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Foreword

In this book, I present my study on the typeface Super- 
Grotesk, initially designed by Arno Drescher in 1930. I con-
ducted this research and collected the material to create a 
digital version, which I will discuss later on. The project com-
menced as part of my Type and Media master program at the 
Royal Academy of Art in the Hague during the Revival class, 
guided by Paul van der Laan. The following presentation is 
a progress report on the outcome of a six-month course and 
not a finished research paper for a polished commercially- 
viable typeface. 

In the first part of the book, I will be focusing on historical 
investigations on Super-Grotesk and Eastern German print-
ing of the first half of the 20th century. In the second part,  
I will elaborate on my design process in a step-by-step meth-
od. I accompanied both pieces with a large number of my 
visual findings: numerous images, illustrations, and scans of 
specimens.  

Super-Grotesk is not my first revival project, and hence 
I was eager to challenge myself by defining some ideas for 
the project beforehand. I based my previous revivals on serif 
typefaces and had mainly worked from collected material 
of the 16th century (Garamont and Granjon) and the early 
18th century (Binny and Ronaldson). Even before the semes-
ter started, I knew that I would prefer to explore sans-serif 
typefaces and was already particularly drawn to early 20th 
century models from Eastern Germany. On a more practical 
level, I wished to focus much more on the experimental aspect 
of a revival. I was curious to see how far I can push forward a 
personal interpretation. This intention shifted my focus from 
the wish to create an accurate faithful representation with a 
large character-set to a more exploratory path with a focus 
on the interpretation of details, proportions, and spacing. 





Arno Drescher

Arno Drescher was born on the 17th of March 1882 in the 
city of Auerbach, Germany. His father, Carl Gustav Drescher 
(1851�1895), was an artist and sign painter. His father’s 
trade likely influenced Arno Drescher in choosing his profes-
sion. After having worked as a teacher from 1902 until 1904, 
he started studying at the art academy in Dresden in 1905. 
His studies in Dresden were primarily focusing on the craft 
aspects of drawing and painting. Already at the age of 24, 
while still studying, Arno Drescher started teaching at the 
academy and even tutored other teachers. In 1911 he mar-
ried Elise Goller, daughter of one of his teachers, and the 
couple raised five children. 

From the 1920s onwards, he established a network in the 
German economy from which he received many prestigious 
assignments. During these times, he produced approximately 
25 well-acclaimed typefaces for different foundries. 

Furthermore, he designed money for the Deutsche Reichs-
bank, stamps, poster, and logos (for example, for Audi and  
Hachez). Drescher cultivated close friendships with other 
relevant designers at the time, like Hohlwein, Petzold, Renner, 
and Mahlau, and exhibited his paintings next to such promi-
nent names like Pechstein, Lieberman, Munch, Hofer, Heckel, 
Kokoschka, and Nolde. 



1. Audi Logo, Arno Drescher

2. Christmas illustration, Arno Drescher

1. Audi Logo, Arno Drescher

2. Christmas illustration, Arno Drescher
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1. Portrait of Arno Drescher

2. Dresden, 1930s

In 1940 Arno Drescher became director of the Leipziger 
Akademie für graphische Künste und Buchgewerbe. In 1943 
his atelier was bombed, and he lost most of his artworks of 
the previous 30 years.

After the Second World War ended in 1945, he continued 
working in Leipzig on applied typographic assignments and 
painting. From 1952 onwards, galleries and museums both in 
Eastern and Western Germany showed these works of visual 
art. In 1960 Drescher moved to Braunschweig to live with his 
daughter. He died there, 11 years later, at the age of 89, on 
the 1st of June 1971. 
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Paintings, Arno Drescher



The typefaces of Arno Drescher

Arno Drescher designed and published typefaces between 
1927 and 1957 with various foundries: Schriftguss KG in 
Dresden, Ludwig Wagner KG in Leipzig, Wilhelm Woellmer 
in Berlin, Johannes Wagner in Ingolstadt and Schelter and
Giesecke in Leipzig. He worked on many genres of type, which 
led to a diverse body of work, containing serif-, sans-serif, 
typewriter, and script typefaces.  

Not too many of those designs seem to have been revived 
and are available for commercial usage. The website  
MyFonts.com currently offers three in their catalog (January 
2020): the geometric typefaces Drescher Grotesk BT and 
the FF Super-Grotesk as well as the script typeface Arabella 
(published by profonts). 

1. Energos, Arno Drescher, 1931

2. Painting, Arno Drescher
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Typeface Year Foundry

Apell 1933 Schriftguss KG,  
Dresden 

Arabella 1936 Ludwig Wagner KG, 
Leipzig 

Arabella Favorit 1939 Ludwig Wagner KG, 
Leipzig 

Drescher  
Eilschrift 1934 Wilhelm Woellmer, 

Berlin 

Drescher  
Versalien 1927 Schriftguss KG,  

Dresden 

Duplex 1937 Schriftguss KG,  
Dresden 

Energos 1932 Schriftguss KG,  
Dresden 

Fundamental- 
Grotesk 1938/39 Ludwig Wagner KG, 

Leipzig 

Helion 1935 Schriftguss KG,  
Dresden 

Manutius-Antiqua 1954 Ludwig Wagner KG, 
Leipzig

Milo 1940 Schriftguss KG,  
Dresden 

Onyx 1936 Schelter & Giesecke, 
Leipzig 

Super-Grotesk 1930–1938 Schriftguss KG,  
Dresden 

Super-Blickfang- 
Initialen 1932 Schriftguss KG,  

Dresden 

Super-Elektrik 1931 Schriftguss KG,  
Dresden 

Super-Reflex 1931 Schriftguss KG,  
Dresden 

Schreibmeister Kursiv 1958, not published Ludwig Wagner KG, 
Leipzig 

SchreibmeisterKursiv

Onyx

Milo

Manutius Antiqua

Fundamental-Grotesk 
Halbfett

Duplex



Super-Grotesk

The Schriftguss KG initially released Super-Grotesk in  
Dresden in 1930. Until 1938 Arno Drescher extended the 
Super-Grotesk to a family ranging in weight and width in 
roman and italic and containing various display cuts such as 
the Super-Blickfang-Initialen (1932), the Super-Elektrik and 
the Super-Reflex (1931). In the years of the GDR, the foundry 
marketed the type-family as a “contemporary and unloaded 
grotesque.” Many typefaces of the first half of the 20th cen-
tury were negatively perceived after World War II due to their 
usage by the Nazis. Super-Grotesk, however, was not used 
during the Third Reich and became, therefore, more prevalent 
later in the GDR. Designers and printers used the typeface 
for various publications, signage, ads, and newspapers.

Appell, Arno Drescher, 1933





Various specimen, kindly  
documented by Jan Middendorp

Various specimens, kindly  
documented by Reymund Schröder  
and Jan Middendorp



Various specimen, kindly  
documented by Reymund Schröder  
and Jan Middendorp



Various specimens, kindly  
documented by Reymund Schröder 



Super-Grotesk, Specimen, collected in 
the Museum Meermanno, The Hague



Different revival versions

VEB Typoart promotes Super-Grotesk in a phototypesetting 
catalog from 1989. Here, the company is stating that the 
typeface follows classical proportions while connecting them 
with constructivist concepts. Furthermore, the descriptive text 
offers a concise insight into the socio-political situation of 
geometric typefaces. The foundry remarks their popularity in 
the late 1920s and explains that World War I seemingly de-
stroyed the intellectual and material fundaments of the previ-
ous generation. After those years of insecurities, the german 
population longed for new values in designs. In fine arts, 
design, and literature, artists and designers founded the New 
Objectivity and Bauhaus movements. Overall, they preferred 
clear and structured forms and connected different artistic 
disciplines. These tendencies impacted type design and led 
to a large number of constructed, geometric sans-serif de-
signs. The most well-known type-designs in this domain are 
supposably Futura by type designer Paul Renner (1878-1956) 
and Super-Grotesk by Arno Drescher. Futura was published 
slightly earlier, in 1927, and various sources state that  
Renner directly influenced Drescher as both frequently ex-
changed ideas. 

The two typefaces almost seem to be purely designed from 
regular, geometric shapes. However, when measuring details 
in both designs, neither the shapes nor the stroke thicknesses 
are entirely consistent. The type designers carefully compen-
sated the contours optically to create the illusion of flawlessly 
machine-made forms. 

Specimen, 
found in the  
collection 
of the Museum 
Meermanno,  
The Hague



Phototype version of Super-Grotesk



In 1987 type designer Karl-Heinz Lange (1929-2010) 
adapted Super-Grotesk to phototypesetting. When compar-
ing this version with the prints by lead-type, I noticed, that 
Lange took some liberties in his design decisions. The most 
obvious alteration is the higher x-height for improved legibili-
ty and the more evenly distributed proportions of the capitals. 
He added old-style figures and emphasized the geometric 
nature of the typeface by omitting the hook of the /t and 
rounding the counter-shapes, for instance.

In 1999 type designer Svend Smital (*1967) adapted Su-
per-Grotesk to digital type-setting and added further weights 
as well as some remodelings. Fontshop published this version 
as FF Super Grotesk. In the same year, Bitstream released 
another revival, Drescher Grotesk, designed by Nicolai Go-
goll, which was awarded the Kurt Christians Prize.

Phototype version of Super-Grotesk





Schriftguss Ag 

As previously mentioned, Super-Grotesk was firstly issued 
by Schriftguss AG in Dresden. Schriftguss AG was originally 
founded in 1892 under the name Brüder Butter and taken 
over by the type caring firm of Otto Ludwig Bechert (1889). 
The company merged in 1922 to Schriftguss A.-G. vorm 
Brüder Butter. In an article published on the website  
Alphabettes.org (published: January 2016), type designer 
Indra Kupferschmid (*1973) considers this foundry to be one 
of the more exciting European ones of the 1920s. During this 
period, the main centers of German printing were located in 
Frankfurt, Offenbach, and Leipzig. Kupferschmid suggests 
that the off-center location in Dresden might have enabled 
the foundry to create more independent work, which they 
would show more daringly. During the 1920s, German found-
ries merged, expanded, and exported at increasing speed. 
The immerging industrial economy demanded more and more 
advertisement material. 

The turning point occurred after World War II. When 
Germany separated in East and West, the entire type industry 
required restructuring. Two-thirds of the foundries went out of 
business. After the war, there was a shortage of raw materi-
al needed for type-setting. Therefore many providers of the 
type-setting components produced them from left-over metal. 

In Eastern Germany, multiple foundries were merged in 
1948 by the government of the German Democratic Republic 
(GDR) into one single company named VEB Typoart, locat-
ed in Dresden. VEB Typoart joined parts of the catalogs of 
the different foundries, such as the one of Schriftguss. The 
company was lead by graphic designer Herbert Thannhaeus-
er (1898-1963) and later by typographer and designer Albert 
Kapr (1918–1995). 



Examples of New Objectivity



1. Photograph of Schriftguss A.-G.

2. Specimen Brüder Butter

The directors of VEB Typoart planned to develop a 
type-program which would offer the most relevant and want-
ed types “a Renaissance roman for literature, like Gara-
mond, a classical, like Bodoni or Didot, then a slab-serif, for 
example, Clarendon. There had to be something from each 
major style. Naturally also sans-serif, in different styles, like 
Helvetica and Futura. The VOB Zentrag (Vereinigung organ-
isationseigener Betriebe – Zentrale Druckerei-, Einkaufs- und 
Revisionsgesellschaft m.b.H.) would even request imitations 
of specific western-made typefaces they couldn’t afford to 
license.” (http://ministryoftype.co.uk/words/article/veb- 
typoart)

In 1989 VEB Typoart was privatized and went bankrupt 
in 1995. The end of the type foundry is a prime example of 
the fate of many Eastern German companies after the re-
unification in 1991. Many of the GDR businesses were not 
as technically advanced as their Western competitors since 
their directors concentrated less on the capitalist model of 
economic growth and more on craftsmanship. Even now, 
many designers consider former GDR designs “inventive” and 
“cutting-edge.”   
Up until today, the copyright status of the typefaces of VEB 
Typoart remains uncertain, and not all of them have been 
digitally reissued. 
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Advertisement material of  
Schriftguss A.-G. and VEB Typoart



Dustjacket of a VEB Typoart catalog 
(1989), depicting their typefaces



During the project, I collected many ex-
amples of different sans-serif typefaces 
of the 19th and 20th century, to observe 
different construction



Dekora

Type-foundries have been selling ornaments alongside their 
typefaces for centuries. In the early days of printing, in the  
Renaissance, punchcutters mainly cut flower- and plant- 
inspired designs. 

Punchcutters and printers developed the technology of 
letterpress printing for over 500 centuries, which led to more 
intricate designs both in letters and ornaments. By creating 
more elaborate, high-contrast designs, type-foundries, and 
printers showed off their craft and the qualities of their ma-
chines and paper. 

Alongside Super-Grotesk, the Gebrüder Butter published 
a set of 46 geometric shapes organized in four series called 
Dekora Schmuck. The printers could assemble different 
letterforms, images, or borders from this modular system. 
They particularly fancied modular type systems because they 
allowed for customizable and cheap solutions for advertise-
ments. Printers themselves could create scalable structures 
using contrasting colors and shading effects. They could even 
reuse the shapes for different clients and did not depend 
on the punchcutters. Different foundries published modified 
variants of modular systems such as the NEPO-system, the 
Futura Schmuck, and the Alpha Blox. 



Alpha Blox and Futura Schmuck



PROCESS





Choosing Material

As mentioned in the foreword, I formed a precise idea of what 
I aspired to revive before the course started: A sans-serif 
design printed in decent quality and originating in Eastern 
Germany. At first, I struggled to find books, meeting those re-
quirements. I wandered over book markets in the Netherlands 
and visited bookstores in several countries but encountered 
mainly serif designs. Most sans-serif examples I could find 
were photo-typeset or poorly printed. I did acquire a beau-
tiful sample of Gill Infant. However, I did not want to choose 
material I found ethically questionable due to the designer’s 
problematic biography.

In the end, I discovered the perfect source in my bookshelf: 
a monograph on the sculptor Constantin Lucaci, printed 
in Romania. The designer chose a geometric sans-serif in 
various sizes ranging between approximately ten and twelve 
points. As the texts appear in multiple languages, the book 
contains a lot of different accents, numbers, and punctuation. 
The typographer even highlighted some words in a bolder 
weight. 

Intuitively, I enjoyed the soft and lively character of the 
text and the clear readability due to the moderately wide let-
ter-spacing. The only disadvantage of the sample was that it 
was justified awkwardly, and the word spaces are significantly 
uneven.

To deduct the name of the typeface, I searched on the 
website Fonts in Use for Eastern European printing. I discov-
ered that my sample is printed in Super-Grotesk and decided 
that the typeface meets all my requirements.  





First tryouts

From previous experience, I remembered that throughout 
the development of a revival, the eye becomes increasingly 
acquainted with the material. Hence, the judgment of the 
shapes transforms over time. I wanted to preserve my intuitive 
vision of the print. Herefore, I selected a word that I scaled, 
printed, and hand-traced. In the next step, I roughly digitized 
the letters and interpreted some details. That helped me to 
gather some first ideas and impressions. Seeing the sketch 
at the end of the project, I recognize many differences in the 
outcome. I did not yet include ink-traps in this version and 
opted for different counter-forms.

Nevertheless, I see some of the final ideas already present 
in these few shapes. For instance, I then added a slight flar-
ing of the stems. For me, it was beneficial to produce an early 
tryout, as it now allows me to reflect on the progression of my 
abilities and ideas. 



5.10.2019

5.10.2019

20.01.2020

source



Observations

I prefer softer and irregular sans-serif typefaces, which made 
me very attracted to the collected prints. My background as a 
graphic designer partly influenced my choice of the material, 
as I wished to work on something I would use myself. Ob-
serving the prints, I noticed that many vertical stroke endings 
vary, that the x-height is rather large and that the stems 
seem slightly concave. I furthermore noticed that sometimes 
small ink-traps occur where curves or diagonals meet the 
stems in letters such as /k, /b, /d, /p, /q, /a, /m, /n, /u, /v, 
/y, /w and /v. These details would not always be visible and 
might have to be very much influenced by the spreading of 
the ink on the rough paper. Furthermore, I noticed that the 
ascenders end at the same height as capital letters and  
numbers. 

10/13/19, 4:54 PMSupergrotesk2 - 120 pt

10/13/19, 4:52 PMNew Font - 120 pt
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10/13/19, 4:52 PMNew Font - 120 pt

10/13/19, 4:53 PMNew Font - 120 pt

10/13/19, 4:51 PMNew Font - 120 pt

10/13/19, 4:52 PMNew Font - 120 pt

10/13/19, 4:51 PMNew Font - 120 pt



Comparing two different sizes

x-height: 500pt

i-dot: 700pt

Ascender with margin: 800pt

Ascender/Figures /Caps without margin: 770pt

Bigger Size: ca 12 pt Smaller Size: ca 12 pt

Descender with margin: 200pt

Descender with margin: 
1700pt

stem-width lowercase: 80pt

stem-width Caps/ Figures & 
smaller size lowercase: 90pt



Measuring

To clarify some of my initial observations, I took several mea-
surements of the material. Firstly, I explored the concavity of 
the stems by finding the thinnest and thickest values of the 
stems and calculating an average. I was somewhat surprised 
by the big difference in the numbers. Furthermore, I mea-
sured the angles of all stroke endings and noticed quite some 
irregularities. 

To set up my font file, I determined the height of ascend-
ers, descenders, uppercase, numbers, and x-height as well 
as the overshoot. For this, I created a document in Adobe 
Illustrator and drew a frame of 1000 points. By scaling up a 
line of text from the original photographs in this rectangle, I 
could draw lines for the values I wanted to check and derive 
the numbers directly.  
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Comparison of different sources

During the process, I gathered further examples of Su-
per-Grotesk from specimens found in the Museum Meer-
manno in The Hague, the Klingspor Museum in Offenbach, 
and the Deutsche Nationalbibliothek in Leipzig (generously 
documented for me by Reymund Schröder) and the personal 
collections of Jan Middendorp and Tânia Raposo. 

The different materials came both from metal-type and 
photo-type specimens of VEB Typoart. To compare the sourc-
es, I created a document where I placed all variations of 
lowercase letters found across the different sources next to 
each other and marked the differences. That was a particu-
larly helpful exercise, as it showed me that the sources varied 
very much in their details. When one letter was hard to define 
(mostly due to the poor printing quality), I could consult the 
technical solutions of other versions. 



Phototype version, 
1989

Phototype version, 
1989

VEB Typoart specimen 
Museum Meermanno

VEB Typoart specimen 
Museum Meermanno

Initial source 
material                     

Initial source 
material                     

Specimen  
Klingspoor-Collection

Specimen  
Klingspoor-Collection



Observing other revivals

Observing other revivals can be misleading if one is opting 
for a revival true to an original historical source, as others 
design those revivals with their intentions and ideas.

In my case, I took some time to observe the other revivals 
before starting with my digitization. I wanted to be aware 
of the published versions, to make my variant different from 
those. 

For this, I mainly studied FF Super Grotesk by Svend Smi-
tal. The typeface has six weights in regular and condensed 
and is well extended with a full range of figures set options 
and symbols. Smital drew it adequately and remained mostly 
faithful to the original material. 

However, there are some ideas I noticed that I aspired to 
take in another direction. Smital seemed to have understood 
Super-Grotesk as a clean geometric typeface with straight 
stems and only very subtle optimizations. There are no ink-
traps, and the bowls of the rounded lowercase letters enter 
the stems in a smooth curve. The x-height is rather small 
in comparison to the printed material I obtained. FF Super 
Grotesk seems to be quite close to the photo-type version I 
collected.

The other digital version I used for comparison, Drescher 
Grotesk BT, consists of seven roman weights, including a 
version for small sizes. Both revivals are clean, geometric 
sans-serif designs. All stems are straight and curves of letters 
such as /f and /t end with a clear vertical cut. A significant 
difference between both versions is that the curves in  
Drescher Grotesk end straight in the stem, just as observed in 
the material printed with lead-types. 

When seeing the high quality of both of these existing 
versions, I understood that it is even more vital for me to pro-
duce another take on Super-Grotesk. I intentionally wanted 
to go away from the very predictable, clean feeling and make 
the letters more lively by adding flaring and optical compen-
sations to give a quirky twist to the construction.



source

Drescher  
Grotesk BT

FF Super  
Grotesk

my final 
version

LUCACI tente d’établir une harmonie
entre les sources du message optique
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LUCACI tente d’établir une harmonie
entre les sources du message optique



Digitization Process

Part of the assignment was to produce a replica of one 
selected page of sample text and experiment with different 
settings in Adobe Photoshop to edit the photos and see the 
printed result. It helped me to define the grey value of the 
text-image and, therefore, the stroke thickness of the type-
face. At that stage of the process, I had not yet found my 
source material and ended up doing the exercise twice on 
two different books.

I did not intend this project for commercial usage but 
instead focused on experimentation and research. It was, 
therefore, particularly important for me to switch up my 
process from previous revivals and try out a new digitization 
method. Previously, I experimented with Glyphcollector by 
programmer Gábor Kerekes to create averages from multiple 
instances of one letter and digitizing them faithfully (with 
many points) first in Adobe Illustrator and later in a Glyphs 
and Robofont. Then I would space them by replicating the 
original spacing. Only after the spacing was sufficiently work-
ing, I would start the interpretation process. 

This process, suggested by Paul, is useful as it prevents 
you from falling into the trap of interpreting too early. 

However, this time I changed up the process by choosing 
one well-printed example of each letter, tracing each in Ado-
be Illustrator, and then moving each separately to Glyphs. 
I placed that rough version in the background and retraced 
it by already adding extreme points to the bezier-curves. 
Simultaneously, I spaced all the letters roughly. An advan-
tage of this method was that it speeded up the process and 
led to faster results. It was particularly interesting to work 
on the spacing immediately and to understand spacing and 
designing as one intertwined process. However, this method 
made it slightly more challenging to replicate the original 
print faithfully as some of the instances of each letter varied 
significantly due to differences in printing quality.

Drescher  
Grotesk BT

my final  
version

FF Super  
Grotesk
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Different interpretations

The most fun, unexpected phase of the project was to ex-
periment with the details and construction of the typeface. 
For this, I chose a small character-set of lowercase letters 
and applied different rules and ideas to them. Doing this in 
a constrained context for three to four weeks allowed me to 
research how details such as ink-traps, concave, or straight 
stems, stroke endings, and tracking influence the image of a 
typeface. It is especially useful to limit these experiments to 
just a few letters with different constructions, to work fast and 
spontaneously. By using Word-O-Mat, an application written 
by type designer Nina Stössinger, I created different words 
and paragraphs of texts containing just these letters. Then I 
checked the impact of my decisions across different sizes in 
test printing. Sometimes I was surprised how little a particular 
detail that I spend much time on would affect the text image 
in smaller sizes. 

1. Greyscale > Bitmap > 50% Threshold > Output 1200px/ inch

2. Greyscale > Levels 50,1,220 >  50% Threshold > Output 1200px/ inch

3. Greyscale > Threshold 128

4. Greyscale > Threshold 140

5. Greyscale > Threshold 110

6. Greyscale > Levels 155,1,189 >  Bitmap > 50% Threshold > Output 1200px/ inch

7. Greyscale > Levels 155,1,189 >  Bitmap > Diffusion Ditther > Output 1200px/ inch

8. Greyscale > Levels 155,1,189 > Bitmap >  Diffusion Ditther > Output 1600px/ inch
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Defining Extremes

After some experimentation, I chose to interpret the extremes 
of my typeface by making one very straight, clean, and con-
structed version and one very irregular and concave version 
with large ink-traps and lots of flaring of stroke endings. Ad-
ditionally, I executed some tryouts for heavier weights; how-
ever, due to the limited time of the project, I did not pursue 
them much further. 

I concluded that I wanted to make some details subtle to 
disappear in small sizes, but expressive enough for my type-
face to be attractive for larger applications such as book 
covers or posters.
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Spacing, Tracking, and Kerning

At first, I directly translated the spacing of the original print 
to my typeface by starting with letters that have the same 
side-bearings. By finding two /o’s or two /l’s next to each 
other, the white-space can be measured and then divided 
by half. When these values are defined, different combina-
tions with those letters can be measured. During most of this 
process, I worked with complete words from the original book 
and had them in the background of my glyph in the font-ed-
itor. At the same time, I kept a table where I would fill in the 
values to save for later. 

When overlaying my text on the text of the original materi-
al, my spacing was very close. However, optically, the type-
face could be better spaced, which is why I worked with the 
test sheets provided by Paul. Nevertheless, it was useful to do 
the first step, as I spaced the typeface wider than I probably 
would have, remaining faithful to the original. A wider spac-
ing can lead to better legibility in small sizes. Furthermore, I 
did some experimentation with changing the tracking in Ado-
be Indesign to see the impact on the grey-value of the text. 
As with most typefaces, the broader tracking works better for 
smaller sizes. Finally, I chose to space my font for text-sizes 
(8�14pt) and would track it tighter if I would use it for larger 
display applications. 

At the very end of the process, I produced some basic 
kerning, to finalize the project.
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Punctuation

In all my sources, I found proper documentation of all the 
punctuation marks and their spacing. There were a few 
particularities I would like to highlight. The period-sign, for 
instance, often relates to the design of the dot of the /i. I 
chose to make the dot of the /i in the shape of an isosceles 
trapezoid with the longer side on top. Therefore, I had to 
change the design to a square for the dot. The comma was 
designed in a (for me) unexpected manner, as I had not seen 
this construction before. Nevertheless, I decided to transfer it 
to my design. Another detail of Super-Grotesk I particularly 
fancied was the angled braces and brackets, which I chose to 
keep. For both guillemots and horizontal dashes, I included 
a separate set for the uppercase, which varies in height only. 
In my original book, I found a thin version of the em-dash but 
did not encounter it in any specimens and therefore omitted it. 

Numbers

My source provided me with tabular figures. They are de-
signed at the same height as the uppercase and became the 
first set of numbers I created. Unfortunately, I could only find 
non-lining figures in the specimens for phototypesetting, as 
Drescher did not design them for lead-type. I still designed 
them based on those examples but matched the tabular lin-
ing figures and the weight of the lowercase letters.

Symbols

Most symbols were already present on my specimen sheets 
or in my original book. However, I did, of course, not have a 
/€ sign, as my typeface pre-dates their inventions. Both were 
designed from scratch, matching the rest of the font. For 
the /$ sign, I took the liberty to use only one bar instead of 
two since two bars made the design look fuzzy and the letter 
heavier than the rest. 
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Diacritics

Super-Grotesk was primarily published for an Eastern Eu-
ropean market and therefore includes a large number of 
diacritics. I found one page where they were all listed, which 
became particularly useful. I designed a set of upper-case 
diacritics and composed the letters from components. There 
where some characters which had to be designed additional-
ly, such as the German capital /ß for which I tried out differ-
ent constructions. 

Another beautiful detail I found were the different options 
of uppercase dieresis for /Ü, /Ö and /Ä. These seemed to be 
directly drawn for a german audience and work mostly well 
in large sizes. As I believe it is essential to keep some of the 
spirit of the original design in a revival, so I kept those.

Cyrillic

In December, our class received a Cyrillic workshop with type 
designer Ilya Ruderman. As I was already relatively satisfied 
with my uppercase letters and wanted to take this week to 
explore the shapes even further, I chose my Super-Grotesk 
revival to extend it to Cyrillic. This week was beneficial, as 
Ilya had a fresh look on my typeface, and before starting with 
Cyrillic, he made me reconsider some of my design decisions. 
For instance, he told me to standardize the width of the 
horizontal strokes and to decrease the flaring. It was a valu-
able experience to test my design decisions on shapes I had 
never drawn before and for which I did not have any original 
material. Ilya emphasized multiple times how important it is 
to work precisely and subtly on my typeface and how mov-
ing some points by only two or three units can have quite a 
significant impact. We also discussed optical compensations, 
and I enlarged the overshoot of my letters and spent some 
extra time on diagonal strokes. In the end, the workshop was 
influential on the process as it made me reconsider my lower- 
and uppercase once more and led me to a final direction. 

$
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↘
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Bold weight

To round up this project, I expanded the typeface with a bold 
weight. As a basis for this design, I used samples found in 
an early specimen of Schriftguss A.-G. and added weight to 
the regular. This version is rather quickly designed and would 
need further work to be complete. When adding weight, I 
noticed that the concavity of the stems becomes much more 
prominent; I assume this occurs due to the closing of the 
counters.

Furthermore, I observed the inconsistencies of propor-
tions in the capital letters of the source material. The /Y, for 
instance, appears much narrower in proportion to the /W in 
comparison to the regular weight. For now, I adhered to the 
source but could imagine that it would improve the typeface 
if I would re-work the proportions to a more regular outcome.  



sylvia wagt quick den jux bei pforzheim
SYLVIA WAGT QUICK DEN JUX BEI PFORZHEIM
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INDUSTRIE-ERZEUGNISSE
Dekoration der Schaufenster
Gute Reklame bringt Erfolg! BOEK



Dekora Ornaments

In the original specimens, I found samples of Dekora orna-
ments, which the foundry sold alongside the Super-Grotesk 
styles. When working on my specimens, I thought it would be 
a fun and exciting edition to digitize them and to use them as 
decorative elements. When designing ornaments for digital 
type-setting, the size and spacing are rather crucial. I ended 
up drawing them to the x-height. However, I imagine that the 
system might work better if drawn at cap-height. The Dekora 
ornaments work in such a way that they can create almost 
any pattern, consisting of a small square. The side-bearings, 
therefore, have to be given the value of half the distance be-
tween two of these squares. When one types two ornaments 
next to each other, the overall pattern remains regular. 





Coding

When looking through some original specimens of Su-
per-Grotesk, I came across the Super-Reflex and Super-Elek-
trik types. I adopted the idea of the inline decoration to write 
a Drawbot script in coding class with Just van Rossum that 
would manipulate my typeface. It can slice the letters by us-
ing different parameters such as angle, slicing-distance, and 
slicing size and can generate animations and quick posters.





Reflection

Overall I am pleased with the process and the result of this 
course. I particularly enjoyed the weeks spent on experimen-
tation and the focus on details. It was fascinating to see how 
significant the impact of specific choices can be and how only 
small alterations can already change the whole text-image. 
At first, it was entirely new for me to work on a sans-ser-
if design, and especially achieving an evenness across all 
letters turned out to be quite challenging. My revival became 
a typeface I would (after further corrections) use as a graphic 
designer as I often find geometric sans-serifs too slick. 

This project turned out to be very different from previous 
revivals, as I took much more liberties and focused more on 
my drawing and technical skills than on remaining faithful to 
the original material. Overall, I enjoyed the research process 
as well but would have wished for some extra time to travel to 
further archives and see specimens directly. I could imagine 
continuing my research in the future and would love to refine 
and extend the character-set, as well as to include different 
weights. 
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