.
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The overall proportions | established on September 16

® e
marked a significant turning point for the project. Howev-
er, legibility was not very high, particularly for Turkish, in a I I I l I r e O I l S
smaller text sizes and longer paragraphs. ’

To address this, | experimented with digital sketches
in InDesign, adjusting the width to find the best design fit.
(page No.) I discovered that increasing the width to 108%
yielded the best results.

Subsequently, lincorporated horizontal stress to oo
enhance the reading experience, especially for Turkish and a I I I u r e O n t
other languages with many vertical stems.

After along process of harmonizing the overall style,
| focused extensively on diacritics to accommodate as

many languages as possible. This effort led to the “final”
version of Text Regular that is currently in use. ®

baskomutan Hamblrgefonts
ATATURKCU -
Nemalanmak Hambilrgefonts

UGULTUSUZ Hamburgefonts
mahremiyet

«Leyla Gengalp
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My motivation for this turning point originated purely
from an educational and functional perspective. Those
familiar with me can affirm to my desire to learn extensive-
ly and create something of value. My goal for this project is
to develop a cohesive typeface family that can be effective-
ly utilized across various contexts.

While finalizing the Text Regular version, | also sought
to study weight variations, which led me to create a Bold
version as well.

Hamburgefonts
Hamburgefonts

| was very pleased to have nailed the Bold in one go! However,

| also understand that having a more exaggerated end of the
spectrum is useful in many contexts, so | decided to go with
the feedback and work on an Extrabold instead.

Turkish has a dynamic structure that has evolved over time
through interactions with different languages. During the
Ottoman era, many words of Arabic and Persian origin were
integrated into Turkish, becoming widespread in official
documents and literary works. However, the spoken lan-
guage used by the general population remained distinct
from this complex structure.

The Alphabet Reform, followed by the Language Reform,
aimed to simplify and clarify Turkish. Efforts to replace Ar-
abic and Persian-derived words with their Turkish equiva-
lents gained momentum. The establishment of the Turkish
Language Association in 1932 played a crucial role in this
process, conducting extensive research to shape the vo-
cabulary of the modern Turkish language. Today, remnants
of Ottoman-era words coexist with contemporary Turkish,
reflecting the language’s ability to evolve while maintain-
ing its historical roots.

103



| decided to create an Extrabold version because | knew

I lacked the experience to effectively design a bold type-
face based on an existing Regular version. As it turned out,
creating the base alphabet wasn’t too difficult, but the real
challenge came with the diacritics. Figuring out how to
design these diacritics and maintain proper contrast was
quite aroller coaster journey, but it was also very insight-
ful.l'learned a great deal from the experience.

Hamburgefonts
Hambiirgefonts
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Adil Caglar
LIMONLUK
behemehal
Bayraktar
KELOGLAN
fortepiano

The Alphabet Reform, followed by the Language Reform,
aimed to simplify and clarify Turkish. Efforts to replace
Arabic and Persian-derived words with their Turk-
ish equivalents gained momentum. The establishment
of the Turkish Language Association in 1932 played a crucial
role in this process, conducting extensive research to shape
the vocabulary of the modern Turkish language.
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This s Stter®in!" s°mething
—Both Sébastien Morlighem and Erik van Blokland c ]
ursive

Now, it is time for a completely different style! In my refer-
ences, | found this book cover on Instagram, which com-
pletely stunned me. The cursive elements at the top and
bottom were not something | had seen frequently in my
other references, but they caught my attention so much
that | wanted to incorporate them into my project.

Finding this book was not easy. The one | discovered
on Instagram had a watermark from the collector, and he
didn’t grant me permission to use it. Thus, | had to locate it
in Turkey from France, specifically at the National Library of
Turkish History Institution, and they were very kind to assist
me from afar.

Of course, it wasn’t only about the cover; | also wanted
to read the book to gain insights for my project and discov-
er who designed it so | could study the cursive style further,
but unfortunately, the graphic artist is not credited inside.

Initially, during discussions with my instructors at
EsadType, we believed the design was influenced by Ger-
man cursive handwriting known as Siitterlin. However,
during the summer, while speaking with my Turkish graph-
icdesigninstructors, | learned that this specific style was
taughtin schools then, and the cover’s artist had stylized it
even further.

(E
/ljmgmvea)mdm

1 < {Figure 91} Both images: Harf
inkilabi 1928—1938 Tarih, tahlil, tasvir

1938
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I began searching for more references to support myidea
of combining these styles. | discovered that this combina-
tion was nearly always paired with either a blocky sans serif
font or thin, narrow sans serifs in the titles. Coincidence?

| believe not! As aresult, | decided to start sketching a con-
nected cursive structure to be used exclusively for the titles.

"You HAVE to do the scwipk.
It's the essence of the ywoject.”

—Frederik Berlaen

+ {Figure 92} Yedi Giin magazine,
Issue: 292

1938

¥ {Figure 93} Yedi Giin magazine,
Issue: 203

1937

< {Figure 94} Yedi Glin magazine,
Issue: 220

1937

- {Figure 95} Book cover design for
"Zehir Olsa"

Halis Bicer ¢ 1962
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I began my research with the first book | encountered,
“Harf inkildb1.” Since | had few references to consult,
| decided to conduct practical research on the structures

myself. | focused on key design features that caught my

attention: the loops are quite prominent in the ascenders
and descenders and the letter “k”, the “t” is as tall as the
ascenders, every letter is connected, and the pointy shoul-

ders on the letters h, n,m, and r contribute to an impres-
sion of speed.
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It was a challenging style to work with. | had never done a
connected typeface before, so while | was trying to figure
out the rest of the project, it was very difficult to come up
with a clear solution that aligned with my vision. | decid-
ed to putit on hold for awhile, believing that the answer
would become apparent to me when | was ready.

11k

Just before the summer break, | decided to revisit the
Script style and realized that | needed more sketches to ful-
ly grasp it. Perhaps | was overlooking something, or maybe
I needed an entirely new approach.

While searching for structure and solutions, | noticed
something unexpected: my sketches had a backslant simi-
lar to the way | write in my daily life.

Agrwwouda Azl Emsal Biygiime Atilingetide ¥ Kedr VAzew Cebr Am
Froyonborwndar  arshanfonde  wrrdow vweredew woewdunw  neorua
okt aboimelr atbowmbmatnv  alglamekton alglomakis
TNy FounH P | pompVWk . popi pawpampen Une
Besthros, alkear yapnborwndan yosmbanmdors sayv Aordly.,




/ Upon discovering the different slant, | found the process
to be both easier and more challenging at the same time.
Coming from something that was directly based on my
handwriting felt familiar, which led me to believe it would
be simpler. However, | soon realized that while the hand-
writing aspect was instinctive, the technical elements were
entirely different. This difference significantly influenced

, my design and production process.
Ultimately, | feel that | am approaching a definitive

solution, although | don’t believe I’'m quite there yet. | plan
to give it some time to see how it develops. ®

/ bastaty
mwuwnmokuuwmna YT

/ Maranama
wuno ko Vizyonkete

ovmsmwualcl
Abuncuwbhune
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Finally, someitalics! Do you know that I love italics? ®
For this project, | decided not to start sketching the italic
version until | had a solid foundation for the upright font.
Normally, there’s no question of italics, right? Typ-
ically, the creation of italics is straightforward; you take
the design decisions from the upright and apply them to

6 PoINT LINING GOTHIC, NO. 5.
45 A. Nonpareil. $1.30

IMPECUNIOUS TRICKSTER & COMPANY
TRUSTEES, UMPIRES, EXTCUTORS, ADWMINISTRATORS
DUELISTIC AND PUGILISTIC GOBETIWEENS
V234568671800

6 PoiNT LiNING GOTHIC, NO. 7.
45 A. Nonpareil. £1.85

HNOUSEROLD AVTOCRATS
BROOM-HANDLE AND POKER PRACTICE
A234956T390

6 PoixT LINING GOTHIC, NO. 6.
45 A. Nonpareil. £1.45

HEROES AND WEROINES OF DUTY
CONSTANTLY BENDING BENEATH THE BURDEN
CHEERING LIFE'S DREARY PATHWAY
V2349617890

|
|

‘ 6 PoiNT LINING GOTHIC, NO. 8.

i 45 A. Nonpareil. $2.15
\
|
|

LEANING BACKWARD

RECOLLECTIONS OF CHILDWOOD
A234506T890

a slanted version with italic features. However, in my case,
the question of slant was crucial.

| proposed a backslant for the Script font, which made
itlogical to design an italic that was also reversed slanted.
This raised some eyebrows, as it is uncommon to have a re-
versed italic for a text font; typically, an italic should align
with the reading direction. However, italics can also serve
adifferent purpose: to catch the reader’s attention.

1
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From what | learned during Jo de Baerdemaeker’s ATypl
talk, Lean Back \talics, reversed italics were introduced to
provide an additional way to attract attention. | found this

concept compelling!
| reviewed several references while deciding to create
the Reversed Italic. Some of these were part of my per-
sonal collection, and | was particularly interested in how
they treated the structures. was included as
| searched for existing Latin fonts used during the Ottoman
Empire, and | discovered that they employed backslant
fonts. is from Giovanni Antonio Tagliente’s
book on calligraphy. The slant in both examples is quite
bold, which encouraged me to continue with my project. 19

DouvBre SMALL-PICA PAINT-BRUSH, No. 651.
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Regarding all these references, | decided to create a quick
digital sketch to convey my idea for the last presentation

®
of the first year. At the time, | didn’t have any practical
sketches, but | wanted to illustrate my concept.
Unfortunately, | didn’t receive any feedback on it.

The direction of this part of the project experienced some
tension between my aspiration to incorporate the Korean
alphabet, Hangeul, and the instructors’ discouragement
about this approach. | was hoping to receive some feed-

L@h 3 kh\ a back on my sketch and concept, as | valued their insights.
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With these sketches, | aimed to be bolder and embrace new
risks. Yet, it was going to a more display feeling than a text
italic. Although, | recognized that | couldn’tincorporate
this as Italic text, | was determined to push my boundaries
and improve my education. So, | put this bold slant aside
for now and | am excited to explore this new technique and
expand this idea in possible future styles.

I needed an alternative solution for the Italic, so | cre-
ated digital sketches in InDesign to adjust the slant and
width. After experimenting, | found that narrowing the ex-
isting Text version to 9o% and applying a-9°slant produced
the best results.

Fadirellez in kidker ralkkinda cegith fikirler ortaya atbrmgur. Buniardan bazian Fidiellez n Orta Asy
azlar ise \dvarniyet Haces Orta Reya Thek K ve tnanciarina 3t oldu ydrindedir, Eoi Tlrkier \
%on, 200 Q8 Anadollda dilek dilenmnig kag)d agaca asma, atesten atarma gt edhd Tlrk ritdellert devarm etnek

Fidirellez'in kdkeni hakkinda gesithi fikirler ortaya atlmigtir, Bunlardan baziari Hidirellez'in Orta Asya
bazlarn ise islamiyet Bncesi Orta Asya Tiirk killtir ve inanglanna ait oldufu yonindedir. Eski Tirkler A
%0,-12»  Anadolu'da dilek dilenmis kag\dh agaca asma, atesten atlama gibi eski Tiirk ritlielleri devam etmekredi
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Hamburgetonhsiv

Hamburgetonksiv

Hamburgefonksiv

If someone ever asks this question, the answer is always:
yes. And especially if there’s room for two different slants.
During a discussion about reverse slantin a text italic,

| was advised that incorporating both slants could be
advantageous, offering users more options. How could

| possibly refuse the opportunity to design a new italic?
Can you tell | have a passion for italics?

%90, 7°

%90, 9°

%91, 16°

o\duu yontndedir. B TarK\er

1 e Tk ritieller devam evmek

drler ortaya atilmistir. By

raTurk kiiltiir ve inancla

Anadolu'da dilek dilenmis kagidi agaca asma, atesten atlama gibi eski Trk ritlielleri devam etmektedi

Hidirellez’in kdkeni hakkinda gesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellez’in
ine ait oldugu, bazilari ise [slamiyet ncesi Orta Asya Tiirk kiiltlir ve inancglarina ait oldugu y
gelisini kutlardi. Giiniimiizde de Anadolu’da dilek dilenmis kagidi agaca asma, atesten atlam

Hidirellez'in kbkeni hakkinda cesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellez'in Orta Asya
bazilari ise Islamiyet 6ncesi Orta Asya Tiirk killtiir ve inanglarina ait oldugu y8niindedir. Eski Tiirkler F
Anadolu’da dilek dilenmis kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedi

Hidirellez'in kékeni hakkinda gesitli fikirler ortaya atiimistir. Bunlardan bazilari Hidirellez'in Orta Asya
bazilart ise islamiyet éncesi Orta Asya Tiirk kiiltiir ve inanglarina ait oldugu y&niindedir. Eski Tiirkler -
Anadolu'da dilek dilenmis kagidi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmektedi

Hidirellez’in kGkeni hakkinda cesitli fikirler ortaya atilmistir. Bunlardan bazilari Hidirellez'in Orta As)
bazilari ise [slamiyet Gncesi Orta Asya Tiirk kiiltiir ve inanglarina ait oldugu ySniindedir. Eski Tiirkler
de Anadolu'da dilek dilenmis kagrdi agaca asma, atesten atlama gibi eski Tiirk ritiielleri devam etmeh
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® Ultimately, the project offers two styles of italics for your se-
m lection. While | generally have a preference for forward slant
Q “r e 0 “ S \\’ italics, | encourage everyone to prioritize the use of Reverse
Italic for this project, reserving Forward Ital ic as a secondary
option. Your contributions are greatly appreciated!
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Hamburgefonksiv ~ aymazlasma
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Text &Italic 14 pt

MONTEUX CONTINUED TO PLAY in the Concerts Colonne
through the first decade of the century. In 1910 Colonne
died and was succeeded as principal conductor by Gabriel
Pierné. As well as leading the violas, Monteux was assistant
conductor, taking charge of early rehearsals and acting

as chorus master for choral works. In 1910 the orchestra
was engaged to play for a Paris season given by Sergei
Diaghilev’s ballet company, the Ballets Russes. Monteux
played under Pierné in the world premiere of Stravinsky’s
The Firebird. In 1911 Diaghilev engaged Nikolai Tcherepnin to
conduct the premiere of Stravinsky’s Petrushka. Monteux
conducted the preliminary rehearsals before Tcherepnin
arrived; Stravinsky was so impressed that he insisted that
Monteux conduct the premiere.

Text &lItalic 10 pt

MONTEUX CONTINUED TO PLAY in

the Concerts Colonne through the first
decade of the century. In 1910 Colonne
died and was succeeded as principal
conductor by Gabriel Pierné. As well

as leading the violas, Monteux was
assistant conductor, taking charge of
early rehearsals and acting as chorus
master for choral works. In 1910 the
orchestra was engaged to play for a
Paris season given by Sergei Diaghilev’s
ballet company, the Ballets Russes.
Monteux played under Pierné in the
world premiere of Stravinsky’s The
Firebird. In 1911 Diaghilev engaged Nikolai
Tcherepnin to conduct the premiere

136 of Stravinsky’s Petrushka. Monteux

conducted the preliminary rehearsals
before Tcherepnin arrived; Stravinsky
was so impressed that he insisted

that Monteux conduct the premiere.
Petrushka was part of a triple bill, all
conducted by Monteux. The other two
pieces were Le Spectre de la Rose and
Scheherazade, a balletic adaptation of
Rimsky-Korsakov’s symphonic suite

of the same name. The three works
were choreographed by Fokine. In later
years Monteux disapproved of the
appropriation of symphonic music for
ballets, but he made an exception for
Scheherazade, and, as his biographer
John Canarina observes, at that stage in
his career his views on the matter carried

Heavy
(ompressed

Seripk

Reverse \talic
Forward Italic

Regular
Medium
Semibold
Bold
Extrabold
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onclusion

Thoughts on
the project

This project is not the first typeface I've created, but it is the
most inclusive. Throughout this journey, I've learned a great
deal both technically and design-wise. While | still have
much to learn, | am genuinely happy that this experience has
served as an educational opportunity in multiple ways.

Since this project is intended to be completed in 1.5
years and has specific constraints, not everything can be
addressed right away. | have identified several checkpoints
that | plan to revisit after graduation.

& Firstly, | want to finalize the character sets for all
masters. During my studies, | focused primarily on Latin
characters, and | aimed to deepen my knowledge in that
area. Moving forward, | want to explore various weights to
enhance the typeface’s usage. In particular, | would like to
develop a Light version for the Text. I've already created an
extrapolated version that | believe has potential, and Id like
toreturntoit.

& | want to explore different weights for the Italics. Al-
though the current ones are not yet finalized, | feel they are
a good starting point and can support other weights as well.
| also want to spend more time on the Script. | feel that

| couldn’t fully express my creativity in that section, so there
is plenty of room for further development.

@ | would like to explore a medial possibility for display.
While creating the text cut, | almost sketched a medial dis-
play, and | believe it would be a great addition to the family.
& And of course, | want to create the Hangeul companion
for each master. This is a significant challenge, but | am, and
always will be, very passionate about it. Since | am familiar
with the Latin family’s structure, | believe it will be easier for
me to focus on the technical aspects of this work.

Completing such alarge projectin less than ayear is ahuge
challenge, but it has been incredibly rewarding. Although
there were times when | had to explain my ideas repeatedly
and faced rejections, | am grateful for my colleagues who
encouraged me throughout the process, allowing me to
persevere until the end.
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