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1. What’s your background? What got you interested in type 
design?

Back in my school days in Russia, a guy showed me his 
hand-drawn lettering copy for “Need for Speed: Most 
Wanted” game cover. It was fascinating to see the “rough” 
sketches on a piece of paper. It felt totally different from the 
perfect digitized game cover. So I was inspired and then it 
got me into graffiti and skateboarding culture. Later I found 
out that there are people who make a living by working 
with graphic and type, so I decided to learn it. Self-learning 
played a big role for me.

2. You’ve already designed various typefaces. Would you 
share us the process? Do you start the design process with 
sketches or directly on screen? And how long does it take to 
create a typeface?

My process has evolved over these years. From my 
experience, the best way is to start with some references—
historical typefaces. It’s really important to keep the new 
fonts connect to the classic. After then comes the drawing 
stage. I usually have an idea in mind and start on screen 
right away. 

Usually it takes a few months to design a font family. In 2018, 
I did an experiment. I designed a font in one single day, 
which included Basic Latin, digits, some punctuation and 
even spacing and kerning. Then it took me two days more 
to extend the language support, add more punctuation and 
math symbols and even Cyrillic. So, it’s possible to build 
a proper font in three days. But I wouldn’t recommend 
anyone to try this unhealthy way.

3. You’re not only specializing in type, but also brand 
identities and everything related. How do you balance 
between these fields?

Typography is a really big and important part of graphic 
design. Any graphic designer should master it in order to 
communicate clearly and relevantly. I’m that kind of person 
who interested in many things and could never do just one 
thing. Typography seems to be a good core that connects 
everything and doesn’t limit me in any way.

4. What takes the most time in a typeface design, and what 
takes the least?

Good question! The basic alphabet can be roughly 
drawn in just a couple of days if the idea is clear. If not, 
experiments of searching for new letter forms can take 
some time. Refinement can take forever. “Fonts are never 
finished,” some designers say. It seems like there are still 
some mechanical and non-creative processes that could 
potentially be automated. For instance, “W,” “Y,” “A,” “v,” 
“w,” “y” could automatically built from the “V,” at least their 
basic shapes enable the designer to improve. Auto spacing 
and kerning are not quite there yet. But I believe and hope 
that we’ll develop those technologies in the near future.

5. How much research did you do before designing a 
typeface?

Research is one of the key factors for a good typeface. 
Beginners often see letter forms as building blocks, which 
is too naïve. By studying classic fonts, you will learn how 
letters are actually formed, after some experiences you will 
know the basics, and research purpose will transform to 
find good ideas and draw inspiration from classical works. 

6. In your opinion, what makes for a great typeface?

I’d say it is the wide usage possibilities, but that’s not 
accurate. A great typeface should be of high quality and 
bring something new to the world and be relevant to its era. 

7. Where do you see yourself going? Are you working on a 
new typeface?

I’ve been actually saying “Ok, this is the last one” after 
every font family I made. But still, I have a few ideas for the 
new ones. It seems like my typefaces are going to be more 
and more futuristic and sophisticated. Apart from endlessly 
fonts and brand identities works, I want to turn to new 
technologies, like augmented reality, interactive design, 
coding. It’s quite interesting to see how technologies 
change our world and what role does design play in it. 

Interview with 
Alex 
Slobzheninov
Alex Slobzheninov is a type designer and graphic designer based in 
Czech Republic. He loves clever ideas, booming colors and good people.
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Grafier 
Variable Font

Grafier is a timeless serif typeface that brings drastic contemporary aesthetics to classic design. 
It was designed as homage to good old Baskerville, an English typeface from the 18th century. 
Grafier features fresh and precise digital curves, square dots and long connected serifs. Turn on the 
OpenType stylistic alternatives to disconnect them. The font family comes in 5 weights from regular 
to black and 2 optical sizes—readable text and elegant display. Grafier supports almost 200 Latin-
based languages, includes math symbols, punctuation, arrows, currencies and other symbols.

Design: Alexander Slobzheninov
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Agrandir 
Variable Font

Agrandir is a contemporary sans-serif type family that celebrates the beauty of being imperfect. It 
was designed to be a brave antipode to neutral modernist fonts. Agrandir accepts its own shapes 
as they are—unaligned, quirky and funky. It celebrates humanity, not machines. The type family 
consists of 35 fonts: 7 weights × 5 widths. Each font features a fairly good number of OpenType 
stylistic alternatives, which can be turned on for individual letters or as overall presets—Default, 
Grotesk and Geometric. With its wide variety of flavours and super tight spacing Agrandir is doing a 
good job for big size headlines, websites, logos and posters.

Design: Alexander Slobzheninov



016      FROM A TO Z FONTS DISPLAY      017

Object Sans Object Sans is a contemporary type family that puts together the best qualities of Swiss neo-
Grotesque and geometric fonts. It’s a multifunctional workhorse designed to work best in any 
printed and on-screen contexts, including logo design, brand identities, websites, packaging, 
posters and headlines; regular weight is carefully tuned for small sized body text. The typeface 
comes in 7 weights, upright and slanted each.

Design: Alexander Slobzheninov



1. What’s your background? What got you interested in 
typography?

Our team is diverse and consistent at the same time. I have 
a background in graphic design and typeface design, 
and that is the case for most people here. I got interest in 
typography in the 90s when I was a teenager and received 
my first computer. Scrolling down the fonts menu was 
a pastime for me. Later on, I worked with typesetting 
for small high school projects. And eventually, I studied 
graphic design and learned more about typeface. This 
medium brought me the best results, and after a while of 
using intensively type in my graphic design assignments, I 
started to make my own type.

2. You’ve already designed several typefaces. Would you 
share us the process? 

There isn’t a fixed process. Many commission-based 
projects start with a client’s will, sometimes a brief. So 
sketches take the form of a few letters, a logotype, or a 
partial prototype. We iterate a lot. For in-house initiated 
projects, an art direction is most often stated, and from 
this, we can elaborate on the shapes we would like to see 
being used for a specific design. It can be both loose and 
precise at the same time, because we mainly use a specific 
vocabulary. 

3. What takes the most time in a typeface design, and what 
takes the least?

The idea takes the least and also the most. For one given 
idea, it takes amount of time to finalize, and we have lots 
of ideas. An idea may only be a sparkle of inspiration, the 
importance lies in how to bring it into reality. Naming the 
font is rather fast, while correcting errors and second-
guessing during the process take more time.

4. Where does your creative inspiration come from?

The world is our inspiration. For instance, we look out for 
everything which is not included in books: signs, paintings, 

engraving… Some product designers are huge inspirations 
as well.

5.In your opinion, what makes for a great typeface?

A great typeface is both good and interesting. A good 
typeface understands and informs contemporary aesthetics 
and is able to bring something different to the table. It’s 
difficult to achieve both.

6. Production Type has collaborated with different brands 
and media. How do you feel when you see your typefaces  
in action?

It depends on how the type is used! We’re always surprised 
about the diversity and creativity of the usages we see out 
there. No matter how specific some designs are intended, 
there will always be a designer to think sideways! We are 
rather lucky that our customers are composed of powerful 
users and people with an in-depth knowledge of type.

7. What is your favourite typeface and why?

Let me quote this: “If you ask a shepherd which sheep is 
his favorite, and he answers: ‘I like this sheep for its wool, 
this one for its meat, and this third one for its milk,’ then you 
know he’s a good shepherd. If he says: ‘I like that cute little 
one over there,’ you can be sure he’s not fully at his job.” 
Typefaces are the numerous facets of design, as practiced 
by Production Type and its designers.

8. Where do you see yourself going? Are you working on a 
new typeface?

We are working on about a dozen typefaces at all time, with 
various levels of activity. Right now, we are looking forward 
to managing the growth of the foundry in all directions: a 
broader language support, new recruitments, new typeface 
releases, and new offices in Paris and Shanghai.

Interview with 
Production 
Type
Based in Paris, Production Type is a digital type design agency. Its 
activities span from the exclusive online distribution of its retail type 
for design professionals, to the creation of custom typefaces for the 
industrial, luxury, and media sectors.
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Kreuz Angular and bulky, Kreuz is undeniably a display typeface of industrial roots. The overlaps between 
faceted and smooth shapes convey a sense of “fun machinery”, while calling for intricate settings 
and adventurous rotations. In Kreuz, the visual metaphor of nuts and bolts that is playful in short 
paragraphs, reveals its full potential when typeset in large sizes. Kreuz is as straightforward as it 
gets. It won’t shy away and will even get intimidating if pushed far enough.

Design: Production Type
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Mars Packaged in a set of two cuts—an extended and a condensed, Mars makes no compromises and 
encourages specific design choices. Mars calls for intricate typesetting and loud, visible type: just 
like a beefed-up, fit and tight version of the typeface Venus, its distant reference. Mars is the first 
commercial release of Alaric Garnier. His design practice produces a small collection of explorative 
typefaces. Despite the traditional sign painting training he received in the U.S., Garnier’s typography 
avoids mimicking brush strokes or casual lettering structures. In Mars, the remaining effect is a 
compound of its author’s gesture, energy and freshness.

Design: Production Type   

Media Sans Media Sans is a compact design, with a colossal lowercase. Where large x-heights are usually 
incorporated for small text readability, in Media Sans it is conceived as a display feature. The family 
proves most functional at large sizes where horizontal space is scarce, thus forcing the letters 
to occupy any space allowed. That is why the collection encompasses three different condensed 
styles, but only one normal width and one extended width. The vertical proportions remain identical 
throughout all styles so they can be mixed within a line. The very short ascenders and descenders 
are specifically meant for tight line-fitting in lowercase, creating a dense texture within the rhythm 
of the page. 

Design: Production Type
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Sainte 
Colombe

Sainte Colombe is a new serif typeface available in a range of five weights, from extra light to bold. 
Decidedly not driven by geometry or symmetry, Sainte Colombe is actually just the opposite—
expressive, like music, but also with a repressed shell trying to contain that expression. It’s not 
afraid to move, as long as that movement happens in subtle ways. There are lovely details designers 
will immediately notice: the lowercase italic “g”, its notched stem curving into itself—a flat note in 
the company of sharps. The lowercase “a” across all the styles are beautifully stern and the firm 
buoyancy across the caps give gravitas to titling settings. 

Design: Production Type

PVC PVC is a rambunctious display family that celebrates lively display faces of the ’70s and delivers 
some stunning hat-tricks: banner, promo and menu. While envisioning the Lab department of 
Production Type, the team was seeking innovative and audacious designs to set the tone for the new 
collection. As soon as they stumbled upon Hélène Marian’s body of work, it was a no-brainer: with 
a diverse mixture of editorial design, bespoke type design, and painted letterings Marian dug into 
her prolific archives to select some of her signature forms and gestures—extracting the DNA for 
the PVC family. PVC now consists in four super-varied styles, all of which share a hearty backbone 
while flaunting very different shapes.

Design: Production Type



Body Text 
and Body 
Grotesque

Body is a type family designed for Zetafonts by Cosimo Lorenzo Pancini with Andrea Tartarelli. 
Conceived as a contemporary alternative to modernist super families like Univers or Helvetica, 
Body tries to maximize text readability while providing a wide range of options for the designer. 
It comes in two variants (Body Text and Body Grotesque), each in four widths and four weights: 
regular and bold for basic typesetting, light and extra bold for display use. All the 64 fonts in the 
Body superfamily include a complete Latin extended character set with small caps for over seventy 
languages, Russian Cyrillic, open type positional numbers, stylist sets and alternate forms.

Design: Zetafonts Type Foundry

Extenda Extenda is a variable width sans-serif type family designed by Francesco Canovaro with Andrea 
Tartarelli and Cosimo Lorenzo Pancini. It is created to provide a fine-grained range of widths to 
choose from, allowing maximum control in display editorial uses, and proportional size variation 
in logo design, keeping consistent appearance and readability. From the vertical, ultra-condensed 
and thin Pica, Nano and Micro weights to the wide and ultra-bold Peta, Exa and Yotta weights, all 
Extenda fonts include an extended character set covering Latin languages as well as ones using 
Cyrillic and Greek for a coverage of 200+ languages. The 11 weights family is complemented by the 
Extendable special weight that uses OpenType scripts to create a dynamically scaling typeface 
where each letter becomes automatically tighter or wider than the previous one.

Design: Zetafonts Type Foundry
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Hefring Hefring Slab is a geometric slab serif type family. Based on simple geometry, it has minimal stroke 
contrast, solid serif presence and a uniform thickness of strokes. The family consists of 20 fonts: 
5 weights in 4 widths, each in roman and italic. Inspired by the work of the renowned Margaret 
Vivienne Calvert, Hefring Slab is robust, clear and functional. OpenType features include alternative 
characters, arrows, tabular figures, ligatures and fractions.

Design: The Northern Block
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Moret Moret is a serif display type family inspired by 20th century European sign painting. It blends 
several calligraphic concepts to create a unique, dynamic and emphatic typeface. Available in 5 
weights and 2 styles (upright and oblique), Moret is well equipped to provide clear solutions for a 
variety of situations and settings such as editorials and headlines. With 466 glyphs per font, Moret 
supports 94 different languages. OpenType features include inferiors, superiors, fractions, tabular 
figures, and ligatures. 

Design: The Northern Block

Nuber Next Nuber Next is a modern geometric sans influenced by the popular neo-grotesque of the 1950s 
including Helvetica and Univers. Carefully remastered from the original Nuber type family to 
improve letter shape, overall uniformity and introduce a flexible width system capable of handling 
a wider variety of modern typographic methods. Details include 573 characters, nine weights, five 
widths with matching italics, alternative uppercase “R”, alternative lowercase “a”, “e”, “g”, “I” and “y”. 
OpenType features include five variations of numerals, numerators, denominators, fractions and 
language support covering Western, South and Central Europe.

Design: The Northern Block
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Markh Markh is an extremely heavy weight sans-serif with many unique characters. Perfect for big titles, 
advertising, labelling, packaging and anything that needs a big impactful typeface.

Design: Tikhon Reztcov
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WeMedia This project was a research for the brand identity of Wemedia, a new Belgian media actors group.   
A physical paper toolbox was developed to deliver a creative and powerful communication tool. To 
build and generate impactive and inspiring visuals based on the synthesis of content symbols.

Design: Hoet & Hoet          Photography: Vébé
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Kreuz Radial is a emotionally charged geometric-turned-humanist sans serif of 5 weights and infinite 
variable sub-instances. It’s informal geometry and wide span of tonal variety, spreads over 
conventional barriers of traditional sans-serif typography. It resonates in dramatic personality 
range, that performs flawlessly on both muscular display and small font sizes. 

Designer: © Brando Corradini          Art Director: Fatih Hardal
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Art Brussels The Art Brussels fair specializes in discovering new artists, whether they are young, emerging 
talents or older artists that have been overlooked. Art Brussels needed a fresh graphic image 
to match its international status and to stand out as a strong signage system in the crowded 
environment of the fair. As a result, Base created a modular typographic system that is easy to 
implement in digital and print applications—an identity with an impact that will evolve with future 
editions. 

Design: Base Design
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