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Abstract

How can you create new letterforms using sound as input? In Sound meets Type, have I studied the 
form generating qualities of sound as input for a new typography. �rough history the technological 
development has provoked new approaches to type design, which in turn has evolved letterforms. 
By using generative systems to search for letterforms in a contemporary and technological context, 
I have created a customized so�ware that uses the data inherent in sound as a form generator for 
possible new letterforms. �e so�ware is developed by using a language called Javascript. 

sound, music, typography, type, programming, generative design, javascript, graphic design, 
letterforms, form giver, technology, customize, so�ware, data,  
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1. Introduction

1.1 Question and intention
How can you create new letterforms using sound as input?
By using generative systems to explore the letterform in a contemporary and technological context, 
I have created a customized so�ware (�g. 1) that uses the inherent data in sound as a form giver to 
create new letterforms. 

1.2 Delimitation
I want people to interact, get involved and to observe each letterform as they transform to the user’s 
choice of sound, therefore the project will focus on generating one letterform at a time. �e so�ware 
will not allow for writing words or sentences, nor will one be able to download a complete font �le.
�e processing power needed to generate more than one letter at a time would e�ectively render the 
project useless as the loading time would not allow for instantaneous transformation.

I will use my own typefaces created specially for this project as starting point for the so�ware. 
�ere will be a range of weights for the user to choose from. In a future version I can see the 
potential of opening up for several typefaces. 

I have decided to de�ne the so�ware as my own working tool. �at means that I have used my 
personal needs and requirements as the basis for making decisions concerning functionality and
usability.

1.3 Overview of the report
In this report I will lead you through my project, so you’ll get a bigger understanding of my work. 
First, I will start with the background: how did I end up with the idea of working with sound and 
typography? �en I will introduce some theories that relates to my project. �is part will help to 
better understand in what context I want to position my own project, and also give you an under-
standing of what has been done in this �eld before. A�er this part I will introduce my method and 
explain why I chose this method. I will explain why I have made certain choices, both technical and 
aesthetic, as well as theoretical. �is chapter leads you into the result, where I will present my inter-
pretation, analysis and conclusion. �roughout the text, I will refer to imagery that will support the 
text. �ese images are on page 19-37.

2. Background
As a starting point for my master’s project, I had to go look back on previous projects I had done. 
�is process made   me realize that typography and music were two subjects that were recurring in my 
work. Sometimes separately, other times together. Once I had chosen to work with these two topics, 
I tried to �nd interesting connections and approaches that could work as the framework for my 
master’s project.

I’m interested in typography, but I’m not a typographer. 

Being a human being, I’m surrounded by typefaces everyday. And as a graphic designer, typefaces 
are an essential resource to my practise. For me, typography is a tool for self expression. It’s also a 
means for dissemination of knowledge and information, between people in the present, or between 
centuries. In addition to this, typography has a historical value. As traces of its time. �e develop-
ment of the latin alphabet can be seen in relation to technological breakthroughs; from the Romans 
cutting letters with hammer and chisel, to Gutenberg’s movable type, to the invention of the com-
puter (�g. 2). A technological journey that has developed the letterforms to what we today consider 
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as our alphabet. �at same journey has democratized type design, from being a profession for the 
specialized few, to putting the tools of typography in the hands of a broader public. However, I don’t 
see myself as a typographer. Type design is its own niche within my �eld that requires a completely 
di�erent knowledge than what I possess. 

I like music, but I’m not a musician. 

I believe that a big part of my personal and social identity has been developed and shaped through 
music. Growing up, I was exposed to a variety of di�erent genres of music through friends and fam-
ily. Music was a very important element in my early adolescence. �rough music I found a�liation 
with friends that shared the same interest. My relationship to music is multifaceted and it has had 
di�erent roles in my life; from being a means to express who I wanted to be, to something I could 
‘escape to’, or as a tool to channel my feelings. Music continues to provide all of these things to me as 
an adult.

Looking back at previous projects, it was especially one project that I was interested in looking more 
into. About a year ago I worked with paper marbling (�g. 3) for an album cover of a single. A�er try-
ing out the traditional marbling technique for some time, I was interested to see if I could �nd a way 
to incorporate the technique into my work and �nd a new take on this traditional method. My �nal 
result was to combine the past with the present by replacing the traditional marbling tools such as 
rake and comb with a bass speaker, and let the sound waves create the pattern. �e plastic tray with 
water was placed on a bass speaker, and the marble paint was added to the water before the song was 
played. A�er the sound waves from the song rippled the water and created a pattern, a blank sheet of 
paper was laid over the coloured surface to capture the graphic. �is way, the marble pattern became 
a direct visualization of the song. �is project made me interested in working with visualizing 
music. Using sound as the form giver was a method that triggered my curiosity. Music is something 
you can neither see nor touch. Moby, the musician describes music like this:
 
 “A fascinating aspect about music is that technically - in a very literal way- it doesn’t exist.
 Compared to a painting or a sculpture that exist physically, music is just air hitting the ear  
 drum in a slightly di�erent way than it would randomly.” 1

�rough the process of visualizing sound, you can say that you unveil the substance of things you 
can’t see, or as the creative technologist Evant Grant says it during his Ted Talk “It’s like a looking 
glass into a hidden world.”2 When using sound as input, you turn this invisible force into something 
visible. A sound you can see, but can’t hear. 

�e last two years I have had an increased interest in type history and a fascination in the evolution 
of the letterforms. I think it is important to be familiar with the past to be able to go forward. 
“Because without such knowledge you �oat, without direction”3. Type design has o�en been driven 
by technology. �e technological development has through history provoked new approaches to type 
design, which in turn has evolved our letterforms. A�er reading an essay by Peter Bil’ak, one quote 
specially got my attention:

 “Just as in the music industry, where cover versions and remixes are o�en more popular than  
 new music, font designers seemingly prefer to exploit successful models from the past rather   
 than strive for new solutions.”4 

1 Shah, V, (2013), �e role of music in human culture
http://thoughteconomics.blogspot.se/2013_03_01_archive.html
2 Grant, E, (2009) Ted Talk: Making sound visible through cymatics
http://www.ted.com/talks/evan_grant_cymatics.html
3 Smeijers, F, (1996) Counterpunch : making type in the sixteenth century, designing typefaces now, London: Hyphen, page 160 
4 Biľak, P, (2011), We don’t need new fonts…
https://www.typotheque.com/articles/we_dont_need_new_fonts 
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�is made me look at type design today in relation to the technological possibilities we have availa-
ble. I realised that by combining the method of visualizing sound with typography, I could create
a unique tool that would explore the letterforms in a new and playful way. �ese discoveries were the 
beginning of the framework of my Master project.

In the marble project I had an analogue approach. If you look beyond the creative qualities, and view 
it from a more critical standpoint, it’s not a very accurate and precise technique in terms of using 
the inherent data in the song. For example, if you would turn up the volume, it would create bigger 
waves and a di�erent pattern. Being aware of the weaknesses of the experiment, I was interested in 
�nding other techniques. �is research introduced me to the world of generative design and 
programming. I was familiar with the term ‘generative design’, but I didn’t know much about it. 

�e Spring and Summer of 2013 was spent learning a programming language called Processing. 
Processing is an open source programming language, that is recommended for beginners who are 
interested in learning programming. �e �ve months I spent reading about Processing gave me a 
basic understanding of programming. But I realized that it was di�cult to achieve the rapid progress 
I depended on to be able to complete the project. In this same period I attended a Storytelling in Pat-
tern-course (�g. 4), where I wanted to try out if I was able to convey my idea through Processing. My 
project was about using sound as input to generate a pattern – so quite identical to the marble exper-
iment – but now using a di�erent method. A�er much trial and error, I �nally managed to complete 
the project as I wanted. �at gave me the inspiration to continue. �is experience also made me 
realize that I should look for alternative solutions in order to complete my project. If I could �nd 
someone I could collaborate with, I would be able to think bigger and be more ambitious about my 
project. And also not worry about the technicalities. I �nally found a programmer through some 
friends in Stockholm that liked my project. Paulo Barcelos is a Brazilian hacker living in Sweden. 
With a background in graphic design and physics, he uses programming and electronics as a tool for 
his creations. He is also a technologist at Oakwood Creative, and a founding member of Kids Hack 
Day. Together with Paulo, I have been able to develop my project further.

3. Contextualisation
Type has always been in �ux (�g. 5). �e evolution of letterforms and the system of writing has been 
driven by our need to represent things and ideas, to record and preserve information, and to express 
ourselves. For thousands of years a variety of tools, and techniques have been used. Marks were 
made on cave walls, scraped and stamped into clay, carved in stone, and inked on papyrus. 
�e development of type design has been inseparable from the developments of the tools, equipment 
and materials used to make and print the type. 

“�e history re�ects a continual tension between the hand and the machine, the organic 
and the geometric, the human body and the abstract system. �ese tensions, which marked 
the birth of printed letters over �ve hundred years ago, continue to energize typography 
today”. 5

With the arrival of the personal computer, type design entered a new era. �e analogue letterforms 
of metal and photo type were converted to a variety of digital formats. Before the inception of the 
personal computer, typography was limited to the specialized artisans, who had studied the drawing 
of letterforms. �e change has been called the “democratization of type” and has given new design-
ers more opportunities to enter the �eld. Most designers regarded the computer as a tool to do the 
same job in a di�erent way. But some designers were inspired to push the potential of the digital 
medium to explore and rede�ne the boundaries of what type could be. Legibility was not a main 
concern, instead their priority was to develop fonts that expressively utilized the digital medium. 
5 Lupton, E, (2004), �inking with type, New York : Princeton Architectural Press, page 13
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�e type became more expressive, as a part of the message rather than just its conveyor. By the end 
of the 1980s, the personal computer, and speci�cally the Macintosh had become the superior type 
design and production tool. 

LettError
LettError is the name of a project started by Just van Rossum and Erik van Blokland in 1989. Having 
skills with programming, they turned the Mac into a “typographic magic box”. �e computer 
de�ned limitations didn’t stop them from exploring its potential; by inventing modi�cations to 
existing so�ware, LettError made digital type come alive, both on paper and on screen. Under the 
label of LettError they challenged the habits and conventions of mainstream typography. During 
the �rst half of the 90s, hardly any of their typefaces was created for purely aesthetic reasons, or as 
a problem solving device. Each design was the illustration of an idea or principle – a demonstration 
that things could be done in a di�erent way. 

Beowulf was one of their most famous projects (�g. 6), where they experimented with type as a so�-
ware. Since a font is a piece of so�ware instructing a printer to perform a task, it is possible to ran-
domize the output by adding a new set of instructions. By changing the instructions, they were able 
to give the font a randomized and programmatic behaviour. �e result was a typeface that changes 
while it is being printed. No two shapes are identical. What you see on screen is di�erent then what 
you get printed. Beowulf was conceived as a personal reaction to the total perfection that had been 
achieved by sophisticated revivals such as the typeface, Adobe Garamond. Randomness, imperfec-
tion and roughness are part of the type history. In the pre-digital era, wood and metal letterforms 
wore down unevenly, and randomized di�erences were inevitable. �e consistent letterforms only 
became possible with digitized type. “It is the kind of perfection that has been striven a�er for �ve 
centuries” says Van Blokland. “But now that we have reached that point, something seems to have 
been lost”.6 Beowulf was an attempt to regain the liveliness of letterpress by digital means. 

FUSE
Another important contributor to the type discourse in the beginning of the 90s was FUSE, a radical 
and ground breaking publication launched by Neville Brody and Jon Wozencro�. �e publication 
was based on contributions from other well known designers. Together, they took design and ty-
pography into radically new and unforeseen spaces. It became a laboratory for new ideas and risks, 
as well as a hothouse for new thinking. FUSE’s intention was to show how mainly digital typogra-
phy could be used to make a new future for visual and semantic communication that went beyond 
Roman letterforms. �ey wanted to show the potential type had, besides being an invisible vessel 
tasked with imparting linguistic meaning. Having their heyday in the beginning of the 90s, the per-
sonal computer also became their tool of expression. 
In his essay “Computer, pencils and brushes”, Paul Rand states that: 

“...the language of the computer is the language of technology, not the language of
design. Its also the language of production. It enters the world of creativity only as an
adjunct, as a tool–a time saving device, a means of investigating, retrieving and 
executing tedious jobs, but not the principal player.” 7

FUSE set about to disprove this statement, and to show that the computer could play a far more 
central role in design than Rand envisaged. �e works published in FUSE were sometimes raw and 
unpolished, but during their 18 publications, you could see a development from haphazard experi-
mentation into more controlled expression. 

6 Middendorp, J, (2004) Dutch Type, Rotterdam: 010 Publishers, page 211
7 Rand, P, (1993), Design Form and Chaos, Yale University Press, page 181 
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With the digitisation came interaction. �e personal computer made it possible for users to gener-
ate their own typefaces. David Crow made a typeface called Mega Family 2 for FUSE16 (�g. 7). �e 
alphabet keys contain elements of the female portrait and the shi� alphabet keys hold the male por-
trait. By typing a selection the user can produce genetic mixes between the parents. 
John Critchley’s typeface Mutoid from FUSE10 (�g. 8) is another example; the keyboard contains 
a series of interchangeable body parts – heads, legs and torsos – which can be combined to form a 
collection of “mutant” creature. 

In many ways, I feel that the time we’re in now shares many parallels with the 80s and 90s. 
Even though the personal computer has been around for some time, it feels like we’re on the preci-
pice of a signi�cant change in the digital and printed word. �is feeling might be constant in today’s 
world, due to the ongoing technological development. Nevertheless, the increase in screen based 
communication on e-readers, smart phones, tablets have opened up for a new way of communicat-
ing. Screen based type is still in the development, and have yet to show their maximum potential. 
�e rise of user-generated content, alternative methods of printing and distribution, and the wide 
dissemination of creative so�ware, have all opened up new opportunities for design. 

“�e expanding accessibility of font production in the early ’90s led to rule-breaking 
creative acts, and so do the new parameters of today’s design world.”8

But as with everything that is new, it takes time before we see the potential of new technology. And 
the way to the goal is never linear. If there is something we have learned from the past, it is that de-
velopment and progression only happen through trial and error.

John Cage
Both LettError and FUSE had in common their play with chance, change, and uncertainty. 
LettError’s typeface Beowulf modi�ed an existing so�ware as a way to encourage the unexpected; 
a system of rules that was used to invite chance into the creative process. Within this context, the 
system serves as a portal or vessel that encourages the unpredictable. But the idea of creating and 
using systems to incite the unexpected for inspiration is nothing new. �e idea of taking oneself out 
of the creative process is best exempli�ed by John Cage. It was Cage who coined the terms ‘chance 
operations’ and ‘indeterminacy’9. John Cage (1912-1992) was an American composer, music theo-
rist and artist. And a pioneer of indeterminacy in music. �e basic principle of indeterminacy, is 
to remove one’s own intention from the work and hand that over to an external agent provocateur 
(‘something’ beyond yourself). Cage is known for using disparate co-creators such as the I Ching (a 
Chinese oracle book) as composition tool. �e I Ching was used as a decision maker, freeing the mu-
sic from the composer’s preconceptions. I think the idea of removing the ‘self ’ from the creative pro-
cess is very powerful: Cage gives the role of answering questions to something other than himself, to 
avoid habitual modes of thinking. John Cage explains his intentions behind chance operations: 

“…I look for something I haven’t yet found. My favourite music is the music 
I haven’t yet heard. I don’t hear the music I write. I write in order to hear the 
music I haven’t yet heard.” 10

Using sound as my co-creator allows me to free myself from decision making, and in that way look 
to the possibility of creating new letterforms I may not have yet seen. Sound will express something 
di�erent than the human brain, that is in�uenced and shaped by society’s conventions regarding type. 
8 Hamamoto, C (2012), FUSE 1-20, 
http://typographica.org/typography-books/fuse-1-20/
9 Gerber, A, (2004), All messed up : unpredictable graphics, London: Laurence King, page 13
10 Cage, J, (1990), An Autobiographical Statement
http://johncage.org/autobiographical_statement.html
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I have used these three examples to create the framework for my Master project. What I can re-
late back to my own project is the curiosity of challenging the accepted and established norms, and 
through this exploration, try to create a tool or a working method that can be useful for further 
research. 

4. Method
My method is based on, and developed from my experiences from the marbling project, described in 
the introduction. My curiosity and interest for visualizing sound led me from my analogue experi-
ment into the world of generative design. During this research I found out that the study of visible 
sound is known as cymatics. �is term was coined by the Swiss scientist Hans Jenny in the 1960s 
whilst experimenting with the visual display of sound. Cymatics could be translated as the study of 
how vibrations – in its broad sense – generate and in�uence patterns, shapes and moving processes. 
One of Jenny’s theories was that biological evolution could be a result of vibrations, meaning that 
the forms of snow�akes and faces of �owers may take on their shape because they are responding to 
some sound in nature. �e study goes back centuries. Ernst Chladni did similar experiments during 
the 18th century, using a glass plate covered with a thin layer of sand and then used a bow to create 
vibrations on the plate. As he did so the vibrations caused the sand to arrange itself into a distinct, 
symmetrical pattern. �ese patterns are known as “Chladni �gures”(�g. 9). Even though my method 
is pure digital, it still feels related to the principles of cymatics. 

Generative design
Combing typography and sound with generative systems, allows me to translate the data inherent 
in sound to create new letterforms. As a concept, generative design is not yet very established. By 
referring to generative design in my master degree work I wish to emphasize how the design process 
and design as a �nal outcome are parts of the same thing. Generative design is a design method in 
which the output – be it an image, sound, architectural models or animation – is generated by a set 
of rules; the designer indicates the ingredients and the margins, and asks the computer to think up a 
series of variables, taking certain rules into account. It is within these rules the designer de�nes his 
or her aesthetic choices. When working with generative design, you can choose to work with di�er-
ent programming languages. My project is developed using a language called Javascript. I started 
working in processing, but due to the projects development, we have had to change to Javascript. 
Javascipt is better to use when working with sound processing-and rendering. It is also preferable to 
use if you want to distribute the so�ware online as a website. �is is a platform that support my idea 
of a so�ware.

“�e main change in the design process achieved by using generative design is that tra-
ditional cra�smanship recedes into the background, and abstraction and information 
becomes the new principle elements. �e relevant question is no longer ‘How do I draw?’, 
but rather ‘How do I abstract?’.”11 

�is is because the process that leads from the idea to the �nal result, needs to go through a set of 
rules that the computer interprets and processes. �is gives the designer two main challenges; how 
to abstract the idea, and how to articulate this idea. When you work on bigger projects, this process 
needs to be broken down into smaller chunks. By deconstructing your project, you’ll be able to for-
mulate the individual steps in programming language, and thereby make it executable for the com-
puter. It’s very rare that you’ll be satis�ed with the �rst result. �erefore the result must be looked 
at, evaluated, and this evaluation is the basis for improvement (�g. 10). In this process, unexpected 
results will always occur. Again chance, change and uncertainty emerge. �ese are aspects of pro-
gramming that I think are interesting; you create unique visualizations that you can’t quite predict, 

11 Bohnacker, Groß, Laub, Lazzeroni, (2012), Generative design - Visualize, Program and create with Processing, 
Princeton Architectural Press, page 460 
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but you still have the ability to control it to some extent.

Tools
In 2000, Erik van Blokland and Jan Middendorp wrote the essay “Tools”12. �e essay gives an insight 
into LettError’s ideas about the way designers can make use of the hidden possibilities of digital 
tools. �ey argue that so�ware is a commercial mass product, and is therefore not made for individ-
uals but for a target group with hypothetical wishes and demands. New functions will only be added 
if the target group have speci�c desires. You can do everything with a program as long as there are 
enough people who want to do the same thing. As a designer, one of your tasks is to discover new 
possibilities, and in that case, the computer can be more a handicap than an advantage. 
A curious designer may have questions, problems or requests that exceeds the boxed so�ware’s 
capabilities. It is in this gap that the need for customized tools arise. �e idea of making your own 
tools has been around as long as there have been people. Cra�speople of the past were rarely satis�ed 
with tools as they found them in the shop. �ey had the tendency to personalize their tools by hon-
ing them, converting them or expanding them. �is idea is also applicable for the designers of today. 
So what are the bene�ts for a designer who makes his or her own tools? And what can it say about 
our society? Feeling the need to customize your own so�ware can be a response to an increasingly 
homogenized world. We are living in a time where the constant �ow of information and inspiration 
are turning true artistic expressions into passing trends. �is looping tendency triggers the need to 
create customized tools that go beyond the boxed so�ware. �ese tools will open up for new visual 
expressions as well as new possibilities that you wouldn’t have had otherwise, because you, and only 
you make all the �nal decisions. And these decisions emerge from a speci�c need, that hasn’t been 
covered by the major so�ware companies. We are o�en blinded to the fact that these mass produced 
so�ware can have a limited a�ect to our creativity. “O�en, to realize a new and unique vision re-
quires that we exceed the limitations of existing tools.”13 Or as graphic designer, Jonathan Puckey 
states: 

“Instead of collectively agreeing to the same streamlined tools sold to us by large so�ware 
companies, we need to reclaim the personal relationship we used to have with our tools. 
We need to reintroduce interesting points of friction in our highly optimized so�ware. 
We must learn to create tools ourselves. A�er all, the computer is exactly that: a tool for 
creating tools.” 14

With Sound meets Type I created a system that allows the known and unknown to intermingle in 
order to generate something new. �erefore a central part of my method is experimentation. What 
happens when mixing element X with element Y? X and Y in this case being sound and typography. 
To me, experimentation is about being open to mistakes but also, more importantly, to see how mis-
takes can be used in order to proceed.

�e former design studio Elevator talks about experimental typography as a random event, that has 
the potential to evolve into a new pattern: 

“...experimental typography is a random event–it’s a departure or deviation from the 
everyday pattern of things. Eventually, the deviation may or may not be assimilated by 
the culture. If it’s assimilated, the typography isn’t experimental any more–it’s part of the 
norm, and the norm evolves into a new pattern. What causes the deviation in the �rst 
place is triggered by lots of things–cultural events, ideas, technologies and so on. 
When the system arrives at a new pattern, it starts a new cycle with the potential for fu-
ture departures, We see this repeating cycle within the continuum of typographic 
evolution” 15

12 Rossum, J, and Blokland, E, (2000) LettError, Rosbeek, page 21-29 
13 Reas, C, (2010), Form+code in design, art, and architecture, New York: Princeton Architectural Press, page 25
14 Blauvelt, A, (2011), Graphic Design: Now in Production, Minneapolis: Walker Art Center, page 22-31
15 Triggs, T, (2003), �e typographic experiment : radical innovation in contemporary type design, London: �ames & Hudson, page 75
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5. Process
In the beginning of my master project I knew quite well what I wanted to do, but I wasn’t sure 
exactly why I was doing it. �erefore, my process has consisted of two parts; one part that has been 
about the actual making, and a second part that has been about developing a way to articulate my 
practice. �ese two parts do of course intersect. When it comes to the articulating part and the 
overall concept of my project, I’ve tried to get as much input as possible, from people with di�erent 
backgrounds and �elds of expertise. Due to the technical aspects of my idea, I’ve done my project 
as a collaboration with a programmer. Together we have had full focus on the praxis based part of 
my project. �is process has been in�uenced by the choice of working with generative design as a 
method. 
In the beginning of this process we made a rough schedule where the project was broken down into 
smaller chunks, deciding what needed to be done in what order. �is has given the process a clear 
and organized structure.

1. How to analyse the sound input?
2. How to solve the visual form of the interaction?
3. Testing out how the sound interacts with a surface
4. �e choice of typeface
5. De�ning the graphic user interface

�e project has been discussed and developed through weekly meetings. Because of the advanced 
technical aspect of the programming, me and the programmer decided that it would be a more 
e�cient use of time to work separately. We have therefore had meetings on a regular basis, so that 
the project would have a steady progression. �ese meetings have been used to present ideas and 
sketches, and to discuss possibilities as well as limitations. By having certain mandatory deadlines, 
as quarter and mid term presentations, I had check points where I was able to share this process 
with fellow students and professors. In tandem with the articulating part, I have been able to 
develop these two parts into one entity, where both they complemented each other.

Besides my internal tutoring with Sara Kaaman and Johanna Lewengard, I had Jonas 
Williamsson as my external tutor. He has been a very good and critical tutor, who asked di�cult 
questions and pinpointed my weak points, as well as helped me develop them.

I’ll now go more thoroughly through the decisions made throughout my process. Even though I’m 
working with sound as sort of my external decision maker, I still have to decide on ‘what’ and ‘how’ 
the so�ware should interpret and translate the input. What kind of information from the sound 
input should be used? How do I want the sound to interact with the letterforms? How do 
I want the user to experience my so�ware? 

1. Sound
My initial idea was to only work with music as input, but later on I opened up for all kinds of 
sounds. �e reason for this decision is that I wanted to create a more versatile tool. Variations, 
engagement and interaction became central keywords for me during the development process. 
Sound and music are of course related, and this became a natural expansion for my project. 
A signi�cant part of the process of developing this so�ware has been deciding how to analyse the 
data inherent in the sound. �e �rst tests involved using data provided by a company called Echo 
Nest (�g. 11). Echo Nest is a music intelligence platform company that have analysed millions of 
songs, and through this analysis, they provide you with a text �le that describes the track’s structure 
and musical content. �is information proved not to be viable, because the information provided 
was too general. A�er this, the programmer suggested building a music analysing tool from scratch, 
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where we would have better control over the information input (�g. 12). �e application helped us 
analyse the DNA of the sound input. �e sound input is analysed in real time through three 
di�erent channels; the bass, the medium beat and the treble beat. �is has been helpful when 
I have developed how the sound should be visualized.

2. Visualizing the sound
A�er deciding how the sound should be visualized, I tried to work with both intuition and logic. 
I looked for non-digital inspiration, meaning inspiration found from a more analogue handicra� 
culture. Early in my process I used the analogy of how human hands would mould clay and tried 
to translate this into a programming language (�g. 13). Sculpting is a handicra� and can be inter-
preted as an intuitive way of working. I wanted the sound to breathe life into the letterforms, almost 
as if they would come alive on screen. I also came up with the idea of translating so called ‘so�/
hard’ sounds to ‘so�/hard’ shapes (�g. 14), which is relating much more to the logical and analytical 
sense. Assigning speci�c features to speci�c sounds is a way to de�ne the rules of play, so that the 
users can take charge of the making of the letterforms, once they have understood the logic behind 
it. �is idea turned into the concept of working with ‘image displacement’ (�g. 15). �at means that 
I have prede�ned di�erent images that range from ‘so�’ to ‘hard’, and use these images to alter the 
letterforms. Meaning for example that I wanted the bass to make a so� imprint, while the treble will 
make a more pointy and sharp e�ect(�g. 16) Imagine the letterform constructed as a mesh and the 
sound being a force coming from underneath and pushing up the mesh. �is idea opens up for a 
bigger variation of visual expressions and also the possibility of easily editing or changing the out-
come at a later time. �e so�ware translates both the density and the shape of the graphics into 
a 3-dimensional form, that means for example that a gradient shape will make a so�er imprint than 
a solid black shape. 

3. �e �rst visual test
Once the sound analysing tool was created and the decisions around how the so�ware should 
interpret and translate this input, the �rst beta version was created. To save time, this beta version
(�g. 16) only worked with a pre-selected play list, and interacted with a simple square. Neverthe-
less, this version gave me a vague impression of how the �nal result could be. �is was also the �rst 
visual output of my project and proof that assured me that my project was doable. During a couple 
of weeks this version was tested, played with and altered. �is evaluation was then used to develop 
the 2.0 version. 

2.0 version
In the meantime I developed the typefaces that could be used as a take o� point, so in the 
second version the square was replaced by the letterforms. �is version was still not the complet-
ed version, because the e�ect was only coming from one side. But it was a step closer to the �nal 
version. Again, the so�ware was tested and evaluated for further improvement. 

3.0 version (�g. 17)
In the third and latest version, the ‘360 degree’ e�ect was added. Several new functions was 
also included, like new material options, stop/start function and a download function. We also 
made it possible to change the behaviour of the letterform. A parameter called ‘elasticity’ would 
change the behaviour of the letterform from plastic to elastic. By changing this parameter, the 
user would get di�erent results.

4. Typeface
�e process of �nding the right typeface for the so�ware has been ongoing since the beginning of 
my project and has developed during this time. My initial thoughts around this was that it should be 
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a ‘neutral’ typeface; a typeface that was free from political, social and cultural connotations. 
A mission impossible, I know. �e reason behind my quest for a neutral typeface was that I didn’t 
want my project to be associated to a certain typeface. Helvetica, for instance, is a typeface most 
graphic designers would recognize immediately. As a part of this research, I posted my question on 
a type forum called ‘Typophile’, where I asked for input to what they considered a ‘neutral’ typeface. 
�e discussion that occurred was quite helpful, and there was a lot of strong and personal opinions 
regarding neutrality in type. �e majority of the responses juxtaposed neutrality and invisibility, 
and meant that the most ubiquitous typefaces would be the least visible and therefore the most neu-
tral. Typefaces like Arial, Helvetica, Univers, Folio and Akzidens Grotesk was mentioned frequently 
as ‘neutral’ typefaces. I disagree with that, because I recognize them and they give me speci�c as-
sociations. During this time my quest for neutrality changed into a search for a typeface that would 
be the most suitable and functional for my project. I realised that it was more important to use a 
typeface that existed in di�erent weights, so that I would be able to test out the various e�ects. �e 
requirement for low recognizability was still relevant. A�er having consulted my professor Johanna 
Lewengard, I started looking at the skeleton of the Roman inscriptional capitals as a possible start-
ing point for my so�ware. If you think of a typeface like a human body, the skeleton is the structure 
underlying the letters. You will see it by drawing a line in the middle of the inner and outer edges. 
“�e �esh” is then the weight around the skeleton, which give your letters a distinct body or shape 
(�g. 18). �e Roman Capital have proportions that built on the square and the circle (�g. 19). By fol-
lowing this grid system I was able to digitize the whole alphabet. With the help from my classmate 
Kristian Möller I turned my digital letter to a functioning font family of 12 di�erent weights based 
on the same principle (�g. 20).

To be able to use the typeface in the so�ware, each and every letterform needs to be converted from 
a solid �at surface and into tessellated 3-dimensional objects. Tessellation means that the surfaces 
are divided into suitable structures for rendering, so instead of having a few vector points to in-
teract with, I’ll turn each letterform into shapes that consists of hundreds of vector points, so that 
the sound will make a bigger and more varied impact. (�g. 21) I experienced that the so�ware had 
problems with the letters that had curves, such as the B, C, O, S. To solve this problem, I needed to 
take away all the bezier curves and replace them with straight lines.(�g. 22). In hindsight, I think 
this added character to my typeface. 

In the beginning when I was working with existing typefaces, the so�ware was something that 
would be applied to them, acting like some sort of a distortion �lter. But now that I’ve made tailored 
typefaces speci�cally designed to work with the so�ware, the project presents itself more as a pack-
age, where all tools needed are included.
 
5. My working tool
When it comes to the usability and functionality of the so�ware, I have created it primarily as my 
own working tool. I have used myself as test person. De�ning it as ‘my working tool’ has been help-
ful for me when developing the graphic user interface. It has allowed me to customize it a�er my 
own needs. �at does not mean that I want to exclude everyone else. It will still be a so�ware avail-
able for people to interact with. �e so�ware will have a default setting, which means that the only 
thing the user need to do is to choose a letterform and the sound input. If the user is interested, 
she/he can play around with the parameters. �e bene�t of creating your own tool is that it is your 
idea and needs that are in focus. It still requires functionality, but I don’t need to imagine a possible 
target group in terms of the look, feel and usability. �is decision can refer back to LettError’s essay 
‘Tool’, about the ‘boxed’ so�ware being a product for a target group with hypothetical wishes and 
demands. �e so�ware is fairly easy to use, but you may need some technical skills to bene�t from 
its full potential. I wanted the layout of the program to be stripped down to the minimal, and give 
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the transformation a big space (�g. 1). �e so�ware is broken down into four main steps.
1. �e �rst step is where you decide the Skeletal letter.
2. �e second step is optional, but if the user wants, they can play with a small range of parameters. 
Some parameters can also be altered during the transformation.
3. In the third step, you start the interaction with your choice of sound input. �e manipulations 
are shown on the screen in real time, and the results can immediately be checked, accepted or re-
jected. You are in charge, and can at any moment stop and start the process.
4. When you’re satis�ed with the result, you’re able to download the �le and continue editing it in 
illustrator or Glyphs, if you want to make it into a font �le.

I want people to interact, get involved and to observe each letterform as they transform to the user’s 
choice of sound, therefore the project will focus on generating one letterform at a time. �e so�-
ware allows you to write words, but this will be on the expense of the experience; it will slow down 
the process, and sometimes crash the program. So in this case I have decided that the visual impact 
the sound makes on the letterforms are more important to the project than the possibility to gener-
ate a typeface quick and easy. If you compare it to a more conventional and traditional approach to 
type design, the designer will draw each letterform one at a time, before putting them together in 
the �nal font �le. You could say that this process is not too di�erent from that.

6. Result 
�e result of my project is a functioning so�ware, that translates and interprets audio input to create 
letterforms. I see the so�ware as a tool kit that provides you with a set of tools to experiment and 
interact with letterforms in a new and playful way. �e skeletal letterform can be looked upon as a 
blank canvas which the designer can use to project their ideas onto. I can see how the so�ware can 
be used in di�erent ways. One way could be interpreted as quite conceptual, where the sound input 
refers to the content of the message. E.g. a concert poster, where the sound of the speci�c artist is 
used as input to generate the type. Another way of use would then be the opposite direction, when 
there is no direct link between the sound and the type. �e designer use the sound of her/his choice, 
to form and shape the letterforms. �is may be a pure aesthetic decision, but still a conscious choice 
from the designer, in the same way he/she would choose any other typeface available from her/his 
library. On this level the so�ware works more as a means to break free from old habits, and opens 
up for a di�erent approach to type design. 
For me it works best when I see the transformation in real time, and appreciate how the shapes are 
made by the sound. But at the same time, you’ll still be able to appreciate the aesthetics without 
being aware of the process involved. Both directions share the idea of the designer stepping out of 
her/his familiar role, and enter the role as the “type scientist”. �e role of type scientist is to mix 
two elements together, and let them intermingle. It is at this moment my role as the designer cease, 
and the role of the user begin. Once the sound hits the static letterform it starts coming to life. �e 
di�erent components of the sound start to give the letterform a pulse and a movement. �ere is no 
prede�ned choreography, but simply an interaction between to elements meeting for the �rst time. 
�e designer becomes the active spectator because she/he has the control to stop the transformation 
at any time.

7. �e form giver
It is the encounter between sound and type and the shi� of the designers role I �nd interesting in my 
project. �e conjunction of the controlled and the unexpected that together generate visual forms 
that may be di�cult to create otherwise. I have changed the hierarchy of the design process, where 
the user controls the sound input, but the sound is the decision maker. But who is the form giver?
An interesting aspect to talk about in this process, is whether it is correct to de�ne sound as the 
‘form giver’. �e creator(s) behind the so�ware has made certain choices and decisions that a�ects 
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how the so�ware interprets the sound input into visual form. �at means that the so�ware has pre-
de�ned limitations when it comes to visual output. But the sound has the key role to decide how the 
letterforms will be altered within these limitations. But what is the role of the user? In this context 
the user works more as the active spectator, that sets the interaction in motion, and then observe the 
transformation, until the moment where he is satis�ed with the result. During this time, she/he can 
actively take part in the making, by altering the parameters, before she/he �nally stops the interac-
tion. By looking at how the roles are divided, it’s di�cult to assign the role as the ‘form giver’ to only 
one person/element. It’s more fair to say that the output is a co-creation between the three.

8. Discussion
Before doing this project, I had no earlier experiences working with generative design as a method. 
�at made this project a little bit risky in the beginning, in terms of not knowing exactly how to 
work with this method or how the process would be. Making the decision of doing it as a collab-
oration was crucial for the whole project. In terms of choosing generative design, I can’t think of 
another way I could have done this project. So without working with Paulo, this project would not 
be possible for me to do. But the feeling of dependence on another person to be able to go through 
with the project has also been di�cult. �e work rhythm has been steady through the whole project 
period, but a couple of times the project has been put on hold due to other projects that Paulo has 
been involved in. In these situations, I’ve always been able to shi� my focus on other parts of the 
project. �e chemistry between Paulo and me has been good from the start. He has shown a good 
understanding of my idea, and has therefore been able to help me develop it as well. 
�rough the years of working in an advertising agency, before starting at Konstfack, I worked most-
ly in groups. I feel that this experience has come in good use for this project, both regarding com-
munication and sharing skill sets. 
I think the time consuming aspect of the programming has been the most challenging part. I was 
quite surprised about how much preparations that was needed to put into the work before starting 
to see a visual outcome. Converting my sketches and ideas into a rule-based system was also a new 
experience that took time to get used to. Sacri�cing full control in favour of exploring a new meth-
od has been tough and challenging, but in hindsight, I’m glad that I made that choice. �is project 
has taught me a lot about generative design, both as a method and a tool, and is something I want to 
continue to explore. 

I would also like to continue developing the so�ware, and make it more accessible for an audience. 
�at could happen through either exhibitions and workshops or by making the so�ware available 
online. �e latter has the possibility to reach a broader audience. Before a potential online release, 
the so�ware needs a few updates. In the second version I would be interested in �nding easier ways 
of creating a �nal typeface. As it is now, you need to download a �le for each letter and then put 
them together in an external so�ware. It would be interesting to look for possibilities of making 
the so�ware less dependent on other so�wares. I will also need to optimize how the sound is being 
visualized. I don’t feel that I have fully succeeded in the concept of translating so�/hard sounds into 
so�/ hard shapes. I think that the visual aspect of the so�ware feels a bit limited, in terms of varia-
tion. One reason could be that the surfaces of the lettersforms, or the areas the sound interacts with, 
are too small, so it makes it di�cult to distinguish the round from the pointy imprints.

Looking at my project in a wider context, I’m not interested to turn the so�ware into a commercial 
product. I believe in the power of open source, and sharing of knowledge and experiences to be able 
to move forward. �erefore I would be more than happy to pass on my knowledge to anyone that 
would be interested. 
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9. Examination
A�er working on my project for more or less a year, the day for examination was getting closer.
I was the �rst one to present the �rst day, so I had no other presentations to relate or compare to, in 
before hand. My experiences from last years Master presentations, taught me that it was important 
to invite the audience into the process, and in that way make it easier to understand the project as a 
whole. Based on my previous presentations from quarter and mid term, had also given me impor-
tant experiences in how to present my project in an understandable way. My biggest concern was, 
nevertheless the technicalities around presenting my so�ware. When demonstrating my so�ware 
I had to switch between di�erent sound inputs. �at required planning and practise. I was excited 
to present my work for a bigger audience and also to get their response to my project. (�g. 23) De-
spite a few technical mistakes, I felt that my presentation went good. �e pressure and anxiety that 
I had felt in the days before went away, and was replaces by relief and satisfaction. My opponent was 
Arina Stoenescu, a graphic designer and lecturer in Media Technology at Södertörn. Her feedback 
and response was beyond all expectations. She was very excited and expressed a great interest in 
both my presentation as well as project. She also gave me some good feedback, that was essential for 
the further development towards the exhibition. In my presentation I showed some ideas for how I 
wanted to present my project during the exhibition. �ese ideas was based on a much more complex 
sound input. Arina suggested that I should focus more on simpler sounds, such as using your own 
voice or using the sound from a simple syntheziser (�g. 24). And in that way, make the idea behind 
the so�ware become much clearer. I am very glad that I followed that advice.

10. Exhibition
�e weeks a�er my presentation was spent preparing, �xing and making everything ready for the 
Spring Exhibition. My so�ware was more or less ready, but I wasn’t sure exactly how I would pres-
ent it. I knew that the so�ware would be the centrepiece of my exhibition, and that everything else 
would be placed around this. 

I wanted to divide my exhibition in two, where one part was interactive and the second part would 
have a bigger focus on result, generated using the so�ware.

In this text I refer to the user as a “Type Scientist”, and this was also used as inspiration for creating 
my space. I wanted all the elements to look like they belonged together, as one unity, so I decided 
to frame each element with the same material. �e screen was built into a white box. As well as all 
the di�erent instruments that the people could interact with (�g. 25). By giving each element a �xed 
position on the table I was able to keep my space tidy and structured during the whole exhibition. 
In the exhibition context, I felt that it was important that the audience could bring something from 
their experience with my project. As the last step of the interaction, they could print out their letter-
form by pushing a big green button that was an integrated element on the table. (�g. 26). �is part of 
my exhibition released a lot of joy and engagement from the audience. �rough the duration of the 
exhibition, over 500 people printed out their own letters, and even more people tried it out. (�g. 27)

I also made a book, inspired by the more traditional type specimen books. �is book consisted of a 
short introduction to my project, as well as di�erent experiments, where I had tested out a range of 
di�erent sound inputs, as well as some text samples. �is became a helpful book I referred to, when I 
discussed my project with the visitors.(�g. 28)

My initial idea for the exhibition was to present my project in some sort of printed matter, digital 
and in 3D. �is was important to show the versatility of my project. �e challenge was to balance the 
amount of elements, so that the audience wouldn’t be bewildered and confused. Being aware of this I 
decided to simplify the setup, as well as the so�ware, to get a bigger focus on the core of my project.
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A few of the parameters in the so�ware was taken out. For instance, I had only one typeface availa-
ble, and not all 12 di�erent weights that I had developed for this project. I also had an idea of having 
a looping animation of the transformations of the letterforms on a second monitor. I decided to take 
this part out, and instead have the so�ware running continuously. 

�inking of my own experiences from exhibitions, I knew that I needed to catch the audience at-
tention in the �rst seconds, otherwise they would just pass by. I decided to create a series of posters 
that would hang on the wall (�g. 29). �ese posters would give the audience a quick idea of what my 
project was about. �e series consisted of �ve posters, using generated letterforms from my so�ware. 
On the table I displayed two 3D printed letterforms (�g. 30). Placing them on elevated white podi-
ums, gave them a sculptural feeling. �ey also functioned as a way of catching peoples attention and 
interest. �e sculptures also referred to two of the posters hanging on the wall. 

A more unexpected experience from the exhibition that I hadn’t thought about in before hand, was 
whether people would understand how to interact with my so�ware. A conscious decision from me, 
was that I hadn’t put any work in the graphic user interface, in terms of the usability. What I experi-
enced a�er the �rst day was that most people didn’t understand how the so�ware worked. �e con-
sequence of this was that I needed to stand by my exhibition a lot more than what I had in mind. By 
doing this I was able to talk to visitors and get their immediate reactions. �at was great! I met a lot 
of interesting people that shared their enthusiasm and fascination for my project. On the other hand, 
I got a little bit tired of explaining the same thing over and over again. When I wasn’t there my self, I 
got help from the other people that I shared the exhibition room to explain the procedure.

�is is the �rst time I worked on a project this big. Looking back, I can say that I’m very satis�ed 
with the result. I’m happy that I’ve managed to turn my idea into something that I can share with 
a bigger group of people. Even though I‘m aware of the potential of improvement, I can see that my 
idea has come alive, and that my thesis is working. I’m content with the process as well, even though 
it has been times that I have questioned my project. I have questioned my idea, as well as the deci-
sion of doing it as a collaboration. But I’m sure that these doubts are inevitable in a project where 
you have time to think and re-evaluate what you’re doing several times. Nevertheless, it is interesting 
to see how my research question has been more or less unchanged, but my purpose and intention 
has developed during this project. Comparing my �rst hand drawn sketches with the project’s status 
quo (�g. 31), shows a similarity, which means that I’ve been quite targeted on my �nal result. I’ve 
always tried to be quite open, but in hindsight, maybe I have been subconsciously a little reluctant to 
deviate from my original vision. 

11. Conclusion
Sound meets Type is a project where I have explored the form generating qualities of sound as input 
for a new typography. (�g. 32) In this report I have explained and argued for why I have decided to 
combine these two elements in order to explore new tools and methods for type design. I have con-
nected my ideas to a bigger historical context, where I’ve look at the evolution of the letterform in 
relation to the tools and technology that has been available. I have also referenced my project to the 
practise of some of the more ground breaking artists working in the 1980-90s, for example LettError 
and FUSE. We share the same enthusiasm of using technology as a means to challenge the accepted 
and established norms we are surrounded by. John Cage has also been mentioned as inspiration, 
when it comes to use sound as my external decision making. My exploration of type and sound 
combined with generative systems have been an eye opener in many ways. It has made me realise the 
endless of unexplored possibilities that exists in the world of generative design, ready to be discov-
ered. It has also given me a more solid fundamental understanding for typography.
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Judging the results from a typographic point of view, I’m sure there will be as many opinions as 
there are people. When it comes to the typographic quality of the letterforms, I think it is impor-
tant to judge the result in the context of its use. I don’t want to discuss the so�ware by legibility and 
readability (�g. 33). I don’t think that is interesting in relation to this project. I appreciate the so�-
ware more as a form exploring tool, where the purpose is to observe and explore, rather than create 
the ‘perfect’ typeface for a body text. I think the so�ware adds a dimension to typography that goes 
beyond all measurable results. It speaks to the heart, rather than the brain. And gives the letterform 
a poetic behaviour. It brings the alphabet to life, before it freezes a motion. �e user gives the letter-
form a purpose by placing it in a context. 
 
I highly value the more ‘traditional’ approach to type design. But as I stated in the introduction, 
I don’t consider myself a typographer. I think it is important that there is room for norm preserving 
as well as ‘norm creative’ approaches to type design, for the profession to move forward. I look at my 
project as a single round in an in�nite long relay. By that, I mean that I don’t see my project as a �n-
ished product, but I look at it as a contribution to the type discourse. Maybe it can be used to start a 
discussion, spark an idea in someone else’s mind, or be the beginning of someone’s project. I want to 
continue exploring the potential that I think this project have, and I hope there are some like-mind-
ed people that can take my project to new heights. 

During this project I have talked to people with di�erent backgrounds. Every meeting have been 
a valid input for my project. When I presented my idea for the KTH Professor for IT Product 
Development, Mark Smith, his immediate reaction was that this idea could be developed into a new 
form of future communication tool, where the sender’s feeling would be imprinted in the message.
Talking to the sound professor at Konstfack, Ricardo Atienza, the conversation was more oriented 
around the project’s potential regarding visualizing sound. My project is speci�cally about using 
sound as form giver to typography, but I hope and assume that the projects potential extends beyond 
that.
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Fig. 1
� e so� ware

Fig. 2
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Fig. 3
�e Marble Experiment

For video: 
http://vimeo.com/65467337

Fig. 4
Storytelling in pattern

For video: 
vimeo.com/73296983
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(80–200 ad)
Inscriptional square Roman capitals.  
(e.g. lettering on Trajan’s column, 
Pantheon)
Illustrated: Trajan’s column, 113 ad

(1700–1810)
Typeforms with increasingly high con-
trast and vertical stress, machine-like 
forms (e.g. Grandjean’s Romain du 
Roi, the work of Caslon, Didot and 
Bodoni)
Illustrated: Bodoni’s Manuale Tipo-
gra� co, 1818

(1960–1980)
Rasterised typeforms and early grid 
typefaces found in computer photo-
typesetting systems from 1960–80s (e.g. 
Hell, Digitek)
Illustrated: Wim Crouwel’s sketch, 1964

(1980–2000)
Pixellated and bitmapped typeforms, 
found in early low-resolution computer 
screen displays (e.g. Emigre type library, 
Apple screen fonts)
Illustrated: Apple System So� ware 6, 
1988

(1989)
Beowolf demonstrated that digital fonts 
are data and code, and therefore instruc-
tions that can modify themselves.
Illustrated: Beowulf

(1970–1980)
Rounded graphic and display typeforms,
popularised by instant lettering rub-
down systems (e.g. the catalogues of 
Letraset, Meccanorma)
Illustrated: vernacular lettering

(1840–2000)
Rounded and outline forms produced by
both photographic and digital repro-
duction and perhaps suggested by neon 
signage (e.g. commercial signage work)
Illustrated: detail from an 1847 playbill,
printed by woodblock, typeface 
unknown

(1860–2000)
Inline-outline types, originally achieved
pantographically and now digitally, can
be seen as a response to the increasing
electri� cation of commercial signage
in the 20th century
Illustrated: Rudolf Koch’s Prisma, 1932

(1860–2000)
Display types featuring optical or � lled
patterns, originally machine engraved, 
but later produced photographically 
and digitally, showing in� uences from 
commercial signage and experimental 
art photography
Illustrated: AM Cassandre’s Bifur, 1929

(1820–1920)
Sans serif typeforms with low contrast,
popularised by the advertising boom
accompanying widespread industri-
alisation (e.g. the work of Caslon IV, 
Benton, Erbar)
Illustrated: Johnston’s Underground 
Lettering, 1916

(1820–1930)
Slab serifs completely without bracket 
or cup, of varying weight and perpendic-
ular stress, popularised by the industrial 
revolution and among the � rst advertis-
ing styles (e.g. Clarendon)
Illustrated: Robert � orne’s Two Line 
Great Primer Egyptian, 1820

(1820–1940)
Shadowed and three-dimensional
display types show the rise of advertising
accompanying widespread industrialisa-
tion (e.g. the work of Benton, Bernhard, 
Gill et al.)
Illustrated: Monotype Gill Sans Shad-
owed, 1931

(1750–1850)
Ornate and decorated � lligree types 
showing advances in engraving 
technique a� er the baroque period 
(Fournier, Bodoni et al.)
Illustrated: Bodoni’s ornate capitals, 
1771

(1760–1820)
Hairline or ultra-thin serifs with a 
horizontal stress perpendicular to the 
stroke, showing the impact of a machine 
aesthetic in engraving (e.g. the work of 
Didot and Bodoni et al.)
Illustrated: Pierre Didot l’aîné’s Roman, 
1818

(1800–1900)
Bifurcated and tuscan serif styles, 
popularised in the 19th century, went 
beyond simple ornament and obscured 
letter-form structures (e.g. advertising, 
display and commercial
signage work)
Illustrated: skeletal Tuscan, 19th century

(1800–1900)
19th century typeforms decorated with 
outline and solid � ll styles, again divert-
ing attention from the essential structure 
of letterforms (e.g. advertising, display 
and commercial signage work)

(1470–1620)
Typeforms with low contrast and 
an oblique stress, modelled on pen-
drawn forms (e.g. the work of Jenson, 
Garamond et al.) Illustrated: Nicolas 
Jenson’s Roman, 1470

(1470–1620)
Cupped and bracketed serifs (rounded 
and heavy) derived from pen-drawn 
forms and ink-spread on press (e.g. the 
work of Jenson,Garamond, Jannon et 
al.) Illustrated: Jenson’s Roman, 1470

(1560–1570)
Swashed and � ourished types derived 
from humanist calligraphy of the 
15th century (e.g. the work of Bembo, 
Arrighi, Granjon’s Civilité)
Illustrated: Cancellaresca Romana,
Giambattista Palatino, 1540

(1700–1780)
Sharper, rationalised serifs with shapes
resulting from metalsmithing and en-
graving advances designed to counter 
ink-spread on press (e.g. the work of 
Caslon, Baskerville)
Illustrated: Caslon’s 1734 Broadside 
specimen sheet
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Fig. 5
Letterform evolution

‘Letterform evolution’ based on 
Peter Biľak’s ‘History’ type specimen. 
Edited and re-arranged in chronological 
order by me.
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Fig. 6
Beowulf by LettError

Fig. 7
Mega family 2 by David Crow

Fig. 8
Mutoid by John Critchley’s 

Fig. 9
Chladni �gures
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Fig. 10
Generative design process

Fig. 11
Music analyzer using Echo Nest

Fig. 12
Music analyzer built from scratch
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Fig. 13
�e analogy of molding clay

Fig. 14
So�/hard shapes relares to so�/hard sounds
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Bass

 tones of low frequency 
or range

(the counterpart of treble)

Medium beat

beats on the
 middle spectrum 

(voices, tonal 
instrumentation)

Treble

tones of high
frequency or range

(the counterpart of bass)

Fig. 15
Image displacement

Fig. 16
First visual test

Only analyzing through bass channel

Only analyzing through treble channel All three channels together

Only analyzing through medium beat channel
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Fig. 17
Updated menu with new features

Fig. 18
“Skeleton” and “� esh”

“Skeleton”

“Flesh”

Rebuild!

Material

Reset

Displacement

Elasticity 0.0045

Bass bass/2.png

Black

medium/3.png

treble/6.png

Close Controls

Medium

Treble

5Resolution

A

#���

Mesh

Background

On/O�

General

Text

Examples of letterforms generated using the so� ware
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ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

ABCDEFGHIJKLMNOPRSTUVWXYZ
abcdefghijklmnoprstuvwxyz

Fig. 20
Skeletal typeface 
100-1200

Fig. 19
Each letterform are constructed on a grid consisting of a square and a circle. 



28

Solid shape with only
9 vector points

A
3 di�erent grades of tessellation.

Fig. 21
Tessellation

Fig. 22

Each letterform is converted from a solid �at shape into 
a 3 dimensional object with a tessellated surface
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Fig. 23
From my examination
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Fig. 24
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Fig. 25
From my exhibition
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Fig. 26
� e users could press the green button to print out their result

Fig. 27
� e visitors interacting with my project
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Fig. 28
�e book I made for the exhibition

Fig. 29
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Fig. 30
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Fig. 31
My � rst sketches
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Fig. 32
A typeface generated based on sound as input
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Like a type scientist, I have created a system
that allows the known and unknown to
intermingle to create something new.
What happens when I mix element X with
element Y. In my case being sound and 
typography. The letterform turns into a blank 
canvas which the designer can use to project 
their ideas onto. I can see how the software 
can be used in different ways. One way could 
be interpreted as quite conceptual, where the 
sound input is linked to the content of the 
message, like the examples I have showed you 
already. Another way of use is when there is no 
direct link between the sound and the content. 
The users could for example use their own voice 
or the shape of a ping pong ball, to form and 
shape the letterforms. On this level the software 
works more as a means to break free from old 
habits, and opens up for a different approach to 
type design. Both directions share the idea of the 
designer stepping out of his familiar role, and 
enter the role as the type scientist.  
There is no predefined choreography, but simply 
an interaction between two elements meeting 
for the first time. The designer becomes the 
active spectator because he can take part in the 
process and stop the transformation at any time. 
The user need to be focused, because that special 
letterform could be there in a split second and 
than disappear in the next. 

Fig. 33
Excerpt from my master thesis Sound Meets Type
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