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FOREWORD

Bilingual texts form bridges of understanding between two languages.
There can be no doubt that good typographic design helps legibility
and comprehension. Well balanced layout is even more essential when
entirely different letter forms have to be used for their respective texts.
Each independent alphabet has its own conventions of use and reading
directions; though the Hebrew and the Roman alphabets have developed
originally from the same source, they both are now so different, that
it represents a challenge to achieve a harmonious equilibrium for the
parallel texts. Anybody who is able to define the problems and to suggest
solutions is doing literacy an important service.
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ABSTRACT
i. THE PROBLEM
The need for typography to combine more than one alphabet can be traced
back to the beginning of printing. The first things to be printed were mainly
religious books for which it was necessary to use the Hebrew, Latin and
Greek alphabets side by side. As well as being printed together it was the
same people who cut the Latin types that cut the Hebrew type. In 1539
Robert Estienne was given the title of ʻPrinter in Hebrew and Latinʼ by
Frances 1st. of France. In later years when Garamond and LeBé worked
for him LeBé cut a large number of Hebrew faces. Some of these Hebrew
faces were used by Plantin. A 1734 typesheet of William Caslon also shows
a large number of different alphabets including a selection of Hebrew faces.
To this day as a result of to both tourism and import/export this need for
bilingual design is growing. This includes, informative typography within
a country to aid tourists, packaging for both within a country and export,
informative texts to go with products and any company involved in import/
export finds the need to use more than one language.

An example of type printed in 1726 combining Hebrew, Latin and Greek
with Caslons Roman Type.
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A multilingual sign carved by Eric Gill in the 1930ʼs

A multilingual logo designed for use in 1985

This research document looks into the typographic problems of
simultaneous use of the Hebrew and Latin alphabets. This, as with
any other typography should be based on legibility and aesthetics, in
varying proportions depending on the situation. When designing using
both the Hebrew and Latin alphabets together the above points become
problematic for the following reason. The two alphabets must be
separated enough (in style or distance) not to confuse the reader but must
still create the same feeling and hold together as a piece of work.
Typography is affected by technology. Phototypesetting equipment is
important in the way typography has and is developing – especially
Hebrew typography being used on Latin oriented equipment. Knowledge
of the capabilities of typesetting equipment especially with reference
to using the two alphabets is very important if one is to get full use of
photosetting equipment and not specify impossibilities.
Once one understands the basic problems and the tools with which one
has to work, the next question is what are we trying to do? Should one
design in one alphabet and then design the second to compliment it or
should they be designed simultaneously? Then, is it a matter of imitating
Latin type conventions in Hebrew, vice versa, or a bit of each?
5

INTRODUCTION
i. AIM OF THE STUDY
The aim of this study is to compile a design aid to help in design work
which uses the Hebrew and Latin alphabets together. Rather than giving
fixed design solutions to set problems it will range from the typography
of a word to that of a book giving guidelines to work within and useful
points to look out for. Due to the complexities of the problem it has been
found necessary to include a section which deals with finding out exactly
what the typographic requirements of oneʼs job are.
From looking at the chapter subheadings it appears that some topics are
looked at from only one side. This is due to the fact that the development
of the Hebrew alphabet has been, and is influenced by Latin typography,
whereas the reverse is not true. It is therefore necessary to look at some
of the development aspects from the Hebrew point of view and others
from the Latin. Likewise, it has been found necessary to approach the
Hebrew alphabet as being a foreign element. This is not because this
dissertation is aimed at someone with knowledge of the Latin alphabet
and not the Hebrew. Someone that knows the Latin alphabet does not
necessarily know the Hebrew alphabet but the majority of people that
know the Hebrew alphabet also know the Latin alphabet. This document,
if translated into Hebrew, should be just as useful as it is in English.
ii. THE HEBREW ALPHABET
The Hebrew alphabet has 22 characters and five alternative characters
for use when its equivalent character appears at the end of a word. These
characters are known as ʻfinal lettersʼ, and are indicated overleaf in the
alphabet . Also shown are extended forms of some characters, these
variations were used to justify lines of text (see chapter 3iii). There is
no upper and lower-case alphabet in Hebrew but one set of characters,
these can be compared to the Latin Uncial letters or, as described by
Hugh Schonfield in 1932 as floating between the Latin upper and lower
case. When comparing this single case of Hebrew characters with the
Latin alphabets it should be assumed that Latin u/lc is being used unless
otherwise indicated.
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Vowels in Hebrew are not letters but graphic symbols that are placed
above and below each character. In general the vowels are not used
except in poetry, childrens books, religious texts and where ever the
pronunciation of a word is not clear. The Hebrew language uses the same
Arabic numerals as used in the European languages. They are read from
left to right as in English and not in reverse as the Hebrew language is.
This inconsistency in direction also occurs in the Arabic languages.

The Hebrew alphabet, taken from the 1693 specimen of the Oxford University Press.

The Hebrew vowels.
The first six are centered under the character concerned, and the seventh, a dot, is placed
either above, below or in the middle of the character.

7

DICTIONARY OF TERMS USED

Base line… The visual base of a line of type – not necessarily the bottom.
Monoline/monolinear… Characters of a uniform thickness of line.
Latin alphabet/characters… The characters used to write English and
the other European languages - the term Roman does not include italic
faces.
Uncial alphabet… An alphabet that has one case of characters which can
be compared to a mixture of upper and lower case characters.
Old style numerals… Are non ranging and therefore compliment the
lower case Latin alphabet.
Hebrew with points/vowels… Give full phonetic value to a character.
Body height (Hebrew)… The height of a Hebrew character, excluding
any ascenders or descenders.
Bustrophedic… A form of writing when rather than starting each line
from either the left or right one writes in alternate directions from line
to line, like an ox ploughs a field. The direction of the characters also
changes.
Yiddish… A language which is a mixture of Old German and Hebrew
– generally written with Hebrew characters.
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1. BACKGROUND
i. DEVELOPMENT OF THE TWO ALPHABETS
A recognised theory is that both the Hebrew and Latin letterforms were
derived from the same Phoenician characters dating back to 1100 BCE.
In the early stages in the formation of the Latin letter, text was written as
in Hebrew from right to left. It then went through a bustrophedic stage
followed by writing as we do to day from left to right (See appendix A1).
This creating one of the more obvious differences in the alphabets – the
reading and writing direction.
Traditionally Latin type is said to have developed based on the handchiseled letter of a constructed form where as Hebrew type is based
directly on the alphabets that were hand written with a quill. From this we
get the Latin serif and the Hebrew pen mark.

A second theory on the history of the Latin serif is that it is based as in the
Hebrew, on the mark the pen makes at the start of a line.

ii. RELEVANT POINTS IN THE HISTORY
OF HEBREW TYPEFACE DESIGN
From the invention of printing, Hebrew type has developed based on the
written letter rather than constructed letter forms. This was due to the fact
that the majority of type-cutters were not Jewish and not knowing the
Hebrew alphabet they had to base the Hebrew letters on Hebrew handwritten manuscripts. The first Hebrew types were cut in the late gothic
style with a disproportionately heavier horizontal line than vertical (this
stress being opposite to that in the Latin faces). This being due to the fact
9

that at the time, in the countries that the types were cut, the hand written
Hebrew letter was influenced by the late gothic style. The Italian
Renaissance then saw the rounding out of the letter forms and then
the 18th century saw the imitating in Hebrew of the Bodoni style (an
exaggerated contrast between the weight of the horizontal and vertical
lines). This style in Hebrew lasted until the start of the twentieth century
when the vast differences in the weights of the lines was slightly
corrected.
Up to this point in time there had not been a need for any great change in
the Hebrew alphabet from its so called traditional1 form. This alphabet
was basically used for printing religious texts. Then in the 1920ʼs the
need for an updated Hebrew alphabet to fulfill the needs of the twentieth
century became apparent. Jan LeWitt an unqualified graphic designer
working on a Yiddish newspaper in Poland noticed how bad the Hebrew
type looked against the Latin. In 1929 at the age of 21 LeWitt designed
his own Hebrew alphabet CHAIM (See appendix A2). This is now one of
the more popular of the display faces in use in Israel to-day. I think that
the success of this face is due to the fact that the designer based the letters
directly on a living style and not on the Latin letters in that style.

1 These variations on the gothic based typeface have grown to be known as the

Traditional Hebrew letter style even though it is based on the Latin Gothic style.
An interesting theory is the following. In the book ʻThe Visible Wordʼ Javal makes the
point that the Gothic Black Letter caused a high proportion of shortsightedness in the
German people. Likewise statistics show that a higher than average proportion of Jewish
people are shortsighted. This could partly be due to the fact that the traditional Hebrew
letter, which resembles the Black Letter in style and weight, could also impair ones
eyesight.
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In 1931 Hugh J Schonfield a typographer living in England felt he ought
to contribute to the much needed modernisation of the Hebrew alphabet.
In 1932 his book ʻTHE NEW HEBREW TYPOGRAPHYʼ was published
– the title being a little presumptuous of him! In this book he discusses
the need for a new Hebrew typography and puts forward proposed
designs for a new Hebrew alphabet. This alphabet has an upper and lower
case of characters and the letter forms are based on the Latin enabling one
to adapt the forms to any Latin style (See appendix A3).
At around this time, Eric Gill, who was living in Israel designed some
Hebrew letters which he cut into walls. These Hebrew letters fromed the
basis of the typeface GILL. This was a serifed face which never caught
on. His use of serifs in this face is very similar to the use of serifs in the
Latin alphabet (See appendix A4).
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2. THE HEBREW AND LATIN LETTER
i. COMPARISON
If one gives some Hebrew text to someone that knows the Latin alphabet
but not the Hebrew, an automatic reaction is to turn it up-side down.
There are two possible reasons for this. Firstly because the shape of the
Hebrew characters flow in the reverse direction to the Latin alphabet
and so it is turned to look visually correct. The second possibility is
that as the base of the Hebrew characters is at the top of the letters so
that they visually hang off the line. As one would be used to the Latin
form of characters sitting on the line one would turn it up-side down.
An experiment shows that the latter is the reason for people looking at
Hebrew up-side down and this difference is obviously visually more
disturbing than the letters flowing in the wrong direction (See appendix
A5). This point of how one sees the characters – either hanging or
standing, can be related to a point mentioned by Yochanan Vardimon
(Head of Graphics - Bezalel Art College Jerusalem). He pointed out that
it is natural to see things standing rather than hanging. This can be shown
by a simple experiment described in appendix A6.
A possible difference mentioned earlier was the origination of the serif
and the pen mark. These also have different visual uses. The serif has
been shown to aid legibility whereas the pen mark only seems to add
to the aesthetics of the Hebrew letter. The Latin letter traditionally has
a stressed vertical stroke which visually separates each letter from the
others. For this reason the serif helps ones eye travel along a line of text
thus increasing legibility. With Hebrew characters this does not apply.
The traditional Hebrew letter has a stressed horizontal line which
form visually strong lines of text. When comparing the height of Latin
characters to Hebrew characters the difference, in either the horizontal or
vertical line being stressed, can play visual tricks in creating the illusion
that the characters with the stressed vertical line are higher than those
with a stressed horizontal line.
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Optical illusion – Which block looks higher?

It is shown by Javal in ʻThe Visible Wordʼ that the legible part of the
lower case Latin letter is the top half and it is the top half of the letters
that the eyes travel along when reading. On trying a similar experiment
with the Hebrew alphabet no definite conclusions were arrived at.
Designers have mixed views on this subject and so it has been decided
that the eye must look at the whole word.
There is a still frequent mistake made as to the importance of stressing the
wrong lines in both the Hebrew and Latin alphabets. The importance can
quite easily be seen by taking monolinear Hebrew and Latin alphabets
and comparing them when they have the horizontal and then the vertical
lines painted out. This point is illustrated in the following examples of
illegible typography in which the wrong lines in the characters have been
stressed.

Examples of wrongly stressed Hebrew and Latin alphabets in use today
1. A shop fascia – the Hebrew has been given the characteristics of Roman letters
making them illegible.
2. Latin letters with Hebrew characteristics. This is available on an American system
called the Caslon Strip Setter. The typeface is called Jewish Alphabet and is used to
give a Jewish feel to the work. This also is not legible.
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The Hebrew characters are very open in design compared to the Latin
letters and likewise much simpler shapes. This causes a problem in
matching up the weights of the two alphabets. If one unwinds the lines
used to make up the Hebrew alphabet and likewise with the Latin
alphabet the length of line from the Latin alphabet will be proportionally
longer than that of the Hebrew alphabet1. For this reason one finds that
when balancing the weights of a Hebrew and Latin word the thickness of
the lines in the Hebrew characters will be wider than those of the Latin
characters. This is seen more clearly in a comparison of two monolinear
alphabets.

New Narkis matched in weight with Univers

The Latin lower case alphabet has seven ascending characters and five
descending characters where as the Hebrew alphabet has only one
ascender and five descenders which are not that frequently used.
This point obviously does not help the designer but to help minimise the
difference it would obviously be sensible to choose Latin typefaces with
large x heights or rather, small ascenders and possibly descenders. These
typefaces generally also look more open. When Hebrew type is matched
in height with Latin u/lc characters the body height of the Hebrew
characters should be fractionally higher than the x height of the Latin, or
when using Latin caps only, the Hebrew should match the height of the
Latin caps.

Comparison of Latin with large and small x heights against Hebrew
The word ʻTelephoneʼ has been chosen for use in examples due to both the English and
Hebrew words having ascending and descending characters.
1Discussion with Zvi Narkis – see Appendix B1.
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In comparing a block of Hebrew text with a similar block of Latin text
the overall visual appearance of the two blocks are different. Whereas a
block of text in Latin characters set solid produces a uniformly grey area
the same in Hebrew gives what is described by Schonfield in The New
Hebrew Typography as ʻHorizontal black bands which fail to diffuse
into a uniform grey massʼ. This is due to the infrequent occurrence of
ascenders and descenders which leaves a white space between type which
is set solid. This point can be slightly rectified with the use of the vowels
which fill out the space.
Another fact that helps produce the uniform grey in a block of Latin
alphabet text, opposed to the black and white stripes with the Hebrew,
relates to the vertical and horizontal stress on the characters.

The left hand diagram represents two lines of Latin text and the right
represents the Hebrew weighted letters. This gives the illusion that there
is a wider horizontal space through the middle of the right-hand diagram,
thus producing black and white stripes. Likewise, when matching
letterspacing, especially with non monolinear Hebrew / Latin alphabets,
variations must be made in the letter and word spacing. This being due to
the fact that visually there is more space between vertical than horizontal
lines in a horizontal plane.
When comparing any Hebrew text with its English translation a difference
which always has to be taken into account is that they will differ in
length. This being due to the Hebrew being more concise, having shorter
words and the fact that vowels are not characters. When translated into
English, Hebrew is about 20% shorter in length. Biblical texts can be up
to 50% shorter. Likewise when using other languages these percentages
will vary.
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One thing that both alphabets share is that they both use Arabic numerals.
It it hard to believe that the same numbering system can be used with
both these alphabets when they are obviously so different in character. In
fact the Arabic numbers do not really go perfectly with either alphabet.
Comparing them with the traditional Latin alphabet, the numbers 2 , 5
and 7 are not in keeping with the stressed vertical lines and vice versa
with the Hebrew alphabet. Even the use of cap height numbers with the
Latin u/lc alphabet looks visually wrong when setting in English. This
mistake is due to the fact that in Germany, where a lot of the Latin faces
were cut, all nouns are set with capital first letters so the numbers were
also set at cap height1. In the English language where we use capital
letters not so frequently the numerals in cap height do not fit in and even
more so with Hebrew if set to the ascender height. Also whereas a cap
height numeral is in keeping with the weight and complexity of both
the upper and lower case Latin alphabets it does not relate at all to the
Hebrew alphabet. This difference is even larger when one realises that
one is theoretically not comparing the Hebrew alphabet to a cap height
numeral but a Latin x height number. Examples show that numbers with
the height of the single Hebrew ascender, look out of place and numbers
at the body height of the Hebrew are proportionally too complex, so what
should one do? On mentioning the use of old style numerals with Hebrew,
all Hebrew designers and typographers automatically without thinking
dismissed the idea. This was due to the fact that theoretically the old style
numerals were designed to compliment the Latin lower case alphabet.
Another name for the old style numerals are Hanging Numbers. These
styled numbers do in fact visually hang off the the x height. This can be
compared to the same line off which the Hebrew characters hang. There
is nothing wrong with using old style numerals with Hebrew – in fact
they look visually better with the Hebrew than cap numerals. The only
problem with this is the fact that as the old style numerals are generally
associated with the word old and the only type faces with these sets of
numerals are the traditional non-monolinear founts. It would be useful to
design old style monolinear numerals for work which includes Hebrew.

1Eliahu Koren - Appendix B3
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Numerals set to Latin cap height, x height and Old Style Numerals (ITC ÉLAN)

Due to the differences in the alphabets, chosing equivalent typographic
conventions, such as italicising Hebrew, can cause problems. Only one
of the main eight Hebrew typefaces has a specially designed italic face.
This is DAVID which is slanted this way ʻ\ʼ. This being a mirror image
of the direction Latin characters are slanted, due to the alphabets reading
in opposite directions1. This reasoning is agreed with by most type
designers. The general public however, prefer Hebrew to slant this
way ʻ/ʼ. Historically, examples of hand written Hebrew slant in both
directions. This could just depend on whether the scribe was right or lefthanded. Reasons for Hebrew italic slanting this way ʻ\ʼ, include the fact
that when running (italic should be dynamic - Zvi Narkis), the head is
always in front of the body. A reasons for Hebrew to slant this way ʻ/ʼ,
as preferred by the public is that people are used to reading Latin italic
in the same direction. Also, the earlier digital phototypesetters only
italicised in this direction. Another reason given for the generally
prefered angle is that its direction is in the natural hand movement of a
right handed person. A reason for this angle ʻ/ʼ, being preferred, based
on previous research is the following. Italic should show movement in the
direction it is to be read. In the Latin alphabets, by securing the characters
at their base and pushing them in the direction they read this angle is
formed ʻ/ʼ. In Hebrew it has been shown that a strong difference from the
Latin characters is the fact that the Hebrew letters hang of the line, so its
visual base is at the top of the characters. Taking this into account, when
Hebrew is secured and slanted it also produces this slant ʻ/ʼ.
1There was also a face cast called PERETZ (Jerusalem Type Foundry, Catalogue 1959).

This had an italic form which slanted this way ʻ/ʼ.
Hugh Schonfield (Appendix A3), in trying to imitate Latin typography, slants the
Hebrew alphabet this way ʻ\ʼ.

17

The use of enlarged capital letters at the start of a chapter with the Latin
alphabet has no direct Hebrew equivalent. Historically, whole words
in Hebrew were enlarged. Enlarging a single character in Hebrew can
cause problems. Due to the simplicity of the Hebrew characters, it can be
confusing as to what the character is if there are no others to compare its
proportions to.
There is also the question of whether the equivalent of a Latin raised cap
is a Hebrew raised or drop cap. This being due to the Hebrew characters
hanging from the line. If the Hebrew letter YOD is raised, this being a
short character, it will float, detatched, above the body text.

These three Hebrew characters can be confused with each other if viewed
individually, as an enlarged initial letter, due to the simplicity of the letter
forms. The Latin characters do not share this problem due to their more
complex form. There can be some confusion between the Latin uppercase ʻIʼ and lower-case ʻlʼ. This is no problem in the situation mentioned
as at the start of a sentence it is always a capital letter.
If the first word of some Hebrew text is enlarged, even if it is set aligned
at the bottom of the character, it needs an increased space below it.
This meaning that the line to follow has to be indented to the end of the
enlarged words. This is due to the descenders also being enlarged which
will cut into the line below. This problem does not occur with the Latin
alphabet as caps are usually used, these having no descending characters
(except the letter ʻQʼ, and ʻJʼ occasionally). An example of this can be
seen in Appendix C1.
It is apparent that Israeli designers quite often use only one case of Latin
characters, as in Bauhaus typography. This could be due to the fact that
they are used to the single case of Hebrew characters but this is no reason
for using only upper or lower-case Hebrew characters. This being an
example of where compromises in one language should not be made to
suit the other.
18

ii. HEBREW LETTER / TYPEFACE DESIGN TODAY
There are a large number of Hebrew letter and typefaces to-day but
few good ones. As with the Latin alphabet the ease with which one
can reproduce type now has caused a large number of badly designed
typefaces to be available. This large range of Hebrew typefaces is
available mainly in transfer lettering with only a few on typesetting
equipment for text setting. Due to the large range of Hebrew faces and the
fact that text setting can be much more controlled than display and logo
typography this work will be based on the eight faces that are available
for text setting. This is a good starting point for the following reasons.
As there are many more Latin text faces than Hebrew it is more sensible
to start with the Hebrew faces and have a large choice to compare them
with than vice versa. It is very hard to make rules about the use of display
faces as there are so many variations for their use and so a useful guide
line is to compare them to the relevant points arising from text faces.
Unlike the ever growing range of display faces produced as transfer
lettering the range of text faces available is and will be pretty static. This
is due to the fact that the demand for varied Hebrew founts on setting
systems does not justify the expense of a large range of text faces. For
this reason the newer Hebrew faces are designed with the fact in mind
that they will be mechanically italicised rather than there being a separate
fount (Zvi Narkis appendix B1).
The typefaces in use today for body text are1; David, Narkis, New Narkis,
Frank-Ruehl, Hebrew and Hadassa. There is also Koren which is under
special license of Koren publishing. The last two faces are Chaim and
Miriam. Chaim is more of a display face but a similar text face called
Acharoni will soon be available for photosetting. Miriam on the other
hand is a very fine type used mainly for footnotes rather than blocks of
text. There is also the Raschi script, this is used for religious commentaries
but the characters bare little resemblance to the Hebrew letter.
These nine typefaces can be split up into three groups, those of a
traditional feel based on the written Hebrew letter, and then those
designed to bring Hebrew typography up to date which can be split
up into monolinear and non-monolinear. Likewise Latin typefaces can
be split up into the same three groups. Groups have not been divided
depending on serif or pen mark as this point is not so relevant when
choosing a face.
1 Examples of these typefaces are shown in Appendix A9
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3. TYPE REPRODUCTION
i. INTRODUCTION
The two most practical ways of getting Hebrew type reproduced to-day
are transfer lettering and phototypesetting. Due to the very free nature of
transfer lettering the only large problems one is likely to come across will
be with the photosetting. Transfer lettering is of course out of the question
for text setting.
ii. TRANSFER LETTERING
There are three main international companies that produce a Hebrew
range available in Israel; Letraset, Mecanorma and Transfertec. Whereas
both Letraset and Mecanorma are both available in England, Transfertec
is an Italian based company which has not been launched in England. All
three companies have large evergrowing ranges of Hebrew, of which in
England Letraset seems to be the best. As transfer lettering is the sort of
thing where one has so much control over its use there should not be any
limitations with its use. This is true and can sometimes be the quickest
way to create a namestyle but there are one or two points to look out for.
As with the Latin alphabet, letter-spacing can be a great problem. This
being due to the fact that the sheet of lettering generally covers up the
word being set, this making it hard to get an overall equal letterspacing.
Along with this problem a point that has been noticed particular to the
Hebrew alphabet is, guide lines for laying the type in a straight line
are positioned below the characters. As mentioned earlier the Hebrew
alphabet hangs off the line rather than sitting on the line. Having the
guide line for aligning the Hebrew type below the character and not
above should only hinder the problems of laying the letters in a straight
line. A number of the Hebrew sans serif typestyles in Letraset have listed
alongside them possible Latin faces to be used with them. Many of these
Hebrew faces have been designed to go with specific Latin faces. ʻIt is
in fact a major sales point if a Hebrew face has an equivalent Latin faceʼ
(Quote, Israel agent for Letraset).
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iii. PHOTOTYPESETTING
As with the transfer lettering there are three main typesetting companies
which have a Hebrew range of founts and offices in Israel. Of these both
Linotype-Paul and AM Varityper have Hebrew founts in use in England.
Typesetting systems can be split up in to four catagories, these known as
1st, 2nd, 3rd and 4th generation systems. The only difference that is an
important design limitation is the change between 2nd and 3rd generation
systems. This difference being the change from using a photographic
master (a negative) to storing the shape of each character in digital form
on a disk. There are advantages and disadvantages with both of these
systems and once perfected the latter system will be better in all aspects.
At present the advantage of the photographic system is that even large
type sizes have perfect edges where as in the digital type where the
characters are made out of little dots the larger type sizes have ragged
edges. With time this problem will diminish. The advantage of the digital
systems over the photographic is the flexibility of the type. Being stored
in digital form it enables one to electronically slant characters, making
a form of italic – this being important for an alphabet with a limited
number of founts and variations with in the families. Likewise type can
be expanded or condensed by any increment.
The change from metal type to photosetting also affected the development
of Hebrew typesetting. With metal type it would have been very hard to
line up Hebrew and Latin type, or even different Latin founts on the same
line as alignment depended on the amount of metal above and below the
character which in turn depended on the size of the founts, ascenders and
descenders.

Non-aligning metal type (60 point Garamond and Rockwell)

This problem was solved and another problem developed with phototypesetting. Photosetters are designed to automatically align type at its
base line enabling any varied combination of large and small ascender
21

founts to be mixed and align perfectly at their common base line.
This flexibility in typesetting now raises a problem. Hebrew characters,
it has been shown, hang off the line, meaning that theoretically Hebrew
type should be aligned at its baseline which in this case is the top of the
character. With time Hebrew type aligned at the bottom (not base) of
the character has become accepted due to the fact that that is how the
machines work and at the same time it has solved another problem.
If Hebrew was aligned at the top of the character how would one set
it along side Latin type? It could look like this.

Hebrew/Latin aligned at base lines

For this reason it is not such a bad thing that Hebrew words are not
aligned on their base line. I have used the expression words rather than
characters because visually the characters do still align at the top and the
difference is only seen when a change in point size occurs within a line of
text which is generally between words. Another practical point in favour
of aligning Hebrew words at the bottom is the fact mentioned earlier that
it is more natural to see things growing upwards and not hanging down.
An advantage that metal type has over phototypesetting at present is that
some of the older cast founts include duplicated characters which are
longer to help fill spaces. Consequently this aids the justification of lines
of type without varying the word spacing. This being based on the hand
written Hebrew where to justify lines a number of the characters could be
elongated (see appendix A7). It is felt that this use of type helped make the
printed page more interesting. An equivalent for phototypesetting does not
exist except for the automatic adjustment of word spacing. A possibility put
forward to the typesetting companies is that software be written to elongate
digitally letters in order to justify lines rather than have inconsistent word
spacing. The reply was that a similar idea is used for setting Arabic, where
one is not meant to alter word spacing, but the cost to develop the software
for Hebrew is too great compared to the limited market.
One point which should be the same in all systems but is not, is the actual
size, weight and even shape of a given character. These points do not only
vary between the different companies but also within a company

22

depending on the system (2nd or 3rd generation) and in some cases
even within one system of one company, depending on where the master
copy was made. Whereas the difference in weight, size and style between
master copies is generally minimal these three points all mounted together
can make a considerable difference when balancing the weights of two
blocks of text or aligning a single line of text which has two languages
in it. For this reason it is not worth specifying point sizes in the different
languages to match up, but rather give specifications to be matched with
the typesetting which can be varied in half points or for an in-between
size, even specified in either mm. or didot on some machines.
Unlike in the Latin typefaces where a face may be slightly altered and its
name changed for copyright reasons, changes in Hebrew faces seem to be
deeper than this and relate to the question of whether Hebrew type should
be made to look like Latin type. This point can be seen clearly with the
typeface ʻNew Narkisʼ. There are a number of differences between the
versions used by Varityper, Linotype and Letraset. These differences are
in fact due to the beliefs of the agents for the companies. The original
design is used by Varityper where both the agent (Meir Doron) and the
type designer (Zvi Narkis) have the same beliefs that Hebrew and Latin
are two different alphabets and the characters should not share the same
basic shapes. Unlike them, Linotype do not see anything wrong with
making the characters as near to each other in shape. If one looks at the
letter Samech on the two systems it is quite clear that one is a letter ʻOʼ
where as the other quite definitely is not an O (Appendix 2B).

The letter Samech on Linotype a and Varityper b.

For further information on phototypesetting see Appendix 8.
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4. TYPOGRAPHY
USING THE TWO ALPHABETS
SIMULTANEOUSLY
i. DEFINING THE JOB
Defining the specific aims of a typographic job is even more important
when using two alphabets than when only using one alphabet.
Any typographic job should be able to be placed in one of these groups:
Text, one-liners and display (including logo). Text would be defined as
any amount of type in which it is the overall feeling rather than individual
words that one sees. One-liners, as a single line of text with a translation
either in the same line or above/below it. Display/logo, as anything short
enough to set letter by letter (1-3 words) either as display typography or
as a logo.
With just one language, should a word or line stand out as being more
important, or the opposite and look as if it is not vitally important to read?
With using more than one language a number of other questions are raised
all of which must reflect in ones typography… Should both languages be
read or just one? Is one more important than the other? If both languages
should be read, should one be used just as a translation for reference (as
in a Bible)? Or do both languages need to be read together?
TEXT
1. One of two languages to be read.
2. Book format, when the two languages have to be side by side,
including when a second language is to be referred to as a translation,
such as in a prayer book.
3. Where both languages have to be read.
4. Text which is mainly one language with the occasional word in the
second language.
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ONE-LINERS
5. One of the two languages to be read.
6. Where both languages have to be read.
DISPLAY / LOGO
7. Both or one of the two languages to be read.
ii. TYPOGRAPHIC PROBLEMS
Below are listed the main problems which can occur when designing
using both the Latin and Hebrew alphabets together. Following this
list some possible solutions are discussed. These solutions, which vary
depending on the situation, are categorised as grouped in chapter 4i.
a. The alphabets read in opposite directions.
b. When translated Hebrew is up to 20% shorter than English.
(This difference is magnified up to 50% with Biblical Hebrew).
c. Should the visual impact of the two languages be equal?
d. Matching up visual weights of words and blocks of text.
e i. Matching styles of typefaces in the two alphabets.
ii. Matching the alphabets in terms of visual height.
iii. Matching letter/word spacing in the two alphabets.
f. The use of numerals.
g. Finding the right equivalent typographic conventions in the two
alphabets. (italic, capitals, drop caps, change of point size, vertically
set type, type set in a circle.).
These problems should be solved bearing in mind the fact that the two
alphabets should be distant enough not to hinder each others legibility but
still hold together as a single piece of work.
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iii. POSSIBLE SOLUTIONS
Listed in this section are some general solutions for the situations
categorised in 4i (defining the job). An expansion of points mentioned in
these solutions follow, grouped as listed in 4ii (typographic problems).
These ideas have been compiled bearing in mind one main point. This
being that wherever practical the two languages should be kept as far
away from each other as possible, so that the two alphabets can not be
seen at the same time.

General solutions to typographic situations as listed in chapter 4i
1. TEXT - One of two languages is to be read.
This heading can be divided up in to three groups.Book design, leaflets
(double-sided) and texts that are confined to a single spread.
Book design. In this situation the most legible solution is to start each
language from its natural beginning (from either end of the book –
meeting in the middle1). This has advantages over two languages that read
in the same direction but it also causes problems. These being – where
to put illustrations. In general it is not economically viable to repeat all
illustrations in both languages. The most suitable alternative is to put all
illustrations in the middle where the two languages meet. Similarly any
other information, such as an index, that would normally go at the back
of a book, can also be inserted in the middle. A problem with this is that
one does not have the convenience of the illustrations being along-side
the text. A useful tip is to vary the colour or substance of paper used for
the book and centre pages so that it is easier to find the illustrations. A
variation on this is to have major (or colour) illustrations in the centre and
other illustrations amongst the text. Rather than repeat these illustrations
in both languages alternative illustrations could be included. If one of the
two languages is considered to be more important than the other – which
could be shown through a change in the size of type, all illustrations
could be put with the main language with page references in the second
language. If for some reason the need arises to have two alphabets on the
same spread refer to the section headed Texts confined to a single spread
followed by part 2.
1Due to the Hebrew being about 20% shorter than the English this is not the true middle.
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Leaflets (double-sided). As with a book, in a double sided leaflet the two
alphabets can be separated by sides of the sheet of paper/card, so both
alphabets can not be seen at the same time. If the leaflet is to be folded
a double fold is better than a single fold. If the sheet is only folded once
it causes problems when trying to separate the two languages. If they
are divided by sides of the unfolded sheet, when folded one language
covers the two sides of the outside and the other language the inside.
alternatively if the two alphabets start on their appropriate covers and
continue inside, this produces a center spread with the two alphabets
side by side1. A double fold (fan fold) is not so problematic. By printing
one language on one side and the other upside down on the other side
this solves all problems. One outside cover opens to a full side of one
language and the other side the other language. If the third side in each
language overlaps the previous folds, this produces a visual sign showing
the reader which way to open the leaflet.

The difference in length between the two languages can always be taken
up by either an illustration (larger illustration) or if a form is needed it
could be printed bilingually on the Hebrew side.
Texts confined to a single spread. This is an extremely delicate problem
in which the following points must be taken into consideration. How
the problem is to be tackled depends on whether the same visual impact
is needed from both languages, it is preferable if one language can be
considered more important than the other. So depending on this the
overall feel and weight of the two blocks of text should be either matched
contrasted suitably. The positioning of the two blocks of text is also
important, especially if the two blocks of text are to be visually balanced.
1This situation often occurs in invitation design. The format should be treated as

explained under Book Format (when the two languages have to be side by side).
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It is important not to have the two languages reading into each other, this
can be avoided by either having the two languages reading outward from
the middle or positioning the two languages one on top of the other rather
than side by side (this can make the top language look more important).
If one of the languages is not as important as the other, and this is shown
in its weight and size, the above problem is not so great as the two
alphabets are already on different visual planes. For this problem relating
specifically to book formats see part 2.
2. Book format – when the two languages have to be side by side
– including when a second language is to be referred to as a translation,
such as in a prayer book.
In this situation the unchangeable fact is that in a conventionally bound
book (bound along the vertical side), one of the two languages will have
to read backwards. This means that one of the languages will be set in
its natural page by page format but the pages will be bound in reverse
order, so in order to read this language the pages will have to be turned in
reverse order1. Which ever language is chosen to be collated backwards
automatically in my opinion becomes the secondary language. Rather
than confusing the situation even more by trying to make up for this point
in other ways, it has been decided that if anything this second language
should be made visually even less significant. There are three main
variations as to how the pages of type can be set out. The two languages
on facing sides of the double page, or both languages on the same sides,
split either vertically or horizontally.
As always there are advantages and disadvantages in all the formats. An
advantage of splitting the two languages over a single side is that due to
the varying lengths of text the page splits do not have to be 50/50. If the
languages are one to a side, this gives the same amount of space to both
languages. A disadvantage of having the two languages share the same
side is that they are visually close together rather than having the central
gutter to split them. As mentioned previously, separating the languages by
the gutter gives equal spaces to two languages which can differ in length
up to 50%.
1If a book is bound along the top (horizontal) edge, which is a posibility for publications

such as exhibition / museum guids, this problem does not arise. In this instance both
languages read from the top page through to the bottom page, with no problem of
turning the pages from left to right or vice versa.
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To compensate for this, if the primary language is the Hebrew it could be
set in a larger point size. Other ways of varying the text space are to have
a larger margin on one side which could be filled with a vertical boarder
or by inserting illustrations. A small difference in length can also be made
up by ranging the Hebrew and setting the English justified.
A common (and now accepted as correct) mistake in bilingual books
and single folded leaflets is the fact that the Hebrew is always printed
to the right of the English. This produces spreads in which the two
languages always read into each other. There are a number of reasons
why this format is wrong and the only reason for its continued use is that
people are used to it. It is not known where or when this idea originated
but Plantinsʼ Polyglot Bible of 1568 shows the correct format with the
Hebrew to the left. Reasons for the Hebrew to be printed to the left of
the English are the following. In a book which opens the English way it
is the right side of each double page spread that is seen first (the more
expensive advertising page), similarly, in any booklet like this one,
which is only printed on one side of each sheet, it is the right side of each
double page – the predominant side. Likewise, in a book which opens
the Hebrew way, it is the left side which is predominant. Basically what
this means is, by putting the Hebrew always to the left of the English, if
a book is designed to be opened the English way, the English is on the
predominant side, and if a book is designed to open the Hebrew way, the
Hebrew is on the predominant side. By having the Hebrew to the left of
the English this also means that the two languages will read outwards
from the gutter rather than inwards into each other. With trying to keep
the two alphabets visually as distant as possible surely it is more sensible
to have them reading away from each other. If the second language
is to be referred to as a translation it may seem better to have the two
alphabets reading into each other, but this is not true. If the languages are
set reading into each other the distance between the first word in each
Hebrew line to its equivalent English word will be the whole double
spread of the book. If the languages are set reading away from each other
this distance is minimised to the width of the gutter. A final reason for
placing the Hebrew to the left of the English – reading away from each
other, is that if the texts read into each other and are not justified type,
it produces a disturbing uneven space down the centre of the texts. This
does not occur if the texts read into each other. Unfortunately, even with
all these reasons, publishers are generally not willing to take the risk of
reversing the format.
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A page from Plantinʼs Polyglot Bible of 1568.
Points to note are: The two languages read away from each other, similar ornamental
initial letters are used in both languages, visually the page is well balanced and to
compensate for the difference in length of the two languages, the Latin characters are
smaller and the page is divided off-centre.
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3. TEXT - Where both languages have to be read.
In this situation there is very little one can do as far as separating the
two languages. This being due to the fact that they have to run into each
other. The blocks of text should be balanced in weight, style and size (in
the overall appearance of the blocks, not the individual words). When
positioning the texts they should not be positioned side by side as this
will cause confusion as to which should be read first. Depending on how
important good legibility is over appearance the use of non justified text
can be used to aid legibility.

As shown above, by ranging the type appropriately it indicates the
directions the texts are to be read. A problem with this is in balancing
where the ranged side of one block of text should be in relation to ragged
sides of text above and below it, and vice versa on the other side. For this
reason it might help to justify the main body of text and just range the
second language.
4. TEXT - Mainly one language, with an occasional
word in the second language.
The main problem in this situation is the balancing of the words so as
not to draw too much attention to the change in alphabet. This problem is
explained in part ʻdʼ of the following section. The only other complication
arises if the text in the second language runs over a line break. The
problem is the fact that if the second language is set starting its second
line at its natural end, and it does not fill the line, then a bilingual line of
text is produced with no definite end to begin. The solution to this is to
always set the second language as if it is dropped in to the space the main
language would be filling.
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confusing

best solution

This point is also shown on page 4 in the example of printing from 1726.

5. ONE LINERS - One of two languages to be read.
Two main situations in which this situation arises are in letter-headings
(for international use) and in captions, under illustrations which cover
for the two languages. Two ways in which the type can be set in these
situations are either, one language on top of the other, or in one continuous
line. In both these situations care must be taken in balancing the two
alphabets weights, style and if both alphabets are in the same line care
should also be taken to balance the height and letterspacing of the
characters. All these points are explained in the following section. After
stating in the previous heading that when two texts are set side by side they
should read away from each other, an exception to the rule is when only
a single line of type is used. In this situation, especially if a second colour
can not be used to separate the two languages, it can be confusing trying
to find where the two languages start, and so it is easier if they start at
either end rather than the centre. This point also depends on if the line of
text is followed by running texts that read away from each other. In this
instance it may be better to have the two languages in the single line read
away from each other.

32

If the two alphabets are to be set on top of each other the question is,
which language should go on top. If there is a primary and secondary
language the obvious answer is that the primary language should go on
top. If one is mainly concerned with legibility it is felt that the Latin
alphabet should always go on top of the Hebrew. This is because it is
proven that when reading Latin lower case characters ones eyes travel
along the top of the line. When reading Hebrew characters the same does
not apply. From the point of view of reading the Latin characters, by
putting them above the Hebrew, the Latin reading line is separated from
the Hebrew characters.
6. ONE LINERS - Where both languages have to be read.
In this situation the type should be handled in the same way as listed
under heading five for text set in a single line.
7. DISPLAY & LOGO – Both or one of the two languages to be read.
No specific guidelines can be given under this heading. Basically one
should design, bearing in mind all the points mentioned in the previous
and following sections.
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Study of typographic problems as listed in chapter 4ii.
a. The alphabets read in opposite directions.
All in all it is felt that the fact that the two alphabets read in opposite
directions is advantageous rather than a disadvantage. The only
disadvantages that occur are in text setting. In a publication in which
both languages have to be in the same spread the problem arises due to
the pages having to be turned in opposite directions. So either one of
the languages has to have its pages collated in the wrong direction or
alternativly the publication has to be bound along its top horizontal edge.
The other problem is when a word in one alphabet has to be set in a block
of the other language. In this situation the reader has to jump forward
and back changing reading direction. This is even more confusing when
more than one word is inserted and it has to continue into a second
line (as described in part 4 of the previous section). Advantages of the
second language reading in the opposite direction are the following. In a
bilingual publication in which the two alphabets do not have to be facing
each other, there are no problems, both languages can start from their
natural ends. If the two languages read in the same direction the problem
would be that one of the languages would have to start half way through
the publication. In the situation where the two alphabets are on the same
spread, it is also advantageous. If the two alphabets read in the same
directions, both languages will start at different parts of the page, this
producing two paragraphs that start in different positions on the page.
If the two alphabets read away from each other from a central point there
is no problem. The starts of both paragraphs are seen simultaneously at
the centre of the spread.
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It can also be advantageous in setting the two alphabets so that they read
into each other. In a bilingual sign, if the two languages read in the same
direction there is always the question of which language should one be
reading, and from the design point of view, which alphabet should come
first. Having two languages that read in different directions is much
easier. By setting them to read into each other, each language will start in
its natural position. Likewise, having the two languages reading into the
centre, visually draws one into the spread.

b. Difference in lengths of text.
The fact that Hebrew, when translated into English, is generally about
20% shorter (50% with biblical texts) is not a great problem. As a general
rule a designer should not try to balance the visual lengths of the texts by
enlarging the point size of the Hebrew or by inserting excesive leading.
Both languages should be set in appropriate sizes for the job and start
and finish in their natural positions, page for page. If set in columns, the
column width of the Herbew can be shortened to comphensate for the
difference. If one language is set on top of the other the page should be
divided appropriately and not accross the geometric centre of the page.
There is a problem when the two languages are printed on facing sides
of a double page. This being the wasted space on the Hebrew side. If the
Hebrew can be considered the more important language, then this is a
situation in which the Hebrew can be set in a larger point size than the
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English. This will make the Hebrew look more important and balance
out the areas of text. An alternative posibility, and for situations when
the Hebrew can not be enlarged, is to include illustrations on the
Hebrew side. Also the balance can be made be having a wider margin
on the Hebrew side, this could include a printed, vertical, boarder. In
both display typography and what has been classified as one liners,
this differance in lengths can be used more creativly. Included in the
posibilities are, enlarging a single word of the Hebrew, which can be
visually more interesting than slightly enlarging all the Hebrew. If dates
or times appear in the text, and are set numerically, these need not be
repeated in both languages. Likewise there is no reason why a bilingual
heading should have exactly the same wording in both languages.
The headings could be different, with any points missed made up in the
body text.
c. Should the visual impact of the two languages be equal?
If the two languages can not be seen simultaneously then as near to the
same visual impact is needed from both languages, providing one is as
important as the other. Likewise if both languages will be read, and can
be seen simultaneously, they should be equally balanced. In situations
where only one of the two languages are to be read, but they can be
seen simultaneously, it is not advisable to balance the two alphabets.
One of the languages should be considered the more important and the
typography of the second played down. If everything is repeated in
both alphabets with the same impact, this can destroy the visual impact
that could be created in saying it once. However, if both languages are
as important as each other, they can be balanced in different ways. By
printing one language in a different colour, this can place it in a different
visual plane. This will also stop the two languages from running into each
other. The language can then be rebalanced with the more prominant one
by enlarging its point size. If it is the Hebrew that is enlarged this also
compensates for the differing lengths of text. Alternatively the difference
in lengths can be made more prominent by enlarging the English text.
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d. Matching up visual weights of words and blocks of text.
Matching up the visual weight of single words (or lines), is completly
different to balancing in weight two blocks of text. It is also a different
situation if it is a word or two of one language inserted into a block of text
set in the other language.
BALANCING WORDS OR SINGLE LINES OF TEXT
In this situation it is the visual weight of the avarage character that has to
be matched with its equivalent. The visual weight of a character depends
on three main points. The length of line used to draw the character. The
actual thickness of the line (in non-monolinear alphabets, the average
thickness), and the proportion of black to white within the character. In
general it is more appropriate to use Latin faces which are both made
up of forshortened lines and have large x heights. This is due to the fact
that Hebrew characters are open in design and are made up of few lines.
For this reason, when balancing Hebrew with Latin characters, the line
thickness of the Hebrew characters should be heavier than the Latin
characters.
BALANCING BLOCKS OF TEXT WITH EACH OTHER
In this situation, rather than matching up the weights of characters with
each other, it is the overall grey weight of the blocks of text that have
to be matched. The problem with this is, whereas with the Latin u/lc
alphabet lines of text merge into each other, forming a grey mass, with
the Hebrew alphabet this does not happen due to there only being one
ascending character and few descenders. This produces an area of black
and white stripes. This problem can be minimised by setting Hebrew
faces without leading. In theory, due to the infrequent occurance of
ascenders and descenders in the Hebrew alphabet, proportionally less
leading is needed than in equivalent Latin faces. Similarly, due to the
more prominant horizontal lines in the Hebrew alphabets, the lines of text
are easier to follow. Likewise, the more prominant vertical lines in the
Latin alphabet, visually close up the space between the lines. The addition
of vowels to Hebrew texts also alters the weight and closes up the space
between the lines.
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Frank-Ruehl set 12/12pt with and without vowels.

BALANCING WORDS FROM ONE ALPHABET IN A BLOCK OF
THE OTHER ALPHABET
In this situation the problem is in matching both the weight of the words,
as in the first part, and also the space around the inserted word. Due to
the different numbers of ascending and descending characters in the two
alphabets, and the change in vertical/horizontal lines that are stressed,
this can create either a white or dark area around the inserted words. This
problem can be minimised by using a Latin typeface with a large x height
and setting the Hebrew point size so that its body is slightly higher than
the Latin x height.
ei. Matching styles of typefaces in the two alphabets.
It is advisable to select the most appropriate face for the job in each
language without letting one influence the other. Only then should the
two alphabets be compared, and changes can then be made in the choice
of typeface. A change should only be technical reasons such as it being
impossible to balance the weights in a situation where they need to be
balanced. In such situations it is easier to find a more appropriate Latin
face as there are only eight Hebrew faces from which to chose. A point to
bear in mind is that the Hebrew characters are less complex than the Latin
and so similar faces will have be proportionately less intricate. When
choosing typefaces for a job one should take into account whether one
language is less important, in which case possibly a less stylistic typeface
will be more appropriate. For possible equivalent Hebrew/Latin typefaces
see Appendix A9.
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A common mistake when using a traditional Hebrew typeface, such as
Frank-Ruehl, is to match it up with Times New Roman. The reasoning
behind this match is that they are both very legible traditional styled faces.
However, from a historical point of veiw this comparison is wrong. The
traditional styled Hebrew faces are generally used for religious and biblical
texts. The typeface Times was designed in the 1930ʼs by Stanley Morison
specifically for use as a newspaper typeface. Is it really appropriate to use
a typeface designed for a daily paper for a religious text?
eii. Matching the alphabets in terms of visual height.
As a general rule, the body height of Hebrew type should be matched so
it is slightly heigher than the Latin x height, when using u/lc. With Latin
caps, the Hebrew should be matched to the cap height. As previously
explained, the larger the Latin x height the better the balance. By having
a large x height Latin character,this means that to match the Hebrew body
height so it is slightly heigher than the Latin x height, could mean using
a larger point size Hebrew character than Latin character. This has its
advantages. Firstly, due to the simplicity of the Hebrew characters, the
larger they are the easier they will balance. Secondly. if the Hebrew is a
point size larger, this difference can be made up with leading in the Latin
alphabet. As mentioned previously, Latin typography needs proportionally
more leading than Hebrew, so the additional leading is quite acceptable.
eiii. Matching the letter/word spacing in the two alphabets.
This technicality is really only needed in display typography. When
balancing a few words in each alphabet it is found that the Latin
characters should be spaced closer than Hebrew (page 15).
f. Numerals.
The problem with using numerals is the fact that they do not look right
against the Latin alphabet, they look worse against the Hebrew alphabet
and with the two alphabets together they look even worse. Wherever
possible one should use old style numerals, which complement the lowercase Latin characters and are more acceptable with the Hebrew alphabet.
An exception to this is when only Latin caps are used. Unfortunately
there are no sans serif monolinear faces with old style numerals.
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In recent years more faces are being produced with old style numerals.
These include, Pegasus, designed by Bertholt Wolpe OBE RDI, and
Élan, which has just been released by ITC, designed by Albert Boton,
co-designer of the typeface Eras. Like Eras, Élan has a relativly large x
height which is of use when using the Hebrew alphabet. Élan is a visually
monolinear, serifed face. When numerals appear in both Hebrew and
Latin texts, which are set alongside each other, and they are visually
similar, the numerals from only one of the faces should be used.
g. Equivalent typographic conventions.
A great problem with the two alphabets which are so different is, what are the
equivalent typographic conventions of one alphabet in the other alphabet?
Italic it has been decided should slant thus ʻ/ʼ, in both alphabets.
Therefore backslant being the reverse.
It is not very appropriate to have standing, enlarged characters in Hebrew
texts. It is better to use drop caps, which hang off the top line, with both
the Hebrew and Latin alphabets.
Latin type, which is set vertically, is better reading from bottom to top,
whereas Hebrew should read downwards.
Just because Hebrew has only one case of characters, it is no reason to
use only upper or lower case Latin characters. Both alphabets should be
used to their full extent.
When the point size of Latin characters changes within a line, the
characters are aligned at the bottom. Theoretically, with the Hebrew
alphabet the characters should align at their base, the top. It is easier, solves
problems, and is generally accepted to align Hebrew words at the bottom.
When setting type in a circle, a problem when just using a single alphabet
is whether the type should continue upsidedown, or be in two right reading
semi-circles. This problem does not occur when using the Hebrew and
Latin alphabets. By setting the Hebrew in the top half of the circle, and
the Latin alphabet in the lower, both alphabets are right reading. Another
advantage is that as the visual base of the Hebrew is at the top, this
produces a strong outer line around the outside circle. This is not possible
with two right-reading lines of Latin characters.
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5. CONCLUSION
The problems and solutions discussed in the previous chapter cover most
of the dilemmas in design work which contains both the Hebrew and
Latin alphabets. As with any design theories, in practice there are always
reasons to contradict them. The designer should be aware of the theories
mentioned but should also contradict them wherever the need arises.
Appendix C contains a selection of recent work by designers that contains
the two alphabets together. There are notes with the designs highlighting
any relevant points.
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APPENDIX A

1.

How the Phoenician letter developed.

2.

The typeface ʻCHAIMʼ – Jan Lewitt.

3.

ʻThe new Hebrew typographyʼ – Hugh Schonfield.

4.

The typeface ʻGILLʼ.

5.

Experiment to demonstrate why non Hebrew readers look at
Hebrew characters upside down.

6.

Experiment to demontrate that it is natural to see forms
standing rather than hanging.

7.

Alphabet and text sample showing the use of elongated characters.

8.

Phototypesetting systems and companies.

9.

Examples of suitable Hebrew/Latin typefaces.
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1. HOW THE PHOENICIAN LETTER DEVELOPED

This chart shows the two directions in which the Phoenician letter developed, forming the
Hebrew and Roman alphabets. A noticeable difference in the way that the Roman letter
developed from the Hebrew letter is that a large number of the Roman/Greek letters had
a central vertical line of symetry during their development. This could be due to the fact
that whereas the Hebrew alphabet has always been written from right to left, the Roman
alphabet went through a bustrophedic stage, in which the characters directions changed
from line to line. Similarly, in the Roman alphabet, between 600 BC and 500 BC the
direction of all the non-symmetric characters changes. This could indicate the point in time
after which Roman characters were written from left to right.
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2. THE TYPEFACE ʻCHAIMʼ – JAN LEWITT
In 1932 Jan LeWitt, an unqualified Polish graphic designer working for a Yiddish
newspaper realised how bad the Hebrew typeface looked against the Latin Bauhaus
typography, and so designed the typeface CHAIM. Though this was a radical change in
the Hebrew letter (which had remained much the same over the past centuries) it was still
willingly accepted as a new typeface. The typeface CHAIM soon spread and is now one of
the more popular display faces in use in Israel today.

Comparing CHAIM with the Latin faces that it was designed to complement, there is an
interesting difference. Visually both Hebrew and Latin faces put over the same feeling
perfectly. If one compares the actual shapes of the characters there is an obvious difference.
Whereas the Latin alphabets contain a number of curved lines, the Hebrew typeface is made
up from only straight lines. The designer, Jan LeWitt commented on this point saying that
he had thought of including some curved lines but in designing a ʻBauhausʼ typeface he
found no need to use any curved lines. This it has been decided is one of the main reasons
for its success over other typefaces. What he has done is designed a typeface based on a
period in time rather than basing it on a Latin typeface style. Likewise this point also relates
to chosing compatible typefaces. Rather than looking for similar shaped characters one
should compare the typefaces bearing in mind the fact that the Hebrew characters are much
simpler forms than the Latin.
The question mark, which was not designed along with the rest of the alphabet, is not of the
same character as the rest of the letters. The designer does not approve of this addition.
The above information on the typeface CHAIM is a transcript of the relevant points
mentioned in a meeting with Jan LeWitt, its designer.

44

3. THE NEW HEBREW TYPOGRAPHY – HUGH J SCHONFIELD
This book records an important dead end in the history of Latin influenced Hebrew
typography. To me this book is a record of exactly what one should not do when faced with
the differences between the Hebrew and Latin alphabets. The proof of my views being Mr
Schonfieldʼs results. It is not only his results that are bad but the whole concept behind the
letter and his reasoning. Schonfields idea is to take the Hebrew letter and ammend it with
what he calls the good points in the Latin alphabet that are lacking in the Hebrew alphabet.
He lists these points as:
1. Not having both an upper and lower case he says does not allow for enough variation
between words.
2. The squareness of the letter which he says retards its flow.
3. The horizontal lines are stressed, he feels that the vertical lines should be to make
the letter like the Latin letter.
4. Not enough variation in typefaces to express ones-self appropriately.
It is thought that these points, that he thinks are defects in the Hebrew alphabet, are a
poor excuse for changing the Hebrew alphabet in the way he has. Firstly, his reasoning
for creating an upper and lower case alphabet is meaningless. In Israel today, designers
manage very well without two cases of characters. Secondly in the 1930ʼs, when this book
was compiled, Bauhaus typography which makes use of only one case of characters was
considered good typography. Thirdly, through creating a lowercase alphabet which sits
on the line rather than hanging off the line shows his ignorance of this very important
difference which is discussed in my work.
The second and third points that he mentions can be linked together. The squareness of
the Hebrew letter can be partly blamed on the cutters of Hebrew types. A number of the
Hebrew letters were slightly distorted by them to fit into similar blocks as the Roman letter.
As far as this point retarding the flow I can not see what he means. Due to the fact that the
horizontal lines are stressed rather than the vertical, this in fact increases the flow of the
Hebrew characters, where as the Latin letters with the heavy vertical lines become static
and seem to need serifs to help ones eyes follow along the lines of type.
The fourth point he makes was true up till when the document was compiled. Over the
past 40 years this has been rectified but still lacks the history of the previous years. From
examining his results it is clear that he has succeeded in producing exactly what he set out
to do. An alphabet based on the Latin letter forms which as such can act as a skeleton to
adapt to any Latin typeface . The only problem being that he has destroyed the Hebrew
alphabet and created a collection of symbols which do not relate to each other, including
some characters which appear to hang from the x height and others which seem to stand
on the line.
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Examples of Schonfieldʼs typefaces; Hebrew – Caslon Old Face Heavy and
Old face Italic, Cabel Light and Bold Italic.
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4. THE TYPEFACE GILL
In 1932 Eric Gill moved from England to Israel and settled in Jerusalem. Prompted by the
British Govenor, Gill designed ten typographic reliefs, to be carved in the stone walls of
the Rockefeller Museum. Through this he became interested in the Hebrew letter. An
example of his work is shown in the Abstract (page 5). After Gillʼs death in 1940 it was
these carvings that served as a basis for the Hebrew GILL letter. This was completed by
Dr Moshe Spizer and cut by Alphonso Ioso.

The Gill letter has never been very popular and is rarely seen in print. It is unlike any other
Hebrew face and the letters seem to have Roman serifs rather than the Hebrew pen mark.
It is hard to say exactly what the difference between the serif and the pen mark is but it
could be the fact that the serif generally has two points to it rather than the one.

5. EXPERIMENT TO DEMONSTRATE WHY NON HEBREW READERS LOOK
AT HEBREW CHARACTERS UPSIDE DOWN.
If a reader of a European language is given a Hebrew text, a natural reaction is to hold it
upside down. This could be for one of two reasons. Either because the letters flow from
right to left, and by holding the text upside down the characters flow in the European
direction of left to right. Another reason could be because the Hebrew characters hang
off the line, rather than standing on the line as with the Latin characters. The following
experiment has been divised to highlight the main reason for the Hebrew alphabet looking
upside down.
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Illustration ʻaʼ shows some Hebrew text which has been set to give no clues as to which
way it should be held, except for the fact that the punctuation sits in the normal European
positions. Illustration ʻbʼ is a mirror image of the same text sample. This producing
Hebrew characters which flow in from left to right. When given to non Hebrew readers,
both sample ʻaʼ and ʻbʼ were held upside down. This experiment gave the sameresult
when using a non-monolinear typeface. This showing that the varying weights of the lines
makes no difference. The results of this experiment show that the predominant reason for
Hebrew looking upside down is not because it flows in the opposite direction but because
it hangs off the line.

6. EXPERIMENT TO DEMONSTRATE THAT IT IS NATURAL TO SEE FORMS
STANDING RATHER THAN HANGING
The following simple experiment was put forward by Yochanan Vardimon in demonstrating
that it is natural to see an image standing rather than hanging. This relating directly to the
fact that the Hebrew letters hang off the line. If given an abstract image as shown below, if
given the choice, it is held with the black area at the bottom (diagram 2). This being due to
the fact that it is unnatural for the heavy black area to hang downwards. Similarly it looks
unnatural for an alphabet to hang downwards, unless the reader is used to it. This can be
compared to the Indian alphabet which hangs off the line, except, with this alphabet there is
a drawn in, visible, line from which it hangs.
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7. ALPHABET AND TEXT SAMPLE SHOWING
THE USE OF ELONGATED CHARACTERS
Below is an example of a Hebrew alphabet, cut by LéBe in 1551, whilst working for
Garamond, which was printed by Plantin. The characters underlined show various lengths
of characters, this used to aid the justification of lines. A printing error is the fact that the
characters after the letter SAMECH are in fact variations on the letter MEM, as indicated
with an arrow. The second copy of the letter AIN hangs below the general bottom of the
characters and was only used when no vowel was needed under the character. The last
character (bottom left), is a ligature made from the letters ALEPH and LAMED, these
being the root letters in the Hebrew name for G-d.

Text showing the use of elongated characters. Frankfurt (Rödelheim) Prayer-book, 1938

8. PHOTOTYPESETTING SYSTEMS AND AND COMPANIES
There are two main phototypesetteing companies that supply systems to both Israel and
England. These being, Linotype-Paul and Varityper International. Both companies have
basically the same range of Hebrew founts, which are available on both film and digital
systems. The main problem which arises both in England and Israel is the range of the
second language available in setting houses. In Israel there are generally only a few Latin
founts about and in England the problem is finding a setter with a large range of Hebrew
founts, never mind the same setter having a range of Latin founts. In England the choice
of Hebrew/Latin setters is limited to one of the following. The large typesetteng companies
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who will set any face in any alphabet1. Alternativly there is G J George – printers and
multilingual phototypesetters2. This company is geared specifically to towards Hebrew/
Latin typesetting. They have an almost complete range of Hebrew faces but only a few
Latin faces. They use a Varityper system which working from film masters does not allow
digital italicising, expanding or condensing. The fact that they only have a few Latin faces
seems to be a problem with most setting houses. There are over a thousand Latin typefaces
in various styles and weights but, after chosing one for a job, whether any one has it is a
different matter.

9. EXAMPLES OF SUITABLE LATIN/HEBREW TYPEFACES
The texts have been set running into each other for easier comparison
Hebrew text samples are set 12/12 point
Latin text samples are set 11/12 point

1

Linage Phototypesetting have a number of Hebrew faces in stock and will buy in any
others. They use a Linotype-Paul digital system. 70 Fearnley Street, Watford, Hearts.

2

G J George Printers and multilingual phototypesetters. Topps House, St Andrews Mews,
London N16 5HX.

3

In this instance, due to the extra large Latin x height, 10/12pt Latin could be used.
In the sample 11/12pt has been used, inkeeping with all the other samples.
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APPENDIX B Transcripts of relevant points made in discussions
1.

Zvi Narkis.

2.

Meir Doron (agent for Varityper International, Israel).

3.

Eliahu Koren.

4.

Elly Gross.

5.

John Tomkins.

6.

Yochanan Vardimon.
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1. ZVI NARKIS. Typographer, Designer of the Narkis and New Narkis Typeface.
You should not try to imitate Latin typography in Hebrew characters. Both alphabets
should be used with out any compromises to aid the other alphabet. A difference which
should be taken into account is the simplicity of the Hebrew characters compared to the
Latin characters. This can be seen by taking a simple word such as ʻRadioʼ.

Radio,
When compared to the Hebrew word it is quite obvious how much more interesting the
Latin letters are, even when using a plain monolinear sans-serif face.
The idea that the Hebrew characters should be heavier in the horizontal lines than the
vertical is not historically true, old examples of Hebrew stone carvings show monolinear
characters. So there is no reason why there should not be monolinear Hebrew faces except
as in the Latin alphabet it is possible that the non-monolinear alphabets are more legible.
Hebrew characters should generally be matched in height to the Latin characters so that the
body of the Hebrew is slightly higher than the Latin x height with which it is balanced.
When balancing Latin characters with Hebrew the thickness of the lines in the Hebrew
characters should be slightly heavier than those in the Latin characters. This is due to the
fact that when the two alphabets are balanced correctly in height, there are more lines,
which are also more compact in the Latin alphabet. This being due to the characters being
more complex. To balance out the weights, the lines in the Hebrew characters should be
heavier than those in the Latin alphabet.
The white space between Hebrew which is set solid is due to the few ascending and
descending characters.
Hebrew text (modern) is generally 20% shorter than its English equivalent. This difference
can be as much as 50% when using Biblical Hebrew.
Generally, both Hebrew and Latin characters are designed based on a 10 by 12 grid.
If a large character is needed to denote the start of a section, the whole word should be
enlarged in Hebrew, rather than just the initial letter.
When designing a Hebrew typeface, the fact that it will be mechanically italicised should
be taken into account. This being due to the fact that there is not the demand in Hebrew to
produce large families of faces. Hebrew italic should be slanted this way ʻ\ʼ. It should be
compared to a man running - ones head always goes first.
When texts including both Hebrew and Latin, include numerals, it is a possibility to use just
one set of numerals with both texts.
Old Style Numerals should not be used with Hebrew as they were designed to compliment
the Latin lower case alphabet.
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2. MEIR DORON (AGENT FOR VARITYPER INTERNATIONAL, ISRAEL)
There is no reason why a Latin serifed alphabet should go specifically with a Hebrew face
with a pen-mark. It is a mistake to compare the two types of mark.
Hebrew should be italicised this way ʻ/ʼ. There are many reasons for it being italicised in
both directions, but it looks natural this way ʻ/ʼ.
When chosing or designing a similar Hebrew typeface to go with a Latin face, the designer
should not try to match up the alphabets character for character. The two alphabets are
completely different in form and should be matched with each other letter for letter, but on
a more general basis.
Historically, Hebrew should align (word for word) at the top of the characters. Typesetting
systems automatically align all characters at the bottom of their body. Hebrew is generally
aligned at the bottom rather than the top, this is what the machines do and it causes less
problems when it is to be combined with the Latin alphabet.
The letter ʻSamechʼ in the typeface New Narkis is an angled circle, on other systems it is a
full circle as in the Latin letter ʻOʼ. There is no reason why a Hebrew letter should resemble
a Latin letter and if anything one should go out of ones way to make them different.
When using numerals in texts that contain both Hebrew and Latin characters it is a good
idea to use just one face of numerals with both alphabets.

3. ELIAHU KOREN (KOREN PUBLISHING & TYPOGRAPHER)

The Koren letter is based on the traditional Hebrew letter which has been modified to
increase legibility. At present the right to reproduce the Koren letter belongs only to Koren
Publishing.
Non-monolinear Hebrew faces are more legible than monolinear faces.
The use of the Latin face Times is not satisfactory for use along with the traditional Hebrew
faces. It does not have enough weight behind it and the bold form of the letter is ugly.
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The typeface Times was also designed for printing newspaper texts and not religious texts.
In smaller point sizes (10pt. and under) Times is the most suitable, legible face. In larger
sizes Korinna is an appropriate face to use.
Old Style Numerals should not be used with Hebrew as they were designed to go with the
Latin lower case alphabet, of which Hebrew has no equivalent.
When setting a text (Hebrew/English), which has its translation along side it, The Hebrew
should be set to the left of the English. This way both languages start each line along side
each other in the central gutter making it easier to cross reference. Also, if the texts are not
set justified, it is visually better to have the ragged edges bleeding into the outer margins.

These points have been mentioned to the large American publishers, with reference
to Hebrew books, but non are willing to take the risk of printing the Hebrew to the left
of the English.

4. ELLY GROSS (TYPOGRAPHER)
If one looks at old Hebrew manuscripts, there are examples of writing which slants both
this way ʻ/ʼ and ʻ\ʼ this, more frequently it is this way ʻ\ʼ. There is no real reason for italic
in Hebrew to slant one way or the other. Hebrew italic faces are needed, but mechanical
italicising is bad.
The more legible part of the Hebrew letter, the part ones eye follows, is the top half.
There is nothing wrong with enlarging an initial letter rather than word in Hebrew (there are
historical references). It is better if the character hangs from the line rather than standing
one the ʻLatin base lineʼ.
As in the Latin alphabet, non-monolinear faces are more legible than monolinear faces.
The horizontal strokes in the Hebrew alphabet are more important than the vertical.
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5. JOHN TOMKINS FSTD FSIAD (DESIGNER)
A typographer should be able to work from using a selection of only four typefaces, so the
limited number of Hebrew faces available should not be a problem.
Visually Hebrew characters will look smaller than Latin characters of the same point size.
As the Hebrew and Latin characters are so different, all that is needed to seperate them in a
line is, at most, a double word space.
Old Style Numerals should not be used with Hebrew characters as they were designed to go
with the Latin Lower case alphabet. Wherever possible numerals should be written out in
word form.

6. YOCHANAN VARDIMON (HEAD OF GRAPHICS, BEZALEL, JERUSALEM)
Theoretically Hebrew italic should slant this way ʻ\ʼ, but some characters do not look right
when slanted in this direction.
Old Style Numerals are visually much more appropriate with Hebrew characters than
Cap Height Numerals. An exception to this is if only Latin caps are being used.
Although the Hebrew alphabet hangs off the line it is natural to relate to things that grow
upwards rather than hang down.
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APPENDIX C Examples of relevant design work

1.

Artscroll Prayer-book, Mesorah Publishing 1984.

2.

Koren Haggadah, Koren Publishing 1984.

3.

Poster Design (typographic detail), Dan Reisinger 1977.

4.

Poster Design (typographic detail), Raphie Etgar 1982.

5.

Logo (typography), Simon Prais 1985.
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1. ARTSCROLL PRAYER-BOOK (MESORAH PUBLISHING 1984)
The Artscroll series of books are some of the better designed bilingual texts. The Prayerbook, as illustrated below, opens the Hebrew way. It is obvious that the designer was aware
of the problems in setting the Hebrew to the right of the English. To overcome some of the
problem, without reversing the format, the designer has repeated the first Hebrew word of
each paragraph at the start of it English translation. This has a number of advantages. When
flicking through the pages of the book, the natural way, the repeated Hebrew words on
the left are visible, this telling the reader what Hebrew paragraphs are on the facing page.
This is assuming that the reader generally recognises paragraphs by the Hebrew text and
not the English. Similarly, when cross-referencing between the two languages, this layout
is easier to follow. There still is the whole span of the book to cross, but there is the same
Hebrew word repeated, rather than just its translation, which is much easier to find. Both
the Hebrew on the left and English are in a smaller point size than the Hebrew on the right.
There is proportionally more leading on the English side, this producing a visually well
balanced double spread.
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2. KOREN HAGGADAH (KOREN PUBLISHING 1984)
The Koren Haggadah is one of the few books which opens the Hebrew way and is printed
with the Hebrew text to the left of the English text. The main side, with the Hebrew, is
slightly heavier in weight than the English and also includes illustrations. These points
and the fact that it is the left hand side make the Hebrew the predominant language. It
has a line for line translation with the two languages more or less aligned with each other.
In larger publications the lines are correctly aligned. Due to the publication being only
11·5cm x 16·5cm, and the type being small, the typeface Times has been used, rather than
Korinna, as in the larger publications. The small point size in the English and the excessive
leading is due to the fact that it is a line for line translation. If the type was any larger the
proportionally longer English translation would not fit on one line, this throwing out of line,
the line for line translation.
The fact that the Hebrew is set to the left of the English means that the Hebrew is seen first
at the turn of each page. Both languages start from the centre, this making it easier to cross
reference. The text has been set ranged rather than justified, this makes it easier to follow
and visually more interesting. If the pages had been printed with the Hebrew on the other
side this would produce a strange white shape down the gutter where the ragged ends of
text meet.
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3. POSTER DESIGN (TYPOGRAPHIC DETAIL) DAN REISINGER 1977
Detail from a poster advertising an exhibition of the designers work. It states, the name of
the exhibition, the venue and the dates, in both Hebrew and English. Capital Latin letters
have been matched in height with the body height of the Hebrew. The use of caps in the
English exaggerates the difference in length between the two languages. This difference in
lengths has then been made-up by enlarging the name of the exhibition, in Hebrew only,
which is also the designers name. As well as equaling the line lengths this also gives the
poster a title which is a bold heading. The impact of this title would have been lost if it had
been repeated, in the same weight, in the second language. This as well as the fact that the
other Hebrew text is heavier than the English makes the Hebrew the main language.

4. POSTER DESIGN (TYPOGRAPHIC DETAIL) RAPHIE ETGAR 1982
In this poster, advertising an exhibition of the artists work, Latin caps have been matched
with the Hebrew face ʻChaimʼ. The main language is obviously Hebrew, the address of
the exhibition is not given in English, but enough information is given to interest the
English speaking audience into finding out more. The Dates and times (numerical), have
been placed between the two languages. They both read with either language and act as
a divider between them. Where the two alphabets are not seperated by numerals a double
word-space has been used. In this situation the Latin characters are heavier than the Hebrew
characters, this making them stand out from the Hebrew of which there is more and is the
main language.
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5. LOGO (TYPOGRAPHY) SIMON PRAIS 1985
This logo makes use of the fact that it is advantageous rather than disadvantageous to set
Hebrew and Latin characters together in a circle. The visual base of the two alphabets form
a strong circle around the outside of the shape. The two languages are both right reading at
the same time, both starting from their appropriate sides. The typefaces used are ʻAlbertusʼ
with ʻNarkisʼ. The weight of the Hebrew characters are slightly heavier than the Latin
characters, this forming an almost equally weighted circle. The extra weight in the Hebrew
making up for both the simplicity of the characters and the shortness of the word. As with
any typography, some character sequences can be impossible to letter-space correctly,
especially when set in a circle. The large space between the letters ʻTʼ and ʻYʼ has been
filled with the insertion of the designers mark, this being the Hebrew letter ʻPeʼ, reversed
out of a circle. By placing the English word on top, this only makes the situation worse,
producing large spaces between both the ʻRAʼ and the ʻAPʼ. These spaces would also fall at
the top of the circle which is not the most subtle of positions.
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