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Historians, consciously or 
unconsciously, must go through 
some filtering processes.

When Jan Tschichold’s Die neue 
Typographie appeared in 1928 it 
was also composed entirely with 
sans serifs.

For decades, if not for a century, 
Akzidenz-Grotesk was not 
attributed to any single designer, 
engraver, or punchcutter.
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Forming conclusions after only 
consulting some of the total 
available historical data can lead 
one into trouble.

In what way does it matter who 
designed Akzidenz-Grotesk, for 
which typefoundry, and in which 
year?

Compositors, graphic designers, 
typographers, and other type 
users between the 1890s and 
the 1990s were not aware of 
any exact individual said to be 
behind the types’ appearance.
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Matrices for Neuste Titel-
Versalien, Zehnte Sorte were 
imported from Caslon & 
Livermore in London.

Should Theinhardt be 
considered a lesser designer-
punchcutter, if he was not 
actually involved with any 
parts of what would later 
come to be called Akzidenz- 
Grotesk?

11Söhne Collection

Klim Type Foundry klim.co.nzCopyright © 2005 – 2019. All rights reserved. ⭍ PDF generated 25 Nov. 2019

SpecimenSöhne

36pt	 Fett		  0

36pt	 Extrafett	 Alternate g	 0

https://klim.co.nz/
https://klim.co.nz/


Nobody knows who designed Akzidenz-Grotesk. For about 20 
years it was attributed to Theinhardt, but this has recently been 
proven untrue. The very first sans serif typeface was published in 
England, circa 1816. It did not create waves in typography immedi-
ately, but the use of sans serifs would increase over time. The first 
sans serif sold in Germany was introduced by the typefoundry in-
side Eduard Haenel’s Magdeburg printing-house in 1833. The ma-
trices for this Neuste Titel-Versalien, Zehnte Sorte were import-
ed from Caslon & Livermore in London. Like other early British 
sans serifs, this approximately 36-pt face was an all-caps de-
sign. The first book composed entirely in upper- and lowercase 
sans serif types was only published in 1900. This was the Feste des 
Lebens und der Kunst: eine Betrachtung des Theaters als höchsten 
Kultursymbols, written and designed by Peter Behrens. When Jan 
Tschichold’s Die neue Typographie appeared 28 years later, it was 
also composed entirely with sans serifs. Still outré for whole books, 

Still outré for whole books, German typographers were by then fi-
nally beginning to regularly consider sans serifs for long texts, or 
publications intended for immersive reading. Those designers were 
just as likely to specify new geometric-style sans serifs like Futura 
as they were older typefaces, like Schelter & Giesecke’s late-nine-
teenth-century Breite magere Grotesk. Typographically, it took a 
long time to get to something like the ubiquity that Helvetica en-
joyed among Western European and North American graphic de-
signers in the 1960s. Helvetica’s popularity eventually became so 
widespread that — as Gary Hustwit presented in his 2007 docu-
mentary film Helvetica — its use represented a cultural milestone. 
No earlier typeface had ever experienced that kind of hold on the 
market, at least not in Germany. While Helvetica was not simply 
a reworking of Akzidenz-Grotesk, its initial development as Neue 
Haas-Grotesk in Switzerland reflected, in part, the popularity that 
Akzidenz-Grotesk had begun to enjoy in Western European graphic 
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As a family of typefaces, Akzidenz-Grotesk was a work-in-pro-
gress. Bauer & Co. in Stuttgart and Berthold in Berlin published 
its very first weight together in 1898, but it was only in the 1950s 
that the typeface’s use began to take off. Although Akzidenz-
Grotesk seems to have inspired similar designs beforehand, 
such as Venus and Ideal-Grotesk — themselves the basis for 
Monotype Grotesque Series 215 and 216 — and perhaps even 
Titania and Urania, something is fascinating about the number of 
neo-grotesques produced in the 1950s and ’60s. In addition to the 
above-mentioned Neue Haas-Grotesk/Helvetica, that wave of new 
designs included Folio, Univers and Record Gothic as well as many 
others. Akzidenz-Grotesk and Helvetica are often compared with 
each other, but Univers represents a far more interesting counter-
point for Akzidenz-Grotesk. No other designs better illustrate the 
changes in the ways typefaces were developed between the 1890s 
and the 1950s, or even between the 1890s and today. The story of 

The story of the young Adrian Frutiger’s development of Univers 
at Deberny et Peignot has often been told: from the beginning, he 
conceived of Univers as a family of typefaces, with multiple weights 
and widths. Twenty-one styles were part of Univers’s initial release, 
and each was designed according to the same letterform scheme. 
All the fonts matched each other stylistically. Today, a term like sys-
tems design could be applied to the project. Akzidenz-Grotesk, on 
the other hand, is not as harmonious a family. Its members were 
not all conceived of at a single point. Indeed, it is difficult to im-
agine that a collection of related fonts was even envisioned when 
its première style was published. While Univers was the work of 
Frutiger and his assistants in Deberny et Peignot’s design studio, 
Akzidenz-Grotesk’s various styles were produced by anonymous 
employees at several typefoundries in different historical times. 
Although the base style of Akzidenz-Grotesk — its regular weight 
— was published in fifteen sizes by H. Berthold AG in Berlin and its 
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In 1894/95, when Bauer & Co. had still been an independent type-
foundry, it published a nine-sized, single-weight, drop-shadowed 
display face called Schattierte Grotesk. Like Akzidenz-Grotesk it-
self, this was a generic name, which just meant shaded sans. Clip 
the drop shadow off of Schattierte Grotesk’s letters and you get 
the base style of Akzidenz-Grotesk. Unfortunately we do not know 
the Bauer & Co. or Berthold employee who had this idea. In retro-
spect, it turned out to have been one of the most important deci-
sions ever made at either firm. I have not found any evidence that 
Berthold had a type drawing office during the late-nineteenth or 
early-twentieth centuries, and no information about the inter-
nal workings of Bauer & Co. at all. The work of interpreting the ex-
act forms each type size would take was performed by Bauer & Co. 
and Berthold’s punchcutters, and probably not by draughtsper-
sons who worked on paper. As a manufacturer, Berthold did not 
even introduce pantographic punchcutting and matrix-engraving 

Before that time, the physical masters for each new font had to 
be cut as a series of steel punches or softer-metal patrices, de-
pending on the exact point size. Steel punches could strike bars 
of copper as the first step in matrix-making, while soft-met-
al patrices would have matrices grown around them via elec-
trotyping instead. Staff photographers may have resized imag-
es shot from a master drawing — or a print from a trial size of 
the type — for punchcutters to engrave onto their punches/pa-
trices, whey they could follow as a guide. The then still-larger 
Schelter & Giesecke foundry at Leipzig had been using panto-
graphs to scale letter drawings down to type size by 1894, for in-
stance, and could even trace outlines onto the faces of punches 
and patrices this way. While Schattierte Grotesk and Akzidenz-
Grotesk really were new designs when they were published, they 
were not atypical products. Many of their letterforms bear re-
semblance to earlier sans serifs that had already been published 
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Nevertheless, they seem to me to be more of a synthesis 
of then-current ideas of sans serif letterform design, rath-
er than copies of any specific products from other firms. The 
name Akzidenz-Grotesk means jobbing sans. It came from 
the German-language term for everyday commercial printing, 
Akzidenzen. This was a loan word, rooted in the Latin acciden-
tia, which referred to chance or casual events. Jobbing encom-
passed things like business cards, invoices, and letterheads. 
Berthold/Bauer & Co. must have intended for Akzidenz-Grotesk 
to be used in jobbing typography from the first. Together, their 
circa 1904 and circa 1912 specimen brochures for the typeface 
and its later — or otherwise related — styles included twen-
ty-six pages of fictitious fonts in use scenarios. These ranged 
from advertisements for art galleries, interior decorators, and 
piano-making companies to engagement and change of ad-
dress cards, as well as price lists for a baby carriage manufac-

The large Berthold/Bauer & Co. catalogue from circa 1911 in-
cluded the same kind of fictitious usage scenarios for these 
fonts as well. The first proper addition to Akzidenz-Grotesk 
was published by Berthold and Bauer & Co. in 1902/03. 
This was a lighter-weight design that was initially sold un-
der a unique name: Royal-Grotesk. We know that Akzidenz-
Grotesk and Royal-Grotesk were intended to be used togeth-
er — is that not the basic definition of what a typeface fami-
ly is? — because Berthold and Bauer & Co. produced a ded-
icated specimen brochure for the two faces about a year 
after Royal-Grotesk’s release. It was not until the 1950s that 
Royal-Grotesk would be properly adopted into the fami-
ly, and renamed Akzidenz-Grotesk Light. Since 1998, many 
authors have incorrectly stated that Royal-Grotesk predat-
ed Akzidenz-Grotesk, and that it had been designed by the 
Berlin-based punchcutter and typefoundry owner Ferdinand 
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Indeed, Theinhardt’s foundry was acquired by Berthold in 1908. 
Berthold kept it open in its own factory for about two years, and 
as a subsidiary for about twenty more. During that time, it sold 
both Akzidenz-Grotesk and Royal-Grotesk, as well as several 
more Berthold and Bauer & Co. faces. Theinhardt himself had al-
ready retired from punchcutting decades before this. He sold off 
his foundry in the mid 1880s, and died in 1906. The misattribu-
tion of Akzidenz-Grotesk and Royal-Grotesk to Theinhardt was 
put forward by Günter Gerhard Lange between 1998 and 2002. 
Lange was Berthold’s longtime artistic director and the design-
er of several later versions of Akzidenz-Grotesk. His claims about 
Akzidenz-Grotesk’s origins were already disproven by Eckehart 
SchumacherGebler in 2007/08 and Indra Kupferschmid in 2012–
17, making them out of date now. Nevertheless, we still see new 
typefaces designed in the style of Akzidenz-Grotesk, which are 
advertised as being inspired by Ferdinand Theinhardt’s Royal-
Grotesk. Ferdinand Theinhardt did not cut the punches for Royal-
Grotesk or Akzidenz-Grotesk — he might not have even ever cut 
sans serif type at all. The only collection of type specimen from 
his foundry I have found that can definitively be dated to the time 
when he still owned the company includes just two sans ser-
ifs. Ferdinand Theinhardt gave this folio to the German print-
er and author Theodor Goebel in January 1884, about a year be-
fore he sold his business. The first of the folio’s two sans serifs 
was simply called Grotesque. This was a duplicate of the Moderne 
Steinschriften types created at the Benjamin Krebs Nachfolger 
typefoundry of Frankfurt am Main, published in 1865. The sec-

ond was an italic named Cursiv-Grotesque, which probably came 
to Theinhardt from the J.H. Rust & Co. foundry of Offenbach am 
Main and Vienna. Rust had imported the larger sizes of this type-
face from Americirca They then created the three smallest siz-
es themselves, publishing them in 1875. The first proper bound 
type specimen catalogue from the Theinhardt foundry dates to 
the late 1880s or 1890s, after Ferdinand Theinhardt had sold the 
business, and after its new owners had moved it from the north-
ern part of Berlin to the city’s southwestern district. The cata-
logue features six sans serifs, including the two mentioned above. 
Of the other four designs, only one was actually created by the 
Theinhardt foundry. As this was published just after Ferdinand 
Theinhardt had sold his business, it is difficult to gauge what 
his exact role in the typeface might have been. Originally called 
Neuste schmale fette Zeitungs-Grotesk, the design was listed in 
this catalogue as Enge fette Grotesque. It was a straight-sided 
sans serif with rounded terminals, and it bears no relation to any 
styles of Akzidenz-Grotesk. The remaining three sans serif de-
signs in that undated, post-sale catalogue were Schmale magere 
Grotesque, Breite Grotesque, and Breite fette Grotesque. Where 
did these come from? Schmale magere Grotesque was a design 
sold under various names by at least seven other nineteenth-cen-
tury German foundries. I do not know where it originated. The ma-
trices may have come from Britain or the United States. Breite 
Grotesque probably came via the Krebs foundry. Krebs had pro-
duced the larger sizes for this design in-house; they called it 
Halbbreite Steinschrift. The typeface was different from the oth-

The typeface was different from the other Breite Grotesques sold 
by e.g., Ludwig & Mayer and Schelter & Giesecke. I have not found 
any mentions in primary or secondary sources that suggest who 
the authors of the Halbbreite Steinschrift design’s smaller siz-
es might be. I think it is quite likely that Krebs imported them 
from Britain or the United States, too. The visually unrelated type-
face the Theinhardt foundry called Breite fette Grotesque was 
originally published in the mid 1870s as Zeitungs-Grotesk. That 
came from the Francke foundry in Danzig. Like most of the oth-
er sans serifs that the Theinhardt foundry featured in this cata-
logue, many German companies carried the Zeitungs-Grotesk 
design during the nineteenth century’s last two decades. By 1911, 
Berthold and Bauer & Co. had expanded the Akzidenz-Grotesk 
family to include a total of six styles with the term Akzidenz-
Grotesk in their names. In 1958, the number had grown to thir-
teen. By 1968, there were twenty-one. During the early twenti-
eth century, it began to be established practice in German type-
foundries for products to have proper names, rather than gener-
ic ones, and for successful designs to be expanded to include 
multiple related fonts, such as a base design that was cou-
pled with a bold or italic. The groundwork was thus underway 
for typeface families, both there and in other countries. For ex-
ample, Cheltenham is considered by some authors to represent 
what, in retrospect was the first proper, large typeface family. It 
had at least twenty-two styles by 1913. With multiple weights and 
widths of Akzidenz-Grotesk available by 1911, we can begin to see 
the kind of design template that would be followed decades lat-

er by neo-grotesque families like Univers. Unlike Univers, how-
ever, Akzidenz-Grotesk’s proto family members do not all match 
each other. The condensed and expanded styles have different 
skeletons as Akzidenz-Grotesk’s regular weight. Even the termi-
nals of Akzidenz-Grotesk and Royal-Grotesk differ from one an-
other in their angles and exact detailing. This would not be so 
with Univers. Akzidenz-Grotesk became available for sale in the 
United States around 1957. The fonts of foundry type were sold by 
a New York company named Amsterdam Continental, a subsidi-
ary of Dutch type foundry N. Tetterode. Amsterdam Continental 
had an exclusive license to sell the typeface in the USA, but 
they did not market the fonts as “Akzidenz-Grotesk” because 
it is difficult for English speakers to pronounce. They called it 
“Standard” instead. This was much easier to pronounce and al-
most implies that Akzidenz-Grotesk is the default variety of 
sans serif type. I think that this was a brilliant marketing move, 
but I have not yet been able to find out whether this was a deci-
sion made at Berthold, Tetterode, or Amsterdam Continental. A 
list inside a small book published by Berthold for their 1958 cen-
tenary suggests that oldest weights of the Akzidenz-Grotesk 
family were from 1896. These were not even named Akzidenz-
Grotesk when they were initially published. They were renamed 
Akzidenz-Grotesk Condensed Heavy and Akzidenz-Grotesk 
Condensed Bold, from Enge Steinschrift and Halbfette Bücher-
Grotesk. Those generic terms meant narrow stone type and bold 
book sans, despite the latter not being a typeface with which any-
one would compose a book. The stone referenced in the former’s 
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The stone referenced in the former’s name was likely the lithogra-
pher’s stone. Like Akzidenz-Grotesk itself, those types cannot be 
attributed to a specific designer or punchcutter. Despite the year 
1896 given in the centenary publication, Enge Steinschrift and 
Halbfette Bücher-Grotesk may not be from 1896, exactly. Enge 
Steinschrift is older than that, and Halbfette Bücher-Grotesk 
may be more recent. Each typeface is included in Berthold and 
Bauer & Co.’s large 1911 catalogue, but an undated, bound co-
llection of loose Berthold specimen sheets in the collection of 
Berlin’s Prussian State Library — attributed to c.1900 — includes 
only Enge Steinschrift, not Halbfette Bücher-Grotesk. Berthold’s 
1911 catalogue declares that Halbfette Bücher-Grotesk was pro-
duced in-house, but neither it nor the circa 1900 specimen does 
so for Enge Steinschrift, except for three of the fourteen total si-
zes the Berthold companies did  produce. The Enge Steinschrift 
typeface, as an identical product with a similar name, was ca-
rried by several German typefoundries in the late nineteenth cen-
tury. For example, the Flinsch, Krebs, and Ludwig & Mayer foun-
dries in Frankfurt each sold the design under the name Schmale 
Steinschrift, while Genzsch foundries, sold the design under 
the name Longina. Like Berthold, who themselves probably ac-
quired the matrices for Enge Steinschrift as part of their acqui-
sition/merger with the combined Emil Berger/Gustav Reinhard 
foundries in 1893, none of those foundries claimed the Enge 
Steinschrift design as an in-house product. The original punches 
for the types were cut at the typefoundry of James Conner’s Sons 
in New York. After Berthold acquired the Theinhardt foundry they 

adopted several types from it into their offerings. The only sans 
serif with which Ferdinand Theinhardt himself may have played 
a role — Enge fette Grotesque — was included in the sans se-
rif section of Berthold’s 1911 catalogue, together with Halbfette 
Bücher-Grotesk and Enge Steinschrift. Unlike those latter type-
faces, however, it would never be adopted into the Akzidenz-
Grotesk family. For its first half century, the Akzidenz-Grotesk fa-
mily did not include any italic styles. Berthold only developed 
those during the 1950s and ’60s neo-grotesque wave. Even then, 
Berthold released the italic styles gradually, rather than all at 
once. Berthold’s earlier fin de siècle customers must have prefe-
rred the use of lighter and heavier weights — or narrower and wi-
der styles — to establish typographic hierarchy, instead of upri-
ght and sloped pairings. Before the mid-twentieth century, ita-
lic type was less common in German-speaking countries than in 
the rest of Europe. Blackletter type, unlike roman, rarely relied on 
slanted secondary faces for emphasis. Compositors used stylis-
tically different faces instead, like a Schwabacher to emphasi-
se Fraktur, or added letter spacing/tracking. Like other neo-gro-
tesque typeface families’ italics, Akzidenz-Grotesk’s were obli-
que designs (sloped romans). The basic structure of each upright 
letter remained the same in its italic companion. The lowerca-
se a was always double-storey, and not single-storey. While such 
a true italic may be a useful exercise in historical fiction, it mo-
ved away from the design language of the late-nineteenth cen-
tury grotesk and mid-twentieth century neo-grotesque, resul-
ting in an essentially humanist companion for a realist design. 

Nobody knows who designed Akzidenz-Grotesk. For about 20 
years it was attributed to Theinhardt, but this has recently been 
proven untrue. The very first sans serif typeface was published 
in England, circa 1816. It did not create waves in typography im-
mediately, but the use of sans serifs would increase over time. 
The first sans serif sold in Germany was introduced by the ty-
pefoundry inside Eduard Haenel’s Magdeburg printing-house in 
1833. The matrices for this Neuste Titel-Versalien, Zehnte Sor-
te were imported from Caslon & Livermore in London. Like other 
early British sans serifs, this approximately 36-pt face was an 
all-caps design. The first book composed entirely in upper- and 
lowercase sans serif types was only published in 1900. This was 
the Feste des Lebens und der Kunst: eine Betrachtung des The-
aters als höchsten Kultursymbols, written and designed by Pe-
ter Behrens. When Jan Tschichold’s Die neue Typographie ap-
peared 28 years later, it was also composed entirely with sans 
serifs. Still outré for whole books, German typographers were 
by then finally beginning to regularly consider sans serifs for 
long texts, or publications intended for immersive reading. Tho-
se designers were just as likely to specify new geometric-style 
sans serifs like Futura as they were older typefaces, like Schel-
ter & Giesecke’s late-nineteenth-century Breite magere Grotesk. 
Typographically, it took a long time to get to something like the 
ubiquity that Helvetica enjoyed among Western European and 
North American graphic designers in the 1960s. Helvetica’s po-
pularity eventually became so widespread that — as Gary Hust-
wit presented in his 2007 documentary film Helvetica — its use 

represented a cultural milestone. No earlier typeface had ever 
experienced that kind of hold on the market, at least not in Ger-
many. While Helvetica was not simply a reworking of Akzidenz-
Grotesk, its initial development as Neue Haas-Grotesk in Swit-
zerland reflected, in part, the popularity that Akzidenz-Grotesk 
had begun to enjoy in Western European graphic design during 
the immediate postwar years. As a family of typefaces, Akzi-
denz-Grotesk was a work-in-progress. Bauer & Co. in Stuttgart 
and Berthold in Berlin published its very first weight together in 
1898, but it was only in the 1950s that the typeface’s use began 
to take off. Although Akzidenz-Grotesk seems to have inspired 
similar designs beforehand, such as Venus and Ideal-Grotesk 
— themselves the basis for Monotype Grotesque Series 215 and 
216 — and perhaps even Titania and Urania, something is fa-
scinating about the number of neo-grotesques produced in the 
1950s and ’60s. In addition to the above-mentioned Neue Haas-
Grotesk/Helvetica, that wave of new designs included Folio, Uni-
vers and Record Gothic as well as many others. Akzidenz-Gro-
tesk and Helvetica are often compared with each other, but Uni-
vers represents a far more interesting counterpoint for Akzi-
denz-Grotesk. No other designs better illustrate the changes in 
the ways typefaces were developed between the 1890s and the 
1950s, or even between the 1890s and today. The story of the 
young Adrian Frutiger’s development of Univers at Deberny et 
Peignot has often been told: from the beginning, he conceived 
of Univers as a family of typefaces, with multiple weights and 
widths. Twenty-one styles were part of Univers’s initial release, 
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All the fonts matched each other stylistically. Today, a 
term like systems design could be applied to the pro-
ject. Akzidenz-Grotesk, on the other hand, is not as 
harmonious a family. Its members were not all con-
ceived of at a single point. Indeed, it is difficult to im-
agine that a collection of related fonts was even envi-
sioned when its première style was published. While 
Univers was the work of Frutiger and his assistants in 
Deberny et Peignot’s design studio, Akzidenz-Grotesk’s 
various styles were produced by anonymous employ-
ees at several typefoundries in different historical 
times. Although the base style of Akzidenz-Grotesk — 
its regular weight — was published in fifteen sizes by 
H. Berthold AG in Berlin and its then-recently acquired 
Stuttgart subsidiary Bauer & Co. in 1898, the gene-
sis of the design was slightly older. In 1894/95, when 
Bauer & Co. had still been an independent typefound-
ry, it published a nine-sized, single-weight, drop-shad-
owed display face called Schattierte Grotesk. Like 
Akzidenz-Grotesk itself, this was a generic name, which 
just meant shaded sans. Clip the drop shadow off of 
Schattierte Grotesk’s letters and you get the base style 
of Akzidenz-Grotesk. Unfortunately we do not know the 
Bauer & Co. or Berthold employee who had this idea. In 
retrospect, it turned out to have been one of the most 
important decisions ever made at either firm. I have 
not found any evidence that Berthold had a type draw-
ing office during the late-nineteenth or early-twentieth 
centuries, and no information about the internal work-
ings of Bauer & Co. at all. The work of interpreting the 
exact forms each type size would take was performed 
by Bauer & Co. and Berthold’s punchcutters, and prob-
ably not by draughtspersons who worked on paper. As 
a manufacturer, Berthold did not even introduce panto-
graphic punchcutting and matrix-engraving machines 
into its main Berlin factory until 1910. Before that time, 
the physical masters for each new font had to be cut as 

a series of steel punches or softer-metal patrices, de-
pending on the exact point size. Steel punches could 
strike bars of copper as the first step in matrix-making, 
while soft-metal patrices would have matrices grown 
around them via electrotyping instead. Staff photogra-
phers may have resized images shot from a master 
drawing — or a print from a trial size of the type — for 
punchcutters to engrave onto their punches/patrices, 
whey they could follow as a guide. The then still-larger 
Schelter & Giesecke foundry at Leipzig had been using 
pantographs to scale letter drawings down to type size 
by 1894, for instance, and could even trace outlines 
onto the faces of punches and patrices this way. While 
Schattierte Grotesk and Akzidenz-Grotesk really were 
new designs when they were published, they were not 
atypical products. Many of their letterforms bear re-
semblance to earlier sans serifs that had already been 
published in and outside of Germany. Nevertheless, 
they seem to me to be more of a synthesis of then-cur-
rent ideas of sans serif letterform design, rather than 
copies of any specific products from other firms. The 
name Akzidenz-Grotesk means jobbing sans. It came 
from the German-language term for everyday commer-
cial printing, Akzidenzen. This was a loan word, root-
ed in the Latin accidentia, which referred to chance or 
casual events. Jobbing encompassed things like busi-
ness cards, invoices, and letterheads. Berthold/Bauer 
& Co. must have intended for Akzidenz-Grotesk to be 
used in jobbing typography from the first. Together, 
their circa 1904 and circa 1912 specimen brochures 
for the typeface and its later — or otherwise related 
— styles included twenty-six pages of fictitious fonts 
in use scenarios. These ranged from advertisements 
for art galleries, interior decorators, and piano-mak-
ing companies to engagement and change of address 
cards, as well as price lists for a baby carriage manu-
facturer and a vintner. The large Berthold/Bauer & Co. 

catalogue from circa 1911 included the same kind of fic-
titious usage scenarios for these fonts as well. The first 
proper addition to Akzidenz-Grotesk was published by 
Berthold and Bauer & Co. in 1902/03. This was a light-
er-weight design that was initially sold under a unique 
name: Royal-Grotesk. We know that Akzidenz-Grotesk 
and Royal-Grotesk were intended to be used togeth-
er — is that not the basic definition of what a typeface 
family is? — because Berthold and Bauer & Co. pro-
duced a dedicated specimen brochure for the two fac-
es about a year after Royal-Grotesk’s release. It was 
not until the 1950s that Royal-Grotesk would be prop-
erly adopted into the family, and renamed Akzidenz-
Grotesk Light. Since 1998, many authors have incor-
rectly stated that Royal-Grotesk predated Akzidenz-
Grotesk, and that it had been designed by the Berlin-
based punchcutter and typefoundry owner Ferdinand 
Theinhardt. Indeed, Theinhardt’s foundry was ac-
quired by Berthold in 1908. Berthold kept it open in its 
own factory for about two years, and as a subsidiary 
for about twenty more. During that time, it sold both 
Akzidenz-Grotesk and Royal-Grotesk, as well as several 
more Berthold and Bauer & Co. faces. Theinhardt him-
self had already retired from punchcutting decades be-
fore this. He sold off his foundry in the mid 1880s, and 
died in 1906. The misattribution of Akzidenz-Grotesk 
and Royal-Grotesk to Theinhardt was put forward by 
Günter Gerhard Lange between 1998 and 2002. Lange 
was Berthold’s longtime artistic director and the de-
signer of several later versions of Akzidenz-Grotesk. 
His claims about Akzidenz-Grotesk’s origins were al-
ready disproven by Eckehart SchumacherGebler in 
2007/08 and Indra Kupferschmid in 2012–17, making 
them out of date now. Nevertheless, we still see new 
typefaces designed in the style of Akzidenz-Grotesk, 
which are advertised as being inspired by Ferdinand 
Theinhardt’s Royal-Grotesk. Ferdinand Theinhardt did 

The only collection of type specimen from his found-
ry I have found that can definitively be dated to the 
time when he still owned the company includes just 
two sans serifs. Ferdinand Theinhardt gave this fo-
lio to the German printer and author Theodor Goebel 
in January 1884, about a year before he sold his busi-
ness. The first of the folio’s two sans serifs was simply 
called Grotesque. This was a duplicate of the Moderne 
Steinschriften types created at the Benjamin Krebs 
Nachfolger typefoundry of Frankfurt am Main, pub-
lished in 1865. The second was an italic named Cursiv-
Grotesque, which probably came to Theinhardt from 
the J.H. Rust & Co. foundry of Offenbach am Main and 
Vienna. Rust had imported the larger sizes of this type-
face from Americirca They then created the three 
smallest sizes themselves, publishing them in 1875. 
The first proper bound type specimen catalogue from 
the Theinhardt foundry dates to the late 1880s or 
1890s, after Ferdinand Theinhardt had sold the busi-
ness, and after its new owners had moved it from the 
northern part of Berlin to the city’s southwestern dis-
trict. The catalogue features six sans serifs, includ-
ing the two mentioned above. Of the other four de-
signs, only one was actually created by the Theinhardt 
foundry. As this was published just after Ferdinand 
Theinhardt had sold his business, it is difficult to 
gauge what his exact role in the typeface might have 
been. Originally called Neuste schmale fette Zeitungs-
Grotesk, the design was listed in this catalogue as 
Enge fette Grotesque. It was a straight-sided sans serif 
with rounded terminals, and it bears no relation to any 
styles of Akzidenz-Grotesk. The remaining three sans 
serif designs in that undated, post-sale catalogue were 
Schmale magere Grotesque, Breite Grotesque, and 
Breite fette Grotesque. Where did these come from? 
Schmale magere Grotesque was a design sold under 
various names by at least seven other nineteenth-cen-

tury German foundries. I do not know where it origi-
nated. The matrices may have come from Britain or 
the United States. Breite Grotesque probably came via 
the Krebs foundry. Krebs had produced the larger siz-
es for this design in-house; they called it Halbbreite 
Steinschrift. The typeface was different from the oth-
er Breite Grotesques sold by e.g., Ludwig & Mayer and 
Schelter & Giesecke. I have not found any mentions in 
primary or secondary sources that suggest who the 
authors of the Halbbreite Steinschrift design’s small-
er sizes might be. I think it is quite likely that Krebs im-
ported them from Britain or the United States, too. The 
visually unrelated typeface the Theinhardt foundry 
called Breite fette Grotesque was originally published 
in the mid 1870s as Zeitungs-Grotesk. That came from 
the Francke foundry in Danzig. Like most of the oth-
er sans serifs that the Theinhardt foundry featured in 
this catalogue, many German companies carried the 
Zeitungs-Grotesk design during the nineteenth centu-
ry’s last two decades. By 1911, Berthold and Bauer & Co. 
had expanded the Akzidenz-Grotesk family to include 
a total of six styles with the term Akzidenz-Grotesk in 
their names. In 1958, the number had grown to thir-
teen. By 1968, there were twenty-one. During the ear-
ly twentieth century, it began to be established prac-
tice in German typefoundries for products to have 
proper names, rather than generic ones, and for suc-
cessful designs to be expanded to include multi-
ple related fonts, such as a base design that was cou-
pled with a bold or italic. The groundwork was thus un-
derway for typeface families, both there and in other 
countries. For example, Cheltenham is considered by 
some authors to represent what, in retrospect was the 
first proper, large typeface family. It had at least twen-
ty-two styles by 1913. With multiple weights and widths 
of Akzidenz-Grotesk available by 1911, we can begin 
to see the kind of design template that would be fol-

lowed decades later by neo-grotesque families like 
Univers. Unlike Univers, however, Akzidenz-Grotesk’s 
proto family members do not all match each other. The 
condensed and expanded styles have different skel-
etons as Akzidenz-Grotesk’s regular weight. Even the 
terminals of Akzidenz-Grotesk and Royal-Grotesk dif-
fer from one another in their angles and exact detailing. 
This would not be so with Univers. Akzidenz-Grotesk 
became available for sale in the United States around 
1957. The fonts of foundry type were sold by a New 
York company named Amsterdam Continental, a sub-
sidiary of Dutch type foundry N. Tetterode. Amsterdam 
Continental had an exclusive license to sell the type-
face in the USA, but they did not market the fonts as 
“Akzidenz-Grotesk” because it is difficult for English 
speakers to pronounce. They called it “Standard” in-
stead. This was much easier to pronounce and al-
most implies that Akzidenz-Grotesk is the default va-
riety of sans serif type. I think that this was a brilliant 
marketing move, but I have not yet been able to find 
out whether this was a decision made at Berthold, 
Tetterode, or Amsterdam Continental. A list inside a 
small book published by Berthold for their 1958 cen-
tenary suggests that oldest weights of the Akzidenz-
Grotesk family were from 1896. These were not even 
named Akzidenz-Grotesk when they were initial-
ly published. They were renamed Akzidenz-Grotesk 
Condensed Heavy and Akzidenz-Grotesk Condensed 
Bold, from Enge Steinschrift and Halbfette Bücher-
Grotesk. Those generic terms meant narrow stone 
type and bold book sans, despite the latter not being 
a typeface with which anyone would compose a book. 
The stone referenced in the former’s name was likely 
the lithographer’s stone. Like Akzidenz-Grotesk itself, 
those types cannot be attributed to a specific design-
er or punchcutter. Despite the year 1896 given in the 
centenary publication, Enge Steinschrift and Halbfette 
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Despite the year 1896 given in the centenary publica-
tion, Enge Steinschrift and Halbfette Bücher-Grotesk 
may not be from 1896, exactly. Enge Steinschrift is ol-
der than that, and Halbfette Bücher-Grotesk may be 
more recent. Each typeface is included in Berthold and 
Bauer & Co.’s large 1911 catalogue, but an undated, 
bound collection of loose Berthold specimen sheets in 
the collection of Berlin’s Prussian State Library — at-
tributed to c.1900 — includes only Enge Steinschrift, 
not Halbfette Bücher-Grotesk. Berthold’s 1911 catalo-
gue declares that Halbfette Bücher-Grotesk was pro-
duced in-house, but neither it nor the circa 1900 spe-
cimen does so for Enge Steinschrift, except for three 
of the fourteen total sizes the Berthold companies did  
produce. The Enge Steinschrift typeface, as an identi-
cal product with a similar name, was carried by seve-
ral German typefoundries in the late nineteenth cen-
tury. For example, the Flinsch, Krebs, and Ludwig & 
Mayer foundries in Frankfurt each sold the design un-
der the name Schmale Steinschrift, while Genzsch 
foundries, sold the design under the name Longina. 
Like Berthold, who themselves probably acquired the 
matrices for Enge Steinschrift as part of their acqui-
sition/merger with the combined Emil Berger/Gustav 
Reinhard foundries in 1893, none of those foundries 
claimed the Enge Steinschrift design as an in-hou-
se product. The original punches for the types were 
cut at the typefoundry of James Conner’s Sons in New 
York. After Berthold acquired the Theinhardt foun-
dry they adopted several types from it into their offe-
rings. The only sans serif with which Ferdinand 
Theinhardt himself may have played a role — Enge fe-
tte Grotesque — was included in the sans serif section 
of Berthold’s 1911 catalogue, together with Halbfette 
Bücher-Grotesk and Enge Steinschrift. Unlike those la-
tter typefaces, however, it would never be adopted into 
the Akzidenz-Grotesk family. For its first half century, 

the Akzidenz-Grotesk family did not include any italic 
styles. Berthold only developed those during the 1950s 
and ’60s neo-grotesque wave. Even then, Berthold re-
leased the italic styles gradually, rather than all at 
once. Berthold’s earlier fin de siècle customers must 
have preferred the use of lighter and heavier weights 
— or narrower and wider styles — to establish typo-
graphic hierarchy, instead of upright and sloped pai-
rings. Before the mid-twentieth century, italic type was 
less common in German-speaking countries than in 
the rest of Europe. Blackletter type, unlike roman, ra-
rely relied on slanted secondary faces for emphasis. 
Compositors used stylistically different faces instead, 
like a Schwabacher to emphasise Fraktur, or added le-
tter spacing/tracking. Like other neo-grotesque type-
face families’ italics, Akzidenz-Grotesk’s were oblique 
designs (sloped romans). The basic structure of each 
upright letter remained the same in its italic compa-
nion. The lowercase a was always double-storey, and 
not single-storey. While such a true italic may be a use-
ful exercise in historical fiction, it moved away from the 
design language of the late-nineteenth century grotesk 
and mid-twentieth century neo-grotesque, resulting 
in an essentially humanist companion for a realist de-
sign. Nobody knows who designed Akzidenz-Grotesk. 
For about 20 years it was attributed to Theinhardt, 
but this has recently been proven untrue. The very 
first sans serif typeface was published in England, cir-
ca 1816. It did not create waves in typography imme-
diately, but the use of sans serifs would increase over 
time. The first sans serif sold in Germany was intro-
duced by the typefoundry inside Eduard Haenel’s 
Magdeburg printing-house in 1833. The matrices for 
this Neuste Titel-Versalien, Zehnte Sorte were impor-
ted from Caslon & Livermore in London. Like other ear-
ly British sans serifs, this approximately 36-pt face 
was an all-caps design. The first book composed enti-

rely in upper- and lowercase sans serif types was only 
published in 1900. This was the Feste des Lebens und 
der Kunst: eine Betrachtung des Theaters als höchsten 
Kultursymbols, written and designed by Peter Behrens. 
When Jan Tschichold’s Die neue Typographie appea-
red 28 years later, it was also composed entirely with 
sans serifs. Still outré for whole books, German typo-
graphers were by then finally beginning to regularly 
consider sans serifs for long texts, or publications in-
tended for immersive reading. Those designers were 
just as likely to specify new geometric-style sans serifs 
like Futura as they were older typefaces, like Schelter 
& Giesecke’s late-nineteenth-century Breite mage-
re Grotesk. Typographically, it took a long time to get 
to something like the ubiquity that Helvetica enjoyed 
among Western European and North American graphic 
designers in the 1960s. Helvetica’s popularity eventua-
lly became so widespread that — as Gary Hustwit pre-
sented in his 2007 documentary film Helvetica — its 
use represented a cultural milestone. No earlier type-
face had ever experienced that kind of hold on the 
market, at least not in Germany. While Helvetica was 
not simply a reworking of Akzidenz-Grotesk, its initial 
development as Neue Haas-Grotesk in Switzerland re-
flected, in part, the popularity that Akzidenz-Grotesk 
had begun to enjoy in Western European graphic de-
sign during the immediate postwar years. As a fami-
ly of typefaces, Akzidenz-Grotesk was a work-in-pro-
gress. Bauer & Co. in Stuttgart and Berthold in Berlin 
published its very first weight together in 1898, but 
it was only in the 1950s that the typeface’s use be-
gan to take off. Although Akzidenz-Grotesk seems 
to have inspired similar designs beforehand, such as 
Venus and Ideal-Grotesk — themselves the basis for 
Monotype Grotesque Series 215 and 216 — and per-
haps even Titania and Urania, something is fascinating 
about the number of neo-grotesques produced in the 

In addition to the above-mentioned Neue Haas-Gro-
tesk/Helvetica, that wave of new designs included Fo-
lio, Univers and Record Gothic as well as many others. 
Akzidenz-Grotesk and Helvetica are often compared 
with each other, but Univers represents a far more in-
teresting counterpoint for Akzidenz-Grotesk. No ot-
her designs better illustrate the changes in the ways 
typefaces were developed between the 1890s and the 
1950s, or even between the 1890s and today. The sto-
ry of the young Adrian Frutiger’s development of Uni-
vers at Deberny et Peignot has often been told: from 
the beginning, he conceived of Univers as a family of 
typefaces, with multiple weights and widths. Twen-
ty-one styles were part of Univers’s initial release, 
and each was designed according to the same letter-
form scheme. All the fonts matched each other stylis-
tically. Today, a term like systems design could be ap-
plied to the project. Akzidenz-Grotesk, on the other 
hand, is not as harmonious a family. Its members were 
not all conceived of at a single point. Indeed, it is dif-
ficult to imagine that a collection of related fonts was 
even envisioned when its première style was publis-
hed. While Univers was the work of Frutiger and his 
assistants in Deberny et Peignot’s design studio, Ak-
zidenz-Grotesk’s various styles were produced by an-
onymous employees at several typefoundries in diffe-
rent historical times. Although the base style of Akzi-
denz-Grotesk — its regular weight — was published in 
fifteen sizes by H. Berthold AG in Berlin and its then-
recently acquired Stuttgart subsidiary Bauer & Co. 
in 1898, the genesis of the design was slightly older. 
In 1894/95, when Bauer & Co. had still been an inde-
pendent typefoundry, it published a nine-sized, sing-
le-weight, drop-shadowed display face called Schat-
tierte Grotesk. Like Akzidenz-Grotesk itself, this was 
a generic name, which just meant shaded sans. Clip 
the drop shadow off of Schattierte Grotesk’s letters 

and you get the base style of Akzidenz-Grotesk. Un-
fortunately we do not know the Bauer & Co. or Bert-
hold employee who had this idea. In retrospect, it tur-
ned out to have been one of the most important de-
cisions ever made at either firm. I have not found any 
evidence that Berthold had a type drawing office du-
ring the late-nineteenth or early-twentieth centuries, 
and no information about the internal workings of 
Bauer & Co. at all. The work of interpreting the exact 
forms each type size would take was performed by 
Bauer & Co. and Berthold’s punchcutters, and proba-
bly not by draughtspersons who worked on paper. As 
a manufacturer, Berthold did not even introduce pan-
tographic punchcutting and matrix-engraving machi-
nes into its main Berlin factory until 1910. Before that 
time, the physical masters for each new font had to be 
cut as a series of steel punches or softer-metal patri-
ces, depending on the exact point size. Steel punches 
could strike bars of copper as the first step in matrix-
making, while soft-metal patrices would have mat-
rices grown around them via electrotyping instead. 
Staff photographers may have resized images shot 
from a master drawing — or a print from a trial size 
of the type — for punchcutters to engrave onto their 
punches/patrices, whey they could follow as a guide. 
The then still-larger Schelter & Giesecke foundry 
at Leipzig had been using pantographs to scale let-
ter drawings down to type size by 1894, for instance, 
and could even trace outlines onto the faces of pun-
ches and patrices this way. While Schattierte Grotesk 
and Akzidenz-Grotesk really were new designs when 
they were published, they were not atypical products. 
Many of their letterforms bear resemblance to ear-
lier sans serifs that had already been published in and 
outside of Germany. Nevertheless, they seem to me to 
be more of a synthesis of then-current ideas of sans 
serif letterform design, rather than copies of any spe-

cific products from other firms. The name Akzidenz-
Grotesk means jobbing sans. It came from the Ger-
man-language term for everyday commercial printing, 
Akzidenzen. This was a loan word, rooted in the Latin 
accidentia, which referred to chance or casual events. 
Jobbing encompassed things like business cards, in-
voices, and letterheads. Berthold/Bauer & Co. must 
have intended for Akzidenz-Grotesk to be used in job-
bing typography from the first. Together, their circa 
1904 and circa 1912 specimen brochures for the type-
face and its later — or otherwise related — styles in-
cluded twenty-six pages of fictitious fonts in use sce-
narios. These ranged from advertisements for art gal-
leries, interior decorators, and piano-making com-
panies to engagement and change of address cards, 
as well as price lists for a baby carriage manufactu-
rer and a vintner. The large Berthold/Bauer & Co. ca-
talogue from circa 1911 included the same kind of fic-
titious usage scenarios for these fonts as well. The 
first proper addition to Akzidenz-Grotesk was pu-
blished by Berthold and Bauer & Co. in 1902/03. This 
was a lighter-weight design that was initially sold un-
der a unique name: Royal-Grotesk. We know that Ak-
zidenz-Grotesk and Royal-Grotesk were intended to 
be used together — is that not the basic definition of 
what a typeface family is? — because Berthold and 
Bauer & Co. produced a dedicated specimen brochu-
re for the two faces about a year after Royal-Grotesk’s 
release. It was not until the 1950s that Royal-Grotesk 
would be properly adopted into the family, and rena-
med Akzidenz-Grotesk Light. Since 1998, many aut-
hors have incorrectly stated that Royal-Grotesk pre-
dated Akzidenz-Grotesk, and that it had been desig-
ned by the Berlin-based punchcutter and typefoun-
dry owner Ferdinand Theinhardt. Indeed, Theinhardt’s 
foundry was acquired by Berthold in 1908. Bert-
hold kept it open in its own factory for about two ye-
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Tabular lining numerals all share the same 
width. You can use them to align columns 
of data or a price list, for example. The as-
sociated currency and math symbols also 
have the same width.

No tail on the a, after the original bolder 
styles of Akzidenz-Grotesk.

Dynamic fractions will automatically sub-
stitute for pre-built and arbitrary fractions.

Subscripts are optically adjusted, small 
lowered numerals. They usually sit below 
the baseline. You can use them for chemi-
cal formulae, like H₂0.

Superscripts are optically adjusted, small 
raised numerals. You can use them for 
footnote references in running text,¹ 
chemistry notation (²H) and mathematical 
exponents (x³).

2-storey g inspired by grotesks 
like Breede Halfvette Antieke from 
Lettergieterij „Amsterdam“,  ca. 1920

Ordinals are optically adjusted, small, 
raised lowercase  letters. You can use 
them for numerical abbreviations like 1st, 
2nd, 3rd and in languages like French for 
1e or Mme.

OpenType features

Tabular lining numerals

Alternate a 
SS01

Fractions 
FRAC

Subscript 
SUBS SINF

Superscript 
SUPS

Alternate g 
SS02

Ordinals 
ONUM
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Alternates that intelligently substitute de-
pending on context. The raised colon will 
only appear between numerals to indicate 
time. The multiplication sign will only sub-
stitue x or X for × between numerals.   

Contextual alternates 
CALT

Punctuation designed specifically to align 
with capital letters.

Case-sensitive forms 
CASE

OpenType features
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Uppercase

Lowercase

Lowercase alternates

Uppercase accents

Lowercase accents

Lowercase accent  
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Extraleicht  200 
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The matrices for this 
Neuste Titel-Versalien, 
Zehnte Sorte were 
imported from Caslon & 
Livermore in London.

Like other early British 
sans serifs, this 
approximately 36-pt face 
was an all-caps design.

It came from the German-
language term for 
everyday commercial 
printing, Akzidenzen.
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Halbfette Bücher-
Grotesk, Accidenz-Grotesk 
specimen, Bauer & Co. and 
Berthold (circa 1911).

The typeface was 
different from the other 
Breite Grotesques sold 
by e.g., Ludwig & Mayer 
and Schelter & Giesecke.

Unfortunately we do not 
know the Bauer & Co. or 
Berthold employee who 
had this idea.

30Söhne Collection

Klim Type Foundry klim.co.nzCopyright © 2005 – 2019. All rights reserved. ⭍ PDF generated 25 Nov. 2019

SpecimenSöhne Mono

36pt	 Kräftig		  0

36pt	 Halbfett		  0

36pt	 Dreiviertelfett	 Alternate a	 0

https://klim.co.nz/
https://klim.co.nz/


Akzidenz-Grotesk, on the 
other hand, is not as 
harmonious a family.

Lange was Berthold’s 
longtime artistic 
director and the designer 
of several later versions 
of Akzidenz-Grotesk.
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Nobody knows who designed Akzidenz-Grotesk. For 
about 20 years it was attributed to Theinhardt, 
but this has recently been proven untrue. The 
very first sans serif typeface was published in 
England, circa 1816. It did not create waves in 
typography immediately, but the use of sans ser-
ifs would increase over time. The first sans ser-
if sold in Germany was introduced by the type-
foundry inside Eduard Haenel’s Magdeburg print-
ing-house in 1833. The matrices for this Neuste 
Titel-Versalien, Zehnte Sorte were imported from 
Caslon & Livermore in London. Like other ear-
ly British sans serifs, this approximately 36-pt 

Still outré for whole books, German typographers 
were by then finally beginning to regularly con-
sider sans serifs for long texts, or publica-
tions intended for immersive reading. Those de-
signers were just as likely to specify new ge-
ometric-style sans serifs like Futura as they 
were older typefaces, like Schelter & Giesecke’s 
late-nineteenth-century Breite magere Grotesk. 
Typographically, it took a long time to get to 
something like the ubiquity that Helvetica en-
joyed among Western European and North American 
graphic designers in the 1960s. Helvetica’s pop-
ularity eventually became so widespread that — 
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As a family of typefaces, Akzidenz-Grotesk was 
a work-in-progress. Bauer & Co. in Stuttgart 
and Berthold in Berlin published its very first 
weight together in 1898, but it was only in the 
1950s that the typeface’s use began to take off. 
Although Akzidenz-Grotesk seems to have inspired 
similar designs beforehand, such as Venus and 
Ideal-Grotesk — themselves the basis for Monotype 
Grotesque Series 215 and 216 — and perhaps even 
Titania and Urania, something is fascinating 
about the number of neo-grotesques produced in 
the 1950s and ’60s. In addition to the above-men-
tioned Neue Haas-Grotesk/Helvetica, that wave of 

The story of the young Adrian Frutiger’s devel-
opment of Univers at Deberny et Peignot has of-
ten been told: from the beginning, he conceived 
of Univers as a family of typefaces, with multi-
ple weights and widths. Twenty-one styles were 
part of Univers’s initial release, and each was 
designed according to the same letterform scheme. 
All the fonts matched each other stylistical-
ly. Today, a term like systems design could be 
applied to the project. Akzidenz-Grotesk, on 
the other hand, is not as harmonious a family. 
Its members were not all conceived of at a sin-
gle point. Indeed, it is difficult to imagine 
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In 1894/95, when Bauer & Co. had still been an 
independent typefoundry, it published a nine-
sized, single-weight, drop-shadowed display 
face called Schattierte Grotesk. Like Akzidenz-
Grotesk itself, this was a generic name, which 
just meant shaded sans. Clip the drop shadow off 
of Schattierte Grotesk’s letters and you get the 
base style of Akzidenz-Grotesk. Unfortunately we 
do not know the Bauer & Co. or Berthold employee 
who had this idea. In retrospect, it turned out 
to have been one of the most important decisions 
ever made at either firm. I have not found any 
evidence that Berthold had a type drawing office 

Before that time, the physical masters for each 
new font had to be cut as a series of steel 
punches or softer-metal patrices, depending on 
the exact point size. Steel punches could strike 
bars of copper as the first step in matrix-mak-
ing, while soft-metal patrices would have matri-
ces grown around them via electrotyping instead. 
Staff photographers may have resized images shot 
from a master drawing — or a print from a tri-
al size of the type — for punchcutters to engrave 
onto their punches/patrices, whey they could fol-
low as a guide. The then still-larger Schelter & 
Giesecke foundry at Leipzig had been using pan-
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Nevertheless, they seem to me to be more of a 
synthesis of then-current ideas of sans ser-
if letterform design, rather than copies of any 
specific products from other firms. The name 
Akzidenz-Grotesk means jobbing sans. It came 
from the German-language term for everyday com-
mercial printing, Akzidenzen. This was a loan 
word, rooted in the Latin accidentia, which re-
ferred to chance or casual events. Jobbing encom-
passed things like business cards, invoices, and 
letterheads. Berthold/Bauer & Co. must have in-
tended for Akzidenz-Grotesk to be used in job-
bing typography from the first. Together, their 

The large Berthold/Bauer & Co. catalogue from 
circa 1911 included the same kind of ficti-
tious usage scenarios for these fonts as well. 
The first proper addition to Akzidenz-Grotesk was 
published by Berthold and Bauer & Co. in 1902/03. 
This was a lighter-weight design that was ini-
tially sold under a unique name: Royal-Grotesk. 
We know that Akzidenz-Grotesk and Royal-Grotesk 
were intended to be used together — is that not 
the basic definition of what a typeface family 
is? — because Berthold and Bauer & Co. produced 
a dedicated specimen brochure for the two fac-
es about a year after Royal-Grotesk’s release. It 
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Indeed, Theinhardt’s foundry was acquired by 

Berthold in 1908. Berthold kept it open in its 

own factory for about two years, and as a sub-

sidiary for about twenty more. During that time, 

it sold both Akzidenz-Grotesk and Royal-Grotesk, 

as well as several more Berthold and Bauer & 

Co. faces. Theinhardt himself had already re-

tired from punchcutting decades before this. He 

sold off his foundry in the mid 1880s, and died 

in 1906. The misattribution of Akzidenz-Grotesk 

and Royal-Grotesk to Theinhardt was put forward 

by Günter Gerhard Lange between 1998 and 2002. 

Lange was Berthold’s longtime artistic direc-

tor and the designer of several later versions 

of Akzidenz-Grotesk. His claims about Akzidenz-

Grotesk’s origins were already disproven by 

Eckehart SchumacherGebler in 2007/08 and Indra 

Kupferschmid in 2012–17, making them out of date 

now. Nevertheless, we still see new typefaces 

designed in the style of Akzidenz-Grotesk, which 

are advertised as being inspired by Ferdinand 

Theinhardt’s Royal-Grotesk. Ferdinand Theinhardt 

did not cut the punches for Royal-Grotesk or 

Akzidenz-Grotesk — he might not have even ever 

cut sans serif type at all. The only collec-

tion of type specimen from his foundry I have 

found that can definitively be dated to the time 

when he still owned the company includes just 

two sans serifs. Ferdinand Theinhardt gave this 

folio to the German printer and author Theodor 

Goebel in January 1884, about a year before he 

sold his business. The first of the folio’s two 

sans serifs was simply called Grotesque. This 

was a duplicate of the Moderne Steinschriften 

types created at the Benjamin Krebs Nachfolger 

typefoundry of Frankfurt am Main, published in 

1865. The second was an italic named Cursiv-

Grotesque, which probably came to Theinhardt 

from the J.H. Rust & Co. foundry of Offenbach am 

Main and Vienna. Rust had imported the larger 

sizes of this typeface from Americirca They then 

created the three smallest sizes themselves, 

publishing them in 1875. The first proper bound 

type specimen catalogue from the Theinhardt 

foundry dates to the late 1880s or 1890s, af-

ter Ferdinand Theinhardt had sold the business, 

and after its new owners had moved it from the 

northern part of Berlin to the city’s southwest-

ern district. The catalogue features six sans 

serifs, including the two mentioned above. Of 

The typeface was different from the oth-
er Breite Grotesques sold by e.g., Ludwig & 
Mayer and Schelter & Giesecke. I have not found 
any mentions in primary or secondary sources 
that suggest who the authors of the Halbbreite 
Steinschrift design’s smaller sizes might be. 
I think it is quite likely that Krebs import-
ed them from Britain or the United States, too. 
The visually unrelated typeface the Theinhardt 
foundry called Breite fette Grotesque was orig-
inally published in the mid 1870s as Zeitungs-
Grotesk. That came from the Francke found-
ry in Danzig. Like most of the other sans ser-
ifs that the Theinhardt foundry featured in this 
catalogue, many German companies carried the 
Zeitungs-Grotesk design during the nineteenth 
century’s last two decades. By 1911, Berthold 
and Bauer & Co. had expanded the Akzidenz-
Grotesk family to include a total of six styles 
with the term Akzidenz-Grotesk in their names. 
In 1958, the number had grown to thirteen. By 
1968, there were twenty-one. During the ear-
ly twentieth century, it began to be established 
practice in German typefoundries for products 
to have proper names, rather than generic ones, 

and for successful designs to be expanded to in-
clude multiple related fonts, such as a base de-
sign that was coupled with a bold or italic. The 
groundwork was thus underway for typeface fam-
ilies, both there and in other countries. For 
example, Cheltenham is considered by some au-
thors to represent what, in retrospect was the 
first proper, large typeface family. It had at 
least twenty-two styles by 1913. With multiple 
weights and widths of Akzidenz-Grotesk available 
by 1911, we can begin to see the kind of design 
template that would be followed decades later 
by neo-grotesque families like Univers. Unlike 
Univers, however, Akzidenz-Grotesk’s proto fami-
ly members do not all match each other. The con-
densed and expanded styles have different skel-
etons as Akzidenz-Grotesk’s regular weight. Even 
the terminals of Akzidenz-Grotesk and Royal-
Grotesk differ from one another in their angles 
and exact detailing. This would not be so with 
Univers. Akzidenz-Grotesk became available for 
sale in the United States around 1957. The fonts 
of foundry type were sold by a New York com-
pany named Amsterdam Continental, a subsidiary 
of Dutch type foundry N. Tetterode. Amsterdam 
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The stone referenced in the former’s name was 
likely the lithographer’s stone. Like Akzidenz-
Grotesk itself, those types cannot be attributed 
to a specific designer or punchcutter. Despite 
the year 1896 given in the centenary publication, 
Enge Steinschrift and Halbfette Bücher-Grotesk 
may not be from 1896, exactly. Enge Steinschrift 
is older than that, and Halbfette Bücher-Grotesk 
may be more recent. Each typeface is included 
in Berthold and Bauer & Co.’s large 1911 cata-
logue, but an undated, bound collection of loo-
se Berthold specimen sheets in the collection 
of Berlin’s Prussian State Library — attributed 
to c.1900 — includes only Enge Steinschrift, not 
Halbfette Bücher-Grotesk. Berthold’s 1911 cata-
logue declares that Halbfette Bücher-Grotesk was 
produced in-house, but neither it nor the cir-
ca 1900 specimen does so for Enge Steinschrift, 
except for three of the fourteen total si-
zes the Berthold companies did  produce. The 
Enge Steinschrift typeface, as an identical pro-
duct with a similar name, was carried by seve-
ral German typefoundries in the late nineteen-
th century. For example, the Flinsch, Krebs, and 
Ludwig & Mayer foundries in Frankfurt each sold 

the design under the name Schmale Steinschrift, 
while Genzsch foundries, sold the design un-
der the name Longina. Like Berthold, who them-
selves probably acquired the matrices for Enge 
Steinschrift as part of their acquisition/merger 
with the combined Emil Berger/Gustav Reinhard 
foundries in 1893, none of those foundries clai-
med the Enge Steinschrift design as an in-house 
product. The original punches for the types were 
cut at the typefoundry of James Conner’s Sons in 
New York. After Berthold acquired the Theinhardt 
foundry they adopted several types from it into 
their offerings. The only sans serif with which 
Ferdinand Theinhardt himself may have played a 
role — Enge fette Grotesque — was included in 
the sans serif section of Berthold’s 1911 cata-
logue, together with Halbfette Bücher-Grotesk 
and Enge Steinschrift. Unlike those latter type-
faces, however, it would never be adopted into 
the Akzidenz-Grotesk family. For its first half 
century, the Akzidenz-Grotesk family did not in-
clude any italic styles. Berthold only develo-
ped those during the 1950s and ’60s neo-grotes-
que wave. Even then, Berthold released the ita-
lic styles gradually, rather than all at once. 

Nobody knows who designed Akzidenz-Grotesk. For 
about 20 years it was attributed to Theinhardt, 
but this has recently been proven untrue. The 
very first sans serif typeface was published in 
England, circa 1816. It did not create waves in 
typography immediately, but the use of sans se-
rifs would increase over time. The first sans 
serif sold in Germany was introduced by the ty-
pefoundry inside Eduard Haenel’s Magdeburg prin-
ting-house in 1833. The matrices for this Neuste 
Titel-Versalien, Zehnte Sorte were imported from 
Caslon & Livermore in London. Like other ear-
ly British sans serifs, this approximately 36-pt 
face was an all-caps design. The first book com-
posed entirely in upper- and lowercase sans se-
rif types was only published in 1900. This was 
the Feste des Lebens und der Kunst: eine Be-
trachtung des Theaters als höchsten Kultursym-
bols, written and designed by Peter Behrens. 
When Jan Tschichold’s Die neue Typographie ap-
peared 28 years later, it was also composed ent-
irely with sans serifs. Still outré for whole 
books, German typographers were by then finally 
beginning to regularly consider sans serifs for 
long texts, or publications intended for immer-

sive reading. Those designers were just as li-
kely to specify new geometric-style sans serifs 
like Futura as they were older typefaces, like 
Schelter & Giesecke’s late-nineteenth-century 
Breite magere Grotesk. Typographically, it took 
a long time to get to something like the ubiqui-
ty that Helvetica enjoyed among Western Euro-
pean and North American graphic designers in the 
1960s. Helvetica’s popularity eventually beca-
me so widespread that — as Gary Hustwit presen-
ted in his 2007 documentary film Helvetica — its 
use represented a cultural milestone. No earlier 
typeface had ever experienced that kind of hold 
on the market, at least not in Germany. Whi-
le Helvetica was not simply a reworking of Ak-
zidenz-Grotesk, its initial development as Neue 
Haas-Grotesk in Switzerland reflected, in part, 
the popularity that Akzidenz-Grotesk had begun 
to enjoy in Western European graphic design du-
ring the immediate postwar years. As a family of 
typefaces, Akzidenz-Grotesk was a work-in-pro-
gress. Bauer & Co. in Stuttgart and Berthold in 
Berlin published its very first weight together 
in 1898, but it was only in the 1950s that the 
typeface’s use began to take off. Although Akzi-
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All the fonts matched each other stylis-
tically. Today, a term like systems de-
sign could be applied to the project. 
Akzidenz-Grotesk, on the other hand, is 
not as harmonious a family. Its members 
were not all conceived of at a single 
point. Indeed, it is difficult to imagine 
that a collection of related fonts was 
even envisioned when its première style 
was published. While Univers was the work 
of Frutiger and his assistants in Deberny 
et Peignot’s design studio, Akzidenz-
Grotesk’s various styles were produced 
by anonymous employees at several type-
foundries in different historical times. 
Although the base style of Akzidenz-
Grotesk — its regular weight — was pub-
lished in fifteen sizes by H. Berthold AG 
in Berlin and its then-recently acquired 
Stuttgart subsidiary Bauer & Co. in 1898, 
the genesis of the design was slightly 
older. In 1894/95, when Bauer & Co. had 
still been an independent typefoundry, it 
published a nine-sized, single-weight, 
drop-shadowed display face called 
Schattierte Grotesk. Like Akzidenz-
Grotesk itself, this was a generic name, 
which just meant shaded sans. Clip the 
drop shadow off of Schattierte Grotesk’s 
letters and you get the base style of 
Akzidenz-Grotesk. Unfortunately we do not 
know the Bauer & Co. or Berthold employ-
ee who had this idea. In retrospect, it 
turned out to have been one of the most 
important decisions ever made at either 
firm. I have not found any evidence that 
Berthold had a type drawing office during 

the late-nineteenth or early-twentieth 
centuries, and no information about the 
internal workings of Bauer & Co. at all. 
The work of interpreting the exact forms 
each type size would take was performed 
by Bauer & Co. and Berthold’s punchcut-
ters, and probably not by draughtspersons 
who worked on paper. As a manufactur-
er, Berthold did not even introduce pan-
tographic punchcutting and matrix-engrav-
ing machines into its main Berlin factory 
until 1910. Before that time, the phys-
ical masters for each new font had to be 
cut as a series of steel punches or soft-
er-metal patrices, depending on the exact 
point size. Steel punches could strike 
bars of copper as the first step in ma-
trix-making, while soft-metal patrices 
would have matrices grown around them via 
electrotyping instead. Staff photogra-
phers may have resized images shot from a 
master drawing — or a print from a tri-
al size of the type — for punchcutters 
to engrave onto their punches/patrices, 
whey they could follow as a guide. The 
then still-larger Schelter & Giesecke 
foundry at Leipzig had been using pan-
tographs to scale letter drawings down 
to type size by 1894, for instance, and 
could even trace outlines onto the faces 
of punches and patrices this way. While 
Schattierte Grotesk and Akzidenz-Grotesk 
really were new designs when they were 
published, they were not atypical prod-
ucts. Many of their letterforms bear re-
semblance to earlier sans serifs that had 
already been published in and outside of 

Germany. Nevertheless, they seem to me 
to be more of a synthesis of then-cur-
rent ideas of sans serif letterform de-
sign, rather than copies of any specif-
ic products from other firms. The name 
Akzidenz-Grotesk means jobbing sans. It 
came from the German-language term for 
everyday commercial printing, Akzidenzen. 
This was a loan word, rooted in the Latin 
accidentia, which referred to chance or 
casual events. Jobbing encompassed things 
like business cards, invoices, and let-
terheads. Berthold/Bauer & Co. must have 
intended for Akzidenz-Grotesk to be used 
in jobbing typography from the first. 
Together, their circa 1904 and circa 1912 
specimen brochures for the typeface and 
its later — or otherwise related — styles 
included twenty-six pages of fictitious 
fonts in use scenarios. These ranged from 
advertisements for art galleries, inte-
rior decorators, and piano-making com-
panies to engagement and change of ad-
dress cards, as well as price lists for 
a baby carriage manufacturer and a vint-
ner. The large Berthold/Bauer & Co. cat-
alogue from circa 1911 included the same 
kind of fictitious usage scenarios for 
these fonts as well. The first proper ad-
dition to Akzidenz-Grotesk was published 
by Berthold and Bauer & Co. in 1902/03. 
This was a lighter-weight design that 
was initially sold under a unique name: 
Royal-Grotesk. We know that Akzidenz-
Grotesk and Royal-Grotesk were intended 
to be used together — is that not the ba-
sic definition of what a typeface fami-

The only collection of type specimen from 
his foundry I have found that can defini-
tively be dated to the time when he still 
owned the company includes just two sans 
serifs. Ferdinand Theinhardt gave this 
folio to the German printer and author 
Theodor Goebel in January 1884, about a 
year before he sold his business. The 
first of the folio’s two sans serifs was 
simply called Grotesque. This was a du-
plicate of the Moderne Steinschriften 
types created at the Benjamin Krebs 
Nachfolger typefoundry of Frankfurt am 
Main, published in 1865. The second was 
an italic named Cursiv-Grotesque, which 
probably came to Theinhardt from the J.H. 
Rust & Co. foundry of Offenbach am Main 
and Vienna. Rust had imported the larg-
er sizes of this typeface from Americirca 
They then created the three small-
est sizes themselves, publishing them in 
1875. The first proper bound type speci-
men catalogue from the Theinhardt found-
ry dates to the late 1880s or 1890s, af-
ter Ferdinand Theinhardt had sold the 
business, and after its new owners had 
moved it from the northern part of Berlin 
to the city’s southwestern district. The 
catalogue features six sans serifs, in-
cluding the two mentioned above. Of the 
other four designs, only one was actual-
ly created by the Theinhardt foundry. As 
this was published just after Ferdinand 
Theinhardt had sold his business, it is 
difficult to gauge what his exact role in 
the typeface might have been. Originally 
called Neuste schmale fette Zeitungs-

Grotesk, the design was listed in this 
catalogue as Enge fette Grotesque. It was 
a straight-sided sans serif with round-
ed terminals, and it bears no relation to 
any styles of Akzidenz-Grotesk. The re-
maining three sans serif designs in that 
undated, post-sale catalogue were Schmale 
magere Grotesque, Breite Grotesque, and 
Breite fette Grotesque. Where did these 
come from? Schmale magere Grotesque was 
a design sold under various names by 
at least seven other nineteenth-centu-
ry German foundries. I do not know where 
it originated. The matrices may have 
come from Britain or the United States. 
Breite Grotesque probably came via the 
Krebs foundry. Krebs had produced the 
larger sizes for this design in-house; 
they called it Halbbreite Steinschrift. 
The typeface was different from the oth-
er Breite Grotesques sold by e.g., Ludwig 
& Mayer and Schelter & Giesecke. I have 
not found any mentions in primary or sec-
ondary sources that suggest who the au-
thors of the Halbbreite Steinschrift de-
sign’s smaller sizes might be. I think 
it is quite likely that Krebs imported 
them from Britain or the United States, 
too. The visually unrelated typeface the 
Theinhardt foundry called Breite fette 
Grotesque was originally published in the 
mid 1870s as Zeitungs-Grotesk. That came 
from the Francke foundry in Danzig. Like 
most of the other sans serifs that the 
Theinhardt foundry featured in this cata-
logue, many German companies carried the 
Zeitungs-Grotesk design during the nine-

teenth century’s last two decades. By 
1911, Berthold and Bauer & Co. had ex-
panded the Akzidenz-Grotesk family to in-
clude a total of six styles with the term 
Akzidenz-Grotesk in their names. In 1958, 
the number had grown to thirteen. By 
1968, there were twenty-one. During the 
early twentieth century, it began to be 
established practice in German typefound-
ries for products to have proper names, 
rather than generic ones, and for suc-
cessful designs to be expanded to include 
multiple related fonts, such as a base 
design that was coupled with a bold or 
italic. The groundwork was thus underway 
for typeface families, both there and in 
other countries. For example, Cheltenham 
is considered by some authors to repre-
sent what, in retrospect was the first 
proper, large typeface family. It had at 
least twenty-two styles by 1913. With 
multiple weights and widths of Akzidenz-
Grotesk available by 1911, we can be-
gin to see the kind of design template 
that would be followed decades later 
by neo-grotesque families like Univers. 
Unlike Univers, however, Akzidenz-
Grotesk’s proto family members do not all 
match each other. The condensed and ex-
panded styles have different skeletons as 
Akzidenz-Grotesk’s regular weight. Even 
the terminals of Akzidenz-Grotesk and 
Royal-Grotesk differ from one another in 
their angles and exact detailing. This 
would not be so with Univers. Akzidenz-
Grotesk became available for sale in 
the United States around 1957. The fonts 
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Despite the year 1896 given in the cen-
tenary publication, Enge Steinschrift and 
Halbfette Bücher-Grotesk may not be from 
1896, exactly. Enge Steinschrift is older 
than that, and Halbfette Bücher-Grotesk 
may be more recent. Each typeface is in-
cluded in Berthold and Bauer & Co.’s lar-
ge 1911 catalogue, but an undated, bound 
collection of loose Berthold speci-
men sheets in the collection of Berlin’s 
Prussian State Library — attributed to 
c.1900 — includes only Enge Steinschrift, 
not Halbfette Bücher-Grotesk. Berthold’s 
1911 catalogue declares that Halbfette 
Bücher-Grotesk was produced in-house, 
but neither it nor the circa 1900 speci-
men does so for Enge Steinschrift, except 
for three of the fourteen total sizes 
the Berthold companies did  produce. The 
Enge Steinschrift typeface, as an identi-
cal product with a similar name, was ca-
rried by several German typefoundries in 
the late nineteenth century. For example, 
the Flinsch, Krebs, and Ludwig & Mayer 
foundries in Frankfurt each sold the de-
sign under the name Schmale Steinschrift, 
while Genzsch foundries, sold the design 
under the name Longina. Like Berthold, 
who themselves probably acquired the ma-
trices for Enge Steinschrift as part of 
their acquisition/merger with the com-
bined Emil Berger/Gustav Reinhard foun-
dries in 1893, none of those foundries 
claimed the Enge Steinschrift design as 
an in-house product. The original punches 
for the types were cut at the typefoundry 
of James Conner’s Sons in New York. After 

Berthold acquired the Theinhardt foun-
dry they adopted several types from it 
into their offerings. The only sans se-
rif with which Ferdinand Theinhardt him-
self may have played a role — Enge fette 
Grotesque — was included in the sans se-
rif section of Berthold’s 1911 catalogue, 
together with Halbfette Bücher-Grotesk 
and Enge Steinschrift. Unlike those lat-
ter typefaces, however, it would never be 
adopted into the Akzidenz-Grotesk family. 
For its first half century, the Akzidenz-
Grotesk family did not include any ita-
lic styles. Berthold only developed tho-
se during the 1950s and ’60s neo-grotes-
que wave. Even then, Berthold released 
the italic styles gradually, rather than 
all at once. Berthold’s earlier fin de 
siècle customers must have preferred the 
use of lighter and heavier weights — or 
narrower and wider styles — to establish 
typographic hierarchy, instead of upright 
and sloped pairings. Before the mid-twen-
tieth century, italic type was less com-
mon in German-speaking countries than in 
the rest of Europe. Blackletter type, un-
like roman, rarely relied on slanted se-
condary faces for emphasis. Compositors 
used stylistically different faces ins-
tead, like a Schwabacher to emphasi-
se Fraktur, or added letter spacing/trac-
king. Like other neo-grotesque typefa-
ce families’ italics, Akzidenz-Grotesk’s 
were oblique designs (sloped romans). 
The basic structure of each upright let-
ter remained the same in its italic com-
panion. The lowercase a was always dou-

ble-storey, and not single-storey. While 
such a true italic may be a useful exer-
cise in historical fiction, it moved away 
from the design language of the late-ni-
neteenth century grotesk and mid-twentie-
th century neo-grotesque, resulting in an 
essentially humanist companion for a re-
alist design. Nobody knows who desig-
ned Akzidenz-Grotesk. For about 20 years 
it was attributed to Theinhardt, but this 
has recently been proven untrue. The 
very first sans serif typeface was publi-
shed in England, circa 1816. It did not 
create waves in typography immediately, 
but the use of sans serifs would increa-
se over time. The first sans serif sold 
in Germany was introduced by the type-
foundry inside Eduard Haenel’s Magdeburg 
printing-house in 1833. The matrices for 
this Neuste Titel-Versalien, Zehnte Sorte 
were imported from Caslon & Livermore in 
London. Like other early British sans se-
rifs, this approximately 36-pt face was 
an all-caps design. The first book com-
posed entirely in upper- and lowerca-
se sans serif types was only published in 
1900. This was the Feste des Lebens und 
der Kunst: eine Betrachtung des Theaters 
als höchsten Kultursymbols, written 
and designed by Peter Behrens. When Jan 
Tschichold’s Die neue Typographie appea-
red 28 years later, it was also composed 
entirely with sans serifs. Still outré 
for whole books, German typographers were 
by then finally beginning to regularly 
consider sans serifs for long texts, or 
publications intended for immersive rea-

In addition to the above-mentioned Neue 
Haas-Grotesk/Helvetica, that wave of new 
designs included Folio, Univers and Re-
cord Gothic as well as many others. Akzi-
denz-Grotesk and Helvetica are often com-
pared with each other, but Univers re-
presents a far more interesting coun-
terpoint for Akzidenz-Grotesk. No other 
designs better illustrate the changes in 
the ways typefaces were developed between 
the 1890s and the 1950s, or even between 
the 1890s and today. The story of the 
young Adrian Frutiger’s development of 
Univers at Deberny et Peignot has often 
been told: from the beginning, he concei-
ved of Univers as a family of typefaces, 
with multiple weights and widths. Twen-
ty-one styles were part of Univers’s in-
itial release, and each was designed ac-
cording to the same letterform scheme. 
All the fonts matched each other stylis-
tically. Today, a term like systems de-
sign could be applied to the project. Ak-
zidenz-Grotesk, on the other hand, is not 
as harmonious a family. Its members were 
not all conceived of at a single point. 
Indeed, it is difficult to imagine that a 
collection of related fonts was even en-
visioned when its première style was pu-
blished. While Univers was the work of 
Frutiger and his assistants in Deber-
ny et Peignot’s design studio, Akzidenz-
Grotesk’s various styles were produced by 
anonymous employees at several typefoun-
dries in different historical times. Alt-
hough the base style of Akzidenz-Grotesk 
— its regular weight — was published in 

fifteen sizes by H. Berthold AG in Berlin 
and its then-recently acquired Stuttgart 
subsidiary Bauer & Co. in 1898, the gene-
sis of the design was slightly older. In 
1894/95, when Bauer & Co. had still been 
an independent typefoundry, it publis-
hed a nine-sized, single-weight, drop-
shadowed display face called Schattier-
te Grotesk. Like Akzidenz-Grotesk itself, 
this was a generic name, which just me-
ant shaded sans. Clip the drop shadow off 
of Schattierte Grotesk’s letters and you 
get the base style of Akzidenz-Grotesk. 
Unfortunately we do not know the Bauer 
& Co. or Berthold employee who had this 
idea. In retrospect, it turned out to 
have been one of the most important de-
cisions ever made at either firm. I have 
not found any evidence that Berthold had 
a type drawing office during the late-ni-
neteenth or early-twentieth centuries, 
and no information about the internal 
workings of Bauer & Co. at all. The work 
of interpreting the exact forms each type 
size would take was performed by Bauer & 
Co. and Berthold’s punchcutters, and pro-
bably not by draughtspersons who worked 
on paper. As a manufacturer, Berthold did 
not even introduce pantographic punchcut-
ting and matrix-engraving machines into 
its main Berlin factory until 1910. Be-
fore that time, the physical masters for 
each new font had to be cut as a series 
of steel punches or softer-metal patri-
ces, depending on the exact point size. 
Steel punches could strike bars of copper 
as the first step in matrix-making, whi-

le soft-metal patrices would have matri-
ces grown around them via electrotyping 
instead. Staff photographers may have re-
sized images shot from a master drawing — 
or a print from a trial size of the type 
— for punchcutters to engrave onto their 
punches/patrices, whey they could fol-
low as a guide. The then still-larger 
Schelter & Giesecke foundry at Leipzig 
had been using pantographs to scale let-
ter drawings down to type size by 1894, 
for instance, and could even trace outli-
nes onto the faces of punches and patri-
ces this way. While Schattierte Grotesk 
and Akzidenz-Grotesk really were new de-
signs when they were published, they were 
not atypical products. Many of their let-
terforms bear resemblance to earlier sans 
serifs that had already been published 
in and outside of Germany. Nevertheless, 
they seem to me to be more of a synthesis 
of then-current ideas of sans serif let-
terform design, rather than copies of any 
specific products from other firms. The 
name Akzidenz-Grotesk means jobbing sans. 
It came from the German-language term for 
everyday commercial printing, Akzidenzen. 
This was a loan word, rooted in the Latin 
accidentia, which referred to chance or 
casual events. Jobbing encompassed things 
like business cards, invoices, and let-
terheads. Berthold/Bauer & Co. must have 
intended for Akzidenz-Grotesk to be used 
in jobbing typography from the first. To-
gether, their circa 1904 and circa 1912 
specimen brochures for the typeface and 
its later — or otherwise related — styles 
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Photographic
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H₂O  C₂H₆O

Footnotes.⁵

Photographic

2nd 3rd Mme
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No tail on the a, after the original bolder 
styles of Akzidenz-Grotesk.

Dynamic fractions will automatically sub-
stitute for pre-built and arbitrary fractions.

Subscripts are optically adjusted, small 
lowered numerals. They usually sit below 
the baseline. You can use them for chemi-
cal formulae, like H₂0.

Superscripts are optically adjusted, small 
raised numerals. You can use them for 
footnote references in running text,¹ 
chemistry notation (²H) and mathematical 
exponents (x³).

2-storey g inspired by grotesks 
like Breede Halfvette Antieke from 
Lettergieterij „Amsterdam“,  ca. 1920

Ordinals are optically adjusted, small, 
raised lowercase  letters. You can use 
them for numerical abbreviations like 1st, 
2nd, 3rd and in languages like French for 
1e or Mme.

OpenType features

Alternate a 
SS01

Fractions 
FRAC

Subscript 
SUBS SINF

Superscript 
SUPS

Alternate g 
SS02

Ordinals 
ONUM
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Alternates that intelligently substitute de-
pending on context. The raised colon will 
only appear between numerals to indicate 
time. The multiplication sign will only sub-
stitue x or X for × between numerals.   

Contextual alternates 
CALT

Punctuation designed specifically to align 
with capital letters.

Case-sensitive forms 
CASE

OpenType features
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ag
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Uppercase

Lowercase

Lowercase alternates

Uppercase accents

Lowercase accents

Lowercase accent  
alternates

Numerals

Character set
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Currency & math

Superscript

Denominator

Subscript

Ordinals

Ordinal alternates

Punctuation & symbols

Punctuation & symbol 
capital forms

Prebuilt fractions

Character set
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Extraleicht  200 Extraleicht Kursiv  200  

Leicht  300 Leicht Kursiv  300 Buch  400  

Buch Kursiv  400 Kräftig  500  

Kräftig Kursiv  500 Halbfett  600 

Halbfett Kursiv  600 Dreiviertelfett  700 

Dreiviertelfett Kursiv  700 Fett  800  

Fett Kursiv  800 Extrafett  900 

Extrafett Kursiv  900
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Handsetting

Groteskerne

Mostruosità
Corporation
Steinschrift
L’imaginaire

46Söhne Collection

Klim Type Foundry klim.co.nzCopyright © 2005 – 2019. All rights reserved. ⭍ PDF generated 25 Nov. 2019

SpecimenSöhne Breite

84pt	 Extraleicht	 0

84pt	 Leicht	 0

84pt	 Buch	 0

84pt	 Kräftig	 0

84pt	 Halbfett	 0

84pt	 Dreiviertelfett	 0

https://klim.co.nz/
https://klim.co.nz/


Omvending
Generation
Masquerade

Beobachten

Incongruous
Cataloguing
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When Jan Tschichold’s  
Die neue Typographie 
appeared 28 years later, it 
was also composed entirely 
with sans serifs.

The very first sans serif 
typeface was published in 
England, circa 1816.

Berthold/Bauer & Co. must 
have intended for Akzidenz-
Grotesk to be used in 
jobbing typography from  
the first.
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For its first half century,  
the Akzidenz-Grotesk 
family did not include any 
italic styles.

Enge Steinschrift is older 
than that, and Halbfette 
Bücher-Grotesk may be 
more recent.

This was a lighter-weight 
design that was initially 
sold under a unique name: 
Royal-Grotesk.
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For about 20 years it was 
attributed to Theinhardt, 
but this has recently been 
proven untrue.

Schmale magere Gro-
tesque was a design sold 
under various names 
by at least seven other 
nineteenth-century 
German foundries.
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Nobody knows who designed Akzidenz-Grotesk. For about 
20 years it was attributed to Theinhardt, but this has re-
cently been proven untrue. The very first sans serif type-
face was published in England, circa 1816. It did not cre-
ate waves in typography immediately, but the use of sans 
serifs would increase over time. The first sans serif sold 
in Germany was introduced by the typefoundry inside 
Eduard Haenel’s Magdeburg printing-house in 1833. The 
matrices for this Neuste Titel-Versalien, Zehnte Sorte were 
imported from Caslon & Livermore in London. Like other 
early British sans serifs, this approximately 36-pt face was 
an all-caps design. The first book composed entirely in up-
per- and lowercase sans serif types was only published in 
1900. This was the Feste des Lebens und der Kunst: eine 

Still outré for whole books, German typographers were 
by then finally beginning to regularly consider sans ser-
ifs for long texts, or publications intended for immer-
sive reading. Those designers were just as likely to spec-
ify new geometric-style sans serifs like Futura as they 
were older typefaces, like Schelter & Giesecke’s late-nine-
teenth-century Breite magere Grotesk. Typographically, it 
took a long time to get to something like the ubiquity that 
Helvetica enjoyed among Western European and North 
American graphic designers in the 1960s. Helvetica’s 
popularity eventually became so widespread that — as 
Gary Hustwit presented in his 2007 documentary film 
Helvetica — its use represented a cultural milestone. No 
earlier typeface had ever experienced that kind of hold on 

52Söhne Collection

Klim Type Foundry klim.co.nzCopyright © 2005 – 2019. All rights reserved. ⭍ PDF generated 25 Nov. 2019

SpecimenSöhne Breite

18pt	 Extraleicht		  +8

18pt	 Leicht			   +8

https://klim.co.nz/
https://klim.co.nz/


As a family of typefaces, Akzidenz-Grotesk was a work-
in-progress. Bauer & Co. in Stuttgart and Berthold in 
Berlin published its very first weight together in 1898, 
but it was only in the 1950s that the typeface’s use be-
gan to take off. Although Akzidenz-Grotesk seems to 
have inspired similar designs beforehand, such as Venus 
and Ideal-Grotesk — themselves the basis for Monotype 
Grotesque Series 215 and 216 — and perhaps even 
Titania and Urania, something is fascinating about the 
number of neo-grotesques produced in the 1950s and 
’60s. In addition to the above-mentioned Neue Haas-
Grotesk/Helvetica, that wave of new designs included 
Folio, Univers and Record Gothic as well as many others. 
Akzidenz-Grotesk and Helvetica are often compared 

The story of the young Adrian Frutiger’s development 
of Univers at Deberny et Peignot has often been told: 
from the beginning, he conceived of Univers as a fam-
ily of typefaces, with multiple weights and widths. 
Twenty-one styles were part of Univers’s initial release, 
and each was designed according to the same letter-
form scheme. All the fonts matched each other stylis-
tically. Today, a term like systems design could be ap-
plied to the project. Akzidenz-Grotesk, on the other 
hand, is not as harmonious a family. Its members were 
not all conceived of at a single point. Indeed, it is diffi-
cult to imagine that a collection of related fonts was 
even envisioned when its première style was published. 
While Univers was the work of Frutiger and his assis-
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In 1894/95, when Bauer & Co. had still been an in-
dependent typefoundry, it published a nine-sized, 
single-weight, drop-shadowed display face called 
Schattierte Grotesk. Like Akzidenz-Grotesk itself, this 
was a generic name, which just meant shaded sans. 
Clip the drop shadow off of Schattierte Grotesk’s let-
ters and you get the base style of Akzidenz-Grotesk. 
Unfortunately we do not know the Bauer & Co. or 
Berthold employee who had this idea. In retrospect, 
it turned out to have been one of the most important 
decisions ever made at either firm. I have not found 
any evidence that Berthold had a type drawing office 
during the late-nineteenth or early-twentieth centu-
ries, and no information about the internal workings 

Before that time, the physical masters for each new 
font had to be cut as a series of steel punches or 
softer-metal patrices, depending on the exact point 
size. Steel punches could strike bars of copper as the 
first step in matrix-making, while soft-metal patrices 
would have matrices grown around them via electro-
typing instead. Staff photographers may have resized 
images shot from a master drawing — or a print from 
a trial size of the type — for punchcutters to engrave 
onto their punches/patrices, whey they could follow 
as a guide. The then still-larger Schelter & Giesecke 
foundry at Leipzig had been using pantographs to 
scale letter drawings down to type size by 1894, for 
instance, and could even trace outlines onto the faces 
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Nevertheless, they seem to me to be more of a syn-
thesis of then-current ideas of sans serif letter-
form design, rather than copies of any specific prod-
ucts from other firms. The name Akzidenz-Grotesk 
means jobbing sans. It came from the German-
language term for everyday commercial printing, 
Akzidenzen. This was a loan word, rooted in the 
Latin accidentia, which referred to chance or casual 
events. Jobbing encompassed things like business 
cards, invoices, and letterheads. Berthold/Bauer & 
Co. must have intended for Akzidenz-Grotesk to be 
used in jobbing typography from the first. Together, 
their circa 1904 and circa 1912 specimen brochures 
for the typeface and its later — or otherwise re-

The large Berthold/Bauer & Co. catalogue from 
circa 1911 included the same kind of fictitious us-
age scenarios for these fonts as well. The first 
proper addition to Akzidenz-Grotesk was pub-
lished by Berthold and Bauer & Co. in 1902/03. 
This was a lighter-weight design that was initially 
sold under a unique name: Royal-Grotesk. We know 
that Akzidenz-Grotesk and Royal-Grotesk were in-
tended to be used together — is that not the ba-
sic definition of what a typeface family is? — be-
cause Berthold and Bauer & Co. produced a dedi-
cated specimen brochure for the two faces about 
a year after Royal-Grotesk’s release. It was not un-
til the 1950s that Royal-Grotesk would be proper-
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Indeed, Theinhardt’s foundry was acquired by Berthold 
in 1908. Berthold kept it open in its own factory for 
about two years, and as a subsidiary for about twen-
ty more. During that time, it sold both Akzidenz-Grotesk 
and Royal-Grotesk, as well as several more Berthold and 
Bauer & Co. faces. Theinhardt himself had already re-
tired from punchcutting decades before this. He sold off 
his foundry in the mid 1880s, and died in 1906. The mi-
sattribution of Akzidenz-Grotesk and Royal-Grotesk to 
Theinhardt was put forward by Günter Gerhard Lange 
between 1998 and 2002. Lange was Berthold’s long-
time artistic director and the designer of several lat-
er versions of Akzidenz-Grotesk. His claims about 
Akzidenz-Grotesk’s origins were already disprov-
en by Eckehart SchumacherGebler in 2007/08 and 
Indra Kupferschmid in 2012–17, making them out of 
date now. Nevertheless, we still see new typefaces de-
signed in the style of Akzidenz-Grotesk, which are ad-
vertised as being inspired by Ferdinand Theinhardt’s 
Royal-Grotesk. Ferdinand Theinhardt did not cut the 
punches for Royal-Grotesk or Akzidenz-Grotesk — he 
might not have even ever cut sans serif type at all. The 
only collection of type specimen from his foundry I have 
found that can definitively be dated to the time when 
he still owned the company includes just two sans ser-
ifs. Ferdinand Theinhardt gave this folio to the German 
printer and author Theodor Goebel in January 1884, 

about a year before he sold his business. The first of the 
folio’s two sans serifs was simply called Grotesque. This 
was a duplicate of the Moderne Steinschriften types 
created at the Benjamin Krebs Nachfolger typefound-
ry of Frankfurt am Main, published in 1865. The sec-
ond was an italic named Cursiv-Grotesque, which proba-
bly came to Theinhardt from the J.H. Rust & Co. found-
ry of Offenbach am Main and Vienna. Rust had import-
ed the larger sizes of this typeface from Americirca 
They then created the three smallest sizes them-
selves, publishing them in 1875. The first proper bound 
type specimen catalogue from the Theinhardt found-
ry dates to the late 1880s or 1890s, after Ferdinand 
Theinhardt had sold the business, and after its new 
owners had moved it from the northern part of Berlin 
to the city’s southwestern district. The catalogue fea-
tures six sans serifs, including the two mentioned above. 
Of the other four designs, only one was actually creat-
ed by the Theinhardt foundry. As this was published 
just after Ferdinand Theinhardt had sold his business, 
it is difficult to gauge what his exact role in the type-
face might have been. Originally called Neuste schmale 
fette Zeitungs-Grotesk, the design was listed in this cat-
alogue as Enge fette Grotesque. It was a straight-sid-
ed sans serif with rounded terminals, and it bears no re-
lation to any styles of Akzidenz-Grotesk. The remain-
ing three sans serif designs in that undated, post-sale 

The typeface was different from the other Breite 
Grotesques sold by e.g., Ludwig & Mayer and Schelter 
& Giesecke. I have not found any mentions in prima-
ry or secondary sources that suggest who the au-
thors of the Halbbreite Steinschrift design’s small-
er sizes might be. I think it is quite likely that Krebs im-
ported them from Britain or the United States, too. 
The visually unrelated typeface the Theinhardt found-
ry called Breite fette Grotesque was originally pub-
lished in the mid 1870s as Zeitungs-Grotesk. That 
came from the Francke foundry in Danzig. Like most 
of the other sans serifs that the Theinhardt foundry 
featured in this catalogue, many German companies 
carried the Zeitungs-Grotesk design during the nine-
teenth century’s last two decades. By 1911, Berthold 
and Bauer & Co. had expanded the Akzidenz-Grotesk 
family to include a total of six styles with the term 
Akzidenz-Grotesk in their names. In 1958, the num-
ber had grown to thirteen. By 1968, there were twen-
ty-one. During the early twentieth century, it began 
to be established practice in German typefoundries 
for products to have proper names, rather than ge-
neric ones, and for successful designs to be expand-
ed to include multiple related fonts, such as a base de-
sign that was coupled with a bold or italic. The ground-
work was thus underway for typeface families, both 
there and in other countries. For example, Cheltenham 

is considered by some authors to represent what, in 
retrospect was the first proper, large typeface fami-
ly. It had at least twenty-two styles by 1913. With mul-
tiple weights and widths of Akzidenz-Grotesk availa-
ble by 1911, we can begin to see the kind of design tem-
plate that would be followed decades later by neo-gro-
tesque families like Univers. Unlike Univers, however, 
Akzidenz-Grotesk’s proto family members do not all 
match each other. The condensed and expanded styles 
have different skeletons as Akzidenz-Grotesk’s regu-
lar weight. Even the terminals of Akzidenz-Grotesk and 
Royal-Grotesk differ from one another in their angles 
and exact detailing. This would not be so with Univers. 
Akzidenz-Grotesk became available for sale in the 
United States around 1957. The fonts of foundry type 
were sold by a New York company named Amsterdam 
Continental, a subsidiary of Dutch type foundry N. 
Tetterode. Amsterdam Continental had an exclusive li-
cense to sell the typeface in the USA, but they did not 
market the fonts as “Akzidenz-Grotesk” because it is 
difficult for English speakers to pronounce. They called 
it “Standard” instead. This was much easier to pro-
nounce and almost implies that Akzidenz-Grotesk is 
the default variety of sans serif type. I think that this 
was a brilliant marketing move, but I have not yet been 
able to find out whether this was a decision made at 
Berthold, Tetterode, or Amsterdam Continental. A 
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The stone referenced in the former’s name was likely 
the lithographer’s stone. Like Akzidenz-Grotesk it-
self, those types cannot be attributed to a specific 
designer or punchcutter. Despite the year 1896 gi-
ven in the centenary publication, Enge Steinschrift 
and Halbfette Bücher-Grotesk may not be from 
1896, exactly. Enge Steinschrift is older than that, 
and Halbfette Bücher-Grotesk may be more recent. 
Each typeface is included in Berthold and Bauer & 
Co.’s large 1911 catalogue, but an undated, bound co-
llection of loose Berthold specimen sheets in the co-
llection of Berlin’s Prussian State Library — attribu-
ted to c.1900 — includes only Enge Steinschrift, not 
Halbfette Bücher-Grotesk. Berthold’s 1911 catalogue 
declares that Halbfette Bücher-Grotesk was produ-
ced in-house, but neither it nor the circa 1900 speci-
men does so for Enge Steinschrift, except for three of 
the fourteen total sizes the Berthold companies did  
produce. The Enge Steinschrift typeface, as an iden-
tical product with a similar name, was carried by seve-
ral German typefoundries in the late nineteenth cen-
tury. For example, the Flinsch, Krebs, and Ludwig & 
Mayer foundries in Frankfurt each sold the design un-
der the name Schmale Steinschrift, while Genzsch 
foundries, sold the design under the name Longina. 
Like Berthold, who themselves probably acquired the 
matrices for Enge Steinschrift as part of their acqui-

sition/merger with the combined Emil Berger/Gustav 
Reinhard foundries in 1893, none of those foundries 
claimed the Enge Steinschrift design as an in-hou-
se product. The original punches for the types were 
cut at the typefoundry of James Conner’s Sons in 
New York. After Berthold acquired the Theinhardt 
foundry they adopted several types from it into their 
offerings. The only sans serif with which Ferdinand 
Theinhardt himself may have played a role — Enge fe-
tte Grotesque — was included in the sans serif section 
of Berthold’s 1911 catalogue, together with Halbfette 
Bücher-Grotesk and Enge Steinschrift. Unlike tho-
se latter typefaces, however, it would never be adop-
ted into the Akzidenz-Grotesk family. For its first half 
century, the Akzidenz-Grotesk family did not include 
any italic styles. Berthold only developed those during 
the 1950s and ’60s neo-grotesque wave. Even then, 
Berthold released the italic styles gradually, rather 
than all at once. Berthold’s earlier fin de siècle custo-
mers must have preferred the use of lighter and hea-
vier weights — or narrower and wider styles — to esta-
blish typographic hierarchy, instead of upright and slo-
ped pairings. Before the mid-twentieth century, italic 
type was less common in German-speaking countries 
than in the rest of Europe. Blackletter type, unlike ro-
man, rarely relied on slanted secondary faces for em-
phasis. Compositors used stylistically different faces 

Nobody knows who designed Akzidenz-Grotesk. For 
about 20 years it was attributed to Theinhardt, but 
this has recently been proven untrue. The very first 
sans serif typeface was published in England, cir-
ca 1816. It did not create waves in typography im-
mediately, but the use of sans serifs would increase 
over time. The first sans serif sold in Germany was in-
troduced by the typefoundry inside Eduard Haenel’s 
Magdeburg printing-house in 1833. The matrices for 
this Neuste Titel-Versalien, Zehnte Sorte were im-
ported from Caslon & Livermore in London. Like ot-
her early British sans serifs, this approximately 36-pt 
face was an all-caps design. The first book composed 
entirely in upper- and lowercase sans serif types was 
only published in 1900. This was the Feste des Le-
bens und der Kunst: eine Betrachtung des Theaters 
als höchsten Kultursymbols, written and designed by 
Peter Behrens. When Jan Tschichold’s Die neue Ty-
pographie appeared 28 years later, it was also com-
posed entirely with sans serifs. Still outré for who-
le books, German typographers were by then final-
ly beginning to regularly consider sans serifs for long 
texts, or publications intended for immersive reading. 
Those designers were just as likely to specify new 
geometric-style sans serifs like Futura as they were 
older typefaces, like Schelter & Giesecke’s late-nine-
teenth-century Breite magere Grotesk. Typographi-

cally, it took a long time to get to something like the 
ubiquity that Helvetica enjoyed among Western Eu-
ropean and North American graphic designers in the 
1960s. Helvetica’s popularity eventually became so 
widespread that — as Gary Hustwit presented in his 
2007 documentary film Helvetica — its use repre-
sented a cultural milestone. No earlier typeface had 
ever experienced that kind of hold on the market, at 
least not in Germany. While Helvetica was not sim-
ply a reworking of Akzidenz-Grotesk, its initial de-
velopment as Neue Haas-Grotesk in Switzerland ref-
lected, in part, the popularity that Akzidenz-Grotesk 
had begun to enjoy in Western European graphic de-
sign during the immediate postwar years. As a fami-
ly of typefaces, Akzidenz-Grotesk was a work-in-pro-
gress. Bauer & Co. in Stuttgart and Berthold in Berlin 
published its very first weight together in 1898, but 
it was only in the 1950s that the typeface’s use be-
gan to take off. Although Akzidenz-Grotesk seems 
to have inspired similar designs beforehand, such as 
Venus and Ideal-Grotesk — themselves the basis for 
Monotype Grotesque Series 215 and 216 — and per-
haps even Titania and Urania, something is fascina-
ting about the number of neo-grotesques produced 
in the 1950s and ’60s. In addition to the above-men-
tioned Neue Haas-Grotesk/Helvetica, that wave of 
new designs included Folio, Univers and Record Got-
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All the fonts matched each other stylistical-
ly. Today, a term like systems design could be 
applied to the project. Akzidenz-Grotesk, on 
the other hand, is not as harmonious a family. 
Its members were not all conceived of at a sin-
gle point. Indeed, it is difficult to imagine that a 
collection of related fonts was even envisioned 
when its première style was published. While 
Univers was the work of Frutiger and his as-
sistants in Deberny et Peignot’s design stu-
dio, Akzidenz-Grotesk’s various styles were 
produced by anonymous employees at sever-
al typefoundries in different historical times. 
Although the base style of Akzidenz-Grotesk 
— its regular weight — was published in fif-
teen sizes by H. Berthold AG in Berlin and its 
then-recently acquired Stuttgart subsidiary 
Bauer & Co. in 1898, the genesis of the design 
was slightly older. In 1894/95, when Bauer & 
Co. had still been an independent typefound-
ry, it published a nine-sized, single-weight, 
drop-shadowed display face called Schattierte 
Grotesk. Like Akzidenz-Grotesk itself, this 
was a generic name, which just meant shaded 
sans. Clip the drop shadow off of Schattierte 
Grotesk’s letters and you get the base style 
of Akzidenz-Grotesk. Unfortunately we do not 
know the Bauer & Co. or Berthold employee 
who had this idea. In retrospect, it turned out to 
have been one of the most important decisions 
ever made at either firm. I have not found any 
evidence that Berthold had a type drawing of-
fice during the late-nineteenth or early-twenti-
eth centuries, and no information about the in-
ternal workings of Bauer & Co. at all. The work 
of interpreting the exact forms each type size 
would take was performed by Bauer & Co. and 

Berthold’s punchcutters, and probably not by 
draughtspersons who worked on paper. As a 
manufacturer, Berthold did not even introduce 
pantographic punchcutting and matrix-engrav-
ing machines into its main Berlin factory un-
til 1910. Before that time, the physical mas-
ters for each new font had to be cut as a series 
of steel punches or softer-metal patrices, de-
pending on the exact point size. Steel punches 
could strike bars of copper as the first step in 
matrix-making, while soft-metal patrices would 
have matrices grown around them via electro-
typing instead. Staff photographers may have 
resized images shot from a master drawing 
— or a print from a trial size of the type — for 
punchcutters to engrave onto their punches/
patrices, whey they could follow as a guide. The 
then still-larger Schelter & Giesecke foundry at 
Leipzig had been using pantographs to scale 
letter drawings down to type size by 1894, 
for instance, and could even trace outlines 
onto the faces of punches and patrices this 
way. While Schattierte Grotesk and Akzidenz-
Grotesk really were new designs when they 
were published, they were not atypical prod-
ucts. Many of their letterforms bear resem-
blance to earlier sans serifs that had already 
been published in and outside of Germany. 
Nevertheless, they seem to me to be more of 
a synthesis of then-current ideas of sans ser-
if letterform design, rather than copies of any 
specific products from other firms. The name 
Akzidenz-Grotesk means jobbing sans. It came 
from the German-language term for everyday 
commercial printing, Akzidenzen. This was a 
loan word, rooted in the Latin accidentia, which 
referred to chance or casual events. Jobbing 

encompassed things like business cards, in-
voices, and letterheads. Berthold/Bauer & Co. 
must have intended for Akzidenz-Grotesk to 
be used in jobbing typography from the first. 
Together, their circa 1904 and circa 1912 spec-
imen brochures for the typeface and its later 
— or otherwise related — styles included twen-
ty-six pages of fictitious fonts in use scenari-
os. These ranged from advertisements for art 
galleries, interior decorators, and piano-mak-
ing companies to engagement and change of 
address cards, as well as price lists for a baby 
carriage manufacturer and a vintner. The large 
Berthold/Bauer & Co. catalogue from circa 1911 
included the same kind of fictitious usage sce-
narios for these fonts as well. The first proper 
addition to Akzidenz-Grotesk was published by 
Berthold and Bauer & Co. in 1902/03. This was 
a lighter-weight design that was initially sold 
under a unique name: Royal-Grotesk. We know 
that Akzidenz-Grotesk and Royal-Grotesk were 
intended to be used together — is that not the 
basic definition of what a typeface family is? — 
because Berthold and Bauer & Co. produced a 
dedicated specimen brochure for the two fac-
es about a year after Royal-Grotesk’s release. 
It was not until the 1950s that Royal-Grotesk 
would be properly adopted into the family, and 
renamed Akzidenz-Grotesk Light. Since 1998, 
many authors have incorrectly stated that 
Royal-Grotesk predated Akzidenz-Grotesk, 
and that it had been designed by the Berlin-
based punchcutter and typefoundry own-
er Ferdinand Theinhardt. Indeed, Theinhardt’s 
foundry was acquired by Berthold in 1908. 
Berthold kept it open in its own factory for 
about two years, and as a subsidiary for about 

The only collection of type specimen from 
his foundry I have found that can definitive-
ly be dated to the time when he still owned 
the company includes just two sans serifs. 
Ferdinand Theinhardt gave this folio to the 
German printer and author Theodor Goebel in 
January 1884, about a year before he sold his 
business. The first of the folio’s two sans ser-
ifs was simply called Grotesque. This was a du-
plicate of the Moderne Steinschriften types 
created at the Benjamin Krebs Nachfolger 
typefoundry of Frankfurt am Main, published 
in 1865. The second was an italic named 
Cursiv-Grotesque, which probably came to 
Theinhardt from the J.H. Rust & Co. found-
ry of Offenbach am Main and Vienna. Rust 
had imported the larger sizes of this typeface 
from Americirca They then created the three 
smallest sizes themselves, publishing them 
in 1875. The first proper bound type speci-
men catalogue from the Theinhardt found-
ry dates to the late 1880s or 1890s, af-
ter Ferdinand Theinhardt had sold the busi-
ness, and after its new owners had moved it 
from the northern part of Berlin to the city’s 
southwestern district. The catalogue features 
six sans serifs, including the two mentioned 
above. Of the other four designs, only one was 
actually created by the Theinhardt found-
ry. As this was published just after Ferdinand 
Theinhardt had sold his business, it is diffi-
cult to gauge what his exact role in the type-
face might have been. Originally called Neuste 
schmale fette Zeitungs-Grotesk, the design 
was listed in this catalogue as Enge fette 
Grotesque. It was a straight-sided sans ser-
if with rounded terminals, and it bears no rela-

tion to any styles of Akzidenz-Grotesk. The re-
maining three sans serif designs in that undat-
ed, post-sale catalogue were Schmale magere 
Grotesque, Breite Grotesque, and Breite fette 
Grotesque. Where did these come from? 
Schmale magere Grotesque was a design sold 
under various names by at least seven other 
nineteenth-century German foundries. I do not 
know where it originated. The matrices may 
have come from Britain or the United States. 
Breite Grotesque probably came via the 
Krebs foundry. Krebs had produced the larg-
er sizes for this design in-house; they called 
it Halbbreite Steinschrift. The typeface was 
different from the other Breite Grotesques 
sold by e.g., Ludwig & Mayer and Schelter & 
Giesecke. I have not found any mentions in pri-
mary or secondary sources that suggest who 
the authors of the Halbbreite Steinschrift 
design’s smaller sizes might be. I think it is 
quite likely that Krebs imported them from 
Britain or the United States, too. The visual-
ly unrelated typeface the Theinhardt found-
ry called Breite fette Grotesque was original-
ly published in the mid 1870s as Zeitungs-
Grotesk. That came from the Francke found-
ry in Danzig. Like most of the other sans serifs 
that the Theinhardt foundry featured in this 
catalogue, many German companies carried 
the Zeitungs-Grotesk design during the nine-
teenth century’s last two decades. By 1911, 
Berthold and Bauer & Co. had expanded the 
Akzidenz-Grotesk family to include a total of 
six styles with the term Akzidenz-Grotesk in 
their names. In 1958, the number had grown 
to thirteen. By 1968, there were twenty-one. 
During the early twentieth century, it began 

to be established practice in German type-
foundries for products to have proper names, 
rather than generic ones, and for success-
ful designs to be expanded to include multi-
ple related fonts, such as a base design that 
was coupled with a bold or italic. The ground-
work was thus underway for typeface fami-
lies, both there and in other countries. For ex-
ample, Cheltenham is considered by some au-
thors to represent what, in retrospect was 
the first proper, large typeface family. It had 
at least twenty-two styles by 1913. With mul-
tiple weights and widths of Akzidenz-Grotesk 
available by 1911, we can begin to see the kind 
of design template that would be followed 
decades later by neo-grotesque families like 
Univers. Unlike Univers, however, Akzidenz-
Grotesk’s proto family members do not all 
match each other. The condensed and ex-
panded styles have different skeletons as 
Akzidenz-Grotesk’s regular weight. Even the 
terminals of Akzidenz-Grotesk and Royal-
Grotesk differ from one another in their an-
gles and exact detailing. This would not be 
so with Univers. Akzidenz-Grotesk became 
available for sale in the United States around 
1957. The fonts of foundry type were sold 
by a New York company named Amsterdam 
Continental, a subsidiary of Dutch type found-
ry N. Tetterode. Amsterdam Continental had 
an exclusive license to sell the typeface in 
the USA, but they did not market the fonts 
as “Akzidenz-Grotesk” because it is diffi-
cult for English speakers to pronounce. They 
called it “Standard” instead. This was much 
easier to pronounce and almost implies that 
Akzidenz-Grotesk is the default variety of 
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Despite the year 1896 given in the cen-
tenary publication, Enge Steinschrift and 
Halbfette Bücher-Grotesk may not be from 
1896, exactly. Enge Steinschrift is older than 
that, and Halbfette Bücher-Grotesk may be 
more recent. Each typeface is included in 
Berthold and Bauer & Co.’s large 1911 catalo-
gue, but an undated, bound collection of loo-
se Berthold specimen sheets in the collec-
tion of Berlin’s Prussian State Library — at-
tributed to c.1900 — includes only Enge 
Steinschrift, not Halbfette Bücher-Grotesk. 
Berthold’s 1911 catalogue declares that 
Halbfette Bücher-Grotesk was produced 
in-house, but neither it nor the circa 1900 
specimen does so for Enge Steinschrift, ex-
cept for three of the fourteen total sizes the 
Berthold companies did  produce. The Enge 
Steinschrift typeface, as an identical product 
with a similar name, was carried by several 
German typefoundries in the late nineteenth 
century. For example, the Flinsch, Krebs, and 
Ludwig & Mayer foundries in Frankfurt each 
sold the design under the name Schmale 
Steinschrift, while Genzsch foundries, sold 
the design under the name Longina. Like 
Berthold, who themselves probably acquired 
the matrices for Enge Steinschrift as part 
of their acquisition/merger with the combi-
ned Emil Berger/Gustav Reinhard foundries 
in 1893, none of those foundries claimed the 
Enge Steinschrift design as an in-house pro-
duct. The original punches for the types were 
cut at the typefoundry of James Conner’s 
Sons in New York. After Berthold acquired 
the Theinhardt foundry they adopted seve-
ral types from it into their offerings. The only 

sans serif with which Ferdinand Theinhardt 
himself may have played a role — Enge fet-
te Grotesque — was included in the sans se-
rif section of Berthold’s 1911 catalogue, to-
gether with Halbfette Bücher-Grotesk and 
Enge Steinschrift. Unlike those latter type-
faces, however, it would never be adopted 
into the Akzidenz-Grotesk family. For its first 
half century, the Akzidenz-Grotesk family did 
not include any italic styles. Berthold only de-
veloped those during the 1950s and ’60s 
neo-grotesque wave. Even then, Berthold re-
leased the italic styles gradually, rather than 
all at once. Berthold’s earlier fin de siècle cus-
tomers must have preferred the use of ligh-
ter and heavier weights — or narrower and wi-
der styles — to establish typographic hierar-
chy, instead of upright and sloped pairings. 
Before the mid-twentieth century, italic type 
was less common in German-speaking coun-
tries than in the rest of Europe. Blackletter 
type, unlike roman, rarely relied on slanted se-
condary faces for emphasis. Compositors 
used stylistically different faces instead, like a 
Schwabacher to emphasise Fraktur, or added 
letter spacing/tracking. Like other neo-gro-
tesque typeface families’ italics, Akzidenz-
Grotesk’s were oblique designs (sloped ro-
mans). The basic structure of each upright 
letter remained the same in its italic com-
panion. The lowercase a was always dou-
ble-storey, and not single-storey. While such a 
true italic may be a useful exercise in histori-
cal fiction, it moved away from the design lan-
guage of the late-nineteenth century grotesk 
and mid-twentieth century neo-grotesque, re-
sulting in an essentially humanist companion 

for a realist design. Nobody knows who desig-
ned Akzidenz-Grotesk. For about 20 years 
it was attributed to Theinhardt, but this has 
recently been proven untrue. The very first 
sans serif typeface was published in England, 
circa 1816. It did not create waves in typogra-
phy immediately, but the use of sans serifs 
would increase over time. The first sans serif 
sold in Germany was introduced by the type-
foundry inside Eduard Haenel’s Magdeburg 
printing-house in 1833. The matrices for 
this Neuste Titel-Versalien, Zehnte Sorte 
were imported from Caslon & Livermore in 
London. Like other early British sans serifs, 
this approximately 36-pt face was an all-caps 
design. The first book composed entirely in 
upper- and lowercase sans serif types was 
only published in 1900. This was the Feste 
des Lebens und der Kunst: eine Betrachtung 
des Theaters als höchsten Kultursymbols, 
written and designed by Peter Behrens. 
When Jan Tschichold’s Die neue Typographie 
appeared 28 years later, it was also compo-
sed entirely with sans serifs. Still outré for 
whole books, German typographers were by 
then finally beginning to regularly consider 
sans serifs for long texts, or publications in-
tended for immersive reading. Those desig-
ners were just as likely to specify new geome-
tric-style sans serifs like Futura as they were 
older typefaces, like Schelter & Giesecke’s 
late-nineteenth-century Breite magere 
Grotesk. Typographically, it took a long time 
to get to something like the ubiquity that 
Helvetica enjoyed among Western European 
and North American graphic designers in the 
1960s. Helvetica’s popularity eventually be-

In addition to the above-mentioned Neue 
Haas-Grotesk/Helvetica, that wave of new 
designs included Folio, Univers and Record 
Gothic as well as many others. Akzidenz-
Grotesk and Helvetica are often compa-
red with each other, but Univers represents 
a far more interesting counterpoint for Ak-
zidenz-Grotesk. No other designs better il-
lustrate the changes in the ways typefaces 
were developed between the 1890s and the 
1950s, or even between the 1890s and to-
day. The story of the young Adrian Frutiger’s 
development of Univers at Deberny et Peig-
not has often been told: from the beginning, 
he conceived of Univers as a family of ty-
pefaces, with multiple weights and widths. 
Twenty-one styles were part of Univers’s in-
itial release, and each was designed accor-
ding to the same letterform scheme. All the 
fonts matched each other stylistically. To-
day, a term like systems design could be ap-
plied to the project. Akzidenz-Grotesk, on 
the other hand, is not as harmonious a fami-
ly. Its members were not all conceived of at 
a single point. Indeed, it is difficult to imagi-
ne that a collection of related fonts was even 
envisioned when its première style was pu-
blished. While Univers was the work of Fru-
tiger and his assistants in Deberny et Peig-
not’s design studio, Akzidenz-Grotesk’s va-
rious styles were produced by anonymous 
employees at several typefoundries in diffe-
rent historical times. Although the base sty-
le of Akzidenz-Grotesk — its regular weight 
— was published in fifteen sizes by H. Bert-
hold AG in Berlin and its then-recently ac-
quired Stuttgart subsidiary Bauer & Co. in 

1898, the genesis of the design was slightly 
older. In 1894/95, when Bauer & Co. had still 
been an independent typefoundry, it publis-
hed a nine-sized, single-weight, drop-shado-
wed display face called Schattierte Grotesk. 
Like Akzidenz-Grotesk itself, this was a ge-
neric name, which just meant shaded sans. 
Clip the drop shadow off of Schattierte Gro-
tesk’s letters and you get the base style of 
Akzidenz-Grotesk. Unfortunately we do not 
know the Bauer & Co. or Berthold employee 
who had this idea. In retrospect, it turned 
out to have been one of the most important 
decisions ever made at either firm. I have not 
found any evidence that Berthold had a type 
drawing office during the late-nineteenth or 
early-twentieth centuries, and no informa-
tion about the internal workings of Bauer & 
Co. at all. The work of interpreting the exact 
forms each type size would take was perfor-
med by Bauer & Co. and Berthold’s punch-
cutters, and probably not by draughtsper-
sons who worked on paper. As a manufactu-
rer, Berthold did not even introduce panto-
graphic punchcutting and matrix-engraving 
machines into its main Berlin factory un-
til 1910. Before that time, the physical mas-
ters for each new font had to be cut as a se-
ries of steel punches or softer-metal patri-
ces, depending on the exact point size. Steel 
punches could strike bars of copper as the 
first step in matrix-making, while soft-metal 
patrices would have matrices grown around 
them via electrotyping instead. Staff photo-
graphers may have resized images shot from 
a master drawing — or a print from a trial 
size of the type — for punchcutters to eng-

rave onto their punches/patrices, whey they 
could follow as a guide. The then still-larger 
Schelter & Giesecke foundry at Leipzig had 
been using pantographs to scale letter dra-
wings down to type size by 1894, for instan-
ce, and could even trace outlines onto the fa-
ces of punches and patrices this way. Whi-
le Schattierte Grotesk and Akzidenz-Gro-
tesk really were new designs when they were 
published, they were not atypical products. 
Many of their letterforms bear resemblance 
to earlier sans serifs that had already been 
published in and outside of Germany. Never-
theless, they seem to me to be more of a 
synthesis of then-current ideas of sans se-
rif letterform design, rather than copies of 
any specific products from other firms. The 
name Akzidenz-Grotesk means jobbing sans. 
It came from the German-language term for 
everyday commercial printing, Akzidenzen. 
This was a loan word, rooted in the Latin ac-
cidentia, which referred to chance or casu-
al events. Jobbing encompassed things like 
business cards, invoices, and letterheads. 
Berthold/Bauer & Co. must have intended 
for Akzidenz-Grotesk to be used in jobbing 
typography from the first. Together, their 
circa 1904 and circa 1912 specimen brochu-
res for the typeface and its later — or other-
wise related — styles included twenty-six pa-
ges of fictitious fonts in use scenarios. The-
se ranged from advertisements for art gal-
leries, interior decorators, and piano-making 
companies to engagement and change of ad-
dress cards, as well as price lists for a baby 
carriage manufacturer and a vintner. The 
large Berthold/Bauer & Co. catalogue from 
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Dynamic fractions will automatically sub-
stitute for pre-built and arbitrary fractions.

Subscripts are optically adjusted, small 
lowered numerals. They usually sit below 
the baseline. You can use them for chemi-
cal formulae, like H₂0.

Superscripts are optically adjusted, small 
raised numerals. You can use them for 
footnote references in running text,¹ 
chemistry notation (²H) and mathematical 
exponents (x³).

Ordinals are optically adjusted, small, 
raised lowercase  letters. You can use 
them for numerical abbreviations like 1st, 
2nd, 3rd and in languages like French for 
1e or Mme.

OpenType features

Fractions 
FRAC

Subscript 
SUBS SINF

Superscript 
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Ordinals 
ONUM

Alternates that intelligently substitute de-
pending on context. The raised colon will 
only appear between numerals to indicate 
time. The multiplication sign will only sub-
stitue x or X for × between numerals.   
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The fonts of foundry type were sold by a New 
York company named Amsterdam Continental, a 
subsidiary of Dutch type foundry N. Tetterode.

In retrospect, it turned out to have been one 
of the most important decisions ever made 
at either firm.

Akzidenz-Grotesk, on the other hand, 
is not as harmonious a family.
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This was a lighter-weight design 
that was initially sold under a 
unique name: Royal-Grotesk.

Many of their letterforms  
bear resemblance to earlier 
sans serifs that had already 
been published in and outside 
of Germany.
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Schattierte Grotesk, 
10–60pt, “Archiv für 
Buchdruckerkunst” (1896).

Groundwork was thus 
underway for typeface 
families, both there and 
in other countries.
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The visually unre-
lated typeface the 
Theinhardt foundry 
called Breite fette 
Grotesque was 
originally published 
in the mid 1870s as 
Zeitungs-Grotesk.
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