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Graphik was inspired by the elegant plainness seen in
many of the less common 20th century European sans
serifs and in handlettering on classic Swiss Modern
posters. The Cyrillic version has been designed by
Moscow-based type designer llya Ruderman, and the
Greek was designed by Athens-based type designer
Panagiotis (Panos) Haratzopoulos.
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18 STYLES
9 WEIGHTS W/ ITALICS

FEATURES

PROPORTIONAL/TABULAR LINING FIGURES
PROPORTIONAL/TABULAR OLDSTYLE FIGURES
FRACTIONS (PREBUILT AND ARBITRARY)
SUPERSCRIPT/SUBSCRIPT

Commercial

Graphik was inspired from all parts of the 20th century. The
heavy end of the family is based in part on Paul Renner’s Plak,

a relatively obscure display typeface cut only in large sizes of
woodtype, that is related to his heavier weights of Futura but has
rounder, friendlier, fatter proportions. For the lighter weights,
Schwartz was more influenced by the less popular sans serifs
that many European foundries released to compete with Futura,
Helvetica and Univers - the juggernauts of 20th century sans
serifs - such as Neuzeit Grotesk, Folio, Recta, and Maxima. None
of these families were groundbreaking, but many of them had a
certain quirky charm.
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Graphik LCG Thin

Craphik LCG Thin ltalic
Graphik LCG Extralight
Graphik LCG Extralight Italic
Graphik LCG Light

Graphik LCG Light Italic
Graphik LCG Regular
Graphik LCG Regular Italic
Graphik LCG Medium
Graphik LCG Medium Italic
Graphik LCG Semibold
Graphik LCG Semibold Italic
Graphik LCG Bold
Graphik LCG Bold Italic
Graphik LCG Black
Graphik LCG Black Italic
Graphik LCG Super
Graphik LCG Super Italic

Rather than using ambiguous names like “Pro”, “World” or “WGL" for our font files with extended
language support, we have devised a simple way to denote which alphabets are supported in
complex families like Graphik.

Font files with LC in the family name support our full standard range of
A I—C - languages that use the Latin alphabet, plus languages that use Cyrillic,
Latin + Cyrillic including Russian, Ukranian, Belorussian, Serbian, and Bulgarian.

LG Font files with LG in the family name support our full standard range of
Latin + Greek languages that use the Latin alphabet, plus monotonic Greek.
LCG Font files with LCG in the family name support our full standard range of

Latin + Cyrillic + Greek languages that use the Latin, Cyrillic, and Greek alphabets.
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Historical Architecture
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Des:gns for Interaction
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EARLY SUBMARINERS
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NiederkirchnerstralRe

ROSALIND FRANKLIN
Tradmonal ingredient
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Robert Oppenheimer

CONCERTO GROSSO
Qumce de noviembre
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Near 5,200 residents

POLYCHORAL STYLE
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Klangfarbenmelodie

WHAKAHINAPOURI
Chromolithographer

GRAPHIK SUPER, 40 PT [ALTERNATE a t]

Physiological causes

REGION D'ESPAGNE
Forcing their peloton

GRAPHIK SUPER ITALIC, 40 PT
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CebepozanagHa AHeAuA

NTOIOM N3bICKAHY
Of X je 49 Hace/beHo
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BanaaMCKuM apxmnenar

3bIXOL3AYbI 3 TOTAIA
ﬂpeoéﬁag&w DABHWHbI

IIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIII

POTAIOM OBOX CTOJI ITb

AN3TOYHATA [ PAHWLUA
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3apas € psf HayKoBUX
BMEPLUE LIEN TEPMIH
M3xogHume ¢pakmopu
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naBHbIM UCTOUYHUKOM

HATYPOUTOCODPUA
Bo eaHa peakLuja KOH
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MehycooHo aejcTBoM

MCTUHA NCMUCDA
Huxe peruoHanbHoro
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Micnsa 1801 poky lFayc

OrPOMHM PE3EPBM
HAa rarara maricrpann
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Camasa crapasa uacrTb

BEJIAMOPCKI PAEH
Knacuunaricronoria

GRAPHIK CYRILLIC SUPER, 40 PT [ALTERNATE a]

22 mapTa1917roga s

MHOIME HAYYHbIE
Hajsehym geo Hapoga

GRAPHIK CYRILLIC SUPER ITALIC, 40 PT  [ALTERNATE a]
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> TNV KATATaEN Tou 1984
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Tukvotnta NAnBuopou
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O1 KaTtolkol Tou to 1911

> TO AATINIKO AOI'MA
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KEpkupacg kKal Opakng
DYZIKA PAINOMENA
KAworoucpavroupylaq
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Kupouc mavemoTtnuio

1.341.702 KATOIKOYx
TpomKo tou Kapkivou
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2UyXpovn Kkatactaon

NMPQTH XPYZH NYAH
EKtoq TV MApAITavo
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2TIC KATAAAQVOPWVEC

OYIIKH FTEQrPA®IA
Tn 5£Kﬂ£l’la Tou 1890
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REGULAR ALL CAPS

REGULAR

SEMIBOLD

PROPORTIONAL

LINING FIGURES

REGULAR ITALIC

SEMIBOLD

PROPORTIONAL
OLDSTYLE FIGURES

REGULAR ITALIC

Commercial

GRAPHIK REGULAR, REGULAR ITALIC, SEMIBOLD, 16/20 PT

THE SPANISH WAR, which began in 1739, and
the French war which soon followed it occa-
sioned further increase of the debt, which, on
the 31st of December 1748, after it had been
concluded by the Treaty of Aix-la-Chapelle,
amounted to £78,293,313. The most profound
peace of the seventeen years of continuance
had taken no more than £8,328,354. from

it. A war of less than nine years’ continu-
ance added £31,338,689 to it (Refer to James
Postlethwaite’s History of the Public Revenue).
During the administration of Mr. Pelham,

the interest of the public debt was reduced
from 4% to 3%; or at least measures were
taken for reducing it, from four to three per
cent; the sinking fund was increased, and
some part of the public debt was paid off. In
1755, before the breaking out of the late war,
the funded debt of Great Britain amounted
to £72,289,673. On the 5th of January 1763,
at the conclusion of the peace, the funded
debt amounted to £122,603,336. The un-
funded debt has been stated at £13,927,589.
But the expense occasioned by the war did
not end with the conclusion of the peace, so
that though, on the 5th of January 1764, the
funded debt was increased (partly by a new
loan, and partly by funding a part of the un-
funded debt) to £129,586,782, there still re-
mained (according to the very well informed
author of Considerations on the Trade and
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GRAPHIK CYRILLIC REGULAR, REGULAR ITALIC, SEMIBOLD, 16/20 PT

CUTYAUMNOHN3M CJTOXWNJICA Ha cTbike
HEBONbLUNX XYOO0XECTBEHHO-MNOMNUTNYECKNX
TeuyeHun: J1IeTTPUCTCKOro MHTepHaLnoHana,
MeXxayHapooHOro ABMXeHUs 3a UMaXXHU-
CTCKUM Dayxayc, a Takxe JIoHOoHCKOoM ncu-
xoreorpaduiveckom accoumaumun. Takxe B
CUTYaUMOHU3ME NPOoCNexnBaeTcs BnaHme
Jagaunsma, croppeannsma, aHTUrocyaapcrBeH-
HOro Mmapkcuama u ¢prokcyca. bonbLuoe Bnum-
AHWE Ha NOEONOrnio rpynnbl oKkasano Takxe
e s BoccTaHune B BeHrpuun 1956 r. n BO3HUKLINE
TaM coBeTbl pabounx. NMpunsHaHo Takxe BNu-
aHne «Popmynsapa HOBOro ypoaHuama», Bbl-
nyweHHoro nop, ncesaoHnMMom Xunsa ViBeHa

B 1953 rony MUBaHom LLlernosbiM. [1BnxeHue,
HasBaHHOe CUTYaUMOHUCTCKNUM MHTEPHAaLN-
e A OoHanom, 6bino OCHOBAHO B 1957 I. B UTalNbsH-

ckoM ropopge Kosa o’/Apocca. EguHonmnyHbIim
NMMOEPOM N TEOPETUKOM OBUMXEHUS CTan
dpaHuy3 ' lebop-ero yacTto ynpekanu B
OUKTaType NO OTHOLIEHMIO K OPYIrMM YneHam
osuxeHusa. Kpome Toro, yyactume B Sl npu-
HMManu WoTNaHACKNM Nucatenb AnekcaHgp
Tpo44u, aHrnumckum nnucatenb Panbd Pamuu
(ocHoBaTenb JToHAOHCKOM ncuxoreorpagdu-
yeckomn accoumaumnm—6bi1 oaHUM M3 NEePBbIX
n3rHaH n3 Sl), aTCKUM XygoXHWK-BaHOANNCT
Acrep NopH, BeTepaH BEHrepckoro BoC-
cTaHua Attuna KotaHu, ppaHLy3cKkas nuca-
TenbHMLUA N XygoxHuua Mmnwenb bepHLwTenH
(xeHa 'v lebopa), a Takxe Paynb BaHenrem.
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REGULAR ALL CAPS

REGULAR

REGULAR ITALIC

PROPORTIONAL
LINING FIGURES

SEMIBOLD

REGULAR ITALIC

PROPORTIONAL
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GRAPHIK GREEK REGULAR, REGULAR ITALIC, SEMIBOLD, 16/20 PT

H KATAXTAZIAKH AIEONHZ qtav kaAAite-
XVIKO KiVNUO OTOV aKPOAPIOTEPO XWPO OTNV
Eupwtin tnc dekaetiac tou 1960. Zuykpoth-
Bnke amo BewpntikoUg KAANITEXVEG, APXITE-
KTOVEG, TTOAITIKOUCG Kal dAAoug. H dpdon toug
ETINPEACE TNV MOAITIKN Ypauun Tng AploTe-
pdc kKaBwg kal Ta yeyovota mou EEomacav
Tov Mdio tou 68 otnv MNaAAia. Xtov TouEa
NG TEXVNC emnpeacav tnv padikr KOuAtou-
pa. Htav pia pikprn opdda mou amoteleito
amo 40 €wg 75 dtopa. AlaAuBnke to 1972.
O1 ZiItouaoiovioteg dpouocav oto TepIBwpIo
HETAEU TEXVNG, TOAITIKAG, APXITEKTOVIKAG
Kal TTIPAYHATIKOTNTAG. XKOTTIOG TOUG NTAV N
UAOTTOINON TWV UTTOOXECEWV TWV KAAWV TE-
XVV otnv kabnuepivn {wn. MNa va metuxouv
TOV OKOTIO TOUG ONAWoav wg anaitnon tnv
kaBaipeon Twv BEOUWV TWV KATAVAAWTIKOV
ayaBwv, Tng €puIoBng epyaociag, Tng te-
XVOKPATIAC KAl TWV IEpAPXI®V. AlaTunwoav
TNV Bewpia TNG OewpPNTIKNG KAl TOAKTIKAC
avamtuéng Twv KataoTtAoewVY KAl amaitnoav
va vivel n {wn kaAAitexvnua. O1 10€eg Toug
0100060nkav kai Bprkav anrxnon o d1ebvn
KAipaka pexpl onpepa. To Kivoua tTwv itoua-
OIOVITWV TIPWTOEUPAVIOTNKE OTIG APXEG TOU
1950 otnVv laAAia. Emnpedotnkav amd tov
Zav MNwA Xaptp kal tov Kapu. MNpwtaywvi-
oTAG Atav o 'ku Nteumodp, o omoiog £€6soe ta
Bewpntikd Beugdia tng opdadag. O Nteumop
ATav 19 Xpovwv 0Ttav to 1951 Npbe o emapn
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GRAPHIK REGULAR, REGULAR ITALIC, SEMIBOLD, 10/13 PT

Every introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical, or
inductive, which seeks to disengage a gen-
eral principle of beauty from the objects of
aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner’s
“aesthetics from above & from below.”

Methodologies of Aesthetics

The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philosopher,
Baumgarten, to round out his “architectonic”
of metaphysics that the science received its
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of
“clear,” logical thought. Kant, Schelling, and
Hegel, again, made use of the concept of
the Beautiful as a kind of keystone or cornice
for their respective philosophical edifices.
Aesthetics, then, came into being as the
philosophy of the Beautiful, and it may be
asked why this philosophical aesthetics
does not suffice; why beauty should need
for its understanding also an aesthetics “von
unten.” The answer is not that no system

of philosophy is universally accepted, but
that the general aesthetic theories have not,
as yet at least, succeeded in answering the
plain questions of “the plain man” in regard
to concrete beauty. Kant, indeed, frankly
denied that the explanation of concrete
beauty, or “Doctrine of Taste,” as he called

it, was possible, while the various definers
of beauty as “the union of the Real and the
Ideal” “the expression of the Ideal to Sense,”
have done no more than he. No one of these
aesthetic systems, in spite of volumes of
so-called application of their principles to
works of art, has been able to furnish a cri-
terion of beauty. The criticism of the gen-
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GRAPHIK MEDIUM, MEDIUM ITALIC, BOLD, 10/13 PT

Every introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical, or
inductive, which seeks to disengage a gen-
eral principle of beauty from the objects of
aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner’s
“aesthetics from above & from below.”

Methodologies of Aesthetics

The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philosopher,
Baumgarten, to round out his “architectonic”
of metaphysics that the science received its
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that
of “clear,” logical thought. Kant, Schelling,
and Hegel, again, made use of the concept
of the Beautiful as a kind of keystone or cor-
nice for their respective philosophical edi-
fices. Aesthetics, then, came into being as
the philosophy of the Beautiful, and it may
be asked why this philosophical aesthetics
does not suffice; why beauty should need
for its understanding also an aesthetics “von
unten.” The answer is not that no system of
philosophy is universally accepted, but that
the general aesthetic theories have not, as
yet at least, succeeded in answering the
plain questions of “the plain man” in regard
to concrete beauty. Kant, indeed, frankly
denied that the explanation of concrete
beauty, or “Doctrine of Taste,” as he called
it, was possible, while the various definers
of beauty as “the union of the Real and the
Ideal” “the expression of the Ideal to Sense,”
have done no more than he. No one of these
aesthetic systems, in spite of volumes of so-
called application of their principles to works
of art, has been able to furnish a criterion of
beauty. The criticism of the generations is

commercialtype.com



Graphik LCG

22 of 30

GRAPHIK SEMIBOLD, SEMIBOLD ITALIC, 10/13 PT

Every introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical,

or inductive, which seeks to disengage a
general principle of beauty from the objects
of aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner’s
“aesthetics from above & from below.”

Methodologies of Aesthetics

The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philoso-
pher, Baumgarten, to round out his “archi-
tectonic” of metaphysics that the science
received its name, as designating the theory
of knowledge in the form of feeling, paral-
lel to that of “clear,” logical thought. Kant,
Schelling, and Hegel, again, made use of the
concept of the Beautiful as a kind of key-
stone or cornice for their respective philo-
sophical edifices. Aesthetics, then, came
into being as the philosophy of the Beauti-
ful, and it may be asked why this philosophi-
cal aesthetics does not suffice; why beauty
should need for its understanding also an
aesthetics “von unten.” The answer is not
that no system of philosophy is universally
accepted, but that the general aesthetic the-
ories have not, as yet at least, succeeded in
answering the plain questions of “the plain
man” in regard to concrete beauty. Kant,
indeed, frankly denied that the explanation
of concrete beauty, or “Doctrine of Taste,”
as he called it, was possible, while the vari-
ous definers of beauty as “the union of the
Real and the Ideal” “the expression of the
Ideal to Sense,” have done no more than he.
No one of these aesthetic systems, in spite
of volumes of so-called application of their
principles to works of art, has been able to
furnish a criterion of beauty. The criticism

Commercial

GRAPHIK BOLD, BOLD ITALIC, 10/13 PT

Every introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical, or
inductive, which seeks to disengage a gen-
eral principle of beauty from the objects of
aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner’s
“aesthetics from above & from below.”

Methodologies of Aesthetics

The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philoso-
pher, Baumgarten, to round out his “archi-
tectonic” of metaphysics that the science
received its name, as designating the theory
of knowledge in the form of feeling, paral-

GRAPHIK BLACK, BLACK ITALIC, 10/13 PT

Every introduction to the problems of
aesthetics begins by acknowledging the
existence and claims of two methods of at-
tack—the general, philosophical, deductive,
which starts from a complete metaphysics
and installs beauty in its place among the
other great concepts; and the empirical, or
inductive, which seeks to disengage a gen-
eral principle of beauty from the objects of
aesthetic experience and the facts of aes-
thetic enjoyment: an example of Fechner's
“aesthetics from above & from below.”

Methodologies of Aesthetics

The first was the method of aesthetics par
excellence. It was indeed only through the
desire of an eighteenth-century philoso-
pher, Baumgarten, to round out his “archi-
tectonic” of metaphysics that the science
received its name, as designating the theory
of knowledge in the form of feeling, paral-
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GRAPHIK REGULAR, REGULAR ITALIC, SEMIBOLD, 8/11 PT

Every introduction to the problems of aesthetics
begins by acknowledging the existence and claims
of two methods of attack—the general, philosophi-
cal, deductive, which starts from a complete meta-
physics and installs beauty in its place among the
other great concepts; and the empirical, or induc-
tive, which seeks to disengage a general principle
of beauty from the objects of aesthetic experience
and the facts of aesthetic enjoyment: an example
of Fechner’s “aesthetics from above & from below.”

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

The State of Criticism
The answer is not that no system of philosophy is
universally accepted, but that the general aesthetic
theories have not, as yet at least, succeeded in
answering the plain questions of “the plain man”
in regard to concrete beauty. Kant, indeed, frankly
denied that the explanation of concrete beauty, or
“Doctrine of Taste,” as he called it, was possible,
while the various definers of beauty as “the union
of the Real and the Ideal” “the expression of the
Ideal to Sense,” have done no more than he. No
one of these aesthetic systems, in spite of volumes
of so-called application of their principles to works
of art, has been able to furnish a criterion of beau-
ty. The criticism of the generations is summed up
in the mild remark of Fechner, in his “Vorschule der
Aesthetik,” to the effect that the philosophical path
leaves one in conceptions that, by reason of their
generality, do not well fit the particular cases. And
so it was that empirical aesthetics arose, which
does not seek to answer those plain questions as
to the enjoyment of concrete beauty down to its
simplest forms, to which philosophical aesthetics
had been inadequate. But it is clear that neither has
empirical aesthetics said the last word concern-
ing beauty. Criticism is still in a chaotic state that
would be impossible if aesthetic theory were firmly
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Every introduction to the problems of aesthetics
begins by acknowledging the existence and claims
of two methods of attack—the general, philosophi-
cal, deductive, which starts from a complete meta-
physics and installs beauty in its place among the
other great concepts; and the empirical, or induc-
tive, which seeks to disengage a general principle
of beauty from the objects of aesthetic experience
and the facts of aesthetic enjoyment: an example
of Fechner’s “aesthetics from above & from below.”

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

The State of Criticism
The answer is not that no system of philosophy is
universally accepted, but that the general aesthet-
ic theories have not, as yet at least, succeeded in
answering the plain questions of “the plain man”
in regard to concrete beauty. Kant, indeed, frankly
denied that the explanation of concrete beauty, or
“Doctrine of Taste,” as he called it, was possible,
while the various definers of beauty as “the union
of the Real and the Ideal” “the expression of the
Ideal to Sense,” have done no more than he. No one
of these aesthetic systems, in spite of volumes of
so-called application of their principles to works of
art, has been able to furnish a criterion of beauty.
The criticism of the generations is summed up in
the mild remark of Fechner, in his “Vorschule der
Aesthetik,” to the effect that the philosophical path
leaves one in conceptions that, by reason of their
generality, do not well fit the particular cases. And
so it was that empirical aesthetics arose, which
does not seek to answer those plain questions as
to the enjoyment of concrete beauty down to its
simplest forms, to which philosophical aesthetics
had been inadequate. But it is clear that neither has
empirical aesthetics said the last word concern-
ing beauty. Criticism is still in a chaotic state that
would be impossible if aesthetic theory were firmly
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GRAPHIK CYRILLIC REGULAR, REGULAR ITALIC, SEMIBOLD, 10/13 PT

CuUTyauuoHu3M: HanpasfieHne B 3anagHoOMm
MapKcusme, Bo3HukLIee B 1957 B pe3ynbTa-
T€ OTNOYKOBAHUS OT TpoukMama. AKTUBHO
nposiBuno cebs Bo BpemMss Mancknx cobbiTui
1968 r. Bo ®paHumn. Kputmka kanutanmsma
W napTunHom BlopokpaTum npueena K conu-
XEHMIO CUTYaLLMOHUCTOB C aHapXmMcTamu.
CylecTBeHHOM NPeanochiiKon columanbHON
peBoniouMm ob6baBNSANACh PEBONIOLNS CO3Ha-
Hu. [OCKONbKY MHAMBMAYaANbHOE CO3HaHNe
0eTepPMUHMPOBAaNoCh 00LLEeCTBEHHOM U KYTb-
TYPHOM CUTYaUMEN, CUTYaALMOHUCTbI Pa3BUIn
MaoUCTCKYIO MAEK Ky/IbTYPHOUN PEBOIIOLNMN
L0 MPOAYLNPOBaHUSA KOHTPKYIbTYPbI U KOH-
TPKYNbTYPHbIX CUTyauui (oTcloga Ha3BaHuMeE).
CybbekToM peBonioLmMM CTaHOBUACh TBOpYE-
ckast Monogéxb. COBPEMEHHbIV KanuTannam
BOCMpPUHMMANCS npexae BCero kak ooLwecTBo
notpebneHuns, KOTOpPoe NPOTMBOMONOXHO
NPOM3BOACTBY — CYLLLHOCTHOM YepTe YenoBe-
Ka. No3ToMy OTUYXAEHHbIA OT NPON3BOACTBA
notpebuTtens paccmaTpuBancs NpakTn4ecku
KaK «HeJo4YeNoBek» — MULLIEHb KPUTUKN.

MUcToku cutyaumnoHusma

CUTYyaUNOHU3M CITOXUNCS Ha CTbike HEBONb-
LWNX XYOOXECTBEHHO-MOMNTUYECKNX TEYEHNN:
JleTTpucTCcKoro nHTepHaunoHana, Mexay-
HaApPOAHOro ABUXEHMUS 338 UMaXUHUCTCKUI
bayxayc, a Takxe JIoHOOHCKOW ncuxoreorpa-
dunyeckom accoumnaumu. Takxe B CUTYyaLMO-
HU3Me NpocnexmnBaeTcs BNUSHWE gagan3ma,
cloppeannama, aHTUrocyaapCTBEHHOIro
Mapkcuama u parokcyca. bonblioe BnnsHue
Ha MOEONOrUNIo FPYNMbl OKa3ano TakXe BOC-
cTaHue B BeHrpum 1956 r. n BO3HUKILWE Tam
coBeTbl pabounx. NMpuaHaHO TakxXe BNUAHNE
«dopmynsapa HOBOro ypbaHnama», BbiMyLLEH-
Horo nop, ncesgoHnMom Xunsa ViseHa B 1953
roay MiBaHowm LLlernoBsbim. [BuxeHne, Ha3BaH-
Hoe CUTYaUMOHUCTCKMM MHTEPHALMOHANOM,
ObiNno ocHoBaHO B 1957 . B UTaNbAHCKOM
ropopge Kosa g’Apocca. EguHonn4HbIM nuge-
POM U TEOPETUKOM ABUXEHUSA cTan GppaHLys
' Jebop-ero yacto ynpekaan B AUKTaType
MO OTHOLUEHMIO K APYIMM Y/leHaM OBUXeE-
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CutyaumoHn3m: HanpasJjieHne B 3arnagHoOM
MapKcusme, Bo3HukLiee B 1957 B pesynbTa-
Te OTMOYKOBaHMUA OT TPOLUKN3Ma. AKTUBHO
npossuno cebs Bo Bpemsa Maickux cobbitumn
1968 r. Bo ®paHuuun. Kputuka kanutanmsma
M NapTUHON GlopoKpaTumM NpuBena K conu-
XXEHMUIO CUTYaUMOHUCTOB C aHapXucTamm.
CyLiecTBeHHOMN NPeanoCcbiIKON CoLManbHOM
peBonioLMmn ob6bSBNSNAaCh PEBONIOLUA CO3HA-
Hus. Mockonbky MHAMBMAYyanbHOE CO3HaHue
AETePMUHUPOBANOCh 0OLWEeCTBEHHOW U KY/b-
TYPHOW cuTyaumen, CUTYauMoOHUCTbI pa3BuIn
MaouCTCKYI0 UAelo KybTyPHOWU PEBOIOLUN
[0 NPOAYLUPOBaHUA KOHTPKYJbTYPbl N KOH-
TPKYNbTYPHbIX cUTyauun (oTciona HasBaHUeE).
CybbekToM peBonioLnn CTaHOBUIaCb TBOpUe-
ckas monoféxb. CoBpeMeHHbIN KanuTaansm
BOCMNpPUHUMANCA Npexae Bcero kak obwecTso
noTpebneHns, KOTOPOe NPOTUBOMOOXHO
NPOn3BOACTBY — CYLLHOCTHOW YepTe Yyenose-
Ka. [MloaToMy OTUYXXAEHHbIM OT NPOU3BOACTBA
notpebutenb paccMmaTpuBascs NpakTU4ecKu
KaK «Hef04enoBeK» - MULLIEHb KPUTUKN.

MUcTokmn cutyaumoHnsma

CuUTyaLMOHN3M CNIOXUIICA Ha CTbIKe HEDOJb-
LWKX XYLOXKECTBEHHO-NONIMTUYECKUX TEYEHUN:
JleTTpucTCKOro nHTepHauuoHana, Mexay-
HapOOHOro ABUXEHUS 32 UMAXXUHUCTCKUMN
b6ayxayc, a Takxe JIoHOOHCKOW Ncuxoreorpa-
durueckon accoumaumun. Takxxe B cUTyaLu-
OHM3Me NpocnexunBaeTcsa BNMsHue gagams-
Ma, cloppeannsma, aHTUrocygapcTBeHHOro
Mapkcusma u ¢okcyca. bonbwoe BnusiHne
Ha UAEONOruIo rpynnbl 0Okasano TakXKe BoC-
ctaHue B BeHrpumn 1956 r. u BO3HUKLWINE Tam
coBeTbl pabounx. MpuUsHaHo Takxe BNusHue
«(PopmMynsapa HOBOro ypb6aHnu3mMa», BbiMyLLEH-
Horo nop ncesgoHumom XXunsa MeeHa B 1953
rogy MeaHowm LWernoebim. [1BUXXeHUe, Ha3BaH-
Hoe CUTYauMOHUCTCKNM MHTEPHALMOHANOoM,
6b1n0 ocHoBaHO B 1957 r. B UTaNbsIHCKOM
ropope Kosa g/Apocca. EguHOnn4YHbIM Nnupe-
POM M TEOPETUKOM ABUXEHUSA cTan ¢ppaHLy3
' lebop -ero yacro ynpekann B pUKTaType
Mo OTHOLLEHUIO K APYTUM Y/ieHaM ABUXe-
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CutyaumMoHM3M: HanpaBfeHue B 3anagHom
MapKcuame, Bo3Hukuwee B 1957 B pesynbra-
Te OTNOYKOBaHMUSA OT TPOUKNU3Ma. AKTUBHO
nposBuno cebs Bo Bpemsa Manckux cobbiTui
1968 r. Bo PpaHuuun. Kputuka kKanutanusma
M NapTUHON GI0pOKpPaTUM NpuBena K conu-
)X€HUIO CUTYaLMOHMCTOB C aHapX1UcTamu.
CyLuecTBEeHHOMN NpepnocbiyIkon counanb-
HOW peBoioLun o6baBNsNach peBoniouus
co3HaHus. MockonbKy MHAMBUAYanbHOe
CO3HaHue AeTEPMUHUPOBAJIOCb ObLLLECTBEH-
HOW U KYNIbTYPHOM CUTyaUuen, CUTyaunoHu-
CTbl Pa3BUIN MAOUCTCKYIO UAEIO KY/IbTYPHOM
peBosoLMKN [0 NPOAYLMUPOBAHUSA KOHTPKY/b-
TYPbl U KOHTPKYNbTYPHbIX CUTyauun (oTciopa
HasBaHue). Cy6bekToM peBosioLn CTaHo-
BUJIacb TBop4Yeckas Monoféxb. CoBpemeH-
HbIA KanuTananu3M BOCNPUHUMAJICA Npexae
BCero Kak o6wecTBo notpebneHus, kotopoe
NPOTUBONOJIOXXHO NPOU3BOACTBY — CYLL-
HOCTHOM YepTe Yenoseka. [loaTomy oTuyX-
OEHHbIN OT NPOU3BOACTBa NOTPebuTtenb
paccMaTpuBancs NpakTUYeCcKU Kak «Hepo-
YenoBek» - MULLEHb KPUTUKMU.

Uctokun curyaumoHnsma

CuUTyaumMoHN3M CNOXXWUJICA Ha CTbIKe He-
60oNbLIMX XYyA0XXECTBEHHO-MONMUTUUYECKUX
TeueHun: JIeTTPUCTCKOro MHTepHaLoHana,
MeXxpayHapogHOro ABMXEHUA 3a UMaXXu-
HUCTCKUM B6ayxayc, a Takxe JIoHgOHCKOM
ncuxoreorpaduyeckomn accoumauum. Takxe
B CUTYaLMOHU3Me NpOoCeXnuBaeTcs Biu-
fIHWe gagausma, cloppeasrinama, aHTUro-
cyaapcTBeHHOro Mapkcuama m ¢rokcyca.
bonblwoe BNuAHME Ha NAE0NOrUIO rPYNMbI
oKa3saso Tak)e BocctaHue B BeHrpuun 1956 r.
M BO3HUKLLUE TaM coBeTbl paboumnx. Mpu-
3HaAHO TaKXe BnusHue «d@opmynsapa HOBOro
yp6aHu3ma», BbinyLeHHOro nog, nceBgo-
Humom XXunsa UeeHa B 1953 roay MBaHOM
LLlernoBbiM. [1BNXXEeHUe, Ha3BaHHOe CuUTy-
aLUMOHUCTCKUM UHTEPHaLMOHANOM, bbino
OCHOBaHO B 1957 r. B UTanbsiHCKOM ropope
Ko3a g’Apocca. EAGMHONNYHBIM NMAEPOM U
TeopeTUKOM ABuXeHus ctan ¢paHuys N
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CuUTyaymMoHu3M: HanpaBiieHue B 3anafHOM
MapKcuame, Bo3Hukwee B 1957 B pesynbra-
Te OTNOUYKOBaHUA OT TPOLUKHU3MaA. AKTUBHO
nposBuno ce6s Bo Bpemsa Maiickux cobniTumn
1968 r. Bo ®paHuuu. Kputuka kanuranusma
M NapTuitHON GlOpOoKpPaTUN NpuBena K conu-
YXeHUIO CUTYaLMOHUCTOB C aHapXUCTaMm.
CyuiecTBeHHOM NpeaAnocbUIKON couuarnb-
HOW PeBoIoLUN O6BbABNANACH PEBONIOLMSA
co3HaHus. MockonbKy HAuBMAYanbHoe
CO3HaHMe AeTepPMUHNPOBANIOCh O6GLLECTBEH-
HOM U KYNIbTYPHOM CUTYyaLuen, CUTyallMoHM-
CTbl Pa3BU/IN MAOUCTCKYIO MAEIO KY/IbTYPHOM
peBooyMKN /O NPOAYLUNPOBAHNUA KOHTPKY/b-
TYPbl U KOHTPKYNbTYPHbIX cUTyauun (oTciopa
Ha3BaHue). CyobeKkToM peBosioLuum CTaHOBU-
nacb TBopyeckas monoaéxo. CoBpeMeHHbIN
KanuTanusm BOCNpPUHUMAJICA NpeXxae BCero
KakK obuecTBO NoTpedieHns, KoTopoe Npo-
TUBOMNOJIOXHO NPOU3BOACTBY - CYLLHOCTHOM
uepTe uenoeeka. MMo3aTomy oTUYXXAEHHDbIN OT

GRAPHIK CYRILLIC BLACK, BLACK ITALIC, 10/13 PT

CHUTyaLMOHH3M: HanpaBfieHue B 3anafHoOM
MapKcu3me, Bo3HuKwee B 1957 B pe3ynbra-
Te OTNOYKOBaHMSA OT TPOLUKU3Ma. AKTUBHO
nposBuno ceba Bo Bpemsa Maickux co6biTum
1968 r. Bo ®paHuun. Kputuka kanutanuama
U NapTUNHOM GlopoKpaTUM NpUBena K co6nu-
)K€HMIO CUTYaLlMOHUCTORB C aHAapXUCTaMM.
CyuwecTBeHHON NPeanochIZIKON couuanb-
HOM peBonIouUN 06 BbABNSANACH PEBONIOLMSA
co3HaHus. MockonbKy MHAUBUAYaNbHOE
CO3HaHMue fleTePMMHUPOBANIOCh OOLEeCTBEH-
HOM U KYNIbTYPHOM CUTYaLlueNn, CUTYaLlMOHU-
CTbl Pa3BU/IN MAOUCTCKYIO UAEI0 KYNIbTYPHOM
peBooL MM A0 NPOAYLUPOBAHUA KOHTP-
KYNbTYPbl U KOHTPKYNIbTYPHbIX CUTYaLUM
(orciopa HasBaHue). Cy6beKTom peBonioumum
CTaHOBMNIacb TBOpUuecKasi Monoféxb. Co-
BpPEeMEeHHbIN KanuTann3m BOCNPUHUMACS
npexpe Bcero Kak o6uecTeo noTpe6nexms,
KOTOpPOE NPOTHUBONOJIO)KHO NPOU3BOA-
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CuTyauMoOHU3M: HanpasneHne B 3anagHoOM MapKcus-
me, Bo3HuKLee B 1957 B pe3ynbraTe OTNOYKOBaAHMUS
OT TpoLKM3Ma. AKTUBHO MPOsABUIO cebs BO Bpems
Mancknx cobbitnin 1968 r. Bo ®paHumn. Kputuka
KanuTanuama u napTuinHon GiopokpaTnmn Npmeena K
CONMXEHMIO CUTYaUMOHUCTOB C aHapxuctamu. Cy-
LLLeCTBEHHOW NPEANOCHIKON COLManbHON PeEBONIO-
UMM 0ObABNANACh PEBOMIOLMS CO3HAHWMS. [OCKOMbKY
WHAOVBUAYaNbHOE CO3HaHWNE OETEPMUHUPOBANOCh
00OLLEeCTBEHHOM U KYNIbTYPHOW CUTyaumMen, CuTya-
LMOHWUCTbI Pa3BUN MAOUCTCKYO UAEI KYNbTYPHOM
peBosIoUMM [0 NPOQYLMPOBAHUS KOHTPKYNbTYPbI

N KOHTPKYNbTYPHbIX CUTYaumMn (OTclofa Ha3BaHuWe).
Cy0ObekTOM peBontoLuM CTaHOBUNACh TBOpYeckas
Monoaéxs. CoOBpeMEHHbIN KanuTannam BOCMNPUHU-
masncs npexpne Bcero kak oouecTso notpedneHus,
KOTOPOE NPOTUBOMONOXHO NPOU3BOACTBY — CYLL-
HOCTHOM YepTe YenoBeka. [10aToOMy OTUYXAEHHbIN
OT NPOU3BOACTBA NOTPeOUTENb paccmaTpuBancs
NpPaKTUYeCKn Kak «HeJo4YeTOBEK» — MULLEHD KPUTUKMU.

UcTokm cutyaumoHmsma
CUTYyaLMOHN3M CMIOXMICS Ha CTbike HeGONbLINX
XYOOXECTBEHHO-MOMUTUYECKNX TeYeHUn: JleTTpucT-
CKOro UHTepHauunoHana, MexayHapogHoro apuxe-
HMA 33 UMaXMHUCTCKUN bayxayc, a Takxe JIOHAoH-
cKoW ncuxoreorpaduyeckon accoumaumm. Takxe B
CUTYyaUMOHU3ME NPOCnexXnBaeTcs BNUsHUE gagans-
Ma, croppeann3ma, aHTUrocynapCTBEHHOro Mapkcus-
Ma 1 pntokcyca. bonblioe BusiHWE Ha MAeonoruio
rpynnbl OKa3ano Takxe BoccTaHme B BeHrpun 1956 r.
1 BO3HUKLLIVE TaM COBeTbl pabouunx. MNpuaHaHo Tak-
xe BnusaHue «dopmMynsapa HOBOro ypbaHuama», Bbi-
nyLweHHOro nog, ncesaoHMMom Xuns ViseHa B 1953
roay VieaHom LLlernosbim. [1BuxeHme, HasaBaHHoe Cu-
TYaUMOHUCTCKUM MHTEPHALMOHANoM, ObliNo OCHOBa-
Ho B 1957 r. B nTanbsiHnckom ropoge Kosa g’/Apocca.
EOVMHONNYHBIM TMAEPOM N TEOPETUKOM ABUXEHUS
cTan ¢paHuys 'v [lebop-ero yacro ynpekanu B uK-
TaType Mo OTHOLUEHMIO K APYTMM YNeHaM ABUXEHUS.
Kpome Toro, yyacTtue B Sl nprMHMManu WoTnaHACKUN
nucatenb AnekcaHgp Tpoyuu, aHrMMNCKUA NnnucaTtenb
Panbd PamHu (ocHoBaTenb JIOHAOHCKOM NCUXOreo-
rpaduryeckon accoumaLnm—Bbia OOHUM U3 NEPBbIX
M3rHaH 13 Sl), 0aTCKUM XyooXHUK-BaHOanucT Acrep
VopH. BeTepaH BeHrepckoro BoccTaHus ATTuna
KoTaHu, dpaHuy3ckas nucaTenbHULA U XyaoXHMLa
Mwuwwens BepHwTtenH (keHa ' Jebopa), a Takxe
Paynb BaHelirem.

CMTYaLl,VIOHMCTcKMﬁ WHTepHauunoHan
B oTAnume oT MHOIrMX Apyrux XyooxecTBeHHO-No-
NUTUYECKNX ABUXEHUN EBponbl TOro BpemeHu,
CUTYaUuMOHN3M NMponoBegoBan He anaTtax unn acTte-
TU4YeCKoe co3npgaHune, a «npamoe nonanTnyeckoe
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CuUTyauMOHN3M: HanpasfieHue B 3anagHoOM MapKCcu3s-
Me, BO3HUKLLee B 1957 B pe3ynbTaTe OTNOYKOBaHUSA
OT TpoukKuama. AKTUBHO NposBUio cebs Bo Bpems
Maiickux cobbituin 1968 r. Bo ®paHuumn. Kputuka
KanutanuamMa v napTuiHon 6lopokpaTumn npueena K
CONMXKEHUNIO CUTYALLMOHUCTOB C aHapxucTamu. Cyiue-
CTBEHHOM NPeAnocbUIKON couuanbHON peBoNioLmnmn
ob6bsABNANach peBoniouns coaHaHus. NMockonbky
VMHOMBUAYaNbHOE CO3HaHMe AeTePMUHUPOBANOCh
06LecTBEHHOMN U KYNbTYPHOW CUTYaLMen, cuTya-
LMOHUCTbI Pa3BUIIN MAOUCTCKYIO U0 KY/IbTYPHOM
peBooLMM A0 NPOAYLUPOBaHUS KOHTPKYNbTYPbI

M KOHTPKYNbTYPHbIX CUTYauui (oTcioga Ha3BaHue).
Cy6beKkToOM peBONIOLMM CTaHOBMIACh TBOpYeckas
Monopéxb. CoBpeMeHHbIV KanuTananam BOCNpPUHU-
Mancs npexpae BCero kak obwwecTso notpebneHus,
KOTOpOE NPOTUBOMNONOXHO NPOU3BOACTBY — CYLL-
HOCTHOM YepTe Yenoseka. [03aToMy OTUY)KAEHHbIN
OT NPOM3BOACTBa NOTPebUTENDL paccMaTpuBancs
NpaKTUYECKU KaK «He,04ENOBEK» — MULLEHD KPUTUKM.

WUctokm cutyaumoHusma
CUTyauNOHU3M CNIOXWUIICA Ha CTblKe HeBOoNbLUNX XY-
[OXEeCTBEHHO-MONMNTUUYECKNX TeYEeHUN: JIeTTPUCTCKO-
ro MHTepHauuoHana, MexayHapopgHOro ABMXeHus
3a UMaXXUHUCTCKUM bayxayc, a Takxe JIoHOOHCKOMN
ncuxoreorpaduyeckon accoumaummu. Takxe B CUTY-
aunoHMU3Me NpocnexuBaeTcs BNMsaHUe gagamsma,
cloppeannama, aHTUrocyapcTBeHHOro MapKcus-
Ma u ¢parokcyca. bonbloe BNusgHUE Ha MQEONOruio
rpynnbl okasano Takxe BoccTaHue B BeHrpun 1956 r.
M BO3HUKLUME TaM COBeTbl pabouunx. MpursHaHo Takxe
BnusHue «dopmynsapa HoBoro ypbaHuama», Bbiny-
LWeHHoro nop ncesgoHMmom Xuns Meena B 1953 ropy
MNBaHom LLlernoebiM. [iBMxeHne, HaspaHHoe Cutya-
LMOHUCTCKMM UHTEPHALMOHANOM, O6bl/I0 OCHOBAHO
B 1957 r. B uTanbsinckom ropope Kosa g’/Apocca.
EQMHONNYHBIM NTNAEPOM U TEOPETUKOM ABUXKEHUSA
ctan ¢ppaHuys M'v ebop-ero yacto ynpekaau B oUK-
TaType No OTHOLEHMIO K OPYrUM YfieHaM ABUXEHUS.
Kpowme Toro, yuactue B S| npuHMmanu woTtnaHacKkumn
nucatenb AnekcaHap Tpo4vun, aHrMMUCKUM NucaTtesnb
Panb¢ PamHu (ocHoBaTenb JIOHAOHCKOM NCUXOreo-
rpaduyeckon accoumnaumm-6bi1 OgHUM U3 NepPBbIX
uarHaH us Sl), paTcku XygoxHuk-saHganuct Acrep
MopH, BeTepaH BEHrepckoro BOCCTaHUs ATTuna
KoTaHu, ¢ppaHuUy3ckas nucartesnibHMLA U XYAOXHULA
Muwenb BepHwTenH (xeHa Nt [lebopa), a Takxe
Paynb BaHenrem.

CUTYaLlMOHNCTCKUI MHTEPHaLMOHanN
B oTAMumMe oT MHOIUX OPYruxX XyA0XeCTBEHHO-MO-
NUTUYECKUX ABUXEHU EBponbl TOro BpemeHu,
CUTYaLMOHMU3M NPONOBefoBan He anaTax unm
3CTETMUYECKOE CO3uAaHNE, a «NPSAMOE NoIUTUYECKoe

commercialtype.com



Graphik LCG

27 of 30

GRAPHIK GREEK REGULAR, REGULAR ITALIC, SEMIBOLD, 10/13 PT

H Kataoctaoiaki AieOviig ritav KaANITeEXVIKO
Kivnpa otov akpoaplotepd Xwpo otnv Eupw-
N TNG dekastiag tou 1960. Tuykpotrbnke
amnod BewpntikoUc KAANITEXVEG, APXITEKTO-
VEG, TTOAITIKOUG Kal dAhoug. H dpdon Toug
EMNPEACE TNV MOAITIKY yPaAuUun TNG AploTe-
Pd¢ KaBwg Kal ta yeyovota nou E€onacav
Tov Mdio tou 68 otnv lNaAAia. Xtov Touga
NG TéXVNG ennpgacav tnv padikn KoUATou-
pa. 'Htav pia pikpr opydda mou amoteAEito
amno 40 €wg 75 dtopa. AlaAuBnke to 1972.
O1 Xitoudaociovioteg dpolcav oTo MePIBWPIo
peTa&l TEXVNG, MOAITIKAG, QPXITEKTOVIKAG
Kal TPAyUaTIKOTNTAG. XKOTIOC TOUG ATAV N
UAOTIOINGN TWV UTTOOXEOCEWV TWV KAA®V TE-
XVQV otnv kabnuepivr wn. MNa va netuxouv
Tov okotd Toug SNAWOoAV w¢ anaitnon tnv
KaBaipeon Twv BECU®V TWV KATAVAAWTIKOV
ayabwv, Tng €PpIoBNg epyaciag, TNG TEXVO-
KPATiag Kal Twv IepapXinyv. Alatumwoav Tnv
Bewpia TN «OewpPNTIKAG KAl TIPAKTIKAC avad-
MTuéng TV KAaTaoTAoewV» KAl anaitnoav
va yivel n {wn kaA\itexvnua. O1 10€eg Toug
010066nkav kai BpAkav amrixnon oe diebvn
KAiJaKa pgxpl onuepa.

lotopikn €EENIEN

To Kivnua TwVv ZIToUuacIoVITOV TTPWTOEUPAVI-
oTNKe oTIG apxeg tou 1950 otnv MaAAia. Emn-
pedotnkav amod tov Zav NwA ZapTp Kal Tov
Kapu. MNpwtaywviotAg Atav o N'ku Nteumop,
o omnoiog £€6eoe ta Bewpntikd BeugAia Tng
opdadag. O Nteumop ntav 19 xpovoyv otav

T0 1951 pBe oe emapn otig KAvveg Pe toug
AETPIOTEG, PIA OPAdA TTPWTOTIOPIAKWY KAA-
NTEXVQV PE coupealioTikn mapddoaon. Ol
Netplotéq eixav £€pBel ya va douv 1o €pyo
Tou lovtép loou. O1 Aetplioteg dnuiolpyn-
oav okdvdalo, emeidn To OTIA Toug ATav
TTOAU UTTOEUIKO YIA TNV ETTOXN €KEivN, TPAYHA
TTOU yorjteuoe tov vedpo Ntepmdp Kal Toug
akolouBnoe. O1 Astploteg €€€318av To TEPI-
001KO «[MéTthay», oto omoio diatunwbnkav ol
TTPWTEG I0EEC TWV XITOUACIOVIOTWV. MepIKA
HEAN TV AETPIOTWV idpucav tnv AETpIOTIKN
Aigbvn), €vav amnd toug mpodpoduoug tng Ka-
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H Katactaoiakn AieOvAg Atav KaANItexviko
KivnUa oTov akpodapiotePo Xwpo otnv Eup®-
N TNG deKastiag tou 1960. Zuykpotrinke
a6 OswpntikoUg KAANITEXVEG, APXITEKTO-
veg, mMoAItikoUg Kal dAhoug. H dpdon toug
EMMNPEACE TNV MOAITIKY YPAUU TG ApioTte-
pPdc Kabwe Kal Tta yeyovota rmou EEonacav
Tov Mdio tou 68 otnv MAAia. Ztov top€a
NG TEXVNG enMnpéaocav tnv padikri KOuAtou-
pa. 'Htav pia gikpr ogdda mou amoteAeito
amoé 40 €wg 75 dtopa. AlaAlOnke 1o 1972.

O1 ZItouaaciovioteg dpolcav oTo EPIBWPIo
peta&u téxvne, MOAITIKAG, APXITEKTOVIKAC
KaI TPAYHATIKOTNTAG. KOTIOG TOUG ATAv N
uloToinon TV UMOOXECEWV TWV KAA®V TE-
XvVaVv otnv kadnuepivi {wnA. Na va netuxouv
TOV OKOTO TouG SHAWOAV WG amnaitnon tnv
KaBaipeon Twv OECHOV TWV KATAVAAWTIKOV
ayadwv, Tng EpIcONG epyaaciag, Tng TeEXVO-
KPatiag Kal Twv iepapXi®v. Alatunwoav tThv
Oswpia TNG «OEWPNTIKAG KAl TTPAKTIKAG ava-
mTtuéng Twv KATaoTAoewv» KAl amditnoav
va yivel n {wn kaAAitéxvnua. O1 18€€q Toug
81a860nkav kai BprAkav amixnon o diebvi
KAipaka péxpl cnuepa.

lotopikn €€€MIEN

To Kivnua T®wV ZITOUACIoVITWOV TPWTOEUPA-
viotnke otig apx€g tou 1950 otnv MNaAAia.
Emnpedotnkav amod tov Zav MwA Zaptp Kal
Tov Kapu. MpwtaywviotAg fitav o Nku Nte-
HUTop, o omoiog €0sa0€ ta BewpnTikd OsugAia
NG opddag. O Nteumop ntav 19 xpovov
otav to 1951 AP0 oc emagn otig Kdvveg pye
ToUG AETPIOTEG, HIa OpAdd TTPWTOTTOPIAKWOV
KAAANITEXVOV PE ooUupealIoTIKA Tapddoon.
O1 Aetpiotéq eixav €pBel ya va douv 1o €pyo
Tou loivtop loou. O1 Astpiotég dnuioupyn-
oav okavdalo, emeidn To OTIA Toug ATav
TOAU PTTOEMIKO YIA TNV EMOXN EKEivN, MPAyua
TTou yorjteuoe tov vedpo Nteumdp Kal Toug
akoAouBnoe. O1 Astplotég €€€01av To TIEPI-
001K0 «MoTAayx», oTo omoio diaturrwinkav ol
MPWTEG I8£€C TWV ZIToudoiovioT®v. Mepikd
HEAN TV AETPIOTWV idpucav Tnv AETPICTIKNA
Aigbvi), €vav amno toug mpodpopoug tng Ka-
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H Kataotaoiakn AieBvic Atav KAAMTEXVIKO
KiVvnpa oTov akpoapioTtePo XwpPo otnv Eupw-
N tng deKaetiag tou 1960. ZuykpotOnke
amé OewpnTIKoUg KAANITEXVEG, APXITEKTO-
VEG, MOAITIKOUG Kal GAAoug. H 8pdon toug
ENMNPEACE TNV MOAITIKA YPAuUn tnG ApioTte-
PAc Kab®¢ Kal Tta yeyovota mou EEomacav
tov Mdio tou 68 otnv lNaAAia. Ztov top€a
™G téXvng emnpéacav tnv Jaldiki KouAtou-
pa. 'Htav pia yikpA opdda mou amoteAeito
amnod 40 €wg 75 atopa. AlaAuOnke to 1972.

O1 ZItouaaciovioteg dpoUoav aTo EPIBWPIO
HETA&U TEXVNG, MOAITIKAG, APXITEKTOVIKAG
Kal MPAayHatikotntag. ZKomog Toug tav n
UAOTT0INGoN TWV UMTOOXE0EWV TWV KAAWYV TE-
XVOV otnv kadnuepivi {wn. Na va metoxouv
TOV OKOTIO Toug SNAWaCaV ¢ anmaitnon tnv
KaBaipeon TV OECUWOV TV KATAVAAWTIKOV
ayafwv, tng Eppiocdng epyaciag, Tng TEXVo-
KPatiag Kai Twv IEpapXinv. Alatunmwoav tnv
Ozwpia TG «O@EWPNTIKAG KAl TIPAKTIKAG avd-
MTUENG TWV KAaTaoTAdoEwWV» Kal anaitnoav
va yivel n {wn KaANIteéxvnua. O118£€g Toug
81a360nkav kai BprRkav amfnxnon oc dibvi
KAijaka géxpl cnuepa.

lotopikn €&€AIEN

To Kivnpa TV ZITouacIovIT®OV MTPWTOEUPA-
viotnke otig apxeg tou 1950 otnv MaAAia.
Ennpedotnkav amo tov Zav NwA Zaptp Kai
Tov Kapu. Npwtaywviotig Atav o N'ku Nte-
HUTIop, o omoiog £€0eoe ta Oswpntikd OsugAia
™n¢g opddag. O Ntepumoép Arav 19 xpovav
otav 1o 1951 RpOe oe emapn otig Kavveg pe
ToUg AETPIOTEG, HIA OHAdA TIPWTOTTOPIAKWV
KAAAITEXVAV HE COUPEAAICTIKA TapAadoorn.
O1 Aetpiotég sixav £pBel ya va douv 1o €pyo
Tou loivtop loou. O1 Aetpiotég dnuiolpyn-
oav okavdalo, eneidi To OTIA TOUG ATav
TOAU PTTOEMIKO YIA TNV EMOXA EKEIVN, TIPAYHa
mou yorjteuoe tov veapo Nteumép kai toug
akoAouOnoe. O1 Aetpioteg £E€d1dav To TIEPI-
0d1K6 «MéTtAay», oto omoio diatunmwenkav ol
MPATECG 1I6€€G TWV ZITouacioviot®v. Mepika
HEAN TV AETPIoOTAV idpucav TNV AETPICTIKN
Aigbvn, évav ano toug mpodpodpoug tng Ka-
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GRAPHIK GREEK BOLD, BOLD ITALIC, 10/13 PT

H Kataoctaoiakn AieOvic¢ Rtav KaAAITEXVI-
KO KivnHa 0TOV KPOAapPICTEPO XWPO TNV
Eupomn tng dekactiag tou 1960. Zuykpo-
TONKe anmé BewPNTIKOUG KAANMITEXVEG,
APXITEKTOVEG, MOAITIKOUG Kal AAAoug. H
3pAcn Toug EMNPEACE TNV MOAITIKH YPAUUR
™G APICTEPAC KAOME KAl TA YEYOVOTA TTOU
&€omaocav tov Maio tou 68 otnv MaAAia.
ZToV TOHEa TNG TEXVNG EMNPEacav tnv
paliki KouAtoUpa. 'Htav gia HIKpR opa-

da mou anoteAgito anmoé 40 £€wg 75 dropua.
D1aAuOnke 1o 1972. O1 ZITOUaCIoVIoTEG
3poucav oto TEPIBWPIO HETAEU TEXVNG,
MMOAITIKNG, APXITEKTOVIKIG KAl TPAYHATIKO-
TNTAG. ZKOMOG TOUG HTAaV N UAomoinon Twv
UTTOGXE0EMWV TWV KAA®V TEXVAV OTNV Ka-
Onuepivi {wn. MNa va meTixXouv Tov GKOTIo
T0UG dNAwoav wg amaitnon tnv kabaipeon
TWV OECHOV TOV KATAVAAWTIK®OV ayddwv,
™Neg EpHIoONG epyaciag, Tng TEXVoKpatiag
Kal TV IEpAPXI®V. AiIatunmwoav Thv Oswpia

GRAPHIK GREEK BLACK, BLACK ITALIC, 10/13 PT

H Kataotaciaxn AieBvig Rtav KaAAITEXVI-
KO Kivnia 0TOV aKpoapIicTEPOS XWPO oTNV
Eupomn tng dekastiag tou 1960. Tuykpo-
TNONKE anmé OcwWPNTIKOUG KAAAITEXVEG,
APXITEKTOVEG, MOAITIKOUG Kail GAAoug. H
3paon ToUGg EMNPEAGE TNV MOAITIKY YPAUHR
™G APICTEPACG KABMG Kl Ta YEYOVOTA TTOU
&€omaocav tov Mdio tou 68 otnv NiAAia.
ZTov ToHéa TNG TEX VNG EMNPEacav tnv jya-
Tk kouAtoUpa. ‘Htav gia jikpn opdda mou
amoteAeito anod 40 £wg 75 atopa. AIaAU-
Onke 1o 1972. O1 ZiItouaciovioteg dpoucav
oT0 TEPIOWPI0 HETAEU TEXVNG, MOAITIKAG,
APXITEKTOVIKNG KAl TPAYHATIKOTNTAG.
ZKomoG Toug Tav n uAomoinon Twv umo-
OXECEWV TWV KAAXDV TEXVROV TNV KaOnue-
pivi] Lwn. MNa va meTUXouV ToV GKOTTO ToUuG
dNAwocav wg amaitnon tnv Kabaipeon Twv
OECHMV TWV KATAVAARTIK®OV ayad®v, Tng
£UHIOONG EpYAciag, TNG TEXVOKPATIAG Kal
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H Kataotaoiaki AieOvAg Atav KaANITEXVIKO Kivnua
OTOV aKpoaploTePS XWPo otnv Euprmn tng deka-
etiag Tou 1960. ZuykpotnBnke amd BewpnTikoUg
KAANITEXVEG, APXITEKTOVEG, TTONITIKOUG KAl AAAOUG.
H dpdon toug ennpgace tnv moAITikn ypoauun tng
ApIoTePAdc kKaBWG Kkal ta yeyovota mou E€omacav
Tov Mdio tou 68 otnv MaAAia. Xtov Topéa tng
téXvng emnp€acav tnv paliki kouAtoupa. Htav yia
HIkpr opdda mou amoteleito amd 40 €wg 75 dtopua.
A1aA\UOnke t0 1972.

EvvololoyIko oxEdio
Ol ZItouaoiovioteg dpoucav oto TepIBwpIo petagu
TEXVNG, TMOAITIKIG, APXITEKTOVIKAG KAl TTPAYUATIKO-
TNTAG. TKOTIOG TOUG ATAV N UAOTIOINON TWV UTTOOXE-
OEWV TWV KAAQV TeEXVOV otnv kadnuepivi {wn. Na
va METUXOUV TOV OKOTIO ToUug SRAWOAV wg amaitnon
Ttnv kabaipeon Twv BECP®V TWV KATAVAA®TIKOV
ayabav, NG €uPIodNG epyaciag, Tng TEXVoKPATiag
Kal TV Igpapxi®v. Alatinwoayv tTnv Bewpia tng
«@ewPNUKAQG Kal MPakTKAG avantugng twv Kata-
otdoswv» Kal amaitnoav va yivel n {wr KaANITExvn-
pa. O11d€eg Toug d1addBnkav kail Bprkav amfixnon
o€ d1gbvn KAipaka PHEXpI onuepa.

lotopikn eEENIEN
To Kivnua T®V ZITOUACIOoVITWV TPWTOEUPAVICTNKE
oTIG apxeq Tou 1950 otnv MaAAia. Emnpedotnkav
amd tov Zav MwA Zaptp kai Tov Kapu. MNpwtayw-
VIOTAG Atav o ku Nteumop, o omoiog €6gog ta
Bswpntikd Bspglia tng opddag. O Nteumdp ftav 19
xpovwv étav to 1951 fpbe o emaen otig Kdvveg pe
Toug AETPIOTEG, HiIa opdda TPWTOMOPIAKWY KAAAI-
TEXVOV Pe coupealioTikr mapddoorn). O1 ASTPIOTEG
gixav €pBel ya va douv To €pyo Tou loivtdp loou.
O1 AetpioTtég dnuIoUpynoav okavdalo, eneidn To
OTIA TOUG RTaV MOAU UTTOEUIKO YIa TNV EMOXN EKEIVN,
TPAyUd TToU yonteuoe tov veapo Nteumdp Kal Toug
akolouBnoe. O1 Astpioteg e€€S18av To TTEPIOSIKO
MétAay, oto omoio diIaTun®BnKav ol MPWTEG ISEEQ
TV ZITOUACIOVIOT®V. MepPIKA HEAN TwV AETPIOTOV
idpucav tnv Aetpiotikiy Aigbvn, €vav amo Toug
npodpduoug tng Kataotaoiakng AieBvoug. Me ta
okdavdaha mou mpo&evouoav ol ASTPIOTEG TTPOKa-
AouUcav cuxvd To ev3IapEPOV TNG KOIVAG YVAOUNG.
To MNdoxa tou 1950 €vag AeTpIoTAG YAUTWOoE amo
To Aivtodpiopa étav, JackapePEvog KaAdyepog,
Katdgpepe va urel otnv MntpomoAn tng lMavayiag
TV Mapiciwv KAl va avakoivooe! TNV Opa tng Beiag
Aeitoupyiag ot o ©edq eival vekpdg. H Kataotaol-
akn Aiebvng 18puBnke otig 28 louliou tou 1957 oto
Cosio d’Arroscia tng ItaAiag umod tnv cuyxwveuon
TPIOV oPAdwy, Tou «KivApaTog UTIEP Tou paviacTi-
KoU Mmaouxdoug» ou gixe 10puoel o {wypAapog
Asger Jorn, Tng «Wuxoyewypagikng Etaipeiag tou
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H Kataotaciakn AieOviAg ntav KaAMTEXVIKO Kivnua
OTOV aKPOdpIoTEPOS XWpo otnv Eupwnn tng deka-
€tiag tou 1960. ZuykpotnOnke amd Bswpntikoug
KAAAITEXVEG, APXITEKTOVEG, TTOAITIKOUG Kail dAAoug.
H 3pdon toug emnpgaoce tnv MoAItikn ypauun tng
ApioTepdcg KabBwg Kail ta yeyovota mou E€onacav
Tov Mdio tou 68 atnv MaAAia. Ztov Topé€a NG TEXVNG
ennp€acav tnv gadiki kouAtoUpa. ‘Htav yia pikpn
opdada mou amoteAeito anod 40 €wg 75 dtopa. AlaAu-
Onke 1o 1972.

EvVOIOAOYIKG OXESI0
O1 ZIitouaaciovioteg dpouocav oto ePIB®pPIo HeTagu
TEXVNG, MOAITIKIG, APXITEKTOVIKIG KAl TPAYLATIKOTN-
TAG. IKOTOG TOUG ATAV N UAOTTOINON TWV UTTOCXECE-
WV TWV KAA®V TEXVAOV otnv kaBnuepivi {wn. MNa va
TMETUXOUV TOV OKOTTO Toug SNAwoav wg anaitnon tnv
kaBaipeon Twv OECUAOV TWV KATAVAAWTIK®OV ayadav,
™G €UMIOONG epyaciag, TNG TEXVOKPATIAG Kal TwV
1epapxI®Vv. Alatinwoav tnv Oewpia Tng «Oewpnti-
KAG KAl TTPAKTIKAG avATTu&Nng TV KATAoTACEWV»
Kal anaitnoav va yivel n {wn kaAAitéxvnua. O1 18€eg
Toug d1ad60nkav kai BpAkav armqxnon o di1edvn
KAigaka géxpl onuepa.

lotopikn e§€MEN
To Kivnua TV ZIToUacIoVITOV MPWTOEUPAVIOTNKE
oTIG apXEg Tou 1950 otnv NaAAia. Emnpedotnkav ané
tov Zav NwA Xaptp kai tov Kapu. MpwtaywvioTtng
ntav o Nku Nteumdp, o omoiog €0ece ta Bswpntikd
OeugAia tng opdadag. O Nteumop Atav 19 xpovov
otav to 1951 1pBe oe emagn otig Kavveg pe toug Ae-
TPIOTEG, Y10 OPASA MTPWTOMOPIAKWDV KAANMTEXVAV HE
ooupealiotikn Tapddoon. O1 AsTpIoTEQ eixav £pBel
ya va douv 1o £pyo Ttou loiviop loou. O1 Aetpiotég
dnuioupynoav okavaalo, eNeidN To OTIA Toug ATav
TOAU UTTOEHIKO Yia TNV EMOXN €KEIVN, TIPAYHA TTOU
yonteuoe tov vedpo Nteumdp kal Toug akoAouOnoe.
O1 Astpiotég €€€818av to nepiodiké MétAay, oto
ormoio d1IaTtun®ONKav ol MPWOTEG IBEEG TWV ZITOU-
aciovioT®V. Mepikd HéEAN Twv AETpIoTOV idpucav
tnv Aetpiotikn Aigbvrj, €vav ano toug mMpPodpououg
tng Kataotaoiakng AieBvouq. Me ta okdavdala mmou
npo&evouacav ol AeTpIoTEG Mpokalouoav cuxvd To
evdlapEpoV NG Koivig yvaung. To Mdoxa tou 1950
€vag Aetpiotiig YAUTwoe amno 1o Aivtodpiopa étayv,
HaoKapeUEVoG KAAGYEPOG, KATAPEPE VA UTIEI OTNV
MntpdmoAn tng Mavayiag twv Mapiciwv Kal va ava-
KOIVWOEI TNV wpa tng Beiag Aetoupyiag ot o Oedg
gival vekpog. H Kataotaoiakn AigeBvig 18pubnke
otig 28 louliou tou 1957 oto Cosio d’Arroscia tng
ItaAiag umd TV ouyxX®veUon TPIOV OPAdwYV, Tou «Ki-
VALATOG UMTEP TOU (pavIacTtikou Mmaouxdoug» mou
gixe 1dpuoel o {wypdgog Asger Jorn, Tng «WYuxoyew-
vpagikng Etaipeiag tou Aovdivou» Trou gixe 1I8pUcel
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ABOUT THE DESIGNER

Christian Schwartz (born 1977) is a partner, along with
Paul Barnes, in Commercial Type, a foundry based
in New York and London. A graduate of Carnegie
Mellon University, Schwartz worked at MetaDesign
Berlin and Font Bureau prior to spending several years
working on his own before forming Schwartzco Inc.
in 2006 and Commercial Type in 2008. Schwartz has
published fonts with many respected independent
foundries, and has designed proprietary typefaces for
corporations and publications worldwide.

Schwartz’s typefaces have been honored by
the Smithsonian’s Cooper Hewitt National Design
Museum, the New York Type Directors Club, and the
International Society of Typographic Designers, and
his work with Barnes has been honored by D&AD. As
part of the team that redesigned The Guardian, they
were shortlisted for the Designer of the Year prize by
the Design Museum in London.

llya Ruderman is a type designer living and working
in Moscow, where he did his undergraduate studies
at the Moscow State University of Print. His interest

in type came from his classes with Alexander Tarbeeyv,
and as his interest developed into a passion he chose
to attend the Type and Media course at the Royal
Academy of Art (KABK) in The Hague.

After graduating from Type and Media he returned
to Moscow to pursue commercial projects for clients
such as Men’s Health Russia, Yes magazine, Best Life
magazine, Big City magazine, Moscow City and Trans-
port system, Perm City and Tele2. Later he worked for
several years as the creative director at news agency
RIA Novosti. Ruderman has lectured extensively on
type and typography, both on his own and together
with Valery Golyzhenkov. Ruderman is a curator of the
Type & Typography course at the British Higher School
of Art and Design and currently is co-founder of two
studios: CSTM Fonts and Moscow Design Studio.

Panos Haratzopoulos is an Athens-based designer
specializing in Greek type design and typography.
Born in 1967 in Athens, Panos studied graphic design
at the Polytechnic College in Athens and then ac-
quired an MA in Graphic Fine Arts from the Univer-
sity of Kent in England. He specialized in type and
multimedia design, and has designed websites and
CD-ROMs for large cultural institutions and museums.
Together with Yiannis Kouroudis he started Cannibal
(www.fonts.gr) in 1995.

An accomplished type designer, Panos has cre-
ated original designs for clients in Greece as well as
Greek versions of well-known typefaces for a range
of typefoundries in Europe and the United States,
including Christian Schwartz’s Neutraface, Farnham,
Amplitude, Stag, and Stag Sans.
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