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Fig. 76 - Logo 
designed by Milton 
Glaser for promoting 
the city of New York.

Fig. 75 - Samples of 
American Typewriter. 
From top to bottom:
– Light
– Regular 
– Bold

Fig. 77 - Comparison 
between a text sample 
of Courier for IBM 
typewriters and three 
digital versions 
of Courier.

something more than transitory fashion or gifted improvisation

With its feather-light touch, consistently even

With its feather-light touch, consistently even

With its feather-light touch, consistently even

something more than transitory fashion or gifted improvisation

something more than transitory fashion or gifted improvisation

Courier (Bitstream)

Courier (IBM typewriters)

Courier New (Monotype)

Courier Prime (Quote-Unquote Apps)
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American Typewriter 
Joel Kaden and Tony Stan, 1974

American Typewriter was a typeface commissioned by ITC (Iternational Typeface 
Corporation). Originally designed for phototypesetting, it is one of the first 
typewriter typefaces created for printing.

American Typewriter is a proportional typeface which initially included 
three weights. The Light and Regular were designed by Joel Kaden, and the Bold 
weight by Tony Stan (fig. 75). It was released in 1974, the year that the typewriter 
celebrated its 100th anniversary. The type specimen of ITC described it this way:

American Typewriter strikes a happy compromise with its forerunner. The rigid 
spacing is dispensed with, but the distinctive typewriter flavour is generously 
enhanced. And there is just enough nostalgia in American Typewriter to give it a 
top billing in contemporary typography.
-- ‘Specimen of American Typewriter’, 1975.

The sources consulted did not mention any particular company, but Underwood, 
Remington, and later IBM, were the most popular American manufacturers; and 
they were probably considered in the design process. 

In 1977, Milton Glaser used American Typewriter in his logo for the city of 
New York (fig. 76). This image became a design icon and it increased the popularity 
of the typeface.

ITC American Typewriter is now part of the libraries of some of important 
font distributors (Adobe, Apple and Linotype). The typeface family is currently 
composed by three weights (Light, Medium and Bold) with the matching Italic 
and Condensed designs, nine in total. Since 2005, the typeface has a Greek version, 
American Typewriter Hellenic, which includes 12 weights.

Courier 
Howard Kettler, 1955

The design of Howard Kettler for IBM typewriters is probably one of the most 
adapted typefaces ever. 

When Courier was digitised it became the default system font of many 
computers and printers. It was used by the US Government as a corporate typeface 
and it became the industry standard for writing screenplays. It is still today one of 
the most popular typefaces in computer coding.

In 1995, the operating system Microsoft 3.1. introduced Courier New. This is 
just an example of the many versions of Courier that one can find in the market. 
The different Courier typefaces are distributed through private foundries, font 
libraries, and freeware licenses, by big and small distributors (Monotype, Linotype, 
Adobe, Pampatype, URW++, Bitstream, etc.). It would be very difficult to point 
out which one of them is more faithful to the original. (fig. 77)

Trixie 
Erik van Blokland, 1991

Digital typefaces tried sometimes to emulate the look of the typewritten text, 
where characters varied greatly in tone and weight. The design of Erik van 
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Fig. 79 - Lett er ‘a’ 
in the three grades 
of Trixie, from the 
lowest to the highest 
defi nition.

Fig. 80 - Samples of 
the six weight/grades 
of FF Trixie.

FF Trixie

Light Heavy

FF Trixie Rough FF Trixie HD

Fig. 78 - Th e logo of 
the X-fi les series uses 
the lett er ‘x’ of Trixie.
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Blokland, Trixie, is one of the first examples of this ‘realistic’ design of  a typewriter 
typeface. Chadler 42 (Steve Mehallo, 1994) and FF Magda (Cornel Windlin, 
1995) could be also included in this group.

The typewritten letters of a Triumph Durable were the basis of the design. The 
characters were digitised trying to maintain the essence of the original. The letters 
vary in height, some of them are slightly rotated, and there is not a strict baseline.

In the 90s, the printing and operating systems were not prepared for handling 
fonts with highly defined contours. The design of Trixie was simplified to make the 
font work properly. This typeface was very popular, it was used for many mystery 
films and series, among them X-files (fig. 78).

In 2008, the typeface family was expanded with new styles for higher 
resolution. FF Trixie Rough, was a new option for using the typeface in big sizes. 
The outlines of the characters included more details, so the sharp straight contours 
of the original Trixie were not visible. FF Trixie HD was an even more detailed 
design, which included seven alternates for each character. The Opentype features 
transformed Trixie in a dynamic font that could use alternative lettershapes 
throughout the text, so the text looked more similar to a typewritten document. 

FF Trixie is available trough FontShop, and it contains three grades: Trixie, 
Trixie Rough, and Trixie HD (fig. 79), with two weights per grade, Light and 
Heavy, what makes a total of six styles (fig. 80), over 1 million of contours and 17 
million points.1 FF Trixie covers the Latin, Cyrillic, and Greek script.

Although the uniqueness of the typewritten document cannot be faked by 
digital means, Trixie is probably one of the typefaces that got a better resemblance.

There are many typewriter typefaces available in the digital market. It is not 
possible to cover all of them in this research. It must be noted though that 
monospace and typewriter typefaces are not exchangeable terms. A typeface that 
belongs to the typewriter style is not always monospace, and the other way around, 
a monospace typeface is not always designed in a typewriter style. 

Every year new typewriter typefaces are released. It may be considered as an 
over-adapted style, but typewriter typefaces are still a trend open to interpretations. 

1  trixiefont.com (accessed 31.08.2015).
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--
Conclusion

Technology is evolution, it is future. It is the answer of the human beings to a 
faster pace of life. The typewriter was the result of the search for a faster way of 
communication, where the printed letters were the vehicle for the message. The 
first typewriter manufacturers put much effort into improving the mechanics of the 
machine, but it seems like in the early models they were not much concerned about 
the design of the letterforms. 

This situation was even worse if we consider that early typewriter typefaces 
were often designed by non-professional designers or by designers who had no 
experience in this field. The typewriter was a new printing method and needed new 
designs that fulfilled the particular demands of the machine. 

Typewriter type design showed how conventions could change. And what 
was considered bad typography or illegible documents before, became acquired 
habits accepted by society. Letterforms change with time, and it is not just a 
matter of fashion and trends, but also a way of adapting the writing systems to new 
technologies and social changes.

The importance given in Olivetti to type design was probably above the 
average of typewriter manufacturers. The company created its own typefaces, 
invested in design, and used typography as an important element in advertising. 
After all, the printed letters were the essence of the machine. Type design was part 
of the identity of the company. 

Olivetti created new typefaces that differentiated the machines. The design of 
proportional typefaces for mechanical typewriters were a big innovation, but the 
machine was not technically ready for them, and the precious attempt turned into a 
failure in the market.

The evolution of the typewriter, from the manual to the electronic models, 
introduced changes in type design, and the number of typewriter typefaces grew 
quickly. The company mergers in the 60s had negative effects in the industry. 
The companies lost part of their identity and it was difficult to differentiate one 
typewriter from another.

The particular style of typewriter typefaces was influenced by the limitations 
of the machine. The low-quality printing asked for simple shapes that offered 
optimum results. The monolinear strokes, the wide countershapes, and the 
constructive serifs became important features of typewriter typefaces. 

This particular style of typewriter type was not only in the dimensions of the 
letters or the thickness of the strokes. Some characters adopted particular forms. 
Letters like ‘m’, ‘i’, ‘t’, ‘J’ or ‘M’ changed substantially from printing letterforms. 
These new shapes were adopted as an evolution of the printed letters and they 
became accepted conventions.

Typewriter typefaces survived the machine. They found their place in 
the digital market. They are currently a popular style among scriptwriters 
and programmers. These two professions adopted the type conventions that 
technology offered them.
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The typewriter became also a source of inspiration for new digital typefaces. 
Every year new type families are released and they often include a typewriter style. 
It is probably not only the particular look of typewriter typefaces what attracts the 
attention of designers, but also their historical significance. In an over-connected 
world people search for the freedom of not being observed. The typewriters are the 
expression of a primitive technology without the distractions of the internet. It was 
just the man and the machine. 
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appendix 1

Example of the typewritten 
samples created with 
Olivetti models of the 
Colección Sirvent.
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appendix 2

Example of the typewritten 
samples from the Special 
Collections of the 
Department of Typography 
and Graphic Communication, 
University of Reading.
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appendix 3

Information about width 
distribution in proportional 
typefaces,  transcribed from the 
Libro Cassinelli.

The letters with a different 
width distribution in 
different typefaces have been 
hightlighted in the table.

source: Aso, Fondo Archivio Renzo Zorzi / Documentazione tecnica. Faldone 6, fascicolo 
19. Libro Cassinelli, 120.
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A 4 4 4 4 4 4 4 a 3 3 3 3 3 3 3

B 4 4 4 4 4 4 4 b 3 3 3 3 3 3 3

C 4 4 4 4 4 4 4 c 3 3 3 3 3 3 3

D 4 4 4 4 4 4 4 d 3 3 3 3 3 3 3

E 4 4 4 4 4 4 4 e 3 3 3 3 3 3 3

F 4 4 4 4 4 4 4 f 2 2 2 2 2 2 2

G 4 4 4 4 4 4 4 g 3 3 3 3 3 3 3

H 4 4 4 4 4 4 4 h 3 3 3 3 3 3 3

I 2 2 2 3 2 2 3 i 2 2 2 2 2 2 2

J 2 3 3 3 3 3 3 j 2 2 2 2 2 2 2

K 4 4 4 4 4 4 4 k 3 3 3 3 3 3 3

L 4 4 4 4 4 4 3 l 2 2 2 2 2 2 2

M 5 5 4 5 5 5 5 m 4 5 4 5 5 5 5

N 4 4 4 4 4 4 4 n 3 3 3 3 3 3 3

O 4 4 4 4 4 4 4 o 3 3 3 3 3 3 3

P 4 4 4 4 4 4 4 p 3 3 3 3 3 3 3

Q 4 4 4 4 4 4 4 q 3 3 3 3 3 3 3

R 4 4 4 4 4 4 4 r 3 3 3 3 3 3 3

S 4 4 4 4 4 4 4 s 3 3 3 3 3 3 3

T 4 4 4 4 4 4 4 t 2 2 2 2 2 2 2

U 4 4 4 4 4 4 4 u 3 3 3 3 3 3 3

V 4 4 4 4 4 4 4 v 3 3 3 3 3 3 3

W 5 5 5 5 5 5 5 w 4 4 4 4 4 4 4

X 4 4 4 4 4 4 4 x 3 3 3 3 3 3 3

Y 4 4 4 4 4 4 4 y 3 3 3 3 3 3 3

Z 4 4 4 4 4 4 4 z 3 3 3 3 3 3 3

Basic unit Width 2 Width 3 Width 4 Width 5 Typefaces

0.7 mm 1.4 2.1 2.8 3.5 Doricus and Carlyle

0.8 mm 1.6 2.4 3.2 4 All the others
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appendix 4

Original drawing of letter 
‘b’ for the Olivetti typeface 
Venezia (50:1). 

source: Aso, Fondo Archivio Roberto Pieracini/Documentazione Olivetti/Documentazione 
Tecnica. Faldone 6, fascicolo 38.
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http://cargocollective.com/lettera (retrieved 30.08.2015).

Fig. 72 - Sample of Elite by the author in a Lettera 22, Colección Sirvent. Sample of 
Typewriter from http://vllg.com (retrieved 30.08.2015).

Fig. 73 - Samples of from http://vllg.com (retrieved 30.08.2015).

Fig. 74 - Samples of from http://www.part-twocreative.co.uk/sirio.php 
(retrieved 30.08.2015).

Fig. 75 - Linotype website, http://www.linotype.com (retrieved 30.08.2015)

Fig. 76 - Wikimedia Commons, https://commons.wikimedia.org/wiki/File:I_
Love_New_York.svg (retrieved 30.08.2015)

Fig. 77 - Sample of Courier from Typographica 6, 45. Samples of Courier, Courier 
New and Courier Prime are shown in the actual font.

Fig. 78 - Wikimedia Commons, https://commons.wikimedia.org/wiki/
File:The_X-Files_title_logo.png (retrieved 31.08.2015)

Fig. 79 and 80 - Samples from http://trixiefont.com (retrieved 31.08.2015).
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