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Background
and Intents




hen I applied for EsadType, I proposed a

W deliberately open-ended project, designed

to progressively define its boundaries.

The initial idea was to create a dialogue between
different calligraphic styles, observing their structures,
constructive logic, and formal tensions, rather than
their individual stylistic characteristics.

This direction comes from an internship at Massimo
Polello’s Calligraphy Atelier in Turin, during which I
had the opportunity to explore different calligraphic
systems, including Textura, Gothic cursive, Uncial,
Humanistic, and Roman Capitals. Rather than
achieving technical mastery, this experience allowed
me to develop a critical eye on different writing systems
and on the role of gesture in the construction of forms.
During my time at EsadType, I felt the need to narrow
down and personalize my field of research. Living
in Amiens and repeatedly answering the question
“Where are you from?” with “near Venice” gradually
strengthened a sense of geographical and cultural
belonging that also began to guide the project.

Venice emerged as the historical context for a
fundamental turning point: the birth of printing in the
15t century. During this period, the city represented a
meeting point between the manuscript tradition and
the typographical rationalization of books, where
different styles coexisted, influencing and redefining
each other. It was in this transitional space that hybrid
forms and unestablished solutions emerged.

The project begins precisely in this gray area waiting
to be explored.

Background and Intents



The project emerges as an exploration of the
intermediate zones between different writing systems.

Its focus lies on transitional typographic forms
between Gothic-Rotunda and Humanistic models,
questioning the linearity of historical narratives and
the rigidity of raditional classifications. The transition
from manuscript to printed book provides a privileged
context for observing this condition. In this phase,
calligraphic gestures are reinterpreted, selected, and
translated into new formal structures. Hybrid forms,
manipulations, and gestural traces become active
elements within the design process.

Rather than treating hybridisation as a stylistic
outcome, the project adopts transition as a method.

In this framework, calligraphic gesture is
approached as material to be analysed and
systematised: a trace capable of generating rules,
proportions, and spatial relationships.

The project deliberately positions itself within this
grey area, approaching typographic form as an unstable
field shaped by coexistence rather than synthesis. Itis
inside this zone of tension that the research develops,
treating hybridisation as a structural condition
underlying the emergence of 15™ century Venetian type.
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he Rotunda Gothic script developed in Italy
T  starting in the 13% century as a distinctive
variant within the broader Gothic tradition.

In contrast to northern European Textura,
characterized by angular structure, vertical
compression, density, and modular repetition,
Rotunda favors curvature, openness, and spatial clarity.

Its proportions reveal an elasticity driven by gestural
speed, breaking with Textura’s static rigidity.

This orientation reflects a deliberate calibration
of form in relation to function and cultural context
characteristic of the Italian manuscript tradition, where
writing played an active role in shaping legibility,
authority, and visual order.

Rotunda responded to these needs through a
balance of solemnity and legibility, which favored
its widespread use in liturgical, legal, and academic
manuscripts.

Its formal structure is defined by rounded
constructions in letters such as o, ¢, and ¢, the
contextual use of the rounded r, the use of the
double-loop g, different ligatures and relatively open
proportions. Controlled contrast and measured rhythm
contribute to a script that maintains visual gravity
while retaining clarity. This balance allowed Rotunda
to serve both representational and practical purposes
within manuscript production.
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[Fig.2]

[Fig.1]

Sample of the formal hand of Poggio
Bracciolini. From Livio, 1425-26.

Vitae episcoporum et patriarcharium

Aquileiensium, manuscrit anonyme,

”»
’

(“The Venetian origins of roman rype

Riccardo Olocco)

probably in Venice in late 15% century.
(University of Pennsylvania Libraries)
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Alongside the continued use of Rotunda, early
humanist writing introduced a different approach
to letter construction and proportion. Emerging
from Florentine intellectual circles, Littera Antiqua
articulated a visual language grounded in regularity,
linear construction, and harmonic proportion.

Wide forms, balanced relationships between
ascenders and descenders, and a measured modulation
of stroke weight shaped a script oriented toward clarity
and visual order.

Humanist writing functioned as both a graphic
system and a cultural position. Through its formal
coherence, Littera Antiqua expressed an alignment
with values of proportion, harmony, and intellectual
clarity that characterized Renaissance humanism.
Writing in this script signaled participation in a
renewed engagement with classical models and
established an alternative mode of visual authority
grounded in order and legibility.

The coexistence of Rotunda and humanist
writing defines a condition of calligraphic plurality
in the Italian manuscript tradition. Their divergent
approaches to structure, rhythm, and proportion
operated simultaneously, shaping a complex visual
landscape in which multiple models of letterform
and authority were present.

10 Chapter 1> The Gothic Rotunda and Humanist writing

[Fig.s] Next page

[Fig.4]

[Fig.3] Previous Page

Alphabet, showing geometrical SALLUST, anonymous summaries

Psalrer, In Latin, illuminated

of De Catilinae coniurarione and De

construction and proportions of gothic
majuscule and minuscule lerrers, 1460.

manuscript on parchment.
Italy (Padua), c. 1300-1410

bello Iugurthino. Italy, c. 1440-1460
(Les Enluminures Book shop)

Italy (Newberry Digital Collections)

(Les Enluminures Book shop)
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ypography emerged in Venice amid a visual
T  culture already shaped by a plurality of
calligraphic models.

Gothic Rotunda and humanist writing coexisted as
parallel systems, each articulating distinct approaches
to structure, proportion, and authority.

Early typographic practice entered this complex
landscape not as a rupture, but as a process of
mediation.

Early printers and punchcutters adopted humanist
writing as a primary formal reference for Roman
type. Figures such as Nicolas Jenson and other early
Venetian printers translated the proportions, rhythms,
and constructions of Littera Antiqua into the technical
language of punchcutting and typecasting.

This translation required a series of formal decisions

in which calligraphic gestures were interpreted,
reduced, and stabilized. Terminal movements of the
pen informed the development of serifs, harmonic
proportions were recalibrated for mechanical
repetition, and counters and apertures were adjusted
to sustain clarity across the printed page.

In this passage to typography, the variability of the
hand encountered the constraints of the tool. Forms
that had previously depended on speed, pressure, and
individual execution were reorganized into repeatable
structures.

Chapter 1 From calligraphic plurality to typographic negotiation

[Fig.8]

[Fig.7]

[Fig.6] Previous Page

Johann von Speyer, 1469.

Epistulae ad familiares, Venice
(portail.biblissima.fr)

Formal humanist writing, anonymous
scribe. Letter of a Military Emperor

Deligendo, Venice, almost 1460.

Sample of main humanist, Padua,
1450-1460. Scribe unknown.

”»
7

(“The Venetian origins of roman rype

c-a-s-t.com)



The letter began to operate less as a temporal
trace of gesture and more as a constructed visual unit,
designed to persist across impressions and editions.

The relationship between calligraphy and
typography can thus be understood as a process of
continuity shaped by transformation. Calligraphic
models provided a visual and cultural framework,
while typography introduced a logic of regularity
and durability.

Rather than resolving the plurality of writing
traditions, early Roman type negotiated between them,
selecting, refining, and stabilizing specific formal traits.

Typography emerged from this negotiation as a
system that encoded gesture into structure, preparing
the ground for new forms of visual authority in the
printed book.
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GREY ZONE

he transition from Rotunda to Humanist
T  letters arose through a process of gradual
overlap. Printers and engravers worked from
existing forms, modifying them internally: the structure
of Rotunda remained the foundational basis, while
Humanist writing introduced new proportions, more
open counters, and a different balance between positive
and negative space.

The resulting letters emerged from explorations that
unfolded gradually within this space of tension: curves
gained autonomy from Gothic verticality, counters
began to open, and internal spaces expanded, while
the rhythm, weight, and overall texture of the page
continued to carry the conventions of the Rotunda.

These typefaces occupied intermediate positions
between Rotunda and Humanist writing, where change
occurred through incremental variation. Each design
moved along a spectrum of compression and openness,
angularity and curvature, hand gesture and mechanical
precision.

Historiography has since attempted to map this
territory with labels such as Gothic-Antiqua, Fere-
Humanistic, Proto-Roman, and Hybrid: terms that point
to recurring configurations within a shared design
space and reflect a moment in which form was shaped
by this field of tension.

33 Chapter 1> Transitional printed forms and grey area

[Fig.14]

[Fig.13]

Jenson 115R de De evangelica

Jenson’s first rotunda for setting text,
106G. Picture from Gregorius IX,

Decretales, Venice 1475.

praeparatione d’Eusebe, 1470.

(“Early ‘non-Jensonian’ Venetian

romans”, cast.com).

(Rotunda Veneta, c-a-s-t.com)
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Types commonly described as Gothic-Anriqua
maintain the compact page color and vertical rhythm
inherited from Gothic writing, while introducing wider
proportions and openings derived from Carolingian
and Humanist models. The underlying Gothic structure
persists, yet its visual tension begins to loosen.

The Subiaco type cut by Konrad Sweynheym
and Arnold Pannartz in 1465 exemplifies this condition:
the page appears dark and compressed, while letters
such as the open ¢ and more rounded bowls suggest
a shift toward a different balance between density
and readability.

A similar pattern emerges in early Venetian
liturgical prints by Hermann Liechtenstein, where
elongated ascenders and expanded counters gradually
reconfigure the Gothic system from the inside.

In Liechtenstein's texts, the proportions between
square and round letters (n, u, m, o, e, p) become
increasingly elastic. Counters open under Humanist
influence, yet the vertical emphasis and dark texture
characteristic of Gothic manuscripts persist, producing
a hybrid rhythm rather than a resolved form.
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[Fig.16]

[Fig.15]

Liechtenstein. (“The influence of Jenson

Typography printed by Hermann
on the design of romans”, c-a-s-t.com)

and Conradus Sweynheym in Subiaco,
120SG. Lactantius, Opera, Subiaco 1465.

Type employed by Arnoldus Pannartz
(Subiaco, c-a-s-t.com)



Other forms shift further toward the Humanist pole
while retaining visible Gothic residues.

In what paleography describes as Fere-Humanistic—
“almost Humanist”—the overall structure aligns with
Littera Antiqua, yet traces of Gothic tradition persist:
the long s, residual ligatures, abbreviations, and
pronounced vertical strokes.

Editions by printers such as John of Cologne
and John Manthen reveal a writing system that appears
clearer and more open, but not yet fully stabilized.

Humanist proportions coexist with Gothic
signs, not as inconsistencies, but as traces of visual
memory actively embedded in the process of formal
transformation.

36 Chapter 1 Transitional printed forms and grey area

Lactantius, Lucius Coelius Firmianus
John of Cologne and John Manthen,

Venice, 1478. (christies.com)

[Fig.17]
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et

At the other end of the spectrum, Proto-Roman types
gravitate toward the Humanist model, though their
proportional system remains unregulated, preceding
the formal discipline later established by Nicolas
Jenson.

Modulation, weight, and proportion vary across
the alphabet, reflecting an exploratory approach in
which Roman features are introduced without a fully
articulated structural logic.

This condition is evident in the Venetian edition
of De civitate Dei printed by Christoph Valdarfer in 1470,
where the drive toward greater clarity shapes
the overall intent, yet rounded forms and internal
details remain unevenly resolved. Rather than
presenting a stabilized Roman system, the type records
a moment of transition in which formal principles are
tested contextually, as the Roman letterform gradually
coalesces into a coherent typographic language.

Chapter 1 Transitional printed forms and grey area
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As articulated by Stanley Morison and Harry

Carter, the term Hybrid provides a prec
for describing types that integrate Gothic
ingle visual system.

elements withinas

This condition becomes particularly legible in
Venetian printing, where hybridization operates
as a deliberate formal strategy rather than a

transitional compromise. The 1476 Mammotrectus
super Bibliam printed by Franz Renner and Nicolaus

de Frankfordia offers a
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These classifications establish a framework
that makes visible a historical condition defined by
coexistence rather than succession. They describe a
shared design space in which Gothic and Humanist
principles operate simultaneously, generating forms
shaped by tension, overlap, and partial alignment.

Within this space, form develops through the
interaction of competing parameters: compression
and expansion, vertical rhythm and curved autonomy,
inherited structure and emerging proportion.

The grey area that emerges from these
classifications constitutes the historical and visual
foundation of the present project. The typeface
developed through this process engages the grey area
as an active design field. Hybridisation functions
as a strategy that works within the classifications,
translating historical configurations into contemporary
structural decisions. Rather than positioning the
project within a single category, the design moves
across their shared parameters, activating relationships
between them.

Calligraphy enters this process as a mediating
tool between historical analysis and typographic
construction. Gesture and speed allow forms to unfold
in a controlled state of openness, enabling structural
tendencies embedded in the classifications to surface
and interact.

In this context, calligraphy operates as an analytical
device. It enables the transition from historical
observation to typographic decision-making,
preserving the instability that defines the grey area
while progressively shaping a coherent structural
system.

42 Chapter 1 Transitional printed forms and grey area

[Fig.20]

A study in Gotico-Antiqua:
transitional glyph sets.

Gotico-Antiqua, proto-roman,
hybrid by Alexis Faudot

& Rafael Ribas. (Poem Editions)
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d “Roman did not
precipitate the
death of Gothic
forms, mixtures of
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he design phase began with the assimilation
T  of the foundational principles of the two
reference models, through imitating

Jenson’s Rotunda and Poggio Bracciolini’s Humanist
writing. This initial engagement provided a structural
grounding from which the transition between the two
traditions could be approached in a more personal
and situated way. As the forms became progressively
internalized, direct fidelity to the historical models gave
way to a process focused on transformation rather than
replication. Early explorations concentrated on scale.

Reducing the x-height and working at dimensions
of approximately 3-4 mm established a compact
structural field that encouraged simplification.

Within this limited space, formal decisions became
increasingly precise, allowing essential relationships
between strokes, counters, and proportions to emerge.

This reduction, however, remained primarily
structural. A decisive shift occurred through the
modification of the tool and the introduction of speed
into the gesture. By increasing the nib size, varying its
angle at larger scales, and minimizing the lifting of the
hand from the page, I established conditions in which
repetition became a central component of the process.

The resulting sequences of forms generated
coherent visual patterns, establishing the conditions
for a deeper exploration of transformation.
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[Fig.21-22]

Calligraphic explorations of Rotunda

Gothic and Humanist models.
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Speed emerged as a key operative variable.

Starting from rigid and regular Gothic constructions,
the progressive acceleration of the gesture caused
proportions to shift and structures to soften.

Rounded forms, in particular, began to absorb
this change, moving toward Humanist configurations
while remaining rooted in Gothic order. Through this
process, the relationship between square and rounded
letters was continuously renegotiated within the same
visual field.

These conditions directly influenced spacing.

The combination of a reduced x-height, a thick
tool, and a continuous gesture produced tight spacing,
with letters frequently overlapping or forming points
of continuity. Rather than being treated as anomalies,
these interactions contributed to the development of
a rhythmic visual pattern. Spacing thus emerged as an
extension of the gesture itself, reinforcing the elastic
relationships between forms and supporting the
construction of a cohesive text texture.
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[Fig.27]

[Fig.23-26] Previous Page

Early digitalization from calligraphy.

Calligraphic explorations of Rotunda

Gothic and Humanist models

changing nib angles, size and speed.
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PERSONAL PROJECT
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aman and a queen camped on a hot dune the band had a pot of
hopped about the damp bench a man and a queen camped ona
pet bat met a dumb pan and hopped about the damp bencha
beat the drum atop the hut one pet bat met a dumb pan and hoy
band had a pot of meat and beat the drum atop the hut one pet
camped on a hot dune the band had a pot of meat and beat the

13.05.2025

Chapter 2 » Structural discoveries through calligraphy

arly digitization derive from calligraphic
E  explorations. At this stage, tension emerges
at the terminals of letters such as g, ¢, k, and ¢,
as a direct consequence of gestural speed.

This dynamic begins to inform the shaping of
strokes and endings, translating gestural conditions
into digital form while progressively aligning
letterforms with basic geometric structures, such as the
square and the circle.

Simultaneously, as relationships between curves
and angles become more defined, they establish a
foundational characteristic of the typeface, generating
rhythm both within individual letters and across the
text and laying the structural groundwork for the
development of the text version.
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[Fig.31]

[Fig.30]

Text proofing: rhythm,

Definition of the skeleton derived
from calligraphic explorations.

structure and key elements.



hamburgefonstiv hamburgefonstiv

05.06.2025 10.12.2025

hamburgefonstiv hamburgefonstiv

15.09.2025 31.12.2025

AsIwalked along the winding path, the crunch of
® fallen leaves beneath my feet echoed softly, and
the earthy scent of the forest filled my senses!
a I I I u rg e 0 l I Stlv In the distance, the sound of a babbling brook could
be heard, adding to the calm atmosphere. I felt deeply
17.10.2025 connected to nature, as if the world was whispering
its quiet secrets to me. There was a stillness in the air,
but it wasn’t empty it was full of life, a reminder of the
beauty in every small detail. Time seemed to stretch on,

allowing me to savor each moment, each breath of fresh
air. The gentle dance of the wind through the branches,

h ambu I g e fo 1S tiv the soft hum of insects hidden in the grass.

31.12.2025
19.11.2025

Several exploratory
steps of Clemens Text.
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“ROUNDED ARE ROUNDED
AND SQUARISH ARE SQUARISH”

his statement, articulated by one of my
T  mentors Hugues Gentile, became a reference
point throughout the design process,
gradually establishing itself as a guiding principle.

Within this structural framework, the tension
generated between square and rounded letters
establishes a visual coherence between the two
reference models.

At the text level, this proportional interplay
becomes a fundamental tool for introducing elasticity
into the relationships between letters. As this system
unfolds across words and lines, rhythmic tension
emerges as a consistent feature of the text, shaping
its pace and contributing to the overall character
of the typeface.

50 Chapter 2 - Structural decisions as negotiations
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One of the defining characteristics of the text
typeface is a pronounced sense of horizontality. This
quality originates in specific features of Gothic Rotunda
writing, where horizontal strokes, particularly in letters
such as cand r, introduce moments of lateral extension
in an otherwise vertical system.

In Rotunda, these horizontal elements operate
locally, counterbalancing vertical compression and
contributing to the internal equilibrium of the letter.

Within the present project, this latent horizontality
is extracted and rearticulated as a structural parameter.

By extending horizontal emphasis across the
system, proportions gain stability and regularity,
allowing the typeface to align more closely with
Humanist principles of balance and rhythm without
losing the memory of its Gothic origin.

Horizontality thus functions as a mediating device:
it stabilizes the text structure, regulates proportions,
and establishes a distinctive visual identity rooted in
the grey area between Rotunda and Humanist forms.

Chapter 2 » Structural decisions as negotiations

[Fig.32]

Jenson’s first rotunda for setting text,
106G. Picture from Gregorius IX,

Decretales, Venice 1475.

(Rotunda Veneta, c-a-s-t.com)
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During the early explorations of the typeface, serifs
do not play a significant role in its structure, the design
can function equally well as sans-serif or serif.

The question of serif typology, and how to define
their form, became important when I decided where
to position the typeface inside the spectrum between
Gothic and Humanist traditions.

Choosing to place the project closer to the Fere-
Humanist or Proto-Roman classification, I opted to
include serifs. These help create greater stability in
the text rhythm and balance formal structure with the
elasticity of proportions and counterforms.

From this starting point, I begin exploring how
serifs can create visual coherence with the Humanist
style while establishing a relationship with calligraphic
gesture.

Defining the oblique cut as a 'metal cut’, I seek to
introduce a gestural quality that proves most coherent
and effective at text sizes, while also echoing the
horizontality already present in the typeface structure.
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Exploration of serif detail
for Clemens Text version



or the development of the capital letters,
F  thedesign aligns more closely with Humanist
models, particularly in response to readability

at smaller sizes.
Roman capital proportions are retained, as their

construction within a square or half-square reinforces
the same principle of elasticity identified in the
lowercase system.

Serifs in the capitals became a specific field of
exploration. More calligraphic and Humanist serifs
support clarity and legibility, while alternative
solutions more closely aligned with the Gothic
character of the lowercase are also tested. Ultimately,
the text version prioritizes clarity and readability,
while more explicitly Gothic forms were reserved
for a separate display version of the capitals.
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Formal humanist writing, anonymous
scribe. From the Lerter of a Military

Emperor Deligendo, Venice, 1460.
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TO ILLUSTRATE THE TRANSITIONAL TYPE, GOUD
AND PANNARTZS EXAMPLE THE SECOND TYPEF2
WHICH HE ALSO DESCRIBES AS NEITHER BLACK-
BUT A TYPE THAT WAS BACK-LETTER IN COLOR1
FORM; THEN SPECIFIES: THEIR TYPE SHOS PLAIN
LEANING OF ITS DESIGNER TOWARD THE MANNE
BLACK-LETTER — THE ONLY FORM OF LETTER U
ERS ESTABLISHED THEIR PRESS. THIS TRANSITIO

20.10.2025

PRIVILEGE FROM THE VENETIAN SENATE TO PRIN']
CITY, THOUGH HIS MONOPOLY WAS SHORT-LIVELC
THE PRIVILEGE WAS NOT RENEWED. VENICE QUIC}
THE PRINTING CAPITAL OF EUROPE. THE CITYS UN
AS A COMMERCIAL AND CULTURAL CROSSROADS
AND WEST, COMBINED WITH ITS WEALTHY MERCI
RELATIVE INTELLECTUAL FREEDOM, CREATED IDE
FOR THE NEW INDUSTRY TO FLOURISH. BY VENICE
THE MOST IMPORTANT CENTER OF PRINTINGIN T.
PRODUCING MORE BOOKS THANANY OTHER CITY

15.11.2025

ANCIENT GREECE WAS ONE OF THE MOST INFLU-
ENTIAL CIVILIZATIONS IN HISTORY. THE GREEKS
DEVELOPED DEMOCRACY IN ATHENS, CREATED
ARTISTIC AND LITERARY MASTERPIECES, AND
LAID THE FOUNDATIONS OF WESTERN PHILOSO-
PHY WITH THINKERS LIKE SOCRATES, PLATO AND
ARISTOTLE. THEY EXCELLED IN MATHEMATICS,
SCIENCE, AND ARCHITECTURE, BUILDING MAG-
NIFICENT TEMPLES LIKE THE PARTHENON. GREEK
MYTHOLOGY WITH GODS LIKE ZEUS AND ATHENA

31.12.2025
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Chapter 2 » The question of the Italic

he development of the Italic version
T  progresses rapidly, as the key structural
elements of the Roman are already clearly
defined. From the outset, the objective was to design
a true Italic, conceived as an independent structure
rather than a simple oblique transformation.

Although the Italic emerges slightly later than
the historical period addressed in this research, its
introduction remains consistent with the project’s
framework. The Italic is approached here as a response
to speed, direction, and gesture, rather than as a strictly
codified historical style.

This position is informed by the analysis of
Sanvito’s cancelleresca and by archival material such
as the Deliberazioni Miste register from Venice (1450),
where writing displays a rapidity and informality.

These sources reveal a plurality of fast writing
practices, ranging from more regulated forms to highly
spontaneous executions.

Within this context, speed operates as a shared
condition and a structural principle.

The aim of the Italic version is therefore, to preserve
the principles of horizontality and gestural velocity
within the same historical transition explored in the
Roman, extending the hybrid system toward a more
dynamic and directional structure.

73 Chapter 2 - The question of the Italic

Transition from Clemens Roman

to Clemens Italic.
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angles starting from the roman version of the Italic version.
to analyze rhythm and dynamism.

Exploration of different inclination

[Fig.33]
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Emphasis on the horizontality,

calligraphic and key elements.
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“These types are based on
calligraphic models other than
Jenson’s roman and their letterforms
were soon to disappear as they were
eclipsed by the success of Jenson’s.”

Riccardo Olocco

Proro-Romain, Hybride. Characrers
of the 15th century berween Gorhic

Riccardo Olocco, Gorico-Antiqua,
and Roman.
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he display version evolved through a
T  non-linear trajectory. Early calligraphic

explorations of Gothic capitals produced
forms with strong expressive potential, sharing several
stylistic traits with the calligraphy developed for the
text cut. Through their digitalisation, these capitals
initially served as a testing ground for the construction
of lowercase forms, offering insights into how Gothic
structures could operate at smaller sizes.

As the project progressed, the focus gradually
shifted toward the text version, while the display cut
remained temporarily suspended. Once the structural
principles of the typeface were fully defined, returning
to the display version became significantly more direct.
The initial forms were revisited and reformulated with
greater clarity, allowing visual coherence to emerge
more naturally from the already established system.

The central objective of the display version was
to achieve a Gothic sensibility shaped by speed
and simplification, pushed toward a more radical
expression. An extremely black weight was adopted to
recall the dense typographic colour of Gothic printing
while encouraging structural reduction. This constraint
supported a process in which form was continuously
refined through subtraction.

Letterforms evolved rapidly through the removal
of serifs and the introduction of flared stems.
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[Fig.35]

Exploration of Gothic capitals

through calligraphy.



SWOCLO ZS ONE OF THE OWST ZMOVORTANRT D
GODS I OREEE MYTHOLOCY.FE 18 TPE SO OF 3IEULS
CRE OODS, MWD LETO, IWITINESS, PIs TWIN 5ISTE
THE GOoDPESS OfF THE BTMT. FVOLUO WIAS BORRE O T
OF OFELOS, NP PI1S BIRTN WAS SAID TO BRING L1671
BAIRDIONY TO THE WORLY . IPOLLO 15 kROwWm I5 TP
THINGS : THE SN, O UISIC, VOETRY, PROVPECY, PEIL:
bc 1S OFTER DEPICTER AS X 1OUS, RANDSOME AL (10,
SOV AP MKOW. 38 The cop oF the sunr, e dx
1IRZOT ACROSS ThHE Skt €3ch DI, BRINGING PIYL

€mTh.

FEowe RBosR Mos GV5s REVSHer T8 Alr il &
O sdl® T Bos TP AL




€ ADIVERSE FICH
€ LIBRARIS CO)
IDEFINITE PERBGAP
PBER OF EAGODA
FE CENTER OF €AL
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Each character was approached through a recurring
question: “How can this Gothic form be drawn through
a faster gesture and with a reduced number
of movements?” The resulting shapes preserve a sense
of Gothic tension while translating it into a more
immediate and condensed visual language. As in the
development of the text italic, horizontality
and calligraphic gesture played a central role.

In the display version, these principles operate at
a more extreme level, allowing gesture, weight, and
rhythm to become the primary drivers of expression.

8o Chapter 2 - Expressive Post-Gothic

[Fig.37]

[Fig.36]

First digitizations of capital letters
obtained from calligraphic explorations

Exploration of Gothic capitals

through calligraphy.



andromache

22.05.2024

andromache

05.06.2024

andromache

30.09.2025

dromache

10.11.2025

andromache

15.12.2025

an

lowercase development.

Clemens Poster
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hamburgerfon

ham:burgerion
hamburgerion
hambBurgeion:

Evolution of key elements
of the lowercase Poster cut.
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VENEIA .
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ROTUNOA

v = n ==A 08.01.2026
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08.01.2026

Capitals development.

Clemens Poster



N. Liechtenstein
was a German
printer active in
the Veneto. heis
documented in
Vicenza firom 1&73,
where he played
apioneering role

in establishing
printing in the city,
producing texts
closely commected
to humanist culture
in the Renaissance.

What about
an ltalic
Poster cut?
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Chapter 2 - Gesture and speed as tools for hybridisation

s with the text version of the Italic, the
A development of the Italic Poster progressed
in a rapid and intuitive way.

Instead of applying a simple slanted transformation,
the design process focused on extending the continuity
of the hand gesture and on investigating how the
horizontality of the typeface could be reinforced at
larger sizes.

This intention directly informed the construction
of the terminal strokes in the Italic.

Rather than following the natural return movement
of the pen, the stroke resolves into a flat segment,
generating a sharp angle that stands in contrast to the
fluid lower exit. This decision introduces a controlled
interruption within the gesture, balancing motion
and restraint.

The coexistence of angular cuts and rounded forms
becomes a recurring principle throughout the Poster
version. At display scale, this formal tension defines
the character of the typeface and articulates a dialogue
between Gothic rigidity and Humanist roundness.

o7 Chapter 2 » Gesture and speed as tools for hybridisation

Transition from Clemens

Poster to Clemens Poster Italic.
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Aa

Clemens Text ExtraLight

Aa Aa

Clemens Text Light Clemens Text Regular
Clemens Text Bold Clemens Text ExtraBold

Clemens Poster
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Ada

Clemens Text ExtraLight Italic

Aa Aa

Clemens Text Italic Clemens Text Light Italic
Clemens Text Bold Italic Clemens Text ExtraBold Italic

aa

Clemens Poster Italic

Clemens Type Family

Design Space of:
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Clemens Patavinus is a key figure in the origins of letterpress printing in Italy. Neither
the exact date nor place of his birth are known, but he is documented as a priest and
man of letters active in the first half of the 15™ century. He was known not only for his
erudition, but also for his experience as a copyist, miniaturist, and public master,
qualities that allowed him to competently approach the new art of movable type
printing. His historical importance stems from the fact that he is considered the
first Italian printer successfully active in a printing press, a role during which

he demonstrated a direct knowledge of typographic techniques newly imported
from the Germanic area. According to sources, by the end of 1470 he was in Venice,
where he was already familiar with the processes of letterpress printing, and it was
there that he undertook what is now recognized as his most significant contribution
to the history of the book. In 1471, the publication of De medicinis universalibus (or
De medicinis), an important medical text by Mesue the Elder, printed by Clements, is
documented. This volume is cited by historical studies as the first work printed in Venice
by an Italian, thus marking a turning point: until then, printing in the lagoon city was
dominated by printers of Germanic origin. The testimony of Niccoldo Gupalatino, a physician
and humanist of the time, also underscores the appreciation surrounding his work: in a letter,
he defines Clemens pattavinus sacerdos bonus as a pioneer in Italian typographic art and
praised the technical and cultural value of his work in the medical field. After his Venetian
experience, there is news of his petition to the Senate of Lucca (1472), in which Clement
asked for public employment as a printer and teacher of the typographic art. Despite
the consent he received, there is no evidence that he actually moved to Lucca: he
probably died shortly thereafter, thus interrupting an activity that could have further
consolidated typographic practice in Italy. In short, Clemens Patavinus is important



{ Piazza San Marco
« Murano & Burano »
(PONTE DI RIALTO)
> Sesriere San Polo<
T Ponte de1 Sospiri




Clemens Patavinus, active in Venice around 1480, is A E } I 3 l | S A ‘ D I
acentral figure in the history of Italian typography. - y

His work represents a transitional phase between
the Gothic heritage and the early humanistic forms

of Venetian Roman.
Patavinus's characters still show square propor-
tions in some vertical letters such as m, n, and h, }

and the serifs are not yet completely refined, while
the round letters, such as o, e, and ¢, although more
regular than previous German models, retain a cer-
tain Gothic influence.
The t retains a vertical stem that almost forms a
cross, far from the more open and harmonious ver-
sion of mature Roman typefaces. The approach to
the page highlights a more generous space than
Gothictypefaces, but the overall tone remains com-
pact and dark.

Patavinus's typographic activity in Venice marks
a fundamental moment: his characters anticipate
Venetian Roman, showing how the new humanis-

tic script reconciles the needs of legibility and har-
mony, while retaining traces of the Gothic tradition.

In this sense, his work bears witness to the gradual ‘ ’ r I \

transition from manuscript to print, and to Venice's E N E I I

role as a center of typographic innovation in the 15t ’
century.
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& The Proto-Roman
category identifies
characters that resemble
the humanist genre, but
without achieving the
proportional rigor and
technical consistency
of jenson’'s roman. We
perceive uneven fats,
irregular modulations,
inconsistent
proportions. The
Venetian edition of
Christoph Valdarier's
De clvitate Dei (1570) is

Qa significant example:
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Torresano

Manutus
Valdarfer

Feliciano

Patavino
Amtiqua

Conclusion
and future
Steps




Roman

Clemens is my first typographic project conceived,
studied, designed, and presented before a jury.

My background in typography was essentially
blank when I started, and this project has been a
journey of continuous discovery, research, feedback,
and numerous challenges. I now look back on these
challenges with enthusiasm and gratitude, as they
revealed to me that this is the craft  want to pursue
with passion, curiosity, and determination.

Where this path will lead remains uncertain,
but one thing is clear: Clemens marks a beginning.

The project stays open, ready to evolve in new
directions. One such direction is the Skeleton version.

A very thin display weight feels like the natural
completion of a design cycle. Already explored in
early experiments, this variant reveals how expressive
and character-rich the letter structures can be when
stripped down to their essence. It stands as the most
direct reflection of the project’s core DNA, and ’'m
committed to giving it the attention it deserves.

This version represents another space where
historical references meet contemporary interpretation
through a personal lens, offering yet another possible
reading of the material. The Skeleton version, along
with its Italic companion, will be the first step in this
continued exploration, after which I’ll consider how
to give shape and voice to that elusive “gray zone.”

O I =

O J ==
o=
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Bastarda Rotunda

Zertura



venetian
ae aetna
enaraver

In an age when the vernacular
was still struqaling to assert its
dianrty alongside Latm, this was
o declaration of enormous
cultural sienificance.

Clemens Skeleton cut.

Proofsheet of
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Inside this space, Clemens positions itself as a post-
gothic type family, situated between Gothic Rotunda
and Humanist form, as a personal synthesis of a
transitional moment.

This project has opened my eyes to the many ways
one can approach typography, and how any resource,
whether historical or contemporary, can inspire
different design methodologies while leaving room for
personal interpretation and creative exploration.

It has taught me the value of self-criticism as a tool
for growth and clarified my desire to dive deeper into
historical research, both as a design resource and as a
field of study worth sharing with others.
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Grateiuiness

Clemens

A Venetian Post-Gothic
Pre-Jensonian
Proto Roman
Fere-Humanistic
Hybrid Type Family.

Between Gothic Rotunda
and Humanist letterforms.
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As this chapter comes to a close, I want to thank
the people who made it possible.

My teachers, remarkable individuals who happen to
also be extraordinary educators. Sébastien Morlighem,
a walking encyclopedia of typography, for guiding me
through the most critical phases of this process. Patrick
Doan, whose energy and optimism constantly pushed
me to reach further, always with genuine enthusiasm.
Hugues Gentile, who challenged me at every review to
question my decisions, work with precision, and “zrust
the process”.

To Frederik Berlaen, Frank GrieBhammer, Héléne
Marian, and Sarah Kremer, for your invaluable insights,
both technical and human.

To my classmates and colleagues, whose critiques
and conversations made this journey far richer and all
my friends who have been with me on this journey.
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My deepest thanks go to Caterina Santullo, the
teacher who first sparked my passion for this craft.
The enthusiasm you shared during those few months
in Turin left a lasting mark, and as I complete this first
chapter in type design, I feel compelled to acknowledge
your influence.

To my family, who made this incredible journey
possible and who have always believed in my abilities,
supported me, and cheered me on.

To Antonella, a special person, who welcomed me
with her gentleness and supported me throughout
this journey.

With gratitude,
Patrick
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