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In the Western version of Adobe InDesign lines of text
can be aligned according to a baseline. The Chinese
version makes it possible to align characters to corre-
spond to the optical center, which is often very prac-
tical for Chinese characters. However, it is difficult to

reconcile baselines to the optical center.

The Multiple Variations of Chinese
Characters

Determined primarily by political factors, some Chinese
characters vary from region to region. The historical
form of the character 5% dou (a family name, p. 19, fig.
a-d) is still relatively close to seal script (p. 18, fig. a) in
terms of style and semiotics, and it is still in use in Greater

China as well as in Japan (p. 19, fig. a) today.

fig.a

Several forms of characters in Taiwan [p. 19, fig. b] and
Hong Kong [p. 19, fig. c] did not fail to leave their mark
on our example. The most radical intervention, how-

ever, was the First Chinese Character Simplification

Scheme in the People’s Republic of China in 1959. To this

day, the “Simplified Chinese characters” ( {4
jidntizi) is written there as it is in fig. d [p. 19]. In many
cases it is equally difficult to establish a connection to
the “Traditional Chinese characters” ( Z/& fantizi)
without any knowledge. Yet, these variations exercise
great influence over this gray area. Figs. a, b, and ¢ [p.
19] are variations on the same Unicode point (font-spe-
cific). Fig. d [p. 19] has its own Unicode point (character-

specific).
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fig. a: Kozuka Mincho
(Japan). U+7AC7

fig. b: LiSung Pro
(Taiwan). U+7AC7

While Latin fonts are primarily aligned along the base-
line and x-height (mean line), only the optical center is
relevant to Chinese typesetting. Both global and specific
Chinese laws of optics require varying the horizontal
and vertical expansion of each character, each of which

lies between the “extreme” characters 1 shi [cross;

fig. c: Adobe Sungti
(Hong Kong, VR). U+7AAG
U+7AC7

ten] and 1 kdu [mouth, of a river], which should not be
confused with [ ] wéi. Exceptions are characters such as
— i [one], or punctuation. This notion inspired us to
create the model word |7 I shizi likdu, or “street

crossing.”

fig. d: Adobe Sungti (VR).
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Latin typefaces are customized to each individual type
of print type. Uppercase letters are visually balanced:
sometimes space is added (for example, at H and L),
and sometimes it is taken away (for example, at L and
T). In the context of a Chinese sentence this pheno-
menon could be called an “external balance” [kerning,
going beyond adjustment]. Upper- and lower-case
letters include the vertical extent of Latin typefaces,
both ascendant and descendent length, height of the

uppercase letters, x-height (mean line), and the

3

baseline, creating a variable overall image. Even though
Chinese typesetters would not necessarily put it this
way, you could say that most Chinese typefaces vary
from the height of the character |- shi “cross, ten,” to
that of the character Il kdu, “mouth” (of a river). These
characters, as well as the character = san “three” are
helpful in vertically aligning both systems. Chinese char-
acters are “monospaced.” Each glyph in %3¢ English
and "' 3¢ Chinese is placed on an invisible quadrant;

spaces before and after already included and are only

The spaces between the
words are useful. We need
them to be able to read
faster - and not to make
sO many mistakes.

N ZE 322 IR
H— e AR ft

Mota Italic Vesper Light, Latin extended, 31
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463 English
3¢ Chinese

altered in exceptional cases, so as not to disturb the natu-

ral rhythm of the script. We would like to suggest the
term “internal balance” to describe this phenomenon.

If Chinese characters look no bigger than Latin and vice

versa, then the image of the bilingual sentence is balan-

ced. This, however, depends on each context and the
degree to which they are mixed. In typesetting Latin
fonts, words and other units are separated by spaces.
There is no space between words in Chinese typesetting,

but punctuation is set in squares—in the case of dashes,

Kozuka Mincho Pro Medium, 31

in two squares. If you compare the ways that white space
is used in both systems of writing, the results are not

so very different.

fig. a Fences are not considered desirable in English
gardens, because they obstruct the view of nature
outside of the garden. Still, animals must be prevented
from encroaching upon it, and so a freestanding wall
placed clearly below the level of the grounds themselves

becomes useful.
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Mm de moﬂmr ict, dle Gelegenheit /- mexprimer ,—’ﬁj 1H$ u%% quime tient DYaiment a coeur. FI:!Z[I IEA ﬁ)]" 95'] ) JeSuis ﬁ’x"fﬂ‘% mais
p/umm’ une autve culture narrative peut-6ire moins mﬂ/ysaﬂ, celledes Blldes.fe me permettrai donc dexercer ici etwas was sicherlich, in
einem solchen Kreis von spccialisies de la 56//6 /ﬂngue T ¥ scheinen wird. 7e vais essayer de reproduire cette pratigue orale quo-
tidienne der Mehrsprachigen unter sich. Durant le te z‘emps de cette % und ohne dass es in keiner Weise, s0ycz 7assurés, ein
Modellcharakter nehmen soll. Ichmoéchte eher & ni\i dasswirineine fﬁ_tﬁﬂgﬁﬁ ﬂﬁ eintauchen. Eine parti-
elle, perche deve anche essere possibile diintrodurre Ultaliano e diverse ["I:Ii = romanze, e anche lingue d’immigranti, /egﬁﬂﬂ
o ﬁ%ﬂﬂﬂﬁ par exemp/e eine der komplexesten europaischen Sprach;n und die dritte meist gesprochene Spra-
che m Smm Diese jﬁu aus mehreren Topfen de 7:éme importance, g nj E: fE auszuwihlen ¢; de ce fazzt, noch praziser sich dus-
sern zu kénnen fasziniert mich. Schliesslich, i/ fu:t plis o moins procédé ainsium 5 DUl Schweizer Sprache Rumantsch
zu konzipieren. Diese Sprache ist ausserdem die einzige langue véritablement spécifique du pays. Sie wurde, mppe/om—nom le
dans les années 70 ef 8Ho mit der Hilfe vom Linguist Heinrich Schmidt als originale Schriftsprache aus %@T |_J I?lﬁ 73 =
entwickelt. Der Rest /¢s /ﬂngues suisses sindjanur des /mgues ot des dialectes d. appoints, repris de lextérieur et trés médiocrement ﬂdﬂpfes.
Nous ¥ reviendrons. A Bienne/Biel undim Rahmen dieses heutigen Themas erlaube ich mir cezz¢ petite }%Eﬁﬁ en limitant cepen-
dant kontextbezogen, /¢ me/mge an den zwei Ortssprachen: /¢ [rancais et [Allemand. Erj Je mexcuse aupres des mmarzm die q’k

N

in dieser Kreolisierung nicht integriere. /¢ pourrais natiirlich mich entweder ¢/ fmngms auf 'f%nn oder sogarin EN GLISH

ausdriicken, so dass alle UNDERSTAND ME, 7ais justement, es ist einfach nicht dasselbe. 2arfois [une des langues est 11;/215 ap-
proprice, manchmal dle andere. Cet exercice erlaubt mir ega/emmt deux choses: [a premicre est de fﬂzre Jzﬂﬁﬁ 4 Patrick Chamoiseau et
EﬂIOMéZVﬂ] G/ZSS&lﬂf ﬂ]ﬁf [ﬂfflf%ff ﬂlf «TOUI Mondc» €fél lravers eux an der C%/f?/ﬁ"f 67”50/5 &l //]yéflﬂllff ainsi q%&l /&l notion ﬂllﬂlfﬂflff Vf/éleOﬂ
et la seconde dessayer zu Y 2% was geschieht oz naticre di image, de la maniére dmt L1 Suisse voninnen sowie nach aussen fi &
J:I?IEI auftritt. Cerre liberté /mgms[zque oder dieses’ SPECIAL TO OL yuue !/ f;m[ Vemmqmr ici, dass obschon Begriffe wie »

nglish Qui

0%1‘2/5P€CM/ zmtmmempmtzm/zer ﬁﬁ)’k]ﬁ 1L oder speZ|f|sches Werkzeug « auch verwendbar waren, ce rerme... »
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5" of the Ten

Interpretation:
permanent residence;
fixed location; fortress

Interpretation: Interpretation:
not to be confused with & [mo] a sort of wheat in

(final). Old term for the month early China, which
of June. Overlapping leaves and used to be sacrificed
branches of a tree. to the Heavens
6 [weil % [14i]
not; come;
not yet arrive

Heavenly Stems
(earth, middle)

@) [ding] phonetical

male adult, robust

4" of the Ten

Heavenly Stems 171[(’7'p7'e‘ratmn:
(fire, south) a meeting place for

exchanging goods and

conversation

ﬁﬁ [chéng] phonetical
completed; finished;
fixed

éng]
castle; city; market;
municipality city
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LE[CITTA|DEL FUTURO
IMARCAUS DIL AVEGNIR|

Sino-Swiss science, industry and government in dialog
under the patronage of Swiss Federal Councilor Moritz Leuenberger
September 13 - 17,2010 | Shanghai World Expo 2010, Swiss Pavilion
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s TEkFIZE R Moritz Leuenberger (RIS LBIFHE
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di he Hi h Ziirich 3 52
Swiss Federal Institute of Technology Zurich :t‘@\fﬁé;,i?

Practical Application The research included concrete
practical application in the communication field. In
collaboration with the partners Swissnex—Swissnex
Shanghai is an initiative of the Swiss State Secretariat
for Education, Research, and Innovation (SERI) and the
Swiss Federal Department of Foreign Affairs (FEDA)—

It ExE

SWISSNEX
China

E
H

and the ETH Zurich, Switzerland, a design concept for
communication media (program, invitations, infor-
mational flyer, and posters) was developed for the scien-
tific conference “Future Cities, Sino-Swiss Science,
Industry, and Government in Dialogue” at Expo 2010
in Shanghai.

Composite font made up of
Monotype Hei XBold, simplified
Chinese, 14" and Berthold
Akzidenz Grotesk Bold, basic Latin

Berthold Akzidenz Grotesk Bold,
basic Latin, 14

Composite Font aus Monotype Hei
XBold, simplified Chinese, 9.5" und
Berthold Akzidenz Grotesk Bold,
basic Latin

Composite font made up

of Fangzheng Shu Song,
simplified Chinese, 9.5 and
Mota Italic Vesper Light,
text figures 97% (corresponds
010,19 ), baseline offset +2%

Berthold Akzidenz Grotesk Bold,

basic Latin, 11

Mota Italic Vesper Light, Latin
extended, 10,5

ZiIEWIRE: XFHEFNE
Multilingual Media: Degrees of
Coexistence
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The Current Standard in China

There are basically two sides to the coexistence of Chinese and
Latin scripts in typographic media. One follows the currently
prevailing linguistic standards; the other’s goal is to deliberately
orchestrate coexistence. The former represents the coexisting
ratio between Western and Chinese elements, as required by
modern Chinese typography. In addition to Chinese and Latin,
other elements such as Japanese, Korean, and so on may occur. In
appearance, this naturally co-existing ratio, i.e. Arabic numerals
or punctuation, can occur in a Western-style Chinese text. It
should be remembered that these numbers are read not in En-
glish, but in Chinese. Consequently, contemporary Chinese texts
are in what is called “multiscript.”

XFHAENE—HER
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The First Degree of Coexistence

Since numerals, such as years, appear in Chinese texts, along with
terms from other languages, such as English, we are talking about
multilingual typography. In a Chinese text about the city of
Geneva, for instance, it is useful to add the French names of local
places in parenthesis after each Chinese term, so that it is easier

to navigate the city. An address only makes sense in the target
language, since otherwise the post office will not be able to sort

it properly. Interspersing Chinese terms throughout sinological,
philosophical, or literary texts, such as a German translation of
Confucius, contributes to understanding. This could be thought
of as a deliberately incurred, economic relationship of coexis-
tence. In this context “economic” means that only what is con-
sidered necessary is presented in both languages. [fig. a, pp.
36-37; fig. a, pp. 38-39].

XFHENE=Z, —HEE

— R ST TP RN AN [ 3 [l S B, SO IR AF TR

U BE T o TR R R SGE b HR RR ) 52 R AR 51 e e

AT BB ok - X SETh 5 B AR S 4L B2 LW HL g 7
XFE, XGEMBFHAFSAF AL U =R R . S —FhE
JE IR iE 5 AE ] — AR T AR A A2 EY, T2 A 4k
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L FEATEEAEROR (A A UARTE S, LNt 5

Code-mixing

The first degree of coexistence
corresponds to what Keith
Tam describes as “code
mixing” : One language is
embedded in a sentence in the
other language (words and

phrases). The transition

between standard, first degree,

and code mixing is fluid and
always dependent upon the

author’s writing style.

Texts of varying

lengths

fig. a When a full-length
text is presented simul-
taneously, this kind of

layout creates a large gap.

Ho BME—ADSORE 1T Z2F0E 5 4 A AR, TS0tk
PH RS LB S I B AR A B
EE KRB Z A SR (I [FE R A 20 47 8 L 2 HE
------ ), LA PR S ARG . XPh e T 2T 7
I J2 T L B A 22 A AR S AR SR [ L

36-37 1 Kla; #i38-30 0 Klal,

The Second and Third Degrees of Coexistence

Orchestrating coexistence begins when a text is presented in two
languages, either in part or in full. This includes all communica-
tions media that are deliberately designed to be bilingual. The
question then is: To what degree are the languages intertwined?
In the second degree, both languages appear in a given medium
one after the other, in paragraphs, chapters, or on separate pages,
without mixing them at all (e.g., in multi-language contracts).

In the third degree, the different languages share a single page,
which deliberately puts them into a relationship with each
other (next to each other; one on top of the other, et cetera), and
this starts a dialogue. This can mean parallel solutions (one to
one) or arrangements of strongly interwoven blocks of text. On a
subtle level, this method of design supports mutual trust and
intercultural communication [fig. a, p. 40; fig. a, p. 41].
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The following three basic questions are pertinent to the layout: This example favors the
First, are the orthotypographic standards being observed for each Chinese language, because

language, and are the recipients and the rest of the team satisfied the reader has to search for

. . the beginning of the
on all sides? Is the translation of each language acceptable and e

English text.
solid? Second, does it all hang together as a whole? Is this unified
medium functioning from a systematic point of view, or does it
negatively affect reading habits? Does the multilingualism have a
positive or negative impact on the entire composition (division of
space, column widths)? Too much information also dissipates
reception. Is the creative tension maintained? Where can reduc-
tions be made, or things be unified? For instance, can images
and captions appear as a single connected element, or in contrast,
could the various languages be assigned to different pictures,
which would then in turn be in a complementary relationship to
each other? Here, even more complex possibilities emerge,
which question the unambiguousness of the word “translation.”
Third, if multilingualism exerts a positive influence on the aes-
thetics of the medium, it is beneficial or burdensome?

XFHEHENHEE

SRR B SCTIHAT, RS MO RS (98 scripts) £
HAENE, St Eaa PR R R G —— AL R B
REEISE S LS e SEAA, TR S i —
SO . OSSR, T S AR D B BT O S
itk T, IEEE DI AU ARSI [A] 1
)

The Fourth Degree of Coexistence

Finally, the fourth degree of coexistence is a strong mixture of
languages and scripts with creative and communicative inten-
tions; here, the idea is to make it possible to experience the inter-
action, combination, and transparency of visual cultures. Someti-
mes the recipient is also confronted with a network of language
and culture that seems like a riddle, which then, as a deliberate
typographic statement, orchestrates the complementary interac-
tion of linguistic, visual, and cultural codes. Alternating languages
and fonts with each other without substitution [fig. a, pp. 66-67]
creates multilingual information, which is reserved for a multi-

lingual readership.

TEFTA S DU EE R B3, AR & SO IR B,
BOR T PP IR B3O AU R IR Z A R A&

In the examples of the four degrees shown, the respective writ-
ten languages are present simultaneously and all require that the
font ratios, sentence elements, and images be consciously laid
out in relation to each other.
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Chinese Typesetting

In ancient China, codices were not made out of paper, but out of
bamboo slips bound together, with characters being written or
etched from right to left in lines running from top to bottom. The
method of constructing these early manuscripts has been pre-
served to this day, even throughout the age of print. In terms of
form, the pattern of lines correlates to the gaps between the
pieces of bamboo; the “fishtail” is used to clearly define the folded
edge. It contains column titles and other generic information,

some of which lies directly on the fold, but is still easy to read [fig.

a+b, pp. 56-57]. Because codices were handed down from one
generation to the next, they gradually accumulated handwritten
annotations. [fig. b, p. 54]. These comments not only served to
better interpret the original text, but also helped to position new
currents of thought. Because the “culture of commentary”
became a fixed component of Chinese books, they were typogra-
phically integrated early on—the one-line running text is
interrupted by two-line commentary in half-size script, printed
in the fJj’K fingsong, or “excellent” font. Often printed in red
along with the grid, they become generic information. The resul-
ting intimate relationship of the annotation to the original text
complicates the translation of the classics on linguistic, logical,
and visual levels. Perhaps, however, the blending of original
text and commentary also provides a good basis for the current
practice of using Latin script in Chinese print media.
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KEERE XMhklbESCUX Designing Relationships

fig.a

Hierarchy of Colors

Black is used exclusively for the source text (the
master’s words) and for generic navigation with
the fishtail. Anything in red either serves to
emphasize the reading direction (lines) or else

denotes punctuation or commentary added later.

folded, but at the same time it is an indispensible
aesthetic aspect of a traditional Chinese book.
These “circles” denote the ends of sentences. Chi-
nese books initially did not use any punctuation.
Usually, punctuation notes were added by reader
while reading. Over time, such punctuations were
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Fishtail in the printing block
Punctuation
included in book printing.
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the chapter [juan]

Number of scroll

S KEREHE XREES<-HEX Designing Relationships

fig. b, New edition of J:°F* Zhuangzi in old letterpress style

the oldest “book form” in ancient China) emphasize

This traditionally produced Chinese book is a new edi-

the reading direction and separates the generic

tion of the classic JT:F Zhuangzi. The concept for the

navigation along the folded edge (above and below

the “fishtail,”

layout of the pages and the typography contain delib-

erate “classical” references. The type is set vertically,

see center right) from the text itself.

This is subdivided into the source text (the master’s

and from a Western perspective, it reads “from back

words), set in black in {Jj4{& fingsongti, and the

to front.” It consists of closed quarter quires, printed

commentary added later (set in red in half-size {Jj A/

only on the outsides; the threads of the binding can be

fiingsongti), or the punctuation (in red on the lines).

seen from the outside. The page is divided into three

hierarchical levels: the patterned lines printed in red

(imitating the style of bamboo slips bound together,
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The text on the book band

is Chinese, with a few |

ISEN 976-986433307-9
vlva‘l!nllvu IIVI l

English fragments inter- |
spersed, which are hier- I NT$350 EMAH | HIFE € BMER 2010 Revolution-Star Publishing and Creation Co. Ltd.
archically subordinated
to the running text in
Chinese. The centered
punctuation marks typical
in Taiwan must also be
used in between English
terms. They follow the

rhythm of the Chinese
type.

Bwi_ )

fig.a

This catalogue from the Taiwanese designer %7k £ Nie
Yongzheén has a jacket text in Chinese on the banderole,
sprinkled with English terms from the World Wide
Web. Keith Tam calls this relationship “code mixing” .
Typeface and size are coordinated. The typefaces used
are distinguished by similar characteristics, such as the

thickness of the basic line of script.
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interspersed throughout Chinese texts. It would be
difficult to make a page look good, if the Chinese ver-
sion of Adobe InDesign did not have the & £ 5{& fuhé
zitt (Composite Font). This allows the details of “pairs
of fonts” to be matched and they become virtual fonts
that can be selected from the font menu. Besides com-
bining several fonts, it is also possible to precisely
coordinate sizes (with the figures separated from the

letters) and to offset baselines.

el ‘

It is also possible to adjust and save the
automatic balance (not an optical balance) of

Latin, Chinese, and punctuation glyphs.
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[4]

[s]

(1]

[3]

[5]

der Zuriicknahme des Egos verwiesen wird, der auch als »doppeltes
Vergessen« bezeichnet wird. In einem ersten Schritt vergisst der Adept
das Denken und Wollen des Alltagsbewusstseins, um in der Folge auch
diese Ebene hinter sich zu lassen und frei von Nicht-Wollen zu werden.
Zuletzt ist ein Zustand zu erreichen, in dem es weder Bewusstsein noch

.
I

fig.al

Unbewusstsein gibt [Kohn 2000: 366]. Hummel versteht # mio als
»Hintergriindigkeit« [Hummel 1948: 26], doch wird der Begriff in der
neueren Literatur meist als )Subtilititc wiedergegeben. Chang [Chang
1982: 120 f] vermutet nicht iiberzeugend allein aus Reimgriinden ein
anderes urspriingliches Schriftzeichen als [} mén iTor«.

Y e B WA R wan wii zlio yan ér bu ci.
A WA A shéng ér bu you.

2 TR o wéi ér ba shi.

R R R, gong chéng ér bu ji.

K M Bh R, fa wéi fa ju,

2R &K shi yi ba qu.

2% Daodéjing by % ¥~ Laozi [Lao Tse]

> 2 2
FAF RN Tian xid In der Welt
EmE ez Ak jié zhi méi zhi wéi méi: weil} jeder, was die Schonheit des Schénen ausmacht:
g O s éyl ‘Wahrlich, dies ist das Hissliche.
g 1A jié zhi shin zhi wéi shin, \ Jeder weif3, was die Giite des Guten ausmacht:
I < # BE. si ba shan yi. 5 - s Wabhtlich, es ist das Ungute.
i d g Deshalb \
AR A, you wi xiang shéng, bringen sich Sein und Nicht-Sein wechselseitig hervor,
#E 5 8 AR, nén yi xiang chéng. vollenden sich Schwer und Leicht wechselseitig,
& &1 %, chéng duin xiang xing, - gestalten sich Lang und Kurz wechselseitig,
8, gao xia xiang qing, ~ messen sich Oben und Unten wechselseitig,
o OE AN, yin shéng xiang hé, = ‘ « passen sich Tonhohe und Klangfarbe wechselseitig an,
Al & Bl qgiin hou xiang sui. , bestimmen vorne und hinten ihre Reihenfolge wechselseitig.
1
B ULE A R E A shi yi shéng rén chu wa wéi Aus diesem Grund beschiftigt sich der Vollkommene
Z &, zhi shi, mit Angelegenheiten des Nicht-Eingreifens
TAE Z# xing bt yén zhi jido. - und fiihrt die Lehre des Nicht-Redens aus.

Was die zehntausend Dinge angeht, so handelt er in ihnen
und Zufert sich nicht.

Sie entstehen, doch er will sie nicht in Besitz nehmen.

Er handelt, doch stiitzt er sich nicht darauf.

Er vollendet seine Leistungen, doch bleibt er nicht [dabei].

Nur wenn er nicht da stehen bleibt,

entfernt er sich gerade dadurch nicht.

Due to the large number of annotations, reading
Chinese classics has never been a linear process.
The various elements of this bilingual edition

greatly reinforce the discontinuity.

The section of commentary is completely inden-
ted, clearly distinguishing it from the source text
and the translation. In traditional Chinese works
of literature this distinction is emphasized by the

choice of font, font size, and color.

A bilingual Chinese-German scholarly edition of
the T4 Daodéjing by &F1d0zi (Lao Tse)
distinguishes five levels. Due to the ambiguity of
the characters and their combinations, the an-
cient Chinese source text [1] can be interpreted in
many ways. Even ancient Chinese editions,
therefore, provide commentary in between the
individual lines of the source text, to help with
the process of interpretation. The Pinyin trans-
cription is based on the contemporary reading
(an additional ancient Chinese text would be
helpful, but certainly not possible in this edition,
for reasons of space). The German translation on
the righthand side [3] takes up twice the width
of a column, to keep the longer lines at the same
level. The translation here is only one out of
many possible translations—something made
very clear in the commentary [4]. The annota-
tions are so detailed that they continue onto the
next pages until a new section is presented in the
manner that can be seen here. Generic elements
[5] here are simply the line, section, and page
numbering, and the dividing lines. In the first
sections of the book, a sixth level is added: a
literal German translation, which follows the
order of Chinese characters. Unlike the histori-
cal works of literature already presented here,

color does not play a part here.

At the same time, this edition provides examples
of the first degree of coexistence, and the repro-
duction of the Chinese characters assists in
understanding the text. To take a step toward
“equal coexistence,” it is essential to present
Chinese terms in their original language. By
repeating the same concepts in continually
different contexts, readers gradually become
acquainted with the typeface and meaning of

the world of Chinese concepts.
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The publication HamburgShanghai: Ein gemein-
sames Buch zur Partnerschaft (HamburgShang-
hai: A Collaborative Book on Partnership; Ham-
burg Liaison Office Shanghai, 2006; designed by
Roman Wilhelm) is a textbook in which the
articles are lined up, one after the other, and laid
out as text runs across four or more pages. The
differences in length are not balanced out by the
length of the lines, but by the relationship of the
blocks of text to each other. It uses Gerard
Unger’s Coranto, a classic font in the Dutch style
with many untypical details, as well as various
Ak songti by J51F fangzhéng (Founder). It is
precisely Coranto’s untypical details (such as the
pointed stems) that make it an attractive “script
partner” that harmonizes with Chinese typeface,

even in terms of type color.

Each Chinese font has a completely integrated
Latin font (and often a Cyrillic font, as well). In
the case of Sung monotype [see fig. a], itis a
transitional Baskerville font whose closed struc-
ture and low x-height is unable to form such a

strongly charged relationship with the Chinese
type.

If the two different scripts appear in alternating
paragraphs, this results in an image rich in
variety. The two languages not only stand next
to each other, but also on top of each other, ina

visual dialogue.

fig.a

ENTSTEHUNGSGESCHICHTE
UND TRADITIONEN EINER
STEADTEPARTNERSCHAFT

Hamburgs direkte Handelskontakte zu China blicken in diesem Jahr

Von Prof. Dr. Bernd Eberstein  auf eine Geschichte von 275 Jahren zuriick. Am Anfang stand die sidchi-

nesische Metropele Kanton. Von dort am 1. Januar 1731 lossegelnd, licf
daserste Schiff aus China am 12. September des gleichen Jahres im Ham-
burger Hafen ein, die unter preuRischer Flagge fahrende Fregatte sApol-
lone. Auch das erste unter hamburgischer Flagge nach China segelnde
Schiff fuhr 1897 nach Kanton. Shanghai war im 18. Jahrhundert zwar ein
regional bedeutender Hafen, gelangte aber nur langsam in den Blick

europiischer Handler.!

Erst durch den Opiumkrieg und den abschlieRenden Vertrag von Nan-
king wurde Shanghai 1842 dem Handel geaffnet. Zu dieser Zeit hieR es
tberdie Stadt: Zahlreich versammelten sich die Kaufleute und Handels-
herren. GroBe und Kleine Dschunken kamen zu zigtausenden, und in-
nerhalb wie auBerhalb der Stadt gab es keinen freien Flecken Erde
mehr.«* Nach der Offnung kam es zu einer schnellen Entwicklung. Be-
reits fiar 1845 heift es in einem Gutachten tiber den Chinahandel zwi-
schen Hamburg und Shanghai: »Die zunehmende Wichtigkeit des Ha-
fens von Shangha ist daraus ersichtlich, daR die Ein- und Ausfuhr in
Schiffen unter hanseatischer Flagge sich daselbst bedeutend vermehrt
hat.«' Wihrend 1840 noch fast die gesamte chinesische Ausfuhr iber

N5 Ll —
gMi150%%

OLIR S50 15 L 5 ST LA R BI2 7SR S0, 1 SR IR di J )
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RO LR ST R AT, B DRI, .
BB IO Rl LI Y, FASO74F N i, 18I
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HIFHSK A OB 700 (MR 200 . LA T 184248 JF B G
U GBS, SRR PO ARSI TG, SRR,
CIFUTEHOR, LA MR 18459, — ) D008 0 L R AR TS S5
HUFR, B O UL IR, R R TR
ST E. 5184050 e WAt 1 52 ™ M TFHILE , 18707,
TS 058, AR |96 M. 20 1T BI63%. L E1880%
ALE|TT0%. 1864%, Ll BRI 0 MATI6077 I E MRS 0o, S1P,
PHLA L 2000-3000A. 19842k, i% 1M A I BCRE L F B A A
WA LRCINE10,000% £ 45,
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Rufina Wa: Political and economic reforms since the late 1970s ini-
tiated the formation of a new subaltern class in contemporary Chi-
nese cities known as the floating population, Millions of migrants
have flowed through China’s uneven economic landscape in pursuit
of the Chinese Dream. There are an estimated four million migrants
actively contributing to the construction of new Beijing. Without
proper household registration (hukou) status, rural migrants have
little or no access to social welfare including subsidized housing.
Migrants have, of necessity, developed unconventional habitats in
the capital city. This project investigates a unique type of migrant
housing in Beijing—underground hostels retrofitted from civil air
defense basements. The core of this study consists of field re-
search conducted from 2005 to 2006. Personal narratives, photo-
graphs, maps, and illustrations drawn from first-person experience
reveal furtive portions of Beijing: marginal, banal, and hidden sta-

Even though Linotype Univers Condensed per se
does not optimally harmonize with the Chinese
type Adobe Hei (there are also Condensed fonts for
Chinese), it is perhaps most likely a “formal”
understatement that links the “partners” with
each other: both fonts have a similar rounded
shape and are considered established, standard
fonts. Their simplicity underscores the concen-
tration on the trilingual interplay of the text
blocks.

ges upon which life unfolds.

-

Rufina Wu: Politische und 6konomische
Reformen seit den spéten 1970ern ha-
ben zur Bildung einer Unterklasse im
gegenwartigen China gefiihrt, die als die
JflieBende Bevdlkerung” bekannt ist.
Millionen von Migranten sind durch Chi-
nas uneinheitliche dkonomische Land-
schaft gespiilt worden auf der Suche
nach dem chinesischen Traum. Etwa vier
Millionen Wanderarbeiter tragen aktiv
zum Aufbau von Peking bei. Ohne rich-
tige Aufenthaltserlaubnis (hukou) haben
die landlichen Migranten wenig oder
gar keinen Zugang zu den staatlichen
Sozialleistungen wie etwa Sozialwoh-
nungen. Aus dieser Notlage heraus ha-
ben sie in der Hauptstadt unkonven-
tionelle Lebensrdume entwickelt. Mein
Projekt hat eine ungewdhnliche Form
migrantischer Wohnungen in Peking
untersucht: Untergrund-Herbergen in
ausgebauten Luftschutzkellern. Kern der
kiinstlerischen Studie war die Feldfor-
schung vor Ort von 2005 bis 2006. Per-
sonliche Geschichten, Fotos, Karten und
lllustrationen decken die heimlichen
Aspekte von Peking auf: marginale, ba-
nale und verborgene Biihnen, auf denen
sich das Leben entfaltet.

T - SRBHHEE

=
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RIBHES D88 SHAEE | JBREBGLE - MR SRHEER 061 I - MBHE <

© RPPPEETE - HEMPIR | BB SRR NERESRE - (0T FRASH

A RS R,
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ik - SR Ho S B TR o TR BN E T BE B IS R,

fig.a
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The publication Shanghai Urban Public Space (Haar-
mann 2009, designed by Roman Wilhelm) is ba-
sed on a fixed pattern that makes it possible to
orchestrate the three languages, even though the
texts are of different lengths when presented
side-by-side. Because the German and the English
paragraphs start at the top left, but the Chinese
starting point is at the top right-hand side, the
pages are filled to different degrees of intensity
and in different directions, even though the type-
set edges are always the same. This page shows

the maximum amount of typeset text.
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fig.a: Jiang Hua: ‘Song’, 2003; fig. b: Alex-
ander Rodchenko: ‘LEF’; fig. c: H1 M
dianying huabdo in /N5 xido zhuan. There are
variations of the second and third characters;
fig. d: Jiang Hua’s ‘Homage to Meishuzi’,
2005; fig. e: “Modern Sketch,” Shanghai,

19308

fig.a

1 EARTE méishizi, from £
méi (beauty; comeliness;
perfect form; aesthetic): Ideo-
gram consisting of - ydng
(sheep) and K da (big). Visual
semantic level: a person wea-
ring a sheep mask. A [flf] shi
(skill; artistry; art; method)
Phonogram from the semantic
reference 17 xing (to go; to
function; competent; capable),
and the pronunciation refe-
rence Jli zhit (millet). ZEAR
méishi (the arts; the fine arts).
¥ zi (script; character) Phono-
gram from the semantic refe-
rence - midn (roof) and the
pronunciation reference - z{
(origins; child). Also associa-
tive: a child is reared at home
(one of the character’s mea-
nings was originally “to rear,
to educate.”

2 R L bidoxian zhilyi,
from I bidoxian (to

express)

Beyond all Categorization
- méishuzi

[1]

Shanghai around 1930: the metropolis was known as the “Paris of
the East,” and China’s most mondaine city. In the “international
settlements” Chinese artists from all sectors came into contact
with Western art movements. Expressionism [2], constructivism
[3] and Bauhaus [4] offered welcome inspiration about a great
theme among the young intellectuals of the time: the fundamen-
tal renewal of Chinese society. At the same time the gaze was
directed toward Japan, which had, through its own efforts, trans-
formed during the Meiji era (1868-1912) into an autarchic modern
nation. The concept of remaking traditional design patterns out
of radically simplified, systematic elements was a manifestation
of the desire to redefine society from the ground up. With the
increasing influence of the young generation on the applied arts
schools in Shanghai, new media and movements quickly spread
throughout all of China; the “Shanghai style” Vi hdipai [5] was
an essential influence upon the era’s aesthetic understanding of
itself [6].

Did the Chinese copy the West? From a Bauhaus perspective,
script is created out of the basic shapes of square, circle, and
triangle. This might make sense for Latin script; the letters H, O,
and A formally encourage this. This system, however, is difficult
to apply to Chinese script, because, first of all, it contains no
round shapes [7] and second, its complex pattern would tend to
complicate rather than simplify its design. In order for Chinese
characters to manifest Bauhaus ideas, they have to be adapted to
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regional needs. Therefore, the Chinese recontextualized Western
ideas, emphasizing their own share at the same time. [8] From
the perspective of time, the results of this process look more like
“art” than like writing, and hence, the term JE/R 7 méishiizi (“art
character”). This created lettering, titles, logos ... which, at first
glance, look modern, jagged, flashy, geometrical, technical —the
drafting table replaced the brush, and it seemed as if the calligra-
phic tradition was being kicked. [9] Yet, this phenomenon was
also true of Western modernism. What exactly was the Chinese’s
“own share,” mentioned above?”

Let us look at the lettering in the Shanghai ‘Film Magazine’ i 51|
{1 [10] dianying huabao [fig. a, p. 43; read right to left] from 1930.
Round forms appear in places where rectangles would normally
be seen in the usual typefaces. Various strokes are replaced by
dots. Various strokes are replaced by dots. In the first character the
element Hi dian (lightnight) becomes stylized film reel; in the
second the component # xii (beard, hair) is presented as lightning.
The third character looks like a swastika [11], a fashionable form
of representation, as can be found in the title of the magazine |-
R ] shanghdi manhua [12, fig. a, p. 45]. In the right half of the
last character, which may possibly be an allusion to a projector, a
small k, representing an aesthetic reference to the Latin alphabet
can be found.

Still, not all of these modifications spoke the modernist language
exclusively—doors to archaic Chinese also opened up. One look
at the characters in seal script [fig. b, p.45] makes it clear that the
round shapes necessary to the Bauhaus aesthetic can be found in
the ancient engraving fonts. China’s uninterrupted tradition of
writing proves to be substantial enough to assimilate “stylistic
imports” via traditional elements, wherever it is desirable. This
made méishiizi a unique category of its own, because it is hybrid,
and it quickly gained a fixed place in graphics training; countless
“writing master primers” offer models to copy by hand. The
méishiizi-culture survived the socialist era and today is redefining
itself among the minimalist-based generation of young Chinese
designers, just as it did nearly a century ago in between Internatio-

3 AR X gouchéng zhityi,
from #4J i gouchéng (to
assemble)

4 5T baohdosi, phonetic

5 “Shanghai in the 1920 and
30s was a daring experiment
in what is meant to be modern.
Eclectically blending their
own Chinese heritage with
European, American and Japa-
nese cultural influences, ...
Shanghai Style is seen to be
iconic, a true reflection of the
city in its heyday.” Pan, L.
(2008). Shanghai Style: Art and
Design Between the Wars. San
Francisco: Long River Press,
jacket text.

6 The term 4% hdibao (pos-
ter) still in use today, refers to
1§ shanghdi. The first large
poster walls in China could be
found there.

7 The Korean alphabet has
prominent round shapes.

8 “Process and transforma-
tion also dominate Chinese art
history. ... Continual trans-
formation established itself in
China as a method of creation
and creativity.” Han, 2011, 83f.
9 “There can be no doubt
that Western typography
exerted an influence on Chi-
nese lettering in the early
decades of the twentieth
century, and if a particular
shape or treatment of type
were chosen to represent
something beyond its own
aesthetic quality, that
something was a quality or

symbolism which Western

typographers had bestowed on

it.” Pan, 2008: p. 191

10 HE(EE ) dianying
[film], consisting of Hi (F&
dian [electricity] and 5 ( %
ying [shadows]. il 4z ( )
huabdo [magazine], consisting
of I} () hua [painting] und
4% () bao [announcement,
placard, newspaper]

1t wan [swastika, repre-
sents infinity, abundance, the
sun, among other things] and
] hud have formal similari-
ties. The latter is a historical
alternative to # hua [pain-
ting], which is commonly used
as an abbreviation in Japan
and China.

12 “Shanghai Sketch,” the
term V2 I manhua is pro-
nounced “manga” in Japan-

ese; see Pan 2008: p. 193.

& - BiBB

B 18 1 L

nal style and the search for cultural roots. Simply translating the
term méishiizi as “decorative scripts” is therefore not sufficiently

informative.

The designer and scholar %1€ Jiing Hud [13] has been working
for years with the méishiizi in ways that are as intensive as they
are diverse. In his PhD thesis on “artistic scripts” he first offers a
detailed scientific observation, while simultaneously shifting it
in many exhibition projects into the center of a cultural audi-
ence’s attention, and by conceptually divorcing it from the con-
text, makes an essential contribution to its current reception as
a creative phenomenon. Méishiizi are now actually perceived as
works of art, representing the ways that Chinese designers are
constantly repositioning themselves in transcultural spaces.

13 In 2007 the designer, scho- Retrospective; the Collective

lar, and curator Jiang Hua - Hideki Nakajima Design Se-
collaborated with Li Degeng to minar; and Designing in China
found the OMD Contempora- (2008-2009). Jiang Hua
ry Design Terminal, which received a Ph.D. in design;
combines interdisciplinary he is also a lecturer at the Cen-
approaches with the research, tral Academy of Fine Arts
practice, and dissemination and a member of AGIL.
of contemporary design. His

research project Meishuzi exa-

mines the theme of design

methodology in the context of

Chinese font design. He has

curated numerous influential

design events in China, inclu-

ding the Ningbo International

Poster Biennial (IGDB); the

TYPOSTER100 Typographic

Poster Retrospective; the No

Paper Experimental Design

Invitation Exhibition; Social

Energy: Contemporary Com-

munication Design from the

Netherlands; Post_Contempora-

ry International Poster
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Café Tea-Roor

T H R SFBREEHAEL

WER, TEETRRITARE.

5FE. KBRA, SEFEIHE
e HRABRZ TOMD BRI
e BRTZRAMARERITID
BN, LRZAEREE5T &
fE: PEERIRZR (KER
X), AEREHRIES: FED
REARZR(LR), AMEFEEHK
®igS. BN "BiF T20104F
10A20HE11A7REEERT

“Unternehmen Mitte” KITBH.

This project was developed in
cooperation with Li Degeng, a
Beijing-based designer, resear-
cher, author, and co-founder
(in cooperation with Jiang Hua)
of the OMD Contemporary
Design Terminal. In addition
to twelve renowned Chinese
designers, the following two
academic institutions participa-
ted in this project: Luxun Aca-
demy of Fine Arts in Dalian,
China, led by Professor Wang
Xiaofeng, and the Central
Academy of Fine Arts in Beijing,
in conjunction with Professor
Lin Cunzhen. The works from
this project were exhibited from
October 20 to November 7, 2010,
in the art space Unternehmen
Mitte in Basel .

EERXF
Typo Bale

“TypoBale” & “Culturescapes” X {ETHER TFHIRTEE
IR HITNFFMNTE . ZXET7E 2010 FREXKA
e, ERUAEETERENEAZE, (AWK
MAEN) EEBNEEREATLURRE. XFE. ER
SR L, JTFEODERPANE T EELSGA
M= HENRE. BE=1A, EERKT—IMPENX
{e3Eth, EEREEMAIXIEZNSNE 2T 853
fBEALE M. Ril. REE-—REREX, AL
TENEONR AL T 1 1 A RRGAMNERXFRAR
AME—H T FEINF . X—BERNTAAIHRZ D EIA
MNBEMETHZREZ? E—6 “BFMIEP—HTEER
WX FRMEENE" B, HBAIEZ NS T RERR
&, A “BNF [IfR? BINTERE R R EIE RIS
FHITMI R

‘Typo Bale’ was an urban typographic intervention in Basel,
Switzerland, organized as part of the Culturescapes festival,
whose 2010 edition focused on China and its culture. Our
urban typographic intervention was not meant to happen in
neatly defined, enclosed spaces, but throughout the entire
city of Basel. This transformation took the form of lettering,
flags, and banners and was a special surprise for the city
during the festival. For three months Basel presented itself as
a Chinese quarter on the global map. The intention was to
raise the awareness of both European and Chinese visitors with
regard to the perception of foreignness and differences.
Imagine waking up one morning and discovering that the
European city you live in looks as if it has been transformed: all
written information in public spaces is not only in Latin script,
butin Chinese characters, as well. How does such a significant
transformation affect the perception of this city? We have
asked these questions of Chinese designers by issuing a “call
for translation.” “Translation,” in this context, is understood
as relating to a specific place and its existing writing.
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BATZ LML FER We were soyoung

REHEERS
BENENATEERLER

B3 BN T R E F
R T BUARYES,
NZH(HTE)

HEUGBERIENENF
IRAERDDE
H—EABRXHE
HHE—EAMS
=il

BUEE

BBRIE

“<d TmEAHE
. BEXERXE

[EE]=!
B EXBERE

Buttomorrow,

tomorrow again a world is separating us.

As you are enjoying the scenery on a bridge
Upstairs on a tower people are watching you
The bright moon adorns your window

But you adorn others’dreams. [1]

Infact, no real translation
Misunderstanding is communication
If meaningful to some,

for others, it is decoration

Everyone speaking

their own words

[1] Bian Zhilin, “Part of Article,” 1935
(translation by William Wang)

Design: Jiang Hua
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Xk R LIIEFMHET ~ So hereis The Red Hat

“« n

~ café (“~"is used to express happiness); fig. a

EREAFFFE! Genuine Italian pizza!

The bilingual visual representation on the streets
always contains an original version and a transla-
tion. Usually, the original not only functions as a
written representation, but also as a visual one (e.g.,
the script and the form of “Coca-Cola”). The reason
why we need a translation is that those unfamiliar
withthe originallanguage have nowayto “read” the
original, though this does not prevent them from
understanding it visually. Therefore, translation
should notjust follow the literal meaning and form
of the original, but rather represent an improved
service to those not familiar with the original
language.

My conceptis:

1. Real streets become spaces in cartoons, ani-
mation, or computer games. The translation takes
ontherole of narrator.

2. The script not only transmits the original content,
but also intensifies the participants’ mood, as it
were, and thus increases the feeling of liveliness on
the streets.

3. The typeface and its arrangement follow the
usual design found on the streets of contemporary
China, thus allowing people to connect directly to
the current Chinese reality.

Design: Li Degeng; Foto fig. a: Steven Wulf
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TRANSLATION: STADT CASINO i %1% INTERPRETATION:

“WANT TO TRY YOUR LUCK?”
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Hugo Loetscher
HmEXPHRRRERZ—,
iz,

“HIEHUHAERE, FERE

RAHBEMALENRE—4AH
TR,
Was My Time My Time

Inhis last book *Was My Time My Time’
Hugo Loetscher, one of the most renowned
authors of Swiss literature, wrote, “The

real city was there, at the other shore.”

XFHEBENESINERK T B,
BT ABRARE,
HNEREEENRARNE.
“HIEMHHAERE, ERE

R HIE L AR RIS,

In Chinese-Western translation the script may be-
come just a graphic form within a specific language
environment. Besides content as such, itis even
more important for me to understand how to trans-
late meaning. “The real city was there, at the other
shore” represents my essential interpretation of
“pier.” (Die wahre Stadt aber, die lag driiben, am
anderen Ufer.)

Design: Hou Ying

EEMEdal®,

Hugo Loetscher / Hugo Létscher / #i% - BB#E#

SCHIFFLANDE / EMBARKMENT / &35

TRANSLATION: SCHIFFLANDE/EMBARKMENT ﬂ% INTERPRETATION

'THE REAL CITY WAS THERE
AT THE OTH E_R SHOR_E.v,-Hueg

ft %R
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| SCHIRMHERR
UND STROHMANN

L\ | Sy
= 5 8% :

Ea: 750, Eb: KiFE,
Eld: X (FEEREARZE
BRAERK), Ec: T

fig. a: Haozhen Qj; fig. b: Tingting
Zhang; fig. c: Ruija Lin; fig. d: Jing
Liu (Luxun Academy of Fine Arts
in Dalian, China)

KR2E
TMeifter Bonnenfros bus
14537

fig.b

Elb: M, Ec RE
d: ZEH, Ee: F3UH (F
EERERZRAERK),
Ela: Tl

fig. a: Yuhan Peng; fig. b: Ying
Ye; fig. c: Xin Xiong; fig. d: Wen-
bin Li (Luxun Academy of Fine
Artsin Dalian, China); fig. e:
Roman Wilhelm
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