
History
The Arial® typeface is one of the 

most widely used designs of the last 
30 years. Drawn in 1982 by Monotype 

Imaging designers Robin Nicholas and 
Patricia Saunders for use in an early 

IBM® laser printer, Arial has become a 
staple for textual content. While some be-

lieve Arial has its design roots in the Hel-
vetica® typeface, its foundation is actually 

in the Monotype Grotesque® design, drawn 
at the turn of the last century. Although cre-

ated for IBM, it was Micro- soft in 1992 that 
chose to make Arial part of a suite of system 

fonts for the Windows® 3.1 operating sys-
tem. That decision gave the design its most 

important send-off. Since then, Arial has 
been used on just about ev- ery computer 

and in every textual appli- cation imag-
inable. In addition to being bundled with 

Windows operating systems, it’s found 
on the Apple® Mac OS X® operating 

systems and is embedded in v i r t ua l l y 
all PostScript®-based laser printers. 

While only a few Arial fonts a r e 
bundled with operating sys- t e m s 

and hardware products, there are a 
large number of variants in the family 

available to graphic communicators. More than 28 styles ex-
ist, which include a range of rounded and monospaced de-

signs. Because it is easy to read at large and small sizes and in 
a variety of applications, Arial has been a staple screen font for 

decades. Arial, however, has many uses beyond on-screen appli-
cations. It has been a popular choice for advertising, book design 

and office communication. The availability of many narrow widths 
also makes the typeface suitable for posters and large print ads. 

In smaller point sizes, Arial is popular for diagram annotations and 
is an easy-reading typeface 

for books. Arial is also used in 
many logos and informational 

material, such as booklets, ed-
ucational aids and instruction 

manuals. 



Ger-

many, 

where Stem-

pel was based. 

The company, how-

ever, felt it would be too 

difficult to market a new face 
under another foundry’s name 

and looked for one that would em-

body the spirit and heritage of the face. 

The two companies settled on “Helvetica,” 

which was a close approximation of “Helvetia,” 

the Latin name for Switzerland. (“Helvetia” was not 

chosen because a Swiss sewing machine company 

and an insurance firm had already taken the name.) Over 
the years, the Helvetica family was expanded to encompass 

an extensive selection of weights and proportions and has been 

adapted for every typesetting technology.

H e l v e t i c a

The Helvetica® typeface is one of the most famous and popular in the 

world. It’s been used for every typographic project imaginable, not 
just because it is on virtually every computer. Helvetica is ubiqui-
tous because it works so well. The design embodies the concept 
that a typeface should absolutely support the reading process 

– that clear communication is the primary goal of typogra-

phy. Helvetica didn’t start out with that name. The story of 
Helvetica began in the fall of 1956 in the small Swiss 

town of Münchenstein. This is where Eduard Hoff-

mann, managing director of the Haas Type Foundry, 

commissioned MaxMiedinger to draw a typeface 

that would unseat a popular family offered by 

one his company’s competitors. Miedinger, 
who was an artist and graphic designer 

before training as a typesetter, came up 

with a design based on Hoffmann’s 
instructions, and by the summer or 

1957, produced a new sans serif 

typeface which was given the 

name “Neue Haas Grotesk.” 
Simply translated this 

meant “New Haas Sans 

Serif.” The Stempel 

type foundry, the 

parent company 

of Haas, de-

cided to of-

fer the 

design 

to 

i t s 
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on the Apple® Mac OS X® operating 
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ist, which include a range of rounded and monospaced de-
signs. Because it is easy to read at large and small sizes and in 

a variety of applications, Arial has been a staple screen font for 
decades. Arial, however, has many uses beyond on-screen appli-

cations. It has been a popular choice for advertising, book design 
and office communication. The availability of many narrow widths 
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G e o f f r e y  L e e  d e s i g n e d 

I m p a c t  f o n t  f o r  t h e 

S t e p h e n s o n  B l a k e  f o u n d r y 

i n  1 9 6 5 .  T h e  s a n s  s e r i f 

d i s p l a y  t y p e f a c e  i s  v e r y 

h e a v y  a n d  c o n d e n s e d 

i n  t h e  g r o t e s q u e  s t y l e , 

s i m i l a r  t o  H e l v e t i c a 

I n s e r a t .  U s e  I m p a c t  f o n t 

i n  d i s p l a y  s i t u a t i o n s . 

T h e  d e s i g n  r i g h t s  w e r e 

a c q u i r e d  b y  M o n o t y p e , 

w h i c h  u l t i m a t e l y  l i c e n s e d 

t h e  d e s i g n  t o  M i c r o s o f t  

a s  p a r t  o f  a  p a c k a g e  o f 

f o n t s  f o r  u s e  w i t h  W i n d o w s 

i n  t h e  1 9 8 0 s  a n d  1 9 9 0 s .
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Nautica
Naut ica i s  a new scr ip t  t ype face  based on Copperp la t e’s 
duc tus .  The Copperp la t e  penmansh ip s t y l e  has a d i s t inc t ive 
f l ow and charac t er .  Many years o f  s t eady and pa t i en t  prac t i c e 
a l l ow ca l l igraphers  t o  ach i eve the  f l ow ,  d i rec t i on ,  sequenc ing ,  and 
speed requ i red f rom the  copperp la t e  duc tus ,  t o  ach i eve i t s  d i s t inc t ive , 
e l egan t ,  f l u id  aes the t i c .  Naut i ca i s  a monumenta l  new scr ip t  f rom 
Resis t enza ,  wh ich bu i lds  on the  crea tor’s  accompl i shed penmansh ip sk i l l s . 
The de l i ca t e  s t r okes  have h igh con tras t  and an ex t ravagant  persona l i t y . 
These l e t t e r f orms invoke  18th-cen tury sai l o rs  l ogbooks  and the  nos ta lg i c 
correspondence those  a t  sea sen t  home t o  the i r  l oved ones ,  wi th  l e t t e rs  l oop ing 
and ro l l ing in to  one ano ther  l i k e  the  waves these  in t rep id adven turers  voyaged 
on .  Naut i ca’s  orna te  f ee l  i s  per f ec t l y  su i t ed t o  romant i c  app l i ca t i ons ,  and 
wi th  three  we igh t s ,  one se t  o f  use fu l  naviga t i ona l  i cons and some nau t i ca l 
kno t s  Naut i ca wi l l  a l l ow you t o  crea t e  r i ch and cohes ive  graph ics  f or  those 
' t y ing- the-kno t ’  or  in any d i sp lay con tex t  wh ich requ i res  some soph i s t i ca t i on . 
Naut i ca a l l ows  you t o  ach i eve the  complex i ty  and f l ow o f  copperp la t e 
ca l l igraphy wi th  OpenType f ea tures .  Supreme swashes insp i red by brush 
pen s t r oke ,  and exhaus t ive  a l t e rna tes ,  w i th  over  1000 glyphs and ex t ens ive 
language suppor t ,  Naut i ca o f f e rs  fu l l  pro f ess i ona l  typograph ic  f ea tures ,  f o r 
a na tura l  'wr i t t en’ l ook .  High in con tras t ,  i t  i s  a very or ig ina l  type  wi th  a 
s t rong charac t er .  With over  800 glyphs and ex t ens ive  language suppor t 
Naut i ca o f f e rs  fu l l  pro f ess i ona l  typograph ic  f ea tures .  Resis t enza i s  a type 
f oundry cons i s t ing o f  Giuseppe Salerno ,  a t ra ined ca l l igrapher who ga ined 
h i s  graph ic  des ign sk i l l s  in Tor ino ,  Ita ly ,  and Paco González ,  a se l f -
taugh t  Spanish-born des igner f rom Valenc ia .  Work ing mos t l y  by  hand , 
a bo ld ,  humanis t i c  qua l i t y  comes through in the i r  graph ic  des ign .  You may 
encoun ter  s l i gh t  var ia t i ons in the  name o f  th i s  f on t ,  depend ing on where  you 
use  i t .  Naut i ca works very we l l  w i th  Turquo i se .  ❀ ❀ ❀ ❀ ❀ ❀ ❀ ❀ ❀



The primary differences between Arial and Helvetica can easily be seen in the 
distinguishing characters shown above: Helvetica’s terminal strokes are either 
horizontally or vertically cut, while those of Arial are slightly angled, the cap G in 
Helvetica has a spur while Arial does not, the leg of the cap Rs are dramatically 
different in shape and position, and the overall shapes are more rounded in Arial 
than Helvetica. Helvetica was originally designed in 1957 by Swiss typeface 
designer Max Miedinger for the Haas Type Foundry in Switzerland. His objective 
was to create a neutral, legible sans serif typeface that could compete with the 
Akzidenz Grotesk® typeface – and could be used in a broad variety of applications. 
Its original name, Neue Haas Grotesk, reflects this heritage. When Haas became 
part of the Linotype group of companies, the name was changed to Helvetica (an 
adaptation of “Helvetia”, the Latin name for Switzerland). Linotype added more 
weights and began heavily promoting the family. Helvetica has since gone on 
to become one of the most well-known and widely used typefaces in the world. 
In the mid 1980s, Helvetica virtually became a household name when it, along 
with Times Roman® and Courier, were made core fonts in Apple® Computer’s 
operating system and laser printers – ushering in desktop publishing. At about the 
same time that Adobe was developing PostScript, Monotype won the contract to 
provide fonts for IBM’s first big laser-xerographic printers. This led to the design of 
the Arial typeface in 1982, by Robin Nicholas and Patricia Saunders for Monotype 
Typography. Several years later, Arial was also licensed to Microsoft and was 
subsequently supplied with all versions of the Windows® operating system. While 
it is true that Arial was intended to be a competitor to Helvetica – as Helvetica was 
to Akzidenz Grotesk – the intention was not to copy it. In fact, Arial is based on the 
Monotype Grotesque® typeface, a design first drawn at the turn of the last century. 
Arial is a more rounded design than Helvetica, with softer, fuller curves, and more 
open counters. The ends of the strokes on letters such as ‘c,’ ‘e,’ ‘g,’ and ‘s,’ rather 
than being cut off on the horizontal as in Helvetica, are terminated at the more 
natural angle in relation to the stoke direction. Helvetica has sharper, crisper, and 
more stylish details, such as the leg of the cap R, more curvy diagonal spine on the 
numeral 2, and horizontal or vertical end strokes on many characters. In addition, 
Helvetica has a slightly higher waistline and an overall less rounded appearance 
than Arial. Arial, on the other hand, has a less elegant, blander appearance, most 
likely so that it prints well on the laser printer it was intended for. These traits 
also make it better for other lower resolution environments, including the web 
and other pre-retina and other hi res display digital environments. Arial has softer 
curves and fuller counters, as well as a characteristic diagonal terminal on the 
t, and a curved tail on the cap Q. Helvetica was designed for print, while Arial 
was designed for computers. Helvetica and Arial are still two of the most popular 
typeface designs around. Truth be known, Arial is many times more popular of 
the two due to its widespread availability on computers. (After all, there are over 
a billion Windows computers!) But Helvetica still rules among graphic designers 
for print work, with its multiple weights and versions, as well as the rerelease of 
Linotype’s reworked, and very popular version, the Neue Helvetica® typeface.
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