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1 Introduction

This file defines commands to use the old German fonts for Fraktur, Schwabacher,
and Gothic designed by Yannis Haralambous. To access them, use the package
oldgerm in a \usepackage command.

gothfamily frakfamily swabfamily This package option defines the commands\

\

\

\gothfamily, \frakfamily and \swabfamily to switch to the corresponding font
families (thus these commands behave similar as \sffamily or \ttfamily). Since
these families only consist of one shape in one series, commands like \bfseries

or \itshape have no effect when typesetting in these families. However, size
changing commands are honoured.

textgoth textfrak textswab In addition the package defines the corresponding\

\

\

font commands with arguments, that is \textgoth, \textfrak, and \textswab.

1.1 Important notes

These fonts are currently encoded in a way that does not correspond to any s-
tandard encoding (for this reason they are classified by NFSS as U encoded. In
addition the fonts uses special ligatures with the character " to access accents and
sharp s. For this reason commands accessing special characters like \ss or accents
like \" will not really work directly when used with these fonts. You can either
declare them for the U encoding manually, e.g., by saying something like

\DeclareTextCommand{\"}{U}[1]{\UseTextAccent{OT1}#1}

\DeclareTextCompositeCommand{\"}{U}{a}{"a}

\DeclareTextCompositeCommand{\"}{U}{u}{"u}

...

\DeclareTextCommand{\ss}{U}{"s}

and so on, or you use the ligatures directly. However, declaring composite charac-
ters for the U encoding means that they are declared for every font with U encoding
which might be totally inappropriate for other fonts.

Please also note that while "a, etc. looks very much like the convention used
by the german or babel packages the internal mechanism to produce the accents
is completely different. These packages define "a to produce something like \"a

which isn’t defined for the U encoding, while "a without the package is interpreted

∗This file contains a reproduction of an article by Yannis Haralambous
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as a ligature generating the accented letter “ä” in the font. Using these packages
with these fonts will therefore produce some undesired effects.

Finally please note that there might be some strange hyphenations in the
German examples of the article by Yannis below. The reason is that this document
is typeset with standard English hyphenation patterns to ensure that it does work
everywhere (this could be improved).

The following section is a reproduction of an article by Yannis about
these fonts which was presented at the Cork ’90 TEXconference and
was later published in TUGboat 12#1, pages 129–138. It is complete
except for the picture of Emanuel Breitkopf and the appendices which
have been left out (at the moment).

Yannis uses different names in his article

2 Typesetting old german: Fraktur, Schwabach-

er, Gotisch and Initials

Yannis Haralambous
U. F. R. de Mathématiques,

Université de Lille–Flandres–Artois,
59655 Villeneuve d’Ascq, France

Typesetting in the old style, with
the corresponding types, besides being
an art, is also a real pleasure. Metafont

allows the creation of faithful copies of
these types and TEX gives the possibil-
ity of using them in the most tradition-
al manner. In this spirit, the necessary
fonts and macros to typeset in the old
german types Gotisch (also called Tex-
tur), Schwabacher and Fraktur are pre-
sented in this paper, together with an
historical introduction to each of them.
Also, a set of initials is described. Rules
for typesetting in these types are given,
together with extracts from the original
sources.

This paper is dedicated to

D. E. Knuth.

This article shows the first results of a
longterm project on reconstructing old

types and typesetting following the old
rules, with TEX and Metafont. The
work presented in this paper has been
done on a Mac SE/30 with OzTEX and
MacMetafont.

2.1 General Introduction to

the Project: What’s the

Use of Reconstructing

Old Types

Old types are beautiful. Until now, one
could find either modernized copies of
them (for decorative use) or facsimiles of
historical books. With TEX and Meta-

font at last we have the possibility to
approach these types in the manner —
and with the care— of a collectionneur.
Since there is no commercial scope, no
compromise needs to be made in the cre-
ation of the fonts. And once the Meta-

fonting is done, we can bring the fonts
back to life, by using them in typeset-
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ting texts, new or old ones. TEX and
Metafont are strong enough to achieve a
faithful reproduction of old works, and
what’s more, delicate enough to allow a
personal tone and new ideas. Thanks
to D. E. Knuth’s work, typesetting be-
comes an interpretative art at the reach
of everybody. And you can believe me,
it is the same pleasure to read (resp.
typeset) Goethe’s poems in Breitkopf’s
Fraktur as to hear (resp. play) Mozart’s
Sonatas on a Stein’s Pianoforte.

2.2 Old German Types

Gotisch

Gutenberg choosed the bible as his first
work for merely commercial reasons:
only the churches and monasteries could
afford to buy quantities of books. Con-
sequently, the first types he created
had to imitate manuscript characters,
to be able to concurrence the beauti-
ful manuscript bibles produced by the
monasteries themselves. This explain-
s the fact that Gutenberg’s font is so
elaborated. A similar situation arose
with Venetian greek renaissance types,
which had to imitate alexandrinian and
byzantine greek handwriting: hundreds
of ligatures were used.

Gutenberg’s font had 288 character-
s: besides the 25 uppercase (there is no
distinction between I and J) and 27 low-
ercase (there are two kinds of s), all the
others are variant types, accented char-
acters and ligatures.

The font ygoth presented here, is
not an exact copy of Gutenberg’s font.
It merely follows Gutenberg’s guidelines
on lowercase characters and selects the
uppercase ones from different 15th cen-
tury types. Please note that these up-
percase characters are not suitable for
“all capitals” typesetting. Here are the
basic upper and lowercase characters:

���������
	���

�����������������

���� "!$#&%('*)
+-,-.0/21436587:9<;
=?>A@CB?D4EGF?HIKJMLKNPORQTS2UWV

For all old german types there is no
distinction between I and J; also there
are two kinds of s: the middle and initial
“long s” and the final “short s”

IKJ
In composite words, a short s is used
when some component of the word ends
on s: � NXJ 5Y+ B 5 , but

� BYZ + B / .
Since it’s almost impossible for a com-
puter to know if some s is long or short,
you have to do it manually: type s: for
a short s, like in Aus:gang or Alles:.

The following ligatures are part of
the font:

[T\^]M_a`*bdc
e^f*gih�j*k
lnmpoPqsr�tWu
vnw^xzy^{^|*}~��*Z-�p�^�z�

Beside the ones shown beyond, there are
variant forms ���i�

at positions ’052, ’057, ’075 of the
font. Because of the many ligatures,
there is no place left for special char-
acters (I used only 128-character fonts);
you’ll have to switch to CM for #, $, %,
&, *, +, = etc. For the vowels a, e, o,
u with Umlaut and for the ß, I followed
Partl’s [1988] convention: just type "a,
"e, "o, "u, "s (ë is used in flemish) to
obtain �R�W���:� �

The difference with Partl’s approach
is that in our case "a, "e, etc are liga-
tures. Since ß historically comes from
the ligature s+z (ß is called es-zet), by
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typing either "s or sz, you get the same
output.

In Appendix A you can find a sample
of the font; it is an extract of Luther’s
bible (1534), in the original orthograph.

2.3 Schwabacher

The name comes from Schwabach, a
little german town on the south of
Nürnberg. According to Updike [1927],
in fifteenth century German gothic or

black-letter fonts, a differentiation of

type-faces began to show itself, as we

have seen, in the last twenty years of

the century, between types that were

somewhat pointed and a rounder, more

cursive gothic letter, with certain pecu-

liarities —the closed a, looped b, d, h,

and l, and a tailed f ans s. The first

type was called “fraktur.” The second

was ultimately known as “schwabach-

er.” Schwabacher was in some extend
the “boldface” font, compared to the
usual Fraktur. The font presented here
is called yswab; it is based on 18th cen-
tury types. Nevertheless, some char-
acters (like the “hebrew-like question
mark � ) have been taken from a contem-
porary book: A. Wikenhauser [1948],
Das Evangelium nach Johannes, where
John’s text is written in Schwabacher
and comments in Fraktur. Here are the
basic upper and lowercase characters:�����^�"���i����������� �¡�¢¤£¦¥�§¦¨�©«ª�¬®­
¯�°

±G²�³µ´·¶4¸º¹n»�¼¾½À¿?Á0Â¤ÃÄÆÅÈÇÈÉ?ÊnË6ÌpÍÈÎÈÏ�Ð:Ñ�ÒÔÓ
The following ligatures are included

in the font: ÕÀÖ0×ÀÖ0ØÙÖÛÚÜÖºÝ
For the vowels a, e, o, u with Um-

laut, you have the choice between two
forms: for the older one (a small “e”
over the letter) you need to type a *

+ vowel combination, and for the new-
er one a " + vowel combination. So, by
typing *a, *e, *o, *u, "a, "e, "o, "u you
get ÞGß4àÆáÆâ·ãµäÈå

respectively.

2.4 Fraktur

The first Fraktur type was created by
Johann Schönsperger in Augsburg to
typeset the book of prayers of Kaiser
Maximilian (1513). Some years lat-
er, Hieronymus Andreæ created a new
Fraktur type, used by Dürer for the
printing of his theoretical works. In the
17th century, Fraktur had a period of
decline. It was only in the fall of the
18th century that some progressive ty-
pographers like G. I. Breitkopf and J.
F. Unger gaved Fraktur a new breath,
by creating new fonts with the aesthet-
ic standards of their time. Especially
Unger’s font seems to lay more in the
19th century spirit.

Gottlob Immanuel Breitkopf (1719–
1794) lived in Leipzig. He travelled a
lot, studied french, english and other
foreign fonts and wrote himself an arti-
cle (Breitkopf [1793]) on the situation of
typographers and typography in Leipzig
at his time. In 1754 he was to first to
use removable types to typeset music.
His name is familiar to all musicians and
friends of music, because of the famous
Breitkopf & Härtel editions of complete
works of Bach, Beethoven etc.

After Breitkopf, the “official” ver-
sion of Fraktur (newspapers and official
documents) didn’t evolved very much.
In the 19th century, with all its social
—and artistic— turbulences many dec-
orative Fraktur types have been made,
most of them are monstruous (for exam-
ple see Knebel [1870]). A final renova-
tive effort has been made in the twen-
ties of our century by artists like Wal-
ter Tiemann and others. Unfortunately,
the destructive trend for uniformisation
of nazism didn’t left much place for æs-
thetic improvements or changements.

Texts like æÈçÔèXéëêiìîíïéëð ñ òóípô·òóèöõ ÷øð ? (Why
german type?) by G. Barthel [1934],
and ùºíïèöçÔéëúûçÔéëú�ìîíïèÈô8òüèXõ ÷øð ýþíïèöíïÿ í��ÔìÔé���� ! (No
more degenerate writing!) by T.
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Thormeyer [1934] ( �����øìÔõ í��µé�� ìîé��	� í���
 ç
� í��
�þõ òüð ú�ê õ ð ìÔíïêÆìÔíïéëð ñ òóí��µô��îç���� é����îú�� í ì��ëèö÷�� õ ú��îíïê í õ ���ñ çÔê����RçÔú*ô·ò��óíïÿ��îí��8õ �8ç
��� íïèöé�� ìîíïð í������ èXê6í���� ç����ê ç��Tç�� ìîíïè��� ?çÔð õ �!� í��"��� í èXÿ ç
# í��$����� ) show that
nazists tried to use Fraktur as a symbol
of the german nation. But —an histor-
ical paradox— it was the nazis them-
selves who abolished Fraktur in 19411.
In a not too old edition of the Brock-
haus, one can find the sentence “Die na-

tionalsozialist. Regierung ließ die Frak-

tur 1941 aus Zweckmäßigkeitsgründen

von Amts wegen abschaffen. Ob sie

damit eine Entscheidung traf, die ohne-

hin im Zuge der Entwicklung lag, ist

schwer zu beurteilen...” (it is hard to
say if the nazi decision of abolishing
Fraktur was really in the sense of devel-
opment...); there is a certain nostalgy in
these words.

Today Fraktur is used mainly for
decorative purposes (a nice counterex-
ample is the dtv pocket edition of
Mozart’s correspondence: his letters are
in Fraktur and the comments in An-
tiqua). Also there are methods for
the old german handwriting (Süterlin)
which also include Fraktur (for exampleæ(õ è2ÿ í ñ í��-ìîí éëð ñ òüí?ô·òóèöõ ÷øð , bei A. Kiewel et al
[1989]).

Let’s return now to TEX: the font
yfrak which I propose is in the old Bre-
itkopf style. Here are the basic upper
and lowercase characters%'&)( �+*,�,-�ù/."0'1324 576'8 ��ô:9<;<=�æ?>'@<AçB�BC¾ì2íº÷D�E
põGFG�¾ÿÀêH�

�I�3J-è4úÈñÜðAé·ý3��KML3N��
It contains the same ligatures and

Umlauts as yswab. The symbols O
(which means “etc”) and (an attempt
to differentiate I and J) are in font po-
sitions ’044 and ’100 respectively. Y-
ou can a find a sample of the font in
Appendix B; it is the begining of the

second part of Carl Philipp Emanuel
Bach’s treatise on the true art of playing
the keyboard (meant is the harpsichord
and/or clavichord) “ =ºíïèöñ éëòP��� íïèÀìÔõ íQ�Üç�
 èöí % èöðìîçÔú ( ÿ çÔýþõ íïèRN é·ñ � õ íïÿ íS� ” [1762].

2.5 Initials

The chancery initials which you can
see on Appendix B and C are a re-
vival of baroque designs. This makes
them suitable for old and new texts as
well. They form the font yinit. You
have the choice of creating character-
s with depth zero, or characters with
height equal to cap_height of cmr10

(with the corresponding magnification)
and the biggest part of the character
under the baseline. For this there is a
boolean parameter zero_depth in the
yinit.mf parameter file. To typeset
the initial D of Appendix B, I used the
macro \yinitial{D} as follows (with
zero_depth:=false)

\def\yinitial#1

{\hangindent=2.54cm

\hangafter=-4

\hskip-3.24cm

\lower-2.7mm

\hbox{\yinit #1}

\hskip1.5mm}

Of course all these parameters will need
some adjustment, according to the in-
terline skip and the textfont you are us-
ing. Note also that \par stops the exe-
cution of \hangafter; you should better
use \hfill\break\indent instead.

2.6 Typesetting Rules

In the following text, taken from the
Duden (Mülsing and Schmidt [1919])
many fine points of typesetting in Frak-
tur are explained. The essential points

1There seems to have been some secrecy around this decision of the nazis. The only data
I could find is a short and cryptical reference in the 1941 DIN-booklet on typographic stan-
dards: “Bekanntgebung II EM 8408/41 vom 26 Juli 1941 des Reichswirtschaftsministers an den
Deutschen Normenauschluß”. I would be very obliged if some reader could provide me with more
informations.
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are the following: 1) don’t use liga-
tures in latin antiqua words, use them
in french antiqua and in french Frak-
tur; 2) in a composite word, do not use
ligatures between adjacent letters of t-
wo components 3) the antiqua ß is to
be used in german words and names re-
gardless of the language; 4) the latin
“etc” is to be translated as é<ñ �T� and its
older form O should not be used any-
more; 5) concerning foreign words in
german, use Fraktur when the word has
been “germanized”, and else antiqua; 6)
the hyphen should always be in Fraktur,
except when it appears between two an-
tiqua words; 7) in 1879, Daniel Sanders
proposed as an alternative to . for the
letter J, it would be nice if the authori-
ties recognize it.

*Üõ ��N í ÿ ý�� èöñ òóèöõ ÷ ð í��R÷��ëèWìÔí��:ô8òüèXõ ÷øð ñ ç�U
.Q� ìîõ í ñ íïê % � ñ ò�� õ ð ð íWVþíïÿ ÿ í��X�óõ è íïõ �þõ � í

*Üõ ��N í ÿ ý�� èöñ òóèöõ ÷ ð í���N é<ñ çÔê6ê í���Yzìîíïèöí���çÔÿ ÿ � íïê6íïõ �þí & í��÷Z� ÿ � é��	�R÷��ëè4ìîõ í[*óõ ��
 íïõ ð ÿ õ ò\� íïõ ð]� íïõKìîíïè?ùÛí è�Vþíïÿ ÿ é����Rý��!�
�RèXé�^<ñ çÔòóí��Rñ íS
 èI�Q���îñ òóíS�þú_�Üí èXðT�Q`Ôèöí
�� ¼ ¹ó± ÌXÍ É ¶ Ã

Æ, æ, Œ, œ

Ú ± Ì Ì
Ae, ae,

Oe, oe. .Q�pÿ çÔð íïõ � õ ñ òóíS�?æba èöð íïè��Pñ õ �ÔìÛìîõ íc1 õ � çÔð éëèöí��
�þõ òüð4ç���N é��óí�� ìîí���Y�N�� & � Caelius mons, Asa
foetida. .��2÷øèöç���Ndaöñ õ ñ òüí��Ræba èXð íïè��eY¾ìÔõ íºõ êCìîíïéëð ñ òóíS�ô8ç�U-ý íïèdVYèöíïéëð6ý	� è��f� ê ê6í���Yµê6é�g�Yh�Üõ íµõ êa÷øèöç���NdaXñ õ ñ òüí��ô8ç�U3��� íïè�
 çÔée� ðZY�Vþíïð ú Œ é�� ì œ �îí ñ í�UÔðT�Üíïèïìîí���Y�N��& � Œuvres, sœur. ô8í ÿ �!Vi� íïõh�üèöç�� ð éëèöñ ç�U�ìÔçÔèj�÷PçÔé<÷pìÔçÔú7� ÿ íïõ � íP� í�� õ òóðpý íïèjN õ òüð íïðI�Üí è ìÔí��eYkN�� & �ùl� èXú ìem � íïéëý èXí!�§ Ä Ã Ú ¼ ¹ó¶ � ¼ ¹ó± ÌXÍÙÉ ¶öÃ Ó .Q�Tæb� èöð ý íïè ñ òóê6íïÿ N é����
� í��"�óõ í�ô·òóõ nîç�
 èöðfYÆô·ò�� íïÿ ÿ `Ôé<÷øíïè�YÈçÔÿ ÿ õ íS� í�� ì�Y·ìe�o
	�çÔÿ ñ �Wõ �?æ�a èöð í èj��Y6ìÔõ í0ý��!�4ìîèöíïõp�îÿ íïõ òüí��E2Æõ ð ÿ çÔéëð í��2í õ � í��çÔéëú�� íSV	�jgîí��P
 ç
� í���Ypõ VGìÔõ íR1 õ �îçÔð éëè?ç���N é��óí��ÔìÔí���YI�Üí����ñ õ íGõ �(ìÔíïèq� íïð èXírnîí��ÔìÔí��Mô8òüèXõ ÷øð��îçÔð ð é����Tý	�Xèj
 ç�� ìîíS�Tõ V$�
�Rõ íh1þõ � çÔð éëè?õ V:÷øíïè��þí èE��� í èXçÔÿ ÿÀìÔçRç���N é��óí��ÔìÔí���YR�p�pñ õ íìîõ í�ñ � èöçÔòüÿ õ òóíB�µõ òóð õ �_� íïõ ðl� õ òüð]V�aXèXðZYIN�� & �h� íS�þé�UÔí���Yç
� ÷øÿ çÔéëí���Y & õ ÿ ÿ çÔèïì�YQ�þõ òóð ç
� íïè õ �Ûí õ �î÷øçÔòüí��[Aüé<ñ çÔê ê6í�� ñ íïð �
N é����îí��s�Üõ íÛí��þð Nt�Üíïõ�Yh06çÔé<÷ ÿ íïéëð íjYWýþõ íïÿ ÿ íïõ òóðr�� ¶ É � Ívu Ú ±Y² ¶ Ý ¼ Ã2¸ É ¶ ÂP´ Ë Å É ± u ¼ u ¶ Â § ± ÌXÒÔÓ
æ(íS���«çÔéëú íïõ � íïêw�Ríïéëð ñ òóíS�x PçÔê í���Y�õ ��ìÔíïêygý	�Xèj�f� ê6ê ðfY¾ìÔéëèXò % � ÷��z�îé����-íïõ � íïèI1þçÔð íïõ � õ ñ òóíS�k*Q� ìîé��	�íïõ �b1 çÔð íïõ � õ ñ òüíïú«æ�� èöð�� íS� õ ÿ ìîíïðh�Üõ è ì	Y2ñ ��� ÿ í õ � ð0ìÔçÔú�gíïè�
 çÔÿ ð í��eYPí úiíïèöñ òóíïõ � ðÛçÔÿ ñ �RçÔÿ ú ß { õ � % �þð õ Jîéëç�|��Tô��
�Üõ è ìPN�� & �WçÔéëúdæ(íïõ gîí��_� éëè!�z} Weißenburgen-

sis { ìÔíïè Codex Weißenburgensis). *�� íS� ñ �
�Üõ è ì ß �îí ñ í�UÔðZYi�Üí���� ìîíïéëð ñ òüí�*Üõ � í���� çÔê í��sê õ ðRgnõ �÷øèöíïêAì ñ � èöçÔòüÿ õ òóíïê�ô8ç�Uníïè ñ òüíïõ �þí���Y�N�� & �j} Mon-
sieur Aßmann a été à Paris. Ho trovato
il Signor Große a Venezia.Í Ë Ï8ÓB~ O ~ etc. .Üênìîí éëð ñ òüí��-ô·ç�UÔí0õ V��Ôé��Ôìñ �s�Üíïõ ð í è!�sìÔíïè-çÔê6ð ÿ õ òüí��q=l� èöñ òóèöõ ÷ ð��îíïêc`
gRìîéëèöòzé<ñ �T�ç
�
N é��Z�ëè�N í��eYWé�� ìENt�ÜçÔèµñ �j�p�!
 ÿÀõ �s�üèXç�� ð éëèR�óõ íÛõ � % � ð õ �
Jîéëç��B�Rõ íp��� èöêbO�Yóìîõ íÜñ õ ò·õ ��� íïè�
 çÔÿ �Aìîíïè�1 çÔéëð ñ òüèXõ ÷øð��óõ ííïõ �þíWùÛõ íïèj��� ÿ L	�_
 íjY]�Üõ íWí õ �s=ºíïèöð èöíïð í è4ìÔíïèRAüíïõ òüí��îñ òüèXõ ÷øðfYçÔé<ñ � õ ê6ê ðfYWõ V:ýþí èXçÔÿ ð íïðAé�� ì3� õ òóð ê í�
 è�ç���N é��óí��ÔìÔí��z�

�Rõ í��Q�XèXê etc ìÔçÔèö÷�� éëè õ ê % � ð õ Jîéëç ñ ç�U0ç����îí��Üç�� ìîð
�ÜíïèïìîíS�eYP�Üõ èïì(ç
� íïèk� íS# íïè·ìÔéëèXò usw. íïè ñ í�UÔðS���\�ëèÿ çÔð íïõ � õ ñ òóíS�Rô8ç�U	YºçÔÿ ñ �4õ ��� íïèj
 çÔÿ �pÿ çÔð íïõ �þõ ñ òüí��s9Wí�K ð íïú�Yºõ V
etc. ñ íïÿ �jVYý íïèdV	`�� ìîÿ õ ò����óí èj� íïè·ñ íïõWí èj��`�

�þðZY2ìîç
g8ìÔõ í
�óèöç���Nd�Xñ í��Té�� ìb*Q�	� ÿ `��ÔìÔíïè &c. YRìîõ í�.Üð çÔÿ õ íS�þíïè ecc.é��Ôì8ìîõ í-ô��îç��þõ íïè etc. ý íïèj�óí�� ìîí���YGé��ÔìiNt�ÜçÔè:ñ í�UÔí��çÔÿ ÿ íhVþíïð úCíïõ � í�� & íïõ Vþèöõ òCý	� èµìÔõ í ñ í % �
�Z�ëè�N é����îí���Y[�óçÔúõ êH�Ríïéëð ñ òüí����þõ òóð���� ÿ õ òTõ V$�� Ã Ï ¶öÃÙ´ Í Ã ¹i´ ¶ É � Ã Ì ¼ Ç Í ±È¼ Â � É ±<¿ ÌXÍ ÉÔË ± ÌXÒÔÓ
;µêaìÔíïê/� õ ñ�
 í èXõ � í��8ô8ò\�Üç���� íS�Èõ �:ìÔíïè-æÈç�
 ÿDNt�Üõ ñ òüí��% � ð õ Jîéëç8é�� ì��üèöç�� ð éëèRíïõ ��*��ÔìÔíMN éÈê çÔòüí���Y-í ê]�Ô÷øõ íS
 ÿ ðíïú(ñ õ òT÷Z� ÿ��îí�� ìîíl-µèöé��Ôì ñ `�UÔí�N é�� ít��� çÔòüð í��z}� � % ÿ ÿ í]�üèXí êAì_�Qa èöð íïè4èj� ê6ç��þõ ñ òüí��s;µè ñ �îèXé��	� ú�Y ìÔõ í
�þõ òüðAìîéëèöò % ���þç�
 ê6íÛìîí éëð ñ òüíïè & õ íd� é��	��� ìîíïèµìÔíïéëð ñ òüíïè
1þçÔéëð � í�N í õ ò\�þé��	��çÔÿ úMíïõ ���îí ìîíïéëð ñ òüðÛí èöñ òüíïõ �þíS�eYpñ íSUÔíPê6ç��çÔéëú % �þð õ Jîéëç	YkN�� & � en avant, en arrière,
en vogue, in praxi, in petto; a conto,
dolce far niente; ÷øíïè��þíïèk=Ûí è�� õ � ìîé��	� í��b�Üõ í A-
gent provocateur, Tempi passati, Lap-
sus linguae, Agnus Dei.

% éëò�çÔÿ ÿ í-õ ð çÔÿ õ í�� õ ñ �òóíS��ð í ò�� õ ñ òóí�� % éëú ìîè���^ëínçÔéëú ìîí è�9h�!��� é��_VeY��óõ í
andante, adagio, moderato, vivace, ñ íïð �
N í2ê6ç���çÔéëú % � ð õ J éëç��'�Rõ ípìÔíïè:ÿ çÔð íïõ � õ ñ òóíS�(ôk� èöçÔòóíí�� ð VþçÔê ê íS�ÔìÔí�� & íSN íïõ ò\� é����îí��3�Réëèµé�� ìM2�� ÿ ÿ ñ õ � ì?çÔÿ úíïõ ���îí ìîíïéëð ñ òüð íÛùÛçÔée�îð �Qa èöð íïèWçÔé<÷�N é<÷øçÔÿ ÿ í��Pé��ÔìWìîç�
 íïè�� èj�jg
N é·ñ íSUÔí��eYhN�� & � C �f�Réëè��� � æÈí����iíïõ �'�óèöíïêAì��p� èöð?ìîí éëð ñ òüí�1 çÔéëð � í�N íïõ ò��
�þé��	�P� ìîíïè4ìîíïéëð ñ òüí & õ íd�îé����:ç���� õ ê6ê ðc� ìîíïèPê õ ð íïõ � íïêìîíïéëð ñ òüí��8æb� èöð í[N é<ñ çÔê6ê í��	� í ñ í�UÔð]�óõ èïì�YÛñ �pñ í�UÔí4ê6ç��Gí úçÔõ ú��óèöç�� ð éëè�YMN�� & � adagio, ç
� íïè�}ÈìÔçÔú % ìÔç�� õ ��Yìîõ í % ìîç��îõ � úe� a conto, ç
� íïè�}aìîõ í % �f�!� ð �!N ç�
 ÿ é��	�z�
dolce far niente, ç
� íïè�}?ìîçÔúb��� ÿ C í ÷øçÔè��þõ í�� ð í
�� Ã Ï ¶öÃÙ´ Í Ã ¹C´ ¶ Ê � ¼ Ã ´ ¶ Ú É ¼ upÊ ¼ Ã � É ±<¿ ÌXÍÙÉ��Ë ± ÌöÒ Ö ´ ¶ É Â?¼ Ì � Ã Ì ¼ Ç Í ± Î ¶ É ÂP¼ Ë uPÌ ¼ Ú Ó æ(í����
�nõ ���üèXç�� ð éëè ñ ç�U�� íïõ4æb� è�UÔé<ñ çÔê ê6í��îñ í�UÔé��	� í�� ìîí è8íïõ �þí
9Wí õ ÿ0ìîíïèPAóé<ñ çÔê6ê í��îñ í�UÔé��	�nçÔéëú % � ð õ Jîéëçb� í ñ íSUÔðR�Üíïè��ìîí��·ê é�g�YWñ �?ñ õ �ÔìGí ð �Üç:ý�� è��r�Xê ê íS�ÔìÔí & õ � ìîíSVþèöõ òüípçÔéëúìîíïès9ÛítK ð ñ òóèöõ ÷øðfY2çÔÿ ñ �:çÔéëú��üèöç�� ð éëè_YMN éÆñ í�UÔí���YsN�� & �
CGS �r2Æç
gÔñ L_Vþíïê���*Üõ � í % éëú_�þç�
 ê6í��Üõ è ìb� éëèGìîç����
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� íïê6çÔòóðZY[�óí����RìÔíïè?ê6õ ðKìîí ê & õ � ìîírVYèöõ òMñ òüÿ õ íSgîí�� ìîí�íïè��
VYí�{ % � ð õ Jîéëç��t| & íSVYç�� ìîð íïõ ÿ4ç��ÆìÔçÔúx*Q� ìîí2íïõ � íïèPAóíïõ ÿ í
� ìîí èWõ �I06ÿ çÔê ê í èj�BN é3VYíS
 í��B�r�Xê ê ðr� õ �µìîõ í ñ íïê��üçÔÿ ÿ í õ Vìîíïè & õ �ÔìÔíSVþèXõ òsçÔéëú % � ð õ JîéëçEN é:ñ í�UÔí��z�s.Q�3� í ñ �!� ìîíïèöí��
��`Ôÿ ÿ í���� ç����·çÔéëò*íïõ � íR=Ûí èXê6õ ñ òüé��	�8ý	�!���üèXç�� ð éëè��µé�� ì% � ð õ Jîéëç
� õ �ÔìÔíSVYèöõ òóí��'VþçÔð ð ÷øõ � ìîíS�eY"N�� & �Gùl�X÷øð 
 íïçÔð í èj�
Corps-de-ballet; ìÔí�����õ ��� íïèj
 çÔÿ �2ìîí úaçÔéëú % �þð õ �
Jîéëç3�îí ñ í�UÔð í��Ræ��XèXð íïú(êT��# í��RçÔéëòÈìÔõ í & õ � ìîírVYèöõ òüíÛçÔéëú% � ð õ Jîéëçs� í ñ í�UÔð��Üíïèïìîí��z���� § ¶ Á ² Ú Á ± Í Ì
� Í Ã ´�� � � ¼ Ì Á ± Í Ì�� ¼ Ãd´ ¶ ÉÁ ± Ì ¶ ¼ Ã ¼ Ë u ¶ Ã � ÉÔÍv�0Ë uPÉ ¼ ¸ ÌÔÓ .Q��ìÔíïè
ÿ çÔð íïõ � õ ñ òüí��
�RèXé�^<ñ òóèöõ ÷ ðk�Üõ èïì�Nt�óõ ñ òóí��zìîí ê"ô·íïÿ �jVYÿ çÔéëð·é�� ìCìÔíïê
2Æõ ð ÿ çÔéëðq.��îí��þçÔé«é��þð íïè ñ òóõ í ìÔí��eY^é�� ì�Nt�ÜçÔè�Vþí�
 ð IçÔéëúÔñ òóÿ õ írgîÿ õ ò^÷��ëè-ìîí��(ô8íïÿ �!Vþÿ çÔéëðZY J çÔéëúÔñ òüÿ õ íSgîÿ õ òa÷��ëèìîí��l2Æõ ð ÿ çÔéëðr�B�Rõ í ñ íG;h�þð íïè ñ òóí õ ìÔé����Wê6çÔòóíS�WçÔÿ ÿ íp� íïéëíïèöí��ô��îèXçÔòüí��z�s�Rç
gPìÔõ í¾ìîíïéëð ñ òüí[�RèXé�^<ñ òóèöõ ÷ ð6íïõ � í���;�� ð íïè��ñ òüõ í ìkNt�óõ ñ òüí���.<{ ô·íïÿ �jVYÿ çÔéëðZ|·é�� ì���{d2Æõ ð ÿ çÔéëðZ|�� õ òóð
� í���� ðfY4õ VGíïõ �k� èj�jgîíïèR2Æç����îíïÿS�P�Rõ í ñ í���2Èç��	� í ÿTN ék� í��ñ íïõ ð õ � í��(ýþí èöñ éëòüð í-ñ òQ�!� � ����� �Rç�� õ í ÿµô8ç�� ìîí èXú�Y:õ �ÔìÔíïêíïèº÷��ëè0ìÔí��B2Èõ ð ÿ çÔéëð ìÔçÔúbAüíïõ òóíS�
íïêc�î÷øç�
 ÿS�E�Rõ í ñ í úbAüí��õ òüí��Põ VM
 íïéëð í]� éëèWý íïèöíïõ ��N íïÿ ðÜõ �M�Rèöé�^ëí��BN é2÷øõ �ÔìÔí��eY]
 çÔðñ õ òsçÔÿ ñ �B� õ òüð çÔÿ ÿ��îíïê í õ �Ríïõ �	� íS�!�ëè
�îíïèXð6é��Ôì-õ V:çÔéëò�� õ òóðçÔê ð ÿ õ ò ç�� íïèj� ç����þðG�Q� èïìîí��z�E*óú���`ÔèXí¾ñ í�
 è�N és����� ñ òóí���Yìîç
g�çÔéëòdõ �·ìîíïéëð ñ òüíïè8ô·òóèöõ ÷ ðWíïõ �i;�� ð íïè ñ òüõ í ìiNt�Üõ ñ òüí��
.�{ ô8í ÿ �!Vþÿ çÔéëð�|8é��Ôì���{d2Æõ ð ÿ çÔéëð�|q� í ñ òüç
nîí��(é��Ôì8ý��!�ìîíïèEN é�V	`�� ìîõ � í�� & íS
�a èïìîípç��þí èj� ç����þð��Q�ëèïìîí�Ypé��ÔìPNt�óçÔèéëêzñ �4ê íS
 è_Y0çÔÿ úÈíïè[� íïõ ìîí��3� ÿ íïõ � í�� & éëò�VYç
� í��Rñ �!�p�j
 ÿõ ��ìîíïéëð ñ òüíïè"{ õZY�F |i�óõ íRõ � ÿ çÔð íïõ � õ ñ òüíïè (i, j) ô8òüèöõ ÷øð
� íïèöíïõ ð ú ñ íïõ ð ÿ ç��	� í ê�� íSVþí�
 ðr�
2.7 Availability

Following a tradition of my friend Klaus
Thull, these fonts are in the public do-
main. The should be available at the
Aston end Heidelberg archives. Also y-
ou can obtain them at my adress. The
status of this software is postcard-ware:
each satisfied user could send me a nice
local postcard for my collection.
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3 The docstrip modules

The following modules are used in the implementation to direct docstrip in
generating the external files:

driver produce a documentation driver file
package produce a package file
fd produce a font definition file

Uyfrak produce Yannis Fraktur
Uyswab produce Yannis Schwabacher
Uygoth produce Yannis Gothic
Uyinit produce Yannis Initials

4 The implementation

4.1 The package

1 〈∗package〉

\gothfamily

\swabfamily

\frakfamily

\textgoth

\textswab

\textfrak

We switch to the fonts using the \usefont macro since all such fonts are only
available in one series and one shape.

2 \newcommand\gothfamily{\usefont{U}{ygoth}{m}{n}}

3 \DeclareTextFontCommand{\textgoth}{\gothfamily}

4 \newcommand\swabfamily{\usefont{U}{yswab}{m}{n}}

5 \DeclareTextFontCommand{\textswab}{\swabfamily}

6 \newcommand\frakfamily{\usefont{U}{yfrak}{m}{n}}

7 \DeclareTextFontCommand{\textfrak}{\frakfamily}

8 〈/package〉

4.2 The font definition files

4.2.1 Yannis Schwabacher

9 〈∗Uyswab〉
10 \DeclareFontFamily{U}{yswab}{}

11 \DeclareFontShape{U}{yswab}{m}{n}{

12 <10> <10.95> <12> <14.4> <17.28> <20.74> <24.88> yswab }{}

13 〈/Uyswab〉

4.2.2 Yannis Gothic

14 〈∗Uygoth〉
15 \DeclareFontFamily{U}{ygoth}{}

16 \DeclareFontShape{U}{ygoth}{m}{n}{

17 <10> <10.95> <12> <14.4> <17.28> <20.74> <24.88> ygoth }{}

18 〈/Uygoth〉

4.2.3 Yannis Fraktur

19 〈∗Uyfrak〉
20 \DeclareFontFamily{U}{yfrak}{}

21 \DeclareFontShape{U}{yfrak}{m}{n}{

22 <10> <10.95> <12> <14.4> <17.28> <20.74> <24.88> yfrak }{}

23 〈/Uyfrak〉
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4.2.4 Yannis Initials

Since the yinit font does have a very special design size and one might have
to scale it up or down to get characters in a size needed for some particular
combination of body font size and leading we pretend that the font is available in
any size (which in fact it is on most modern TEX installations.

24 〈∗Uyinit〉
25 \DeclareFontFamily{U}{yinit}{}

26 \DeclareFontShape{U}{yinit}{m}{n}{

27 <-> yinit }{}

28 〈/Uyinit〉

The next line goes into all files and in addition prevents docstrip from adding
any further code from the main source file (such as a character table).

29 \endinput
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