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6 STYLES 
3 WEIGHTS W/ ITALICS

DESIGNED BY 
PAUL BARNES 
TIM RIPPER

FEATURES 
PROPORTIONAL / TABULAR LINING FIGURES 
FRACTIONS (PREBUILT AND ARBITRARY) 
SUPERSCRIPT/SUBSCRIPT 
SMALL CAPS (ROMAN) 
STYLISTIC ALTERNATES

A light slab serif, Blanchard is an elegant 
typeface suited both for text and display. 
The design is reminisicent of monolinear 
typewriter faces, but feels less utilitarian 
with a unique beauty. Based on a small size 
of type first cut for Blake & Stephenson in the 
late 1830s, it echoes the fashion of the time 
when foundries tried to imitate the style of 
the engraver. The small size in which it was 
originally made informs the joining of the 
inner serifs in characters such as A, H, K, 
M, U, V, h, m, n, v, and x; an unusual style, 
but one which is unobtrusive at small sizes. 
Designers Paul Barnes and Tim Ripper also 
added a simple italic, making Blanchard a 
small, but perfectly formed family. 
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Blanchard Roman
Blanchard Italic
Blanchard Medium
Blanchard Medium Italic
Blanchard Bold
Blanchard Bold Italic
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Altered
LUOGO
Ethical
Factual
BARKS
Gebouw

BLANCHARD ROMAN, 100 PT

BLANCHARD ITALIC, 100 PT
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Decade
OUEST
Lyrical

Primer
WRITS
Ħlejjaq

BLANCHARD MEDIUM, 100 PT

BLANCHARD MEDIUM ITALIC, 100 PT
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Mundo
STYLE
Recuse
Nature
ZONES
Großen

BLANCHARD BOLD, 100 PT

BLANCHARD BOLD ITALIC, 100 PT
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ECLIPSES
Değişebilir
KONZEPT
Beginnings 

BLANCHARD ROMAN, 70 PT

BLANCHARD ITALIC, 70 PT

REQUIRE
Chartered
JAYWALK
Määravad

BLANCHARD MEDIUM, 70 PT

BLANCHARD MEDIUM ITALIC, 70 PT
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DÆMDUR
Polytypes
EVIDENT
Subgenres

BLANCHARD BOLD, 70 PT

BLANCHARD BOLD ITALIC, 70 PT
[ALTERNATE b g]
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GUILD PRINTER
Dolomite outcrops
NAALDBOS VOOR
Revenue of £95,752

BLANCHARD ROMAN, ITALIC, 40 PT   

GLACIAL LAKES
Trnovskog Gozda
OLD CATALOGUE
A biological point

BLANCHARD BOLD, BOLD ITALIC, 40 PT
[ALTERNATE b g]

NANOBACTÉRIE
Modern synthesis
JUDICIAL RULES
Debates vigorously

BLANCHARD MEDIUM, MEDIUM ITALIC, 40 PT
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ADDITIONAL COST OF £3,000
Flåter for gjensidig beskyttelse
FOUNDATIONAL DOCUMENT
Their new idea of palaeontology

BLANCHARD ROMAN, ITALIC, 24 PT   

UMA ALIANÇA DE CIDADES
All 75 merchants from Zwolle
THE VILLAGE OF BRACKLEY
Intense & feisty interpretation

BLANCHARD MEDIUM, MEDIUM ITALIC, 24 PT   

HIS DILIGENT EXAMINING
Amidst an epoch of upheaval
VŮČI SVÉMU PANOVNÍKOVI
Shared idea & popular values

BLANCHARD BOLD, BOLD ITALIC, 24 PT   
[ALTERNATE &]
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Conservator

Demonstrate

BLANCHARD ROMAN, 60 PT

BLANCHARD ITALIC, 60 PT

Exchanging

Legalizando

BLANCHARD MEDIUM, 60 PT   

BLANCHARD MEDIUM ITALIC, 60 PT   

Gefäßwand

Implication

BLANCHARD BOLD, 60 PT

BLANCHARD BOLD ITALIC, 60 PT
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BLANCHARD ROMAN, ITALIC, MEDIUM, BOLD, 16/20 PT

ROMAN SMALL CAPS

ROMAN

MEDIUM

PROPORTIONAL
LINING FIGURES

ITALIC

FRACTIONS

NUT FRACTIONS

BOLD

the spanish war, which began in 1739, 
and the French war which soon followed 
it occasioned further increase of the debt, 
which, on the 31st of December 1748, af-
ter it had been concluded by the Treaty of 
Aix-la-Chapelle, amounted to £78,293,313. 
The most profound peace of the seventeen 
years of continuance had taken no more 
than £8,328,354. from it. A war of less than 
nine years’ continuance added £31,338,689 
to it (Refer to James Postlethwaite’s 
History of the Public Revenue). During the 
latter half of the administration of Mr. 
Pelham, the interest of this public debt 
was reduced from 4 3/4 to 3 1/2 per cent; or 
at least measures were taken for reduc-
ing it; the sinking fund was increased by 
2 3/8 per cent, and 1 2/3 per cent of the public 
debt was paid off. In 1755, before the break-
ing out of the late war, the funded debt of 
Great Britain amounted to £72,289,673. On 
the 5th of January 1763, at the conclu-
sion of the peace, the funded debt amount-
ed to £122,603,336. The unfunded debt has 
been stated at £13,927,589. But the expense 
occasioned by the war did not end with the 
conclusion of the peace, so that though, on 
the 5th of January 1764, the funded debt 
was increased (partly by a new loan, and 
partly by funding a part of the unfunded 
debt) to £129,586,782, there still remained 
(according to the very well informed au-
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BLANCHARD MEDIUM, MEDIUM ITALIC, BOLD, 16/20 PT

MEDIUM SMALL CAPS

MEDIUM

BOLD

PROPORTIONAL
LINING FIGURES

MEDIUM ITALIC

FRACTIONS

NUT FRACTIONS

BOLD

the spanish war, which began in 1739, 
and the French war which soon followed 
it occasioned further increase of the debt, 
which, on the 31st of December 1748, af-
ter it had been concluded by the Treaty of 
Aix-la-Chapelle, amounted to £78,293,313. 
The most profound peace of the seventeen 
years of continuance had taken no more 
than £8,328,354. from it. A war of less than 
nine years’ continuance added £31,338,689 
to it (Refer to James Postlethwaite’s 
History of the Public Revenue). During the 
latter half of the administration of Mr. 
Pelham, the interest of this public debt 
was reduced from 4 3/4 to 3 1/2 per cent; or 
at least measures were taken for reduc-
ing it; the sinking fund was increased by 
2 3/8 per cent, and 1 2/3 per cent of the public 
debt was paid off. In 1755, before the break-
ing out of the late war, the funded debt of 
Great Britain amounted to £72,289,673. On 
the 5th of January 1763, at the conclusion 
of the peace, the funded debt amounted to 
£122,603,336. The unfunded debt has been 
stated at £13,927,589. But the expense oc-
casioned by the war did not end with the 
conclusion of the peace, so that though, on 
the 5th of January 1764, the funded debt 
was increased (partly by a new loan, and 
partly by funding a part of the unfunded 
debt) to £129,586,782, there still remained 
(according to the very well informed au-
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BLANCHARD ROMAN, ITALIC, BOLD, 11/14 PT BLANCHARD MEDIUM, MEDIUM ITALIC, 11/14 PT

Every introduction to the prob-
lems of aesthetics begins by ac-
knowledging the existence and 
claims of two methods of at-
tack—the general, philosophical, 
deductive, which starts from a 
complete metaphysics and in-
stalls beauty in its place among 
the other great concepts; and the 
empirical, or inductive, which 
seeks to disengage a general prin-
ciple of beauty from the objects 
of aesthetic experience and the 
facts of aesthetic enjoyment: an 
example of Fechner’s “aesthetics 
from above and from below.” 

Methods of Aesthetics 
The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of 
an eighteenth-century philoso-
pher, Baumgarten, to round out 
his “architectonic” of metaphys-
ics that the science received its 
name, as designating the theory 
of knowledge in the form of feel-
ing, parallel to that of “clear,” logi-
cal thought. Kant, Schelling, and 
Hegel, again, made use of the 
concept of the Beautiful as a kind 
of keystone or cornice for their 
respective philosophical edific-
es. Aesthetics, then, came into 
being as the philosophy of the 
Beautiful, and it may be asked 
why this philosophical aesthet-
ics does not suffice; why beauty 
should need for its understand-
ing also an aesthetics “von un-
ten.” The answer is not that no 
system of philosophy is univer-
sally accepted, but that the gen-

Every introduction to the prob-
lems of aesthetics begins by ac-
knowledging the existence and 
claims of two methods of at-
tack—the general, philosophical, 
deductive, which starts from a 
complete metaphysics and in-
stalls beauty in its place among 
the other great concepts; and the 
empirical, or inductive, which 
seeks to disengage a general prin-
ciple of beauty from the objects 
of aesthetic experience and the 
facts of aesthetic enjoyment: an 
example of Fechner’s “aesthet-
ics from above and from below.” 
The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of 

BLANCHARD BOLD, BOLD ITALIC, 11/14 PT

Every introduction to the 
problems of aesthetics begins 
by acknowledging the existence 
and claims of two methods of at-
tack—the general, philosophical, 
deductive, which starts from a 
complete metaphysics and in-
stalls beauty in its place among 
the other great concepts; and the 
empirical, or inductive, which 
seeks to disengage a general prin-
ciple of beauty from the objects 
of aesthetic experience and the 
facts of aesthetic enjoyment: an 
example of Fechner’s “aesthet-
ics from above and from below.” 
The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of 
an eighteenth-century philoso-
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BLANCHARD ROMAN, ITALIC, BOLD, 10/13 PT

Every introduction to the prob-
lems of aesthetics begins by ac-
knowledging the existence and 
claims of two methods of attack—
the general, philosophical, deduc-
tive, which starts from a complete 
metaphysics and installs beauty 
in its place among the other great 
concepts; and the empirical, or in-
ductive, which seeks to disengage a 
general principle of beauty from the 
objects of aesthetic experience and 
the facts of aesthetic enjoyment: 
an example of Fechner’s “aesthetics 
from above and from below.” 

Methods of Aesthetics
The first was the method of aes-
thetics par excellence. It was in-
deed only through the desire of an 
eighteenth-century philosopher, 
Baumgarten, to round out his “ar-
chitectonic” of metaphysics that 
the science received its name, as 
designating the theory of knowledge 
in the form of feeling, parallel to 
that of “clear,” logical thought. Kant, 
Schelling, and Hegel, again, made 
use of the concept of the Beautiful 
as a kind of keystone or cornice for 
their respective philosophical edi-
fices. Aesthetics, then, came into 
being as the philosophy of the Beau-
tiful, and it may be asked why this 
philosophical aesthetics does not 
suffice; why beauty should need for 
its understanding also an aesthet-
ics “von unten.” 

The State of Criticism
The answer is not that no system of 
philosophy is universally accepted, 
but that the general aesthetic theo-
ries have not, as yet at least, suc-
ceeded in answering the plain ques-
tions of “the plain man” in regard 
to concrete beauty. Kant, indeed, 

BLANCHARD MEDIUM, MEDIUM ITALIC, 10/13 PT

Every introduction to the prob-
lems of aesthetics begins by ac-
knowledging the existence and 
claims of two methods of attack—
the general, philosophical, deduc-
tive, which starts from a complete 
metaphysics and installs beauty 
in its place among the other great 
concepts; and the empirical, or in-
ductive, which seeks to disengage a 
general principle of beauty from the 
objects of aesthetic experience and 
the facts of aesthetic enjoyment: 
an example of Fechner’s “aesthet-
ics from above and from below.” The 
first was the method of aesthetics 
par excellence. It was indeed only 
through the desire of an eighteenth-
century philosopher, Baumgarten, 
to round out his “architectonic” of 
metaphysics that the science re-

BLANCHARD BOLD, BOLD ITALIC, 10/13 PT

Every introduction to the prob-
lems of aesthetics begins by ac-
knowledging the existence and 
claims of two methods of attack—
the general, philosophical, deduc-
tive, which starts from a complete 
metaphysics and installs beauty 
in its place among the other great 
concepts; and the empirical, or in-
ductive, which seeks to disengage a 
general principle of beauty from the 
objects of aesthetic experience and 
the facts of aesthetic enjoyment: 
an example of Fechner’s “aesthet-
ics from above and from below.” The 
first was the method of aesthetics 
par excellence. It was indeed only 
through the desire of an eighteenth-
century philosopher, Baumgarten, 
to round out his “architectonic” of 
metaphysics that the science re-
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BLANCHARD ROMAN, ITALIC, BOLD, 9/12 PT

Every introduction to the problems of 
aesthetics begins by acknowledging the 
existence and claims of two methods of 
attack—the general, philosophical, deduc-
tive, which starts from a complete meta-
physics and installs beauty in its place 
among the other great concepts; and the 
empirical, or inductive, which seeks to 
disengage a general principle of beauty 
from the objects of aesthetic experience 
and the facts of aesthetic enjoyment: an 
example of Fechner’s “aesthetics from 
above and from below.” 

Methods of Aesthetics
The first was the method of aesthet-
ics par excellence. It was indeed only 
through the desire of an eighteenth-cen-
tury philosopher, Baumgarten, to round 
out his “architectonic” of metaphysics 
that the science received its name, as 
designating the theory of knowledge in 
the form of feeling, parallel to that of 
“clear,” logical thought. Kant, Schelling, 
and Hegel, again, made use of the con-
cept of the Beautiful as a kind of key-
stone or cornice for their respective 
philosophical edifices. Aesthetics, then, 
came into being as the philosophy of the 
Beautiful, and it may be asked why this 
philosophical aesthetics does not suffice; 
why beauty should need for its under-
standing also an aesthetics “von unten.” 

The State of Criticism
The answer is not that no system of phi-
losophy is universally accepted, but that 
the general aesthetic theories have not, 
as yet at least, succeeded in answering 
the plain questions of “the plain man” in 
regard to concrete beauty. Kant, indeed, 
frankly denied that the explanation of 
concrete beauty, or “Doctrine of Taste,” 
as he called it, was possible, while the 
various definers of beauty as “the union 
of the Real and the Ideal” “the expres-
sion of the Ideal to Sense,” have done no 
more than he. No one of these aesthetic 
systems, in spite of volumes of so-called 
application of their principles to works 
of art, has been able to furnish a criteri-

BLANCHARD MEDIUM, MEDIUM ITALIC, 9/12 PT

Every introduction to the problems 
of aesthetics begins by acknowledging 
the existence and claims of two meth-
ods of attack—the general, philosophical, 
deductive, which starts from a complete 
metaphysics and installs beauty in its 
place among the other great concepts; 
and the empirical, or inductive, which 
seeks to disengage a general principle 
of beauty from the objects of aesthetic 
experience and the facts of aesthetic en-
joyment: an example of Fechner’s “aes-
thetics from above and from below.” 

Methods of Aesthetics 
The first was the method of aesthet-
ics par excellence. It was indeed only 
through the desire of an eighteenth-cen-
tury philosopher, Baumgarten, to round 
out his “architectonic” of metaphysics 
that the science received its name, as 
designating the theory of knowledge in 
the form of feeling, parallel to that of 
“clear,” logical thought. Kant, Schelling, 
and Hegel, again, made use of the con-
cept of the Beautiful as a kind of key-
stone or cornice for their respective 
philosophical edifices. Aesthetics, then, 
came into being as the philosophy of the 
Beautiful, and it may be asked why this 
philosophical aesthetics does not suffice; 
why beauty should need for its under-
standing also an aesthetics “von unten.” 

The State of Criticism 
The answer is not that no system of 
philosophy is universally accepted, but 
that the general aesthetic theories have 
not, as yet at least, succeeded in answer-
ing the plain questions of “the plain 
man” in regard to concrete beauty. Kant, 
indeed, frankly denied that the expla-
nation of concrete beauty, or “Doctrine 
of Taste,” as he called it, was possible, 
while the various definers of beauty as 
“the union of the Real and the Ideal” 
“the expression of the Ideal to Sense,” 
have done no more than he. No one of 
these aesthetic systems, in spite of vol-
umes of so-called application of their 
principles to works of art, has been able 
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Every introduction to the problems of 
aesthetics begins by acknowledging the 
existence and claims of two methods of at-
tack—the general, philosophical, deductive, 
which starts from a complete metaphysics 
and installs beauty in its place among the 
other great concepts; and the empirical, or 
inductive, which seeks to disengage a general 
principle of beauty from the objects of aes-
thetic experience and the facts of aesthetic 
enjoyment: an example of Fechner’s “aesthet-
ics from above and from below.” 

Methods of Aesthetics
The first was the method of aesthetics par 
excellence. It was indeed only through the 
desire of an eighteenth-century philosopher, 
Baumgarten, to round out his “architectonic” 
of metaphysics that the science received its 
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of 
“clear,” logical thought. Kant, Schelling, and 
Hegel, again, made use of the concept of the 
Beautiful as a kind of keystone or cornice 
for their respective philosophical edifices. 
Aesthetics, then, came into being as the phi-
losophy of the Beautiful, and it may be asked 
why this philosophical aesthetics does not 
suffice; why beauty should need for its un-
derstanding also an aesthetics “von unten.” 

The State of Criticism
The answer is not that no system of phi-
losophy is universally accepted, but that the 
general aesthetic theories have not, as yet at 
least, succeeded in answering the plain ques-
tions of “the plain man” in regard to concrete 
beauty. Kant, indeed, frankly denied that the 
explanation of concrete beauty, or “Doctrine 
of Taste,” as he called it, was possible, while 
the various definers of beauty as “the union 
of the Real and the Ideal” “the expression of 
the Ideal to Sense,” have done no more than 
he. No one of these aesthetic systems, in spite 
of volumes of so-called application of their 
principles to works of art, has been able to 
furnish a criterion of beauty. The criticism 
of the generations is summed up in the mild 
remark of Fechner, in his “Vorschule der 
Aesthetik,” to the effect that the philosophi-
cal path leaves one in conceptions that, by 
reason of their generality, do not well fit the 
particular cases. And so it was that empiri-
cal aesthetics arose, which does not seek to 
answer those plain questions as to the enjoy-

BLANCHARD MEDIUM, MEDIUM ITALIC, 8/11 PT

Every introduction to the problems of 
aesthetics begins by acknowledging the ex-
istence and claims of two methods of attack—
the general, philosophical, deductive, which 
starts from a complete metaphysics and 
installs beauty in its place among the other 
great concepts; and the empirical, or induc-
tive, which seeks to disengage a general prin-
ciple of beauty from the objects of aesthetic 
experience and the facts of aesthetic enjoy-
ment: an example of Fechner’s “aesthetics 
from above and from below.” 

Methods of Aesthetics 
The first was the method of aesthetics par 
excellence. It was indeed only through the 
desire of an eighteenth-century philosopher, 
Baumgarten, to round out his “architectonic” 
of metaphysics that the science received its 
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of 
“clear,” logical thought. Kant, Schelling, and 
Hegel, again, made use of the concept of the 
Beautiful as a kind of keystone or cornice 
for their respective philosophical edifices. 
Aesthetics, then, came into being as the phi-
losophy of the Beautiful, and it may be asked 
why this philosophical aesthetics does not 
suffice; why beauty should need for its under-
standing also an aesthetics “von unten.” 

The State of Criticism 
The answer is not that no system of philos-
ophy is universally accepted, but that the 
general aesthetic theories have not, as yet at 
least, succeeded in answering the plain ques-
tions of “the plain man” in regard to concrete 
beauty. Kant, indeed, frankly denied that the 
explanation of concrete beauty, or “Doctrine 
of Taste,” as he called it, was possible, while 
the various definers of beauty as “the union 
of the Real and the Ideal” “the expression of 
the Ideal to Sense,” have done no more than 
he. No one of these aesthetic systems, in spite 
of volumes of so-called application of their 
principles to works of art, has been able to 
furnish a criterion of beauty. The criticism 
of the generations is summed up in the mild 
remark of Fechner, in his “Vorschule der 
Aesthetik,” to the effect that the philosophi-
cal path leaves one in conceptions that, by 
reason of their generality, do not well fit the 
particular cases. And so it was that empiri-
cal aesthetics arose, which does not seek to 
answer those plain questions as to the enjoy-
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	 [ TRACKING +4]

NAME	 JAN	 FEB	 MAR
ABBO 	 23,864	 14,403	 22,231
AHCA	 58,778	 60,081	 70,624
AIRD	 45,856	 87,968	 66,550
ANCA	 91,384	 58,620	 46,182
ATGB	 18,342	 10,968	 99,267
ATHA	 64,168	 68,164	 80,652
ARRO	 41,215	 20,021	 99,981
BANF	 26,845	 54,861	 40,616
BARO	 20,103	 26,764	 90,820
BARR	 15,614	 51,414	 40,156
BHHI	 36,493	 52,241	 89,325
BKIN	 55,541	 47,581	 10,610
BONA	 61,656	 57,465	 95,610
BOWD	 55,564	 87,912	 60,653
BRET	 27,298	 51,236	 66,561
BROO	 12,564	 84,521	 77,155
BRTH	 52,799	 79,209	 64,195
BWMS	 68,843	 53,647	 75,354
CALG	 55,541	 47,581	 10,610
CAMP	 19,102	 40,031	 56,616
CANM	 22,692	 62,241	 41,155
CARD	 58,778	 60,081	 70,624
CSNH	 80,892	 66,254	 54,251
DATC	 12,756	 27,375	 15,689
DECA	 16,452	 97,752	 50,282
DFOZ	 34,432	 92,244	 15,347
DMOZ	 10,012	 50,219	 65,857

BLANCHARD ROMAN, 7/9 PT 

 
	 [ TRACKING +4]

SITUATIONIST INTERNATIONAL 
(SI) was a group of interna-
tional revolutionaries founded in 
1957. With their ideas rooted in 
Marxism and the 20th century 
European artistic avantgarde, 
they advocated experiences of 
life being alternative to those ad-
mitted by the capitalist order, for 
the fulfillment of human primi-
tive desires and the pursuing of 
a superior passional quality. For 
this purpose they suggested and 
experimented with the construc-
tion of situations; the setting up 
of environments favorable for the 
fulfillment of such desires. Using 
methods drawn from the arts, 
they developed a series of experi-
mental fields of study for the 
construction of such, like that of 
a type of unitary urbanism.

The sense of constructing situ-
ations is to fulfill human primi-
tive desires and pursue a su-
perior passional quality. From 
In-ternationale Situationiste #1: 
“This alone can lead to the fur-

BLANCHARD ROMAN, 6/8 PT 
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	 [ TRACKING +6]

NAME	 JAN	 FEB	 MAR
ABBO 	 23,864	 14,403	 22,231
AHCA	 58,778	 60,081	 70,624
AIRD	 45,856	 87,968	 66,550
ANCA	 91,384	 58,620	 46,182
ATGB	 18,342	 10,968	 99,267
ATHA	 64,168	 68,164	 80,652
ARRO	 41,215	 20,021	 99,981
BANF	 26,845	 54,861	 40,616
BARO	 20,103	 26,764	 90,820
BARR	 15,614	 51,414	 40,156
BHHI	 36,493	 52,241	 89,325
BKIN	 55,541	 47,581	 10,610
BONA	 61,656	 57,465	 95,610
BOWD	 55,564	 87,912	 60,653
BRET	 27,298	 51,236	 66,561
BROO	 12,564	 84,521	 77,155
BRTH	 52,799	 79,209	 64,195
BWMS	 68,843	 53,647	 75,354
CALG	 55,541	 47,581	 10,610
CAMP	 19,102	 40,031	 56,616
CANM	 22,692	 62,241	 41,155
CARD	 58,778	 60,081	 70,624
CSNH	 80,892	 66,254	 54,251
DATC	 12,756	 27,375	 15,689
DECA	 16,452	 97,752	 50,282
DFOZ	 34,432	 92,244	 15,347
DMOZ	 10,012	 50,219	 65,857
DOVR	 36,861	 49,765	 87,201
DRAT	 36,875	 40,658	 10,456
EACR	 48,572	 52,392	 75,265
ECAV	 87,391	 61,487	 72,138
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	 [ TRACKING +6]

SITUATIONIST INTERNATIONAL (SI)  
was a group of international revolu-
tionaries founded in 1957. With their 
ideas rooted in Marxism and the 20th 
century European artistic avantgarde, 
they advocated experiences of life 
being alternative to those admitted by 
the capitalist order, for the fulfillment 
of human primitive desires and the 
pursuing of a superior passional qual-
ity. For this purpose they suggested 
and experimented with the construc-
tion of situations; the setting up of 
environments favorable for the fulfill-
ment of such desires. Using methods 
drawn from the arts, they developed a 
series of experimental fields of study 
for the construction of such, like that 
of a type of unitary urbanism.

The sense of constructing situations 
is to fulfill human primitive desires 
and pursue a superior passional qual-
ity. From In-ternationale Situationiste 
#1: “This alone can lead to the further 
clarification of these simple basic de-
sires, and to the confused emergence 
of new desires whose material roots 
will be precisely the new reality en-
gendered by situationist construc-
tions. We must thus envisage a sort 
of situationist-oriented psychoanaly-
sis in which, in contrast to the goals 

SITUATIONIST INTERNATIONAL 
(SI) was a group of international 
revolutionaries founded in 
1957. With their ideas rooted in 
Marxism and the 20th century 
European artistic avantgarde, 
they advocated experiences of 
life being alternative to those 
admitted by the capitalist order, 
for the fulfillment of human 
primitive desires and the pursu-
ing of a superior passional qual-
ity. For this purpose they sug-
gested and experimented with 
the construction of situations; 
the setting up of environments 
favorable for the fulfillment of 
such desires. Using methods 
drawn from the arts, they de-
veloped a series of experimental 
fields of study for the construc-
tion of such, like that of a type 
of unitary urbanism.

The sense of constructing 
situations is to fulfill human 
primitive desires and pursue a 
superior passional quality. From 
In-ternationale Situationiste #1: 

SITUATIONIST INTERNATIONAL (SI)  
was a group of international revo-
lutionaries founded in 1957. With 
their ideas rooted in Marxism and 
the 20th century European artis-
tic avantgarde, they advocated ex-
periences of life being alternative 
to those admitted by the capitalist 
order, for the fulfillment of human 
primitive desires and the pursuing 
of a superior passional quality. For 
this purpose they suggested and ex-
perimented with the construction of 
situations; the setting up of environ-
ments favorable for the fulfillment of 
such desires. Using methods drawn 
from the arts, they developed a series 
of experimental fields of study for 
the construction of such, like that of 
a type of unitary urbanism.

The sense of constructing situa-
tions is to fulfill human primitive 
desires and pursue a superior pas-
sional quality. From In-ternationale 
Situationiste #1: “This alone can lead 
to the further clarification of these 
simple basic desires, and to the con-
fused emergence of new desires 
whose material roots will be pre-
cisely the new reality engendered by 
situationist constructions. We must 
thus envisage a sort of situationist-
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UPPERCASE

LOWERCASE

STANDARD PUNCTUATION

ALL CAP PUNCTUATION

LIGATURES

PROPORTIONAL LINING 
default figures

SMALL CAPS

TABULAR LINING

SUPERSCRIPT & 
SUBSCRIPT

PREBUILT FRACTIONS

NUMERATORS & 
DENOMINATORS

STYLISTIC ALTERNATES

ACCENTED UPPERCASE

ACCENTED LOWER CASE

ACCENTED SMALL CAPS

SMALL CAP PUNCTUATION

SMALL CAP LINING
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UPPERCASE

LOWERCASE

STANDARD PUNCTUATION

ALL CAP PUNCTUATION

LIGATURES

PROPORTIONAL LINING 
default figures

TABULAR LINING

SUPERSCRIPT & 
SUBSCRIPT

PREBUILT FRACTIONS

NUMERATORS & 
DENOMINATORS

STYLISTIC ALTERNATES

ACCENTED UPPERCASE

ACCENTED LOWER CASE
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OPENTYPE FEATURES
FAMILY WIDE

PROPORTIONAL LINING 
default figures

ALL CAPS 
opens up spacing,  
moves punctuation up

Quarter:	 $3,460	 €1,895
Annual:	 ¥7,031	 £9,215

Quarter:	 $3,460	 €1,895
Annual:	 ¥7,031	 £9,215

Quarter:	 $3,460	 €1,895
Annual:	 ¥7,031	 £9,215

Quarter:	 $3,460	€1,895
Annual:	 ¥7,031	£9,215

Quarter:	 $3,460	 €1,895
Annual:	 ¥7,031	 £9,215

Quarter:	 $3,460	 €1,895
Annual:	 ¥7,031	 £9,215

¿Fish & «Chips» @ £25? ¿FISH & «CHIPS» @ £25?

TABULAR LINING

SMALL CAP 
PROPORTIONAL LINING

SMALL CAPS ¿Fish & «Chips» @ £25? ¿Fish & «Chips» @ £25?

ALL SMALL CAPS 
includes punctuation  
and figures

¿Fish & «Chips» @ £25? ¿Fish & «Chips» @ £25?

DEACTIVATED ACTIVATED

FRACTIONS 
ignores numeric date format

SUPERSCRIPT/SUPERIOR

SUBSCRIPT/INFERIOR

NUMERATOR 
for arbitrary fractions

DENOMINATOR 
for arbitrary fractions

21/03/10 and 2 460/920

x158 + y23 × z18 − a4260

x158 ÷ y23 × z18 − a4260

0123456789 0123456789

0123456789 0123456789

21/03/10 and 2 460/920

x158 + y23 × z18 − a4260

x158 ÷ y23 × z18 − a4260

0123456789 0123456789

0123456789 0123456789

ÎNSUŞI totuşi activişti ÎNSUŞI totuşi activişti

SŁÓD napojów których SŁÓD napojów których

LANGUAGE FEATURE 
Română (Romanian) s accent

LANGUAGE FEATURE 
Polski (Polish) kreska accent

LANGUAGE FEATURE 
Nederlands (Dutch) ĳ glyph

LANGUAGE FEATURE 
Català (Catalan) ŀ glyph CEL·LA al·là col·lecció CEL·LA al·là col·lecció

IJsselmeer vrijdag zijds IJsselmeer vrijdag zijds
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STYLISTIC SET 01 
alternate & The Crown & Candle, Inc The Crown & Candle, Inc

STYLISTIC SET 03 
alternate g Held him in high regard Held him in high regard

OPENTYPE FEATURES
ITALIC ONLY

DEACTIVATED ACTIVATED

STYLISTIC SET 02 
alternate b It’s based on contributions It’s based on contributions

STYLISTIC SET 10 
nut fractions Total loss of £21 2/3 billion Total loss of £21 2/3 billion

OPENTYPE FEATURES
FAMILY WIDE

DEACTIVATED ACTIVATED
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ABOUT THE DESIGNERSSTYLES INCLUDED IN COMPLETE FAMILY

COPYRIGHT

© 2023 Commercial Type. All rights reserved.  
Commercial Type and Blanchard™ are trademarks  
of Schwartzco Inc., dba Commercial Type.  
 
This file may be used for evaluation purposes only.

SUPPORTED LANGUAGES

Afrikaans, Albanian, Asturian, Basque, Bosnian, 
Breton, Catalan, Cornish, Croatian, Czech, Danish, 
Dutch, English, Esperanto, Estonian, Faroese, 
Finnish, French, Galician, German, Greenlandic, 
Guarani, Hawaiian, Hungarian, Ibo, Icelandic, 
Indonesian, Irish, Gaelic, Italian, Kurdish, Latin, 
Latvian, Lithuanian, Livonian, Malagasy, Maltese, 
Maori, Moldavian, Norwegian, Occitan, Polish, 
Portuguese, Romanian, Romansch, Saami, Samoan, 
Scots, Scottish Gaelic, Serbian (Latin), Slovak, 
Slovenian, Spanish (Castillian), Swahili, Swedish, 
Tagalog, Turkish, Walloon, Welsh, Wolof

CONTACT

Commercial Type
277 Grand Street, Floor 3
New York, New York 10002

office	 212-604-0955
commercialclassics.com

Blanchard Roman
Blanchard Italic
Blanchard Medium
Blanchard Medium Italic
Blanchard Bold
Blanchard Bold Italic

Paul Barnes (born 1970) is a graphic and type 
designer, as well as a partner with Christian 
Schwartz in Commercial Type, a type foundry 
based in London and New York. He is also a long-
term collaborator with Peter Saville, resulting 
in diverse work such as identities for Givenchy, 
‘Original Modern’ for Manchester, the England 
football team kit, and the logo for Kate Moss. 

Barnes has worked as an advisor and con-
sultant to numerous publications, notably 
Wallpaper*, Harper’s Bazaar, and frieze. His in-
terest in the modern and vernacular is encom-
passed in his type design, ranging from the 
contemporary, such as for Björk, to the British 
lettering of the 18th century that influenced the 
extensive Chiswick typeface (2017). Whilst con-
sultant to The Guardian, he designed Guardian 
Egyptian with Schwartz. He has designed type-
faces for the National Trust in England, the 
numbers for Puma at the 2010 World Cup, and 
also for the England football team for Umbro. 
For Commercial Type, he co-designed Publico 
with Schwartz and, independently, Austin, Dala 
Floda, and Marian, amongst others. 

Following the redesign of The Guardian, 
as part of the team headed by Mark Porter, 
Barnes was awarded the Black Pencil from the 
D&AD. They were also nominated for the Design 
Museum ‘Designer of the Year’. In September 
2006, he was named one of the 40 most influ-
ential designers under 40 in Wallpaper* with 
Schwartz. A year later The Guardian named 
him as one of the 50 best designers in Britain.

Tim Ripper (born 1986) studied physics at 
Amherst College and worked in educational 
publishing in China before obtaining an MFA 
in graphic design from the Yale School of Art. 
At Yale, he discovered a passion for type design 
during a class with Tobias Frere-Jones and 
Matthew Carter, and was a designer at Frere-
Jones Type before joining Commercial in 2016. 
Ripper also worked at Fathom Information 
Design and independently as a freelance 
graphic designer and developer.


