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Arno Pro

Named after the Italian river which runs through Florence, the city at the heart of
the Italian Renaissance, Arno draws on the warmth and readability of early human-
ist types of the 15th and 16th centuries. While inspired by the past, Arno is distinctly
contemporary in both appearance and function. Created by Adobe Principal
Designer Robert Slimbach, Arno is a meticulously-crafted typeface family designed
in the tradition of early Venetian and Aldine book types. Embodying themes
Slimbach has explored in typefaces such as Minion® and Brioso% Arno represents a

distillation of his design ideals and a refinement of his craft.

A multi-featured OpenType family

Since the onset of the Adobe Originals program in 1989, Adobe has continued to
offer designers progressive new type families and cutting-edge font technology. As a
multi-featured OpenType family, with the richest Western-language glyph comple-
ment Adobe has yet offered, Arno includes extensive pan-European language
support, including Cyrillic and polytonic Greek. The family supports a broad range
of uses, with features such as five optical size ranges, extensive swash italic sets for

Latin, Greek and Cyrillic, and roman and italic small capitals throughout.

Optical size ranges

Beginning in the 16th century, punchcutters often cut a unified range of sizes for a
particular font style. For every size that was hand-sculpted in metal, subtle adjust-
ments were made to letter proportions, weight, contrast, and spacing so that the
type would be as readable and beautiful as possible. With the advent of photo and
digital type technologies, most type manufacturers abandoned the design of optical
masters —opting instead for a “one size fits all” approach in which a single master is
scaled mechanically to the selected point size. Unfortunately, such typefaces have a
limited range at which they look their best.

For the last 15 years, Adobe has been committed to reestablishing optical sizing
as an industry standard by routinely incorporating size ranges in all its new com-
position families. Arno Pro includes a series of four weights in five distinct optical
size ranges — caption, small text, text, subhead, and display. Each of the thirty-two
typefaces has been designed and calibrated to work harmoniously with the others

as a unified, contemporary system of typefaces.

This booklet contains an interview with Robert Slimbach, conducted by type
expert Adam Twardoch, who delves into the design background and development
of Arno Pro. The family’s OpenType functionality is then explained and illustrated,
followed by examples of the type family in use in a variety of text settings and

sample art layouts.
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Robert Slimbach responds to questions submitted
by Adam Twardoch about working at Adobe and
the development of the Arno Pro typeface family.

In your design career, you have often looked to classi-
cal types for inspiration. You have remained quite close
to the sources when reviving some historical types, as
with Adobe Jenson™ and Garamond Premier, while
some of your other typefaces are more contemporary
approaches that tie only loosely to the models, such as
Minion and Kepler. Only very rarely, as in the case of
Warnock$ have you departed from the traditional type
classification structure.

Why do you feel so many designers of text typefaces
work within the defined classifications of type?

It is largely a practical requirement—1I can’t really
think of any contemporary book types that aren’t
rooted in classical foundational forms. For more
than 500 years, text types have continued their slow
and rather conservative evolution—guided by prin-
ciples of form, function, and tradition. In hindsight,
they’ve followed a predicable path, beginning with
the calligraphically-inspired humanistic types of the
Italian Renaissance, which established the basic
form of the modern Latin alphabet, followed by two
centuries of increasingly-rational variation in tran-
sitional and modern types, eventually arriving at the

minimalist sans serif types of more recent times.

Venetian Old Style
Aldine Old Style
French Old Style Old Style Sans
Dutch Old Style
Transitional | Transitional Sans
Modern | Modern Sans

A few basic text type classifications. From top left: Adobe Jenson,
Bembo® Garamond Premier, Van Dijck®, ITC New Baskerville?

Bauer Bodoni.™ From top right: Cronos®, Myriad® and Univers.™

Now that the path toward reductionism is more
or less complete, it makes sense that type design-
ers look to the established archetypes for inspira-
tion, either by adapting classic types for modern
usage, or creating new typefaces which follow the
design principles of established classifications—or
even combining styles to create progressive new
text types. Because the familiar, traditional form —
which grew out of centuries of handwriting practice
—remains embedded in readers’ minds, it is crucial
that designers of text typefaces work within its
bounds. This applies equally to both classical styles
and overtly modernist ones constructed entirely on

a computer screen.

Many of your typefaces— Adobe Jenson, Brioso, Minion,
and even Poetica® and Cronos— draw inspiration from
the Renaissance Humanist tradition in both printing
and calligraphy. Can you describe what appeals to you

most about this period?

I guess I do have an obsession with this period;
even in my non-humanistic types, I tend to instill
humanistic undertones as a means of tempering
design traits that are more constructed in nature.
My fondness for the Italian Renaissance has a lot

to do with it being the time when handwriting and
type were closely interrelated. I see this link as being
foundational to the basic structure of our alphabet,
and I make reference to it—as a matter of course—

in all my designs.

With so many digital typefaces already on the market,
do you think there is still room for innovation? What do
you hope to contribute to typography and digital type
with your continuous work?

We are in an incredibly active period in type history
—kind of a second Renaissance. Just as Renaissance
artisans and scholars reshaped classical antiquity

according to a unified vision, present day computer



users have at their disposal easy access to the learn-
ing and accomplishments of the past, and power-
ful new tools to reinvent them for a contemporary
audience. These new digital type design tools have
opened up a new world of possibilities for today’s
designers. Not only can typefaces be produced
much more efficiently and precisely than ever
before, OpenType has given designers the freedom
to explore new typographic territory, and more
influence over how their fonts are used. So, while
the volume of new typefaces continues to escalate,
the standards for quality and glyph coverage are also
on the rise, making it less acceptable now to simply
flood the market with quickly-produced fonts with
modest glyph complements.

It is clear that typography is in a transitional
stage, between the basic needs of the past and the
more technology-driven global needs of the future.
While most new typefaces are still created for local
markets, fonts will, increasingly, be called upon to
function within the broader worldwide business
and communication environment. I feel the trend
toward super-families will continue, eventually
resulting in a large repository of near-perfect and
technically sophisticated text families that cover
many of the world’s languages. There is still an
enormous amount of work to be done—and I'd like
to think that our ongoing work at Adobe sets a good

example for the future.

What are the aesthetic considerations that you feel a
good contemporary text family should follow?

Those who evaluate text types usually consider
them in terms of their legibility and readability.
While legibility deals mostly with the measurable
aspects of type, such as letter proportion, stroke
contrast and fit, readability is a more nuanced crite-
rion that also takes into account the reader’s visceral
perception of the text. Not only do letterforms need

to be optimized for maximum recognition, but a

good text type must also have a tangible style and
grace that enhances the reading experience.

The proper balance of organic properties can
help create the style and grace that contribute to
readability. While types that contain many repeated
shapes often appear static to the reader, those with
aesthetically pleasing variation can provide a mel-
lowing effect that makes a type more comfortable to
read. Because computers tend to encourage design-
ers toward order, precision, and design regularity,
it is up to the designer to bring humanity to the
medium. Font production tools can be restrictive
and don’t readily respond to human gesture. This
is why I feel it is so important for the type designer
to be both a proficient letter-drawer and calligra-
pher. Whether a digital text type is traditional or
progressive, it can be true to the exacting nature of
the medium and still possess characteristics that

embody the spirit of our humanity.

Your recent type design projects such as Garamond
Premier and Arno have been extremely ambitious: large
typeface families with many weights, optical sizes and
huge character sets. Many type designers work on a
freelance basis or are employed by companies that are
exclusively focused on type. I have a sense that, quite
often, type designers would like to push the limits of
their projects further but “there is only so much that the

client can pay for.”



Do you feel there are many advantages working at

Adobe? Are there any disadvantages?

Working at one company has given me the oppor-
tunity to develop and refine a unified body of work.

The dynamic environment at Adobe also provides a

means of getting new ideas directly into the product.

As a type manufacturer, I believe Adobe is special;
we simultaneously develop new type technology,
new type layout software, and new typefaces—all
of which are at the foundation of digital typogra-
phy. Each area complements the others, providing
opportunities for each to grow. Adobe has excelled
in all three areas, which has led to major advance-
ments in type throughout Adobe’s 25-year history.

The headquarters of Adobe Systems in San Jose, California.

While new technical developments—such as
multiple masters and OpenType —have encour-
aged type designers to reach further in their work,
new kinds of typefaces or glyph sets can also drive
technology forward when they call for new techni-
cal support. The symbiotic working relationship
between diversely talented individuals, receptive to
positive change, has made it possible for Adobe to
remain a leader and guiding force in the industry for
so long. I can’t think of a better place to be design-
ing type today. The only downside I can think of is
that the job demands a tremendous commitment
of time, focus and intensity that often overshadows

outside interests.

Historical influences and design background

Arno is obviously rooted in the Renaissance but I can-
not fit it easily into either of the traditional humanistic
classifications from that period: Venetian or Aldine.
Are these classifications too narrow? What traits of

those historical models can be found in Arno?

While it is probably most accurate to classify Arno
simply as a contemporary humanistic roman, I did
try to capture some general Venetian and Aldine
characteristics in the family. Its degree of refinement
and practicality relate more to Aldine types, while
its calligraphic exuberance makes it reminiscent of
Venetian-style types.

Rather than referring directly to historical
sources, I relied on my impressions of each style,
which naturally influenced my developmental
sketches, calligraphy, and on-screen work. After
years of designing type families in the oldstyle
tradition, the principles of early roman types and
Renaissance calligraphy are now hard-wired in
my consciousness.

When I think of Venetian fonts, I see them
mostly in terms of their characteristic calligraphic
foundation —very formal and typographic, but also
fluid and organic. Working with a broad-edged pen
as one of my primary design tools, I derived much
of Arno’s form —either directly or indirectly —from
my handwritten sketches. This approach not only
helped personalize the glyphs, but it gave me a
deeper understanding of the calligraphic roots of

early roman type.
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Venetian and Aldine characteristics in Arno.



The Aldine romans, while still fundamentally
calligraphic, are even more formal than Venetian
types. Griffo took the letterforms in his roman fonts
beyond their calligraphic origins, devising letters
that compose exquisitely as modular components,
and are generic in the best sense. He was able to
reduce the more earthy properties of previous types
to their essential form, devising a reliable design
formula that type designers have followed, in one

way or another, ever since.

It never ceases to amaze me that within a rather short
period of some forty years (circa 1470-1510), the
Venetian type makers, especially Jenson and Griffo,
departed completely from the blackletter tradition and
established a fully new graphical structure, defining the
modern Latin alphabet. Their types remain readable to
the reader today, and are among the most popular his-
torical models that contemporary type designers draw

inspiration from. How would you explain this?

It is fascinating to analyze the progression from
humanistic calligraphy to roman type, particularly
the moment when humanistic minuscules took on
the inscriptional serif structure of Roman capitals.
The earliest Venetian romans, while inspired, were
also somewhat crude. Nicolas Jenson, however, was
able to design a Venetian-style roman that stood
on its own as a fully-resolved printing type, clearly
different from its calligraphic models and in perfect

harmony with the print medium.
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From top: Ancient Roman capitals (Trajan® typeface from Adobe)

and upright humanistic script.

uircucé of’cenduntrquibu
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Enlargement of Nicolas Jenson’s roman type.

I marvel at the earthy beauty and artfulness of
Jenson’s forms, both as set text and as magnified
letters. Of all the early lettercutters, Jenson had the
distinct advantage of being a skilled goldsmith and
letter engraver who worked for years at mints in
Paris and Tours. His type didn’t just come out of
thin air—he was poised at a very special transitional
moment in history, equipped with the skills to make
something truly remarkable and timeless. Jenson’s
roman is a touchstone that gives me insight to the
very special period when humanistic calligraphy was
successfully interpreted as movable type. His roman
displays the natural flow of a handwritten script
and the raw sculpted form of a highly skilled artisan
working in a medium not yet fully established.

Compared with Jenson, I find the leap that Fran-
cesco Griffo made in further resolving the roman
letter as a practical book type even more remarkable

and mysterious.

per habuifle, quo alerétu
magnum ipfi magiftrae
et parent naturaeequid)

At the time Griffo cut a series of highly success-
ful roman, italic and Greek types, he was employed
by the illustrious publisher Aldus Manutius. In one
fell swoop in 1495, Griffo established the form of
the modern text letter with the first of three roman
types he cut for Aldus. This remarkable type is

almost beyond reproach as a practical font for
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Above: Francesco Griffo’s first roman font for Aldus Manutius (full page at actual size). Aldus Manutius,

Venice, 1495-1496. Pietro Bembo, De Aetna. Image courtesy of the Bodleian Library, University of Oxford.

Opposite: Nicolas Jenson’s roman type (actual size detail). Nicolaus Jenson, Venice, 1470.

Eusebius, De Evangelica Preaparatione. Image courtesy of the Bodleian Library, University of Oxford.



setting extended text. All the details of propor-

tion and design, particularly in the lowercase, are
resolved in an ideal balance of beauty and func-
tionality. It is difficult to say how much influence or
direction Griffo received from Aldus—apparently

a dispute between them about typeface ownership

contributed to their eventual falling out.

In Renaissance typography, the upright and the italic
fonts were considered separate typefaces, and were not
mixed together. Did you draw inspiration from any
classical italic sources? If so, were there adaptations that
needed to be made so that they would be compatible
with the roman?

The italics in Arno grew out of my pen lettering, so
I didn’t have to modify the traditional widths, which
are too condensed to work with romans.

I did, however, become very familiar with italic
types of the early Renaissance while developing
the italics for Adobe Jenson. Of all the early italics,
those by Ludovico Degli Arrighi stand out as being
the most principled and best executed. Both his can-
cellaresca corsiva type, which contains many swash
letters, and his cancellaresca formata type embody
the elegance and compact proportions of his formal
handwritten script. His corsiva type has a charming
appearance and is best suited for shorter texts such
as poetry, while his formata type is a more practical

style for setting continuous text.
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Arrighi’s cancellaresca corsiva style typeface. Blossio Palladio’s
Coryciana, printed by Arrighi in 1524. Image courtesy of the Bodleian
Library, University of Oxford.
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Arrighi’s cancellaresca formata style typeface. Marcus Hieronymus
Vida, Scacchia Ludas, printed by Arrighi in 1527. Image courtesy of
the Bodleian Library, University of Oxford.

You have said that the upright and the italic styles of
Arno are influenced by your calligraphy. How was it
to work with a broad-edged pen as one of your design
tools? Did you prepare type drawings? Did you ever

construct letters directly on-screen?

As with most of my types, I began by sketching
alphabets with a broad-edged pen or ball-point.
Using rhythmic pen strokes, I find that I'm able to
flesh out design ideas very rapidly. It is also a means
of introducing spontaneous form into the family. I
may refine the sketches a bit before scanning; other
times I'll simply use sketches as notes for develop-
ing shapes directly on the computer. Over the years,
these methods of designing have blurred together,
and I use them all throughout the process. By com-
bining aspects of calligraphy, drawing, and digital
construction at every phase, I feel the designs will

ultimately show a greater depth and complexity.

Forthwith a change came over the
waters, and the serenity became less
brilliant but more profound. The old
riverin its broad reach rested unruffled

at the decline of day; after ages of

Peopled its banks

Slimbach’s roman style calligraphy.
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Even though Arno is different from your other designs

in many respects, I see some resemblances— particularly
with Minion and Brioso. What did you draw from each,
and what new ideas were you hoping to bring to Arno?

I see Minion and Brioso as two ends of the oldstyle
design spectrum. While Minion was an exercise in
restraint—a distinctly digital, generic design with

a simplified structure and moderate proportions—
Brioso is a more specialized and overtly calligraphic
composition family, utilizing a more naturalistic
style of outline construction. Many of the lessons
learned in both projects were applied to Arno,
which possesses some of the rationality and preci-
sion of Minion, along with some of the charm and
subtlety of Brioso. I think it is natural for a designer
to periodically return to favorite themes with a new
variation in mind. Arno represents a summing-up of

ideas that have been brewing for a number of years.

A gentle rain-storm in August
A gentle rain-storm in August
A gentle rain-storm in August

Minion, Brioso and Arno.

Is there a difference between drawing letterforms on

paper and working with digital font creation software?

Definitely. Drawing and writing letterforms on paper
represent, to me, freedom and spontaneity, involving
both the mind and body. Constructing letterforms
on-screen is much more an analytical and methodi-
cal process like sculpting. Instead of using clay or
stone, one sculpts with Bézier outlines using a key-
board and mouse. It is also architectural, in the sense
that form is built up and refined over time within a

rigid grid system. When I first began designing type,

I used to prepare refined type drawings for digitizing.

Nowadays, most of the refining and literally all the

design proliferation takes place on the computer.

11
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While the digital medium has revolutionized
type design in so many ways, it has an inherent
rigidity and coolness about it that, if not tempered
with living form, can lead to rather sterile results. It
has been an ongoing challenge for me to balance the
organic properties which are inherent to letterforms
and the human experience against the demands of
an environment that calls for a high degree of order
and rationality. Throughout my type design career,
I've attempted to develop a style of outline construc-

tion that satisfies both concerns.
Optical size considerations

Most of the extended typeface families you've designed,
starting with Utopia,® Kepler® and Sanvito® through
Adobe Jenson, Cronos and Minion up to Warnock and
Garamond Premier, include separate fonts designed to
be set at different point sizes. There are only a few other
font vendors besides Adobe who provide fonts with such
extensive sets of optical sizes. Why do you think it is

important to offer a range of optical sizes?

The short answer is they make type look more bal-
anced and easy to read. I see optical sizes as being
an essential component of any new text type. The
digital medium not only provides an ideal environ-
ment for using optical sizes, it also allows them to
be produced in a reasonable amount of time, using
interpolation in most cases, to generate a full series

of size-specific designs.



The reintroduction of optical size as a typo-
graphic standard has been a slow process; I expect
it will take some time before people familiarize
themselves with optical sizes and appreciate their
benefits. The problem is that single-size masters
have been the norm for so long that both design-
ers and readers have grown accustomed to seeing
fonts used at inappropriate sizes. It is really the job
of type layout application developers to provide a
practical means for their customers to get the right
type for the sizes they’re using. It’s clear that incor-
porating variable optical sizing into mainstream
typography will hinge on whether or not it becomes

automated within applications. In a time when great

headway has been made to simplify difficult or time-

consuming typesetting tasks, I am disappointed
that developers for the leading applications haven't
stepped up to the plate on this matter. Once they
do, optical sizes will become very easy and natural
to use, and more font manufacturers will gain the

confidence to develop them.

Hal
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Hal

DISPLAY
(21.6 pts & above)

O gen

SUBHEAD
(14.1 pts —21.5 pts)

0gen

TEXT
(11 pts —14 pts)

0gen

SMALL TEXT
(8.6 pts —10.9 pts)

ogen
ogen

CAPTION
(8.5 pts & below)

From top: Optical sizes shown at 34 point for comparison.

Caption and Display sizes shown with height parameter zones.
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Other Adobe fonts, such as Garamond Premier, include
four optical sizes: Caption, intended to be set below

9 pt; Regular for 9 to 15 pt; Subhead for up to 24 pt
and Display for larger settings. Arno includes five opti-

cal sizes. Can you explain the system behind it?

In serif faces such as Arno it is critical that each text
point size be optically calibrated for the demand-
ing task of setting extended text, so that each size

is as readable as possible. We decided to include
the small text design, as I didn't feel a single optical
master adequately covered the full text range.

It would have been ideal to include even more
design sizes to fill out the range, especially in the
smaller sizes where more optical changes are
required. Unfortunately, it is difficult for most users
to distinguish between the various optical masters
on-screen, and difficult to manage them in complex
documents. So as long as people still have to select
them manually, it makes sense to offer only the most

essential sizes.
Arno Cyrillic and Greek

One characteristic that clearly sets your recent designs
apart from most other typefaces available on the
market is a very serious, mature approach to multi-
lingual support. Minion, Warnock and Garamond
Premier all include extensive character sets that cover
the Latin, Cyrillic and Greek alphabets. In Garamond
Premier, you introduced Greek and Cyrillic small caps,
and in Arno Pro, you pushed the barrier even further
by including some 30 additional Cyrillic letters used

in various languages of the ex-Soviet republics, and

by designing swash italic capitals for all three scripts.
What is your approach to designing the three scripts
within one typeface?

In dealing with foreign scripts, I first look to
understand their historical roots, so that 'm better-

equipped to navigate the thorny divide between



historical authenticity and innovation. While

each writing system has distinctive characteristics
grounded in its design heritage, multi-lingual type
families like Arno call for a degree of design unifica-
tion across the scripts, so that when mixed within
the same document— either within the same text
block, or as adjacent translated text—they will
harmonize well.

It is also interesting to deal with the unique
structural characteristics of each script: While
Cyrillic letterforms are mostly regular, with a verti-
cal stress, and without many ascenders or descend-
ers, Greek alphabets are charged with an abundance
of animated form; the activity level of Latin script
falls somewhere in between. In unifying them, I
sometimes feel it necessary to tone down some of
the more exuberant qualities of traditional Greek
forms, while with Cyrillic, I typically try to intro-

duce organic characteristics wherever I can.

What is the greatest challenge when designing Cyrillic

letterforms?

With Arno, the biggest challenge was to design

a natural looking humanistic-style Cyrillic that
would be pleasant to read. Because the modern
Cyrillic alphabet is essentially a constructed inven-
tion, deriving much of its form from 18th century
Latin typefaces—either whole letters or composite
parts—the alphabet has a characteristic rigidity
about it.

How did you deal with this problem?

The trick was to design Cyrillic glyphs that appear as
if they were rooted in humanistic handwriting—in a
sense it is like trying to invent history. Even though
several of the Cyrillic forms are derived directly
from the Latin, many don’t conform readily to the
principles of humanistic calligraphy or oldstyle type
design. By writing out text with a broad-edged pen,
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and by testing the Cyrillic extensions alongside the
Latin throughout the design process, I tried to instill
humanistic qualities in the Cyrillic fonts that were

in line with the rest of the family.

IToaBoabTe oroBOpUTBHCA. S coTAaceH: ye
€CTb KMBOTHOE, T10 TIPEUMYIIECTBY CO3U

(/TOSGO./LBWLC 0&06(2}’]141%176&[. v{comaceu:
HEAOBLIC €CML DKUBOINHOE, 1O WEMMJ/I/{:?&)?

a0BTAEXKSIKAMHOTIPCTY

Slimbach’s Cyrillic calligraphy.

I find it intriguing to apply the principles of
Western calligraphy to Cyrillic and Greek. Because
modern Greek retains many of its more ancient
script characteristics, and modern Cyrillic—for the
most part—lacks a written heritage, I feel there is a
lot of room for experimentation within humanistic

and progressive design approaches.

The historical Greek alphabets were by nature more
cursive than their Latin contemporaries. In the mid-
1970s, graphic designers in Greece were quite fond of
more stiff, Western-looking Greek typefaces which at
that time they perceived as modern—which resulted in
Linotype releasing rather “Latinized” Greek versions of
Helvetica,™ Baskerville, Century™ and ITC Souvenir.™
However, I was told that since then the preference has
changed slightly towards more traditional Greek let-
terforms that draw from the Greek hand rather than
imitating Latin type. What do you think?

I'm not so sure that all Greek book designers actu-
ally welcomed the Latinized Greek fonts—I've
always assumed that this trend was initiated by non-
Greek type manufactures, who followed Western
conventions of design out of habit.

I believe that we are in a period of reassessment
of what a contemporary Greek text typeface should



look like. I sense that many Greek readers neither
fully embrace the script’s classical heritage, nor do
they whole-heartedly buy into Western notions of
typographic form. I also don’t believe that all West-
ernization is inherently bad, as the merging of styles
is natural to the evolution of type—and this applies
even to Greek typefaces. While some type styles
lend themselves to a more classical design approach,
others sometimes benefit from a more progressive
approach to better reflect the spirit of the time. As
more new type families incorporate Greek into the
mix, it is the task of the type designer to reconcile
the practical requirements of combining scripts with
the cultural heritage of an ancient and beautifully

devised writing system.

Were there historical sources which inspired you while

developing the Arno’s Greek fonts?

I recall seeing a beautiful cancellaresca formata
Greek script annotated in a sixteenth century book
spread in a glass display case several years ago. I
had no way of determining its exact date, but it was
clearly written by a skilled Renaissance scribe. Even
though Greek types of the time display an oppos-
ing angle of oblique stress, it proved to me that at
least some members of the educated elite back then
wrote Greek in the chancery style. I wasn’t able to
photograph a sample, but it inspired me to begin

writing Greek in this manner.

Harept pUoews Emotiiur oxedoy ] aike
TTEp (Te CWUATA Katl tceyé@r, Kol T ToU T
\ . / 174 \ [N L ) /
KO TAC KIVATELS, 11 Q8 mtepi T :
T TAS FIVITELS) BT OSTEPLTAS APYAS)
abTg oboiag eloty T@Y yip POoeL TVVE

apydelyh

Slimbach’s Greek calligraphy.
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Although I'm certainly not the first contempo-
rary designer to produce a humanistic-style Greek
type, I worked on developing a personal style of
Greek handwriting that served as my primary model
for Arno. Having already produced a chancery
Greek for Minion Pro, and after gaining further con-
fidence with Greek typeface design with Warnock
and Garamond Premier, I felt comfortable moving
forward with the design without the aid of further

historical or contemporary reference material.

In addition to setting contemporary Greek texts,
is Arno appropriate for scholarly publications in
classical Greek?

Certainly. Arno contains a complete polytonic set
for setting classical Greek. It also includes polytonic
Greek small capitals—something new to modern
Greek types. Because there is no single prescribed
convention for accenting polytonic small capitals,
we developed two optional polytonic treatments—
one without accents, similar to the polytonic capi-
tals, and the other accented like the polytonic
lowercase. In developing these two approaches,

we received valuable input from a few of our out-
side Greek language experts, who engaged us in a
spirited exchange of ideas, before we settled on the

two-option model.

AMa ua pépa AAGav yépol pt eidroelg
AAANA MIA MEPA HAGAN I'EPOI
AAAA MIA MEPA HA®AN TEPOI ME EI

AAAA MIA MEPA HA®AN TEPOI ME Ei

Three cases of polytonic Greek with alternate small capital treatment.

Cursive in nature, traditional Greek types rarely
had separate upright and sloped styles, but today, typo-
graphers often need both “roman” and “italic” typefaces
available in several scripts, including Greek. How did
you cope with this challenge?



The inherent cursive qualities of traditional Greek
script make it more difficult to design an italic
variation that has a suitable degree of contrast with
the roman. While Latin and Ciyrillic have distinct
roman and italic styles, Greek script doesn’t. By
approximating the slope and angularity of the Latin
italics, along with making them more compact, an
acceptable degree of distinction is present, however

the level is not as great as in the other two scripts.

Plowmen covered with snow and rime
Plowmen covered with snow and rime

Suvexes pev ody €0l TO StaupeToVv €ig del
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Even though there is a short history of contemporary
designers adapting upright Cyrillic to italic, there is
no real Humanist italic tradition in Cyrillic. What
were the challenges when designing the Cyrillic italics
for Arno?

Adapting Cyrillic to italic can be problematic, as not
all the forms lend themselves to a balanced script
treatment. True italics, which are essentially a very
formal adaptation of a running script, are character-
ized by the rhythmic flow of cascading and looping
strokes, with entry and exit strokes that flow grace-
fully from one letter to another in the formation of
words. While some Ciyrillic italic forms are either
borrowed directly from the Latin or have a suitable
script variation, others have proven more difficult to
adapt. Writing both italic and roman Cyrillic with a
broad-edged pen helped me work out the more difh-
cult areas. I experimented with different stroke treat-
ments until finally arriving at patterns that worked

best for the typeface.

Arno includes swash sets for Cyrillic and Greek, which
is a completely novel addition. I'm sure users will be
thrilled with the expanded typographic possibilities

that Arno offers in those scripts, and I must congratu-
late you, both on the decision to include them and on
the design itself. How did you approach this particular
design task?

This is something I've wanted to try for some time
now. A few of my other type families offer swash
sets only for Latin, so I thought it would be an inter-
esting challenge to design swash extensions for all
three scripts, and providing those enables consistent
behavior across the scripts when using the Open-

Type “swash” layout feature.
Arcadia Sﬁsﬂfwvc’co
Tpocias  Jerrick
Hadeoskda stojﬂoév

Although I had previously seen swash forms
used in Cyrillic calligraphy, I had never seen them
applied to Greek. I developed all three swash sets
for Arno through trial-and-error experimentation
with a broad-edged pen. For the most part, I relied
on common-sense principles of chancery handwrit-
ing to devise swash forms that made sense to me.
As with Latin swash forms, I feel there is a degree
of creative freedom allowed in Greek and Cyrillic,
as long as the glyphs retain their identity, and are
compatible in design with the rest of the family. As
a follow-up measure, I reviewed the swash forms
with our Greek and Cyrillic language experts, who

provided suggestions for fine-tuning the designs.
Arno as an OpenType family

When turning a design into digital type, the differ-

ent optical sizes, weights, styles and scripts have to be
somehow organized into a set of OpenType fonts. Can
you describe the logic behind Arno’s palette of fonts? As
with Garamond Premier, you chose to include a light
weight only in the display size. Why?



The Regular roman font (optimized for 12 point) is
the core design in the family, to which all the other
fonts are calibrated. Because the family’s primary
function is for setting continuous text, the design
parameters of the Regular—such as the weight,
degree of contrast, letterfit, etc. —are carefully tuned
so that it is as readable as possible. The remaining
weights and optical sizes, as well as the italics, relate
to the Regular in a supporting capacity, either to
organize information or emphasize words.

The light weight is offered in only one optical
size, as I find it functions best when used for display
purposes. Although there may be a limited oppor-
tunity for setting text in a light weight, I feel that if a
full range of light sizes were offered, it would more

often lead to their improper usage.

INE )

Wcobe OpenType

Arno Pro is a family of 32 OpenType fonts, but one
could say that the family is even larger, because

each font includes character sets for different writing
systems as well as alternate stylistic sets. How would
you describe the way in which the Arno Pro family
is organized conceptually? How important are the
international standards Unicode® and OpenType

in your work?

As you imply, each font in Arno is really a vast
repository of glyphs which could have been built

as several smaller fonts. These fonts—or glyph
collections—are organized and accessed with the
aid of both OpenType layout features in applica-
tions like InDesign,” and language-specific keyboard
layouts at the operating system level. Now that it is
possible to consolidate what used to be supplemen-
tal fonts like expert, swash, and alternate sets into a
single Unicode-based font, OpenType technology
can step in to act both as the glyph-retrieval mecha-

nism and a regulator of glyph behavior.
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What was difficult and time-consuming about
designing type families in the past is now much
easier to accomplish on a computer. Glyph outlines
can be shaped and propagated very quickly, mak-
ing it practical to reach further with glyph sets.
However, now that Unicode and OpenType have
entered the picture, the creative potential of type
seems almost boundless—large type families like
those we produce would not have been practical to
make without them. Together, Unicode and Open-
Type have given type designers the opportunity to
explore beyond the restrictions of the past, and to
develop type families of broader scope and greater
technical sophistication. My current work relies on
them so much that I can no longer imagine working

in the old manner.

The OpenType font format includes a set of layout
features which have a predefined purpose—small caps,
fractions, oldstyle figures, standard and discretionary
ligatures, swashes, etc. But there are also features

such as stylistic sets, whose functionality is not strictly
predetermined. How do your fonts make use of all these
typographic features?

For the most part, the standard OpenType features
suffice for straightforward typesetting. Because they
are clearly defined and more intuitive to use than
the stylistic sets, I try to work within their limits as
much as possible. The stylistic sets arose because
we wanted to provide OpenType layout support for
non-standard categories of glyphs that a designer
might come up with, and to group related alter-
nates which aren’t covered by more standard layout
features, like small caps or oldstyle figures. The
stylistic sets give designers the freedom to create
unique glyphs, and users a better way to access them.
The only drawback is that the sets are identified by
generic names in the user interface (e.g. set 1, set 2);
there is, however, information about each set in the
font’s “ReadMe” file.



The stylistic sets in Arno isolate glyphs normally
batched in the historical alternates feature, like the
long-tailed Q and double-splayed W. They also
make available the Cyrillic and Greek alternates
and the two polytonic small cap treatments.

In my early career, I produced non-standard
alternate glyphs simply to provide typographic rich-
ness beyond the limited encodings of the time—but
they weren’t very easy to use. Now I'm much more
concerned about connecting glyphs to OpenType
layout features so that they can be used effectively.
This means tailoring glyphs more for global, rather
than discretionary usage.

The way we approached the Caflisch Script®
typeface, which I began in 1992, is a good example of
this change in direction. I had produced a significant
set of alternate glyphs and ligatures to represent the
variant forms of each letter found in Max Caflisch’s

handwriting. As with most running scripts, his

The corvect sets of 5@/[1){&'& standards
The correlf sets 7f ptzéfxs%pc stamndards

Words set in Caflisch Script Pro, both with the contextual

alternates feature turned off (top) and in the default ‘on’ setting.
handwriting possesses natural letter variations and
different kinds of joining behavior, depending on
the letter sequence. It would be unreasonable to
expect people to apply these contextual variants

on their own; it was clear we needed intelligent
application support that would automatically imple-
ment the alternates according to a set of prescribed
instructions, so that the correct joining behavior
and stylistic variations would appear automatically
as the user typed. Because this kind of application
support wasn't in the realm of possibility at the time,
we decided to release a font with a basic subset of
the characters in 1993. Another ten years passed
before we could finally release the OpenType ver-
sion of the family, with the complete character set

and operational contextual alternates.
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Contextual alternates aren’t just for connecting
scripts; they can also be used effectively in conven-
tional text families. In Arno, this feature is designed
to avoid awkward collisions between particular letter
pairs, and to add variety to the text’s appearance.

Arno’s swash feature was conceived to function
more as an alternate font selector than as a typical
style feature: With “swash” selected, the default liga-
tures and contextual alternates work in conjunction
with the swash glyphs to ensure that they set cleanly

as a well-balanced and self-contained font style.

peppered visions & zealous gaggles
yeﬂoerec{ visions ¢r’ Qa[ous gaggﬁzs

Default text in Arno Pro (fop) and with the swash feature enabled.

Expanding and refining feature support in our
applications is an ongoing process. We're constantly
working on ways to streamline the implementation
of non-standard glyphs. With each new family, we’ve
been raising the bar in terms of offering rich glyph
sets and dynamic OpenType feature support.

Tiudpyw TovTei Tipdpyw TovTei
TIMAPXQ1 TOYTOQIT TIMAPXQI TOYTQIT

TIMAPXQt TOYTQUI TIMAPXQI TOYTQII

The contextual rules in Arno are used for replacing accented Greek
glyphs with unaccented ones when setting All Caps or Small Caps text,
and help display the preferred form of the iota addscript.

So on one hand, Unicode and OpenType provide you
with some standards with regard to character sets and
typographic features, but on the other hand, they also
allow for open-ended creativity?

Yes. While we at Adobe tend to work within the
practical typographic realm, I've seen work by other
designers who have exploited OpenType technology
in more experimental ways, particularly with the

creative use of contextual alternates and ligatures.



Although most of these fonts are on the playful side,
they demonstrate the flexibility of the technology.

EXPERIMENTALIST EXPERIMENT=LST

House Industries’ Ed Interlock,™ designed by Ed Benguiat and Ken
Barber, demonstrates a novel application of contextual alternates
— shown first without contextual ligatures, and with contextual

ligatures enabled.

OpenType is a powerful typographic fuel which needs a
suitable engine. Adobe InDesign was the first applica-
tion to support the various layout features included in
OpenType fonts. Are you happy with the way your fonts
can be used with InDesign today?

For the most part I am. The product teams at Adobe
have made tremendous progress in the last few
years toward providing world-class typographic

and linguistic support in their applications. Even
though they’ve made dramatic progress, there is

still untapped potential to be realized. The InDesign
team has only so many resources available for imple-
menting new features, so in the short term some
things can fall by the wayside, as with any area of

application features.

The Adobe type group is known for its excellent font
production and quality control. How was it working
with the rest of the type staff and outside consultants?

As I don’t take much interest in the technically-
oriented production work, I appreciate being able
to work with a skilled staff of production people.
Since I began making digital type more than twenty
years ago, I've had a persistent love/hate relation-
ship with computers; I much prefer design-oriented
work and thinking about glyph usage to the every-
day business of technical production.

While other type staff members help out at
various points, it is usually late in a project that
they get involved on a daily basis. The production

work involves things like finalizing glyph names
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and encoding— this includes making sure the fam-
ily meets our current glyph standard for new fonts,
creating accented glyphs, setting up kerning, and
implementing OpenType layout features. Our new-
est staff member, Miguel Sousa, performed most of
this work for Arno; he also single-handedly revised
our kerning process, making it much less of a night-
mare to kern large type families.

In addition to the technical matters, it has
become a regular part of my process to consult with
language experts on the Cyrillic and Greek exten-
sions. I received valuable advice on Arno’s Cyrillic
designs from Maxim Zhukov and Jovica Veljovi¢,
and on the Greek from Gerry Leonidas.

Toward the very end of the production process,
as test versions of the fonts become available to
our registered beta testers, we receive feedback that
often gives us information about problem areas
we may have overlooked. In the case of Arno we
received technical advice about the polytonic Greek
behavior from John Hudson, David-Artur Daix and
Yannis Haralambous, as well as a few design-related
recommendations from John and others, which led

to some last-minute design tweaks.

Did you receive any assistance with the editing of
glyph outlines, or with other things like kerning and
accent placement?

A bit. Miguel did a first pass at most of the kern pair
positioning, and Ernie March, our Quality Engi-
neering expert, helped with the composite accent
positioning, but I was responsible for the rest of the

outline editing and design production work.
Did the family turn out as you originally envisioned it?

No, not entirely. I initially envisioned something
significantly different. The early drafts were clearly
more Venetian, with a fairly large x-height and

a highly stylized appearance. I was actually very



far along with the family before becoming disen-
chanted with that direction. Even though I felt it was
interesting from a design perspective, I didn’t see it
as being highly useful as a multipurpose text family.
I eventually redrew the entire design, retaining what
I liked about the original concept, while making a
more elegant and practical text family with a classi-

cal x-height.

Hamburgefonts Hamburgefonts
Hamburgefonts Hamburgefonts

aPySetnOuAuve afydelnOuduvé
aPydeinOuhuv afydelnOixduvé

AOBIAEK3NKAMH A0B20eH3UKAMH
AOBIAEK3UKAMH A0820e#C3UKAMH

ABCDEFGHIJKLMNOPQR
ABCDEFGHIJKLMNOPQR

An early draft of Arno (shown first, in blue) compared with the
finished design.

Overall, what are the most rewarding and what are the
most demanding aspects of designing type, especially

when embarking on such ambitious projects?

It has been rewarding to be a part of the desktop
typography revolution, and to witness Adobe’s
technology and design standards being adopted
throughout the industry. It is also gratifying to see
so many of our typefaces being used on a daily
basis throughout the world. I feel very fortunate
to have entered the field at such an exciting time
in the craft’s history, and to be working at a com-
pany that is so committed to the advancement of
digital typography.

While I've been provided the opportunity to
design type within this environment, it has been a

challenge to sustain the focus required to repeatedly
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produce the larger type families. Producing super-
families is not easily done as a part-time activity, or
at a leisurely pace; I've found that they require many
months of focused attention to complete them in a
timely fashion.

The responsibility of making large type families
can also be a stressful proposition. Good text design
is an esoteric art, and requires a significant invest-
ment of time. Adobe counts on us to produce work
worthy of this investment, and living up to this trust

can be a real burden.

I know you're a titan of work. Do you have a new

project in mind?

Yes, I currently have a few irons in the fire, but it’s
probably too soon to talk about them. I've learned
from experience that it’s not always wise to dis-
cuss projects in their early stages, as they tend to
evolve, or fade away all together. I always seem to
have more projects going on than I have the time

or interest to complete. £

Adam Twardoch is product and marketing manager at
Fontlab Ltd. He also works as a consultant specializing in
multilingual typography and font technology for Linotype,
MyFonts and other companies including Adobe Systems,
Bitstream, Corel Corp., Microsoft and Tiro Typeworks.
Adam frequently writes and lectures about typography
and digital type design.

Robert Slimbach has been designing text types at Adobe
Systems since 1987. He has won several awards for his digi-
tal typeface designs, including the Charles Peignot Award
from the Association Typographique Internationale, and

numerous TDC2 awards from the Type Directors Club.



A multi-featured OpenType family

The OpenType font format allows any font to contain layout features —instructions
which specify glyph substitutions and positioning in the font, providing the poten-
tial for more typographic power and flexibility than ever before. The Arno type fam-
ily has many of these features which—when enabled by applications such as Adobe
InDesign, Adobe Illustrator®, and Adobe Photoshop®—make glyph substitutions
either automatically or at the user’s discretion. The substitutions can be as simple as
two glyphs becoming a ligature, or as complex as an alternate letterform appearing
within a certain context, before and/or after other letters or letter sequences. Many
of the OpenType layout features found in the family are described here.

Tabular figures
Tabular lining Tabular oldstyle Tabular figures, both lining and oldstyle, have equal widths to
821,0769 S 821,076.95 821,076.95 ensure alignment of numeric data in tables and other structured

layouts. “Stacked” numbers will align vertically and have a more

594’8 10.61 594,810.61 594,810.61 pleasing, consistent appearance. Because the tabular lining figures

90 1,53034 901,530.34 901,5§30.34 function reasonably well in all situations, they are the default
figures in Arno Pro.

Proportional figures

ALDUS MANUTIUS ( 1449 / 50-151 5) Unlike the tabular figures, these figures are set on varying widths

Griffo and his French followers in the 15308 and kerned to each other for improved spacing. The proportional

oldstyle figures are designed to be compatible with normal

and 1540s introduced practical improvements lowercase text, while the proportional lining figures work well in

all-capital settings.

Small capitals
SOMETIMES I RAMBLED to Pine groves, These letters are smaller versions of the normal capitals, designed
standing like temples, or like fleets at sea, to be less-obtrusive when used within lowercase text. OpenType

instructions simplify the application of small capitals for both
uppercase and lowercase letters. Arno Pro has roman and italic
small capitals for the Latin, Greek, and Cyrillic scripts.

full-rigged, with wavy boughs, and rippling

Superscript, subscript, and ordinals

Superiors Ist Sth Mme Cle 20 Arno Pro contains a full range of superiors and inferiors, and Open-
abcdee fgh ijklmnopqrstuvwxyz Type instructions for substituting them. Both letters and numbers
are easily transformed into true, designed superiors for ordinals
Inferiors N20 H202 H2 S 04 .and r}otatlons. Numbers may also l.>e transform?d into ?ubscn[‘)t
inferiors. Superior letters are used in mathematics and in English,
0123456789.,%¢- French and Spanish for abbreviating words such as second (2nd),

Madame (Mm¢), Compagnie (Ci¢), and segundo (2°).

Numerators, denominators & fractions

25/64 68/ ]_)20 0 34/ 1)0 O0,00 0 Users can easily create fractions with the OpenType fraction feature.

Arbitrary numbers separated by a slash are transformed into true
2§ 68 34
/ 64 / 1,200 / 1,000,000 fractions with the type family’s numerators and denominators.
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Standard ligatures

Ligatures are designed to appear by default, replacing awkward
character pairs (or sequences) automatically. Arno Pro contains
ligatures for Latin and Greek scripts, for common letter pairs and

also for special or historical characters in Latin and Greek scripts.

Discretionary ligatures

Arno Pro’s discretionary ligatures are historical forms typically
displaying the connecting strokes of calligraphic writing. They may
be used to achieve a decorative or historic look.

Contextual alternate glyphs

Contextual alternates, like ligatures, are designed to appear auto-
matically, but only in certain contexts — that is, when preceded

or followed by certain specified glyphs. Their purpose is either to
correct awkward letter combinations or to add variety of form. In a
text typeface, these glyphs function less dramatically than in a more

active typeface, such as a running script.

Stylistic alternate glyphs & stylistic sets

These alternate glyphs in Arno Pro are available when special
ending effects are desired, or when an historic or antique look

is needed. Alternate forms are also available for setting classical
Greek and Cyrillic texts. Using OpenType stylistic sets, groups of

alternates can be activated together.

Swash capitals

Arno Pro contains a complete set of Latin swash capitals in Latin,
Greek & Ciyrillic for all italic fonts. These calligraphy-inspired
forms were adapted to be compatible with both the normal capital
forms and the lowercase. Swash capitals can be used effectively for

expressive passages of text.

Ornaments

By grouping ornaments in a single OpenType feature, the varied

ornaments in Arno Pro can be easily browsed and selected.

Optical sizes

Arno Pro contains five ranges of optically-adjusted fonts: caption,
small text, regular text, subhead, and display. The fonts in each
point size range have been optically tuned to the specific design
requirements of their range so that type will be legible and

readable at all sizes.

Language coverage

Using character encodings established by the Unicode Standard,
OpenType allows a variety of languages and scripts to be supported
in a single font. Arno contains Latin, Cyrillic and Greek scripts,
and supports many languages which use those scripts, such as

Vietnamese and numerous Central European languages.
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AyOOBBIM CTOAOM. DTOT CTOA OBIA IIOUTH OAMHOK, TaK KaK B OOABIION KOMHATE,

neighbor in the intervals of a gentle rain-storm in August, when, both air

AVIBaHA C ABIPSIBOI KA€EHKOI AQ TPEX CTYAbEB, He ObIAO HUKAKO APYTOI MeOeAH.

but the sky overcast, mid-afternoon had all the serenity of evening, and the
BCSIKMI PEIINACS OBl Ha3BaTh CTYABSIMIL

oxed0V 1] TAeioTn Qaivetal Tepi Te cwpata kal peyEdn kai o TovLTWV 0dOA
and was heard from shore to shore. A lake like this is never smoother

apyds, doat Thg TolavTHG ovoiag ity TWV Yap QUOEL CVVETTWTWY
and the clear portion of the air above it being shallow and darkened by clouds
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THIS SMALL LAKE was of most value as a neighbor in the intervals

of a gentle rain-storm in August, when, both air and water being
perfectly still, but the sky overcast, mid-afternoon had all the serenity
of evening, and the wood thrush sang around, and was heard from
shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened
by clouds, the water, full of light and reflections, becomes a lower
heaven itself so much the more important. From a hill-top near by,
where the wood had been recently cut off, there was a pleasing vista
southward across the pond, through a wide indentation in the hills
which form the shore there, where their opposite sides sloping to-
ward each other suggested a stream flowing out in that direction through
a wooded valley, but stream there was none. That way I looked between
and over the near green hills to some distant and higher ones in the
horizon, tinged with blue. Indeed, by standing on tiptoe I could
catch a glimpse of some of the peaks of the still bluer and more

distant mountain ranges in the northwest, those true-blue coins from

CYRILLIC

HemHuOrO noroas Kyssmuuos, o. Xprucrodpop u Eropymxa cupean
yXe B 6OABIION, MPAYHOMN U ITYCTOM KOMHATE 3a CTAPbIM Ay 6OBbIM
CTOAOM. DTOT CTOA GBIA IIOUTH OAHHOK, TaK KaK B 60AbIION KOMHATe,
KpOMe HEro, IHUPOKOTO AWBaHa C AbIPﬂBOﬁ KAEEHKOH Ad TPEX CTYABEB,
He 6BIAO HUKAKOM APYTON Me6eAn. Aa U CTYAbsI He BCSKUI PeLINACS
6bI Ha3BaTh CTYABSAMHU. DTO GBIAO KaKOe-TO XKaAKOe IT0A0GHe Meber ¢
OT>KUBIIEH CBON BeK KA€EHKOM M C HeeCTeCTBEHHO CHABHO 3arHyThI-
MH Ha3aA CIIMHKAMH, IIPUAABABIINMU CTYAbSAM 6oabpmoe CXOACTBO C
AeTckumu caHaMU. TPYAHO 6BIAO MOHSATD, KaKoe YAOGCTBO MMeA B BUAY
HEBEAOMbIﬁ CTOASID, 3arubas Tax HEMHAOCEPAHO CIIMHKH, H XOTEAOCH
AYMaTb, YTO TYT BUHOBAT He CTOASP, & KAKOM-HUOYADb IPOEIKHUI CHAAY,
KOMopbLil, yeAas noxeacmamso ceoeil CUAOL, COZHYA CTMYAbAM CNUHDL,
Nomom 834ACS NONPABAIMb U euje Govue CO2ZHYA. Komnama xasarace
mpaunoil. Cmenvt 6biAU cepbl, NOMOAOK U KAPHU3DL 3AKONUEHDL, HA

IOAY TAHYAHMCDH IJ€AH U 3HSAH ABIPBI HEMIOHATHOI'O MPOHCXOXKAL-
st (AyMaAOCh, 4TO UX MPOGHA KaGAYKOM BCE TOT 5Ke CHAQY), H

Ka3aAocwv, ecAu 6b1 8 KoMHame nosecuiu decamox Aamn, mo oHa He

GREEK
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THIS SMALL LAKE was of most value as a neighbor in the intervals
of a gentle rain-storm in August, when, both air and water being
perfectly still, but the sky overcast, mid-afternoon had all the serenity
of evening, and the wood thrush sang around, and was heard from
shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened
by clouds, the water, full of light and reflections, becomes a lower
heaven itself so much the more important. From a hill-top near by,
where the wood had been recently cut off, there was a pleasing vista
southward across the pond, through a wide indentation in the hills
which form the shore there, where their opposite sides sloping to-
ward each other suggested a stream flowing out in that direction through
a wooded valley, but stream there was none. That way I looked between
and over the near green hills to some distant and higher ones in the
horizon, tinged with blue. Indeed, by standing on tiptoe I could
catch a glimpse of some of the peaks of the still bluer and more

distant mountain ranges in the northwest, those true-blue coins from

HemHOrO norops Kyssmuuos, o. Xpucropop u Eropymka cupean
y>Ke B 6OABIION, MPa4HOM U IIyCTOM KOMHATE 3a CTapbIM Ay60BbIM
CTOAOM. DTOT CTOA 6BIA IOYTH OAUHOK, TAK KaK B 60ABIION KOMHaTe,
KpOMe HEro, IIHPOKOIro AMBaHa C ABIPHBOI‘;I KAEEHKOM Aa TPEX CTYABEB,
He 6BIAO HUKAKOM APYToil Me6eAr. Aa 1 CTYAbs He BCSKHUIL PELIUACS
6b1 HA3BATb CTYABSIMH. JTO GBIAO KAKO-TO XKAAKOe IOoA06Ue MebeAn ¢
OT>KUBIIEN CBOM BEK KAEEHKOM M C HEeCTECTBEHHO CHABHO 3arHyThI-
MH Hasap CIIMHKAaMH, IIPUAABABIIUMHU CTYAbAM GOABH.[OE CXOACTBO C
AeTcKUMHU caHsMH. TPYAHO 6BIAO IOHSTD, KaKOe YAO6CTBO MMeA B BHAY
HeBeAOMhIﬁ CTOMP, 3arubas Tak HEMI/IAOCEPAHO CIIMHKH, U XOTE€AOCh
AYMaTh, 4TO TYT BUHOBAT HEe CTOASIP, @ KAKOH-HUOYAD IPOESNKHUIT CHAAY,
KOMOpbLil, H#eAds NOX8ACMAmMb C80eil CUAOLl, COZHYA CIYAbIM CUHDL
Nnomom 83sAcs nonpatmﬂmb ueuje 60/1!1“46 COo2ZHYA. Komnama Kasaaiace
mpaunoti. Cmenvt 6biAU Cepbl, NOMOAOK U KAPHU3DL 3AKONUEHDL, HA

IOAY TAHYAHCH IJEAH M 3HSIAH ABIPBI HEIIOHSTHOTO MPOHCXOXKAE-
Hust (AyMaAOCDH, 4TO UX PO6GHA KaGAyKOM BCE TOT e CHAAY), H

KA3aA0Cb, ecau 6ot 6 Ko, noseecuu 0

Aamn, mo oxa He
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uév €0t owpata Kal peyedn, Ta 8 Exer odpa kai péyedog, T 8’ dpxal
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o@pa 88 T TavTy Sapetdv. MeyéBovg 8¢ To piv ¢’ &v ypauun, 10 &
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kai of ITv@aydpetot, T6 TEV Kal T4 TAVTA TOIG TPLOY DPLoTAL TENEVTH
Yap kai péoov kai dpxf TOV d&pOuOY Exet TOV Tod MAVTOG, TabTa SE TOV
Thg TpLadog. Ad mapd Tig phoews eidn@oTeg domep vopovg éxeivyg, kal
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THIS SMALL LAKE was of most value as a neighbor in the inter-
vals of a gentle rain-storm in August, when, both air and water
being perfectly still, but the sky overcast, mid-afternoon had all
the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother
than at such a time; and the clear portion of the air above it
being shallow and darkened by clouds, the water, full of light
and reflections, becomes a lower heaven itself so much the more
important. From a hill-top near by, where the wood had been
recently cut off, there was a pleasing vista southward across the
pond, through a wide indentation in the hills which form the shore
there, where their opposite sides sloping toward each other suggested
a stream flowing out in that direction through a wooded valley,
but stream there was none. That way I looked between and

over the near green hills to some distant and higher ones in the

CYRILLIC
HemuOrO0 norops Kyssmudos, o. Xpucropop u Eropymka
CHAEAH y3Ke B 6OABIION, MPaYHOIl U ITyCTOH KOMHATE 3a CTAPBIM
Ay6OBBIM CTOAOM. DTOT CTOA 6GbIA IIOYTH OAMHOK, TaK KaK B
60ADBIIOI KOMHATE, KPOME HEro, IIMPOKOTO AUBAHA C ABIPSIBOM
KAGEHKOM AQ TPEX CTYAbEB, He GBIAO HUKAKON APYTOil Me6eAn.

Aa u CTyADBS He BCSIKME PeIIHACS 6bI Ha3BaTh CTYABSIMH. DTO

6BIAO KaKOEe-TO 3KaAKOe MOAO0OHe Me6eAr C OT>KMBIIEH CBOM BeK
KAGEHKOM U C HeeCTECTBEHHO CHABHO 3aTHYTHIMH Ha3ap CIUHKAMY,
MIPHAABABIIMMU CTYABSIM GOABIIOE CXOACTBO C ACTCKUMH CaHSIMH.
Tpyono 6vLr0 nousme, kaxoe yoo6cmeo umer 8 6udy Hesedombiil
CMOASp, 3a2ubas Max HemMuAOCepOHO CHUHKU, U XOMeAOCH OyMAamb,
41Mo Mym BUHOBAM He COASP, A KaKOU-HubYOb npoesxcuil curat,
KOTOPBIi, XKeAast IOXBACTATh CBOEH CHAOM, COTHYA CTYABSIM
CIIHHBI, IOTOM B3SIACS IOMPABASITS H elfe 60ABIIE COTHYA.

Komuama xasarace MPa‘lHDﬁ. Cmenvt 6viAu cepul, NOMOAOK U

GREEK

H nEPI 0YSEQY ENIZTHMH oxed0v 1} mheiotn gaivetal mepi e
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THIS SMALL LAKE was of most value as a neighbor in the inter-
vals of a gentle rain-storm in August, when, both air and water
being perfectly still, but the sky overcast, mid-afternoon had all
the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother
than at such a time; and the clear portion of the air above it
being shallow and darkened by clouds, the water, full of light
and reflections, becomes a lower heaven itself so much the more
important. From a hill-top near by, where the wood had been
recently cut off, there was a pleasing vista southward across the
pond, through a wide indentation in the hills which form the shore
there, where their opposite sides sloping toward each other suggested
a stream flowing out in that direction through a wooded
valley, but stream there was none. That way I looked between

and over the near green hills to some distant and higher ones in

HemuOro nmoroas Kyssmuuos, o. Xpucrodop u Eropymka
CHAEAH Y3Ke B 6OABLION, MPadHOI H ITyCTOM KOMHATE 33 CTAPbIM
Ay6OBBIM CTOAOM. DTOT CTOA 6bIA IIOYTH OAMHOK, TaK KaK B
60ABIIOI KOMHATE, KPOME HEro, IHUPOKOTO AMBAHA C ABIPSIBOM
KAEEHKOM AQ TPeX CTYABEB, He OBIAO HHUKAKOM APYTON MebeAr.
Aa B CTYABS He BCSIKHMIT PEIIHACS 6bI Ha3BaTh CTYABSIMH. DTO
6BIAO KaKOe-TO JKaAKOe MMOA0OHe MebeAr C OTKMBIIEH CBOM BEK
KAGEHKOM U C HeeCTEeCTBEHHO CHABHO 3aTHYTHIMH Ha3aA CIIHHKAMY,
[IPHAABaBIIMMU CTYABSIM GOABIIOE CXOACTBO C AGTCKUMH CAHSIMH.
TpyoHo 6vir0 nousms, kaxoe yoo6cmeo umer 8 6udy Hesedomblil
cmoAsp, 3a2ubas max HemMuAOCepOHO CHUHKU, U XOMeAoCt Oymamb,
4O Mym 8UHOBAIM He CMOAADP, A KAKOU-HU6Ydb npoesxcuti curay,
KOTOPBII, 5KeAasi HOXBACTAaTh CBOEH CHAOM, COTHYA CTYAbSIM
CIIMHBI, HOTOM B35IACSI HOMPABASITH H ele 60AbIIe COrHYyA.

Komnama xasaiace Mpa-moﬁ. Cmenvt 6viau cepuvl, NOMOAOK U

H nEPI 0YSZEQS ENISTHMH 0Xed0V 1] TAeiotn @aivetar mepi te
odpata kal peyédn xai T TovTwV odoa mAON Kal Tig KV oELS, ETL
8¢ mepi tag dpyxds, Soat i TotadTng ovoiag iotv: T@V Yip voEL
CUVECTWTWY T PEV £0TL oWpaTa Kai peyédn, Ta 8 éxet odpa kai
uéyeBog, ta 8 dpxai T@v éxOvTwy eloiv. Zvvexts utv odv 0Tl TO
Siapetov eig del Srapetd, owpa 3¢ T wavTy Starpetdv. MeyéBoug
8& 10 ptv ¢ &v ypapyn, t0 § éni Sbo éninedov, 10 § émi tpia cdpar
Kai wapd TadTa ovk E0Tv 4o péyedog S T T Tpia TAVTA €lvan
Kai 10 pig mavty. Kabdmep yap @aot kai oi [Tubaydpetot, o wdv
Kal Ta TAvTA TOIG TPLOLY dpLoTal TEAEVTY) Yap kal uéoov kai dpyn TOV
apiBuov EeL Tov Tod mavtis, TabTa 8¢ TOV Tig Tptddog. Awd wapd Tijs
PUoEwg idnQoTEG Womep vopovs ékeivng, Kal TpoG Tag ayLoTeiag ypaw-
ueba T@v O@v 7@ dplOu@ TovTw. AmodiSouev 8¢ kai Tig wpoo-
nyopiag Tov Tpémov TodToVv: TA Yap 8V0 duew pv Aéyouev kai
Tovg §vo dueotépovg, mavrag 8§ od Aéyouev, 4ANa katd T@V TPLEY

in the intervals of a gent[e rain-storm in ﬂugust
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THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast,
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened by clouds, the
water, full of light and reflections, becomes a lower heaven itself so much the more im-
portant. From a hill-top near by, where the wood had been recently cut off, there was
a pleasing vista southward across the pond, through a wide indentation in the hills
which form the shore there, where their opposite sides sloping toward each other suggested
a stream flowing out in that direction through a wooded valley, but stream there was none.
That way I looked between and over the near green hills to some distant and higher
ones in the horizon, tinged with blue. Indeed, by standing on tiptoe I could catch a
glimpse of some of the peaks of the still bluer and more distant mountain ranges in the

CYRILLIC

HeMHOTrO0 ntoroas Kyssmudos, o. Xpucropop u Eropymka cuaean yxe B 60AbIION,
MPAaYHOM U ITyCTOI KOMHATE 32 CTApbIM AyOOBBIM CTOAOM. DTOT CTOA OBIA ITOYTH OAHHOK,
TAaK KaK B 60ABIION KOMHATe, KpOMe HETro, IMMPOKOTO AUBAHA C ABIPSIBOM KACEHKOM AQ
TPeX CTyAbeB, He OBIAO HUKAKOM APYroi MeOeAr. Aa ¥ CTYAbs He BCSKHIL pelIUACS Obl
Ha3BaTb CTYABSIMH. DTO GBIAO KAKOe-TO XaAKOe 0A0OHe MebeAr C OT)KHBIIEH CBOM
BeK KA€EHKOM ¥ C HEeCTECTBEHHO CHABHO 3arHYThIMU Ha3a CIMHKAMY, IPUAABABIIMMHA
CTYABSIM 6OABIIOE CXOACTBO C AETCKUMHU CaHSMHU. TPYAHO GBIAO IIOHSTH, KaKoe YAOD-
CTBO UMeA B BUAY HEBEAOMBIIT CTOASIp, 3ari6ast TaK HEMHAOCEPAHO CITMHKH, X XOT€AOCH
dymams, 4mo mym 6uHO8AM He CMOASP, A KAK0U-HU6Yb npoesucuil cura4, Komopoii,
HeAds, NOXBACMAMb CB0€Ll CUAOTL, COZHYA CIYAbSM CHUHDBL, NOTNOM B3SACS NONPABASIY U
eme 6oabie corayA. Komuara ka3aaace Mpaunoii. CTeHbI GBIAH CepPbl, IIOTOAOK ¥
KapHHU3bI 3AKOIYEHBI, HA IIOAY TSHYAHCH IEAU U 3USAH ABIPbI HEMIOHSTHOI'O IIPOYC-

xoncdenus (dymarocs, umo ux npobus KabAyKom 6cé Mom e cuAAH), U KA3AAOCh, ECAU
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TV Yap POOEL CVVETTWTWY Ti PEY £0TL owpaTa Kai pey£0r), Ta 8 €xet odpa kai péyedog,
10 & dpxod TOV £xOVTWY €iotyv. ovexds uév odv £0TL TO StaupeToV €ig del Stanpetd, odpa 8¢
70 TAv Ty StoupeTdv. MeyéQovg 8¢ 1O pev €@ &v ypauur, 0 § éml 0o émineSov, T6 8 émi
Tpia o@pa kol Tapd TadTa ovk oty &Moo péyeBog S T T Tpia wAVTA €lvan kal TO TPig
mavty. Kabdamep yap aot kai oi ITubaydpetot, T0 wdv kal T wavTa TOIG TPLOLY DpLoTar:
TENEVT] Yap Kol péoov kai apxP) TOV dplBudy Exet TOV Tod TavTds, TabTa 8¢ TOV TR TPLAdos.
Aid Tapa Tiig pUoews eidnpoTes domep vopovg éxeivig, kal mpdg TG dyioteiag xpdueba Tov
Bewv 16 dpiOud TovTw. AmoSiSopev 8¢ kal Tag Tpoonyopiag TOV TpoTOV TOTTOV: TA Yip Sho
duew pev Aéyopev kai Todg 300 auotépovg, mavrag 8 od Aéyopev, A& KATA TOV TPLOY
TadTHV THY TpooHyopiav pautv npdtov. Tadta &, dowep eipnrat, Sia T0 THY OOV avTiy
ottwg émdyer axodovBoduey: dot’ émel Td wdvTa Kai TO wAV Kai 70 TéAetov 0V KATA THY
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SMALL TEXT WITH BOLD SMALL TEXT 10/13

THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast,
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened by clouds, the
water, full of light and reflections, becomes a lower heaven itself so much the more
important. From a hill-top near by, where the wood had been recently cut off, there
was a pleasing vista southward across the pond, through a wide indentation in the
hills which form the shore there, where their opposite sides sloping toward each other sug-
gested a stream flowing out in that direction through a wooded valley, but stream there was
none. That way I looked between and over the near green hills to some distant
and higher ones in the horizon, tinged with blue. Indeed, by standing on tiptoe I
could catch a glimpse of some of the peaks of the still bluer and more distant moun-

CYRILLIC

HemHOro norops Kyssmudos, o. Xpucropop u Eropymika cupeau yxe B 60ABIION,
MPAaYHOM U ITyCTOM KOMHATE 32 CTAPBIM AyOOBBIM CTOAOM. DTOT CTOA OBIA ITOYTH OAMHOK,
TaK KaK B 60ABIIOI KOMHaTe, KPOMe HEro, IUPOKOTrO AUBAHA C ABIPSBOI KA€EHKOMN

AQ TPeX CTYAbEB, He ObIAO HUKAKOM APYToi MebeAr. Aa M CTYAbs He BCSKHIL PELINACS

651 Ha3BaTh CTYABSIMU. JTO GBIAO KAKOE-TO JKAAKOE IIOAOOHE MeGeAU C OTXKUBILEN CBO
BeK KAGEHKOJ 1 C HeeCTeCTBEHHO CHABHO 3arHYThIMU HA3aA, CIIHHKAMH, IPHAABABIINMH
CTYABSIM OOABIIIOE CXOACTBO C AETCKUMH CaHSIMU. TPYAHO OBIAO IIOHSTH, KaKOe YAOOCTBO
HMeA B BUAY HEBEAOMBII CTOASIP, 3ari6as Tak HEMHAOCEPAHO CIIMHKH, X XOTEAOCH Ay-
Mamb, 4o Mmym eUH08AM He COASD, 4 KAK0il-HubYdb Npoesxcuii Cura4, Komopuiil, seras
10X8ACMAMY C80€Ll CUAO, COZHYA CHLYAbIM CHUHDL, OTOM 83SACS NONPABAIMY U eufe 60oAb-
me corayA. Komnara ka3asach MpauHoii. CTeHbI GbIAM CePbI, HOTOAOK H KAPHHU3BI
3aKOIYEeHbI, Ha IIOAY TSHYAMCH I[€AH M 3USIAH AbIPbI HEIIOHSTHOTO IIP OMCXOKAEHHS
(dymarocw, umo ux npobus xabrykom 6cé mom sie curat), u Ka3aA0cy, ecau 6ol 6
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REGULAR WITH SEMIBOLD 12/1§

THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast,
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened by clouds, the
water, full of light and reflections, becomes a lower heaven itself so much the more
important. From a hill-top near by, where the wood had been recently cut off, there was a
pleasing vista southward across the pond, through a wide indentation in the hills which
form the shore there, where their opposite sides sloping toward each other sug-
gested a stream flowing out in that direction through a wooded valley, but stream
there was none. That way I looked between and over the near green hills to some

CYRILLIC

Hemuoro noroas Kyssmudos, o. Xpucrodop u Eropyika craean ysxe B 60ABIIOH,
MPAYHOM ¥ ITyCTOM KOMHATE 3a CTAPBIM AyOOBBIM CTOAOM. DTOT CTOA OBIA IIOUTH
OAMHOK, TaK KaK B GOABIION KOMHATe, KPOMe Hero, IINPOKOTO AUBAHA C ABIPSIBOIL
KAE€EHKOM AQ TPeX CTYAbEB, He 6bIAO HUKAKOM Apyron Mebean. Aau CTYADS He BCAKUH
perrAcs ObI Ha3BaTh CTYABSIMH. OTO OBIAO KAKOe-TO XKAAKOe ITOA0DHEe MebeAH ¢ OT-
KUBILEN CBOY BeK KA€EHKOM M C HEeCTeCTBEHHO CHABHO 3aTHYTHIMH Ha3aA CIIMHKAMH,
npudasasuiumu cmysvsm 60Avuoe cxodcmeo ¢ demckumu canamu. Tpyoro 6viro nonsme,
Kakoe y0006cmeo umen 8 8udy He8edOMbLLl COASP, 3a2ubas Max HemuAOCepOHO CHUHKU, U
XOTEAOCh AyMaTb, YTO TYT BHHOBAT He CTOASIP, a KAKOM-HHOYAD IIPOE3KHI CHAQY,
KOTOPBII1, KeAasi HIOXBACTATh CBOEI CHAO, COTHYA CTYABSIM CIIMHBI, IIOTOM B3SIACSI
nonpassamo u euge 6oavuue coznyr. Komnama xasarace mpaunoii. Cmenvt 6vtau cepol,
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REGULAR WITH BOLD 12/15

THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle rain-
storm in August, when, both air and water being perfectly still, but the sky overcast,
mid-afternoon had all the serenity of evening, and the wood thrush sang around, and
was heard from shore to shore. A lake like this is never smoother than at such a time;
and the clear portion of the air above it being shallow and darkened by clouds, the
water, full of light and reflections, becomes a lower heaven itself so much the more
important. From a hill-top near by, where the wood had been recently cut off, there was a
pleasing vista southward across the pond, through a wide indentation in the hills which
form the shore there, where their opposite sides sloping toward each other
suggested a stream flowing out in that direction through a wooded valley, but
stream there was none. That way I looked between and over the near green hills to

CYRILLIC

Hemuoro noroas Kyssmudos, o. Xpucrodop u Eropyika craean ysxe B 60ABIIOH,
MpPa4HOI1 U ITyCTO KOMHATe 32 CTAPbIM AyOOBBIM CTOAOM. DTOT CTOA OBIA IOYTH
OAMHOK, TaK KaK B 6OABIION KOMHATe, KPOME HETo, IHPOKOTO AMBAHA C ABIPSIBOI
KA€EHKOJ AQ TPeX CTYAbEB, He OBIAO HUKAKOM APYroi MebeAn. Aa 1 CTyAbst He BCsI-
KHI PENINACS OBl Ha3BaTh CTYABSIMU. JTO OBIAO KAKOE-TO KAAKOe I0A0bme Mebear ¢
OTXKHBILIEN CBO BeK KA€EHKON U C HEeCTECTBEHHO CHABHO 3aHYTHIMU Ha3aA, CIIMH-
Kamu, npudasasuumu cmysbsm 6orvuioe cxodcmso ¢ demckumu cansmu. Tpyoro 6viro
noxsmv, kakoe ydo6cmeo umeA 8 udy Hesedomblii CMoAsp, 3a2ubas Max HeMUAOCepOHo
CIIMHKH, M XOTE€AOCh AyMaTh, 4TO TYT BHHOBAT He CTOASIP, 3 KAKOA-HHOYAD IPO-
€3)KHH CHAQY, KOTOPBIi, JKeAasl IOXBACTATh CBOEI CHAO, COTHYA CTYABSIM CIIHHBI,
nomom 634AC NONPasAImo u ewye 6oavute coznys. Komnama xasaraco mpaunoii.
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THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle
rain-storm in August, when, both air and water being perfectly still, but the

sky overcast, mid-afternoon had all the serenity of evening, and the wood
thrush sang around, and was heard from shore to shore. A lake like this is never
smoother than at such a time; and the clear portion of the air above it being
shallow and darkened by clouds, the water, full of light and reflections, becomes
a lower heaven itself so much the more important. From a hill-top near by, where the
wood had been recently cut off, there was a pleasing vista southward across the pond,
through a wide indentation in the hills which form the shore there, where
their opposite sides sloping toward each other suggested a stream flowing out

CYRILLIC

HemHoOTO 1moroas Kyssmuuos, o. Xpucropop u Eropymka cupean ysxe B
OOABIIOF, MPAYHO¥ ¥ ITyCTOI KOMHATE 32 CTAPBIM AYOOBBIM CTOAOM. DTOT CTOA
OBIA IOYTU OAMHOK, TaK KaK B 0OABIIOI KOMHATE, KPOME HEro, IIMPOKOTo
AUBAHA C ABIPSIBOI KA€EHKOI AQ TPEX CTYAbeB, He OBIAO HUKAKOM APYTOI Mebe-
AM. A ¥ CTYADSI He BCSIKHIL PEIIUACS Obl Ha3BaTh CTYABSIMU. JTO OBIAO KAKOE-TO
KaAKOe TT0A0OHue MeOeAU C OT)KUBIIEN CBOI BeK KA€EHKOI 1 C HeeCTeCTBEHHO
CUABHO 3AZHYMbIMU HA3A0 CHUHKAMU, NPUOABABIUUMU CITYAbIM 00AbLLOE CXOOCMBO C
demckumu cansmu. Tpydno 6via0 nonsme, kaxoe ydo6cmeo umea 8 8udy Hesedomblil
CTOASIP, 3arH0asi TAK HEMHAOCEPAHO CIIUHKH, H XOTEAOCHh AyMaTh, YTO TYT
BUHOBAM He CIOASP, A KAKOU-HUOY0b npoe3scuil curat, KOmopulil, Heras

GREEK

H IIEPI 0YSEQS ENISTHMH 0Xed0V 1] TAeloTh aiveTat wepi Te owpata Kai peyé-
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apOpuov éxeL Tov Tod TavTog, TAdTA 3¢ TOV TH)G TPLAd0G. Ao TaApa TiS PUOEWS
il QOTES WoTEp VOUOUS EKeivS, Kai PO Tag ayroteiag ypwuela 1@y Oy 7@

32



SUBHEAD WITH BOLD SUBHEAD 16/18

THIS SMALL LAKE was of most value as a neighbor in the intervals of a gentle
rain-storm in August, when, both air and water being perfectly still, but the

sky overcast, mid-afternoon had all the serenity of evening, and the wood
thrush sang around, and was heard from shore to shore. A lake like this is never
smoother than at such a time; and the clear portion of the air above it being
shallow and darkened by clouds, the water, full of light and reflections, becomes
a lower heaven itself so much the more important. From a hill-top near by, where the
wood had been recently cut off, there was a pleasing vista southward across the pond,
through a wide indentation in the hills which form the shore there, where
their opposite sides sloping toward each other suggested a stream flowing out

CYRILLIC

HemHoOTO mmoroas Kyssmuuos, o. Xpucropop u Eropymika cupean ysxe B
OOABIIION, MPAaYHOI U ITyCTOI KOMHATE 33 CTAPbIM AyOOBBIM CTOAOM. JTOT CTOA
OBIA TOYTH OAMHOK, TAK KaK B 00ABIION KOMHATE, KPOME Hero, UPOKOro
AVMIBaHA C ABIPSIBOM KA€EHKOM AQ TPeX CTYAbEB, HE OBIAO HUKAKOM Apyrou Mebe-
AYL. A\ ¥ CTYADSI He BCSIKHI PEIIHACS OBl Ha3BaTh CTYABSIMU. JTO OBIAO KAKOe-TO
JKAAKOe TI0A0OMe MebeAr ¢ OT)KUBIIEH CBOM BeK KACEHKOM M C HeeCTeCTBEHHO
CUABHO 3A2HYMbIMU HA3A0 CHUHKAMU, NPUOABABIUUMU CITYAbSM DOAbLLOE CXOOCMBO C
demckumu canamu. Tpyoro 6vir0 nonsme, kaxoe yooocmeo umer 8 8udy Hededombiil
CTOASIP, 3arn0asi TAK HEMHAOCEPAHO CIIHKH, H XOT€AOCh AYyMATh, YTO TYT
BUH0BAM He CMOAAP, A KAKOIi-HUOY0b NPoe3nuil curay, KOmopotil, xeras
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Light and Reflections
A gentle rain-storm in August

Stream Flowing

THE WOOD THRUSH SANG AROUND

The Serenity of Evening

A lake like this is never smoother
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CAPTION ITALIC, ITALIC, SUBHEAD ITALIC, AND DISPLAY ITALIC FONTS WITH SWASH FEATURE APPLIED

Alissa Bernhard Caprice Derrick Erica Franklin Guinevere
Harold Tmogene Jason Kamelia Lawrence Miranda
Nicholas Olivia Phillip Querida Rashad Sumiko Thomas Ursula
Dincent Willow Xiomar Yvonne @cﬁary
This small lake was qf most value as a neigﬁéor in the intervals of a gent[e rain-storm in ﬂugust, wﬁen, both air
and water 6eing _perfect[y still, but the sky overcast, mid-afternoon hao all the serenity of evening, and the wood
thrush sang around, and was heard ﬂom shore to shore. A lake like this is never smoother than at such a time; and

the clear portion of the air above it Eeing shallow and darkened by clouds, the water, full of light and reflections,

becomes a lower heaven itseﬁr so much the more imf)ortant. From a ﬁi[[-tojo near 6}/, where the wood had been

Alissa Derrick Erica Franklin
Nicholas Sumiko Ursula

Alissa Bernhard Constance Derrick Erica Franklin Gayle Harold Tmogene Jason Kamelia Lawrence Miranda Nicholas Olivia
Phillip Querida Rashad Sumiko Thomas Ursula Vincent Winifred Xiomar Yvonne Jachary
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Andpeii Beampuca Borodap Taadupa Dopoeii Examepuna
XKanua 3urosuil ”Lleo]oza ’Kcmgpuﬂ ﬂm5omu]o Mpromaea ?[mcugﬁqp
Onydpuii. Tlyavxepus Pocmucrasa Cepagum Jllamapa Yivan Peruyama
Xpucmogop Uecras Ireoropa FOpui f[ﬁomaea

Hemroz20 102004 Kysomuuos, o. xﬁucm%ﬁop u Eeopywika cudeu yoHe 6 GoAbLuoil, MPaUHol u nycmoil KomHame
3a cmapoim ()y606bm cmoAom. Imom cmoa bviA noumu 00uHoKk, max Kax 6 6oAbuioli KoMHAame, Kpome He2o, wiu-
pokozo dusana c abwﬂsoa KAeeHKoli 0a mpex cmyaves, He 6bLA0 HUKAKOTE ()]ayzoﬁ mebeu. Dau CIyAbS. He BCKUL
pewuacs 6vt Ha3samb CMyAbaMU. IMO 6bLA0 KaKoe-mo sarkoe n10dobue mebeAu c omucusuesi coil ek KAeeHKOIL U

C HeecmecmeeHHO CUAbHO 3(12H}/H’IblMu H(lS[Za CNUHKAMU, nﬁuaasasmumu cm_y/tww 60./me06 cxoc)cmso C aemCKumu
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ANéEavdpog Bepevikn Tidpyos Aéomowa Eppavovrid
Zayapovda Hemoriwy Ocddwpos Tpida Kallismy Tldlapog
Mapiva Nikddaog Zévia Opéotns Tlapaokevy] Puydpdog
Zaﬂ§6a’) Trlléyag(og Tﬂévvq Sﬁoggog Xpuotiva ‘Fawqﬂxog Lpiwv
H mepl boews émaripun oxedov i mheiory paiverar mepi Te owpata kal peyédn xal T TovTwy 0boa mAIy Kal Tag
KoL, €t )3 epi Tag dpyds, doar Ti¢ TolavThg ovolag iotv: TV yap 5}515051 OUVECTWTWY TA YéV £0TL oWpaTa Kal
gsyé\gr[, T’ 52(8! owpa Kal géysSog, T’ dpyal TOV EYOVTWY Eioiv. Zvvsxég pév ot éoti 70 &atpen‘w €ig del Staysrd,
o@pa 8¢ 70 wavty Siapetov. MepéSovg 8¢ 1o uév ¢4 v ypapyr, 10 8 éml 8bo éninedov, 10 8 énl pla o@ua- xal ma-
pa TavTa ovK E0TLY aMo yéy&%g die o T Tpia wdvTa eivar kai TO Tpig TAVTY. a9d7rsf> ydp 560101 Kai oi ’JTvSayo’pstox,

7 v Kkal 7 TdvTa Tof Tpioly dpiotar Tedeuts) ydp kal péoov kal dpyi TOv dpiSudy Egel TV Tob Tavrd, Tabra Ok
Juwpyos Aéomowa (-)so’SwJaog
Zévia Tlapaokevt] Sﬁoggog

FAékavdpog Bepevixy Tidpyos Aéomowa Eppavovid Zayapotla Heéaoriwv Oeédwpos Tpida KaXlémn Jldlapog
Mapiva Nikblaos Zévia Opéotng Tlapackevi] Q’t}(dpb‘o; Sandd ’Trlléya;(o; Tﬂévvq Sﬁotﬁo; Xpiotiva ‘Fayyr’lﬂ;(og Qpiwy
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Ipaxcckuii kamepHoiti opkecmp

Opurunaspuas komnosunus Crepana Mapkyca
ITpaxckuit KaMepHBIN OpKecTp,
nop ynpasaesueM Kaccanapol AHbeAAn

Ceﬁaﬁtm

1. Yacrp 1 AASL CKDMIIKH, YAAPHBIX M CTPYHHBIX HHCTPYMEHTOB
2. Yacrs 11 AASL YAQPHBIX U CTPYHHBIX HHCTPYMEHTOB
3. YacTp 111 AASL YAQDHBIX U CTPYHHBIX MHCTPYMEHTOB

4. Yacrsp 1V AASL YAAPHBIX, ABYX q)OPTeHHaHO U CTPYHHBIX HHCTPYMEHTOB

S. Yacts v AAS CKPHUIIKH, YAAPHBIX M CTPYHHBIX HHCTPYMEHTOB

6. YacTs vI AASL yAQPHBIX U CTPYHHBIX HHCTPYMEHTOB
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Café CBe[[agio~

Wine by the Glass

CHAMPAGNE Non-Vintage Brut, Reims
A complex nose of apple, citrus, and caramel followed by
crisp full flavors with earthy cherry and citrus notes. $12.00

SAUVIGNON BLANC Napa1998

Medium body with refreshing minerality, crisp and balanced,
combining tree-fruit flavors with melons and flowers. $7.00

CHARDONNAY Russian River, Sonoma1999

A full-bodied and ripe wine with aromas of pear, apple, and caramel.
Creamy flavor with hints of smoky, tropical fruit. $8.00

PINOT NOIR Russian River, Sonoma 1997

Complex, with contrasting earth and fruit notes with hints of leather,
figs, plums and cranberries, all with a long, rich finish. $9.00

CABERNET SAUVIGNON Napa Valley 2001

Dense and full-bodied, with deep purple color and a sweet nose of cassis
intermixed with licorice, graphite, and smoky oak. $10.00

CHIANTI CLASSICO Riserva, Tuscany 1996

Intense ruby red color, with hints of vanilla and wood in the aroma.
Dry and well balanced, with notes of spices and wild berries. $8.00




pizza

« Napoletana

Tomato, anchovies, capers, hot peppers, olives and oregano 10.00

« Margherita

Tomato, fior di latte mozzarella, basil and parmigiano 11.00
« Salsiccia
Housemade fennel sausage, tomato, bell peppers, onions and mozzarella 13.25

o New Haven Clam

Cherrystones, tomato, oregano, pecorino and hot peppers 16.00

« Broccoli Raab

Broccoli raab, ricotta, oven-dried tomatoes and mozzarella 12.75

4 Formaggi

Mozzarella, fontal, provolone and pecorino 12.25

pasta

« Spaghetti with plum tomatoes, garlic, extra virgin olive oil 8.00 / 11.00
and peperoncini

o Bucatini with sardines and Calabrian chiles 14.00

« Saffron risotto with oxtail ragu 14.00

« Mint tagliatelle with hedgehog mushrooms and créme fraiche 14.00

« Tripe alla Fiorentina 8.00

« Little gem lettuce with Montasio frico and lemon-anchovy vinaigrette ~ 9.00

« Fresh-picked Dungeness crab with Belgian endive and grapefruit 13.00
« Insalata del campo - Bitter greens, walnuts, parmigiano and 9.00
balsamic vinaigrette
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